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Occasionally we feel it's important to report on the general health of
the percussion industry. To do so, we turn to the American Music Con-
ference which gauges the state of the music industry through its Annual
Industry Review. Despite the tight money market impact on big ticket
items, the music industry reported sales of 2.3 billion dollars last year.
The percussion industry portion was equally impressive with domestic
sales volume reported at 70.4 million dollars, up from 61.2 million the
year before, and 48.3 five years ago. Of course, some might say that price
increases accounted for a large chunk of that growth, and this is true to
some extent. Interestingly enough, however, various other musical in-
struments had price increases last year and still reported losses in sales
volume, or more modest gains by comparison. A real gain of 5% for our
industry is actually quite satisfactory, particularly in light of today's
gloomy economic picture.

Percussion exports were especially strong reaching 12.5 million dollars
from 8.1 recorded the year before. The leading customers of U.S. per-
cussion exports are currently Canada and West Germany, apparently in
that order. Imports were slightly down at 12.8 million dollars, with Tai-
wan (not Japan) the United States' principal source of percussion im-
ports. The AMC survey also reveals that there are 2,700,000 amateur
drummers in the U.S., 94% male, 6% female, with a median age of 16.
Ten years ago there were 1,900,000.

These figures clearly indicate that the percussion industry in this coun-
try is in admirable condition. The demand for new and improved equip-
ment continues with no end in sight, and that demand is being met by
new and improved product designs each year.

Our cover feature this issue is Lou Bellson, a dear friend and supporter
of MD since its inception. Bellson has ranked high among the world's
most outstanding drummers for nearly forty years and continues to main-
tain his position as a consistently dynamic player.

Mick Fleetwood, of Fleetwood Mac, talks about the band, his role,
and the long climb up the music business ladder of success. Good taste,
sensitivity and versatility perhaps best describe Roy Haynes, whose ca-
reer has run the gamut from 52nd Street to fusion.

MD's first in a series of close-ups on the revolutionary new drum sus-
pension systems begins with Australian Don Sleishman's pioneering ef-
forts in Percussion Innovations From Down Under.

For seventeen years, Latin Percussion has led the way in the design and
manufacture of Latin American percussion. MD's Karen Larcombe re-
cently visited with President Martin Cohen for a tour and a closer look at
the man and his company. And Part Three of The Great Jazz Drummers
closely examines the bop drummers of the forties and the eventual transi-
tion to the 'hard' and 'cool' schools of the fifties.

You'll also find some powerful Steve Gadd rhythms, a guide to proper
hi-hat technique, Roy Burns on breathing, Rick Van Horn on custom-
izing, and Part 1 of a special three-parter on The Care And Feeding of
Drums by Frank Kofsky. We've also once again devoted the entire Just
Drums department this issue to what's new in percussion from the annu-
al NAMM (National Association of Music Merchants) Expo. Clint Dodd
was our man in Chicago this year, and he's brought us a super wrap-up to
an exciting issue.







HENRY ADLER
Q. Did Buddy Rich actually help you
write the famous Buddy Rich snare drum
book?

Phillip Potash
Oklahoma City, OK

ROY HAYNES
Q. When did you play with the immortal
Charlie Parker, and what did you learn
from that experience?

John Reilly
Boston, MA

A. I was about 23 or 24 years old when I
started playing with Charlie Parker. It
was in the autumn of 1949 and I worked
with him until '52 or '53. I became more
sensitive as a player. I played with Les-
ter Young before Charlie Parker. He was
very sensitive to drums, and he loved
what I did. But "Bird" was beautiful. We
would do a week somewhere, some-
times two, then I wouldn't see him for
awhile. The Lester Young gig was
steady for two years. I listened a lot.
They both added to my sensitivity as a
drummer.

JOE FRANCO
Q. How did you go about developing
your left foot technique?

Anthony Beneditti
Newark, NJ

A. I'm asked this question more than
any other. I developed my left foot on the
hi-hat before moving it over to the left
bass drum. I practiced playing eighth
notes with the left foot on my hi-hat in
standard rock beats. This strengthened
my left foot, improved my independence
and balance, and gave the rhythm a
strong eighth note feel. It also freed my
right hand to compliment the rhythm in
other ways. When I was comfortable
with the eighth notes in the left foot, I
moved over to the left bass drum, play-
ing the eighth notes on the downbeat.
When I played the upbeats with my right
bass drum, I basically had my sixteenth
note single stroke roll together. I've
stayed with this concept for all my bass
drum work and continue to lead with the
left foot. The most important thing to re-
member is to play with the ball of your
left foot. This establishes the correct
point of balance you need to play double
bass drum rolls with the kind of power
necessary for today's rock drumming.

A. The book was written to combine
what Buddy Rich does, with a method
for practicing the rudiments. I tried to put
the rudiments down in a manner that
would help the drummer to achieve that
type of technique. Even though Buddy
may not have written the actual notes,
the book was developed from his meth-
od of playing. Thus, the name Buddy
Rich's Modern Interpretation of the Snare
Drum Rudiments. It's his interpretation
and his ideas.



by Cheech lero

Q. Would you please explain what two dots after a note in-
dicates?

L.B.
Tampa, FL

A. One dot after a note increases that note by half of its original
value. A double dot indicates an increase of one half the value
of the first dot. Therefore the note would be increased by three-
quarters of its original value.

Q. I know that drummer Butch Miles left the Count Basie band,
and for awhile I saw him with the Dave Brubeck Quartet.
Where is he now?

L.S.
Chicago, IL

A. Ax of this writing, Butch Miles is with singer Tony Bennett in
Las Vegas.

Q. Did Maynard Ferguson's current drummer once play with a
famous American rock group? Hasn't he written a book on
funk/rock drumming?

D.B.
Weyburn, Canada

A. Roberto Petaccia, now with the Maynard Ferguson orches-
tra, joined the Mark Almond Band for their U.S. tour in 1978.
Roberto has written a book entitled Progressive Steps to Progres-
sive Funk which can be purchased through R. P. Publications,
74 Fenway, Boston, MA 02115.

Q. I recently purchased a four octave Leedy Marimba with
rosewood bars. The bars are in beautiful condition, and I was
wondering if you had any suggestions on how to keep them that
way?

R.W.
La Mirada, CA

A. Your marimba bars will shine and stay looking like new if
you polish them once a week with lemon oil, or high quality
furniture polish. Never use an abrasive cleaner on wood.



Q. What is a cymbal spring and what company makes this prod-
uct?

S.K.
Paris, FR

A. The cymbal spring is a relatively new product which attaches
to the cymbal stand with a thumb screw. The spring at the base
of the item forms a clip which snaps the cymbal into place,
eliminating the wing nut, tubing and felt washer. The cymbal is
allowed free movement, thus absorbing the impact of the stick,
and is held safely even at extreme angles. Cymbal springs are
manufactured by Aquarian Accessories Corporation, 1140
North Tustin Ave., Anaheim, CA 92807.

Q. I need a 15 1/2" head for a 1961 floor tom. I tried ordering from
Remo a few years ago, but never heard from them. Any sug-
gestions?

T.J.J.
Monterey, CA

A. Try Remo again. They have the capabilities for manufactur-
ing a vast variety of sizes. Send the old head to the attention of
Lloyd McCausland, do Remo Inc., 12804 Raymer St., North
Hollywood, CA 91605, along with your written request.

Q. Is weightlifting a bad idea for drummers?
J.F.

St. Louis, MO

A. A program of light weight training, along with other aerobic
exercises such as running, jogging, swimming and tennis, can
be excellent conditioners for endurance, strength and stamina.
However, a great deal of weight lifting can result in "pumped
up," tight muscles, which may cause more harm than good.
MD will soon be running a full-length feature article on the
weight lifting controversy, along with a carefully planned pro-
gram for drummers interested in this form of training.

Q. What drum company is currently making a snare drum out of
bell metal?

H.L.
Sydney, Australia

A. Tama's Mastercraft Bell Brass snare drum is what you're
referring to. The shell is sand cast in the same manner as cym-
bals and bells. The 12mm casting is hand-turned to a thickness
of 5mm and then burnished to a natural brass patina. The tone
of this snare drum is claimed to grow warmer and sweeter with
age.



The long awaited article on Carl Palmer
was excellent. I have been an admirer of
his work for a number of years and have
all of his albums.

The interview was presented in a very
organized manner and brought to the
surface certain facts that I was unaware
of. I'm looking forward to the debut of
Palmer's new musical venture, P.M.

Carl Palmer's contributions as a musi-
cian have helped inspire my objectives in
music. I have seen and heard what is
possible.

ALAN M. SCHRAGER
BELLEVILLE, IL

There are two drummers that your maga-
zine has completely overlooked. One is
Simon Phillips, who is without a doubt
the best young drummer today. I have
been an avid admirer of his ever since I
first heard him. The other is Pierre More-
lin, another fine drummer with the
French group, Gong. Please don't over-
look these great talents. I would definite-
ly appreciate an interview with them in
your magazine.

JIMMY BURLESON
WOODBRIDGE, VA

I read your report on the Slingerland/
Louie Bellson Drum Contest in the
April/May issue. I feel that your editors
should have given credit to the instruc-
tors that helped prepare these students
for this level of performance. The teach-
ers, along with the parents, made the trip
to the contest at the expense of the Sling-
erland Drum Company. Slingerland felt
that the instructors were important
enough to recognize their part in the con-
test. I hope that you will make an effort
to give credit to the instructors and that
this was just an oversight on your part.

G. H. MOLNAR
CLEVELAND, OH

I must compliment you on an excellent
magazine. I find something of interest in
every single article and my style has im-
proved greatly from reading your pub-
lication. For years, I searched for a pub-
lication strictly for percussionists. When
I finally found MD at a local drum shop, I
immediately subscribed. Believe me, I
am not sorry. Keep up the good work.

JAMES MURPHY
CINCINNATI, OH



I'm writing in response to the two Chuck
Mangione concerts that I attended main-
ly to hear James Bradley, Jr. I feel he's
one of the most innovative jazz/funk
drummers of our time. A master of his
art. Please consider an interview with
him in the near future.

