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Evolution
Of A

Drummer

Truthfully, we never actually planned to have a niche in the magazine for
drummers at different stages in their performing careers. However, it's an
approach which has evolved to a point where we now seem to have created
a place for everyone.

For drummers at the very earliest stages of their careers—some with high
aspirations, others quite content to stay in their own areas or on local cir-
cuits—MD offers On The Move. This department came about as a result of
considerable requests, as many readers wanted to learn more about the
local drummers—those dedicated players sweating it out night after night
in saloons across the country.

If you look one notch above On The Move, you'll find Up and Coming.
As the name implies, Up and Coming is for young, talented drummers who
have worked their way out of the local scene, and are beginning to make a
name for themselves as free-lance artists or with popular new bands. These
are the drummers who are on the very brink of headliner status. One tends
to get a strong sense that success is just around the corner for the players
who appear here.

Take one more step up the ladder and you've reached Portraits, an MD
department which covers a lot of territory. Here we have an area which is
generally reserved for artists who have made it in their field, and though
the names may not be household words, chances are you've heard their
work more times than you may realize. Portraits people may be from the
rock, jazz, big band, teaching or studio idioms. The articles are generally
longer than those in On The Move or Up And Coming, and tend to look
more in depth at the careers of some of the strongest, lesser-known names
in drumming.

This brings us to the very top of the mountain, that area of the magazine
which we refer to as a "feature story." Here again, individuals presented
as features in the magazine may be from any one of a number of musical
genres, though they are usually leaders in whatever field of music they rep-
resent. The most prominent of the group will usually end up on our cover
that month. Feature stories are also much more detailed profiles of particu-
lar artists, closely examining their background, musical influences and phi-
losophies, along with their views on music, drumming, equipment and
techniques.

At the risk of becoming mildly depressing for a moment, it appears as
though the very next spot in the MD evolution is In Memorium. If we've
lost a drummer who was an important influence, you're certain to find out
about it here, which leads us to the very last niche which we call From The
Past. The great players who are no longer with us are generally presented in
a biographical sketch format in From The Past, and it's our way of paying
homage to the individuals, and the contributions they've made to the art of
drumming.

So there you have it. From On The Move to From The Past, it seems as
though MD has established a place for everyone. Of course, we realize it's
not a foolproof format. There is often an overlap of sorts from one slot to
the next, and on occasion, a reader will take issue with our placement of a
particular player. Nonetheless, it's a system which seems to work nicely for
the most part, and we're hopeful you're comfortable with the approach, as
well.
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JOHN BONHAM
Thanks very much to Modern Drummer
and T. Bruce Wittet for an outstanding
article about one of the true all-time
greats, John Bonham. It's just a shame
that he's gone and can no longer add his
uniqueness to today's world of drumming.
The only things I didn't like about the arti-
cle were Carmine Appice's disgustingly
arrogant statements. Carmine, I don't
think it's fair for you to try to take credit
for Bonham's style of drumming.
Attempting to capitalize on his greatness is
inexcusable. Can you honestly say that
everything you do is 100% original?

Thanks again, MD.
Joey Villareal
Houston, TX

My deepest thanks to T. Bruce Wittet for
the tribute to John Bonham. Bonzo was,
and still is, one of my greatest influences,
and an article on his contributions was
long overdue.

However, there is one point I must vehe-
mently disagree with. It was pointed out
that drugs were not involved in Bonham's
death—that he died from alcohol poison-
ing. Well, alcohol is a drug, and has been
recognized as such by the medical field for
a long time. In this respect, I feel the article
was irresponsible, giving in to the general
misconception that alcohol is not a prob-
lem drug. I do not wish to seem unsympa-
thetic here, but the fact is, when someone
allows some outside substance to control
his or her life, that person is out of control
and therefore has a problem.

For anyone who thinks I'm preaching
here, let me diffuse that notion by simply
saying that I speak from experience.

James Rau
Seal Beach, CA

If there ever was a drummer who deserved
to be on the cover of Modern Drummer, it
was John Henry Bonham. John's foot pat-
terns on "Good Times Bad Times" and
"The Immigrant Song" are truly works of
art! Unlike some of today's massive drum-
sets, John Bonham only needed a six-piece
set to produce the thunderous, yet clean,
Zeppelin sound.

Thanks, T. Bruce Wittet, for the excel-
lent tribute to the greatest power blues-
rock drummer that ever lived. The song
remains the same, Brother John.

Jim Gieseler
Hubbard, OH

PHIL EHART
I would like to commend Robert Santelli
for his exceptional interview with one of
my favorite drummers and major influ-
ences, Phil Ehart of Kansas. Mr. Santelli
exposed the modest, articulate side of Phil
that many of us know and love. By display-
ing Phil's attitudes on soloing, clinics, and

the music business in general, we, the read-
ers, have certainly benefited from this
interview. Phil's attitudes are certainly
worth reflecting upon by all drummers.

Tom Stalowski
Madison, WI

NICK CEROLI OVERVIEW
A belated thanks for publishing the article
in your May issue by Nick Ceroli entitled
"An Overview." Nick is one of the all time
great big band drummers. Any aspiring big
band drummer should listen to Nick on
Bob Florence Big Band Live At Concerts
By The Sea on Trend records (Tr 523).
"Be-Bop Charlie" is a classic example of
how a drummer should play for and with a
band.

Nick makes some excellent points in his
advice on phrasing, working with the
rhythm section as a team, relaxing, etc. I
enjoyed the bit about working with an
uptight leader. Any of us who have been in
the music business for a while know about
these people. They are usually such bad
musicians that they are forced to start their
own bands in order to perform. Many of
them are so musically ignorant that they
try to cover up their stupidity by picking on
someone in the band. Unfortunately, it is
usually the drummer.

I hope Nick will continue to contribute
articles to Modern Drummer.

Oz Ramsey
Lafayette, CA

FISH: PEART INTERVIEW
While it was gratifying to read Todd Walk-
er's and Maurice Valente's letters (Read-
er's Platform, July '84) regarding my
interview with Neil Peart (April '84), it was
also disheartening to read the letters from
Bob Thompson and Karen Karleski. I feel
partially responsible for their negative
impressions of Neil.

Anyone who has ever had an interview
published knows the limitations of the
printed word. Unfortunately, the reader
misses many important aspects of com-
munication. The interviewer has the
advantage of not only hearing the words
spoken, but also hearing the tone and
inflections of the interviewee's voice, mak-
ing eye contact, and observing body lan-
guage. The interviewer can also take into
account whatever effect the environment in
which the interview takes place might have
on the subject.

As for Neil's remarks on fame, I believe
he was simply attempting to dispel some of
the mystique that surrounds him. Charlie
Watts has made similar remarks about the
years when he couldn't walk down the
street without being mobbed. There's a
great difference between the fan who sin-
cerely admires an artist personally and for
his or her work, and the fan who's like a
pilot fish—who attaches to an artist only

for self-glorification and a free ride. There
is also such a thing as basic human cour-
tesy, which is the difference between the
fan who shakes an artist's hand and says
"I really enjoyed the show," and the per-
son who becomes such a nuisance that the
artist must either leave or ask the fan to
leave, because the offender is not acting
with any sort of manners at all.

I'm sorry that I wasn't able to make that
distinction clear in the Neil Peart inter-
view.

Scott K. Fish
Washington Depot, CT

RESPONSE TO THOMPSON
I'd like to reply to Bob Thompson's letter
about Neil Peart: I can't understand where
you get the nerve to say that you're as good
as Mr. Peart. If you were, your name
would be in all drummers' vocabulary, and
as far as I know, I've never heard of this
fabulous drummer named Bob Thomp-
son. Before you open your mouth, try put-
ting yourself in his shoes. How would you
like all of your work associates to come to
your house after 5 P.M. and demand that
you keep working? How would you like to
go to a baseball game and have the whole
stadium hounding you for autographs?
Think about it: The man puts in his eight
hours of work and then some; anything
after that is his personal time. In the begin-
ning, Mr. Peart probably enjoyed his pop-
ularity, but after 10 years . . .

N. Subhedar
Troy, MI

ALI AND FANNING
Thank you for your interesting article on
Rashied Ali in the July issue. He makes
mastering the drums sound so easy! In his
conversation, Ali referred to his ability to
play both sides of the hi-hat cymbal; he
called it "fanning." I've seen Max Roach
do it, and Ali says Papa Jo Jones does it,
but for the life of me, I can't figure out how
they do it—their hands are such a blur!

I'm sure I wouldn't be the only one of
your readers who would appreciate your
running a piece with step-by-step illustra-
tions that demonstrate exactly how these
masters make it happen. And then, if you
could get Louie Bellson to explain the tech-
nique behind a one-handed roll, you would
truly be revealing some of the drum
world's greatest mysteries!

Jerry Danzig
New York, NY

ALAN WHITE
I was very glad to see Alan White's name in
the 1984 Readers Poll results for
"Recorded Performance." But I was very
disappointed that he came in third. I do
admit that Synchronicity was a superb
album, and so was Van Halen's 1984. But
personally, I think that for the year the
best recorded percussive performance has





LIBERTY DE VITTO

Q. I saw you recently at Boston Gar-
den, and I noticed that you were using
a different snare drum than the one I
had seen you with previously. It
sounded great. Can you tell me what
kind of drum it was, and also what
heads you use all around your kit?
Your bass drum also had incredible
bottom end; how do you tune and muf-
fle it?

Brad Touponse
Niantic.CT

A. The snare was custom-built for me
by Todd Jensen, of the Modern Per-
cussion Center in Nyack, New York. It
was an 8 1/2" deep brass shell, fitted
with all Jama hardware. As far as
drumheads go, I use Remo white,
coated Emperors on the snare and
bass drum batter heads, and CS black
dots on the tops and bottoms of all my
toms. The bass drum front head has
such a large hole cut in it that the
drum really has a single-headed
sound. The depth of the bass drum
comes from a combination of miking
the drum itself, and also using a syn-
thesizer unit marketed by Jama a few
years ago. I think it was called the
Snyper, and as far as I know, Stewart
Copeland, Mick Fleetwood and
myself are the only touring drummers
using it. It's operated by a contact
mic' on the drum, and we have it "Y-
ed" into the board along with the regu-
lar bass drum mic'. The sound tech
can kick it in or out as needed for
added depth and punch. Without mik-
ing, my bass drum doesn't sound like
much of anything; I keep the batter
head pretty loose and use quite a bit
of padding in the drum—a real "stu-
dio" tuning.

TERRY BOZZIO

Q. I would like to know the sizes and
brands of the drums and cymbals you
used on the last Missing Persons tour.
Are you still using that set? If not,
what will you be using on the '84 tour?

Chris Cobourn
Santa Rosa, CA

A. On the '83 tour I used two Jama 22"
Fiberstar bass drums, a Jama 7'bx 14
chrome snare, and a full set of seven
RotoToms. My cymbal setup included
18" and 20" Paiste Sound Creation
Chinas with 14" 404 hi-hats inside
them; 18" and 20" Rude crashes, 14"
Rude and 14" Sound Creation hi-hats,
a Rude 16" on top of an 18" dark crash,
and an 8" bell cymbal. On the Rhyme
& Reason album, I started using Sim-
mons and the LinnDrum as well as the
aforementioned acoustic set. This led
me to designing my own electronic
drumset (a mock-up of which can be
seen in the current video for the song
"Give"). I am busy wiring and con-
structing this set now, and hopefully it
will be ready to be used on the new
Missing Persons tour.

WILLIE WILCOX Q. I really like the sound of your drums
on the intro to "Hammer In My Heart."
What percussion and/or synthesized
drums did you use? Do you use your
motorcycle (synthesizer) drumset in
the studio or just in concert?

Kane Furey
Sacramento, CA

A. What was used was a Linn drum
machine, which did the bass drum
part and the cowbell part, as well as
the hand claps. The sound of the Linn
was EQ'd to our liking, and then proc-
essed with a Lexicon 224-X digital
reverb unit. That comes with different
room ambience settings preset at the
factory; we used a short chamber
sound.

In the past, I've used the motorcycle
kit only live. What's happening at this
point is that I'm intensely involved
with a new sound processing unit to
go with that set. At the time I had that
kit in full gear, the only available
sounds that I liked were the Syncus-
sion units by Pearl, and a PAIA synthe-
sizer. Now, the whole ball game has
changed and there are a lot of new
products available. Soon I'll be
unleashing the motorcycle set with a
new set of sounds.

PHIL EHART

Q. I think your drumming shows
power, punch, and true dynamics.
Could you please tell me what kind
and type of sticks you use?

Bob Wilson
Canton, OH

A. Thanks a lot for the compliment! I
use the Phil Ehart model (what else?)
drumstick made by Ken Drinan of
Bunken, Inc. I've also started wrap-
ping my sticks with Powergrip, a new
stick-gripping product that has just
come out. The combination of Bunken
and Powergrip works great for me!

Photo by Lissa Wales

Photo by Rick Malkin





big part of any successful interview
is the preparation that's done

before the actual interview takes
place. It's during this stage that the

interviewer gets a fix on the interviewee. But
trying to size up Queen's Roger Taylor

proved to be no easy task. As the drummer
for one of England's biggest rock bands of
the '70s—to date, Queen has sold well over
50 million records—it was Taylor's view of

his profession that caused me the most
problems. Taylor, I sensed, didn't like to
view himself as a drummer, even though
that's what he's been since his childhood

days. In addition, he sort of hinted that he
didn 't know much (or care to know much)

about the technical elements of drumming,
even though he's always been a highly
respected and wonderfully proficient

drummer. But the clincher was that Taylor,
at least from what I'd heard from friends in

the business, didn't even like to talk about
the drums. Yet he consented to speak with

Modern Drummer, of all magazines. A
difficult interview? It sure seemed that way.

On the way over to the Manhattan hotel
where Taylor and the rest of Queen were

lodging, I conjured up a mental picture of
Taylor dismissing my questions. If he didn't

want to talk about drums or drumming, what
then would he want to talk about? The

assumption that most people who listen to
rock either love Queen or hate it? Perhaps
we 'd discuss the problems Queen has had

with the rock press over the years. There was
always Freddie Mercury, the audacious and
often brazen lead singer of the band. Maybe
the interview would revolve around the joys
of being a rock star? Who knew? Whatever

the case, I braced myself for a long
afternoon—or a short one, depending on

how I looked at it.
As it turned out, Roger Taylor proved to

be a most interesting subject. The things I
had previously heard or read about him

were, for the most part, on target. However,
Taylor answered all my questions—even the
detailed drum questions—and did so in such

a warm, affable manner that it was
impossible not to feel comfortable with him.

It's true, Taylor doesn't like to consider
himself a drummer in the traditional sense of

the term. And he doesn't especially like
talking about the inner secrets of his

instrument and the way he plays it. But he
has his reasons, and those, I think, were what
made the conversation so interesting.

A



by Robert Santelli

RS: You're a drummer who not only plays drums, but sings, writes songs and plays a very
active role in the direction that Queen takes. Some drummers might think that's an awful lot
of responsibility. Is it?
RT: No, I don't think so. I think drummers suffer from a misrepresentation of image too
often. Traditionally, drummers have been regarded as the stupid ones in rock bands. It 's a bit
unfair, and because of it, being a drummer is a thankless task sometimes. There's
responsibility involved in what I do, but it's nice to broaden one's horizon. These days it's
funny, because I think of myself much more as a musician than a drummer.
RS: Why the change?
RT: Well, it's because I've been spending a lot of time in control rooms, I suppose. Also, half
my job in Queen is drumming; the other half is singing. I started off as a drummer and then
all these things like singing and writing sort of followed.
RS: How do you balance your singing and writing with drumming?
RT: Strangely enough, singing and drumming never bothered me, although I know of
drummers who do have problems with the two. See, back when I was in school, the singing bit
was forced on me one day when the lead singer in the band I was playing with suddenly picked
up and left. We had to do the gig and I had to sing. That's basically how I became a vocalist.
RS: It sounds as if it was a very spontaneous thing.
RT: In a way, yes, it was. But before that I used to do some backup singing. I found singing
and drumming much easier than I expected. Mind you, that was a long time ago. I never had a
time problem, so that was a big plus. But physically speaking, it was very exhausting. I mean
just playing drums itself is very demanding.
RS: Do you do anything in particular to keep in shape?
RT: I wish I did. I'm thinking of getting a bit of gym equipment to keep at home because I'm
getting older. It's definitely time to start shaping up.
RS: How did you get involved with writing songs? Did you always write?
RT: No, I didn't. When we first started Queen and I first met Brian [May, Queen's guitarist],
I wasn't really good enough on the guitar to write. You can't really write if you just play
drums; you need something else, like the guitar. I enjoyed playing the instrument, and
eventually I taught myself to write by watching and listening to other people. It wasn't easy at
first, and in the beginning, the songs were far from great.
RS: How accomplished are you on guitar?
RT: Well, I really don't know how good I am on guitar. I know I have a good sense of
rhythm. I wouldn't say I was accomplished on the instrument, but I'm not bad.
RS: How do you go about composing a song? Is there any personal methodology you use?
RT: These days I find it much easier to write melodically on keyboards because the piano is
more geared, I think, for songwriting than any other instrument. The guitar is quite a difficult
instrument, actually, when you're trying to compose melodically. You have to have all your
chords together, and then you need to put something on top. With the keyboards, you can
write the whole song right there. So what I've been doing is using a sequencer or something,
and keyboards to write material.
RS: How many instruments do you play?
RT: Guitar, keyboards and drums. That's it really, although I do a lot of knob twiddling with
electronics. I recently got a Simmons sequencer. Sequencers are quite good. I've been using a
Simmons mixed in with my regular drumkit for quite some time now. The trouble with doing
that is that you've got to treat them; you've got to put them through a lot of boxes to make
the drums sound good.
RS: You wrote the single off Queen's latest LP, The Works, "Radio Ga Ga." It's quite an
interesting song. Where did the idea to write it come from?
RT: I liked the title, and I wrote the lyrics afterward. It happened in that order, which is a bit
strange. The song is a bit mixed up as far as what I wanted to say. It deals with how important
radio used to be, historically speaking, before television, and how important it was to me as a
kid. I t was the first place I heard rock 'n' roll. I used to hear a lot of Doris Day, but a few
times each day, I'd also hear a Bill Haley record or an Elvis Presley song. Today it seems that
video, the visual side of rock 'n' roll, has become more important than the music itself—too



much so, really. I mean, music is supposed to be an experience for the ears
more than the eyes.
RS: It's no secret that songwriters and bands are writing songs with videos in
mind, more so than the actual musical ingredients.
RT: That's right. But it's wrong. It's upside down, isn't it? It's really a bit
silly, not to mention ironic, because nowadays you have to make a big,
expensive video to promote your single.
RS: Back to the album for a second. Besides "Radio Ga Ga," did you play a
major role in the creation of any other songs?
RT: Well, all the members of Queen contribute in one way or another in the
arrangement of songs.
RS: In 1981 you released a solo album, Fun In Space. From a drummer's
point of view, what was the solo record experience like for you?
RT: That album was a bit of a rush job, actually. I thought I'd run out of
nerve if I didn't move on it quickly. And I did it much too fast. I spent most
of last year when we weren't making The Works, making another solo
album. It's in a much different class than the first one. It's a much, much
better record.
RS: In what ways? Can you be specific?
RT: Well, for one thing, I took a year in making i t . I made sure the songs

were stronger and simply better. I threw out a lot of songs
in the process. I also did two cover versions of other peo-
ple's songs that I'm quite happy with. I did a version of
"Racing In The Street" by Bruce Springsteen. I've
always loved that song. I did it kind of mid-tempo, hope-
fully the way he would have done i t , if he decided to do it
mid-tempo. His version, of course, is very slow. The
other cover tune is a very old Dylan protest song which I
did sort of electronically. The song is "Masters Of War."
Strangely enough, a lot of the lyrics hold up quite well
today. This one is done slower than "Racing In The
Street," but it's very electronic. I use a Linn on it. It
works quite nicely.
RS: What prompted you to get into solo recording in the
first place?
RT: Well, I felt I was getting more creative, and I wanted
a bigger outlet for it than Queen gave me. I wanted, I
suppose, to be more than just a member of the band.
RS: When you write a song, how do you decide if the
song should be a Queen song or one that belongs on a

"BEING A DRUMMER IS
A THANKLESS TASK

SOMETIMES."

Photo by Linda Criss/Starfile



solo album of yours?
RT: It depends on what we're doing at the time. If I get a song on paper
and the others like it, it ' ll go to Queen.
RS: Have you ever agonized over, say, giving a song to Queen which you
knew would have been perfect for a solo record?
RT: That sort of thing hasn't really affected me yet because I've only
done the two solo albums thus far. My output has never been that big
with Queen. I've never had more than a couple of songs appear on any
one album. I try to keep the more personal songs for myself, I suppose.
"Radio Ga Ga" would definitely have been on my own album if that was
what I was doing at the time.
RS: You said before that you enjoy fooling with knobs and dials. Is this
something new for you?
RT: We [Queen] got a studio in Switzerland, and I very much enjoy
playing with all the new toys that are coming out. I'm certainly more up
to date with all the new gadgets out on the market today than I ever was a
few years ago. I'm also a lot more open-minded about them. For
instance, when electronic drums first came out, I didn't really like them
very much because I never liked the sound of the bass drum. But I've
found that the LinnDrum is much better in this department, and I enjoy
using it. One of the things I came to find out is that when people say you
can't get a "human" sound out of the Linn, they're simply overstating
the situation. Of course, there's some truth in it , but most drummers who
still hold out against electronic drums are only doing so because they're
fearful of losing their livelihood. It is a threat, because now the drums are
really good, I mean you can even program in the slight timing discrepan-
cies that come with nonelectronic drums. You can even push the beat or
lay it back. It's all there, and you can do it quite easily. You can make it
sound human, and because all this technology exists, you simply can't
ignore it. One can't be retrogressive in this business. It's like the musi-
cian's union in England; the union took a ridiculous stand and tried to
ban synthesizers. That's like standing in the way of an express train. You
can't stop it.
RS: Is it conceivable for you to think that one day you'll be playing
nothing but electronic drums?
RT: I think it 's quite possible. I mean the solo album I've been working
on has a hell of a lot of electronic drums on it. There's also a track on The
Works in which we've illustrated that quite well, I think. It's called
"Machines." Basically, it starts off where everything's electronic—elec-
tronic drums, everything. And what you have is the "human" rock band
sort of crashing in. What you wind up with is a battle between the two.
RS: When you're composing songs, how do you set about constructing
the drum tracks?
RT: Very often I start out electronically and then overlay the acoustic
drums. Of course, every track is different, but usually I'll begin with a
Linn with a Simmons sequencer on it. It doesn't always work, though.

Sometimes it's a disaster.
RS: Can you give me an example of a failure using this
approach?
RT: Well, if you have one of those snappy tempos which is
done with a box and then you put real drums on top of it, it
could very well wind up sounding dreadful. Actually, it all
comes down to miking. Today, it's not uncommon to over-
mike drums. I mean, putting 15 mic's around the kit is
absurd. All the best drum sounds I've ever got came from
using four mic's or five.
RS: You mentioned before your interest in the activities in
the recording studio control room. What brought on this
interest? Was it just a matter of staying on top of your pro-
fession?
RT: Not necessarily. I just found that I was really getting
good results on the board. And obviously, I've spent half my
life in the last 12 years in control rooms, so I just got to know
more about their potential. I couldn't help but take an inter-
est in what goes on inside the control room. But I think
recording studios are in the process of changing. Whether
people like it or not, the control rooms will ultimately wind
up three or four times bigger than what they are now, and
the actual studio part will be three or four times smaller.
RS: Then surely you must advocate that young drummers
coming up in the business learn as much about the recording
process and what goes on in the control room as possible,



rather than sitting back and letting someone else in the
band soak up all the knowledge.
RT: They're going to have to. Of course, it depends on
how broad you want your knowledge to be. If you want to
be a drummer and only play drums, fair enough. But I find
that very narrow-minded. I could never just sit back and be
the drummer, if you know what I mean. Young drummers
really should learn the technical side of their profession. If
you don't, you're going to miss out. And one owes it to
oneself and one's talent to make the most of things.
RS: Why do you think England has been in the forefront
when it comes to using electronics?
RT: I don't know. It's certainly true, but I don't know
why. Perhaps the answer can be found in the attitude of
some musicians there, or in the way kids are brought up
there. Generations coming up are sort of force-fed popular
music from the age of zero. But then again, I guess that's
true of America as well. The English see the music business
as a form of release because the standard of living in Eng-
land is low—vastly lower than what it is in the United
States. For instance, no one has air conditioning in Eng-
land. In America you can't go anywhere in the summer
without feeling it. Americans take air conditioning for
granted. In England, it's almost unheard of.
RS: Queen began in 1971—some 13 years ago. What were

you doing just prior to the formation of the band?
RT: Freddie [Mercury] and I were trying to scrape a living. I was at college,
but I wasn't attending very often. However, I was getting a grant and
financing a shop where Freddie and I sold artwork. We sold his work and
things friends of his did at the art college. That's how we kept the band
going in the beginning.
RS: Were you an artist as well?
RT: Not really. I studied dentistry and then did a degree in biology. I never
did get a degree in dentistry.
RS: Were you in any other bands with Freddie Mercury before Queen?
RT: No. I was in a band with Brian, though, and Freddie would sort of run
around with us in those days. He had a couple of bands that he was in, but
he's always had such a forceful personality that he forced himself to
develop, because he wasn't such a good singer back then. He's a great
singer now—immensely confident. I couldn't believe it. We had a jam
session with Rod Stewart and Jeff Beck, and Freddie was about four times
louder. He has marvelous projection. Anyway, Brian and I played
together, like I said. It was a three-piece band called Smile. When it split
up, Freddie, Brian and I decided to form a band in 1970. That's how Queen
started.
RS: At the time, what drummers inspired you? Who were you listening to?
RT: I always liked John Bonham, although in England he wasn't that
fashionable. But to me, he was the best rock drummer who ever lived. I'm
sure lots of people tell you that when you interview them.
RS: More people say Bonham than any other rock drummer.

"MOST DRUMMERS WHO STILL
HOLD OUT AGAINST

ELECTRONIC DRUMS ARE ONLY
DOING SO BECAUSE THEY'RE
FEARFUL OF LOSING THEIR

LIVELIHOOD."



RT: Well, it's true. There's no one able to touch him in
the rock world. He was the innovator of a particular
drum style. He had the best drum sound, and he was the
fastest player. Simply stated, he was the best. Although
he wasn't the easiest person to get on with, his influence
was great. He'd do things with one bass drum that other
drummers couldn't do with three. He was also the most
powerful drummer I'd ever seen. Led Zeppelin was actu-
ally more popular in America than they were in England,
you know. You had to be a drummer to realize how good
John Bonham actually was. The average person on the
street probably couldn't really know the difference
between John Bonham and the next flash heavy metal
merchant, or whatever.
RS: Why is that?
RT: The average person can't understand the subtleties
of drumming or just how difficult some of the things he
used to do were.
RS: At that time, how much of an influence did he have
on you and your drum style?
RT: A lot. I think there are a bunch of drummers in
bands today who are nothing but poor Bonham copies.
There are so many, and they have nothing of their own
style. It's just John Bonham's style, but unfortunately,
they can't come close to his sound.
RS: How do drummers make sure that, when they're
heavily influenced by other drummers, they don't wind
up merely as imitators?
RT: Well, that's up to the individual, really. You have to
develop your own style. If you're any good, you'll realize
which bits work best for you. And I suppose the thing to
do is develop them.
RS: What did you do to prevent becoming a John
Bonham copy?
RT: Well, I didn't want to sound like him because I knew
there was no point in sounding like someone else even
back then in those days. This is true no matter how much
you admire what they do. So I just tried to incorporate
certain aspects of his style into my own.
RS: Anything in particular?
RT: Well, obviously the bass drum. I mean, he invented
the whole school of playing the bass drum in a heavy
manner. I learned so much just by listening to the first
couple of Led Zeppelin albums.
RS: What are your feelings on Keith Moon?
RT: Well, Keith Moon was great. In the early days, he
was absolutely brilliant. He had a totally unique style; he
didn't owe anyone anything. The first time I saw him
perform was with the Who in '64 or '65. It was just great.
The Who was an outrageous band—real energy, real art.
I loved them. I mean, to actually destroy your instru-
ments—it was the most unheard of thing in music.
RS: When did you start playing the drums?
RT: [Pause] I can't remember exactly. Can you believe
it? I'll guess and say nine or ten. I remember banging on
my mother's saucepans with her knitting needles. Then,

Drumming: Taylor-made
Roger Taylor's drumming is one of the major factors in Queen's success.
His style can be characterized as straight and strong, yet musical and
clever through Queen's intricate rock arrangements.

The examples below demonstrate Roger's work on some of Queen's
major hits, along with an excerpt from his current solo album.

1. "Bohemian Rhapsody" (final sections)—Queen; A Night At The
Opera, Elektra 7E-1053, recorded 1975.

2. "We Are The Champions"—Queen; News Of The World, Elektra
6E-112, recorded 1977.

3. "Bicycle Race"—Queen; Jazz, Elektra 6E-166, recorded 1978.

4. "Another One Bites The Dust"—Queen; The Game, Elektra 5E-
513,recorded 1980.

5. "Radio Ga Ga"—Queen; The Works, Capitol ST-12322, recorded
1984.

6. "A Man On Fire"—Roger Taylor; Strange Frontier, Capitol 4X1-
12357,recorded 1984.





erry Speiser comes from a land down under—Australia, to
be exact. And he's in the group that helped make the land
down under a desirable place to be and to be from. The

group is Men At Work, and when they burst on the scene in 1982,
Australia got a reputation for having much more than koala bears
and kangaroos to offer.

Their first single, "Who Can It Be Now?" hit number one on
October 30, 1982, a month before their debut album, Business As
Usual, hit platinum status, eventually going triple platinum. It's
been uphill from there. Their second LP, Cargo, went triple plati-
num in the U.S., reaching number three on the charts, as well as
spawning three top-30 singles (two in the top ten): "It's A Mis-
take, " "Overkill" and "Dr. Heckyll And Mr. Jive. "

The band's infectious rhythms and almost discordant vocals
make Men At Work's sound very identifiable, the signature for
which Jerry Speiser is greatly responsible. With his eye on the
future, Jerry has also ventured into the business domain, as well as
developing production skills. But his first love remains playing
drums.

We sat in his hotel suite for a couple of hours during the last U. S.
tour discussing just that. Soft-spoken and polite, Jerry asked his
friend and drum roadie, P.C., to be present, stressing the team-
work between the two of them, both making I he afternoon a pleas-
ant one indeed.
RF: Growing up in Australia, did you think that the kind of success
Men At Work is experiencing was possible?
JS: I always thought there was the possibility of a band making i t .
Whether I was in it or not is another question. You can make it
living in Australia, playing in the pubs. There's a guy by the name
of Mike Rudd who's been in bands for the last 10 or 15 years. He's
had albums out and he's making a living. The shame of it is that he
didn't quite crack it , because he didn't have that hit single. Making
it in this world is having a hit single. That's all it takes. The music
scene in Australia is only just catching up with the rest of the
world, but the talent has always been there. There's no shortage of
talent, but the problem is organization over there.
RF: You were a science major in college.
JS: I studied science and majored in physics.
RF: That's a long way away from drumming.
JS: Yes and no. You understand the no, obviously, but I'll explain
the yes part. Physics is more involved with conceptual science than
mathematical science. There is a lot of mathematics in it , but phys-
ics employs mathematics merely as a tool to get from one point to
the other. Then it is reinterpreted into things a layperson can
understand. There is a lot of mathematics involved in playing the
drums. We're talking about time and intervals, so it's very mathe-
matical. Then you have things like tuning drums, which I spend a
lot of time on, and you have the physics of acoustics, harmonics
and all the tensions have to be right, which is one area where phys-
ics and music blend. There is a course in the university called "The
Physics Of Music." Some people put it into one word and call it
acoustics, although that's a bit more than music, because that's
sound and reaction to other materials.
RF: But that's a long way away from your career as a drummer.
What changed?
JS: Nothing changed. I've been playing drums since I was five
years old.