SAM MENKEMELLER
BRIDGEPORT, OH

I just finished reading the interview with
Keith Knudsen and Chet McCracken in
the August /September 1980 issue of
Modern Drummer. It just so happens
that I saw the Doobie Brothers in con-
cert recently in Philadelphia. The infor-
mation in your article helped my under-
standing of some of the techniques I no-
ticed. However, what intrigued me the
most about the article was the fact that
Chet McCracken enjoys teaching the
drums. I have been playing drums for
over 9 years and would be overjoyed at
the chance of furthering my education by
taking lessons from such an experienced
person.

TIMOTHY WOLF
TOMS RIVER, NJ

Mr. Palmer's views on Gretsch hardware
in the June/July issue (he called it rub-
bish) is pure ignorance. I suggest that he
wake up and check out their tom hook-
ups. He would probably change his mind
about which hardware to use.

KEN STROUD
ANAHEIM,CA

In regard to Dave Fluegge's letter in
your June/July issue, that voiced con-
cern of "Prejudice toward white drum-
mers in the Colloquium III article," I am
a young (white, if it matters) drummer.
The impression I got from that section of
the Colloquium article was simply that
many excel lent drummers have been
missed by the masses because they have
not received the attention and publicity
that others have been fortunate enough
to receive. I don't believe that Billy Hart
was promoting racial prejudice.
Fluegge's final statement about never
wanting to hear Co l loqu ium I I I only
shows, sadly enough, what prejudice
really is: a preconceived judgment with-
out just grounds or sufficient knowledge.

DAVID STANOCH
MINNETONKA, MN



At the root of Louie Bellson's talent
l i e s a weal th of knowledge , per-
severance and the hunger for constant
improvement. His consistent quest to re-
main abreast of the times and changes is
rewarding to him and his audiences all
over the world. He was g e n u i n e l y
thri l led about the 1980 Modern Drummer
Reader's Poll in which he was voted #3
Best All Around Drummer and #2 Best
Big Band Drummer.

"I've never won a downbeat poll in
my life, or any kind of poll, except the
last two years I won the International
Musician which is an English Poll. Years
ago. when it was Gene, Buddy, Jo Jones
and I , I always placed fourth, a couple of
times third, fifth and sixth, and I thought
it was great that Modern Drummer read-
ers put me among all those great players.

contest was the fact, that wi th my lon-
gevity so far, the young people felt that I
was important enough to be in a category
with Steve Gadd. That's what made me
feel good. It made me feel like my efforts
to stay with the times have paid off," he
said.

Seated in the kitchen of his spacious
country style home in Northridge, Cali-
fornia, Bellson had a copy of the Febru-
ary/March, 1980 issue of Modern Drum-
mer opened before him. Before begin-
ning the interview. Bellson wished to
clarify certain points made in a column
written by New York City drum instruc-
tor Stanley Spector.

"Stanley Spector. who I know very
well and who is a very competent teach-
er, talks about challenging the rudimen-
tal system and also makes mention of a
drum workshop presented at the New-

port Jazz Festival a few years ago. I re-
member that night very well. I was in-
volved, as was Jo Jones, Elvin Jones,
Roy Haynes and Mel Lewis. Stanley is a
l i t t le bewildered as to the demonstration
I did on jazz drumming. Well , it wasn't a
demonstration on jazz drumming. I was
asked to, beside playing on the set, go
out and give the kids a l i t t le something
that I do at clinics where I demonstrate
some basic fundamentals of drumming—
not jazz drumming, but fundamentals of
drumming. So, I'd l ike to clarify that
point first of all . I didn't demonstrate the
long roll to pertain to jazz drumming, but
as one of the rudiments.

"I would also l ike to bring to Stanley
Spector's attention that there's nothing
wrong with the scales of drumming. If
anybody wants to put that down, then
they might as well put down Charlie
Parker for learning the scales and chords
which he knew so very well that made
him such an outstanding musician, and
Dizzy G i l l e s p i e . too. There 's no th ing
wrong with the 26 basic rudiments. I feel
you can obviously add more to that. I
t h i nk there are some Steve Gadd
rhythms now that have been played by
th is young man during the last few years
where we could add 27. 28. and 29 to the
rudiments. I don't like to different ia te
between rock, jazz and whatever else. I
l ike to t h i nk l ike El l ing ton said — music.
I t ' s all music, but in all of i t , as I am sure
Stanley knows, when a drummer plays a
single roll and a long roll and a flam,
there's nothing else he can play. Every-
thing else is a composite of those three,
but you should learn those fundamentals
and take it from there."

Knowledge and the advancemen t

by Robyn Flans

therefrom, has been a major point
throughout Bellson's career. Training
and practice began at age 3 and has not
become any less important to him today.

"I come from a very musical family,"
he stated. "My father had a music store
in Moline, I l l inois for many, many years,
so with four boys and four girls working
in that music store, we had nothing but E
flats and B flats coming out of our ears 24
hours a day.

"At about 3½ my father took me to a
parade and the minute I heard the drum
section, that sound just enveloped me
and I pointed to the drums and said,
'That's what I want to play,' and he said,
"Well , we'll see.' But when I got home
from the parade. I just kept saying that I
wanted to play the drums and he said
that I was so definite about it. that he
knew I was ready for my first lesson.

"I had wonderful training from my fa-
ther. When this all started happening, I
thought that maybe my father was taking
me a l i t t le too far, but I realize now what
he was doing. He was giving me a basic
foundation. He said if I really wanted to
learn how to play and make it my career,
then I'd have to dig in and try to learn all
there is to know and keep learning. He
wasn't talking just about the drums. He
taught us a l i t t le bit about every in-
strument. In fact, we gave lessons in the
music store when the regular classes
were fi l led up. He knew that we were all
teacher-minded and could communicate
with the youngsters, and two of my
brothers are excellent teachers today.
By the time we were thirteen years old,
all of us knew every aria from every op-
era and he taught us how to listen to all
music—symphonic music, jazz, chamber



groups, string quartets, so I really have
him to thank, first of all, for all the great
training. It really helps today when Ed-
die Shaughnessy is gone and Doc Sever-
insen calls me to do the 'Tonight Show.'
We don't have much time to rehearse
and they have to put things in front of me
and I have to sight read. Now, if I didn't
read, I'd be stuck, or if I didn't know
how to play the various contemporary
rhythms they have today, besides the
jazz things, I'd be out of luck again.

"It's up to the individual to keep up
with the times. If you say to yourself that
you are in the drumming field and con-
stantly listen to records and go out and
listen to players, you keep abreast with
the times. If you want to just sit back and
be lazy, then you're copping out. If the
drummers from my era are just going to
play what we did years ago, that's fine,
but I think they're closing themselves
out, because some of the young kids are
playing so many beautiful things, like
Garibaldi, Gadd, Cobham, all these tre-
mendous players. They're doing things
today we didn't even dream about doing.

"I also do at least 40 cl inics a year,
and I would not go a year without doing
that because the kids keep me up. I get a
chance to listen to them and while I 'm

able to pass something off to them, they
in turn give me something, so it keeps me
on my toes and my eyes and ears open to
new things."

After taking lessons from his father for
about two years, his father suggested
that he study with another teacher to get
away from the father-son relationship.
Bellson began with Bert Winans, one of
the people to originate the first thirteen
rudiments, and stayed with him for about
six years.

"He was definitely a rudimental play-
er," Bellson recalled. "He knew I was
going to dig into the set and play, but he
wasn't interested in that. He was purely
a guy who would get your hands into
shape for playing. In those days I had a
parade drum with a gut snare and that's
the most difficult. You can't make any
mistakes and if you do, they come out
loud and clear."

Comp l e t e l y amb idex t r ou s , Bellson
maintained, "One thing in the drum-
mer's favor I guess is to be able to ma-
nipulate the right hand or the left hand
equally as well, and vice versa with the
legs. I never had a chance to go out for
sports because they kept me so busy in
bands while I was in school, but the one
thing I did really go out for was track. I

Photo by Jack Koehler

was an exceptionally fast runner and my
track coach, who was also the football
coach, said I would be a great half-back,
but I just couldn't leave band to do that,
so that took care of that. But I found out
that when I did fool around with a foot-
ball, I could kick with ei ther foot, so I
guess that is really a plus for a drummer.
Today especially, we're called upon to
do some crazy things."

After the six years with Bert Winans,
Bellson learned of Roy Knapp in Chi-
cago, with whom Gene Krupa and Bud-
dy Rich had studied.

"He was sort of the papa of per-
cussion in Chicago and my father asked
if I would like to go up to study with him.
At that time, I was 14 years old and they
allowed me to join the union, which was
unheard of because you couldn't really
join until you were 18. So, on the week-
ends, when I wasn't playing, I would
make a trip to Chicago, which was about
150 miles from Moline, and study with
Roy Knapp and go see Tommy Thomas,
or maybe Krupa would be at the Chicago
Theatre or somebody was at the Hotel
Sherman in the Panther Room, or maybe
Charlie Barnett or Tommy Dorsey with
Buddy. So, it was really exciting for me
to spend the weekend up there. I did that



"IF THE DRUMMERS FROM MY ERA ARE JUST GOING TO
PLAY WHAT WE DID YEARS AGO THAT'S FINE, BUT I
THINK THEY'RE CLOSING THEMSELVES OUT, BECAUSE
SOME OF THE YOUNG KIDS ARE PLAYING SO MANY
BEAUTIFUL THINGS . . . GARIBALDI, GADD, COBHAM,
ALL THESE TREMENDOUS PLAYERS. THEY'RE DOING
THINGS TODAY WE DIDN'T EVEN DREAM ABOUT
DOING."

for a few years, and not only did I study
drums with Roy, but he extended the
education my father had started on har-
mony and theory and got into mallets,
playing xylophone, vibes and timpani,
which I don't have the chance to do
much anymore.