RF: Were you ever planning a career in physics?
JS: I wasn't planning anything. I always had a dream to play in the
best rock 'n' roll band in the world. I 'm not saying Men At Work
is, but maybe the next band I 'm in will be. I'm really interested in
lots and lots of things, though. When I was a kid, I wanted to be a

.professional basketball player, but there was pressure on me from
the family to study. Physics really intrigued me. I loved physics
and I could rave about it for hours. The knowledge I gained from
studying physics and its conceptual ideas helps me through my
whole life. It gives me an approach, a way of thinking, a way of
analyzing, and logic. When you go into particle physics and atoms,
that introduces vibration. As soon as you're talking about vibra-
tion, you're talking about signals flying between people—"vibes."
I 'm sensitive to vibes, and I consider that consistent wi th in the
physics framework. I t really helps me in all those things. I like
physics, but I always liked playing drums too.
RF: What made you make the commitment to music?
JS: I played in bands all the time when I was a teenager, and I
played with a certain group of guys for about eight years. That's
where I developed my musical knowledge, mostly. The four of us
grew together and helped each other learn. While I was still study-
ing in 1974, I did an album with these guys. That was the first time I
ever saw a recording studio, and it just blew my mind.
RF: Can you expound on that first recording experience, what it
was like, and why it blew your mind?
JS: The first time you see a control room in a recording studio, it's
l ike a l i t t l e kid seeing the cockpit of a plane for the first time. There
is just this mess of gauges, dials, buttons, knobs, wires and pretty
colored lights. It's completely new, but you expect it to sort of
come up with the goods. Hearing the result was just amazing.
RF: What were some of the difficulties you found during your first
recording experiences?
JS: Tape is so sensitive to variation. You have to be incredibly
consistent. Recording technique is something I'm not even sure
about these days. Most engineers like you to play the same level
from start to finish, and if there is any sort of dynamics involved,
they do that in the mix. If you play inconsistently, it's very, very
difficult to fix in the mix. That was one thing I had to learn. If
you're going to hit the snare drum in a certain spot, you have to hit
in that same place from the start of the song right to the end of the
song. You can't hit it in the middle for a few bars and then hit it on
the edge. You have to play with incredible consistency and be really
tight. When we did rhythm tracks, we usually tried to put down as
much as we could in the initial track. We wouldn't have keyboards,
because that's really an overdub thing. We tried to get the bass,
drums and at least one guitar, if not both, happening. That's how
we did most of the tracks. The only thing that was kept from the
ini t ia l rhythm tracks was the drums. Everything else was wiped and
done as overdubs. What all this means is that the pressure is on the
drummer in a sense. With everyone playing together, that's what is
creating the feel of the song. You've got to have the other players in
there to make that happen.

That band was a funny situation because the keyboard player
had a recording contract. He was sort of Australia's answer to
Mike Oldfield. I happened to run into him and he said, "Well, I've
got this contract. Do you want to play on my album?" Of course
we said yes. So we were transformed into a recording band. The

J
by Robyn Flans



band sort of formed out of the recording and then we toured,
which lasted about eight months. Then I got a day job. That was at
the end of '75. In '76 I had different day jobs. I was stil l playing. I
was always prepared to do anything—play jazz in clubs or any-
thing. Towards the end of '76, I decided to go overseas. Then I
came back to Melbourne in '77, went back to the university, fin-
ished there and I was beginning to take music more seriously. I
started to take a music course at Melbourne State College, which is
where I met Greg Ham, the sax player.
RF: You said before that you didn't care about recording contracts
and I wondered if you just never considered musical success? Was
it just a desire to play without any real goal?
JS: I always felt—and still do—that success comes from skill. As
far as I was concerned, I still had a really long way to go to develop
my skills enough to be worthy of that. All my life, I've never tried

to overstep myself. I have to stay within the realms of my ability
and I am guilty of doing that in a very modest way. I ' l l be very sure
before I do things. These days I'm not as much that way. I like to
involve a l i t t le bit of risk, because without i t , there is no develop-
ment. If you play it safe all the time, you're not going to get any-
where. I like to be risky, but it's usually a calculated risk. If I've got
a reputation, then I've got to be careful, so I can't afford to go out
on a ledge. But I like things to be edgy. What I consider edgy, other
people might think is really safe. It comes down to how critical you
are. I might think I blew it and other people might think it was
great or okay. That's the subjective outlook.
RF: You said you started playing drums at five years old.
JS: I started playing drums without even th ink ing about it . Our
house is about a mile from the local primary school where my sister
went. At that school, there was a group of drummers—about half-
a-dozen snare drummers and one bass drummer. Every morning,
as the kids were marching into school, they would play. We could
hear them from our house. In the mornings I would be outside. I
would pick up twigs or sticks out of the garden, and just sit on the
concrete back porch and play along with them. I wanted drum
lessons. When I started at school, every Wednesday after lunch
they had drum practice in a l i t t le shed next to the football oval.
There would be about 20 drummers in the shelter shed and one
teacher. All the kids would stand up and play with their sticks on
the wall. I t was an amazing sound—20 or 30 kids playing marching
tunes on the wooden walls. That was drum practice. Kids were only
allowed to go to drum practice in about fourth grade. When I was
in second grade, my mum went to the headmaster of the school and
asked if I could participate in drum practice. I got in and that was
when I first learned. Then I became the leader of the band in fifth
grade and sixth grade.

I kept playing. I wanted a drum for my birthday and I was really
looking forward to getting one. When birthdays came around,
aunts and uncles always asked my parents what I would like. Obvi-
ously, mum said that I wanted a drum. From one of my aunts I got
a toy drum, which was a tin can with six-inch drumsticks. I was
devastated. Usually with birthdays and presents, I appreciate
everything I get, but I was so disappointed.
RF: How old were you when you got your first real drum?
JS: Eight or nine. It was one drum with one l i t t l e cymbal which
came with a l i t t l e record. I didn't have a real drumkit until I was a
teenager. My mother bought it for me and supported me right
from the start.
RF: Did they have a fit when you chose a career in drumming?
JS: Dad wasn't happy about the drums, and I wasn't allowed to
practice when he was home. At that time, he thought everything
that wasn't related to education was a distraction. One time in high
school when the guys came to my house to pick me up to go to
practice, my dad went outside and said, "Jerry isn't coming today.
He's got better things to do with his time." I was inside crying my
eyes out. So I didn't get a great deal of support from dad,
although, in a funny way I did. My father is a music fanatic and he
has an incredible collection of records, so he listened to music all
the time. I t really did influence me because my appreciation of
music is a fine one. I tune into subtleties and such, and that's how I
gained my ini t ia l training.
RF: How do they feel about you and your career now?
JS: They're as proud as punch of course. In the record shop, dad
goes through the bins, and puts our album out in front.
RF: What kinds of music did you identify most with?
JS: When I was young, we played a couple of Beatles songs, of
course. I also listened to a lot of the early blues things, like Mike
Bloomfield, Eric Clapton and John Mayall, with a guitarist friend
of mine.
RF: Were there particular drummers who influenced you?
JS: Phil Collins was probably my biggest influence. That was ten
years ago. Another influence was Richie Hayward from Litt le
Feat, which is one of my all-time favorite bands. One of my biggest
ambitions is to be in a band with Bill Payne, who is my favorite
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keyboard player. Of course, there was Ringo Starr, who was a
really imaginative drummer. I never thought he was that great
technically, but he had a lot of imagination. I really like the drum-
mer from the Average White Band. I also like Simon Phillips and,
of course, Steve Gadd.
RF: What was your function in the rhythm section when Men At
Work first formed?
JS: My basic job was to keep time and provide a rhythm that would
enhance the feel of the song. The beat has to be there, but it has to
gel with what else is going on. I t has to be inconspicuous in a sense,
but interesting if you want to zero in on it. I t has to be inconspicu-
ous, but not insignificant.

The five years before Men At Work was a time when I did the
most concentrated listening and learning. What I learned then, I
have really used in these last five years. I haven't put that much
energy into developing my drumming in the last five years, and
now I'm ready to sort of learn again. I'm in a fortunate situation
now because I can learn those things and use them at the same time.
RF: What are you doing to develop those skills?
JS: I 'm trying to be a lot more adventurous and more creative in
my playing. Rather than doing the same things every night, I try to
do a few different things every night, without blowing it or messing
it up. I have to play within the framework of the feel and stil l be a
team player, but I'm trying to make what I play a l i t t le bit more
interesting to me and to the people listening. I take my practice kit
wherever I go. If we're in a hotel for more than two or three days, I
have it in my room. If we're doing a couple of weeks of one-night-
ers, it stays with the band equipment and P.C., my drum roadie,

"IF YOU PLAY IT SAFE
ALL THE TIME, YOU'RE

NOT GOING TO GET
ANYWHERE."

sets it up every night for me. I come in a bit earlier and practice a
bit . When we have time off, I'm going to have lessons from as
many different people as I can.
RF: Some people would use the success to take it a bit easier.
JS: For me, it's an opportunity to learn. I 'm a babe in the industry.
My career is only just starting. Being a musician is only a part of
my life. I want to go back to school and study different things. I
would like to take an engineering course as well as study philoso-
phy and music. I would l ike to do what Russ Kunkel does—play on
other people's records and do tours. I have heaps of ideas about
what I want to do. I want to produce albums and engineer as well.
At the moment, I'm collecting bits and pieces of equipment to set
up a studio. I sat through the Cargo album mix from start to finish
and learned a lot. I became a part of the mixing team.
RF": Where did the name Men At Work come from?
JS: We saw it as a road sign and it was on the list of names of about
half a dozen. That was the name that most people liked on most
days.
RF: How did you get involved with the band?
JS: I met Colin at La Trobe University where we were both study-
ing. We were eating lunch on a bench, just chatting. I said I was in a
band and we were looking for a singer. He said he was a singer
looking for a band. So I suggested that he audition for us and he
said okay. We liked him, he liked us, we played a couple of gigs and
the band broke up. I knew that I would play with him again in a
band, though. He told me about this great guitarist he had met,
Ronno [Ron Stryker]. Colin got Ronno to live in Melbourne. They





uring this interview, Les De-
Merle voiced slight annoyance and
perplexity at reviewers who

"always'' refer to him and/or his music as
being "eclectic. " I believe that the com-
monly misunderstood definition of eclectic
music is that it's weird, hard to categorize,
or esoteric. But the proper definition of
"eclectic" is: "Choosing or consisting of
what appears to be the best from diverse
sources. " In that context, Les DeMerle's
music is eclectic. He's certainly not playing
music that is weird or esoteric.

Had he concentrated his skills on being
just a jazz drummer, just a rock drummer
or just a studio drummer, Les would have
had an easier to define career and, perhaps,
more attention than he now gets. But by
being an exceptional all-around drummer,
DeMerle is consistently throwing musical
curveballs at listeners. His is the type of
career that offers musical excitement to
fans, and nightmares for music marketing
people. Perhaps that's one reason why Les
has become an expert in promoting and
marketing his own records, clinics, con-
certs and books.

Les is a most versatile drummer. He has
lightning-fast hands and feet. He can play
the busiest drums at the fastest tempos
with the articulation and precision of a dia-
mond cutter. At the same time, he can lay
back and groove simply on a medium
tempo. And his ballad playing is second to
no one. In the course of this interview, Les
offers sound, practical advice to the most
novice drummers, to the drummers who
have it together musically and want to
know how to get their careers off the
ground, and to every type of drummer in
between.
SF: Your career began in New York, then
you moved to the West Coast, and now
you're back in New York again. What
prompted those moves?
LD: The first move to the West Coast came
about because I was traveling with acts
that were mostly based in L.A. I first went
out there in around 1965. I was with a
singer named Lenny Welch, who I show-
cased with in Caesars Palace. We went out
with about three musicians from New
York and played with the 17-piece house
band. The vibe I got from them was so
good. The drummers that they talked most
about—that they were most impressed
with—were East Coast drummers who
were traveling with acts that would come
into Vegas.

From this one showcase I did with
Lenny Welch, I got a call to do an album
with Wayne Newton, which was very unu-
sual for me. By 1965, I had already estab-
lished a jazz reputation in New York. I'd
already been with Lionel Hampton by that
t ime. I'd played with Joe Farrell, Walter
Bishop, Jr., and a lot of the bebop musi-

cians. The fact that I went with Wayne
Newton still blows people's minds! But it
was my ticket—so to speak—to get out to
the West Coast. Even then, Wayne had
that Vegas charisma. He was one of the hot
acts. It was nice. I started to work 30 weeks
a year in Nevada with just him. I was still
maintaining an apartment in New York.

I only did the gig for about a year. Musi-
cally it wasn't really very satisfying. It was
strictly show-biz. But Wayne did give me a
chance to stretch out; I had a solo in the
show. I even had billing. For about six
months, instead of putting the comedian's
name on the marquee, he put, "With Les
DeMerle On Drums." And I got along per-
sonally with Wayne very well.

The same night that I gave Newton
notice, I was offered Ed Thigpen's job with
George Rhodes's Orchestra, which was a
way to get with Sammy Davis, Jr., because
George was Sammy's conductor. Ed was
going to move to Copenhagen. That gig's
home base was in L.A. I'd just bought a
beautiful Lotus Europa with the money I'd
made with Wayne, so I just hopped in my
car and drove to L.A. When I moved to the
West Coast, things started happening and
there was no reason to move back.
SF: While you were on the West Coast you
opened up your own jazz club, The Cellar
Theater.
LD: When I took the George Rhodes gig at
the Coconut Grove, I got a house up in the
hills. For three months, six nights a week, I
drove the same route to work down Ver-
mont Avenue. Even back then, I was in
touch with Don Ell is , Milcho Leviev,
Ralph Humphrey and all the players in the
early Don Ellis band. We needed a place to
play. My big help was Shelly Manne.

The very first Transfusion band started
out there in 1970. Shelly had heard of me,
and I had one album out as a leader at the
time. He said, "I'll give you Monday
nights at the Manne-Hole." We worked
for union scale in his club for about eight
weeks to break the band in. From Shelly's
Manne-Hole, we got all of our reviews on
the West Coast. Once we got those, that
led to the jazz festivals, which was exactly
what we needed. But we needed something
more: a place to rehearse. I remembered all
the workshops that were always going on
in New York. On the West Coast there
were more actors' workshops and artists'
workshops, but there weren't really any
music workshops at that time. This was
before Dick Grove and P.I.T.

There was a li t t le theater on First and
Vermont that was for rent. I kept th inking ,
"It might be wild to check into this," so
one day I called. It was a legitimate the-
ater—like an off-Broadway theater. It sat
90 people. The rent was so low that I
couldn't pass it up. It was kind of a run-
down area in the beginning, but now it's
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built up beautifully and the rent is like ten
times what it was then.

I just took a shot at it. I had no idea
about running a nightclub. I didn't even
know that it was going to be a nightclub. I
made the front room a drum studio where I
taught. The back part was a theater, and I
acquired a beer and wine license. A lot of
times we just used it as a coffee house and
there was no alcohol at all. Other times, it
would be used for private parties. Louie
Bellson used it several times for certain
projects. Louie even used the stage to
shoot the photos for one of his several
poster campaigns.

When I moved to L.A. in 1970, I was
really hot and very, very determined. Since
then, I've been very determined too, but
that was one of those three-year stretches

when I said, "I'm finally going to do my
own thing. I don't care if I starve to death.
I 'm going to put a band together and do as
much of my work as I can. I'm going to
take all the money I have saved to open up
a jazz club, so I ' l l have someplace to do it
in. I'm going to write drum books and put
out records of the music that I want to
play. I f I starve—cool. I f I don't—cool."

I t ended up being a happy medium.
There were a lot of tough years, but there
were a lot of rewarding years—even finan-
cially. And in playing jazz, that's not easy
to do. But we mixed it up. Certain nights I
had things at The Cellar Theater where
friends l ike John Klemmer and Chick
Corea would do concerts and get us out of
the hole. Then we could do another series
of three or four concerts where we could

afford to lose money. People l ike Carmine
Appice and myself would do clinics for
free there if we could afford to. We did one
Lat in c l i n i c where we had Manola
Badrena, Alex Acuna, Lee Pastora, myself
and my regular group, which included Don
Menza and Bobby Shew—all playing at the
same time. I wrote a Latin piece called
"Percussion Orgy."

But with the library of original tunes
that I was writing for my band, a lot of
them were buil t on odd-time signatures. I
had this one tune called "A Mouth Full Of
Sanctified Choke" based on a Bob Dylan
concept that I had. I t was a bar of seven
and a bar of eight. In my first book. Fusion
One, I wrote about two pages on that con-
cept. I taped the tune in concert and then
took all the rhythms off the tape. That was
two pages in a drum book.

Then there was another tune called
"January 13th" which was in 10/8, and I
wrote another two pages on that tune.
When I moved back to New York, Jerry
Ricci bought the first volume from Bob
Yeager, and then Jerry asked me to do a
second book, so I wrote Volume Two. And
Volume One was so popular that I revised
it not too long ago and added 29 more
pages to it.

Now I'm writing a beginner's book that
I hope to have out soon, and I'm also writ-
ing a big band book that will show all the
stock charts the way they'd be written,
with no drum fills. On the second page, I
wrote out the way I would interpret the
chart.
SF: So what prompted the move back to
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New York?
LD: One of the main reasons was that the
lease was up on that building. I was either
going to have to buy it or go someplace
else. I'd put so much time and energy into
it over the years that I didn't want to try
another thing like that in L.A. Also, over
the years, I was on the road so much from
L.A. that I was maintaining the chair with
Harry James as well as my own projects.
My clinics through the years have been
developing. I 'd never really gotten
involved in the L.A. studio clique. So,
without The Cellar Theater, there was
really no need to be there. I'd been playing
a lot in New York through the years any-
way. I t just felt l ike another change—
another period.
SF: Did you want to get involved in the
L.A. studios?
LD: Yes and no. You have to stay in L.A.
to be active in the studio scene. That's one
of the main things. The contractors call
you. If you're not there, they don't call
you back, unless you can really call your
ticket. With a guy l ike Jeff Porcaro, they
know that he's out on the road with Toto.
He'll tell them what months he's available.
I wasn't getting those kinds of calls. I was
getting jingle calls, a few things with Jack
Sperling, a few soundtracks to movies,
dates with singers, and my own albums.
But through the years I've always main-
tained being a live player. That's s t i l l what
I really dig doing the best.
SF: That's your bread and butter?
LD: So to speak, yeah. Between playing
live, keeping my own groups going, the
Harry James gig—that mixture was always
very rewarding, both financially and musi-
cally. The studios are a whole different
thing that 's hard to explain.
SF: It 's intriguing that you can remain so
active in concerts, in teaching, in clinics,
seminars, recordings and in other areas of
the music business, l ike owning and oper-
ating your own nightclub, and st i l l grow on
your instrument. How do you find the time
to do all that?
LD: I have to make time for i t . I openly
admit that I 'm totally dedicated to drum-
ming and music. Never in my life have I
had to do anything other than play drums
to make a living. So many people have to
do other things. Here's one of the reasons
why I t h i nk I'm able to maintain my
career: Right now we're doing this gig at
the Sheraton in New Jersey. Something
could go wrong next week and they might
tell me that I'm off for a month. Okay.
Then I can teach or do a clinic. Later th is
month I'm doing a clinic wi th Gary Burton
at Berklee. Then I'm going to play two
dates at a jazz club in Cambridge using all
of the teachers at Berklee. In other words,
I keep enough things going so that i f one
fa l l s th rough , the other one happens.

Right now in New York—and I'm very
excited about this—I actually have three
bands going at the same time. I've got the
rhythm section with Dave Lalamma and
Ron McClure. We call that group DeMerle
and Company. Then I have the band that's
appearing with me here tonight which is an
offshoot of Transfusion. It 's a l i t t l e more
commercial, in that it utilizes fusion and
funk and all that. And I just started a
brand new big band with 15 people. I
hadn't done that since I left New York. I
don't know why, but I never wanted to do
that in L.A. As soon as I came back to New
York, there were so many good players
that I said, "I've got to get my big band
book out." Now, I've got this big 15-piece
band that 's going to start working in the
City. The players are so good and so busy
that you could never take the band out of
New York. But as long as we stay in New
York we've got a bad band. It 's all first-call
players. I made about 16 phone calls and
15 guys said, "Yeah, I want to do it. "That
was very inspiring.
SF: What's the lure to do something like
that?
LD: Well, the music is very, very strong.
I t ' s part ial ly because I'm very excited
about it and it's a different concept. It 's
l ike an R&B jazz band, and the band lines
up in one big line. I don't set it up tradi-
t ionally. The drums are on a riser and I
give all the cues from the drums. But it's
l ike all horn players in a row, right across
the front of the stage. It's kind of l ike
Wayne Cochran & The C.C. Riders.

We played a club out in Amityvi l le

called Dakota Rose, and we're shooting to
play places like The Red Parrot in the City.
We're making that crossover to play the
kind of places that James Brown can play.
And we can play the jazz festivals too. But
it's a real fun band and everybody gets a
chance to stretch. The writing is by a trum-
pet player in L.A. named Darryl Leonard.
He's doing a similar concept on the West
Coast. Nobody was doing it here, so I fig-
ured I'd try it. Why not? The response has
been great from musicians and critics
alike.
SF: Do you find that jazz musicians are
generally unwilling to make a long-term
commitment to get a band off the ground?
LD: There are several different things that
can happen. I've never really had co-op



NEW
SOUNDS

CYMBALS
If all musical instrument manufacturing
companies were controlled by musicians,
then every NAMM show would probably

be like the one held in Chicago this past June—
full of innovations and new instruments. But
before some companies listen to the musicians,
they first talk to their accountants about the
economic forecast, and if the news is bad, well,
the musicians will just have to wait. Judging by
this year's show, the economic sun is shining
and the companies feel free to give the musi-
cians whatever they want.

And what is it that they want? Electronic
drums, for one thing. If a product's success is
judged by the number of imitators it spawns,
then Simmons drums must surely be one of the
great success stories of all lime. Electronic
drums seemed to be everywhere, from out-and-
out Simmons "clones" (at a variety of price
ranges) to viable alternatives to the Simmons
version of what electronic drums should sound
(and look) like.

In a sense, the electronic drum craze has
emancipated drummers from the same basic
tones and timbres they have been using for
years. The common phrase used by almost
everyone this year was "new sounds. " (As a
reference point, the common phrase a couple of
years ago was "quality at a reasonable price. ")
One of the best examples of this focus on differ-
ent sounds is the number of cymbal companies
that now exist, and the variety of different mod-
els they are all offering. Even some of the drum-
stick manufacturers have come up with prod-
ucts that were created to generate different
sounds.

This is not to say that "traditional values"
are being forgotten. Improvements in heads,
lugs, shells, hardware, and so on, were every-
where, and what's more, most companies were
adding new products without abandoning pre-
vious models, giving consumers a wide selec-
tion of options to choose from. Of course, the
people who play the instruments have always
wanted these choices, but over the last few years
the economy has not permitted the companies
to manufacture too many different items,
because the dealers refused to stock anything
other than the most popular models.

Whether or not the current trend will con-
tinue will be determined by the overall econ-
omy, and by whether or not drummers will be
eclectic in their purchases. If, after all of these
new products have been around for a while, the
players settle on using just a few of them, then
the companies will be quick to discontinue the
items that are not moving. But if this emphasis
on "new sounds" continues, then every
NAMM show may be as exciting as this one
was.

The emphasis on new sounds has certainly had an
effect on the cymbal business. I t wasn't that long
ago that there were only two "serious" cymbal
manufacturers: Zildjian and Paiste. But now there
are several companies that are serious about their
products, giving drummers the widest assortment
of cymbal types in history.

At Zildjian alone, there are more choices than
ever before. In just a few years, Zildjian has gone
from one line of cymbals to four—A.'s, K.'s,
Amir and Impulse. And within those different
lines, there is a great deal of variety. At this year's
show, Zildjian was featuring several new K.'s,
including flat K. rides and K. China Boy cymbals.
According to Zi ld j ian Vice-President Jer ry
Hubeny, all of these new models are the result of
the feedback Zildjian gets from its many endors-
ers. As Hubeny puts i t , "I th ink drummers are
experimenting more and more with different setups
for different applications. We respond to this with
our new product development through the Zildjian
Sound Lab."

A similar thing is happening at Paiste. Accord-
ing to Paiste's Steve Ettleson, a lot of their endors-
ers are asking for cymbals that will meet the vol-
ume requirements of electronic drums, and the
company has responded by enlarging their Rude
line. Paiste has also expanded the Sound Creation
series in response to drummers who wanted darker
cymbals with more overtones. As an example of
the number of different models Paiste makes, i t
one wanted, say, a 20" ride cymbal, there would be
(appropriately enough) 20 different models to
choose from among Paiste's various lines.

Sabian is also expanding. They've added a few
models to their AA and HH lines, and have also
added two new series: the low-priced B8 cymbals,
which are imported from Germany, and the
medium-priced B20 cymbals, which come from
Italy. With the addition of these new lines, Sabian
now feels that they have the complete market cov-
ered.

There were three new companies at the show.
Profile USA cymbals come from the Meinl factory
in Germany. According to a spokesman, they arc
aware of what's already on the market, and are
striving to come up with new cymbal sounds to
complement the new electronic drum sounds. At
the opposite extreme was a Turkish company
called Zilji ler, which claims that it was "formerly
part of the largest and oldest cymbal company in
Turkey." They are striving to duplicate the old K.
Zildjian sound and look. And finally, Fred Beato
introduced his "Turkish Sounds." When asked
why the world needs another cymbal company,
Fred responded, "There should always be room
for the drummer to have choices, because each
cymbal has its own characteristic." These days,
drummers certainly do have a choice when it comes
to cymbals.

BEATO

ZILJILKR—Shortly after the NAMM
show, this company changed its name to

the Istanbul Cymbal Co.



SABIAN—Harvey Mason and Roy Edmunds were on hand to discuss Sabian
products.

PAISTE—Steve Ettleson showing off the latest
Sound Creation cymbals.

ZILDJIAN—Bernard Purdie checked out the new additions
to the K. Zildjian line.

CAMBER

AVANTI
Gina Schock and Eric Carr were seen discussing their
preferences in cymbals at the Paiste booth.
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ELECTRONICS
Other than "new sounds," the other word that was
on everyone's lips was "Simmons." All of the var-
ious electronic drums were being compared to the
corresponding Simmons model. In some ways, I
was reminded of the '82 NAMM show; I kept hear-
ing people say, "Simmons-type sounds at an
affordable price."

Even some of the companies that you might
think would be competing with Simmons were,
instead, striving to prove how compatible they
were with Simmons. The people at Linn were
happy to demonstrate how to use Simmons pads to
trigger a LinnDrum. Roy Burns and Randy May
were delighted that people who were using Sim-
mons toms were turning to May-EA and Aquarian
miking systems for snare drum, bass drum and hi-
hat miking, in order to match the volume of the
Simmons toms.

In the hectic atmosphere of a NAMM show, it
simply wasn't possible to make a fair, product-by-
product comparison of all the different electronic
drums. In some cases, the kit on display was only a
prototype, and the company wasn't sure what the
final version would look like or sell for. (Compa-
nies sometimes "test" a product that way at a
trade show, just to make sure that there's enough
interest to justify production.) Suffice to say that
one can now buy a complete electronic drumkit for
less than $1,000, and individual pads for one- to
two-hundred dollars. The quality ranges from not
bad to quite good. Some companies are doing their
best to copy Simmons; others are striving to estab-
lish their own identities. (You can basically tell
which approach a company is taking just by look-
ing at its product.) Judging by the amount of activ-
ity around the booths, Tama's system should do
well, and so should the one marketed by Alden
under the name Ultimate Percussion. E-Mu's E-
Drum also showed promise.

As for drum computers, Linn is still the leader.
As with electronic drumkits, there are now a vari-
ety of drum machines at a variety of prices. Per-
haps the most promising new entry is the Ensonia
Procussion. It has pretty decent sounds at a very
low price, and could be an affordable way for
young drummers to start learning how to handle
drum computers.

The next few months will probably demonstrate
whether electronic drums represent a novelty or a
true revolution. At the moment, many dealers who
have Simmons drums in stock are complaining
that, although a lot of drummers are coming in to
check out the Simmons, not too many people are
actually buying them. No one is sure if it's because
the Simmons are so expensive, or if it's because
most drummers just view them as a curiosity. The
various companies who have rushed electronic
drumsets into production are obviously betting
that it was just the price that prevented a lot of
sales. Now that electronic drums are available at a
variety of prices, we'll find out.

SIMMONS

ULTIMATE PERCUSSION

E-MU—Drummer Hans Bruniusson demonstrating the E-Drum.



Kenny Aronoff looking over Tama's
new electronic drums.
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DRUMS
Yes, electronic drums have arrived, but no, acoustic
drums have not disappeared. Overall, the traditional
drum companies are looking very strong, and there is a
lot of growth taking place. For one thing, there were a
couple of new companies in attendance. The one that cre-
ated the most interest was Peavey. They've been known
for years as a top name in amplification and sound rein-
forcement, so one might expect that, if they were going to
get involved with drums, it would be with electronic
drums. Not so. They debuted with an acoustic set featur-
ing 6-ply maple toms and 8-ply bass drums. They stress
that every part of the set is American made. Keep your
eye on these drums; a company l ike Peavey isn't about to
screw up its good name by putting out junk . The other
new company was Emerald, who boasts that their drums
are designed by drummers who know what they want.
For a new company, they already have an impressive
number of products.

As for the "old" companies, Gretsch continues to
show signs of growth. In addition to their electronic
drums, they also had a variety of new finishes, a couple of
new snare drums, a new line of sticks, and improved
hardware, called Techware. Another company whose
vital signs looked good was Premier. They've gone
through some management changes in the past year, but
have emerged with a new sense of direction. Spokesman
Tom Meyers is very optimistic about their future growth
potential.

Pearl and Tama both had a number of new products.
Pearl's new lug design makes it possible to change a
drumhead without completely removing the tension
rods, saving a great amount of time. They are also build-
ing up their marching percussion line. Tama, in addition
to their electronic drums, had a new bass drum extension,
a double bass drum pedal, and they are now offering cus-
tom finishes.

Yamaha, Sonor, Ludwig, Drum Workshop and
Slingerland all seemed to be maintaining their respective
reputations. Most of their new products tended to
revolve around finishes and slight modifications of pre-
vious products. A couple of them indicated that they
were watching the electronic drum area carefully, and
that we may be seeing new products from them soon.

One lesson that the industry learned a few years ago
has certainly not been forgotten: Drumsets must be avail-
able at all price ranges. Remo is certainly the leader in
making drums affordable. This year, they've introduced
PTS ki t s with power toms, and also expanded their line
of PTS marching percussion for the benefit of schools
that are having budget problems. Most of the major com-
panies continue to offer a second-line k i t , and there are
also the companies, such as CB-700 and Trak, who spe-
cialize in economy-priced drums.

Finally, it was sort of sad to see the Rogers display. At
one time, Rogers was one of the leading companies. But
if the people at CBS are interested in Rogers, then they
weren't doing anything to show it at this year's NAMM.
They had three drumsets on display—two of which were
budget-line imports—and the overall effect was that the
drums were merely being used as decoration for the
Fender guitars.

PEAVEY

EMERALD

PREMIER—Rod Morgenstein with his new Premier
kit.
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STICKS
It's sometimes hard to believe just how many dif-
ferent drumsticks there are. One would think
that, by now, every possible size and shape
already exists, but every year there are new mod-
els, and variations of old models. A couple of
years ago, synthetic sticks were the big rage, with
some people going so far as to say that wood
sticks would become obsolete. Well, that cer-
tainly hasn't happened yet. What has happened
is that synthetic sticks have blended into the over-
all picture, simply giving drummers even more
options. At Riff-Rite, however, they still feel that
synthetic sticks are in their infancy, and that
graphite sticks will ultimately become dominant
as wood prices continue to go up, and the cost of
synthetics continues to go down. They also point
out that synthetic sticks work very well on the
hard surfaces of certain electronic drums.

Meanwhile, the traditional companies keep
coming up with new models. Vic Firth has a new
Harvey Mason signature stick that falls in
between Vic's Bolero and Combo models. Sev-
eral companies are experimenting with brushes.
Pro-Mark has a brush with wooden beads
attached to the wire strands, for extra power on
accents and for use on a ride cymbal. Mike Balter
had a similar idea; he combined a brush with a
regular wood tip, so that both can strike at once.
And over at Calato, they've introduced a wood-
handle version of their Blastics brush.

For those who have trouble holding onto their
sticks, both Kirkwood and Powertip sticks have
grooves cut into their shafts. Resonant sticks
solve the slippage problem with a gum-rubber
grip surface. And drummer Phil Ehart was hand-
ing out samples of Powergrip tape, which is for
drummers who want to wrap their own sticks
with a nonslip covering.

Two other products worth noting are Fred
Beato's Tip Tops—rubber sleeves which fit
around the tip of a drumstick, making it quieter
for practice, or useful for cymbal rolls and elec-
tronic drum surfaces—and RapisardaStar sticks,
which feature tips that light up.

AND...
For those who prefer their "exotic"

sounds to be acoustic, rather than elec-
tronic, companies such as Latin Percus-
sion, Carroll Sound, Jopa and Gon Bops
are still going strong. It 's also encouraging
to see that small companies who specialize
can still exist in today's market. Notable
examples are Sola, which makes snare
drum shells, and Spectrasound, which fea-
tures a variety of chime trees. A couple of
new companies were added to the list this
year. Noble & Cooley is making a snare
drum in the tradition of old Radio Kings,
while a company called Trapease is offer-
ing a unique hardware carrier.

RIFF-RITE 

KIRKWOOD—Shown with
Beato Tip Tops.

MIKE BALTER

Olga and Vic Firth 
DEAN MARKLEY

CARROLL SOUND

GON BOPS
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A 

S contemporary music has
changed during the past 20-plus
years, so have drums, drumsets

and drum tuning. One need only listen to
popular records from 1963,1973, and 1983
to realize the drastic differences in the over-
all sounds of the drumsets. In this article, I
wil l examine the various factors that influ-
enced contemporary music in order to
determine why and how drum sounds have
changed over the years.

For the sake of comparison, I have
included a description of a typical setup
for each of the periods discussed, along
with an overview of industry trends. The
samples represent the basic kits preferred
by the majority of drummers of the speci-
fied era. Natural ly, considering the num-
ber of variables, there were exceptions; the
examples are intended to i l lus t ra te the
average rather than the exclusive setups of
each period.