"Without all that training, I'd really be
out of luck today," Bellson reiterated.
"I think it's wonderful for the young
players today. They have some of the
best books out, some of the greatest
teachers and they have time and accessi-
bility, not only on T.V., but in live per-
formances, watching all these great per-
formers. So, any young guy today who
wants to play, has no excuse. It's up to
him to say he wants to play and go ahead
and do it and spend the time, be patient
and really work hard. I can remember
about 20 years ago, I was doing clinics
around Steve Gadd's area, Rochester,
New York, and John Beck was his teach-
er at the Eastman School of Music in
Rochester. In those days, when I did a
clinic, I used to finish it off by inviting a
drummer up from the audience to the
other set of drums and we'd have a little
battle. One day, John Beck asked me if I
were still doing that, and when I said
yes, he said he had just the guy for me.
He told me about this young kid who
could play anything Buddy or I could
play, who played all the mallet in-
struments, had a keen ear for harmony,
theory and writing, and I said, 'I don't
want to know him,' " Bellson joked.
"And it was Steve Gadd, and when
Steve got up, I think he was about 18 at
the time, I told him to start the tempo
and he did, and I'll tell you, he really
made me sweat. I don't know if he re-
members this, but I told him later that if
he really had eyes to make this his voca-
tion, that he was going to be a tremen-
dous player because he had everything
going for him. Then a long period lapsed
until all of a sudden, people were saying,
'Hey, there's a young guy in New York
who came from Rochester and his name
is Steve Gadd, and boy can he play!'
There again, you can see all the time this
young man put in, and not only did he
learn about drumming, but he learned
the other percussion instruments and un-
derstands all phases of it and he can play
every bag. He's a wonderful barometer
for the young player to use."

Throughout high school, Bellson con-
tinued with the school band, while taking
lessons, and won the rudimental com-
petition three years in a row and in 1941,
he was finally convinced to enter the
Gene Krupa contest.

"I was not contest minded in those
days, and in fact, was very much against
them. I felt that a contest was inaccurate
in that maybe one guy was better than
someone on a particular day, when the
other guy wasn't playing his best, and
the fact that all the guys are good players
and one had to be picked, I just didn't
like the idea. So, I declined the contest
many times until I was talked into doing

"THE MOST IMPORTANT
THING IS TO MAKE THAT
BAND SWING. SOLOS ARE
SECONDARY. IF YOU'RE A
GREAT SOLOIST AND
CAN'T SWING THE BAND-
FORGET IT! NOW YOU'RE
GOOD FOR FIVE MINUTES A
NIGHT AND THEY HAVE TO
HIRE ANOTHER DRUMMER
TO SWING THE BAND."

it. The local was very easy for me be-
cause there just weren't a lot of drum-
mers in Moline, but I started to get into it
in the regionals. There were about 700
drummers in the Chicago area and many
of them were really good. In fact, I was
really surprised when they chose me as
the winner. I had heard two or three guys
who played there that played as good as I
had, if not better. Winning that contest
and getting to know Gene was really
beautiful because he was a tremendous
man and it was really an experience."

All during high school, Bellson was
the youngest member of a large horn
band with five trumpets, four trombones,
and five reeds, while he continuously lis-
tened to the records that came into his
father's store.

"I was aware of all the bands that
were coming into the picture like Benny
Goodman, the Dorsey Brothers, Harry
James, Duke Ellington and Count Basie,
and they were definitely my influences. I
was very fortunate to sit in with those
guys when they came to town because I

guess they heard about me because my
friends would yell and scream, 'Hey —
get my friend up there to play,' " Bell-
son smiled.

One such incident proved to be the
turning point in Bellson's career. When
Ted FioRito's band came into town, 17
year old Bellson sat in with the band and
was offered a job right on the spot, since
FioRito's drummer was going to be leav-
ing.

"I told him that I had three more
months of high school to go, but when I
graduated in June, if he still wanted me,
I'd join him then, and he said fine, that
he would be in California and I had the
job. Sometimes people say things and
they don't live up to their promises, but
he certainly did. When I graduated, I
called him and he said he was ready for
me, so I flew out to California with all my
drums and everything."

The ensuing series of events were of
great consequence to Bellson and are
now an important part of musical his-
tory.

"My first job with them was at the Flo-
rentine Gardens on Hollywood Boule-
vard, in 1942. The big act on the bill was
the Mills Brothers and they sort of took
me on as their son. I had worked there
for about three months, when during the
last two weeks we were there, I got a
little note saying, 'Louie Bellson, please
come and join us at our table,' signed
Freddie Goodman. So I went over to the
table and he told me his brother was
Benny Goodman and I started to stutter.
He said, 'I like the way you play and I
would like to have you come down to the
studio. Benny is doing a movie at Para-
mount Studios and would you like to
come down and audi t ion? ' I was so
stunned that he had to tell me to sit down
and take it easy. Well, I went down the
next day and sat in with the Benny
Goodman Sextet, played one number
and Benny said I had the job.

"Now, I didn't know what to do be-
cause here was Ted FioRito, who had
taken me from my home and said to
come out and made me aware of the
Mills Brothers and had given me this
wonderful job and was like a father to
me. Now what was I going to say to him?
Benny was leaving the next day and I
had to just get up and go. So I took this
up with the guys in the band and they
said to go, that everybody doesn't get
the chance to play with Benny Good-
man. In those days he was the King of
Swing. Gene Krupa had just left, and for
me to play in Gene's spot in that great
band at 17 years old was incredible! So
the guys in the band said that I should go
and they would explain it to Ted, and al-
though I wanted to, I waited for Ted to
cool down a little bit and then I called
him and he was beautiful and just said

continued on page 56







by Robyn Flans

Because few drummers are as well publicized as Mick Fleet-
wood of the reknown Fleetwood Mac, he has become a celebri-
ty, making him one of the most identifiable drummers in music
today.

Since each of Fleetwood Mac's five members satisfies an in-
tegral portion of the band, each individual has become extreme-
ly visable and well known, and after joking that he has become a
focal point due to his rather overwhelming height of 6'6", Fleet-
wood admits that because he is involved in all career aspects of
the group, from its music to its managerial and business func-
tions, and is, in fact, much the spokesman, he has attracted
quite a bit of attention.

Within the last five years, Fleetwood Mac has undoubtedly
become one of the most popular bands in music, but as is typi-
cal with many major successes, it took many years, along with
several personnel changes to hit upon the magical combination
of John McVie, Lindsay Buckingham, Christine McVie, Stevie
Nicks and Mick Fleetwood.

"In a lot of ways, I think we're lucky that the band has been
around for a long time," Fleetwood theorizes. "We're 15 al-
bums old and have all that experience, and yet in the public eye,
we're only three albums and five years old. I think it's very
healthy to be starting a new section of your life when you're 30
years old because you're able to put the pressure in perspective
and not freak out," says Fleetwood, nearly 33.

"A lot of people ask me, 'Did you know when Stevie and
Lindsay joined that this was going to happen?' Of course not,
but we just knew that we liked each other and we enjoyed each
other's music outside of being involved as a band, and that was
it. And I don't want to know why it works. It's just a chemistry.
It's like asking someone why a relationship fell apart. It just did.

You can go on talking about it forever, but the end result is that
you don't get on. Musically, it's the same thing. That's why
people play together."

Fleetwood's attitude that certain things should go unex-
plained and unanalyzed in order to retain the innocent and mag-
ical chemistry, is a philosophy he applies to his playing as well.

Never having had lessons, Fleetwood recalls that his father
provoked his aspirations to be a drummer.

"My father interested me, unwittingly," he adds in his
clipped English accent. "He was not a drummer or a musician,
but he was constantly tapping on something and I think I prob-
ably inherited it from him. He certainly never said, 'Son, you be
a drummer,' but my parents always encouraged me to do what
it was I wanted to do. It was something I wanted to do and they
just said to do my best. I have nothing but thanks as far as
they're concerned, because, without any shadow of a doubt,
they made it possible for me to pursue something I loved.

"Unfortunately, my father died about a year ago, but this
past Christmas, when I went to England, my mother gave me a
picture of my father, age 29, sitting at a drum kit. I never knew
that he ever played on an actual drum kit and it was a weird
twist. I almost felt as if it had been meant for me to have taken
on the task."

At age 13, Fleetwood's parents bought him his first drum set,
a gigster kit with one 6" cymbal and one top tom tom, which he
kept at home while away at boarding school. Leaving school at
15, which students in England may elect to do, Fleetwood got
his first legitimate set, which was a Rogers kit.

"I probably got my first gig from having that kit," he smiles.
"When you're in little bands, people often say, 'Well, he's got a
kit that looks good, so let's have him.' I was 15 at the time, and
the gig was from 9:00 p.m. to 3:00 a.m. for nine pounds a week
at this London drinking club, which I was obviously underaged
to be doing," he recalls.



Photo by Bill Daras Pastenbach

"I never did practice much." Flcetwood admits. "Playing
the drums to me was a pleasure; more of an emotional pleasure
than anything else. To whatever extent I am technically in-
volved with drumming has come just from playing. I 'm not a
rehearsed drummer and I 'm glad I 'm not. I happen to th ink
that's valuable now. seeing as how it has turned out. I would
prefer that to being a technical drummer because I th ink you
learn to be a lot more sympathetic to the natural dynamics that
you can't write down—the paradiddles and all that stuff, which
I really don't know. I 'm glad I don't know. I just played to my
records up in the attic and picked up drumming as I went along.
I would play with anyone who wanted to play with me. I wasn't
worried about what sort of music it was. I was just grateful to be
playing my drums on stage with someone else, even if it was
terrible. Obviously, later on you become more aware of what
you're suited to, and it was just through circumstance that I
started playing with various people and one of those people was
Peter Green, which was the start of Fleetwood Mac."

Fleetwood had been playing wi th guitarist Peter Green in sev-
eral l i t t le bands, including the Shotgun Express, in which Rod
Stewart sang, and then John Mayall's Bluesbreakers. When Pe-
ter Green left Mayall 's band in 1967, he took with him bass
guitarist John McVie and Fleetwood, and Fleetwood Mac was
born with its first l ine-up including guitarists Jeremy Spencer
and Danny Kirwan. When the other three members departed.
Fleetwood and McVie remained together, adding McVie's then-
wife, Christine, on keyboards and guitarist Bob Welch in 1970.
Desiring a solo career, Welch left the band in December. 1974,
and Lindsay Buckingham and Stevie Nicks joined to create the
successful Fleetwood Mac of today.