The Early '60s

The early '60s was a pivotal era for pop-
ular music. I t was during this period that
youth-oriented music came to dominate
the charts. With this domination came an
abundance of new artists whose influence
would be strongly felt.

During the early '60s, several musical
styles had an impact on the top-40 listings.
Romantic pop was a big seller among teen-
age record buyers. Phil Spector, with his
"wall of sound" productions, allowed the
drummer to become more than just a time-
keeper. Realizing the dramatic potential of
powerful drum lines, Spector often fea-
tured thunderous accents and tom fills on
the recordings he produced.

In 1960, Motown Records released their
first national h i t . By 1963, the Motown
staff had perfected a blend of Gospel and
pop that appealed to black and white lis-
teners alike. "The Sound of Young Amer-
ica" wrapped strings, horns and back-
ground vocals around a hook-f i l led
melody and a solid, catchy bot tom.
Straight snare drum beats punctuated the
driving rhythms.

The "British invasion" was also instru-
mental in shaping the sounds of the early
'60s. Groups such as The Beatles, The
Rolling Stones and The Kinks vir tual ly
cast the mold for the guitar-bass-drums
standard rock band lineup. Their music
was simple and upbeat—just what the
audience wanted.

Besides the three styles ment ioned
above, other musical forms emerged dur-
ing this period. "Girl groups," folk, surf
and soul bands also shared the spotlight.
Dance novelties and instrumentals occa-
sionally scored big on the charts. In 1963,
the quality of a garage-band drummer was
often measured by his or her abi l i ty to play
the solo from "Wipe Out."

Despite the diversity of styles, there were
a number of similarities between early '60s
drummers. Each played with basically the
same setup, but more importantly, each
was playing in a new musical idiom.
Today's young drummers may have grown
up listening to the type of music they play.

In the early '60s, drummers from both the "British invasion" (led by the
Beatles' Ringo Starr) and the American surf scene (such as the Surfaris' Ron
Wilson) favored small, four-piece kits that were basically holdovers from
the jazz sets of the '50s.

In the middle to late '60s, drummers like Keith Moon expanded the kit, often
adding double bass drums and multiple toms, in an effort to compete with
both the virtuosity and the volume of other band members performing on
highly amplified instruments.



The '60s drummer could not do that sim-
ply because the style of music did not exist
prior to that point in time. In a sense, the
'60s drummer was a musical pioneer.

As with any artistic renaissance the par-
ticipants had to develop new techniques to
accompany the new concepts. They had to
adapt their styles to meet the demands of
the new musical form.

Since most of the drummers had jazz
roots, the i r tuning reflected that back-
ground. Heads on the toms and bass drum
were tight and rarely dampened. That way,
the drums were bouncy and resonant. The
snare was tuned high and ringy to produce
a crisp tone with plenty of attack. Steady
time was often played with a stick on a ride
cymbal, while closing the hi-hats on the
backbeat. In an attempt to simulate the
then-popular tambour ine beat, some
drummers attached Ching Rings to their
hi-hat clutches.

Sample setup: 20" bass, 13" mounted
tom, 14" or 16" floor tom, 5 1/2 x 14 snare.

As previously stated, the early '60s
drummer was basically a converted jazz
drummer. At that time, there was no phys-
ical difference between a rock and a jazz
setup. In both cases, the drummer used a
low-slung, compact ki t , with a single ride
cymbal ei ther on a floor stand or mounted
on the bass drum. In addition to the ride,
there would be one or two other large (18"
to 20") cymbals for crash and crash-ride
duties.

What about heads? Although a couple
of drum companies were producing their
own heads, the overwhelming favorite was
the Weather King by Remo. Plastic heads
had been introduced in 1957 to replace the
erratic calfskin models. By the early '60s
the vast majority of players had made the
switch to reliable plastic. Today there are
dozens of plastic head types, but back in
"the old days" drummers generally used
the equivalent of today's medium-weight
Ambassador head.

Middle To Late '60s

By the mid-'60s, rock music had formed
a social conscience. Sugary love songs had
given way to more thought-provoking
material. The turbulence of the times was
mirrored in the content of the music.

Along with the new life-style came a dif-
ferent approach to listening. Prior to that
time, an album was l i t t l e more than a hit
song surrounded by several weaker efforts.
But the newer artists were writing tunes
specifically geared for the stereo LP mar-
ket. Songwriters felt that their messages
could not be properly conveyed within the
limitations of the 2 1/2-minute single.

The introduction of stereo rock albums
had a slight effect on the drum sound. In
general, the tuning was stil l open, but a li t-
tle more subdued than in the past. Light
muffling was used to eliminate excessive
ring.

The concert scene could be described in
one word—LOUD. Electric guitar and
bass players began blasting through large
speakers powered by hundreds of watts of

Studio drummer Hal Blaine represents a transitional figure in both sound
and setup. One of the first to use multiple toms and single-headed drums
when recording the rock hits of the late 60s, his sound influenced the think-
ing of drummers, engineers and drum manufacturers over the next several
years.

In the early '70s, improved sound-system technology called for close, indi-
vidual miking of drums and cymbals. Concert toms became popular with
drummers such as Carl Palmer, because of the controlled sound they pro-
duced and the ease with which they could be miked. Drummers also became
more aware of the visual impact created by elaborate setups and a theatrical
approach to performing.

The mid-'70s saw the increased popularity of the "fat, wet sound. " This
required heavily dampened drums, generally with deep shells, and a variety
of specialized heads. Don Henley's deep snare backbeat was characteristic
of the mid- '70s drum sound.

by
Ernie
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electricity. Rock music became synony-
mous with high volume—especially for the
blues and psychedelic groups.

Electric instrumentalists could boost
their volume by adding an amp or turning
a dial. Unfortunately, that was not the case
for the drummers. They had to make some
radical changes in order to avoid being
drowned out by their band mates.

It became apparent that the small-sized
drums were not suited for high-volume
playing. Drummers began experimenting
with larger drums to bridge the loudness
gap. Since the manufacturers were not yet
selling large kits, drummers improvised by
utilizing field drums and oversized toms.
Thick sticks and heavy cymbals became
essential.

Eventually, as the bands started playing
in larger halls, sound technicians placed
microphones by the front of the bass
drums and on overhead stands. That only
partially solved the problem, because the
drums sounded boomy as they came over
the PA system. Further experimentation
proved that the drums cut through the gui-
tars better if the bottom heads were
removed. Drummers started to sacrifice
tone for volume.

During the latter part of the '60s the
double-bass setup became the rage. Keith
Moon, Mitch Mitchell and especially Gin-
ger Baker showed the drum world that
double bass drums had their place in rock
music. Multiple tom sets were also being
used with increased frequency. "In-A-
Gadda-Da-Vida" by Iron But terf ly
replaced "Wipe Out" as the drum solo
song that every young hotshot learned.

Sample setup: one or two 22" bass
drums, 13" and 14" mounted toms, 16"
floor tom, 5 1/2 x 14 snare (often metal).

When the volume level of electric instru-
ments soared, drummers countered with
size and number. A specific rock style had
developed in both technique and equip-
ment. Since drummers were using more
pieces, they had greater latitude in their
musical interpretations. Rock drummers
had come into their own as band members.

Utilizing a greater number of drums and
cymbals, the drummer had the opportu-
nity to be very creative. Rock's looser
framework gave drummers the freedom to
embellish the material with color and
dynamic sweeps. The double bass drum kit
offered a new challenge to a player's coor-
dination and artistic ability.

Of course, the flashiest player in the uni-
verse is worthless in a setting where the
drums cannot be heard. Unfortunately,
that was often the case during live shows
presented toward the end of the decade. It
seemed as though every time the drummer
found a way to milk more volume out of
the drumset, the guitarist added another
amplifier. Cutting holes in or removing
bottom heads only partially solved the
problem. Some players went so far as to
replace their mounted toms with timbales
for greater projection!

Early '70s

Two major developments shaped the

In the late '70s, new wave drummers like Clem Burke of Blondie preferred a
return to smaller kits, reminiscent of the early '60s, with the exception that
the drums were generally larger.

While playing with Frank Zappa, VinnieColaiuta's set foreshadowed devel-
oping trends, combining the use of acoustic drums, RotoToms, electronic
drums and drum machines. Stewart Copeland's kit typifies the use of tradi-
tional drums combined with accessories such as Octobans.
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course of drumming in the early '70s: the
trend toward single-headed concert toms
and the improvement of PA systems. The
mass marketing of concert toms repre-
sented the first large-scale change in drum
production in many, many years.

Both musicians and concert-goers had
tired of the sonic drone created by the
bands of the late '60s. Thus, the music
became more controlled, both stylistically
and electronically. Due to the marked
advancement in PA system technology, it
was no longer necessary for a guitarist to
haul out a wall of speakers. Sound techni-
cians initiated the practice of miking each
drum separately.

Although separate miking alleviated the
volume problem, the technique was not
without its drawbacks. The problem of
overring still existed. Sound techs discov-
ered that concert toms had a flatter sound
if miked from inside. Snare and traditional
tom heads were loosened to achieve a simi-
lar effect. Naturally, the change in head
tension altered the stick response.

The early '70s was a transitional period
in contemporary music. Some of the
heroes died; some of the bands broke up.
The Woodstock generation had matured
and so did the music. Subtle changes in the
business, such as the birth of FM rock sta-
tions, were to have a far-reaching effect
throughout the decade.

Sample setup: 24" bass with hole cut in
front head; 12", 13" and 14" concert toms,
16" floor tom, deep snare.

Taking a cue from the players, drum
makers added concert toms to their line of
merchandise. The concert tom represented
the first major change in manufactured
drum design since rims replaced tacks as
tom head holders. It was also the first inno-
vation directly related to rock music.

The concert tom improved projection
and eliminated hardware. But the most
important thing about it was its signifi-
cance in the relationship of artists and
manufacturers. The industry leaders had
come to the realization that rock musicians
were more than just a bunch of noisy kids.
By marke t ing equipment specifically
designed for rock, the manufacturers indi-
cated that the contemporary stylists had
gained credibility and respect.

Even though they were an improvement,
concert toms were far from a cure-all.
Tuning a single-headed tom could be
tricky. Tensioning had to be just so. Some
drummers were disillusioned with their
inabil i ty to tune to a desired sound and
feel. On a set like our sample, the 14" tom
did not sound much different than the 12"
tom at certain tension settings.

Another problem with concert toms was
matching the tone to the rest of the set. For
the sake of consistency on any set there
must be an even articulation level. Simply
put, a set in which one drum sounds like a
timpani and another like a beach ball is not
pleasing to the ear.

To balance an early '70s-style set, one
had to match the tone of the snare, floor
tom and bass to that of the concert toms.
Originally, drummers improvised on the

Today's wide variety of popular music styles allows for a wide variety of
drum setups. Kits range from the extreme simplicity of Slim Jim Phantom's
snare/bass/cymbal set to the complexity of Neil Peart's assembly of drums,
percussion and electronics, which literally surrounds him on stage.
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Midnight Oil's

Rob

A lot of attention has been paid to Austra-
lian bands in the last few years, and for
good reason. What is not often mentioned
is the abundance of excellent drummers
who are responsible for the strong and
danceable rhythms so characteristic of
Australian rock. Such drummers as Jerry
Speiser of Men At Work, John Farriss of
INXS, and Rob Hirst of Midnight Oil may
be changing that. Contrary to standard
procedure, it is difficult to find a review of
a Midnight Oil album or concert that does
not mention Rob Hirst in glowing terms.
What distinguishes Hirst upon first listen-
ing is the sheer forcefulness of his drum-
ming. Yet repeated listenings reveal the
fact that Hirst is also a surprisingly inven-
tive and versatile drummer. Whether he's
spraying the sonic terrain with heavy per-
cussive artillery as on "Only The Strong"
and "Somebody's Trying To Tell Me
Something" or simply controlling the
rhythm section in his distinctly economical
but stylish way ("Power And The Pas-
sion," "Read About It," "Short Mem-
ory"), Hirst commands the listener's
attention. On stage during one of Mid-
night Oil's incendiary performances, it is
Hirst who is the co-star with 6'5" bald
vocalist (and former lawyer) Peter Garrett,
not the guitarists as one might expect.

Hirst formed Midnight Oil along with
guitarist/key boards player Jim Moginie in
Sydney in 1977, and over the next five
years, the Oils (as they're called down
under) made their way to the top the hard
way—by touring the east coast of Austra-
lia incessantly and winning over tough
Australian pub audiences. With the release
of their fourth album, 10, 9, 8, 7, 6, 5, 4, 3,
2, 1, in late 1982, Midnight Oil established
dominance of the Australian rock scene.
The album's convincing blend of primal
power rock, psychedelia, quasi-folk tex-

tures, pop acumen, and the astonishing
production of Englishman Nick Launay
wielded an impressive commercial clout:
The album stayed in the Top Ten for over
six months and was still in the Top 40 as
well over a year later, having gone quadru-
ple platinum. 10-1 was released late last
year in the U.S. by Columbia Records to
critical acclaim and received heavy air play
on college and alternative radio stations
across the country.

Midnight Oil is perhaps most notable
from a drummer's point of view for being
the only band in recent memory to feature
a drum solo as the centerpiece of a song, as
they did on "Power And The Passion, "
their breakthrough song in Australia and
their first single in the U. S. Part of the rea-
son for this is that Hirst is not only one of
Australia's finest drummers, but he is also
a first-rate songwriter and lyricist as well.

I spoke with Hirst while the band was in
Los Angeles during their first brief U.S.
tour, and found him to be far more accessi-
ble than the band's semi-reclusive, anti-
hype image in Australia would suggest.
Hirst is friendly, articulate, and out-
spoken—but most of all, he is a team
player, not the "star" drummer he seems
to be at home, where he has won the "Best
Drummer" honors in the leading rock
magazine's Readers Poll for the last three
years. As Hirst said to me, ' 7 see myself as
a part of Midnight Oil. I'm just a cog. I'm
aw Oil, mate. "
BW: What do you th ink are the advantages
of living and working as a musician in Aus-
tralia, as opposed to being English or
American?
RH: I th ink there's a sense that , if you're in
Australia, you're s t i l l working in a country
that 's just developing its music, its film,
and its theater. There's a lot of excitement
there. Also, Australians are very discrimi-

nating. Australians have had a lot of bad
music dumped on them for years and
years, so they know when something is
good and when something is bad.
BW: Is there something unique about
being a musician now in Australia?
RH: Yeah, for the Oils there is something
very different , because our history goes
back to the surf pubs of North Sydney, and
that's a very Australian environment. I've
been to quite a few places around the world
now with the band, and there's nowhere
similar in environment to that area. They
were some of the hottest, most aggressive
shows. You would have the male contin-
gent in the audience all with their shirts
off, their fists raised, sweat pouring down,
beer flowing, and broken glass every-
where. I t sounds l ike hell but it was fantas-
tic. That's our background; that's our
environment. Nowhere else I've been is
l ike that. So obviously, our history and
background are very dist inct ly Australian,
and the songs that we write as a result are
very Australian songs. It 's very hard to
describe to you what an Australian song is,
but it basically means that we're not writ-
ing about things we know nothing about.
We're wr i t ing about our environment .
There have been other Australian bands
which have decided to take the easy road to
success by wr i t ing about American or
European places, things or life-styles.
Whereas, to be honest, we can't write
about those things because we don't know
anything about them, so we write about
Australian subjects.
BW: Tell me about the recording of 10, 9,
8, 7, 6, 5, 4, 3, 2, 1. Obviously, something
was different about i t , considering what a
departure the album was from the previous
records.
RH: We were looking for a producer who
could be more creative in the studio. When
it came time to record the 10-1 album, we
decided that we should go for someone
perhaps much younger and wi th some
fresh ideas. Through a mutual friend, we
met Nick Launay, who had already
worked with some other Australian acts,
l ike the Birthday Party. We went back to
his place in Fulham, near London, and he
played these tapes of the stuff he'd done.
We were knocked out by his different
sounds and approach. Jim was particu-
larly impressed at that stage and said, "I
th ink we should record with this guy, and
we should record in a state-of-the-art stu-



by Bill Wolfe

Hirst
dio—one with a great sound." Fortu-
nately, Nick's studio,' which he'd been
using for all his other projects, the Town
House Studio #2, was available, and it's
known to have a great drum sound. So we
went in there and recorded 10-1. It was a
difficult time for the band. We'd been in
London for about four or five months,
we'd used up all the money from our Aus-
tralian touring, we didn't have a record
company except in Australia, and we were
really thrown back on our resources. We
were taking a gamble with this producer
who didn't have the background of some-
one l ike Glyn Johns [producer of Oil's
1981 album, Place Without a Postcard],
but we thought that he'd be the guy.
Although it was a painful album to make,
it really tested the band's abil i ty to adapt to
a new environment. The result was the
best-sounding record we've made.
BW: Nick Launay has a reputation as a
drummer's producer/engineer. How did
you enjoy working with him, and did he
have an effect on your playing in any way?
RH: Nick was great with drum sounds. He
opened up my eyes to a lot of drum ideas.
For instance, we recorded the drums with-
out cymbals in i t i a l ly because we found a
great room for drums in Town House Stu-
dio #2, but i t 's a terrible room for cymbals;
the cymbals just explode all over the top of
the drum sound. Nick's miking consisted
of put t ing microphones well up into the
ceiling, well away from the band, to get the
natural room sound. That's why you get
that sound which other drummers have
used, l ike XTC's drum sound on some of
their later records and, of course, Phil Col-
lins. So we recorded all the tracks without
cymbals. However, I needed something to
beat, so we wrapped up cymbals with blan-
kets so I could s t i l l beat away on them
without making a sound. When it comes to
overdubbing cymbals, you realize that you
don't need as many cymbals anyway, so
you're more likely to use a variety of per-
cussion instruments . That made things
more interesting. Then we took cymbals
into a much deader room and overdubbed
them.

Also, Nick opened my eyes to Simmons
drums. I was probably quite conservative
in that respect. I was a bit reticent to use
electronic drums, but we said, "Oh, let's
get them in anyway." So he brought them
in, set them up, and we started using them.
I liked them straight away. I don't play

them on top; I play them on the rim. I find
them much "faster" than drums anyway.
With normal drums, especially if you tune
your toms low, it slows your playing down
if you hit really hard, which I do. I like the
idea of using Simmons as well, because
they are a small company, and they work
out of a small factory in St. Albans, north
of London. I went up there and had a chat
wi th them. They were very f r i end ly .
Although they've become quite popular,
they were l imi t ing their stock to what they
could do without selling out to some enor-
mous distribution company. I liked that
att i tude because it was very similar to the
Oils' attitude. We never do any sponsor-
ships for anyone. In fact, I don't like talk-
ing about brand names for drumki ts or
cymbals or anything like that because, as
far as we're concerned, the fact that we use
those instruments should be enough of an
incentive to musicians if they like our
sound. I ' l l always take the bass drum front
head off if it has a name on i t , and the guys

do the same with their amps. We've all
been offered sponsorship deals, and
they've all been rejected. It's all part of the
band's th ing of having control. Once
you've let yourself be seen as associated
with such-and-such company, it doesn't
give you a chance to change companies if
they cease to deliver the goods or you
change your mind about sound. Also, you
start losing control of your destiny: They
start tel l ing you to turn up for photo ses-
sions. The band will never do a sponsor-
ship for a tour with anyone, because that
would associate us with a particular com-
pany. We would lose our credibility.
BW: Was there anything else unique about
10-1 from your standpoint? When I first
heard it , I was struck by how much the
band seemed to be experimenting, and by
how successfully everything seemed to
work.
RH: We hadn't used rhythm machines to
play along with before. "Power And The
Passion" was a song where we used a Linn



drum as a backing track. I thought it
would be great to use for the purposes of
that track, which was supposed to be—
right from its inception—a dance track.
But everyone came in and said, "Uh-oh,
what are you using?" It was just a case of
opening our eyes to the possibilities of
what's available in the studio. We had
been playing live for so long and working a
great live act that we hadn't spent enough
time in the studio. The only consideration
that 's important to us now is whether it 's a
valid musical contribution.
BW: Does the need for being visual affect
your playing on stage?
RH: I've never thought of it that way,
because that 's the way I've always played.
I t ' s part of my personality; I've always
played in a flamboyant way. People can
listen to the records, but Midnight Oil is
basically a live band. So we have things to
look at.
BW: You have a very athletic approach to
your drumming. Do you view drumming
as something athletic that you stay in shape
for?
RH: Yes, very much so. I simply cannot do
the sort of drumming I want to do without
keeping in shape. I play tennis, and I play
squash, which is l ike racquetball in the
United States, and I play a very violent
variety of both! [laughs] I also go jogging
and try to eat really well. We have the
advantage in Sydney of a fantastic life-
style and climate, which allows you to go
swimming, surfing, and running on the
beach to keep fit . It's an outdoor society.
BW: How would you describe the rhythm
section of Midnight Oil?
RH: We don't have a "rhythm section,"
because a rhythm section is traditionally a
bass player and a drummer who play
together. I don't play with him and he
doesn't play with me. I play parts which I
th ink are appropriate to the song, and the
band plays parts which they th ink are
appropriate to the song. But the idea of a
rhythm guitar/lead guitar/rhythm section
sort of thing doesn't really have anything
to do with our music. No one overplays or
carries on unless the part needs that.
BW: You're one of the band's major song-
writers and lyricists. Does being a drum-
mer cause you to approach writing differ-
ently?
RH: Yes, I think it does. Since I don't have
any fluency on a guitar, I have to think of
another approach to songwriting other
than sit t ing down with a guitar and writing
songs. The way I do it is to work basically
from a vocal melody point of view. In
other words, I come up with a vocal mel-
ody and I'm constantly jotting down lyr-
ics; wherever I am, I have my pad with me.
Then I combine the two. I ' l l normally get a
lyric that I like, a melody I like, and a
rough arrangement. Then I ' l l go to Jim,
and use Jim's prowess. Jim is the most
complete musician in the Oils. He's the
sort of musician who can pick up many

instruments and play them fluently after a
short amount of time. He's the "musi-
cian" in the band, and he's great to work
with. Also, because we probably go back
the longest in the history of the Oils, we
work together well. Some of the better-
known Oil tracks have come from that liai-
son—songs like "Power And The Pas-
sion," "Read About It," "Short
Memory," "Only The Strong" from 10-1,
"Don't Wanna Be The One" and "Armi-
stice Day" off the Postcard album, "Run
By Night" off the first album, and "No
Reaction" off the Head Injuries album
[1979]. All those sorts of songs are songs
that we've gotten together. Then there's
the other avenue where Peter will either
come in on songs that I've written with Jim
and add a lyrical contribution, or he will
have another set of lyrics which he might
work out with Jim and Martin. That's the
normal way the songs are arrived at. Then,
of course, Peter Gifford will add his con-
tribution in the studio, as well as his play-
ing. That avenue of songwriting is one that
I very much enjoy. As a band, we work out
a lot of the career aspects together as well,
so there are a lot of things apart from play-
ing our instruments that we do.
BW: What influences your writing the
most?
RH: Anger. When I was at Sydney Univer-
sity, I was fortunate enough to be taught
by an American tutor from New Jersey.
She turned me on very much to American
history and America, and it has fascinated
me ever since then. I'd also done a lot of
reading on Australian history. So that was
a time when I started to become incredibly
interested and often angry about the way
Australia had been used as a dumping
ground for this and that, and used as a
puppet in the pol i t ical and economic
sphere of the world. That's the sort of
thing I want to write about. I feel some-
times that I've even got a mission to write
about these things and to use the position
the band's got to get to people. I know
Peter feels the same way about it. I don't
want to ram things down people's throats
or stand on a soapbox and proselytize, but
simply to point out certain things which
people can assess on their own. People do
tend to take our music seriously. We're not
telling them to live a certain life-style or
anything. All we're doing is throwing out
ideas that we're really concerned about
and perhaps getting people to talk about
them. Our subject matter is quite intense,
as you can gather. And the reason it's
intense is that the major songwriters—
myself, Peter and Jim in the lyric depart-
ment—have our own obsessions which
basically can be divided into me—histori-
cal. Peter—political, and Jim—philosoph-
ical. And it's these obsessions and out-
looks on life which shape the Oil lyrics.
BW: Your drum setup is very distinctive.
You sit above your set, your toms are flat,
and your cymbals are placed very high.





Could you tell me about that?
RH: I use flat toms and low toms because  I
use gravity to come down on them from a
great height, so I can hit them harder. I use
high cymbals and flat cymbals because I
can give them a great wallop. And I use big
cymbals as well. I went through a stage in
which I used smaller cymbals that all
cracked very quickly. So I've ended up
using at least 20" and possibly 21" crash
cymbals, which I can give a great big wal-
lop to and which need to be hit hard to
sound great. Since I've gone on to big cym-
bals. I've had no problem with the crack-
ing. Also, I don't ac tual ly hit them
directly. I side-swat them. I use thin sticks,
which bend a hell of a lot, but I use grips so
I can hold on to them. They're toweling
grips used for squash rackets, which I wrap
around my sticks so they don't fall out of
my hands. I've also used the Simmons
drums a bit differently. For instance, I've
used the bass drum as a ride. I ride with my
right hand rather than just using a floor
tom. A lot of our stuff just belts away on
the beat. So instead of using the Simmons
bass drum, I swap that around, and I just
belt away on that program. You get this
"thud thud thud thud thud thud" sort of
thing. I find that more natural.
BW: You have a very spare bass drum
technique anyway.
RH: Yeah. I th ink that came from all those
itchy-footed drummers who I started to
despise in the '70s, all sort of flippity-flop-
piting with their bass drums. I decided I
didn't really want to go that way. I prefer
to play on top of the k i t . Using the Sim-
mons in that way sort of gets away from
that problem. There are two things you've
got to adapt to: You've got to adapt to
your style, and you've got to adapt to the
musicians you play with. Drummers can't
be a law unto themselves. Otherwise, no
one's going to get anywhere. The music
isn't going to sound any good. After all,
you're making music. No one wants to lis-
ten to a bloody drum solo. People want to
hear great songs, great playing, and great
interaction between members. It's up to
the drummer as much as anyone else to
make sure that happens.
BW: Do you use different kits live and in
the studio, or the same one all the time?
RH: No, it can be quite different. Once
you've got a basic d r umk i t , the most
important thing is not the drumki t ; it 's the
room that you use to record it in, and hav-
ing a fantastic engineer who knows how to
record drums. That's basically it . I've
never heard a great drumki t sound that I
liked recorded in a flat room. Even a really
shoddy drumkit can sound fantastic if it's
well miked in a great-sounding room. On
Place Without A Postcard I th ink Glyn
Johns really got a very good drum sound.
But I think on 10-1, with Nick Launay, we
got a more abrasive sound—more the sort
of drum sound I like.
BW: Tell me about your background.

How did you become interested in drums?
What kind of training did you have?
RH: I was interested in the Beatles before I
was interested in drums. When I was just a
whippersnapper, I went to a skating rink,
and I heard "Love Me Do" by this new
English group called the Beatles. I realized
that my destiny was to play that cymbal
break that Ringo does in "Love Me Do,"
and I fell in love with the band. Then I got
a pair of drumsticks when I was seven and
started playing along on the carpet. I was
given the first Beatles EP with "Love Me
Do" and "Please Please Me," and I just
started belting along with Ringo, who was
my hero at that stage. He was a great
drummer, but a very underestimated and
much maligned drummer.

I just kept on playing on the carpet. I
graduated to chairs, then to knives and
forks, and eventually, under great duress,
my parents relented and bought me this
green Star three-piece drumkit from a Syd-
ney retailer for $190. Actually, I remember
I bought the drumkit to join a band along
with Jim. I was about 15.

There was one period I missed out on
telling you about. The school I went to was
very old-fashioned, and they believed that
young men should learn to be good army
recruits. I was horrified at this idea, so the
only way out of it I could th ink of was to
join the band, because the band has this
reputation of being incredibly slack. While
everyone else was firing off 303's into the
bush and acting like clowns, the band had
a reputation for just lying around, drink-
ing beer and having a great time. But actu-
ally, it did me some good, because they
gave us the basic rudiments of drumming
on this drummer's course.
BW: Speaking of your education, you
were studying to be a lawyer as well, like
Peter Garrett, weren't you?
RH: I was doing arts and law, which is a
five-year combined course. I ended up hat-
ing the law when I was supposed to learn to
love the law, but I became obsessed with
the arts subjects I was doing, particularly
history. So I did a final year in that. Then
the band came along, which was a great
relief, because I didn't have to go to law
school anymore. I ended up doing a four-
year honors course in history plus all those
law subjects. Peter went the legal way.
BW: Getting back to drumming again, I'm
curious as to who your favorite drummers
are.
RH: I enjoy Australian bands primarily,
because you can go out to a pub and see
them all the time, and because Australian
bands do have a freshness and a power
sometimes lacking in a lot of the so-called
"great" overseas acts that we get. There
are a lot of great bands like the Divinyls,
the Models, Machinations, INXS, and
Cold Chisel. I think the guy with Do-Re-
Mi, Dorland Bray, is good. He uses a very
different kit, with a lot of woodblocks and
cowbells and things. There's another Aus-
tralian band called Matt Finish with a fan-





tastic drummer named John Prior, who
has so much feel and so much technical vir-
tuosity together that it 's amazing. I really
l ike Jon Farriss from INXS as well; he's a
great drummer. There are many, really.
Steve Prestwich of Cold Chisel is also a
great "feel" drummer.
BW: Which Midnight Oil tracks do you
feel best represent your drumming?
RH: I t h i nk you'd probably have to listen
to the first song on the first album, "Pow-
derworks," and then listen to "Power And
The Passion" off the 10-1 album; they're
the two opposite extremes. "Scream In
Blue" part one, where the drums are
pushed right to the background and the
other instruments keep the beat, is a style
of drumming I really l i ke . The opposite of
that would be something l i ke "Tin Legs
And Tin Mines," where the choruses are
actually propelled directly by the drum
beat. "Only The Strong," "Read About
It," and "Somebody's Trying To Tell Me
Something" are the songs where perhaps
my influence from great '60s drummers
l ike Kei th Moon is evident.
BW: Does the fact tha t you are a star of
sorts in Australia, being the best-known
drummer in the country's most popular
band, have any effect on you?
RH: That doesn't have any influence on
me at all. All I would l ike to have known
about me is that I am a member of what I
believe is a great Austra l ian rock band.
That whole star syndrome or being famous
doesn't occur to most Austral ian musi-
cians, who are more content to make sure
that they can forge a band sound and a
band i den t i t y . Wi th Midnight Oil, we
don't focus primari ly on the songs. We
focus pr imari ly on the fact tha t we are a
band with certain things tha t we want to
say and w i t h music that we l i ke to make as
a group. We do it as sincerely and as
strongly as we possibly can, and hope peo-
ple wil l respond to i t .
BW: Nevertheless, many young drummers
in Australia and perhaps even the U.S.
now look up to you. Do you have any
advice for them?
RH: The only th ing I ' l l say about drum-
ming, which I've come to know as an abso-
lute truism, is be appropriate to the band
and to the musicians, and involve yourself
as much as possible in the other sides of the
band. If you can, involve yourself in the
songwriting, in the ident i ty and in all the
other creative aspects apart from the
drumming in the band. Just speaking per-
sonally, I get enormous pleasure out of the
whole band thing. The drumming is one
side of i t . I'm sort of l ike a fan on stage as
well.
BW: That probably accounts for your
impassioned performances.
RH: I f you t h i n k that i t 's your last gig,
(hen you'll play to your l im i t , and that's
what I t h i nk of every time. I f I don't come
back totally exhausted after the show, I
know I haven't played as hard as I could
have.









The Professional Show Percussionist
by Pat Pfiffner

Would you like to be the percussionist who
is called when a touring Broadway show
comes to town? How about backing up the
name artists who pass through town for
conventions or one-nighters at local the-
aters? It won't happen overnight, but if
you're ready when the opportunity arises,
you may be off to a career that is exciting,
challenging and always changing. Having
done a lot of shows over the years, I find
them to be both interesting and very satis-
fying. They surely don't get boring, since
new music and new acts keep the work
refreshing, rather than making it tedious.
Let's talk about how you can go about pre-
paring to do this sort of work.

Developing The Skills

It's not enough just to play snare drum,
triangle and cymbals. As a matter of fact,
very few shows ever require you to play
snare drum by itself. What we're talking
about are all the percussion instruments.

In order to develop the techniques for
playing all the instruments, you must find a
good teacher. You'll need one who can
show you the right techniques on mallets
and timpani, as well as snare drum and
drumset. Try to find a teacher who has
some experience in the show field. Such a
teacher's insights on shows and setups can
really be helpful. I also suggest finding a
good hand drum player to teach you con-
gas and bongos. Most classical percussion
teachers do not have hand drum back-
grounds. Many shows use congas, and
some conductors are very particular about
what you play. Shows such as The Wiz and
A Chorus Line, as well as most name art-
ists, employ congas in their percussion
books.

Get as much reading and playing experi-
ence as you can before putting your name
around as a working show percussionist.
You can never be too well prepared. Play
in as many performance groups as you can
and get into the musicals that your school
puts on. This will give you practical, on-
the-job training.