"By the time Fleetwood Mac formed, my use as a drummer,
hopefully, was a s impl ic i ty of drumming. Drums are there to
compliment . The rhythm section is there to be subservient to
the cream on top. the vocals and the music. That's why I hate
drum solos. I t h i n k they're indulgence. I'd never dream of doing
one because it 's not musical ly harmonious. If you're going to
have everyone else in the band playing drums at once, that 's
another story. Then you're using drums to be a community .
Whereas a guitar solo is chordal, involving harmonies and

notes, drums don't involve tha t , and so, the only t ime I'd dream
of doing anything near to a drum solo is if everything were to get
unplugged in the middle of a number—I 'd just keep going. I 'm
just not a complicated drummer . I t ' s really pretty basic stuff as
far as I 'm concerned. Everyone always wants to play the drums
because it 's really the most basic thing and they th ink it 's very
easy. And i t is easy, as long as they don't try to get clever. As
long as they know what an off-beat is, if you're ta lking about
playing rock and roll, then you can do it . It 's when people start
flashing around—that 's why I never flash around —you mess it
up. You play wi th in your l im i t s and you're really good, because
then you retain a tension in the music. To me, that 's the art of
any playing; certainly the art of what I try to keep doing. I know
what everyone in this band does with his instrument is to never
go beyond the bounds of what he can do. Push yourself, but
don't embarrass yourself, so actually, the tension is there. It's
important that you retain the innocence you had when you
started. When you've been playing for eighteen years, you can't
really be naive, so what you can do is identify what it was about
your playing when you started, and retain it , i n t e l l ec tua l ly , and
just don't get away from that. Don't allow yourself to feel that
you have to be something else because you're tired of what
you've been al l your life. When people feel that they have to be
bigger and better things, they often screw up. I t may be very
clever, but it doesn't actual ly mean anything and hasn't got any
innocence in it at a l l—noth ing is retained. That's certainly what
I 've tried to do.

"I don't want to know what a verse or a chorus is. which I
don't. Lindsay wil l say, 'We l l , play the verse or do th is , ' and I
say, 'Sing the part, because I don't know what is the verse or
the chorus or all that stuff.' I 'm really glad of that , because I
th ink it sort of helped me retain that innocence. There's nothing
worse than a slick drummer, in my opinion. Some of the big
band drummers are incredible because they've got real earth in
them somewhere—spontaneity and real flair. You see someone
who is a great technician and it doesn't do anything for you. I'm
always trying to not learn anything. I know a lot about drums,
but it all came over a long period of t ime. I t ' s not the only way
of doing it , but if I were given the choice, that 's the way I would
have done it anyhow."

Fleetwood says that one of his favorite drummers is Charlie
Watts because he has managed to compliment the various styles
through which the Rol l ing Stones have gone throughout the
years.

"A band is as good as its drummer. Imagine the Rolling
Stones without Charlie Watts. No matter how many styles they
got off into, he was right there wi th them. When they got off into
"Satanic Majesties," they got a bit out of context from what
they were really about, and if Char l ie Watts hadn't been playing
in there, they might have been in real trouble. Actual ly , I must
say that the Stones are my favorite band. They've written some
great stuff, a lot more than people give them credit for, actually,
and they s t i l l play really well as a band. The Beatles were pri-
marily songwriters. and that 's not saying that they weren't the
greatest, but they never got into the band kind of playing.
There's something about the Stones that when they're on,
they ' re amazing for a rock and roll band and Charlie Watts is a
great drummer. The rest of the hand knows i t . too. I must con-
fess, one of my all t ime fantasies is that I would love to do a
couple of gigs playing for the Rolling Stones. I would love it!"

After his Rogers set, Fleetwood used a Ludwig set for live
performances for many years, unt i l only about ten months ago,
when he switched to Tama.

"I left Ludwig because they used to make very good drums,
but I found they just started going downhil l . At that t ime, I was
using the German made Sonor in the studio and I approached
them to bui ld me a stage k i t and they said they couldn't do it
because they haven't got the lathes to make the bass drum pat-
tern that big. The Japanese being what they are said that they
would make the lathes in order to make it up."



For live performances, Fleetwood uses a 28" bass drum, ex-
plaining, "I always wanted a big bass drum for years and years,
and luckily, when I was able to afford it, I did just that. If you
hear the band live, you realize why. The dimensions really suit
me, because physically, I'm big, so it doesn't look stupid and
I'm not drowned in drum kit. I'm also really pleased with the
sound, which is very big and fat."

The change from Ludwig to Tama, however, was not without
complications.

"Because the metrics are different in Japan, the rims of the
drums they custom made for me were metrically wrong, so
what happened was that the skins were falling under heavy du-
ress of my pounding on them and tuning them up, that at all
occasions, they would slip through the hoop. The skin wouldn't
break, it would just collapse, and I realized that this had to be
wrong. As soon as we put the old rims from my Ludwig kit on
them, it was okay. Now that it's all worked out, I'm really
pleased with the kit, so I don't want anyone to think otherwise,
but it did happen and it was turning into a nightmare. I broke
three snare drums within about five numbers one night and I
was dying!"

Another adjustment Fleetwood had to make at the beginning
of this last tour was one of a psychological nature.

"Up until about a year ago, I drank very heavily on stage-
not beforehand, but during the show, I consumed an awful lot of
liquor. I can no longer do that because I found out that I have a
mild case of diabetes and I can no longer drink at all. That was
an emotional turn around for me to have played drums for that
long, putting away a few, and while I knew what was going on, I
was less inhibited. I really was worried for a while that my
whole playing attitude would change on stage, which it did, for
about ten days at the beginning of this last tour. I 'm drinking
water up there now."

That is one of the reasons Fleetwood admits he is obsessed
with sweating on stage.

"I have to sweat. If I don't sweat, I feel psychologically that
I'm not playing that well. It's all a psyche job, but it effects
everything, and directly it effects how you play. That was a
really hard adjustment to make after 18 years, not being able to
turn around and take a gulp, aside from the fact that very often,
these big halls have drafts coming up. I like to be wringing wet
and there's nothing worse than getting hot and having a draft—I
get cramps, just like an athlete, so I have big heaters behind me.
I am a very physical player, so if I'm getting hot, but not sweat-
ing, it freaks me out."

Before every live performance, Fleetwood carries out a rit-
ual.

"I really psyche myself up. I always change about 40 minutes
before we go on stage and I wear the same things I've worn for
the last ten years. Not the actual garments, of course, but they
are the same. There are these two wooden balls that I hang
between my legs and I never go on stage without them—they've
been there for about 15 years, at least. On they go and I feel
safe. I get my talking drum and tune that up and get the sticks
and start walking up and down the corridors, jumping and kick-
ing, doing high kicks and breathing exercises. I do that and it
works. I don't sit and endlessly tap on things, but I do limber up
before I go on stage."

With the exception of the large bass drum he uses for live
shows, his live and studio set-ups are identical. All his drums
are 9-ply Rosewood, except his snares, which are metal. He has
two 14" toms on top, both with different depths, and a 20" and
18" floor tom.

Fleetwood prefers Paiste cymbals to Zildjian because he
claims, "They're much more sensitive. Zildjians tend to be a
little bit like bits of metal. Paistes have much finer highs in them
and they're much more orchestrated. I've just always really
liked them."

He has a 26" cymbal on the left, then two 20" crash cymbals, a
24" ride and an 18" Chinese. continued on page 36

Engineer
Richard
Dashut
On Drums

"I'm a drum fanatic. The drum sounds are a very critical part
of your mix. There's an old adage: If you can get your drums to
sound great, everything else will fall into place around it, fre-
quency-wise, in terms of mixing. For me, live, the drums can be
one of the most exciting sounding of all instruments, and with
Mick, he's so big anyway and his kit is so physically big, that it
would be a damn shame to see this big visual out there and to
hear a dinky cocktail sounding drum kit—like it should be in a
lounge. Plus, mixing the sound can be very repetitious night
after night with the same songs, and artistically, for me to get
off, I have to make sure those sounds are the best they can
possibly be, otherwise, what's the point of even being there?
Being on the road, there are 24 hours to the day, but only two of
those hours are doing the gig and all the other hours are focused
on doing those two hours and it would be a pity for me to throw
away that whole trip by having mediocre sounds.

"Each song has a different character. Some of Lindsay's
songs are a lot different from Christine's ballads, so what I do is
change the equalization, especially on drums, from song to
song. I'll go from a real fat snare and kick sound to the next
song, which will be Lindsay's, where I'll thin the snare right out
so it sounds like a trash can, which is what we'll want—a real
rough sound.

"The most important part of the drum sound is tuning the
drums properly. We've gone through many stages. When I first
met Mick, I hadn't been an engineer too long and had just
started learning to tune drums. Mick had never really tuned his
drums—he'd tune them up, they'd sound good and he'd leave
them that way for a few months. So, we kind of grew up togeth-
er with that. Now, we like to tune the snare drum very, very
tight, almost like a membrane. He uses a deeper snare, an 8",
and we find that by tuning the bottom skin right up so tight, and
having done that, we can tune the top skin how we need it, but
the depth remains with the snare because the bottom skin is so
volatile. Every time you just touch the top skin, the bottom
reacts. The only problem is that you have to replace the bottom
skins of the snare quite often and that can be quite costly. This
is a point that most drummers forget. The bottom skin is as
important as the top, if not more. Just because you don't play
on the bottom, you don't dent them and drummers tend to leave
them on for months or years. But if you tune them up as tight as
I'm talking about, it looses its elasticity and starts stretching
after two or three shows. The Canasonic on top doesn't dent,
so you can play a whole show without denting your snare and it
has a very deep sound. It's not as crisp, perhaps, as a Ludwig,
but overall, what you're getting is longevity through a show and
a head that stays in tune fairly well. Also, they don't break. The
little bit of high end you lose is worth it."

"I think every engineer takes pride in his drum sounds. Most
of the problem with drummers I see, as far as getting a sound, is
that they expect you to do it all on the board. The point is that
with any sound, you need to start with basically a good sound
and take it from there. Any time you do something electronical-
ly, you start losing things. If you start off with a lousy sound
from the instrument itself, it's just going to go downhill from
there."



The special Fit-
tings designed for
the bass drum —
the fitting is set by
the drummer as
he wishes, and as-
sembles with a
single function. It
does not need set-
ting each time.
Note the steel
channel system —
it provides mobil-
ity right around
the drum.

It began on a perfectly normal after-

Sleishman was t inker ing with his
drums—or at least with some of them,
having about 5 complete sets in various
stages of "undress". He had been think-
ing about other instruments, acoustic in-
struments like guitars and violins. And
he wondered what would happen if a fine
guitar, for instance, was fitted with
screws and blocks of wood or metal. He
concluded that the instrument's natural
resonance would be badly muted, if not
deadened.

It seemed to him that perhaps drum
shells, made of either wood or metal,
suffer a loss of resonance due to the
many fittings screwed into them as a
means of securing the skin head to the
shell. He leant over to one of the dis-
assembled shells of a tom tom and gave it
a tap with his knuckle. It made a reso-
nant sound, quite obligingly. He then
picked up a normal fitting and screwed it
to the shell. This time, when he tapped it
there was no resonance. It was "dead"
tonally.

Within a matter of minutes, Don had
the seeds of a new idea for drums, which
effectively eliminates the need for fixed
fittings. In other words, he was inventing
not just a more efficient drum, but setting
off a simple yet revolutionary new ball
game for drum sounds, which is now re-
verberating around the world's major
drum makers.

That was in early 1978, a world trip,
countless headaches and a large over-
draft ago. This month marks the 1st anni-
versary of his initial application for an
Australian patent, and the lodgement of
patent applications for the 8 major drum
producing countries around the world.
This is also the month that the future of
his Suspended Shell drum will be de-
cided.

When he first worked out the rough
concept of a suspended shell, he bent a
metal tube round the drum shell to make
the prototype of the Sleishman Sus-
pended Shell (SSS) drum. From an en-
thusiastic drum distributor, he obtained
a full set of drums for use in further ex-
perimenting. Don, something of an engi-
neer and already an inventor of other
drum items, had the snare drum ready
within days. He filled the holes left by
no-longer-needed screws with simple ad-
hesive tape (which was the only way he
could avoid interference with the shell's
resonance) and found that he had a
sharper, rounder and more responsive
drum in his kit.

He enlisted the aid of a number of dif-
ferent engineers at various companies
over the next 6 months to try and come
up with the final product. Depressed and
frustrated by lack of progress, he went
out and bought some machinery , in-
stalled it in his garage and within a
couple of weeks had refined his concept
enough to adapt a full kit—using not tube
as he had done before, but a steel chan-
nel. The kit was completed in March this
year, using existing shells, but fitted with
the SSS method.

Having been drummer with the resi-
dent Warren Carr band at St George
Leagues Club for 19 years, Don had a
perfect opportunity to test the drums in
action, under various demanding condi-
tions. He was still putting the finishing
touches to the accompanying gadgets he
had designed (invented for the steel chan-
nel fitting,) when Cleo Laine arrived in
town, together with her drummer Kenny
Clare. Kenny, himself the inventor of a
resonator insert for drums, (which gener-

Above: The "spurs" for the
bass drum; the improved na-
ture of levelling, by using two
"legs", makes these a very
stable form of securing the
bass, and stopping the natural
forward "creep" during play.
It is also very simple to f i t .noon at home. As is his habit, Don
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ally aimed in the same direction as Don's
idea) was amazed. He went back to his
hotel that night and immediately rang
drum maker Slingerland at their head of-
fice in Chicago. Next morning, Don got a
call from Larry Linkin, their Product
Manager, to say Slingerland wanted him
in Chicago, "to see this thing"— first.
Now.

But Don did not take up the invitation.
Instead, on the advice of Charles Smith,
the President of the Inventors' Associa-
tion, of which Don is a member, he de-
cided to go on a world trip at his own
expense, to show his new invention to
the major drum manufacturers personal-
ly. They would all get an equal chance to
show their interest.

"There are only 8 or 9 major drum
companies capable of producing the SSS
in a viable manner," he says. "I was
convinced, too, that it couldn't be sold
except by physically showing them."

He took the full prototype kit (at a cost
of over $1000 in just excess baggage
charges); in Los Angeles he went to
Rogers, in Chicago to Ludwig and Sling-
erland, in Cincinatti to Gretsch, in Lon-
don to Premier, in Germany to Sonor, in
Japan to Yamaha, Tama and Pearl.

He had written to all of them in ad-
vance, te l l ing them his arr ival date,
where he was staying, what he was com-
ing for. Despite that, most were very
cool at first. When he rang from the mo-
tel room to try and make an appoint-
ment. Herr Link at Sonor flatly refused
to see him, saying he was "not interested
in inventions for drums".

Left: The snare
drum, showing
the internal fit-
tings butting up
against the very
edge of the skin
where there is no
vibration. This
was the first pro-
totype Don made.
The holes left by
the removal of the
usual fittings are
covered by trans-
parent tape.

Don's pedal invention for
bass drum; the insets show al-
ternate configurations avail-
able: single pedal in the cen-
ter, or at the side. The
change over from one to the
other is simplified by special
fittings.

Inventor,
Don Sleishman

But the others did see him, and when
he unpacked the kit, they were no longer
sceptical.

Don has estimated that his invention
would knock about $200 off the price of a
drum kit, reducing labor and materials
costs. It also makes the drums lighter,
and perhaps most importantly, the sound
of a drum improves notably.

Fast playing sounds much cleaner, ini-
tial response is immediate, there being
no 'lull ' in the sound wave, and the at-
tachments Don has designed for the
channels make set-up and break-down
much easier and quicker. The steel rings,
which circle the drum shell 'clean up' the
appearance of the kit, totally eliminating
wing nuts and bolts.

Very shortly, Don will make the big
decision: there is talk of him taking on
partners in a manufacturing/distribution
arrangement, which would leave him
with the complete control over his inven-
tion, and probably establish a high-po-
tential Australian manufacturing/export
operation.

But should he wish to sell the rights,
either under license or franchise, or even
sell the patent outright, he stands to
make a wealthy man of himself.

"I am tempted to try and do it myself.
I have other ideas, too, about experi-
menting with different Australian tim-
bers, and with different finishes." What
this invention does is to put drums back
into the acoustic class. And by enhanc-
ing the actual sound, changing it even, it
could have a broader musical implica-
tion. For example, the method of record-

ing drum sounds in the studio will prob-
ably have to alter, taking into account
the more dynamic qualities, even at the
lightest touch, of a SSS drum kit. The
greater power and more immediate re-
sponse, will also broaden the access to
sounds by the drummer playing on sus-
pended shell drums. In fact it is feasible
to use the shells themselves as a per-
cussion instrument, as the whole unit be-
comes 'live.'

Whichever way Don's invention hits
the market, it will eventually make ordi-
nary drums obsolete.

THE CONCEPT BEHIND SSS
The basic concept behind SSS drum

fittings is simple — like many good inven-
tions. To eliminate the fittings which are
used to secure the drum skin to the shell,
Don has devised a simple ring system.
The ring around the shell is held in place
by four 'fingers' which extend through
the drum shell via four clearance holes.
Tension for the skin is achieved with ad-
justable (tuning) devices from this ring to
the head.

In the snare drum, there is only one
ring used, which is the anchor for the in-
ternal tension 'bars'. These only touch
the shell at the very edge of the drum
head, inside, where there is no reso-
nance anyway. In other words, the in-
vention revolves around a single, simple
concept: to separate the shell of the
drum from all possible deadening fit-
tings. The shell is thus given the freedom

continued on pg. 78





As the big band era drew to a close in the early forties, a new
group of musicians from various cities across the country were
gradually drawn to Minton's Playhouse in Harlem and to a host
of clubs on 52nd Street in New York City. Dizzy Gillespie,
trumpet; Bud Powell, piano; Charlie Christian, guitar; Jimmy
Blanton, bass; Charlie Parker, alto sax and many more from the
ranks of the big bands gathered at the clubs after their regular
jobs had ended to jam and work out new ideas. The term "be-
bop" (an expression used to describe a typical musical phrase)
was shortened to "bop" and soon became the accepted name
for the new style of jazz; a style born out of the need for musical
progress and evolution.

Drumming had shed much of its military skin by this time,
becoming more oriented to an orchestral conception. Gradu-
ally, the steady four to the bar which seemed important to the
swing band drummer, gave way to a more subtle punctuation
where the time was more implied than heard. Don DeMichael
has given us the following analysis: "Bebop broke one of the
last restraining links of the chain that bound the drummer to the
military tradition. The bop drummer saw no logical reason for
duplicating the steady four of the bassist . . . instead he used
the bass drum as another tone color in his expanding spectrum
of sounds. Timekeeping was confined to the top cymbal. Later
the hi-hat, sharply closed on the afterbeats, was added as a
timekeeping device."

It was almost as though the combined influences of Cozy
Cole's independence, Jo Jones' subtle elegance, Davey Tough's
cymbals and Sid Catlett's melodic conception all came together
with the bop modernists. And in keeping with this, the equip-
ment trend was soon to gravitate to smaller bass drums, larger
cymbals and the discarding of items like cowbells and wood-
blocks.