One of the major items which separate
those who get the calls, from those who sit
home, is sight reading. Developing your
sight reading is the single most important
thing you can do to prepare for the percus-
sion business. Don't put this off. You must
practice this every day. If you're not an
excellent sight reader, it will soon become
evident to everyone around you.

Let me give you a little scenario to illus-
trate my point. You get a call for a show.
You leave with plenty of time to set up

before the 10:00 A.M. call. But the conduc-
tor hasn't arrived with the music yet, due
to a delayed plane arrival. The conductor
finally shows at 10:15, quickly hands out
the music and says, "Okay, let's go." You
open your book with barely enough time to
tune your timpani, and you're reading an
overture that you've never seen before.
This is not an uncommon occurrence; in
fact, it happens frequently. I'm not trying
to scare anyone, but it's much easier to
prepare for something when you know the
ground rules in advance, rather than going
in blind with no knowledge of the situa-
tion. Unlike school rehearsals where there
is time to work out problems, in a rehearsal
for a traveling show, it's assumed you can
play everything correctly the first time. The
rehearsal is only for tempos, breaks, cuts,
and getting comfortable with the conduc-
tor.

It also wouldn't be a bad idea to see a
few shows. It would illustrate very clearly
what a show percussionist goes through.
You will see and hear how frantic things
can get down there. Zero right in on the
sounds of the percussionist. Notice how
quickly the sound changes from xylophone
to timpani, or bells to chimes. There are
times when you have to tune the timpani
while you're playing another instrument.
In many cases, you must change mallets
very quickly to get from timpani to bells or
chimes.

Working With Conductors

You must be prepared, and you must be
quick to respond to unexpected situations.
This amounts to carefully following the
conductor. You must be able to react to
whatever the conductor does. There may
be a situation where a singer decides sud-
denly to do something different on a song
(by design or mistake). The conductor will
follow the singer, and is correct in doing
so. Of course, the orchestra must go with
the conductor. Here is where your musi-
cianship is really tested. You must retain
your composure while adjusting to a sud-
den change in something that has been
locked in up to this point. I t would seem
that a percussionist has to have three eyes;
one for the music, one for grabbing the
correct mallet or heading for the next
instrument, and one to watch the conduc-
tor.

Equipment And Setups

The mainstays of the show world are:
xylophone, bells, t impani, vibraphone,
chimes, and drumset. After this, the list

gets quite extensive and you could take just
about anything down into the pit with you.
Some of the possibilities are: suspended
cymbal, t r iangle , marimba, crotales,
conga drums, bongos, concert bass drum,
snare drum, brake drum, various Latin
instruments, bell tree, mark tree, temple
blocks, assorted bird calls, and much
more.

In some cities, companies rent all these
instruments, while in others, you must
have your own. In the long run, it's better
to own your instruments, because the
expense of renting can be quite high and
you can't always be sure the instruments
will be of professional quality unless you
know the company. An important consid-
eration here is that you already know your
own instruments. You must know exactly
how they will respond. A rented xylophone
could have a cracked bar right in the area
where you play most often; yours will not.
Knowing that your timpani is in tune and
the manner in which the pedal on your
vibraphone will respond are things you
cannot count on with borrowed or rented
equipment. You want the instrument you
play on to produce the best possible sound.

Perhaps you're asking, "How can I
afford all that?" Start small! Get a bell
tree; pick up a triangle; look in the newspa-
pers for a used set of congas; buy different
mallets. You'll need xylophone mallets
(soft and hard), bell mallets (soft, hard and
brass), chime mallets, vibe mallets (two or
three sets ranging from soft to hard), t im-
pani mallets (at least three pairs), triangle
beaters (at least two pairs: small and
large), and various pairs of drumsticks and
brushes. It 's also handy to have some dou-
ble-ended mallets to help eliminate the
changing of mallets. Always buy bell,
xylophone, marimba, and vibraphone
mallets in sets of four. That way you wil l
always have a matched set and you won't
be trying to combine different kinds of
mallets to get a balanced four-mallet
sound. You will often be required to play
four-mallet parts.

You'll also need stands and holders
(some of which you can build) to hold all
the little instruments (triangle, tambou-
rine, suspended cymbals, etc.) that go
between the timpani, xylophone, vibra-
phone and other large instruments. Small
collapsible cymbal stands, when modified
slightly, can hold many of these small
instruments quite easily. One thing you'll
need right away is a stand for your bells.
It 's most convenient to have the bells
above and just to the right of the xylo-





phone or vibraphone, so you'll need a
stand high enough to get it there. I also
suggest wheels on this stand, because it can
be quite inconvenient to be constantly
moving while you're setting up. A height
adjustment would also be a great addition.
All of these items can be acquired at con-
siderably less expense than a xylophone or
a set of timpani. The stands will help in
designing a setup that allows you to get to
all the instruments comfortably.

You'll need a drumset of course, but
your 13-piece, double-bass set won't make
it here, unless you're playing only drum-

set. What you need is small, compact
equipment. In many cases, all you need is a
snare and bass. A 20" bass drum really
helps, because it allows you to bring your
equipment in closer on the sides, and to
lower the traps on top. Sometimes you'll
need tom-toms, but seldom more than
two. West Side Story calls for four, but
tha t ' s an exception. The key th ing to
remember when you have to play drumset
and percussion together is that you must
get everything in as close as possible. You
must be able to play everything without
getting up or reaching too far. Boom
stands are really handy. They allow you to
get cymbals in over the xylophone and
bells or timpani. You can also use boom
stands to get small items such as wood
blocks in closer when you have many items
to deal with. Incidentally, you will usually
need two good, quick crash cymbals of dif-
ferent pitches, as well as a ride and hi-hat.

Many shows that I am called for carry
their own drummer, so I do only percus-
sion. For these shows, I use a certain group
of instruments that work well in a strictly
percussion setup. If xylophone is the main
instrument, I use a large one, and I use
bells with large bars so that I can get the
very best tone. Also, these instruments are
a l i t t le easier to play—and more fun.

Other shows require drumset as well as
all the other percussion instruments (Fid-
dler On The Roof, Nine, Shenandoah). In
this case, a large xylophone won't work.
You need a 2 1/2- or 3-octave pit xylophone.
Also, a set of bells with smaller bars (7/8" or
1") or a two-octave range is handy for get-
ting the setup in close. (See photo 1.) Add-
ing tom-toms to the setup takes away the
possibility of putting the xylophone over
the bass drum, where it's easiest to play.
Here the xylophone works well over the
bells. (See photo 2.)

The key thing is to be versatile and set up
for the specific show as it comes. You'll
find there will be many combinations of
the same instruments. And don't neglect
the drumset if you are more of a percus-
sionist than a set player. Most summer
stock and local production companies use

one percussionist to do everything. This
sometimes includes combining the drum-
set and percussion parts and covering
everything, even though the parts are
intended for two players. This can take
some careful juggling to decide what is
most important and what you can actually
play on a night-to-night basis.

Being the first-call percussionist usually
means being able to handle whatever the
gig calls for. It could be a musical review
playing percussion, a big band gig on
drumset backing a singer, a ballet in strict
classical style, or a Broadway musical
playing drumset and percussion.

Some Final Thoughts

A great rule that I've always used, as
well as taught, is "Don't get lost." Make
sure you keep your place in the music at all
costs. It 's better to miss a few things and
look ahead, than it is to try frantically to
play something that's a bit too tough and
lose your place in the process. The conduc-
tor might not notice a couple of missing
triangle notes, but silence instead of a tim-
pani solo at the end of a number will really
be noticed. This little rule will get you
through many situations looking good,
where losing your cool and your place
could make you look a lot worse than you
really are.

As an aspiring professional, be aware
that if you get a call for a show and can't
handle it at the rehearsal, the conductor
can replace you immediately, and the next
call may be a long time coming. This
doesn't happen often, but it could really
cut short a budding career. Nothing worth-
while ever comes easy. The business can be
tough, but if you have what it takes, it can
also be very rewarding.

Pat Pfiffner is a drummer/percussionist
who has performed everything from sym-
phony and ballet to Broadway shows and
big band jazz. He has backed such artists
as Sammy Davis, Jr., Lena Home, Dionne
Warwick, Robert Goulet, Andy Williams,
Mickey Rooney, and Henry Mancini. His
list of major shows include A Chorus Line,
The Wiz, Sugar Babies and many others.





Drumset: Drum Workshop, 6-ply maple shells finished in deep red
cherry stain.
Cymbals: Paiste.

Hardware: All Tama Titan stands, stool and hi-hat; Tama Pro-
beat chain pedal with felt beater; rack and floor toms mounted on
cymbal stands using RIMS mounting system.
Heads: Remo coated Emperor on snare batter (top) and clear Am-
bassador snare side on bottom; coated Ambassadors on top of all
toms, clear Diplomats on bottom. No muffling on toms and snare.
Bass drum batter head is coated Ambassador with 4" x 4" piece of
foam taped to the head, just right of the beater impact point. Front
head is created by using a cutout head, with just a 2" circle left on,
holding a white fabric scrim for a "double-head" appearance but
"single-head" sound. Inside bass drum is a piece of foam touching
both heads, and held by a sandbag.
Sticks: Vic Firth 3A hickory, with wood tip.
Special Items: Brake drum, headed tambourine (played with
hands) and unheaded, mounted tambourine (played with sticks);
guiro.

CHAD WACKERMAN KENNY ARONOFF

A. 6 1/2x14 DW brass snare
(or 6 1/2 x 14 wood snare)

B.  9 x10 tom
C. 10 x 12 tom
D. 12 x 14 tom
E. 17 x 16 tom
F. 17 x 18 tom
G. 16 x 22 bass drum
H. 6" RotoTom
I.  8" RotoTom
J. 10" RotoTom
K. 14" 2002 heavy hi-hats

2. 13" 2002 crash
3. 17" 2002 crash
4. 14" Rude crash
5. 22" 2002 medium ride
6. 15" Rude hi-hats (closed)
7. 18" 2002 crash
8. 22" Sound Creation dark ride

with 14" 404 hi-hat cymbal on top
a. castanets
b. cowbell
c. Paiste Cup Chimes or
d. Wuhan Jing Cymbals

Hardware: Drum Workshop hi-hat; DW 5002 double bass drum
pedal with hard felt beaters; DW Inner Lock cymbal stands.
Heads: Remo coated Ambassador on snare batter (top), clear Am-
bassador snare side head on bottom. Coated Ambassadors on top
of toms, Pinstripes on bottom. Bass drum gets coated Ambassa-
dors on both sides; RotoToms get clear Ambassadors.
Sticks: Vic Firth 5B wood tip.
Special Items: All drums are miked with the May EA miking sys-
tem. The bass drum has both a Shure SM-57 and an AKG D-12E.
When on tour with Frank Zappa, I'm also using the Simmons
SDS-7, with several Simmons pads substituting for some or all of
my toms. My set tends to change a lot, depending on the applica-
tion.

A. Tama Mastercraft 5 x 14 steel shell, or SOTA 5 x 1 4
African padauk wood shell with all Tama hardware.

B.  9 x 13 or 11 x 13 tom
C. 16 x 24 bass drum
D.  8 x 12 or 10 x 12 tom
E. 14 x 14 floor tom
F.  16 x 16 floor tom
1. 22" ChinaBoy (low)
2.  14" New Beat hi-hats

3. 8" splash
4. 10" splash
5. 18" med-thin crash
6. 18" medium crash
7. 22" ping ride
8. 20" China Boy (high)
a. accessory tray
b. mounted tambourine; headless
c. brake drum
d. fan

Drumset: Tama Superstar, 6-ply birch, in custom black gloss fin-
ish; interiors Vibrafibed.
Cymbals: Zildjian.

Photo by Rick Malkin







my father found an ancient snare drum in a
storage bin where he worked. It was an old
brass and wood thing. I started with that.
Then I got a real snare drum, and then a
cymbal. You just didn't get a drumki t in
those days. I wouldn't have known what to
do with a whole kit even if I had one. The
big moment for me was when my father re-
did up a cheap set of old Ajax drums. I t
consisted of one tom-tom, one bass drum,
one snare, and one minute Zildjian cym-
bal. It was about two years or so later that I
got a hi-hat. Drums were something I natu-
rally felt kind of good at. I found the guitar
a lot more d i f f i cu l t to pick up. With
drums, you either have time or you don't.
If you don't have it , there's no chance that
you'll ever be any good, really. You can't
teach a person time. I found it very easy to
pick up and play things like "Wipe Out."
That was the thing to do at the time. But
I've never been into the very technical sides
of drumming.
RS: I assume you never took lessons?
RT: No, I never did. But I actually used to
give them, believe it or not! [laughs] I
couldn't even read.

RS: And you still can't read today?
RT: Very slowly, but not to play. I've
always found it totally irrelevant. I just
always felt that what came from within
was what I ought to play. Every time I see
Carmine Appice he's going on about all
sorts of amazing things. He might as well
be talking about cupcakes. No, I 'm not
really into the technical aspects of playing
drums at all.
RS: Where did you go after getting your
first kit?
RT: My friends and I started a band at
school. We were terrible—really terrible.
We didn't have any worthwhile equip-
ment. It just sort of buil t up from school
until , finally, the bad bands became good
bands. I was always the leader of those
bands, for some reason. I must have been a
pushy one. We won a few band contests in
the mid-'60s, which was kind of a break-
through for me. Then, eventually, I started
singing as well. My career just sort of went
on from there.
RS: Why the drums?
RT: Well, I used to walk around my bed-
room with a tennis racket pretending it was
a guitar. But the drums were noisy and I

found out that I was better at them. Plus, I
enjoyed them more.
RS: Did the Beatles have a significant
impact on you as a kid?
RT: No, not at all. When they first broke,
you just couldn't get around them. Every-
thing was the Beatles. But I was never
crazy about their music until the release of
Revolver. Then they got me. That album
was just br i l l iant and it really affected me
rather strongly. But before that I preferred
the Who and the Yardbirds—real seminal
British bands.
RS: With such early influences as the Who
and Yardbirds, do you find it odd that you
play in what many people consider a
"commercialized art-rock band"?
RT: No, not really. It 's difficult to step
back and view the band the way other peo-
ple view i t . What's the public's mental
image of the band? Do they see a string of
album covers? I really don't know. I know
I don't see Queen as an art-rock band.
When I th ink of art rock, I th ink of Roxy
Music.
RS: Queen has had it tough with the press,
especially American press.
RT: Yeah, that 's true.
RS: What do you th ink brought about the
friction between the two? I recall some
pretty abrasive articles in such magazines
as Rolling Stone a few years back.
RT: I can't stand that magazine. They're
so arrogant—and so are we! That, I sup-
pose, is the problem. I mean, we are a
fairly arrogant band. We have had our
moments when we were overtly tasteless.
But we were also accused of being a manu-
factured band, which is so untrue. We
were just self-generated really. Nobody
ever manufactured us. At one point, we



were also accused of being fascists. That
was during the time of "We Will Rock
You." Some people said it was a cry of
manipulation. -It was no more fascist than
Ray Charles' "What'd I Say." One time
Rolling Stone tried to write a political piece
on us. I think the guy was deaf or his bat-
tery had run out. But it was very creepy.
They have this very superior pseudo-intel-
lectual approach to everything. They don't
approach anything with their senses. They
were very nasty, and I wrote them a very
nasty letter back, which they did print.
RS: In terms of nonmusical decisions
made within Queen—the business deci-
sions, the organizational decisions, things
like that—how much of a role do you play?
RT: Queen is very democratic. It all comes
down to a vote. If it's three to one, the
three win, unless the one says, "I object to
this" or "I won't do this." Then we don't
doit.
RS: The band has survived quite a long
time under that system. That's unusual.
RT: Queen wouldn't be Queen if one of us
left the band, or if we did things differ-
ently. The sense of un i ty has kept us
strong. It's the same band today that it was
when we started. I think that's good. I
think that's important. There's an old say-
ing: "The whole is more than the sum of its
parts." That applies to Queen.
RS: When Queen goes into the recording
studio to record an album, what's your
role?
RT: I 'm totally elastic. The whole thing is
down to the song. "What does the song
need?" is the main question. Whatever it
needs, I ' l l do it. If it needs a heavy sound,
we'll put the mic's in the right places, but
we won't use too many of them. The size of
my kit is important, too. Sometimes I just
use a snare, bass drum and hi-hat. But
other times I ' l l use a big kit with a lot of
tom-toms. I try to remain flexible.
RS: So you don't have one particular or
favorite set of drums that you usually use
in the studio?
RT: No. I have kits I tend to use more than
others. I have an amazing Gretsch kit in
our studio over in Switzerland. It's got
three toms, a snare and a bass drum. It's a
great sounding ki t . Some ki ts sound great;
others don't.
RS: What k i t do you use on stage?
RT: It changes all the time, but I use
Ludwig because they've been sending them
to me for quite some time. I have a single
bass drum and a selection of toms from
small to big. I've always tended to use very
big drums, which is something I'm getting
away from.
RS: Why's that?
RT: They're so difficult to mike. They
tend to be somewhat unclear and less
defined than smaller drums, I think. Ste-
wart Copeland sort of proved the value of
small drums. He gets a nice, snappy sound



out of those small drums. It's something
I've always argued with Ludwig about.
They made their drums wide, but they
never made them deep. Today, virtually all
the drums are as deep as they are wide. The
depth of the drums is important. I also
usually use a Simmons ki t spr inkled
around my kit . I use a couple of RotoToms
as well. Instead of using them as toms, I
use them as timbales because they seem to
cut through real nice. As for cymbals, I use
Zildjian and a few Paistes. I always change
my cymbals around on each tour to sort of
suit the mood.
RS: What 's your philosophy when it
comes to using cymbals?
RT: It seems to be very fashionable these
days to say, "Oh, I didn't use any cymbals
on this record." I love cymbals. I think
they're great. They provide wonderful
dynamics. Quite often I'll overdub very
specific cymbals. Freddie Mercury has a
cymbal fetish as well. Cymbals are very
important; you have to know which ones
to use in which places.
RS: On stage, it seems as if you play your
drums extremely loud.
RT: I do in the studio as well, unless a song
calls for something else, of course. I'm
not, however, one of these telegraph pole
merchants. I don't believe you need those
massive st icks , because if you've got
decent wrists, which I think any decent
drummer should have, the snap comes
from there. That's what makes it loud.
Also, you've got to be able to do perfect
rimshots. That's what makes the drums
loud, not eight-foot long telegraph poles.
RS: On the song "We Will Rock You,"
your beat is loud and hard. What kind of
sticks did you use on that song?
RT: Everybody thinks that 's drums, but
it's not. It's feet. We sat on a piano and
used our feet on an old drum podium. It's
rather hard to explain in words what we
did, but what you hear isn't drums. We
must have recorded it, I don't know, 15
times or so. We put all sorts of different
repeats on it to make it sound big. There's
a catch though. When we do "Rock You"
live, I have to do it with drums, so every-
thing is slightly delayed. Everything is to
suit the song. To have just one way of
working would result in the inability to
change or adapt. A good drummer must be
flexible. It 's imperative.
RS: As in the case of successful studio
drummers?
RT: Yeah, but at the same time those peo-
ple are flexible, but only in terms of the
material . What they tend to do is use
exactly the same equipment all the time.
Their kits have probably got tape on them
which hasn't been removed for years. I'm
not knocking them, but in an important
way, they're not flexible. They're good at
one particular thing because that's what
they do all the time. They might be with

Kenny Rogers one week and Motorhead
the next, but it's still the same for them.
RS: Have you ever done, or considered
doing, session work?
RT: I used to do the odd session when the
band was starting out just to bring in the
extra cash. When I could get it , the session
was usually just a percussion thing, you
know, standing there and shaking some-
thing. But session work in England con-
sists of a select group of musicians. It's
very difficult to get into that inner circle.
You have to be as good as Simon Phillips
to crack it these days.
RS: Why is it like that? Are there so few
gigs to go around?
RT: No. It's like a little mafia, I suppose.
There are a few key people who handle
most of the work. Hopefully, that side of
the business—the Tin Pan Alley mental-
ity—is dying. The new bands with synthe-
sizers and all, don't really need session
musicians to appear on their albums.
RS: Is there anything you can do to get the
bright tones out of your drums when you
need them, and the subtle, soft tones when
you need them?
RT: Well, I don't like using thick drum-
heads. That I can tell you. As far as I'm
concerned, you might as well be hit t ing a
barrel of lard. Heads should be bright and
responsive, and for that, you need a thin
head. Some drummers use thick heads and
just batter them. What's the point? That's
not my approach at all, although I do play
hard. I l ike to hear the sound of the drums.
That's why I use the thin heads. But you've
got to pay constant attention to tuning
them. I have to retune constantly through-
out a concert. After every song, I retune
my snare drum. It 's absolutely mind-blow-
ing. When it's just right, it's just right.
Amazingly, a lot of drummers don't tune
their drums—or can't.
RS: How did you learn to tune your
drums?
RT: I simply taught myself. I always
remember what Keith Moon said years
ago, because he was very good at this. The
early Who records have great drum sounds
on them. He used to say, "Just make the
bottom skin a li t t le tighter than the top
skin." That's how you get that ringing
sound. I hate hitting loose skins. Live, it all
depends on what hall you're playing. Like
at the Forum in L.A., it's easy to get a
great drum sound. But, on the other hand,
it's hard to get a great drum sound in Mad-
ison Square Garden in New York.
RS: How much do you play your drums
when you're not on tour or in the studio?
RT: Well, years ago I used to play them a
lot. But ever since we've really been suc-
cessful, I almost never play them. I don't
really practice, but I know I should. How-
ever, last year I did a little bit of work with
Robert Plant. I had to practice for that
because I had to learn the material. But



that was the first time I actually sat down
and practiced for a long, long time.
RS: Do you find it difficult to get back in
the swing of things once you have to go
back in the studio or on the road?
RT: Oh yeah. It 's a horrible shock. I usu-
ally wind up saying, "Oh my God! I've
forgotten how to do this!" But then it all
comes back. You never lose the ability to
play, but you forget arrangements and
things like that.
RS: What about the quality of your drum
playing?
RT: Oh that's affected too. I always need a
few days of rehearsal before we get into

playing seriously. It always comes back,
though. As for touring, the hardest thing is
building up stamina. In the future, I plan
to prepare myself physically for touring to
make it a bit easier. But there are no exer-
cises a drummer can do to get tuned up to
perform except to play. You develop cer-
tain muscles when you play the drums, and
no exercise seems to work them fully that I
know of. This is especially true of the legs.
Skiing and tennis are very bad for drum-
mers; unfortunately, these are two activi-
ties I enjoy doing. But they work against
the development of one's drumming mus-
cles for one reason or another.

RS: What are your feelings toward tour-
ing?
RT: Sometimes I love it; sometimes I hate
it because it's incredibly tedious. We usu-
ally have a good time on the road. That
always helps.
RS: For a drummer like yourself who has
achieved success, is it difficult for you to
carry on that special sort of relationship,
for lack of a better term, with your
drumkit? In other words, is your drumkit
your instrument or your business tool?
RT: I know Carmine Appice is just in love
with drums to a much greater degree than I
am or ever will be. As a kid, I just used to
love my drums. Now, it's just more and
more, a tool, to use your term. That's
probably bad. But I must say, I also find it
qu i t e d i f f i cu l t to ta lk about drums,
because what I know about them I proba-
bly learned quite a long time ago. I never
did get kicks out of talking about, say, the
latest foot pedals. I find it incredibly bor-
ing. I just know what I like, so I don't
really think about it.
RS: But how you perceive your drums is
really what I'd l ike to get from you.
RT: Well, sometimes I hate the sight of the
damn things! [laughs] Other days I look at
them sort of lovingly. I mean, I'm not
Charlie Watts, who's still in love with his
Gretsch kit after all these years. One of my
problems is that I change kits too often.
This makes me figure that my latest kit is
just another kit—that's all. See, it all goes
back to what I said early on. I don't really
see myself as a drummer in the pure sense.
My love of drums has been taken over by
my love of music. In fact—talk about iro-
nies—I collect guitars. When I was a kid, I
always wanted a lovely drumkit . But I
could never afford one. Now I have tons of
money and they keep giving them to me.
It's crazy. So I collect guitars. I have a rea-
sonable collection of very old Fenders. I
love Fender guitars. I actually get more
pleasure out of looking at the guitars than I
do the drums. I do, however, have a room
full of drums at home. This is all probably
sinful to say since this is a Modern Drum-
mer interview, but it's true.
RS: Do you ever exert pressure on yourself
to sound better than the night before, or
set out to outdo your efforts in the studio,
or are you beyond that sort of thing?
RT: I used to do that. But I think I've
matured in that I concentrate on the over-
all sound of the band now. I know when I
play well. On tour, I constantly have to
play well. If I have a bad night, I feel terri-
ble about it. But usually I can kick myself
to get it together even when I'm not having
a great night. But my main thing is to look
at the effect the whole band is having on
the audience. I'm really more concerned
about that than anything else. That's the
most important thing when you really get
down to it.





Creating Professionalism
At Home

by Rodman Sims

Unless you are a successful drummer, you
probably do not have access to your own
private studio in which to teach. Rental
space is expensive and often in scarce sup-
ply. Landlords usually are quite hesitant to
rent to musicians, because of the sound
factor and a generally negative feeling
toward musicians as a group. For these
reasons, among others, teachers often con-
vert a room in their homes or garages into a
"studio." Teaching in one's own home
involves special considerations, which
must be intell igently dealt with if you are
going to create a sense of professionalism
in your home-based teaching practice.

In order to gain the proper perspective,
let's first examine some of the advantages
associated with a teacher who does have a
studio in which to teach. It is very impres-
sive to a prospective student if you have
your own studio. Private studios flatter

students indirectly. Since most students
tend to view things in terms of their own
lesson time, it appears as though you have
set aside a unique setting for their lessons.
A few years ago, I took tennis lessons from
a man who became fed up with the poor
condit ion of the neighborhood tennis
courts where he was accustomed to teach-
ing. He finally decided to build one in his
own backyard. However, he did not have
sufficient room to build a full- length
court—only 3/4 of a regular-sized court.
But he was so committed to teaching tennis
that he built the court anyway. I suppose
you could accuse him of trying to make his
life more convenient by having a court in
his backyard. At the time, however, all I
could think of was how much this man
must love teaching tennis for him to spend
all that money and tear up his backyard for
a court that couldn't be used for anything
other than a teaching facility. I realize that
this is an extreme example, but to a lesser
degree, paying a sizeable amount of money
for studio rent could very easily elicit a
similar feeling from music students.
Finally, having one's own studio indicates
a certain amount of economic success,
which is often associated with the quality
of teaching being provided.

Now, let's contrast the preceding situa-
tion with teaching in a converted room of
one's house or garage. Init ial ly, you have
one serious problem to overcome that a
"studio" teacher doesn't—credibility. If
you are relatively unknown (in other
words, not a famous drummer), you may
be perceived by new students as less genu-
ine, and for the most part, as teaching just
to make a few extra bucks. Let's face it, a
studio is more impressive—especially if it
is linked to a music store or local college or
university—than is a converted garage. My
suggestion is to make an even greater effort
to publicize your qualifications. For exam-
ple, have a typed resume listing your expe-
rience as a player/teacher, or perhaps even
a short autobiography telling about how
you came to be a drummer, and make it
available to prospective students.

People form impressions quickly based
on what they see, so make doubly sure that
your house reflects professionalism. A
messy entryway full of weeds, or a dirty
house is OUT! Your home need not look
like something out of House Beautiful

magazine, but cleanliness is always in
style. Being neat is important, because it
immediately shows your students that you
are respectful of their presence in your
home.

If you have animals, by all means put
them away where they will not be bother-
some to your students. I took lessons for a
short time at a very well-known percus-
sionist's house; the minute I rang the door
bell, his dog started barking and jumping
all over me as I entered the door. I found
this very offensive.

Unless you live alone, you will need the
cooperation of your roommates or family
members. Part of creating a professional
environment at home means not having
the TV too loud, and not being bothered
by others for matters that are not urgent. If
the phone rings, let someone else answer it.
If you must answer the phone, tell the
other party that you are teaching and that
you'll have to return the call.

It is important to remember that your
own appearance should be a major con-
cern. It is easy to dress poorly if you are not
planning to leave your house. I am not sug-
gesting that you "dress up" to give a drum
lesson, but as important as your home's
appearance is, your appearance is even
more important. Don't look like you just
rolled out of bed five minutes before your
student walked through your door. It
should be apparent to your students that
you are eagerly awaiting their arrival.
Being ready to receive them is certainly a
factor in expressing your enthusiasm and
willingness to teach them what you know
about playing the drums.

I have always found it helpful to deco-
rate my converted teaching room with
posters of famous drummers or advertise-
ments of well-known percussion products,
because they serve to spark a student's
interest in drumming that much more.
Very often, a young student will point at
some drummer in a poster hanging on the
wall and ask questions like, "Who's that?
What kind of music does that drummer
play? Can you recommend any albums?"

I realize that many of these suggestions
will seem obvious to some of you, but these
considerations, as well as others I might
have failed to mention, are important if
you want to create a professional environ-
ment in your home.





started playing in wine bars and clubs as an acoustic duo. Then
they started getting into electrics, doing the same thing. I knew
Colin was interested in getting a band together. Meanwhile I was
playing with a group who was playing really amazing original
music, and then 90% of that band became religious fanatics. The
day that band broke up, I went to see Colin and asked if he wanted
to try something. That became the nucleus of Men At Work. Greg
sort of wandered in. Ron was a guitar player and he decided to play
bass, which was fantastic because it enabled the band to start
working.
RF: How much free rein do you have creatively? How much is the
rhythmic feel implied before you sit down at the drums?
JS: There's a lot, but I also involve myself in the arrangement of
the songs as well. We all do. It's really good l ike that because every-
body throws in his two cents. "Down By The Sea" was created one
day just by playing this feel. Everybody was there at the same time
and created together. Then Colin went home that night and wrote
the words.
RF: Are there any unusual tracks that you would like to talk
about?
JS: The recording of "Down By The Sea" was quite amazing. That
was the last song we recorded for the album. We started recording
that about 11:00 at night and we didn't get it down until about 8:00
in the morning. No one was really on the planet when that was
recorded. We had started at noon that day and it was the last one,
so we thought we'd go for it. It 's a six-minute song. In three min-
utes, when you're recording, so much can go wrong. When you've
got to play and not make a mistake for six minutes, it's difficult.
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RF: Is that track void of overdubs?
JS: It has overdubs, but I don't recall what portion of the original
was kept.
RF: If you could suspend your modesty for a moment, can you
recall any tracks where your input to the song really helped dictate
the way it came out?
JS: Oh yeah. I can pick out bits and pieces of nearly every song on
the albums that were my ideas. On "Be Good Johnny," there's a
l i t t l e build up which is just one example of one of my ideas. For me,
I think one of my best performances on the Cargo album is "High
Wire." When I'm rehearsing for an album, I go through this
incredible, supercritical, analytical sort of process. We were work-
ing on "High Wire" for quite a while, and we got to the point
where we really weren't sure if we wanted to do it or not. We killed
i t . We pulled it to bits so much that we lost it . And I said, "Let's
play it like a Who song—just let it rip." That's how we did it and it
really worked. There are lots of fills on that track. "Blue For You"
is the first track I ever did with a click track. People say my tempo is
pretty good, although I sometimes feel that it wanders all over the
place, depending on who I'm playing with. Some players tend to
push ahead and other players tend to pull back. I get caught in the
middle somewhere, yet I'm still trying to make the thing sound
coherent.
RF: How was it working with a click track?
JS: It was a nice l i t t le education. It's very difficult, but I enjoyed it.
I selected different cymbals for just about every track. I spend a lot
of time selecting my cymbals. A lot of it's got to do with the decay
time of the cymbals—whether I want it to sort of drift away or just
stop. And of course there's the clarity to consider.
RF: What cymbals do you play?
JS: I endorse Sabian. I also endorse Pearl drums and Calato sticks.
RF: How do you choose your cymbals?
JS: If I want a crash cymbal, I pick out every crash cymbal that's in
the building and I listen to every one of them. Rather than saying
that I want a 17" heavy cymbal, I just look for the cymbal that
sounds the best. I don't care how heavy or thick it is, although
there are restrictions. I can't have a cymbal that 's too thin because
I hit them pretty hard and I want them to last. I'm going through a
process now where I might end up with 14" crash cymbals, but at
the moment, for the purposes of this band and what I need, I'm
using between 16" and 19". So I pick out all the cymbals of one
category, say the 16" mediums, and put two on the stands. I hit
each of them once and pick the one that sounds the best. Then I
take one and hit it quickly two or three times, to make sure that I'm
going to get an attack from each successive hi t . Some cymbals
sound l ike a mess by the second or third time you hit them. So I
look for attack and definition from each successive hit. Then I take
the inferior cymbal down, put up a different one, and compare
those two.

When I do the one hit, I listen for tonali ty because some cymbals
have overtones going on that I don't like. I also listen for rise time:
Some cymbals are sort of up there from the start, while others
come up and then explode. Then I listen to the decay time. I f I'm
doing an album, I l ike to have cymbals that have a long decay, as
well as cymbals with a short decay. Depending on the song, I will
choose accordingly. If it's a slow song, I l ike a slow decay so it
hangs in there for a bit . But if I'm doing rock 'n' roll fast things, I
need something that is going to decay quickly so when I hit it again,
it's new again.
RF: What about your kit?
JS: I've got 8", 10", 12", 13", 14", and 16" tom-toms, all standard
depths. And I have a 22" kick.
RF: The snare?
PC: Ludwig Coliseum.
RF: Heads?
JS: Remo Ambassadors, top and bottom. On the snare drum, I use
a Ludwig Rocker on the top and an extra thin on the bottom. I use
a wooden bass drum beater.