The first important drummer of the bop era was to emerge
from the swing bands of the previous decade. His name was
Kenny "Klook" Clarke. Born in Pittsburgh in 1914, Clarke was
a working professional as a teenager, later playing with Roy
Eldridge and around the midwest with the Jeter-Pillars band,
His first recordings were made with Edgar Hayes whose band
he joined in 1937, though none of these recordings indicate any
radical departure in drumming style. After touring Europe with
Hayes in 1938, Clarke joined Claude Hopkins and in 1939, be-
came part of Teddy Hill's band in which he and Dizzy Gillespie
began to integrate their ideas. Clarke was in and out of New
York with a variety of bands from 1941-42 including stints with
Louis Armstrong, Ella Fitzgerald and Benny Carter. Following
his Army discharge in 1946, he returned to New York to join
Gillespie's big band where he spent eight months and made nu-
merous recordings. The drumming here is perhaps the first in-
dication of the new concepts, not flamboyant—but perfectly
blended with the rest of the ensemble. After working on 52nd
Street with Tadd Dameron, Clarke freelanced around New
York with the important modernists and was instrumental in
helping found the Modern Jazz Quartet in 1952. In 1956, Clarke
went to Paris and has never returned to the United States.

Clarke's experimentation began much sooner than most jazz
fans realize. Clarke has said, "Freddie Green and I got some-
thing new going in a Greenwich Village club long before the new
rhythmic approach to playing drums was noticed. We'd come to
the job early . . . and work out patterns. With Roy Eldridge, I
got everything I was trying to do together. My style was just
about set at this time and Roy liked it because it seemed to fit
with the brass."

Kenny Clarke's concept was based on the utilization of the
bass drum for accents by shifting the timekeeping function to
the ride cymbal. The left hand was used for free punctuations
on the snare drum as a compliment to the right foot. In essence,
Clarke was breaking ground for the technique known as
"coordinated independence." While Clarke maintained that he
was keeping a pulse at all times, his abrupt counter rhythms
were often confusing to older musicians. However, Clarke was

freeing the drummer of his strictly metronomic role thus forcing
the bassist to share more and more of the timekeeping burden.
And his relaxed style stands out in Tadd Dameron's sextet as a
truly modern extension of the feeling Jo Jones had achieved
with the Basic band. His style was a synthesis of the numerous
approaches which had come before; the ride cymbal of Jo
Jones, the unpredictable and explosive solos of Sidney Catlett,
and the color variation of Baby Dodds.

Though the early cross rhythms may have disturbed fellow
musicians, the cymbal work became more polished and legato.
Pianist Dick Katz has said of Clarke, "He had one cymbal, it
wasn't very big. We used to call it the magic cymbal because
when somebody would sit in on drums and use his set it would
sound like a garbage can, but when he played it, it was like fine
crystal. He kept the cymbal level like a plate, and played with
short, side to side wrist motion. It was a very graceful thing to
watch."

Drummer Roy Haynes has noted, "Klook would be playing
single beats but you'd get a continuity. You still got the feeling
of dinx-ding-da-ding.''

And Dizzy Gillespie once commented, "Klook played drums
just the way I would have played them if I played drums."

The following is a brief example of the coordinated indepen-
dence style first utilized by Kenny Clarke.

There were other somewhat lesser known, but nonetheless,
important drummers who were active in the early bop period.
One was Tiny Kahn. Born in New York, Kahn played with
Georgie Auld, Boyd Raeburn, was a key figure in Chubby Jack-
son's 1949 band and later worked with the Stan Getz quartet.
Kahn has been considered by many as one of the most capable,
yet underrated jazz drummers in bop. Mel Lewis remembers
Tiny Kahn:

"Tiny and I hung out together a lot in New York during the
forties. I've always been grateful I had the opportunity to know
him. We got along well because our drumming concepts were
quite similar. We were both advocates of the small group ap-
proach to big band playing. Tiny played basically the same with
Stan Getz's small group as he did with Chubby Jackson's big
band. He had the flexibility to compliment whoever he was
playing with. He had a light bass drum attack, used the whole
spectrum of the drum set, and played with simplicity amidst this
constant subtle motion. His style was truly a combination of
Davey Tough, Shadow Wilson and a more simplified Max
Roach. It's unfortunate he was taken from us at such a tender
age. Tiny was an extremely musical player—a real listening
drummer."
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Shadow Wilson was another excellent big band drummer,
equally effective with smaller combos. Wilson worked with Earl
Hines, Erroll Garner, and Thelonius Monk until his death in
1959. Though not a modernist in the true sense of the word,
Wilson did fit in admirably with all the groups in which he
worked.

Drummer Denzil Best was also a part of the Minton's scene
working with Coleman Hawkins, Chubby Jackson, George
Shearing and later with Artie Shaw and Erroll Garner. Best's
masterful brushwork was a significant factor in the success of
the unique George Shearing sound of the forties. He is equally
remembered for his distinctive compositions, many being re-
corded by Coleman Hawkins, Fats Navarro, Miles Davis and
Thelonius Monk. Denzil Best died in New York City in 1965 at
the age of 48.

Though Sid Catlett and Kenny Clarke were extremely in-
fluential figures in the formation of the new bop drumming style,
perhaps the most important drummer since Krupa was a man
whose basic style grew from both of the above-mentioned play-
ers. This was Max Roach. Taking the basic conceptional tools,
Roach fashioned his own way of playing. Where Clarke was the
link and the groundbreaker, Max was the great elaborator of the
concept, bringing a great deal more complexity into play and
eventually becoming the perfect accompanist for the new musi-
cal conceptions of Bud Powell, Dizzy Gillespie and Charlie
"Bird" Parker. Roach literally set the standards for bop drum-
mers.

Born in North Carolina in 1925, Max Roach grew up in
Brooklyn, New York and took up drums in 1935 after being
introduced to the instrument in school. Max has said regarding
those formative years, "Jo Jones was the first drummer that I
heard who played broken rhythms, which after I listened to it
over and over again, really helped me most until the time when I
heard Kenny [Clarke]. A lot of people did a lot to inspire me.
Chick Webb was a tremendous soloist, and O'Neil Spencer im-
pressed me quite a bit. There was Sonny Greer and Cozy Cole,
and Sid Catlett who incorporated this hi-hat style and the ride
cymbal style. And then I heard Kenny. He exemplified person-
ality, he did more with the instrument. Not that he overdid, but
he seemed to get more out of it. It meant more. It affected me."

After graduating from Boys High School in 1942, Roach
worked at Kelly's Stables where Coleman Hawkins was fea-
tured. He was soon to have his first opportunity to record after
being hired by Dizzy Gillespie and Oscar Pettiford for a job at
the Onyx Club in New York in 1944. He later worked with Ben-
ny Carter, but returned to New York for his memorable engage-
ment with the Parker-Gillespie quintet at the Three Dueces and
later with Charlie Parker and Miles Davis. He continued to
build his reputation on 52nd Street through 1946, playing with
Allan Eager, Dexter Gordon, Coleman Hawkins and J. J. John-
son among others. When Charlie Parker returned to New York
in 1947, Roach became his regular drummer. Commenting on
that period Roach said, "Bird's approach demanded new
drumming concepts. He set tempos so fast, it was impossible to
play a straight Cozy Cole four style, so we had to work out
variations."

It was Roach's playing on the Savoy and Dial recordings be-
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tween 1947 and 1949 which were to make him the most widely
imitated and influential drummer to emerge from the bop era.
His use of the ride cymbal to establish a more legato rhythmic
feel was emulated by countless drummers the world over. His
accents, always propelling, created patterns that had never
been played before, and his solos were logical, economical and
a giant step towards a more melodic style. Where Catlett, and
others, had thought in terms of two bar phrases, Roach worked
more with four bars giving his solos a marked internal balance
and a melodiousness highly reminiscent of Catlett.

In the early to mid-fifties, Max toured Europe with JATP, led
his own quartet in New York, spent six months at the Light-
house in Hermosa Beach, California, and finally went back to
New York where the Roach-Clifford Brown collaboration was
made. It was a collaboration that was to be one of the most
swinging and successful in jazz history but brought to an abrupt
halt with the untimely death of the groups pianist Richie Powell,
and the legendary Clifford Brown in a tragic automobile acci-
dent in 1956.

Since that time, Roach has gone on to lead highly successful
jazz groups, to teach at the University of Massachusetts, and to
become actively concerned with the position of blacks in Amer-
ica. His Freedom Now Suite, winner of the first prize at the
International Film Festival in Locarno, is among the most grip-
ping extended compositions of the past two decades.

Max Roach is also accurately credited for breaking down
more rhythmic barriers than any other drummer in the history
of jazz. He has successfully utilized devices such as superim-
posing 6/4 on 4/4, and groups of five quarter notes in opposition
to four. Roach was one of the first to record in 3/4, 5/4 and 7/4,
and his explorations in time and compositional abilities are
combined in the LP It's Time. His solos have been, and contin-
ue to be, virtual masterpieces of melodic imagination and rhyth-
mic inventiveness maintaining his position as one of the fore-
most leaders among contemporary drummers.

Of the many drummers to come out of the Max Roach school,
Roy Haynes was one of the most important. Born in Roxbury,
Massachusetts in 1926, Haynes played in Boston with Sabby
Lewis while still a teenager. He later worked with Luis Russell,
Lester Young, and by 1949 was appearing on 52nd Street with
Kai Winding. He worked with Charlie Parker from 1949-50 and
when asked how it was to play with Bird, Haynes remarked,
"Like with Pres [Lester Young], the drums seem to play them-
selves."

He spent 1953-58 in vocalist Sarah Vaughn's backup trio and
continued into the sixties working a variety of jobs with Phineas
Newborn, Miles Davis, Lee Konitz, Kenny Burrell and John
Coltrane, subbing for Elvin Jones.
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Greatly influenced by Clarke and Roach, Roy Haynes has
been called a latter day Jo Jones in respect to his superb taste
and versatility. As a soloist he is energetic and powerful, dis-
playing a commanding technique.

"I feel close to Max, but closer to Klook," Haynes once re-
marked. "We rode uptown on the subway once and he told me I
was the only young drummer who was swinging. It was a great
compliment."

foundation of his style by the time he heard Max Roach, and
though he incorporated the new concepts, he always main-
tained his individuality. After a stay with the Stan Kenton band
from 1947-48, Manne toured with JATP till 1949, worked with
Woody Herman in the same year, and rejoined Kenton from
1950-51. Settling in California in 1952, he has since become one
of the most in-demand and successful drummers on the Los An-
geles studio scene. Manne has performed on literally more than
half of the hundreds of jazz recordings to come out of the L.A.
area. Throughout the years Shelly Manne has established him-
self as one of the most tasteful, swinging and inventive drum-
mers in jazz. Always a colorist, he has made wide use of tonal
effects and shown great concern for melodic drumming. He has
even been known to tune his drums to a definite pitch to play a
melody in the true sense of the word. Despite his active studio
schedule, Shelly Manne still continues to be a dynamic voice in
modern jazz. The following is an eight bar transcription in the
style of Shelly Manne.

On the big band scene of the forties, Davey Tough (covered
in Part 2) was making heads turn by way of his dynamic playing
with the Woody Herman band. In 1945, Tough was replaced by
Don Lamond from Oklahoma City. Lamond had played with
Sonny Dunham and Boyd Raeburn. He remained with Herman
until the band's breakup, but played again in the famed 'Four
Brothers' Herman band of 1947-49. Lamond was soon to estab-
lish himself as one of the most superb big band drummers of the
late forties, carrying on the tradition carved out by Catlett,
Jones and Tough.

While the great bulk of pioneering jazz activity was flourish-
ing in New York City in the forties, two more extremely impor-
tant drummers obtained their formative training on the 52nd
Street scene and later became the mainstays of the west coast
brand of jazz during the fifties, often referred to as the 'cool
school.' They were Stan Levey and Shelly Manne.

Levey was born in Philadelphia and had played there with
Gillespie in 1942. He worked again with Dizzy at the Onyx in
New York in 1944 and went on to play with most of the impor-
tant musicians of the era including Georgie Auld, Charlie Ven-
tura, Woody Herman and Charlie Parker. In 1952, he joined the
Stan Kenton band, leaving in 1954 to become part of the famed
Lighthouse Allstars at Hermosa Beach, California. One of the
few prominent left handed drummers, Stan Levey was an in-
fluential bop player and a key graduate of the Max Roach
school.

The west coast brand of jazz has often been referred to as
"neo-bop," a melodic means of expression utilizing exotic fla-
vorings and brilliant tone colors. Gathering its momentum in the
early fifties, 'cool' drumming was not marked by the simplicity
of few notes, but the complexity of odd groupings and intricate
combinations of snare, bass, tom-tom and cymbal tonalities.
Shelly Manne was the ultimate founder of the school, pushing
back tonal barriers with his expert use of brushes, mallets fin-
gers and silver dollars.

Manne was born in New York in 1920. His first professional
job was playing on ocean liners to Europe and between voyages
he frequented 52nd Street and was greatly influenced by Dave
Tough. He entered the Coast Guard in 1942 and was stationed
in Brooklyn enabling him to stay in close touch with the devel-
opments on 52nd Street through 1945. Manne had formed the

Following in the tradition of Manne by way of his great inter-
est in tonal experimentation and impeccable taste was Chico
Hamilton. A student of Jo Jones, Hamilton worked with Lester
Young and as Lena Home's drummer on and off for six years.
The first Hamilton quintet was organized in 1956 with the un-
usual jazz instrumentation of bass, drums, guitar, cello and
reeds. Always open to new and unique forms of musical ex-
pression, Chico Hamilton's music and drumming reflected both
classic refinement and an adventurous musical spirit throughout
the fifties.

The fifties big band scene saw the intelligent and sophisti-
cated stylings of Sam Woodyard, a major force with the Duke
Ellington orchestra. And Count Basie, who had been through
several players since Jo Jones, found one of the most com-
pelling and pulsating drummers to ever sit in the driver's seat of
a big band in Sonny Payne. Butch Miles, ex-Basie drummer has
remarked, "Sonny was one of the greatest big band drummers I
ever saw. He played with fire, enthusiasm and intelligence.
When Sonny was right, I don't think I ever heard another drum-
mer sound so good."

Another of the great all-around players to achieve his early
training with the big bands was Louie Bellson. Bellson had
worked with Ted Fiorito, Benny Goodman and Tommy Dorsey
in the forties. In 1951, he left Harry James to join the Duke
Ellington band and was credited with revitalizing Ellington's or-
chestra during his stay from 1951 to 53. Bellson, an extraordi-
nary technician with an explosive and dynamic solo style, is
noted for his razor-sharp timing and aggressive propulsion of
the many big bands and small groups with which he has worked.
The first to successfully utilize double bass drums after conceiv-
ing the idea in 1946, Louis Bellson has since taken the technique
to an extremely high level of proficiency.

As the mid-fifties approached, another branch of jazz loosely
referred to as 'hard bop,' began to pervade the scene. Hard
bop, characterized by daring accent shifts and a fierce, relent-
less energy, was a style common to a host of drummers during
this period though the originator and trend setter was drummer
Art Blakey.

Originally from Pittsburgh, Blakey was a respected player
from 1939 when he joined the Fletcher Henderson band. After
working with Marylou Williams and his own group in Boston in
the early forties, he joined the legendary Billy Eckstine band of
1944-47 which also included, at various times, Dexter Gordon,
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Martin Cohen, president of Latin Percussion, Inc..
dons a strange bow tie for this photograph, (far left)

Angela Marchione. supervisor of the Latin Percussion
manufacturing plant, holds the Torpedo, a guiro that
can he played with a scraper or by shaking it. (left)

The Black Beauty cowbell is stamped with the LP em-
blem and shaped prior to being painted, (below)

The brackets for LP's timbales are cut by this ma-
chine, (above)

Attaching handles
to the Afuche.
(left)

Machine puts the
curve into the
Black Beauty cow-
bell. (right) 

Reinforcing the
inside of a conga
drum with woven
roving and liquid
resin for added
durability. (below)

Worker welds two
pieces of metal
together to make
LP's Agogo Bells.
(left)



Story and Photos by Karen Larcombe

Located in the semi-residential area of Bergen County, New
Jersey, Latin Percussion, Incorporated has established new
roots. With two new manufacturing facilities, plus the main
headquarters in Garfield, Latin Percussion's growth has shown
the music world how good products, hard work and dedication
can pay off.

The president of the LP empire is Martin Cohen, recently
dubbed "King of the Bongos" by People Magazine. I liked Co-
hen immediately. Avoiding non-committal answers and flowery
diatribes, Cohen gave a straightforward appraisal of the failure
and success that he has encountered. Cohen also possesses a
sense of humor that becomes particularly evident when he
basks in the irony of being Jewish and a legend in the realm of
Latin music.

KL: I'd like you to begin by giving a brief history of the compa-
ny.
MC: The company began as an outgrowth of a musical interest
of mine. I first became exposed to Latin music in the late 50's. I
was graduated out of CCNY (City College of New York) as an
engineer and worked at it for awhile, but I never did enjoy it. I
was always at odds with the bosses. I was always getting fired.
The Cuban embargo, created a need for products that were
formerly made in Cuba. With my interest in Latin music I got
involved in manufacturing that which was not available in
America, but that musicians who I enjoyed being next to very
much needed. My first product was a bongo. At that time, Latin
music was at a high point. Since then, it has declined and has
never regained the status that it had, which was because of the
cultural interchange between Cuba and America.
KL: How did you actually start the manufacturing business?
MC: By just making drums in the basement. When I first gradu-
ated from college, I lived in an apartment in the Bronx. One of
my ambitions after making the bongo in my apartment or having
people make parts for me, was to have a basement to work in.
As soon as I got a house. I set up a shop in the basement from
which Latin Percussion, Inc. was born. There was never any
money around. Whatever money was made from the bongos
went into the purchase of the tools and materials. That creation
had to depend on simplicity of design because the equipment I
had at my disposal was minimal. The most profitable inventions
that I created have been based on simplicity because I just
didn' t have the means to make anything complicated, like the
Vibra-slap.

Things grew from there. We moved to a sort of garage/ware-
house behind someone's house, to another facility, to finally
this building (in Garfield, New Jersey). We were in our last fa-
ci l i ty for 10 years. Then we bought this building. It's over twice
the size. The company has been in a state of constant growth.
KL: How did you first become interested in Latin music?
MC: I first heard Cal Tjader at Birdland and he had a Latin thing
going. Monday nights they had Latin jam sessions. That's when

the seed was planted. A lot of people try to get metaphysical
about why I've been so constantly devoted to Latin music.
They try to find blood lines and heritage. People talk about rein-
carnation. It's a mystery to me why I'm so devoted to this mu-
sic and feel comfortable with i t . There are people who come
from different ethnic backgrounds—get involved with outside
cultures but never really assimilate to it. Never really feel com-
fortable within the culture. Do you know that I can't speak
Spanish. It 's embarrassing.
KL: You actually formulate all the ideas for the instruments?
MC: To date, yes. But I've always fed off of musicians. My
background was not a musical one so I had to learn from those
around me. There are some people, whose names I won't men-
tion, who are hostile to me for having achieved financial success
with their knowledge. When I was a nobody, they may have
told me something that was helpful to me. I had to gain knowl-
edge of instruments, but I invented the Vibra-slap which is an
imitation jaw bone, without having ever seen a jawbone. It was
on a Cal Tjader album. I remember hearing what it would sound
like. Somebody implemented a jawbone and made it part of the
music. I went one more step and created an invention that simu-
lates the sound. I didn' t originate the sound. Just the invention
that simulates the sound. The Cabasa was made out of a gourd
or coconuts with wrapped beads that was on a lattice of wire
and very frail. It broke easily. I didn't invent the sound, but I
made a new sound and a new invention, though the original idea
belonged to someone else. In terms of growth, either musically
or whatever, you always grow on someone else's creation.
Louis Armstrong had to listen to someone.
KL: Where do you obtain the material to make your in-
struments.
MC: All the materials we use are readily available, not esoteric.
KL: Latin Percussion's slogan is "The Leader". Why do you
feel you are the leader?
MC: Because when I got involved with Latin music, it was just
dancehall music. And Latin instruments only appeared in
dancehalls. I know one black artist. Specks Powell who worked
with the Ray Block Orchestra. He was the first percussionist to
open my eyes to what else was outside the dancehall. He played
bongos with sticks and mallets and was able to read. That was
important because no Latin percussionist except Willy Rodri-
guez knew how to read. Rodriguez was another studio person
who brought Latin instruments to other areas of music. But
there wasn't that much of i t , as compared to today where with
popular music all you have are Latin instruments or things of
that coloration. African instruments are well used in a popular
idiom. In order to survive, because I realized I couldn't get
along in a normal job, I always faced the fact that the cowbell
had to pay the mortgage. I always pushed toward making it
more universal. I was also early involved with the Flexa-lone,
which is an instrument that goes back to classical music. I got
involved with making this for Carroll Bratman of Carroll Sound.
And I realized that this had to go around to more than sym-
phony orchestras. I was trying to push it into a popular idiom.
And many years of fruitless effort during the rock scene. I'd be
bringing it to people I never heard of. But the significant thing is
that Latin musicians generally speaking, laughed at me when-
ever I showed them one of these extractions from another cul-
ture, like the Flexa-tone. Other musicians, like Specks Powell,
appreciated the potential to add to his own worth when he went
into a studio and was asked to do something, because he could
pull out something other than maraccas and guido. Latin Musi-
cians weren't into that. There was a falling apart between
Specks and myself which to this day I regret, because he pulled
my coat in the right direction as far as paying the mortgage. To
make the products more universal. The whole rock and roll pe-
riod of screaming guitars was my period of investment. I had to
wait that out. If you think back there was no significant use of
percussion during that period. There was a record out during that
period called "Green Tambourine" which to my knowledge.