RF: What about tuning?
JS: I try to tune the bottom heads to the same tone as the top heads.
That way I get a really nice, clear tone. If the bottom head is tighter
than the top head, it will tend to choke the sound. The drum won't
resonate or it will make the note turn up. If the bottom head is
looser than the top, you tend to have the opposite, where the note
will go down. Some people like that. The most important thing to
me is that the skins are tuned to themselves so that when I go
around and tap at each lug, I get the same tone. In between choking
it and it being too loose, there is an optimum tension where that
drum is just going to explode. I love doing that sometimes. I go
through the tuning feeling that the note is in there, sort of trying to
get out. I don't use any damping on the toms. They're wide open.
Because they're tuned as close to perfect as I can get them, they
don't ring abnormally, they don't rattle, and they're nice and
clean. I use the white, coated Ambassadors because I find that l can
get the most tone out of a drum with those heads. They have a
really nice attack—a real crack—and the resonance is good. I tried
Pinstripes, and the clear ones with the black or silver dot. I find
they've got a nice tone, but they don't have the same attack and
they have a plastic sound.

When it comes to tuning the drums, I've found that there seems
to be an optimum tension where the drum will resonate the most.
This is where my physics background comes in. I know through
nature that everything tends towards a stability, and if you some-
how bring tension into it , it's a waste of energy. So I try to bring
things to the point of least stress and the least amount of energy
involved. I just let everything work the way it should. I get each
drum to that point where it explodes. Then I listen to the intervals
between the drums and get them sitting nicely, so I can virtually
play my drums like a glockenspiel.
RF: Do you tune to your ears or to a note?
JS: What I found was that my first rack tom, the 13" tom, seemed
to be around an A. Now that I've gone through the experimental
stage, rather than looking for the sound, I'll tune that to an A and
tune the rest to that drum.
PC: It's a minor triad from A going up, with the 8" tom an octave
above the rack tom. Going down it 's A, C#, E, A. I don't know
what the two bottom ones are. Whenever I tune them, it 's whatever
sounds right.
RF: Is there anything you can tell me about the opening of the song
"Down Under"? There are parts that almost sound like timbales.
JS: I t is drums with overdubbed bottles. We had a whole box of
wine bottles, Coke bottles and beer bottles. We put water in them
to tune them and overdubbed it. The start of the video shows me
hitt ing bottles. I wasn't hitting them on top; I was hitting them on
the side when we recorded it. But that's where the idea for the video
came from.
RF: How do you reproduce that live?
JS: I don't; I just play i t . That's just one of those subtle recording
things that I don't even worry about.
RF: Some of your drums sound like certain tunings of Simmons
drums. Each hit sounds very defined and there's no bleeding of
other drums.
JS: I suppose Simmons really are trying electronically to create the
sound of an acoustic drum. We're just going for sounds.
RF: How do you feel about electronic drums?
JS: I think the idea is fantastic. I'm really tempted to completely
discard my acoustic drums and go electronic. I 'm really glad to see
they've come a long way from the Syndrum. What I sort of envis-
age is having a trigger instead of a complete Simmons setup. You
see, what makes the Simmons sound is not the actual thing you're
hitt ing, but the machine that the signal goes into. If you have a
pickup that you can attach to an acoustic drum which is going to
give you the same signal, you can have the same Simmons sound,
but triggered by an acoustic drum. I reckon that would be fantas-
tic. You could have a complete electronic sound, although you
would actually be playing the acoustic drums. Then acoustic





sounds could be mixed in with the electronic sound. The drummer
would stil l be hearing the acoustic sound of the drums. The Sim-
mons heads are made so that the sound of the stick hi t t ing the pad
is minimized and you can just hear the sound of the machine. I l ike
where electronic drums are going, but I like them better when
they're used as electronic drums and not trying to imitate acoustic
drums, which was the problem when synthesizers first came on the
scene. At first, synthesizers were used to try to synthesize an
already known sound rather than to produce sounds and charac-
teristics in their own right.
RF: Is there a kind of music you would like to play at some point?
JS: I want to play in a big band one day. I 'm not a great listener of
jazz, but I'd love to play i t .
RF: People tend to categorize your music as new wave, but it's not.
JS: No. See, they call it new wave because they like the word
"new." The word "new" is appropriate to our music because it 's a
new music in a way, although I don't th ink it's that new. I think it's
a unique sound merely through the combination of the players in
the band. What our music is, really, is melodic rock. Our music has
a l i t t l e bit of melody, and it has rhythm. Our songs can be about
silly things, l ike "Heckyll And Jive," they can be about "Over-
kill" and not getting any sleep, or they can be about being para-
noid about who's going to be knocking at your door. They're l i t t le
stories, narratives, and not "I love you baby, ooh, yeah, yeah."
They've got nice melodies and choruses that you can sing along to.
They've got all the ingredients that make pop songs. I think the
major thing is the melody. New wave, to me, is very, very boring.
RF: The vocals have almost a distinctive rhythmic feel. You seem
to really play off the melody as opposed to just keeping time.
JS: I approach music in an improvisational sense where I like to
bounce off other players. The feel is created either by the melody,
the rhythm, or a combination of the two. Most of my fills are sort
of inspired by the rest of the song.

RF: You design your own road cases as well.
PC: They're amazing. The two large cases sitting side by side are
the size of a large couch and there are facilities to hold cymbals
also. Everything is so well protected and they're easy to handle.
You open the lid and there is a tray sitting on top that has all the
hardware. That comes out and you put the stands together. You
pull that out and all the toms are sitting in their own compart-
ments.
JS: It's important to have a good drum roadie too. I think it's
important for drummers to work with their roadies as a partner-
ship—a sharing situation. P.C. can now tune my drums and get a
monitor sound. He used to work as a sound engineer, so he under-
stands sound. He can sit on my kit and get a kick sound, the snare,
the toms and everything through the monitors. He does 90% of it
and then I come in and fine tune it, but P.C. saves me hours. He
changes the heads and tunes the toms. All I have to do is a little bit
of fine tuning. It took a while to develop to that stage, but he can
now tune drums and get monitor sounds better than most of the
drummers. When it comes to monitors, what I have in my monitor
is mainly the kick.
PC: That's the focal point. Sitting there and playing the kit acous-
tically, the thing you miss from what you're used to hearing from
the drumkit is the kick because it's a l i t t le buried. It 's the lowest
part of the tonal spectrum and it's very difficult to hear some of the
notes, so you need that power.
JS: When I'm doing a soundcheck, I ' l l get P.C. to turn up the hi-
hat and I ' l l hit it . We'll work on the sound a bit, but once I've got
the sound I want, I get him to turn it down so that I can't hear it.
Then I get him to turn it up slowly, and as I'm hitt ing it, I get the
monitor guy to switch it off. I hit it so I am hearing it acoustically
and then I hear it amplified. I have it so the amplified sound is only
slightly louder than the acoustic sound. I do the same thing with
the snare drum. First he turns it up loud, and then we actually
switch it on and off to make sure that the sound being amplified
isn't coloring the overall sound. Then I get him to bring it to a level
where I can just tell that it 's on. I get a fantastic balanced sound
where I am. I've got one monitor on either side. The keyboard
player, Greg, is over to my right. I can hear the keyboards coming
from him, so what I do is put the keyboards in my left monitor, and
I bring it up loud enough so that I'm not hearing it from either the
right or the left, but from the middle. I've heard some drummers'
monitor systems where it's just all drums and everything is to the
max. I try to get a studio sound within my little spot.
PC: It's a lot of work, but it pays off.
RF: The group's success occurred rather quickly. Is it difficult as a
person and a musician when suddenly you have notoriety? Does it
change your life?
JS: There was an article about Chad Wackerman who has played
with Frank Zappa and he's 22 years old. It blows me right out when
I hear about young musicians like that. I've been playing drums
since I was a kid and I've been in lots of bands. This is really the
first professional band I've been in. I went to the university. I also
did heaps of different jobs: I was a postman, I unloaded bricks off
trucks, I mixed concrete, I worked drills, I worked in a slaughter-
house, I drove trucks, and I set up marquees and circus tents. In my
life, I've had a li t t le bit of experience, so nothing has gone to my
head. What notoriety means to me is having a career and a reputa-
tion, and the only thing that freaks me out is keeping that reputa-
tion. There's a responsibility to the people. Nothing frightens me. I
mean, I can handle it and I can handle the publicity. It 's not as
intense for me as it is for Colin and Greg, though, who are really
the focal points of the band. Colin can't walk ten yards down the
street without being approached. For me, it hasn't become a prob-
lem. My being recognized and people acknowledging me is, in a
way, a sign of respect. So it's my responsibility to appreciate that.
They're the people who put me where I am. How has success
affected me? It hasn't, I don't think. It's given me an opportunity
to do what I want to do.











got to be Alan White's on 90/25. His
funky, progressive, driving, hard rock
drumming is great! And nothing is the
same. Every time I listen to the album, I
enjoy it. As for Synchronicity and 1984,
they're sitting on my album rack gathering
dust. I would like to say thanks to Alan
White for a great recorded performance,
and keep up the good work!

Joseph Senger
Baltimore, MD

GLOVE SUGGESTION
In your May '84 issue, Larrie Londin men-
tions using gloves while playing. I've been
using them for several years, and have had
the best luck with Ektelon racquetball
gloves. They are synthetic leather, wash-
able, and seem to be more durable than
real leather, which I've used in the past.
For best results, I wear them for at least 30
minutes before I play; the sweat makes
them fit my hands and grip the sticks bet-
ter.

Just thought I'd pass this information'
along.

Alan Reizner
Las Vegas, NV

HISEMAN RESPONDS
On reading Mr. S. Weislow's letter (Read-
er's Platform, September '84), I felt
slightly disappointed that he had been
unable to grasp the basic ideas I was trying
to impart. Obviously I was not trying to get
any message across to successful profes-
sional drummers who have all found their
own routes to happiness one way or the
other, but there are many drummers, some
of whom I have come into contact with on
tours and clinics, who seem to have basic
problems that have nothing to do with the
technical dimension. I wanted to try to
make them see the instrument from a
slightly different angle. With Mr. Weislow
I obviously failed, but from the comments
I have received on recent trips to Germany,
Switzerland and Italy, my points seem gen-
erally to have been well received. Having
re-read the article I will stand by every
word. I would, however, like to make
some additional observations.

When I talk about drumming not being
a physical thing, don't let anybody under-
estimate the number of physical hours you
have to sit at any instrument in order to
achieve a good standard. Most of the great
drummers I have met have done an awful
lot of practicing. My point really is that
this has to be taken for granted; but to pro-
duce any kind of individualistic voice on
your instrument, you will inevitably have
to develop beyond anything that the books
can teach you, and in the end, the great
things that you do will seldom be techni-
cally, but rather mentally based.

With this in mind, my clinic tours have
shown me that young drummers are find-
ing it increasingly difficult to relate the
sounds of their naked instrument to what
they wish to emulate from records, and to
anyone with any artistic instinct, the

instrument must sound "right" and "in
context." For me, if the instrument sounds
bad or out of context, it is actually unplay-
able, and that's the problem many players
can't identify, but which is hanging them
up. It's a simple example of the mind
standing in the way of physical execution.

I can't help feeling that in a modern
world a basic wood and plastic drumkit is
severely limited in anything but a very
expensive recording environment. Since,
in my view, there is nothing sacred about
hitt ing plastic crudely stretched over a
wooden shell, I am looking forward to the
day when a set of pads can be produced
which will enable several different digitally
encoded sounds, together with varying
types of echo, to be reproduced both live
and in the studio. "That's no big deal," I
hear you cry. "It's already available!"
Well, it is true that drum machines of vari-
ous kinds are flooding the shops, but no
one has managed to produce anything like
a touch-sensitive pad over a dynamic range
that's conducive to live performance. Get-
ting a pad to reflect the drummer's sense of
touch is still some way off and will, no
doubt, be expensive in its early days. But
when that is really with us, I think the days
of existing drumkits will be numbered.
Since the acoustic environment at live con-
certs often makes existing drumkits sound
pretty terrible, the ability to turn electronic
kits up, turn them down and change radi-
cally the type of sound being produced,
will enormously help the creative side of
drumming.

Finally, a word about cymbals. I have
been a Paiste endorser since 1967 and have
actively helped promotion and develop-
ment of some of their cymbal types. But
what was a beautiful sounding cymbal
when I played a 5,000 seat open-air festival
in Italy last week was quite a different
proposition in a 500 seat club where I was
in danger of knocking my head against a
concrete ceiling when I stood up from the
kit. As the interview indicated, the more
years I play, the more I am becoming
increasingly sensitive to the dreadful bash-
ing and crashing that poor acoustics
reduce my drumkit and cymbals to. I like
to play with a lot of energy. I am looking
forward to being able simply to turn down.

Jon Hiseman
Sutton, Surrey, England

ODD TIME & GROOVES
I would like to thank you for publishing
the series by Rod Morgenstein, "An
Approach For Playing In Odd Time—
Parts 1 and 2." I found it to be very edu-
cating and helpful, and would like to see
more of that type of thing. Also, the
"Great Grooves," by James Morton, was
inspiring in that it enables us drummers to
expand our horizons in thinking and tech-
nique. I can already see an improvement in
my personal playing and creative abili t ies.

Scott Adair
Chesterfield, MO



by Michael Bettine

Style & Analysis

Bill Bruford
Bill Bruford is certainly one of the most popular drummers in rock. Having played, at one time or another, with most of the English
progressive rock bands, he has been an influence on many an aspiring young drummer. While possessing excellent technique, he is better
known for his highly unorthodox style. His trademarks are a unique rimshot snare sound, and a penchant for playing unexpected accents
and fills.

Transcription #1 is taken from the opening section of "In The Dead Of Night" from the self-titled debut album of the band U.K. While
it is in 7/4, Bill shifts the underlying beat around. The snare and bass drum are often grouped in a repeating five-beat pattern (two snare,
bass, snare, bass). Even while the hi-hat maintains a steady off-beat pattern, Bill breaks this up by shifting the placement of the open hi-hat.
The whole thing moves along briskly and cleanly; there are no unnecessary fills. This is a good example of the fact that it's not how many
notes you play, but what notes you play.



Transcription #2 is from the violin solo in "Time To Kill," off the same album. Within the section, Bill uses a repeating two-bar phrase.
The 9/8 time is subdivided into a 4-5-5-4 grouping over the two bars. The end of the phrase is picked up into the next one by two 16th notes
on the snare or floor tom. This is another good example of rhythmic economy.

Now we'll take a look at Bill's most recent work with King Crimson. The first three transcriptions are taken from the Discipline album.
Example #3 is from "Heartbeat." In this two-bar phrase, Bill shifts the second snare beat to the & of 3. While a subtle change, it helps give
the song an interesting feel.



Examples #4 and #5 are from "Frame By Frame." Bill plays the usual cymbal rhythm on a high-pitched Octoban. This use of toms
instead of ride or hi-hat cymbals gives the rhythm section a strong, clean feeling. Example #4 is from the fast-paced intro section. Here Bill
plays a repeating pattern where the bass drum and bass work together. By emphasizing beat 4 of measures two and four, and leaving out
the first beat of measures one and three, this phrase has a very moving feeling that pulls it along from one measure to the next.

Finally, example #6 is taken from the middle vocal section of "The Howler," off the Beat album. This again shows Bill shifting rhythms,
under the 15/8 beat. Measures one, two, three, six and ten are broken up into a 4-3-5-3 pattern. Measures four, seven, eight and nine use a 4-
4-4-3 pattern. Measure five uses a 5-3-4-3 pattern. Again, the ride pattern is played on an Octoban.

E x a m p l e   # 5   i s   t a k e n   f r o m   t h e   v e r s e . This two-bar 7/8 pattern is underlined by the electronic hi-hat playing a one-measue pattern in 7/4.









POLY-CYMBAL TIME
by Peter Magadini
Publ: Belwin-Mills Publishing Corp.
25 Deshon Drive
Melville, NY 11747
Price: $6.95

Pete Magadini is probably best known for his extensive, two-vol-
ume work entitled the Musicians' Guide To Polyrhythms. These
books demonstrate the study and/or use of polyrhythms for any
musical instrument. Poly-Cymbal Time covers polyrhythms at the
drumset between the four limbs. The author states that the poly-
rhythms found in this book have been carefully selected for their
musical compatibility when being played simultaneously against
the basic time pulse. The book focuses on the following polyrhyth-
mic ratios: four against four, four against two, six against four,
three against four, five against four, seven against four, four
against three, and two against three. The book opens with an intro-
ductory section into these basic polyrhythmic values and then
moves them to the drumset. Ride cymbal, snare drum, bass drum,
and hi-hat are broken up into polyrhythmic subdivisions which
increase in difficulty. The ride-cymbal rhythms are divided into
three categories: the jazz triplet for use in swing playing, even 8ths
for fusion, and 16ths.

The exercises are very clearly written out, which makes studying
these involved patterns that much easier. Each section allows a
certain amount of improvisation, which the author promotes.
"Always be open to improvising on any theme or exercise." The
final sections of the book contain exercises which include changing
time signatures, poly-time signatures, and polyrhythmic clusters—
a culmination of many of the ideas presented throughout the work.

Poly-Cymbal Time contains so much valuable information that
the student may not even realize all of the benefits involved in its
study. The study of polyrhythms should be a must for any serious
drummer, and this work definitely offers a clear, understandable,
and challenging approach to the subject.

William F. Miller

DRUM READER—BOOKS 1, 2, AND 3
by Sam Ulano
Publ: Sam Ulano
P.O. Box 1126
Radio City Station
New York, NY 10019
Price: $2.00 per book

Sam Ulano has written three good, moderately priced books. The
first covers basic reading in 2/4, 3/4, 4/4, 5/4, 6/4, 7/4, 3/8, 6/8,
5/8, 7/8, and 12/8 time signatures. In 4/4 time, Book One covers
whole notes, quarter notes, half notes, and 8th notes, along with
their rests. In 2/4 time, half notes, quarter notes, 8th notes, and
16th notes are explained. In the 3/4, 5/4, 6/4, and 7/4, whole
notes, half notes, quarter notes, and 8th notes are played. In the 3/
8, 6/8, 7/8, 9/8, and 12/8 sections, only the 8th note and rests are
explained.

Book Two of the series deals with 4/4, 3/4, 2/4, 5/4, 6/4, 7/4,
3/8, 5/8, 6/8, 7/8, 9/8, and 12/8 time signatures. In the 4/4, 3/4,
5/4, 6/4, and 7/4 pages, the student will be playing quarter notes,
8th notes, and a great many triplets. The 3/8, 5/8, 6/8, 7/8, 9/8,
and 12/8 pages cover variations of 8th notes and 16th notes. The
book may be played hand-to-hand, right or left hand only, or both
hands in unison.

Book Three of the Drum Reader series explains 8th note and
16th note combinations in 4/4, 3/4, 2/4, 5/4, 6/4, and 7/4. In the
3/8, 5/8, 6/8, 7/8, 9/8, and 12/8 pages, Mr. Ulano works with 8th
notes, 16th notes, and 16th note triplets. There is a page of exam-
ples showing the parallels between 3/4 and 3/8, 5/4 and 5/8, 6/4
and 6/8, and 7/4 and 7/8, all of which are in three-note groupings.

The entire Drum Reader series contains 12 books. Books One,
Two, and Three are available on audio cassette. The price of the
cassette is unknown to me at this wri t ing. On the cassettes, Mr.
Ulano explains and plays through the books. The books and cas-
settes are designed to work in conjunction with "Duet Against A
Cassette," also written by Ulano.

Books One, Two, and Three of the Drum Reader series are good
and very moderately priced, but I feel it would have been more
beneficial to combine the three into one—each book is 16 pages in
length. The advantages to these beginning books, as opposed to
others, is the coverage of many different time signatures.

Joe Buerger
DRUM READER—DUET AGAINST A
CASSETTE
by Sam Ulano
Publ: Sam Ulano
P.O. Box 1126
Radio City Station
New York, NY 10019
Price: $3.00
This book is designed to work in conjunction with Drum Reader
Book One. The material contained in this book can be played
against the audio cassette of Book One, thus making it a duet.
Students playing this book should be at the intermediate level.

The material in the 4/4 section covers 8th notes, 16th notes,
triplets, and various-length rolls, i.e., whole-note rolls, half-note
rolls, quarter-note rolls, and 8th-note rolls. The 2/4 section covers
the same note values, but adds I6ths. If students are not familiar
with various-length rolls, they will definitely need the aid of private





instructors.
The 3/4, 5/4, 6/4, 7/4 sections cover 8th notes, triplets, 16ths,

and half notes, along with various-length rolls. The 3/8, 6/8, 7/8,
9/8 and 12/8 sections cover 16th- and 32nd-note patterns. Vari-
ous-length rolls are found in the 7/8 section.

This book plays very well against the audio cassette. The only
problem I found with the cassette was being able to hear Mr.
Ulano's practice pad above his counting. Even though this book
plays well against the cassette, I feel the text could be improved in
such areas as spelling and grammar. Sam Ulano's idea of having a
student play a duet with a tape is unique. It does not necessitate the
student finding a fellow drummer to work with.

Joe Buerger

A - Z OF ROCK DRUMMERS
by Harry Shapiro
Publ: Proteus Publishing Co., Inc.
733 Third Ave.
New York, NY 10017
Price: $10.95
Harry Shapiro has written what could've been titled "The Ency-
clopedia of Rock Drummers." I'm sure somebody will find that
their favorite drummer is missing, but in general, Mr. Shapiro has
done a thorough job. Each drummer is covered biographically and
most of the bios include references to recorded works. My only
suggestion for improvement would've been for more objectivity in
Mr. Shapiro's writing. Some of the descriptions of the drummers'
styles, ability, body of recorded work and drumsets, tend to border
on the "cutesy" side.

There are a number of fine photos included, both black & white
and color, and many that are unfamiliar and interesting to look at.

A - Z Of Rock Drummers is a fun, informative book; an excel-
lent primer for anyone who wants to expand their knowledge of the
subject. Above all, Mr. Shapiro deserves credit for caring enough
about drumming to write this book in the first place.

Scoff K. Fish

INSIDE BUDDY RICH
by Jim Nesbitt in collaboration
with Buddy Rich
Publ: Kendor Music, Inc.
P.O. Box 278
Delevan, NY 14042
Price: $9.50
If you've ever sat in absolute awe at a Buddy Rich performance,
watching the man execute one incredible figure after another, and
you didn't have the slightest idea of what he did or how he did it,
you'll delight in Jim Nesbitt's Inside Buddy Rich. What our author
has done is slow it all down, and then carefully and methodically
analyze every move. The result is a fascinating and detailed study
of the master technician's style and technique.

Inside Buddy Rich does a fine job of presenting a close-up look
at Buddy's use of rolls, rimshots, cross-sticking, cymbal tech-
nique, and much more. And Nesbitt accomplishes it all through an
assortment of musical examples and analysis. There's also a
detailed diagram of Buddy's setup, a handful of very nice photo-
graphs, and a wide collection of complete solo transcriptions from
tunes like, "Space Shuttle," "Sassy Strut," "Dancing Men,"
"Keep The Customer Satisfied," and "West Side Story," all of
which are astonishingly accurate considering the difficulty
involved in transcribing anything played by Buddy Rich.

A series of comments on a variety of subjects from the man
himself also weave their way throughout the text in a sort of mini-
interview format. It's an interesting and refreshing touch: ". . . If
what you're doing up there is too much for people in the audience
to comprehend . . . then you stop and say, OK, we'll see if you
understand this, isn't this cute? Hey, here's a flip, how do you like
that folks?" And, ". . . You reach a certain point in your success
. . . and everybody thinks, 'well that's as far as I have to go,
because I've got it. ' Never realizing that you've never got it. You'll
never get it if you live to be a hundred years old." It's comments
like these which help to make Buddy's inimitable personality prac-
tically lift right off the pages of the book.

Jim Nesbitt has obviously done his homework here and Buddy



Rich freaks will have a field day with this one. "This book is meant
to be a celebration of Buddy Rich," says our author in his intro-
duction. "If it helps you learn anything from him, beautiful;
you're celebrating too." We couldn't have said it better ourselves.

Mark Hurley

CONGA COME ALIVE!
by Jim Dinella
Publ: Brass Ring Enterprises
P.O. Box 1312
Toms River, NJ 08753
Price: $5.95
This 60-page book begins with the technique of mounting and tun-
ing a conga head, sitting position, historical information and gen-
eral notes. The book then presents roll exercises which are played
on different spots of the drumhead, producing a variety of pitches.
The next four pages are dedicated to hand coordination studies
and the methods of producing the "ring," "slap sound," and
"heel-toe" technique.

The middle section of the book deals with specific rhythms,
including slow rock, cha-cha, mambo, rhumba, bossa nova,
meringue, calypso, samba, la bomba, Afro-Cuban 6/8, jazz,
disco, funky beats and reggae. Sandwiched between the rhythms,
the author includes exercises for the development of the "slide" or
"moose call," bass sound, flams and elbow sounds.

The last section of the book starts with short fill exercises, using
ruffs, and one-measure fills. There are four pages of rhythms for
three conga drums (played by one person) and two 16-measure
solos: one for two drums and the other for three drums. The book
concludes with ensemble pieces written for quinto, conga, tumba,
cowbell and shekere. There is a paragraph on miking and some
travel tips, as well as a discography. Material about Latin-Afro
instruments and playing techniques is not easily accessible. The
drummer interested in these areas of percussion will find this book
a welcome addition.

Glenn Weber

PARADIDDLE ROCK
by Joel Rothman
Publ: J.R. Publications
170 N.E. 33rd Street
Ft. Lauderdale, FL 33334
Price: $5.95
Paradiddles may seem like an old subject that has been beaten to
death (excuse the pun), but with the correct attitude a lot can be
gained from their study. Rothman's approach to paradiddles is
somewhat liberal by the way he exposes them for what they really
are—combinations of singles and doubles. All of these combina-
tions are formed into groups of four 16th-notes with different
stickings, and then assigned a form title. For example, form A
would be played (sticking-wise) RLRR (or LRLL), form B would
be played RRLR(or LLRL), and so on. After a few exercises which
familiarize the student with these basic forms, Rothman places
these different forms into a rock feel and adds bass drum notes.
This creates some interesting fills and solos for the drumset. The
book goes on to combine the forms into four-bar solos, breaking
them up between hands and feet. By adding two additional 16ths to
the already existing forms, the author makes them double paradid-
dles for use in fills with triplets and playing time in triple meters.

I first questioned using this "form" approach, but I found that,
once comfortable with them, I was thinking in groups of four and
six notes instead of one right and two lefts (or whatever single/
double combination). This would help anyone's speed and motion
around the drums. Rothman could have applied the concepts more
to the entire set, but with a li t t le imagination, the patterns become
very melodic. Some of these have a Latin feel to them, especially
when adding different bass drum patterns.

Paradiddle Rock is better suited to the intermediate level student
than to the beginning student. A basic foundation of paradiddles/
rudiments is suggested before applying the concepts discussed in
this work. Students will find this book to be an interesting and
helpful way in which to improve their time and fills on drumset.

William F. Miller



Max Roach:

" Speculate "
Transcribed by Kent Byron

Max Roach performed this solo on his album Max, originally released on the Cadet label, #623, but now available through the Chess Jazz
Masters Series, #2ACM J-405. The hi-hat is played on beats 2 and 4 of each measure, and the bass drum on beats 1, 2, 3, and 4 of each
measure, except for the last eight bars, which are shown.









Double - Bass Concepts:
Hand-Foot

Combination Patterns

by Joe Franco

A popular concept in double-bass drumming is breaking up 16th
notes between both hands and both feet. For example:
H = Hands F = Feet

These and similar patterns can be used as one-bar fills or can be
repeated and combined with each other to form extended fills and
solos. When playing a hand-foot combination pattern as a fi l l , or
when combining these patterns, it is desirable to play the lead
(dominant) hand and foot on the downbeat of 1 of the following
measure. By using the following system, this will always occur: (1)
Play all 8th notes (1&2&3&4&) with the right hand or foot. (2) Play
all E's and A's with the left hand or foot. (Left-handed players will
reverse this system.) By using this system, the dominant hand/foot
will always play the downbeat of 1, and each following note will
alternate as R, L,R, L,R, L, regardless of whether it is played with
the hand or foot. The above patterns wil l be played as:



This system can be applied to 8th-note triplets by playing:

Here are examples of triplet patterns:

You can reverse all of these patterns by playing the hands' part
with the feet and vice versa. The R's and L's will remain the same.

Practice playing these patterns with both hands on the snare.
Then try breaking up the hands on the different sound sources in
your ki t . Try applying them as one-bar fills. Once you are familiar
with them, try repeating and combining them as extended fills and
solos. Experiment with your own patterns.







groups. I try to run my bands in a manner
similar to Art Blakey's concept. I like to
have one person in the band as a musical
director. I can write and play a li t t le bit of
piano, and I look over all the charts. But
when it comes down to i t , I 'm a drummer
first. I try to find piano players as musical
directors and I give them the credit. If I
record, I ' l l give them production credits.
Then they're involved, but it's still not a
co-op group. For me, this is the best way to
work.

One of the biggest problems is that a lot
of jazz groups don't have work. I'm very
lucky to have work almost always. I ' l l call
someone like Don Menza and tell him that
I'm coming to the West Coast. I ' l l tell him
the dates I have, how much they pay, and
ask if he can do them. We all have to make
a living, so if Don has something more
lucrative, then I ' l l call somebody else. But
Don Menza gave up a week of The John
Davidson Show to do my On Fire album. I
do that too. A lot of times I ' l l say no to a
commercial date and take a lesser paying
jazz date if I want to play jazz. To me,
that's soul music. It makes my heart feel
good.
SF: After you've recorded an album with
seasoned pros, is it frustrating not to be
able to use the same players on your gigs?
LD: Yeah, but I get a big kick out of that in
a way. The band on the On Fire album is
Don Menza, Bobby Shew, Lanny Morgan,
Jack Wilson and Bob Magnusson. I told

them to block two weeks' time, and I did
all the business with the record company,
which is unusual for a jazz record. We
rehearsed a lot for it, and afterwards we
booked a lot of work to promote the album
with the same band all over California. It
wasn't like just going in the studio and
never seeing each other again. We even did
a project where Don and Lanny were both
on the same label as leaders. I proposed a
thing to Herb Wong to call it the Palo Alto
All-Stars, and I booked a couple of gigs
l ike that using all our names. We got a nice
run out of that album.

With my East Coast band, there's a cer-
tain joy that is even more fulfil l ing to me,
in getting players who are lesser known.
These musicians come in like they're really
honored to work with me. There's a cer-
tain beautiful feeling about that. They're
younger. They get written up. They use the
press they get. They make contacts. Last
night, Les Paul came in. You should have
seen the looks on their faces when I said,
"Come on over, guys, and meet Les
Paul." These are young musicians, and
they wouldn't normally have Les Paul
come out to hear them on a gig. Joe
Morello came by and sat in with my band.
He played great. Something l ike that is so
rewarding and great.
SF: I keep looking for that new generation
of jazz groups with the longevity of the
Modern Jazz Quartet or the Oscar Peter-
son Trio.

LD: I think the business today is so much
more complex. With the trio of Oscar
Peterson, Ray Brown and Ed Thigpen,
each one contributed to that sound. There
were the venues to play all the time and it
was a first-class ticket. I'm sure Oscar had
a nice agreement with them to keep them
that long. I t wasn't like so much of a fad
then. Nowadays, if you look at groups like
the Jeff Lorber Fusion or Spyro Gyra,
these groups have a good, strong two years
and then something else happens.

One of the strongest groups is Weather
Report. And look how many personnel
changes that band has been through over
the years! But Wayne Shorter and Joe
Zawinul have that concept, and they're the
leaders.
SF: I hear a lot of jazz players making bit-
ter remarks about how, if they only had the
financial backing that the rock players
had, they could really do something. But,
for example, they're not wi l l ing to tour the
U.S. with eight people in an Econoline
van, 265 days a year for two years like the
Allman Brothers did before they started
getting recognition.
LD: One of my favorite Modern Drummer
interviews was the one Roberto Petaccia
did with Roland Vazquez. Roland was
involved with my Concerts By The Sea
album. He and I collaborated on a few
charts. I s t i l l play a lot of his music, and
we'll be doing something again. Roland
had a great alternative for finding work for
a band. In the late '70s, he outlined a grant
idea through the National Endowment For
The Arts. He got the grant and went up
and down the whole coast, very comfort-
ably, doing a college tour. So, you can do
something like that for not a lot of money
if the music is good. Roland's music was
good and very challenging, so he could get
good players. Then, the main thing is that
you've got to shy away from musicians
with attitudes.

You get a lot of good players in both
rock and jazz who have att i tudes that are
not good for a band. I always hire people I
really dig personally. Then they usually
really hit it off with each other. It is a lot
easier when you don't have any friction. In
Harry James's band, for years, they never
hired players l ike that . I t was such an insti-
tution that , based on recommendations



from other players, Harry's manager
would get on the phone and not take a lot
of time in hiring musicians. I mean, it's
hard anyway to get a 17-piece group to
really feel l ike a family. But with my
smaller groups, it's easy to feel like a fam-
ily. When you have people who mutually
admire each other, it comes out in the
music.

One of the keys to success in a band is
basic communicat ion . I f you've been
around the block, you know how to act on
stage. Another thing about Blakey's
groups is that they've always been pre-
sented right in jazz. One of the reasons I'm
so knocked out by Wynton Marsalis is
because he really presents his music cor-
rectly. They dress well. They draw crowds.
They play their music. They're not just jiv-
ing. They're not up there in skirts and
wigs. They look like they're paid well.

Down here at the Sheraton we have an
exclusive uniform: Slingerland T-shirts on
Mondays and Wednesdays, and Zildjian
T-shirts on Tuesdays and Thursdays. But
the guys come in and they look right. Their
shoes are shined. They know how to act. I
don't have to worry about them saying
dumb things to the management.

I hire a lot of players who have their own
bands. I tell them right up front, "Look,
on a gig like this, I know you'd like to work
this room with your own band. But don't
solicit on this gig. That's just not profes-
sional." If you have that understanding up
front, you won't have any problems. And
you say it in a nice way. But I remember
hiring a guy one time. I walked into the
men's room and he had his fliers all over
the place for a gig he was playing down the
block the following week.
SF: Buddy Rich used the term "attitudinal
playing" in a recent interview. Can you
hazard a guess as to what he meant by
that?
LD: I would think that he was saying that
you should play with a good attitude. He
hears everything. Just that alone is such a
courtesy. Even though he's such a force,
he's still one of the greatest sidemen in the
world. I've heard him sitting in with trios
playing as tasty as Marty Morrell did with
Bill Evans.
SF: Do you ever listen to your first album,
Spectrum! How do you feel about it in ret-
rosnect?



LD: I still really like that album. Now I
have five albums out as a leader. There's
not a note on one of them that I can hon-
estly say I really didn't like. It 's a good
feeling. All of them are really honest and
they're the best I could do at that time.
Every one of them really features the
drums; all of them are high energy. The
Spectrum album was kind of a freak
because it was way before its time. There's
a tune on there called "Fusion Pro And
Con" that they still play on some stations.
They even used it as a theme on an NFL
game. It 's an atonal piece of music that
Karl Milrock wrote for me. It's got five
saxophones playing at one time, with a
heavy backbeat on 6. If you only heard
eight bars of it , it would sound l ike it was
just done yesterday. The personnel
included Lew Tabackin, Arnie Lawrence,
Marvin Stamm, Joe Beck and Sam
Brown—all great players.
SF: What do you think are some of the
greatest drum records ever recorded?
LD: I've got so many favorite albums for
drums. One of my favorites for the cama-
raderie and the back and forth playing is
the Rich Vs. Roach album. That's one of
the drum classics. There are several Art
Blakey albums that I really dig. I love some
of the things that Steve Gadd did on the
CTI label, l ike the Chet Baker album She
Was Too Good To Me. He was really
swinging and playing great. I like certain
things tha t Vinnie Colaiuta did wi th

Zappa. The things Joe Morello did with
Dave Brubeck are phenomenal. I love all
the Tony Williams things with Miles. I still
listen to that whole '60s collection, from
Miles Smiles, to Four And More, to ESP,
to Seven Steps To Heaven. There are really
so many.
SF: Fred Gruber told me that he once
asked Buddy Rich what questions he
would ask in an interview. And one of the
questions Buddy asked Fred was "What's
the greatest four-bar drum break ever
recorded? Believe it or not, Fred knew
what Buddy's answer was. I ' l l ask you the
same question, and then I ' l l tell you what
Buddy said.
LD: I would pick a four-bar break that Art
Blakey does on the original recording of
"Blues March." I'm not even sure what
album that's on. The note placement on
that gives me chills. Right where Art put
the time is right where it should be. There's
a l ive recording that Buddy did with
Sammy Davis, Jr. Buddy plays a four-bar
break on "Ding, Dong, The Witch Is
Dead" that ki l l s me too. But, as a favorite,
I would say the Blakey one.
SF: Buddy said the greatest four-bar drum
break was played by Shadow Wilson on a
Count Basie record called "Queer Street."
Now, let me ask you this: Are there any
drummers you'd l ike to meet, including—
if possible—drummers who are no longer
with us?
LD: I'm 36 now, but I was already playing

on the road when I was 16. I still have all
the enthusiasm, I love to play, and I'm
dying to see what's going to happen from
here. But, at the same time, I've always
had a strong feeling for tradition, which is
important in music. So when we talk about
drummers, I th ink of nights like when I
went to England and hung out with Alex
Duthart, who came to a clinic and brought
me a beautiful 100-year old bott le of
scotch. We just told stories all night in a
bar to the point where I was signing his
drinks to my bill. We were having so much
fun talking about drummers that I was
signing the room number on my key upside
down. In the morning I had no bills. Later
on down the road, I realized that instead of
signing 609, I had been signing 906 or
something like that.

There's such a wide variety of drum-
mers. I got to know Gene Krupa very well.
I still listen to Sonny Greer, Chick Webb,
Baby Dodds and all the guys up to Vinnie
Colaiuta, Daniel Humair, Bob Moses, and
Jack DeJohnette. One of the things I've
dug about MD is the history articles that
you've done, like "The History Of Rock
Drumming." A lot of that I didn't know.
It 's really a turn-on to see those drummers
get that kind of recognition. In so much of
that music they never put the musicians'
names on the records.

The music that Chick Webb and Baby
Dodds played was so much simpler. It's
really the same today, in a way. It was just
where they put the time. And what made a
Chick Webb so special? There was a cer-
tain magic and a certain fire that they could
put to a band. And there was a certain
amount of class that those early drummers
had that I really respect, especially Sonny
Greer.

Jack DeJohnette recorded a song called
"Zoot Suit." It knocks me out when a guy
like that can show the tradit ion through
very modern music. That's the art form
right there. That's sort of what I tried to do
on the song "Ellingtonia" on my last
album. We really tried to capture the real
Ellington feel; yet it 's modern in a way.
More than anything, I love to keep the tra-
dition. Like on this gig, I ' l l play a tune
that's right out of the Basic tradition; then
I ' l l do a Crusader's tune; then I ' l l do a
song in an odd-time signature. And I get



put down a lot by critics. They call me
"eclectic." There's not one review where
the word eclectic is not in it.
SF: Eclectic is an '80s cop-out word. If you
don't understand what a musician is
doing, you say that it's eclectic.
LD: Right. Most of the people who are
narrow-minded can't understand how you
can play something funky like "Freedom
Jazz Dance," and follow it with "Waltz
For Debby" by Bill Evans. To me, that's
the beauty of it .
SF: In 1984, why would it benefit a young
drum student to become familiar with
drummers l ike Baby Dodds, Papa Jo
Jones and the other great players who were
their contemporaries?
LD: In today's market—today's music—
there are so many different influences. And
it's not all going towards new wave and
electronics. No matter what the popular
way to go is, I notice that there's always
some kind of a cycle which comes back to
maybe a hit tune in the summertime with a
New Orleans two-beat feel, or something
from the '60s in the style of Brook Benton,
Lloyd Price or someone like that. Because
of that you're talking about swing. And
when you're talking about swing, you
should know what swing is really about.

I was fortunate to have worked with
Harry James, and he taught me a lot about
the swing era and idiom. I f I say to half my
students, "Play a Lunceford two," they
don't know what that means. You have to
research i t . It 's not easy to get the records
or the history books, but it stil l is there and
it's very important. And when the students
hear it, they'll say, "Oh, that's l ike the
beat on 'Hi-Heel Sneakers' years ago."

Wynton Marsalis is one of the greats in
today's jazz. But it's l ike watching a his-
tory course when you see him. If you play
the instrument, you should know how it
was developed, who invented it, and who
did what first. With the drumset, we're not
ta lking about an instrument that 's that
old—maybe 100 years at the most. I t ' s
interesting to know all of those transitions
and it's all on recordings up to the most
contemporary players. You can see from
articles by people like Paul Motian and Ed
Blackwell that there are roots even in the
most modern players.

I was just w i th Chad Wackerman



recently. He and I can talk about anybody.
We can talk about Baby Dodds for an hour
and Chad can talk about records that Baby
was on. That's beautiful. I mean, Chad is
only around 22 years old.
SF: Is the problem lack of motivation on
the students' part, or is it because they
don't learn the history from their teachers?
LD: Probably a combination. With the
music we're talking about, the media isn't
exposed to i t . For years we've heard that
it's America's only art form. Yet if we
asked all the people in this restaurant what
America's only art form is, they'll proba-
bly tell you it 's an oil painting or some-
thing like that. They won't know that it's
jazz, unfortunately.

But if you are intelligent and want to
know all the styles—I'm not saying you
want to be a jazz drummer, just that you
want to know the styles—you can defin-
itely spend some time researching and have
it pretty well covered. I've got students
who are very interested in it , and I think it
helps their overall playing. A lot of drum-
mers today are losing work because they
can play rock—and I've noticed this a lot
in Vegas since I've been back there with
Wayne Newton—but most of them can't
swing. They're losing the gigs because they
don't have the roots.
SF: What about the criticism that it 's
impossible to play relaxed in odd-time sig-
natures because you have to think too
much?

LD: I disagree with that. It 's either odd or
even. One older style bass player said to me
once, "Well, your heart beats in 4/4." I
said, "How do you know that? It could be
going in 5/4. I t depends on where the accent
is." A bar of seven beats can be counted 1-
2-3,1-2,1-2. All you have to do is under-
stand where the bass pattern is, and then
just make it flow.
SF: What made you get into odd-time sig-
natures?
LD: Don Ellis' band was a big influence in
the very beginning. And I always dug
Indian music too. I've gotten together sev-
eral times with Allah Rakha, but I never
really studied the hand drums. Our ses-
sions were in reference to counting and
subdivisions. It 's beautiful and wild. He's
incredible. Without drums, he could just
sit here with his fingers on this tabletop and
cook.
SF: I've always loved the fluidity of tablas.
I wonder if that could somehow be dupli-
cated on drumset.
LD: I th ink you could if you tuned a cer-
tain way. Tablas have such a different tun-
ing, and the overtones have a lot to do with
the way the notes go into each other, which
develops harmonics. I saw a guy at a PAS
convention do something with RotoToms
set up very close. You could have a pattern
going with your left hand against a right-
hand pattern, and maybe even have Roto-
Toms bass drums, as well as soft mallets
instead of hard beaters.
SF: When you're sitting behind a drumset,
how do you conceptualize all the drums
and cymbals around you?
LD: Well, I use so many different sets now.
I use a big 13-piece set for larger rooms and
concerts. It 's double bass drums—20" and
22"—and there's a lot of range in the set,
from the 6" concert tom, all the way down
to the 16" floor tom. In the lounges I use a
basic five-piece jazz set. And I have a big-
ger set for big bands. The concept behind
what I'm playing has a lot to do with the
amount of drums and tuning.

I hear and see a blend of the cymbals and
drums; I see a big percussion section. I also
use some Latin percussion instruments. I
have a concept similar to Louie Bellson.
He always sees the drumset as an orches-
tra—something like the snare drum as the
violins, the tom-toms as the cellos and the



bass drums as the basses. I'm not as exact
about i t ; I almost like a looser approach.
I ' l l set up my drums differently on pur-
pose, just to play differently. But I do think
of the drumset as a full-range instrument.
SF: Is it possible for drummers to become
so technically exact and proficient that the
naturalness of their playing suffers?
LD: If the music is super, super technical,
then that might apply. But if you learn to
master the music and relax with i t , then
there's no reason why it shouldn't swing.
For years, Harry James used to tell me that
it's not the notes, but the rests that count.
In order for a band to really get a li l t and a
groove, everybody has to contribute just a
little bit, and be aware of what notes the
other players are on. That's what makes it
really happen. You could have a phenome-
nal drummer, but if there's a busy piano
player and guitar player, the band's going
to feel like a sinking ship. It 's going to feel
like lead.
SF: Would you discuss the different con-
cepts in using sticks, brushes and mallets
on the drumset?
LD: Well, technically, you have to adjust.
I mostly use sticks in the course of a night,
but I really do work a lot on brush tech-
nique. I have one or two tunes, at least, in
every set where I use brushes. Sometimes
the tempos are fast, and that's another
technique. I also practice all the rudiments
with brushes just to keep my stick tech-
nique up. That's a thing that Alan Dawson
showed me. He's got variations on all the
rudiments, and with the brushes it makes
you work a l i t t le harder. I pass that on to
my students. Then I use the combinations;
a stick and a brush, a mallet and a brush, a
mallet and a stick. I use everything—my
hands, bending the cymbals. I really get off
on all the combinations of sounds that you
can pull out of a set. The mallets are the
cleanest for tonality. You don't get the
note of the stick h i t t i ng the head; you get a
pure sound. I 'm using the Cana-sonic
heads and I can really get a timpani effect
out of my whole set. I use a coated head on
the snare because of the brushes.
SF: What are some of the common ques-
tions you're asked at clinics?
LD: One of the questions I'm asked a lot
is, "How did you get your break?" That's
a good question. You really have to be

interested in the music first. A lot of musi-
cians will spend nine hours a day writing
their resumes and an hour a day practicing.
Do your musical homework first, have
your credentials right, have a good tape, be
on top of the auditions, show up on time,
and look as good as you can. It's unbeliev-
able; I hire many musicians to work as
sidemen, and no matter how well they
play, if they come to the gig dressed slop-
pily, it still bugs me. I come from the
school where, if you take a Saturday night
gig and you're going to hit at nine o'clock
and be paid well, you should show up on
time and look right. A lot of this has to do
with the attitude of the playing.

SF: It drives me crazy when I hear jazz
musicians say, "Well, you just don't make
a lot of money playing jazz."
LD: That's not true. Tell Grover Washing-
ton, Jr., that. When I hear negative things
about my music, I just have to live with it. I
know musicians who want to get out of the
business because of bad reviews, especially
young players who are just starting out.
They panic. But you can't please all the
people all the time. You can only do your
best. I groove on being flexible. It's fun.
When you can play out on the instrument,
and people aren't going to get on you
about volume and taking chances, then do
it. But if your gig is to do something more



traditional, then you do that.
SF: Does the tuning of your drums change
from live gigs to studio work, and from
live playing without mic's to live playing
with mic's?
LD: In my style of playing, I go for the
speed of the drum—the amount of action
that it will give me back. So I don't go for a
real dead tuning. I still mostly use tradi-
tional grip, and I depend a lot on the
bounce and the rebound. Because of that, I
might tune my drums a l i t t le tighter than a
dead, rock tuning. But it's not like a bebop
tun ing—tha t real t reble-y sound. I t ' s
somewhere in the middle. I tend to tune the
tenor drums and the snare higher and
tighter. Then I ' l l use the lower toms for the
looser, Happier, funkier sound. For my
fast work I use those immediate drums that
are closest to me. And for slower fills I'll
use the drums that are further from me.
SF: I've seen many young drummers trying
to get a clean, crisp sound from a snare
drum that's all muffled. Did it take you a
while to get that sound out of a snare that's
played wide open?
LD: No, because when I started playing,
my teacher, Bob Livingston, tuned his
snare that way. We didn't use any mufflers
at all. That was before it was fashionable
to mute the drums and put your laundry in
the bass drum. I use a white, coated
Ambassador on my snare batter usually,
although I've been using a black Cana-
sonic head for a while and I like it. It 's a

double-thickness head, similar to a Dura-
line. And when playing it , I'm confident
that I'm not going to go through it. I have
to work a li t t le harder at times because it's
a different kind of tone quality, but it is still
a projecting head. I use a Remo Ambassa-
dor snare head on the bottom of my snare.
SF: Give me a rundown on your cymbals
and why you chose each of them.
LD: I've been using one basic setup for
about eight or nine years now, although it
varies depending on the job. I use a Rock
21 ride—and all of these are hand picked
by Lennie DiMuzio—a 22" swish, which I
play upside down, a medium-thin 18"
crash on my left, and an 18" medium-
heavy on my right. My hi-hats are 14" New
Beats. The bottom cymbal is heavy and the
top cymbal is medium heavy. I also carry a
flat ride for the jazz trio jobs, and a few
extra rides of different timbres for different
rooms and they're all Rock 21 cymbals. All
of my cymbals are A. Zildjians. I change
them about every six months. Some I keep
and some I give back.
SF: How do you feel about the "natural"
player versus the "studied" player theo-
ries?
LD: There are a few natural musicians like
Erroll Garner and Buddy Rich. But those
kinds of talents come along once in a life-
t ime. As for the average person who
doesn't want to take lessons—who just
wants to go out and take the gig—today
it 's too competitive. There are too many
great players who have studied, who know
how to do it right, and who can tell you
what they're doing. I definitely encourage
education—and more than just drum-
ming. In the '80s, it's going to be impor-
tant to learn piano, harmony, theory and
chord changes. The groups I really enjoy
listening to—like Pat Metheny, Weather
Report and Wynton Marsalis—all have
drummers who have gone through either
Berklee or Eastman.
SF: Have you done any work with elec-
tronic drums or drum machines?
LD: I've played the Simmons drums, but I
really see no use for them in my music. I've
heard the things that Phil Collins and other
guys have done with them, but they only
use them on one or two tunes, and then
they use the acoustic drumset . That's



good, but I couldn't see playing all night
on them, even though I know there are
drummers who do that. And I haven't
done any work at all with drum machines.
SF: How about some hints for effective
drumming behind vocalists?
LD: The last thing you do is overplay. You
use a lot of shading and dynamics. Let's
say that on a basic chorus you play strong
on the intro with some nice figures. Then
you come down to a nice blend to where no
one instrument is predominant. Between
the snare, the ride cymbal, the bass drum
and the hi-hat, you've got a nice blend—a
cushion. That makes the whole band feel
comfortable. I really like to exaggerate
dynamics and most of the singers enjoy
that. It's dramatic. I also use the exaggera-
tion of dynamics in my groups all the time.
It's amazing how many groups don't play
dynamics. It's either loud or soft.
SF: When you're reading charts, how do
you know when to use the snare, the
toms—the right drum for the moment?
LD: I ' l l tell you how I teach that. Before
you know how to play the & of any beat,
you've got to have an idea of what to play
before it. So, if you area novice player, I ' l l
usually show you how to drop a bomb on
beat 1 for starters. You'll drop a bomb
with the bass drum, maybe preceded by
two grace notes on the snare drum. So, i t 's
the two grace notes, bass drum .on 1, and
then the & of 1. Then I ' l l show you how to
do that with the 2 beat, and the & of 2, and
the same with 3 and 4. Then I' l l mix it up so
you'll be playing that for the & of 1 and the
& of 3 and so forth, until you're playing
that on every beat. I ' l l then graduate to
more complex fills preceding the & of each
beat, and have you work that around the
drumset. For a while you'll be playing cli-
ches, but at least you'll get the idea of how
to set up the & of any beat, even in odd-
time signatures. I might have you tie that in
with listening to some Mel Lewis record-
ings of some simple, but perfect, fills.
That's how I teach chart interpretation.
Next, I ' l l throw the basic chart in front of
you and see if you can improvise your own
fills. By that time you'll know how many
notes you can squeeze in to play an &. You
can play flams, single notes, a fast group of
single strokes—always staying within that

time and not overshooting the fill.
SF: When you play drums, both as an
accompanist and as a soloist, is there any
t ime when you're thinking more in rhyth-
mic thoughts than melodic thoughts?
LD: Yeah. It's a combination of both,
depending on the tunes. I like to think
more in melodic terms when I'm playing
four bars, eight bars, or choruses. I really
enjoy playing choruses. But it 's very
important to know song forms.

I do something in my clinic that I always
give Alan Dawson credit for. He sings the
melody to "Green Dolphin Street" and
simultaneously plays all these great things
against the melody on drumset. I do the
same thing, only I don't use tunes that are

that hard. I use "Milestones," which has
short phrases.
SF: Is it important for drummers to know
the song lyrics?
LD: Yeah, to a certain degree. I think it's
more important for horn players to know
lyrics. You can tell if horn players know
the lyrics by the way they're phrasing. That
would help drummers in their phrasing as
well.
SF: Let's talk about rhythm sections in
both jazz and rock. What makes for a
blue-ribbon rhythm section?
LD: The most important thing is that
everybody has good communication with
everybody else. I'm not pushing Sciento-
logy or anything like that; I'm just saying



that, if you have the smallest qualm with a
bass player or a drummer, you should talk
about it. Otherwise it 's l ike a disease that
can spread through the band. I 'm very
lucky; I've always had good rapport with
bass players. If you've got players with
good technique, it's even more of a prob-
lem, because then you have cats who want
to play busy. Then you have to talk to each
other and say, "Well, if I 'm going to get
hot here, maybe you could support what
I'm doing." If you're both hot all the time,
it doesn't make it. A lot of drummers and
bass players don't do that. I'm just talking
about the bass and drums now because
they're the most important. No matter
how good the band is, if the drummer isn't
making it , it ain't going to go anywhere. A
band is only as good as its drummer, and
the bass is second. You could have Jaco
Pastorius in there, but if the drummer isn't
making it, it ain't going to go nowhere.
You're better off telling the drummer to go
home and try to swing the band with the
bass alone.

On this particular gig that I'm doing
right now with Newton, there are three gui-
tars, two pianos, Walfredo De Los Reyes is
playing percussion, and we have a great
bass player named Frank Fabio. He can
cover any field and he makes it very easy
for me. We talk all the time and we hang
together; we're even going to work on
other projects because of this meeting, and
that's the way it should be. The drummer
and bass have really got to be in unison.

SF: How do you function with both a
piano player and a guitar player in a
rhythm section?
LD: That's important. As much as the bass
and drums have to be together, the rela-
tionship between a guitarist and a pianist is
even more crit ical. First, they have to get it
together harmonically, and then they have
to be able to fit into the rhythm section. In
my band, for years, I've used a guitar
player. I've got a full guitar book. But
unless the guitar player is very sensitive to
the piano player . . . l ike once in L.A. I
had Milcho Leviev on piano—a very, very
busy piano player. Then I'd have a guitar
player, when I could get one, l ike Robben
Ford. Now in New York I use John Sco-
field and Dave Lalamma. Those guys
know how to play together.
SF: Do you find it easier to play with just a
guitar player or just a piano player?
LD: With a guitar, I think you tend to have
a l i t t le more room because a guitarist is not
constantly playing chords and notes; it's
either single lines or the chords. But my
preference would still be piano, bass and
drums. It 's a gas to play with just a trio,
and it's kind of fun to hold back dynami-
cally like that—get that trio volume level
but still keep the intensity.
SF: I know you have strong thoughts
about music versus the business.
LD: There are so many cats in the circle of
working players who go through a negative
trip, in every instrument, not only drums.
In fact, most of the time, the drummer is

the most up member of the group. You're
coming to music because you love music. I
can remember the first time I ever saw a
snare drum in a store window. I didn't
think about how many dollars I was going
to make playing i t . I just wanted to play the
drum and play music. If you can keep that
a t t i t ude , no matter how successful or
tough the times might be, that's the core of
the inspi ra t ion you need to keep the
growth process going.

I understand that if you don't work at all
and you're constantly banging your head
against the wall, that 's tough. But the
thing is, even if you're playing something
that you don't l ike musically, you're still
playing music and making a living. Today,
that alone is an accomplishment. And I see
so many people come to the gig with bad
equipment and an attitude that says, "Aw,
man—when is it going to be over?" It
shouldn't be like that. They're making it
harder on themselves when they th ink like
that. There's all this good music being
played out there today, and if you want to
play it, there are ways to do it.

I hear my students say, "Well, we don't
have anyplace to play." I tell them to find a
place in their neighborhood that has a bar
or a backroom, and tell the owner that
they'll play for the door. Get musicians
that you want to play with, and play the
music you want to play. If the music is
good, somehow people will hear about it
and you'll attract an audience. You've got
to take those kinds of shots. I t seems to me
that a lot of musicians want the glory, but
they don't want to do the work.

I ' l l use Chick Corea and Chuck Man-
gione as examples. I remember getting fli-
ers in the mail every week from l i t t l e holes
in the wall in New York and Rochester,
where they were playing. I still have one of
those fliers in my scrapbook for a band
that included Chick Corea and Steve
Gadd, playing at a place called The Other
Side of The Tracks, for the door money—
no admission charge. But they believed in
what they did, and now they're able to sit
back and pick and choose. But there are so
many people who expect to do that over-
night. You've got to work very hard to be
able to do that. But if you keep looking at
the music as the music, and the business as
the business, it's a much healthier atti tude



than, "How much money am I going to
make on the gig?"
SF: Where are you teaching in the New
York area?
LD: On Long Island, I'm teaching at the
Long Island Drum Center in Lit t le Neck
and North Merrick. I'm also teaching in
New York City between Drummers Collec-
tive and Drummers World, and in New
Jersey at Joe Loria's.
SF: What's the greatest service you can
offer a student?
LD: I have a lot of good success stories
with my students. Most of them develop
into being really good friends, because you
develop a certain empathy with them. I use
my drum books only as a reference point,
and I teach such a wide variety of players.
A lot of them have only taken two lessons
and gotten great gigs, only on the strength
of maybe getting their reading together. I
work a lot with the four-way concept of
coordination. I'd say that the best reward
is just to develop a solid friendship that
lasts through several years, and to see them
get better jobs and play with better people.
Some of them come to my gigs and I let
them sit in. That gives me a big thri l l .
SF: Do you find that often the students'
self-images are holding them back more
than their lack of facility?
LD: That happens. You get a lot of stu-
dents who don't really have the confidence
yet. That's very important, especially in
the stage-band idiom. I was just at a col-
lege stage-band competition with about 40
bands from all over the Midwest. The
bands that really came on were the ones
who seemed to be confident about the
drummer. No matter how great the sec-
tions are, it's the drummer's presence and
confidence that has a lot to do with the way
the band comes across.
SF: Can you teach that confidence?
LD: Yes. I might tape myself and a student
trading fours, almost like a rhythm game. I
might play something very polyrhythmi-
cally, purposely, to try to throw the stu-
dent off. I might even stop the time com-
pletely. Then the student will sharpen up.
I ' l l notice that the next set of fours is right
in the pocket. Then I might play something
really down the middle, l ike just a back-
beat. Then the student will go a little
abstract. There's a tension and release

thing happening. That, in its own way, is
confidence. When I'm tightening up, the
student is loosening, and vice versa. You
get a kind of mature interplay going.
That's what it should be like on the band-
stand.
SF: Besides your own books, what other
books do you use in your teaching prac-
tice?
LD: I use Pete Magadini's book and Gary
Chaffee's books. I still use the Charlie
Wilcoxon books, the Morris Goldenberg
book, the Podemski books, and the
Gardner books. I've also been using the
new Morello book. Since I moved back
here, Joe has developed into being a real
good friend.
SF: Let me backtrack for a moment. I
asked you about the greatest service a
teacher gives a student. What about the
greatest disservice?
LD: Honesty is the key service. There are a
lot of drum teachers out there who I feel
aren't really qualified. You can't jump into
teaching too soon. Even at the beginner's
level, you should really have a certain
amount of knowledge, direction, your
own style and be open-minded. There are a
lot of teachers who are locked into a sys-
tem, and they preach that one particular
system. If it's a technical approach, that's
fine. But on the bandstand it's a different
thing. You have to get the natural quality
out of the individual and deal with the way
that person approaches the instrument.

If I get a student who has only one way
of approaching a certain thing because a

previous teacher taught that for five years,
it's like untying a bunch of knots to get the
student to be loose again. There might be
one way to do certain things, but to me, the
most natural players—which is what we
strive for—do it several ways. Let's use
Buddy Rich as an example. I've seen him
play a whole set with matched grip. He
doesn't always do that, but that night he
felt like playing matched grip. Maybe it
was with the butt-end of the sticks. Certain
teachers would say that you should never
do something like that. Usually those peo-
ple's students come in stiff. They are so
scared, because they've been taught one
regimented way for so long. The idea is to
loosen it up.
SF: In closing, can you condense what it
takes to become a successful drummer?
LD: There's really no secret. The best
thing to do is to play the best you can and
work as hard as you can. If you're persist-
ent—which is very hard to do sometimes,
but that's one of the things that has kept
me going through the years—and you con-
stantly try, then it will always come around
to where the phone will ring and something
will happen. It might take longer some-
times, but it always happens. As long as
you're playing your best and doing the
right thing, the good will come to you. If
you have a negative attitude and you're
always putting things down, it won't hap-
pen. And if it does happen under those cir-
cumstances, it won't last. That's basically
my philosophy.



Rhythm Section Figures
by Bill Molenhof

This month, I would like to work on acquiring a comprehensive
view of a rhythm section ostinato or repeated figure. The first thing
you will need to play is this pattern:

After you've become comfortable with the above figure, go to your
keyboard.

The right-hand part requires B & D, D & F, and C & Eb. Notice the consecutive minor thirds, as you play the right-hand rhythm from
example #1. . .

The left-hand part needs G, D, and F in the first bar and A
b

, E
b

, and Gb in the second, and uses the left-hand rhythm from example #1.

After you can execute the left-hand part, work on performing with both hands simultaneously. Start slow, and gradually increase the
tempo to half-note=l 38, working towards a perfect groove.

Can you figure out the harmonic analysis of this phrase? The information is pretty well spelled out if you can put the facts together.
Between the right- and left-hand parts, the first measure spells out a G7 (G,B,D,F) and the second measure spells out an A

b

7 (A
b

, C, Eb,Gb).
This tells us something very important about the harmonic rale, which is that the chords change every bar on the primary downbeats of the
phrase. So your choice of what to play on the drums should reflect this overall "two feel."

Now the observant readers out there are saying, "What about the D and F against that A
b

7? What are you trying to do, confuse me?"
The D and F are the rhythmic highpoint of the phrase, receiving the strongest accent. They are also the harmonic extensions of the A

b

7: D is
the #11 (sharp eleven) and F is the natural 6 or 13. So they also stand out because of the striking dissonance they create in the phrase.

This information should be of value in determining your drumming, as well as your keyboard playing. You should know what is
happening in the foundation of the music as well as the emphasis points. Of equal importance to the overall picture is what is occurring in
the melody, on top of the figure.



The melodic line is pretty active. At this quick tempo, I feel that, if the drumming is too busy and contrasting to both the background figure
and the melody, the end result would be one of chaos and conflict. (There's plenty of that around!) So how about trying the following
groove:

The bass drum covers the harmonic rate and primary downbeats; the cymbal propels the phrase and sets up the rhythmic highpoint; the hi-
hat plays the right-hand rhythm from example #2 with the open hi-hat giving the duration needed to imply the necessary length of the
rhythmic highpoint; finally, the toms create a logical answer to our first measure. This phrase illustrates the background figure in such a
way that the melody will have ample space and drive to skim along on top of the foundation.

Try this approach and see what you think. What variations can you come up with? The next time your group plays a tune with a repeated
figure, instead of simply using a stock drum beat, try to be creative and gear your drum part to that particular tune. The result will be a
much more personal interpretation, and you'll have more fun!



by Rick Van Horn

The Etiquette Of Sitting In:
Part 2- The Considerate Guest

Last time we talked about the points of eti-
quette involved in being the "host" drum-
mer to another drummer sitting in with
your group on your equipment. This time,
we'll discuss those that apply when you are
the guest drummer, either requesting an
opportunity to sit in with a band or being
invited by the band to do so.

There are several reasons why you might
want to sit in with a group. The most com-
mon one is simply for the fun of it. There's
a camaraderie between club musicians,
and sitting in is the ultimate expression of
that. Players who know each other can
have a great time swapping licks and pat-
terns, and players who don't know each
other find this musical exchange the very
best possible kind of introduction. Lasting
friendships and musical associations have
begun with an unfamiliar player joining
the band just for a tune or two.

Another common reason for a drummer
to sit in with a band is that drummer's own
reputation. If a name drummer drops into
a club, the band members will often invite
that person to sit in, in order to enjoy the
player's abilities themselves and perhaps
gain a bit of prestige by having that musi-
cian appear on stage with them. It's a sin-
cere form of appreciation offered to the
artist and, at the same time, a nifty little bit
of PR with the band's regular audience
and management. If you have a strong rep-
utation in town, you may very well be
invited up by a club band; it doesn't just
apply to top-name recording artists. Most
cities have a "pecking order" among their
club bands, and some bands just enjoy a
better reputation than others.

Another reason for sitting in with club
bands is to make your availability known
when you're looking for a gig. In other
words, sitting in can be a combination of
public exposure and an audition all rolled
into one. The group you sit in with may not
need a drummer, but somebody else in the
club might. The least sitting in with various
groups will do for you is get your name
into the grapevine of club players around
town. In some cases, you can actually
arrange to sit in with a friend's group on a
particular evening and have potential
employers come to see you. This is almost
a "personal showcase" and could save you
a lot of audition time running around to
various groups' rehearsal sites.

Another common reason for people ask-
ing to sit in is to show off for friends.
There's nothing inherently wrong with
this; we all have a certain amount of ego,

and if we have the talent to back it up, it's
nice to be able to display it once in a while.
Naturally, a major problem occurs when
the skills aren't there to back up the ego.

Whatever your reason for getting up and
playing with a band other than your own,
there are several things to remember, in
order to make the experience enjoyable for
all concerned. Let's take a look at some of
the conditions under which you might be
sitting in, and how you should go about it.

Approaching The Band Yourself

There's nothing wrong with approach-
ing the drummer in a band and asking to sit
in on a couple of songs. Naturally, this
should be done on a break and privately,
so that you don't interfere with the band's
performance. You should introduce your-
self and briefly establish your credentials
as a drummer, so that the host drummer
will feel comfortable about allowing you
to play. If the host asks you some ques-
tions, don't feel put down. Remember, a
drumset represents a major investment,
and besides that, the drummer has the
good of the band to be concerned with.
You wouldn't want just anybody off the
street banging away on your kit , so be pre-
pared to reassure your host about your
competency. Don't be arrogant and
assume that, because you play in the same
town in such-and-such a band, this drum-
mer will have heard of you and be eager to
have you sit in. Always ask to sit in as
politely as possible and be prepared to be
turned down. Some bands and some clubs
have a strict no-sitting-in policy for any
number of good reasons. It doesn't neces-
sarily reflect on you personally. Many club
managements feel that to allow one guest
means that they have to allow any and all
would-be guests, so to avoid problems a
blanket no-guest policy is their rule.

In some cases, you may be approaching
a band that you know some or all the mem-
bers of. In this case, it's generally much
easier to ask to sit in, especially if the
drummer is already an acquaintance. But
don't interpret one or two opportunities to
sit in as an open invitation. All too often
I've been in bands where either real or self-
imagined friends would come in, two or
three nights a week, with their instruments
under their arms, on the assumption that
they could come up and play anytime. One
time, my entire band came in to find a local
horn player already on stage and tuning
up! Don't strain a friendship with other
players by becoming a nuisance. At the

very least, ask the drummer or bandleader
each and every time, as though it were the
first time, and take no for an answer if that
is, in fact, the answer.

Before sitting in with any band, I always
like to listen for several sets or even for a
couple of nights, so that I become familiar
with the repertoire. Not only will that
make your playing sound more polished
when you do sit in, but it will allow you to
suggest tunes for you to play from the
band's own song list. This eliminates a
great deal of hassle when you do get your
chance to play; you won't be sitting
around trying to figure out what tunes you
and the band both know. There's nothing
that maximizes the good feelings that can
occur when you sit in more than already
having a handle on the arrangement, and
being able to play with the band as if you
were a regular member. The band will feel
more comfortable, you will play more nat-
urally, and the audience will be more
impressed.

Being Invited By The Band

In some cases, you will be invited by a
band or a drummer to come up and play.
This may be based on your own reputa-
tion, or the fact that you are a friend of one
or more of the band's members. I can
think of no higher form of flattery than a
band's having enough confidence in my
playing or respect for my reputation to
invite me to join them on their gig. After
all, that's a pretty big risk they're taking.
No matter who the guest drummer is, any-
time someone sits in on a gig, there is
always the potential for disaster, and a
group's gig is always on the line. If you've
played with the group before, this situa-
tion is minimized, but if they are inviting
you up "sight unseen" (or in this case
"sound unheard") you should definitely
feel flattered and do your very best to see
that their faith in you is justified.

On the other hand, you shouldn't feel
obligated to play if you would prefer not
to. Perhaps you're just out for a quiet
night with friends and want to get away
from playing; perhaps you wouldn't feel
confident in an unrehearsed situation; per-
haps this group doesn't play a style you
care for. For whatever reason, you have
every right to decline an invitation to sit in,
but remember to do so politely and gra-
ciously, in return for the graciousness of
their invitation. I would suggest leaving
the door open for a future invitation; there
may come a day when it will be you who





wishes to sit in with them.

Before You Play

Let's assume that you are going to sit in
with the group, either at your request or
their invitation. There are definitely some
things you should do before you actually
come up on stage to play. The first and
most important is to come up on a break,
along with the host drummer, and examine
the drumset. I don't care how talented a
player you are, the old saw that "a good
drummer can sound good on any kit" is
just not true. The drumset is the most per-
sonal of all musical instruments, being tai-
lored to the physical attributes of the indi-
vidual player. Drummers set up in such a
wide variety of ways that it is not uncom-
mon for one drummer to be ter r ib ly
uncomfortable on another drummer's kit ,
and often unable to play at all. I tend to sit
quite high, with my rack toms at a medium
height and my hi-hat quite high above my
snare. Drummers who normally sit low,
with their toms low and their hi-hats just
barely above the level of the snare, have
found themselves physically incapable of
playing on my ki t . I would have an equally
difficult time playing on theirs. The point
is, there is nothing worse than coming up
to sit in with a band, and then finding out
that you can't play well on the kit . You
wind up looking and feeling very foolish,
and nobody enjoys the experience. Finding
out ahead of time that the set is impossible

for you to play gives you the opportunity
to withdraw your request to play (or
decline their invitation), privately, with no
loss of face or disruption of performance.

There can be some occasions where you
know ahead of time that you're likely to be
sitting in. In this case, it might not be a bad
idea to have your own bass drum pedal in
the car, along with a pair or two of your
own sticks. But don't walk into the club
with them under your arm; ask to sit in
first, and then go back to the car and get
them. Otherwise, it looks as if you're com-
ing in expecting to play, which puts the
host drummer in an awkward position. It's
a rude thing to do to a drummer who is
your friend, and extremely arrogant if you
don't know the drummer.

Whether you know the drummer or not,
once you decide that you can play the kit,
always ask permission before you use the
host's sticks, and ask if there are any limi-
tations you should be aware of. Sometimes
the host will ask you to be careful of a
drumhead that's getting worn out or to
stay away from a particular cymbal. Be
sure to pay strict attention to the host's
requests; it's common courtesy and good
politics. You may want to be asked back.
Also, ask permission before you make any
type of adjustments or do any reposition-
ing of stands. Some drummers are fanatics
about keeping their kits inviolate; others
are more flexible. It often depends on the
type of hardware and how easy it will be

for the host to find the original positions
after you've played. Again, have some
professional respect and courtesy, and if
the host doesn't want things moved, don't
move them. Either play the kit the way it's
set up or don't play.

Once you've established the fact that
you'll be able to play the kit , it's time to
decide what songs you'll play. This should
also be done on a break, before you actu-
ally come up to perform. Get together with
the host drummer and the bandleader, and
look over the band's song list. This is
where listening to them ahead of time
really helps. You can suggest one or two
tunes that you know, and save a lot of
stumbling around that would otherwise
occur when you come up to play. In this
way, the momentum of the performance is
not interrupted by your appearance.

While You Play

No matter what you play, don't try to
show off. If the tune calls for simple drum-
ming, you'll make a better impression by
playing simple. Perhaps in the tunes you
suggest you can come up with one that lets
you shine a little. You might even check
out the possibility of a brief solo. Again,
this is more likely with a band or drummer
who already knows you or your reputa-
tion. Don't let your emotions get the better
of your musical sense; Neil Peart fills don't
belong in a Bruce Springsteen tune, no
matter how well you can do them.

Be careful about the host's equipment;
don't play too hard and break sticks or
heads. If you do break something, be pre-
pared to pay for it or replace it immedi-
ately. The resident drummer is most likely
working the very next night, so you can't
come back next week with a replacement
head or pair of sticks from your own stock.
Either come up with the cash on the spot,
or arrange to provide a replacement item
yourself before the next night's gig. That
means getting it and delivering it to the
host drummer. (And don't forget a sincere
apology for causing the host the inconven-
ience of having to finish the night with bro-
ken equipment after your appearance.)
This is what I would expect from a drum-
mer who broke my sticks or heads; I would
expect to do nothing less for a drummer
whose equipment I damaged.

Lastly, whether you've requested to sit
in or were invited to do so, be professional
in your manner. Don't get half drunk and
decide to impress your friends. If you're
sitting in just for fun, let it be fun for
everybody. If you're trying to make your
name known around town by sitting in
with various groups, make sure that a good
reputation is the result. Treat this sit-in like
an audition; it very well may be one. If you
keep that attitude first and foremost in
your mind, you'll maximize the good time
for all concerned and reap all the various
benefits—musical, emotional, spiritual,
social, and professional—that sitting in
can afford.





Yamaha PS1152
Power Stage Series Drumkit

Yamaha has finally joined the parade by
producing "power-sized" drums for the
USA. The power sizes are available in all
three Yamaha lines: Recording, Tour, and
Stage Series. Here, we take a look at the
brand new Power Stage Series drums.

The Stage Series shells are made of
mahogany, with an interior ply of natural
beech. Bearing edges are shaped at a 45-
degree angle. This line is individualized by
its triangular-shaped springless lugs, and
all the drums are quite lightweight. Com-
ponents of the Power Stage kit are: 16 x
22 bass drum, 10 x 12 and 1 1 x 1 3 tom-
toms, 16 X 16 floor tom, 6 1/2 x 14 snare
drum, plus 5 Series hardware.

Bass Drum

The bass drum has 16 lugs with T-handle
tuners for the most part, but features key
rods at the bottom two lugs on both sides,
which make for easier tuning and pedal
mounting. The hoops are wooden, and
painted in a matte black finish. The hoops
have been upgraded a bit by the addition of
a plastic inlay, and there is also a rubber
piece at the bottom of the hoop for pedal
mounting.

Yamaha has changed the Stage spurs to
telescoping outboard ones. The inner leg is
held in place using a square-head screw,
and it has a convertible spike tip. Forward
angle can be varied via a ratchet according
to the player's needs. A big improvement
over Yamaha's previous disappearing
spurs, these new spurs hold the drum very
well.

The drum is fitted with a smoothly
coated batter head made by Yamaha in
Japan. The audience side has a black head
which is screened with a large silver
Yamaha logo. There is no felt strip
included. Without any dampening, the
drum had some boom to it. A thin pillow
inside helped immensely, and this bass
drum had good attack and depth. I don't
know how long the Yamaha batter head
would last, but I'd change it for a thicker
head, anyway. (Note: A 16 x 24 bass
drum is also available.)

Mounting System

Yamaha uses their TH-51W tom holder
on this kit. The holder utilizes a sideways,
double ball-and-cage system with a hexag-
onal arm permanently attached to each

ball. The tom-tom brackets have hex open-
ings to accommodate the rods, allowing
them to pass through the shell. The brack-
ets lock with a large T-screw, and Yamaha
has thoughtfully fitted a nylon bushing
inside each bracket. A long down post with
memory lock interfaces with a raised
square base plate with nylon insert,
mounted near the front of the bass drum.
The TH-51W is very stable, and affords
quite a variety of non-slip angles, along
with more than ample height to get those
deep toms up and away from the bass
drum. This holder can satisfy most any-
one's needs, even if it is Yamaha's
"budget" model!

Tom-Toms

The 10 x 12 and 11 x 13 tom-toms have
12 lugs each; the 1 6 x 1 6 floor tom has 16
lugs, plus three legs. None of the drums
have mufflers. They all have triple-flanged
hoops, which appear to have a lower grade
of chroming, and they are fitted with
Yamaha's own plastic-hooped, smooth-
coat heads.

The Yamaha heads give a thinner sound
than a Remo Ambassador, but the drums
do have good volume, resonance, and
depth of pitch. Again, I'd change the
heads, perhaps to the Remo Ebony
Ambassadors for a more solid sound.
(Yamaha also offers 10 x 10 and 12 x 14
toms in the Power Stage line.)

Snare Drum

A 6 1/2 x 14 seamless, metal-shell snare
drum is included with the kit. It has a
chrome finish, eight double-ended lugs,
and a 20-strand snare unit which is held
with glass tape strips, rather than cord. A
simple strainer is used here: The throw-off
releases from the side and has a fine-tune
knob. The butt plate holds the snare-con-
nect tape strips via two small screws. The
strainer is efficient and works well. Once
again, there is no internal damper, so one
must use one's own method of muffling out
ring from the metal shell.

The drum is fitted with the smooth-coat
head on the batter side, and a thin, trans-
parent head on the bottom. I like no-non-
sense drums like this one; it's so much eas-
ier to get a good sound. This drum
(cataloged 565MA) had a good, crisp tone
and gave clear rimshots. Plus, it is capable

of lower-than-normal pitches without
sounding too flappy.

Hardware

Yamaha's 5 Series hardware package
comes with this kit. The 5 Series stands
have single-braced tripods and black nylon
bushings at their height joints. They are
easily transported due to their light weight.

The HS-510 hi-hat has a split footboard
and uses a thick black piece of plastic for
linkage. Its spring is housed internally and
is not adjustable. The inner pull rod is
hinged, allowing the stand to fold up in
one piece. The cymbal cup has a tilter
screw, and there is a hose clamp on the
height tube, serving as a memory lock. The
stand has very good action and is virtually
silent. I would like to see a positioning spur
somewhere on it, though.

Two CS-5IO cymbal stands are
included. They have two adjustable-height
tiers, and are capable of wide-stance bas-
ing. The ratchet tilter is somewhat small,
and I wouldn't really recommend it to hold
large ride cymbals. It is sturdy enough for
other cymbals, though, and can fold up
quite compactly.

The SS-510 snare stand uses a basket
design, but it's been dropped a bit to allow
seating of deep snare drums. Instead of the
usual carriage ring, the basket is closed via
a long T-screw at the bottom. A flat-hinge
tilter is used to angle the drum. The stand is
well balanced, and can hold most any
snare drum securely.

Yamaha's FP-510 pedal uses the same
design as the 7 Series drum pedal. It has a
split footboard, and a single expansion
spring stretched downward. Tension is
adjustable, and the setting can be finalized
via lock nuts. A nylon strap is used for
linkage. Different footboard angles can be
achieved by simply punching new holes in
the link strap. The common plate/T-screw
method is used to clamp the pedal to the
drum, and the clamp plate is serrated for a
better grip. The FP-510 is a simple pedal,
and has good responsive action.

Yamaha is offering the Power Stage kits
in black, white, or high-luster red cover-
ings. Each drum has its model number and
serial number stamped into the gold logo
badge for identification purposes. The kit
tested here retails at $1,095.

The Power Stage Series is a good com-



by Bob Saydlowski, Jr.

petitor with Pearl's Export Deep and
Slingerland's Spirit kits. Yamaha has done
a professional job in creating a deep set for
those who are budget minded, yet per-
formance conscious.



by Stanley Ellis

Back To Back Rolls
Here are some exercises in back-to-back rolls. These rolls are a
series of the same stroked roll (five-stroke, six-stroke, etc.) played
in a continuous fashion, so as not to break the flow of constant
16th notes or an 8th-note triplet feel. Below, I have listed various
ways in which these combinations can be used around the drumset.

Ways To Practice

First, practice each exercise on the snare. Repeat each exercise at
least ten times, using three different speeds: slow, medium and
fast. Make sure that the accents are strong, and the rolls are crisp
and even. Count in 16th notes.

Next, practice each exercise on different drums by playing the
accents on the toms and the double strokes on the snare drum.
Right-hand accents should be played on the floor tom, and left-
hand accents on the small tom. For example:

Next, try each exercise as in the two examples above, but place
all accents on the bass drum, as shown below:

Last, add a cymbal to the exercises when playing the accents on
the bass drum. Right-hand accents should be played on a cymbal
placed on the right side, while left-hand accents should be played
on a cymbal placed on the left side of the drumset. Here's an exam-
ple of how that would work:

Next, practice each exercise playing the double strokes on toms
(right-hand double strokes on the floor tom, left-hand double
strokes on the mounted tom). All accents are to be played on the
snare drum. For example:

Apply the various practice methods I've suggested to the exercises below, remembering to concentrate on keeping the rolls clean, crisp
and even, no matter where the sticking is placed. Also, be sure to keep the single-stroke accents strong, yet fluid, so as not to break up the
basic pulse of the roll.





idea of the internal tone control. Cloth or
felt strips were stretched along the bottom
side of the batter head. This system proved
impractical, however, because of the diffi-
culty in adjusting the strips every time the
band played a different room.

It was discovered that masking tape pro-
duced the same dampening effect as fabric.
Tape had two advantages. First, it could be
attached right to the playing surface. Sec-
ondly, compensation for room changes
could be achieved simply by peeling off or
adding tape.

Tape application was not sufficient when
it came to eliminating bass drum ring.
Instead, drummers began placing pillows
inside the exposed shell, pressed lightly
against a portion of the inside batter head.

Around the end of the early '70s, Roto-
Toms became popular items. They had a
"wet" sound similar to concert toms, plus
the advantage of variable pitch. Roto-
Toms had actually been introduced in the
late '60s as a spin-off of the tunable prac-
tice pad. But it wasn't unti l 1973 that they
were modified to full-scale proportions
and fitted with metal castings. The "new"
RotoToms received far greater acceptance
than the original models. In fact, prior to
the alterations, the RotoTom was nearly
dropped due to poor sales figures and a
plastic shortage.

Mid-'70s

The mid-'70s: Dancing was out; show

biz was in. Major groups brought lavish
props, effects and even orchestras on mul-
timillion-dollar tours. Occasionally, the
spectacle overshadowed the music.

Like concerts, recording processes had
also become increasingly more sophisti-
cated. Engineers and producers strongly
influenced the sound of the musical instru-
ments. Unlike their anonymous predeces-
sors, session musicians at this period
became well-known to the listening public.

On both the concert and recording
scenes, the drummer was placed in the
background. Concerts were basically stage
versions of the albums. Consequently, the
goal was to sound as much like the record
as possible. In addition, musicians were
directed to refrain from flashy licks so as
not to divert attention from the "star.'' To
drummers, the message was clear: Keep
time and play simple fills.

In the studio, similar thinking prevailed.
Drumheads were kept extremely loose and
heavily dampened to create the wet sound
that engineers preferred. The tone of the
drums was regulated directly through the
sound board.

Besides altering the sound, studio tuning
affected the way drums were played. To
compensate for the limited bounce of
slackened heads, the drummer resorted to
single-stroke sticking. Likewise, certain
traditional fill patterns had to be aban-
doned, because the muted drums offered
little or no sustain.

Since most young players wanted to
emulate the sound of their favorite drum-
mers, a Catch-22 situation developed. The
pros had no problem achieving their
sound. They were in a controlled environ-
ment (the studio) and they had electronic
assistance.

The amateurs, however, had no such
conveniences. They could dampen their
sets with tape and foam rubber to create a
similar effect, but while the drums may
have sounded okay in the basement when





played alone, on stage with a band, they
had the dynamic presence of a soggy card-
board box! Sympathetic accessory manu-
facturers marketed a variety of heads and
gimmicks designed to capture the studio
sound.

Sample setup: 24" bass; 13", 14", 15"
and 16" deep shell rack toms, 18" floor
tom, 6 1/2 x 14 snare.

By the mid-'70s, the contemporary
drummer had gone "large scale" in more
ways than one. Deep shells became de
rigueur because they produced a fuller,
more dramatic sound than the traditional
depth drums.

Heavy-duty hardware was necessary to

handle the weight and abundance of the
larger drums. Players with big sets found it
difficult to reach cymbals mounted on
straight stands. Boom stands alleviated the
reach problem.

It appeared as if the manufacturers were
engaged in a range war, each trying to
"out-hardware" the competition. New
products of immense proportions were
being introduced constantly. In their zeal
to produce the ultimate hardware, compa-
nies started to overlook a very important
feature—practicality. Some of the mer-
chandise fabricated during the Battle Of
The Bulk seemed to be designed for God-
zilla!

On a more positive note, the hardware
rivalry led to a few good innovations such
as calibrated stands and sturdy locking
mechanisms. Despite a bit of overenthu-
siasm, the fact that the manufacturers
were, at least, trying to cater to the players'
needs was a healthy sign.

By far the most welcome new product of
the mid-'70s was the specialized drum-
head. The first specialty model was the
"dotted" head. It not only looked better
than its taped-up forerunner, it also elimi-
nated uneven tone response. Furthermore,
the dot added a layer of reinforcement,
increasing the durability of the striking
surface.

The second series of specialty heads con-
sisted of the two-ply models. An addi-
tional layer of plastic killed part of the
overring and eliminated much of the dent-
ing associated with single-ply heads. Evans
took the process one step further when
they released the Hydraulic, a head with a
thin sheet of oil between the two plys. The
liquid-filled head had an exceptionally flat
sound.

Today, between the various weights,
materials, models, colors and surfaces,
plus the assortment of stick-on appliances,
a drummer has many drumhead alterna-
tives. Each of these options is a result of
the experimentation that took place in the
mid-'70s.

The innovations in head technology
brought about a return to the double-
headed tom. With the aid of a specialty
head, a drummer could s imulate the
"wet" sound of a concert tom without sac-
rificing the characteristic response and
warmth of a conventional tom. The spe-
cialty head also allowed the wood-shell
snare drum to make a notable comeback
(particularly in the studios).

Late '70s

To many listeners, the modern music
scene hit its low point in the mid-'70s. Fans
grew bored of contrived acts playing the
same old homogenized songs. For the first
time in recent musical history, young peo-
ple had stopped dancing to contemporary
music. That would all change in the late
'70s.

Those persons eager to dance split into



two factions, disco and new wave. Disco
blended elements of soul and Latin music
with a slick production mix. The music was
characterized by its relentless beat. Since
disco music was written for dancing rather
than listening, lyrics were simple (some
would say mindless).

The drummer's highly regimented
rhythm laid the foundation on which disco
songs were bui l t . Despite, or perhaps
because of, the importance of the beat,
disco drummers were given lit t le else to do.
Working within such a restricted frame-
work left no room for personal stylization.

In some circles, drummers rapped disco
for its repetitiousness. They complained
that all the drum tracks sounded alike; in
essence, "You couldn't tell the players
without a program." The detractors may
have had a valid gripe. Nevertheless, disco
did accomplish one positive thing: It
brought the drums to the forefront of the
music.

To fully understand the development of
new wave one must examine its origins in
punk rock. The original punk rockers
despised the trappings of the contempo-

rary rock formula. They felt that the
majority of popular bands were too calcu-
lating—too much under the dominance of
big business.

From a musical standpoint, punk was a
rebellion against the established rules con-
cerning sales quotas, prescribed looks and
sounds, lyrical content and level of instru-
mental competence. According to the
players, rock band membership should be
open to anyone, not just virtuosos. By the
same token, any musician who continued
to cultivate the "inaccessible rock hero"
image was condemned as a "poseur" or a
"dinosaur."

The punk sound was similar to that of
the early '60s garage bands. Basic chord
progressions revolved around churning
rhythm guitar lines. Song structure was
equally elementary. Traditional rock ele-
ments such as long lead-guitar solos, senti-
mental love lyrics and ballads were
dumped in favor of a streamlined, no-non-
sense delivery. In general, a punk rock
song was loud, fast and brief, with a decid-
edly danceable beat.

New wave music combined the energy

and style of punk with pop sensibilities.
While punk lyricists leaned towards politi-
cal ideologies and black humor, new wave
songwriters concentrated on more upbeat
subject matter. Its livelier approach to
melody gave new wave more commercial
appeal than punk rock.

In both new wave and punk rock, the
drummers preferred the natural drum
sound. The average player used a five-piece
set with double-headed toms and a cutout
front bass drum head. Heads were tight
and free of most dampeners, except in the
case of the bass drum, which was left
"wet" to give it punch.

There are a number of reasons why the
punk/new wave drummers reverted to the
"old" method of tuning. First, they
wanted nothing to do with the established
style; the different sound gave them an
identity. Secondly, there was a conscious
attempt to create that sound for aesthetic
purposes; they simply happened to like the
tone used by their forerunners in the late
'50s and early '60s. Thirdly, since a per-
centage of the drummers were novices,
they were unaware of the so-called "right"



way to tune their sets. Subsequently, they
tuned the drums to suit their own tastes,
not to meet a norm.

New wave bands helped to revive the
sagging small concert business. Clubs that
had previously featured recorded music
started to book live acts on a regular basis,
thus giving musicians an opportunity to
play in front of an audience. The success of
Devo, the Police and others proved that a
band could break the mold, yet still attract
a sizable following.

Sample setup: 24" bass, 13" and 14"
mounted toms, 16" floor tom, 6 1/2 x 14
snare.

Although there were significant ideolog-
ical differences between the disco and new
wave players, from a technical standpoint,
the "enemies" shared much common
ground. Members of both groups relied on
the hi-hat/snare/bass drum configuration
to carry the all-important dance beat
(played in a style that would be classified as
"urban"), and preferred a basic kit as
opposed to the large power rock models.

It is interesting to note the difference
between the sample setups of the middle
and late '70s. From an economic as well as
an artistic standpoint, it was frivolous to
haul out a huge set to play dance music in
an intimate nightclub setting. A simple
five-piece set was sufficient.

The more the rhythm was carried by the
hi-hat, snare and bass drum, the greater
the importance of hand/foot coordina-
tion. From funk to hard rock, by the sec-
ond half of the decade, drummers had
switched from a large ride cymbal to the
more versatile hi-hat or "sock cymbal" for
the sticking on almost all of their ride pat-
terns. Playing cross-handed was awkward
with the standard-height hi-hat stands, so
taller stands with adjustable tension sys-
tems were marketed. The higher stands
also solved the severe reach problem that
had formerly plagued double bass enthusi-
asts.

Equal attention was given to difficulties
that existed, literally, on the other foot.
For years, drummers had complained
about the weak construction and inflexibil-
ity of most bass drum pedals. Besides
being prone to breakage, a great many
pedals were poorly engineered. For
instance, on some models a player could
not alter the length of the stroke without
changing the spring tension.

During the late '70s, the quality of ped-
als was vastly improved. New companies
entered the field, and exis t ing ones
upgraded their merchandise. Out of the
factories came tougher, smoother pedals
with independent variable-setting mecha-
nisms that were accessible to a drummer
seated behind the set.

In conjunction with the pedal improve-
ments, new beaters became available to the
drummer who wanted to try something
different. In addition to the usual felt,
wood and lambswool, a player could pur-

chase synthetic, rubber, reversible or even
square beater balls. There were also beat-
ers with exotic shafts that had been inten-
tionally bent.

By the end of the '70s supplementary
electronic drums (e.g., Syndrums) became
commonplace. These instruments were
reliable and affordable, and became the
prototypes of today's totally electronic
sets.

Early '80s To The Present

Sales charts show that the public is now
buying a lesser number but a greater vari-
ety of records than they did during the
'70s. Perennial favorites like heavy metal
and MOR share the limelight with rhythm
& blues, power pop, country, new wave,
electronic, reggae and rockabilly. This
indicates that some (but not all) listeners
have broadened their musical tastes over
the past few years.

As listeners' acceptance increases, per-
formers react accordingly. Established
stars are realizing that they can cover new
ground without committing professional
suicide. Take "Beat It" by Michael Jack-
son, for example. Five years ago, members
of the recording industry would have
scoffed at the idea of teaming Jackson with
a heavy metal guitarist like Eddie Van
Halen. In all probability, the record would
never have been released.

In light of recent trends, the musical
instrument companies have expanded
operations. Relatively new products
include electronic drums, power toms and
drum computers. Thanks to these and
other innovations (memory-set hardware,
exotic cymbal lines, etc.), today's drum-
mer may choose from the greatest selection
of equipment ever available.

Lately, there has been a change in the
way drummers perceive the recording stu-
dio situation. Players are realizing that
they have a say in determining their sound.
Drummers are no longer content to let the
engineers dictate the way the drums will be
recorded.

Sample setup: Same drums as late '70s
plus one or more accessories.

If one were to examine photos of the ear-
liest drum setups, one would notice that,
besides the drums and cymbals, the kit
included woodblocks, cowbells and other
effects. Because of the array of sound
makers, the outfit was frequently labeled a
"trap set." A popular TV commercial
ends with the tag line, "The more things
change, the more they stay the same." This
sentiment is applicable to the evolution of
the drumset . While the "old-timers"
clamped on temple blocks, the modern
player adds chimes, Latin and African
instruments, China-type cymbals and
assorted other goodies.

Besides the above, today's drummer has
the option of selecting accessories that
were unavailable to the original set users.
Electronic pads, synthesizer triggers and



Octobans are just a few of the accessories
that are of recent advent. Pretuned heads,
twin pedals for single bass drums, and syn-
thetic sticks are relatively new products
that have gained popularity in the '80s.

Like the drummers in the early half of
the century, the contemporary player is a
percussive jack-of-all-trades, called upon
to add flavor to the sound of the band. To
make an analogy, if musical groups were
like baseball teams, a contemporary drum-
mer could be compared to a utility fielder,
whose job is to fill many roles.

The question arises: Are these accesso-
ries merely gimmicks? That all depends on
their usage. Players who use accessories to
cover up for a lack of ability are cheating
themselves and their listeners. Conversely,
players who incorporate accessories to
complement the material and grow as
musicians are striving to become total per-
cussionists, and that is a lot of what being a
good drummer is all about.

Throughout this article, there have been
many references to the cause-and-effect
relationship between the demands of the
players and the response of the manufac-
turers. Usually, Problem A arose and, a
couple of years later, Solution A came roll-
ing off the assembly line. Once the business
people realized the commercial potential
of the rock music field, the t ime lag
between problem and solution became
progressively shorter.

Over the past five years, the trend has
shifted. Instead of marketing equipment

for the sole purpose of solving problems,
the merchandisers are putting out products
to enhance the performance of adequate
sets. (The RIMS mounting system is a
good example.) They are striving to stay
ahead of the drum pack rather than just
catching up to percussionists' demands.
This is not to imply that the basic set has
been perfected. But the manufacturers'
increased involvement and sensitivity to
the players' needs is welcome news to
drummers in all styles of music.

Conclusion

The current musical environment, like
that of the early '60s, is a mixed bag with
an assortment of possibilit ies for the
future. No one knows what tomorrow

holds in store for drummers. Perhaps
brushes will make a comeback. There is
always the outside chance that a new musi-
cal style will make conventional drums
totally obsolete. (Don't laugh too smugly.
During the heyday of big bands, no one
dreamed that the clarinet would become
outmoded.)

Of course, the likelihood of the drum
going the way of the harpsichord is
extremely remote. The drum is the oldest
and most universally accepted instrument
in the world. And it will remain that way as
long as people have the need to feel the
musical pulse. Brian Eno summed it all up
in a line from "The Seven Deadly Finns":
"Although variety is the spice of life, a
steady rhythm is the sauce."







by Hal Blaine

MD readers can write to Hal Blaine in
care of: Staying In Tune, Modern Drum-
mer Magazine, 1000 Clifton Ave., Clif-
ton. NJ 07013

Q. I'm one of Atlantic City's show drum-
mers, in a popular hotel/casino revue. I'm
bored to death. I've been in this town too
long (15 1/2 years). I'm 24years old, have a
lot of experience and a bachelor's degree in
music from the Philadelphia Musical
Academy as a percussion major. I would
much rather be in L.A. searching for
"real" gigs—professional tours, or studio
work. Unfortunately, I must work. I need
money, but there must come a time when I
make my move. How can I make this tran-
sition realistically?

P.O.
Atlantic City, NJ

A. I wish I had your problem. The fact that
you're getting this show experience, that
you have a bachelor's degree in music, and
that you have your goals set higher than
what you feel you're doing now is all in
your favor. Let me say this: You never
know who's in that audience. You never
know when one of the acts that you are
backing might need a drummer. You say
you'd like to get to L.A. There's no real
problem with that; just latch on to one of
the acts that come through Atlantic City. It
seems to me that all the top acts are work-
ing there now, and I'm sure you are work-
ing with some of them. Tell these people
that you'd like to get out and do some trav-
eling with them. A lot of us did that. Some
were lucky enough to get with a group and
come to L.A.; some of us just came to
L.A. on our own. I will say that there are
many fine drummers in L.A., but there's
always room for a drummer who can really
play. I f you have the experience that
you've been talking about, it seems to me
that you would have absolutely no prob-
lems. As for taking care of yourself, I
would think that if you came to L.A., with
your bachelor's degree in music, you could
easily get a job at any of the percussion
institutes or music schools in the L.A.
area, to keep you going until the right thing
comes along.

However, I will say this: If you're work-
ing steady but are bored to death, find
some other interests. Maybe you're bored
because you're just doing that show every
night of the week, and don't have any hob-
bies or other interests. It's that old balanc-
ing act that I've been preaching for so
long. Take some jobs with trios or perform
at hospitals. You can be a l i t t le more
important in a small group than in a big
orchestra.

In Atlantic City, you're so close to New
York that you should be able to start get-
ting into some of the studio jobs. When
you work with some of the acts in Atlantic
City, tell them you're available to record.

Tell them you would like to travel with
them and get into the studio with them (if
for no other reason than just to watch).
I'm sure that any of those acts would be
happy to invite you to some of their ses-
sions, so that you can see what's going on.
It's one of those things; you get to know
people and eventually you're on your way.
Another possibility in the L.A. area is Las
Vegas. All the major shows that you may
have been backing in Atlantic City gener-
ally work Las Vegas. Vegas is just an hour
on a plane from L.A., so basically it's the
same situation: Vegas to L.A. or Atlantic
City to New York. Then there's San Fran-
cisco; some of the major acts play the big
hotels there too. I would think you could
do very well out here, and I wish much
good luck to you.

Q. I am having some difficulty with my
practice habits. Lately I've become very
conscious of what I should practice and
what would be best for my development as
a well-rounded drummer. I consider
myself a jazz player; however, I'm inter-
ested in pursuing different styles as well.
My usual practice consists of rudiments,
playing along with records and working on
my chops. I feel I should place more
emphasis on time (which I really would like
to work on) and reading. I would appreci-
ate your help with this and I'm sure your
advice will benefit other drummers as well.

J.M.
Junction City, KS

A. Your problem is certainly not unique.
Most drummers have some difficulty with
practice habits. It's a matter of desire. If
you want it badly enough, you're going to
sit there and practice. I know it's boring
sometimes, but if you're listening to the
records that really turn you on and playing
along with things you enjoy, I think you
will enjoy practicing. If you're motivated
to practice, whether you know it or not,
every time you pick up the sticks and play
you're making it a l i t t le easier on yourself,
because you're making it a little easier on
your brain. Your brain is remembering
everything you do, everything you have
done, and everything you listened to in the
past. You will be drawing on all these
things through all the years you play
music.

As far as the different styles are con-
cerned, get yourself some of the different
books that are out and look at all the vari-
ous combinations. Do some practicing
with the independent coordination books.
I was using them back in 1948 (that's over
30 years ago) and it certainly didn't hurt

me. Independent coordination also helps
you do other things besides drumming,
like driving an automobile or painting a
house. It's an incredible thing, and the
more you practice, the easier it becomes. It
teaches both eyes and brain what is going
on.

I think you are doing the right thing by
placing more emphasis on time. Get your-
self a good click-track device and play with
it. Sing melodies, hum tunes, and catch
imaginary figures. Play along wi th the
book that you're reading, and whatever
the time signatures are, make up your own
melodies to them. Sing your own songs to
them and before you know it, you'll be
swinging along.

Q. I am 15 years old and a very serious
drummer. I have spoken to pro drummers,
sat in at various bars and nightclubs and
am in the high school jazz band, marching
band and wind ensemble, and even have a
band of my own. Anyway, I teach lessons
to a younger drummer in a competing
band. One day, two members of that com-
peting band came over to have a jam ses-
sion with my band. The problem is that
none of the other members in the compet-
ing band know that those two players and
my band are thinking of joining up as a
fusion/jazz band. I don't know what to
do! This newly formed band is a lot of fun
and could be successful, but aside from the
extra money, I enjoy the satisfaction of
teaching. I don't want to be a bad influence
on my student, but this new band could be
the big break. In a situation like this, what
would you recommend?

D.B.
St. Louis, MO

A. I can only say that, at your age, when
you get a break you have to take it. I don't
think you're going to hurt anyone's feel-
ings; I would think that your student
would appreciate the fact that you are join-
ing a group that could become something.
Possibly, if this fusion/jazz band gets
together, you and your student could play
together as I often do with various drum-





mers on the West Coast. I would think that
that would give you each a chance to get off
the drums and play some percussion—
shakers, tambourines, whatever—any-
thing that can help you become a better
percussionist/drummer. I don't think it's
a real problem. If you explain the situa-
tion, I think in the long run your student
will really respect you. If you are honest, it
seems to me that your student will appreci-
ate your honesty and integrity.

Q. After taking a few months off for indi-
vidual practice, I think I am ready for the
road again. Most clubs I've played can't
hold a double-bass setup, so I've invested
in the new Drum Workshop 5002, which
uses two pedals on one bass drum. My
problem is, I play differently from most
other drummers I've seen. It's not that that
bothers me, but I wonder if I'm learning to
use the double pedals incorrectly. For
instance, most people play alternating
16th-note beats like this:

A few years ago, when I took drum les-
sons, my drum teacher said I had a very
strong and independent left hand. My
question is, am I doing things in an unor-
thodox manner by developing my own
way, or just starting a bad habit? If I'm
doing things wrong, please tell me what
publications you suggest I might study.
Thanks for listening.

D.B.
Dayton, OH

A. I think what you're doing is perfectly
fine, with both hands or both feet, but I
think you should practice doing it each
way. I don't think that you're hurting
yourself in any way. You could get Jim
Chapin's books. They would help you
develop better habits if, in fact, your
teachers say you're getting bad habits. As
for any other books, the new Joe Morello
book (Master Studies) has a lot of fascinat-
ing things in it, and also Ted Reed's Synco-
pation. In regards to what you wrote out,
you can play those licks any way that's
comfortable to you, and any way that

helps you coordinate from one drum to
another. In other words, if you want your
left hand to go to a small tom, you don't
want that left hand finishing a lick and not
being able to get over to that tom-tom. So
those are things you have to work on—
individual licks and independent coordina-
tion.

Q. I've been trying to find out how drum-
mers who do parts of their solos bare-
handed (without sticks) do it. Do they use
their palms, knuckles, tips or the fiat parts
of fingers, etc. ? I'm hoping you might have
some information for me. I've been told
that when playing without sticks, you still
hit the rims with whatever part of your
hands you 're using, but that sounds too
destructive to me. I'd appreciate your help
on this.

G.B.
Spanish Fork, UT

A. Most drummers who do such playing
do so with their fingers in the "down"
position, using the fingers as if they were
sticks held in the matched grip technique—
overhanded sticking. Just point your index
finger straight out, and you'll find that by
hitting the rim and the head, or just the
head alone, you'll get the sounds that
you're talking about. A lot of players use
just the right finger, and then press with
their left hand on the head to cause more
tension and change the tone of the drum,
getting an up-and-down pitch variation. I
don't think I've ever seen drummers play
with the palms of their hands, except on
conga drums, but that could be done. I
know that there have been times when con-
gas were called for on a track, and we
didn't have any congas in the studio. I then
played my snare drum (snares off) or one
of the toms, in practically the same way as
I would play the congas, except that I was
using just the index finger on the right
hand, with the flat of the finger. I know
that that 's the way Shelly Manne has
played for years.

You should never play in such a way that
you hurt your hands. Keep in mind that by
playing bare-handed, you can easily rup-
ture blood vessels, and you will wind up
with blood blisters, and/or large bruises
that take quite a long time to clear up. You
could also hurt tendons, ligaments and
nerves. If someone tells you that you're
not playing loud enough or hard enough
with your hands, go back to sticks or soft
mallets. (Soft mallets, played l ightly,
sound very much l i k e fingers on the
drums.) Experiment, but don't hurt your
fingers or hands.





Album
Rhyme & Reason
Spring Session M
Missing Persons (EP)
Heavy Metal Be-Bop
Live At The Armadillo
Orchestral Favorites
Sleep Dirt
Studio Tan
Sheik Yerbouti
Live In New York
Danger Money
Night After Night
Group 87

Artist
Missing Persons
Missing Persons
Missing Persons
Brecker Brothers
Zappa/Beefheart
Zappa
Zappa
Zappa
Zappa
Zappa
U.K.
U.K.
Group 87

Label
Capitol
Capitol
Independent
Arista
Warner Brothers
Warner Brothers
Warner Brothers
Warner Brothers
Zappa
Discreet
Polydor
Polydor
Columbia

Catalog #
ST-12315
ST-12228
out of print
AB 4185
out of print
out of print
out of print
out of print
SRZ 21501
2D-2290
PD-1-6194
PD-1-6234
NJC-36338

Album
Emergency
Filles De Kilimanjaro
Four And More
Miles Smiles
S o r c e r e r
Live At The Fillmore
Transition
Puttin' It Together
I Sing The Body Electric
Weather Report
Song Of The New World
Security

Q. Which records do you listen to most for inspiration ?
Artist
Tony Williams
Miles Davis
Miles Davis
Miles Davis
Miles Davis
Miles Davis
John Coltrane
Elvin Jones
Weather Report
Weather Report
McCoy Tyner
Peter Gabriel

Drummer
Tony Williams
Tony Williams
Tony Williams
Tony Williams
Tony Williams
Jack DeJohnette
Elvin Jones
Elvin Jones
Eric Gravatt
Peter Erskine
Alphonse Mouzon
Jerry Marotta

Label
Polydor
Columbia
Columbia
Columbia
Columbia
Columbia
Impulse
Blue Note
Columbia
Columbia
Milestone
Geffen

Catalog #
out of print
PC9750
PC9253
PC9401
PC9532
CG 30038
MCA 29027
BST 84282
PC31352
FC37616
9049
2011

Q. For readers who'd like to listen to albums that most represent your drumming, which ones would you recommend?

Q. For readers who 'd like to listen to albums that most represent your drumming, which ones would you recommend?

Album
Reach For It
Silk
Tale Spinnin'
Salongo
Thriller
Ghetto Blaster
Open Your Eyes
Sunlight
Don't Let Go
Amigos
Posh

Artist
George Duke
Fuse One
Weather Report
Ramsey Lewis
Michael Jackson
Crusaders
Flora Purim
Herbie Hancock
George Duke
Santana
Patrice Rushen

Label
Epic
CTI
Columbia
Columbia
Epic
MCA
Milestone
Columbia
Epic
Columbia
Elektra

Catalog #
Al 34883
9006
PC 33417
PC 33173
OE 38112
5429
9065
JC 34907
JE 35366
PC 33576
6E 302

Q. Which records do you listen to most for inspiration ?
Album
Nefertiti
Live At The Fillmore
Maiden Voyage
Tones For Joan's Bones
All & All

What's Going On
Gilberto & Turrentine

Fire
Heat Is On
Flute By Laws
Red Clay

Artist
Miles Davis
Miles Davis
Herbie Hancock
Chick Corea
Earth, Wind & Fire

Marvin Gaye
Astrud Gilberto &
Stanley Turrentine

Ohio Players
Isley Brothers
Hubert Laws
Freddie Hubbard

Drummer
Tony Williams
Jack DeJohnette
Tony Williams
Joe Chambers
Maurice White
Freddie White
Chet Forest
Joao Palma,
Airto, Dom Um
Romao
Diamond
Ernie Isley
Carmello Garcia
Lenny White

Label
Columbia
Columbia
Blue Note
Vortex
Columbia

Tamla
CTI

Mercury
T Neck
Atlantic
CTI

Catalog #
CS 9594
CG 30038
84195
2004
JE 34905

TS310
6008

SRM 1-103
X698
1452
6001





by Roy Burns

Centering And Breathing
My first Concepts article for Modern
Drummer was entitled "Drumming And
Breathing." Since that time, I have
received letters and requests to write more
on the same subject. Whether or not you
are into yoga or meditation, there is ample
scientific proof that breathing exercises
can be beneficial to a great many people.

My first benefit of controlled breathing
is relaxation. When your mind is dis-
turbed, it is difficult to relax enough to con-
centrate on your breathing. The following
is an exercise that I have found helpful
when I am in a restless state.

Find a quiet place where you can sit
comfortably, such as an easy chair, or lie
down on the floor or a bed. Don't try to
quiet your mind; it usually won't work.
However, you can divert it. When seated
or lying down, take a deep breath, slowly,
all the way into your abdomen. Don't hold
your breath, but keep the breathing
smooth and continuous. When your abdo-
men is extended and full, gradually release
the air. As you do so, count silently to

yourself "one." Hesitate for a second or
two with all of the air expelled from your
abdomen and lungs. Draw your abdomen
in as you exhale to get all of the air out.
Then repeat the procedure by drawing in
the air slowly, filling the abdomen and
gradually releasing the air. As you exhale,
count silently to yourself "two." Keep
repeating the rhythmic breathing and
exhaling until you have reached the count
of ten. Then begin again with the count of
one.

This particular exercise is very helpful
when you are under stress because it gives
the mind something to concentrate on.
Without something to concentrate on, try-
ing to quiet your already disturbed and
restless mind will only increase your frus-
tration and tension. Since it is basically
restless anyway, you may find that your
mind will again begin to wander after a few
breaths. This is okay. Simply start over
with the count of one. With practice, you
will be able to go through several "tens"
with ease.

Another method that I find helpful is to
concentrate on your center, which is just
below your navel. To develop sensitivity in
this area, try the following exercise.
Breathe in deeply and slowly, filling the
abdomen first and the lungs last. When the
abdomen is extended, hold your breath for
at least ten counts or as long as is comfort-
able. Don't hold your breath so long that
you cannot exhale slowly. When you
exhale, draw your abdomen in to release
all of the air. Wait a few seconds and
repeat the procedure. If you are tense and/
or frustrated, imagine that your center is
like a furnace of energy. You may feel a
warmth or tingling in this area. Try to
imagine all of the tension in your body and
mind moving to your center. Imagine that
your center, which is now like a furnace,
will accept your tension, burn it and trans-
form it into positive, useful energy. Give
all of your tension to your center for con-
version into peaceful, useful energy. Use
the mental imagery while doing the breath-
ing exercise. You will begin to feel more
and more centered.

A young man approached me at a clinic
to tell me that he enjoyed the first article on
breathing. He told me that he had studied
yoga and many times, when playing, he
felt really centered. By this he meant that
he was confident, and at ease both physi-
cally and musically. However, he had also
experienced times when he felt ill at ease
and could not feel centered even with con-

siderable effort. I suggested that his prob-
lem might be trying too hard (see my article
on "Trying Easy"). When we are cen-
tered, we don't say to ourselves, "Wow, I
am centered" because there is no need to.
In fact, we may just accept it without pay-
ing too much attention to it. However,
when we are ill at ease, we start to look for
it. The truth of the matter is that we are
always centered. Just sit down, relax and
take a few deep breaths. It is always there.
When we feel that it isn't there it is because
we are distracted. Fear, egotism, worry,
trying too hard, trying to be something we
are not, greed and immaturity are all dis-
tractions. When you find yourself in a dis-
tracted state for whatever reason, just say
to yourself, "I am centered. I am always
centered. I just have to be myself and let it
flow." Then take a few deep breaths and
get on with whatever task is at hand.

In a way, being centered is just like con-
centrating. When you are really concen-
trating while practicing or playing, you are
not thinking, "Wow, I am really concen-
trating," because if you do this, you will
break your concentration. What you can
do, however, is try to be more aware of the
times you are not concentrating. Then
start concentrating again.

Being centered is much the same. When
you are centered, you are at ease, balanced
and in harmony. No action or thought is
needed. You are simply centered and able
to function at your best. When you are ill
at ease, you are simply distracted. All you
have to do is remind yourself to take some
deep breaths, visually and mentally imag-
ine your center, become calm and you will
be centered.

These breathing techniques yield the
best results when practiced daily and
patiently. Thirty to 45 minutes a day in one
sitting, or two or three 15-minute sessions
are best. Don't sit down and do them for
four hours. Just as in drumming, consist-
ent practice over a period of time with
some patience will bring improvement.
And when doing any of these exercises,
remember to try easy!





Have a problem? A question? Ask MD. Address all
questions to: Modern Drummer, c/o It's Question-
able, 1000 Clifton Ave., Clifton, NJ 07013. Ques-
tions cannot be answered personally.

Q. What is my best chance of applying paradiddles to heavy metal?
I've been working hard with a heavy metal group for over a year,
and our first album should be released soon. I was strictly a jazz/
rock drummer with a style similar to Danny Seraphine's, and I
have a habit of using paradiddles on my fills. This didn't sound too
good in the studio playbacks, so I've had to come up with new
single-stroke fills to replace the paradiddles. I'm a nervous wreck.
The bandleader is bugging me to use less complicated fills and start
pounding more. What should I do?

G.M.
Salem, OR

A. Every distinct style of music has its own unique requirements as
far as appropriate drumming goes. It sounds as if you've been
trying to impose your technique on the music, rather than letting
the music dictate what you should play. Listen to what some of the
top drummers in heavy metal are doing with their fills, and try to
get a feeling for that style. If paradiddles and complicated fills are
appropriate, then play them; if they 're not, then don't. Play only
what contributes to the musical effect you and your bandore trying
to achieve. If you find this too frustrating or stifling, take a cue
from some of the bigger names in rock drumming, and find a side-
line gig or rehearsal band to play other styles, while you concen-
trate your album-oriented efforts with the heavy metal group.

Q. I have a 1970s Premier drumset. In those days they made their
sizes in metric measurements. I bought the set used, a year ago, and
after about four months I broke one of the heads. My local music
stores do not stock metric heads, and so far I've had no luck with
ordering them. What can I do to get this head?

M.R.
Katy, TX

A. We spoke to Ken Austin, of Remo, Inc., and Bob Beats, of
Evans, and both told us that they can provide heads for the off-size
Premier drums. The most common sizes, which were the Premier
equivalent of 12" and 16", are stocked by Remo in the coated and
clear Ambassador, and in the Pinstripe models. Additionally,
those and any other sizes may be custom-ordered in any head
model. When ordering from Remo, you'll need to allow four
weeks for stock items, and six to eight for custom. Evans produces
heads in the 12" and 16" sizes also, as well as in the Premier equiva-
lent of 20" and 22" bass drum heads. These are special-order items
(but not custom-order) which can be obtained by placing a "P"
after the regular catalog number for that size head when ordering.
For a period of time in the '70s, Premier's sizes included an off-
sized 10" drum, and Evans cannot supply that head, nor can they
custom-make any other sizes.

Q. I am a vocalist as well as a drummer, and my band finds it
difficult to control the leakage of the drums through the PA when
my mic' is on. For vocals, we use a Yamaha mixer, with a Roland
echo unit and low-impedance Electro Voice mic's. We do not mike
anything else. I've suggested using the Shure headset mic' to help
minimize the leakage, but the rest of the band doesn't think it
would work. Will it? What can we do to eliminate or minimize the
interference without upsetting the vocal or sound balance, and
going through a lot of trial-and-error expense?

T.K.
Rockaway, NJ

A. Headset mic's are designed to be incredibly directional, since
they are worn only fractions of an inch in front of the user's
mouth. They do tend to eliminate a great deal of drum or other
outside sound source pickup. They do not have the wide frequency
range and fidelity of larger mic's, so some additional EQing is
often required (either at the board or by the use of an outboard EQ
unit), in order to get a sound that blends well with the mic's used by

the rest of the band.
However, the problem may not be entirely with your own mic.

Very often the vocal mic's of the rest of the band pick up the
drums, since those mic's are generally set up just a few feet in front
of the drums, and the drums are designed to project their sound
forward. What you may require is some sort of isolating baffle—a
portable "drum booth"—to keep the drum sound contained. If
you 'replaying small enough places that the drums don't need to be
miked, you shouldn't have too much problem reaching the audi-
ence with the drums; the idea is to prevent the sound from going
straight into the vocal mic's first. Clear plastic "shields" are popu-
lar in many clubs and showrooms for this purpose.

Q. I would like to know what kind of drums and cymbals are best
for playing hard rock.

B.N.
Panama City, FL

A. The brand of drum you choose will depend on several variables,
including shell thickness, finish, hardware options, cost, etc. How-
ever, there are some currently accepted norms as to the type of
drum most suited for hard rock, based simply on what most hard
rock players are using. Generally, the deep-shelled "power" toms
are preferred, because of the depth of pitch that they produce.
Double-headed drums are back in vogue, since they give greater
resonance than single-headed drums. If you mike your drums, you
may still want to consider single-headed drums, since they tend to
be a little easier to mike. If you are a powerful player, you'll need
hardware that can take the punishment, as well as support the
weight of the larger drums securely.

As far as cymbals go, again the brand is up to you. But keep to
the heavier weights and thicknesses, in order for your cymbals to
last and to obtain the cutting power you'll need to get through the
loud, amplified music.

Q. I have a pair of Zildjian New Beat hi-hats, and am considering
having holes drilled in the bottom cymbal in order to get a quicker
response. Will this be detrimental to the hi-hat sound?

D.M.
Charlottesville, VA

Q. Is there any practical way to drill holes in the bottom hi-hat
cymbal, or otherwise modify it to eliminate air lock, without
destroying the cymbal?

R.W.
Waco, TX

A. According to Zildjian representative Lennie DiMuzio:"Drilling
holes in a pair of New Beats should not be detrimental to the
sound, because there will not actually be that much change in the
sound. However, if the holes are not drilled properly, they could
contribute to cracking. The procedure should be performed by an
expert with the proper equipment, such as would be found in a
good machine shop. We do not recommend that this be done at
home by an individual.

"To elaborate a little about the concern for quicker response,
the drilling of holes in the bottom cymbal could help, but the bot-
tom hi-hat cymbal should be the proper type of cymbal in order to
get the best response. After years of experimenting at Zildjian, we
found that the best response was obtained by the holes being
drilled in a cymbal that had the cup eliminated altogether. This
gave the shortest, most compact sound possible.

"As for drilling holes specifically to eliminate air lock, let me
point out that holes in the bottom hi-hat cymbal do not eliminate
the biggest percentage of air. Bottom hi-hat cymbals that have
holes drilled in them also do not have any cup, thereby eliminating
an additional percentage of air that builds up around the cup area
and causes a slight vacuum. To truly eliminate air lock, you need a
combination of both factors. "





Doane Perry's story of how he got the
gig with Ian Anderson and Jethro Tull is
one that proves you never know what's
around the next corner! "I feel enor-
mously proud that they asked me to play
with them. While I was growing up, there
were four bands that I always wanted to
play with: the Beatles, the Mahavishnu
Orchestra—because Billy Cobham was my
teacher for a while—Weather Report, and
Jethro Tull. I've seen Tull 15 or 20 times.

"The way it came about was amazing. A
friend of mine called me from New York
and said, 'You're not going to believe this,
but a friend of mine was reading the Vil-
lage Voice and Ian Anderson put an ad in
the paper looking for a drummer.' I fig-
ured I'd never get it, but then I thought, 'I
have nothing to lose.' So I sent a letter, a
resume and a record I had done to the
record label. It must have been funny for
him, because it was just as much a fan let-
ter as anything else. It was a cathartic expe-
rience to be able to write that also, and to
say thank you for all the years of pleasure
he has given me. I have a friend at Chrysa-

lis who knew I was a big Tull fan and I
called him to find out if it was really on the
level. He said he had just gotten off the
phone with Ian Anderson and had just rec-
ommended me to him, but he really didn't
know if I was available or where I was. It
was very lucky that I called that day! Then
I put together another tape of some newer
things, and about three weeks later, Ian
called me himself. He was so nice, kind
and gracious. We talked for about 45 min-
utes, and at that point, there were quite a
few people they were considering. They
called back a couple of days later and he
had gotten down to two people. They
brought me over to England in January
and I played for one day thinking, 'How
can they tell?' because I was so incredibly
jet lagged. A few days later, they called
and said I was the first choice for the tour.
It was a dream come true.

"I knew all their music already and it's
very rare that something like that happens.
Clive Bunker, the original drummer, had a
huge influence on my playing. He was
really the drummer who bridged what Gin-

by Robyn Flans

ger Baker and Billy Cobham did for me. A
footnote to the story is that, when I was 15,
I wrote to Clive and got a beautiful letter
back. He said, 'When we play the Fillmore
[in New York], you come down and we'll
talk a bit about drums.' So I took the letter
down to the Fillmore at the soundcheck
and gave the letter in my quivering hand to
the usher. Clive came walking out and I
was just beside myself. He gave me passes
to all the shows, let me play the drums,
introduced me to lan and everything. Up
in the dressing room, Clive showed me
how to play 'My Sunday Feeling," which
was one of the songs lan said to learn for
the audition, and some other beats that I
couldn't quite figure out. About four years
later, on the first tour I ever did, we played
the Fillmore and were given the same
dressing room in which I had met Jethro
Tull. That night when I went out and
played, I felt like I had just graduated col-
lege. It's fitting in a way that I should end
up doing this now."

Working with Joe Jackson has been an
interesting experience for drummer Gary
Burke, who began playing with him in
November, 1983, recorded Body And
Soul, and toured Europe, the U.S., Japan
and Australia with Jackson until just
recently. "There was nothing sane or nor-
mal about that recording situation in any
aspect, but it was great," Gary laughs. "It
was totally removed from any kind of pre-
vious experience that anybody in the band
had had. It was very fresh that way. Origi-
nally, the concept of the album was that he
was going to do it two-track with a live
audience. We found a great location in
New York—an old Massonic lodge. David
Kershenbaum was producing along with
Joe, and they brought in a specialist from
the West Coast. We started experimenting
with mic' placement, going back and forth
with different locations. We almost had it,
but we just couldn't get enough separation
of sound with the vocals going at the same

time. So, it ended up being 32 tracks. They
tore out one of the control booths, we were
on a different floor, a good 100 yards away
and everything was done via cameras, TV
monitors and talk-back mic's."

How does someone become comfort-
able in such an alien recording situation?
"I don't think anybody became comfort-
able," Gary admits. "You just stay at it
until it becomes right. There was a lot of
sitting around waiting for technical prob-
lems to be worked out. Probably the wild-
est thing was when the band was finally
called in. We came into the studio and pro-
ceeded to sit around for four days. You
know what that can be like. Whatever
enthusiasm you may have had belongs to
the past. Finally, the day came when they
said they were ready. We went in and
everybody thought that something would
go wrong. We did a tune called 'Not Here,
Not Now,' which is a little more involved
because we played to a drum box as well.

We went right through the cut and, at the
end, Joe said, 'Fine, that's it.' The whole
day was like that. I think we actually ended
up completing four tunes that day which
were kept."

Jackson's multi-styled music creates
special requirements of the drummer.
Gary explains, "First of all, there's a
purely technical level. There's the album
and then there's the stage show. As far as
the album was concerned, it was heavily
composed. A couple of tunes were actually
written out note for note. On a technical
level, it requires an ability to handle the
demands of someone who knows what he
wants, in addition to being expected to
interpret stylistically. In some cases, I
would have to play patterns or types of
things that would not normally be mine—
things that by instinct I might not have
done that way. And I would have to make
it believable. It's a question of sitting with
it for a while, though."

Congratulations to Holly and Paul Rid-
dle, who are the proud parents of a new
daughter, Melody Marie. Former Traffic
drummer Jim Capaldi has a new LP on
Atlantic/WEA Records. Danny Frankel
drummed in Shakespeare's Comedy Oj
Errors at the Olympics Arts Festival.
Butch Miles appearing at the Midland Jazz
Party in Midland, Texas, this month and a
three-week tour of the West/Southwest
with Ronnie Whyte in November. Tris
Imboden on Fee Waybill's solo album.
Craig Krampf on Dan Hill 's new LP.
Danny Gottlieb played a summer tour with
the Mahavishnu Orchestra. Jimmy Fad-

den has been on the road with the Nitty
Gritty Dirt Band. Stan Lynch is on Don
Henley's new album, as well as working
with Tom Petty on the soundtrack for
Wildlife, and with Louise Coffin. Congrat-
ulations to Steel Breeze drummer Barry
Lowenthal and wife Kathleen Stevens on
the birth of their first son, John. Sandy
Gennaro has been busy lately with Cyndi
Lauper, returning in June from a major
European TV appearance and promo tour,
only to launch into a major U.S. tour
throughout the fall and winter, with a new
album and a major tour including Hawaii
and Japan, all coming up shortly thereaf-

ter. Michael Carabello has a new group
called Carabello, which includes John
Hartman on drums. Neil Schon is produc-
ing their first album, as well as writing with
Michael. Richie Morales is the new drum-
mer with Spyro Gyra. Michael Shrieve
spent September touring Europe with
Jonas Hellborg and Pat Thrall. Michael
has also been writing music for a film
called One Day On Earth. He has also been
in the studio with Mick Jagger for Mick's
solo album, and with Roger Hodgson of
Supertramp, for Roger's album In The
Eye Of The Storm. Shrieve will be at the
PASIC in November.





ELVIN AS TEACHER

Christmas came in June for ten
students selected nationwide
for a three-week intensive study
with Elvin Jones. The master
class, sponsored by the Atlantic
Center for the Arts at New
Smyrna Beach, Florida, was
part of an artist-in-residence
program which also hosted
poet Allan Ginsberg.

Although an infrequent
teacher and clinician, Jones
nevertheless was a stirring and

articulate lecturer. He clearly
enjoyed the session, frequently
exceeding the four hours a day
allotted for group and private
instruction. Participant Ian
Froman (shown) said, "It was
the greatest experience of my
life. He loves the instrument
and he loves life. He even knew
everybody's name the first day.
Even the musicians who came
to play with him were ranting
and raving about him. He was
an inspiration."

Elvin Jones, need it be said,
is not a timid player. But he
showed that beyond his volume
and intensity are consistency
and control—and even an
almost delicate, childlike explo-
ration of cymbal shadings. He
led the students through a cur-
riculum encompassing brush
versus stick technique, various

time-feels, soloing, and ensem-
ble work with invited musi-
cians. He demonstrated his
points on a set of blond Tamas,
flanked by the historic "Col-
traneK.s."

Keep honest, he taught, and
stay within the bounds of what
you can confidently execute. If
you reach too high, you can get
stuck up there and destroy the
pulse and momentum you had
been creating until that point.
Temper those moments of
excitement with sufficient con-
trol, rather than floundering on
some half-baked idea, because
"if you lose the time, that's all
there is to it!" When all was
said and done, the appreciative
"Elvin Jones Fellows" pre-
sented their master with a
plaque from the "Class of
Elvin "84."—by T. Bruce Wittet

WACKERMAN
BECOMES

DW
ARTIST

Drum Wo rk s hop has an-
nounced that Chad Wacker-
man, currently on tour with
Frank Zappa, is now playing
DW drums. In addition to join-
ing the growing list of DW staff
artists, Chad will also be
involved in product develop-
ment and testing for the com-
pany. "Chad's one of the new
generation of drummers that
we'll all be hearing from," said
Drum Workshop marketing
director, David Levine. "His
selection of DW drums is an
honor."

The current Zappa tour is the
third for the 24-year-old Wack-
erman, who was featured on
the Zappa album Ship Arriving
Too Late To Save A Drowning
Witch, which contained the hit
single "Valley Girl." Chad has
also worked extensively with
Leslie Uggams, recorded sev-
eral albums with jazz trombon-
ist Bill Watrous, and his solid
drumming on guitarist Allan
Holdworth's "Road Games"
helped earn that recording a
Grammy nomination in 1983.

For more information on
Wackerman's availability for
clinics, please contact DW at
2697 Lavery Ct., #16, Newbury
Park, CA 91320, (805) 499-
6863.

ERSKINE AT DRUMMERS COLLECTIVE
Peter Erskine recently con-
cluded a unique four-week
master class at the Drummers
Collective in New York City.
The course featured two ses-
sions where each drummer got
a chance to play in a rhythm
section comprised of Don
Grolnick, Chuck Loeb, and
Tom Kennedy.

Each drummer got valuable
feedback from all the other
drummers in the class, and also
from Peter and the rest of the
players in the rhythm section.
General concepts of drumming
in several styles (jazz, funk,
Latin, etc.) were covered in the

course. Peter will be holding Kenny Aronoff.
another master class when his For information on future
schedule permits. Other recent master classes, contact: Drum-
special classes included two mers Collective, 541 Avenue of
one-day master class/clinics the Americas, New York, NY
given by Lenny White and 10011, (212)741-0091.

Ringo Starr put in a surprise appearance on drums with the Beach Boys on
the Mall in Washington D.C., during the capital's Fourth of July celebra-
tion. Ringo is introduced to the crowd by Beach Boy Mike Love in photo
above.





"ROB THE
DRUMMER"
NAMED AS

REMO
ENDORSER

Recording artist Rob Gott-
fried, currently touring and
making TV appearances as
"Rob the Drummer," has
become an endorser of Remo
PTS drums and other percus-
sion products.

Gottfried has appeared on
Sesame Street, Romper Room
and Kid's World TV shows,

and recently concluded a Euro-
pean tour. His 20-year percus-
sion career includes 19 record-
ings, touring with rock and jazz
groups and conducting clinics.
He will utilize Remo's pretuned
drums and percussion instru-
ments in his TV and concert
presentations.

BROCKSTEIN
REACQUIRES
PRO-MARK

Pro-Mark Corporation and
Remo, Inc., in a joint an-
nouncement, recently disclosed
that Pro-Mark President Herb
Brockstein has reacquired the
drumstick company from
Remo, Inc. Pro-Mark had been
a subsidiary of Remo since
1973. Brockstein founded Pro-
Mark in 1957, and has been its
president since that time.

Production, delivery and

availability of Pro-Mark prod-
ucts will continue without inter-
ruption. Drummers may re-
quest a free catalog by writing
directly to Pro-Mark Corp.,
10706 Craighead Dr., Hous-
ton, TX 77205. Remo Belli,
president of Remo, Inc., dis-
closed plans to introduce a line
of Remo brand drumsticks in
the near future.

DERANIAN
AND

STEVENSON
NEW

ZILDJIAN
REPS

The Avedis Zildjian Company
has named David Deranian and
Ronald Stevenson as new
Directors of Marketing and
Artist Relations. Their duties
will include coordinating clinics
with leading Zildjian drum-
mers, as well as marketing and
sales responsibilities.

Deranian, who will handle
the eastern U.S., is a former
pro drummer and teacher, hav-
ing worked with Freda Payne,
Wayne Cochran, and on New
York's Jazzmobile. He entered
the retail business in 1979 at
Jack's Drum Shop in Boston,
where he quickly rose to a man-

agerial position. He joined
Zildjian in 1981.

Stevenson, still profession-
ally active as a drummer after
15 years, came to work for Zild-
jian as a Field Sales Manager in
1982. As a performer, his
credits include a long associa-
tion with the Chi-Lites, a Chi-
cago-based musical group,
while his retail knowledge and
experience were acquired as
manager of the percussion
department for Guitar Center
South, in Chicago. He will han-
dle Zildjian's Midwest terri-
tory.
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