was the first popular realization of the Vibra-slap. It started in a
very slow way this movement of formally Latin and other cul-
tural products into a more popular idiom. Latin music was just
ghetto music. It just reached neighborhoods of people. It was
regional. It was very slow. All that time, I was dealing with a
specialized kind of music. Getting a little bit international which
having come from nowhere was a very exciting experience for
me.
KL: What would you say was your peak period thus far?
MC: I have not had my peak period yet. That's yet to come.
Outside of the New York area, there are people with percussive
interests who are still not aware of the instruments we manufac-
ture. I think it's limitless. I also think there is hope for Latin
music, but not much. Schools do not perform Latin orches-
trations because there is no material. I was trying to work with
Tito Puente on assembling a folio of Latin orchestrations for
trumpet, trombones and saxes. I spent quite a bit of money put-
ting this together with the hopes of using it for radio broadcast
in Europe. It's such an effort to achieve what seems like it
should be an easy thing. There are a lot of interesting folios and
charts from different bands like Machito, that would be very
interesting to people out in the Midwest. There are a lot of
school orchestras but no material to play. It would be very in-
teresting to me because I would sell more of my instruments. I
have an orchestra now with no material for Latin, so that Latin
instruments don't have a righteous place there. In the studio
where certain percussionists were well employed, when they do
work, they come in with a bag of toys, there are no written parts
for them to play. It's their own invention that creates their
need. If you get someone who isn't terribly talented, but wants
to perform, if there's nothing written, there is no application for
the products that we make. As more and more people become
aware of this kind of music, the kind of instruments we make,
the more opportunities I have to grow.
KL: What has happened with your recording division?
MC: It has drained Latin Percussion, financially. Up until re-
cently, we had a separate staff of people involved with the rec-
ord business and not only the record business but the tours and
clinics of the Latin Percussion Jazz Ensemble. They did 3 tours
in 1979, twice to Europe and once to Japan. That, coupled with
the records we produced—I have an 16 track studio in my
house—is very burdensome to us because my first outlet would
naturally be the Latin scene. Well, they turned a deaf ear to me.
There is only one radio station in New York of significance to
be able to sell Latin records. The director of that station, for
whatever reasons, refuses to play my product. He doesn't like
my product. My product features some of the finest talent in
New York, the talent that makes up all the bands in N.Y., Tito
Puente, Patato, who is the grand master congero of all time.
I've done so much to advance the status of Latin music more in
keeping with Latin people's direction and I have not been able
to get a fair airing on the radio. The recording end now is being
integrated in this one facility with it being run by Ricardo Ma-
rerro. Richie is able to take care of product design and artist
liaison. He can also do a lot of technical work in the recording
studio. There's no longer a burden where the recording is con-
cerned, making it possible for us to stick around where other
companies would depend solely on the success of the records or
fail. I'm really starting to recover financially from the recent
misdeeds of the past.
KL: Will you continue with recording?
MC: I've just purchased a 16 track MCI machine with full DVX
that was $31,000. That's a very substantial sum. I've no choice
but to keep it up. I just can't let something like that sit around
and I hate to take a loss by selling it. It's also the fact that the
studio is in my home. I do my own radio commercials and I
hope we can get into other people's commercials and do some
jingle work.
KL: Do you publish method books?
MC: Yes.

KL: How is that financially?
MC: As bad as the products I publish. The stuff isn't selling.
There's nothing. All I do is pay out royalties to the composers
and nothing comes in. It's just a drain. But if it was published by
someone else, I would have to pay twice as much. The products
I publish are unsuccessful but they're good. They will someday
stand as classic material, but how many people have you been
able to say that about who are not around anymore because
they couldn't stick around. After someone's business falls
apart, people say, "Wow that was some hip shit they did." But
nobody was there to support it. I know the products I have
supported and made will in time be looked upon that way. But I
think we will be able to deal with the time factor by being con-
stantly profitable, and ever growing in our drum business. For
example, with the artist Patato, to me he is the greatest of them
all. There is no conga drummer in the world that can do what
this man does. And I'll say that in front of a conga drummer.
Everybody knows he's the baddest around. Including himself.
He's a pain in the ass. He drove me up the wall in Japan. I
swore I'd never talk to him again. But he's still the baddest
there is. I've put him into a more international spotlight. I
haven't sold that many products, but they've gone to the key
musicians around the world who consider it essential listening
to be complete percussionists. You must know what Patato
does. You cannot be complete without knowing it. To some
people, he scares them. Airto for example. Everybody knows
that Patato is my boy. When they see Patato, they associate him
with me. At the Beacon Theatre, Airto was playing some stuff
that the audience did not relate to. It was a Latin audience.
Patato walked on the stage and started playing congas. Airto
had to leave the stage. I have this on film. Patato embarrassed
him. He couldn't play next to Patato.
KL: How was the jazz ensemble received abroad?
MC: It was received especially well in Europe. Standing room
only crowds. Sweden, Denmark, Holland, and Belgium, the
music seemed to be missed there. I thought they were looking
for Latin jazz. Women from the audience would get up on the
stage and dance. In New York, you have to knock them over
the head. These are very gentle people who were just overcome
by the music. There were nice halls that the ensemble per-
formed in. In Japan, the music was more alien. There are really
no Caucasians there, all Japanese people, very few outsiders. So
this type of Latin music was not very popular at all.
KL: Do you see more set players gravitating towards Latin per-
cussion.
MC: It seems that way. I would say yes. From traveling around
and checking out the conventions, like the NAMM show. There
are always professional musicians that come through and like to
talk to me. The indication is that they are taking to it. I like to
think that I've legitimized the conga. It was something that had
no respectability. I remember Ralph MacDonald telling the sto-
ry of getting into a cab with his congas. This guy is making more
money than he knows what to do with. The cab driver said to
him, "Gee I really feel sorry for you having to make your living
that way." The cab driver was obviously a remnant from the
past. Now you look at TV and they put the conga drummer
upfront. It used to be that the guy would play on the front stoop.
I think that since it has achieved respectability, more people in
white areas will pick up the conga drum because it's cool. San-
tana has given legitimacy to the conga drum.
KL: Do you think that people not born into this music can be
successful with it?
MC: They can gain a certain proficiency, yes. But to be bad?
No. I've seen the baddest European conga drummers. The bad-
dest west coast conga drummers. They do not have what comes
out of New York. New York is a crazy place to live. People are
constantly struggling for a middle class lifestyle in New York.
There's the energy of the close proximity of so many ethnic
groups. Because of the energy, people who come from the East





by Scott Kevin Fish

I remember being s l i gh t l y nervous
about meeting Roy Haynes. He and I
had spoken with each other on the tele-
phone a few times and I'd just seen him
perform the week before at a Long Is-
land jazz club. It was an interesting for-
mat. Roy Haynes on drums, Marcus Fio-
rello on guitar, and Dave Jackson on
bass. I'd seen the same trio a year before
in the same club and they were incred-
ible. Their music ran the gamut of emo-
tions and it was always swinging. There
was Roy Haynes sitting through it all,
eyes closed, head tilted upwards behind
a five-piece set of red Vistalite drums.
Relaxed concentration.

At Roy's home we sat at the kitchen
table and discussed the interview. He
handed me a souvenir booklet printed by
the Boston Jazz Society entitled, "A
Tribute to Percussionist Roy Haynes."
The occasion was Roy Haynes Day held
in Boston. I opened the cover and read:
"Roy Haynes' contribution to music, for
more than 30 years, can best be illus-
trated by mentioning the many jazz art-
ists who chose Roy to accompany them
in the development of modern music-
Lester Young, Charl ie Parker, The-
lonious Monk, Sarah Vaughan, John
Coltrane, Billie Holiday, Stan Getz, Son-
ny Rollins and Kenny Burrell. In addi-
tion to these, many other renowned mu-
sicians have collaborated with Roy to
make recordings now considered clas-
sics. Dur ing recent years , Roy has
created an even larger following through
world-wide appearances and recordings
with his own musical group."

I asked Roy if he'd begin by telling me
something about how he first got inter-
ested in drums.

"I am a natural drummer, first of all,"
he said. "There are some people born
and whatever gift they have from God,
it's natural. Ever since I can remember I
was beating out rhythms. In my mother's
dining room I used to pick up the forks
and spoons and drum on the dishes," he
laughed. Roy's parents were from Bar-
bados. I started asking if he had any
formal lessons as a child. Roy caught me
mid-sentence and said, "No. That's
what I mean by being natural. I was play-
ing all over the walls in my house. I re-
member finding a pair of drumsticks in
the house when I was 7 or 8. They had

belonged to my older brother Douglas.
He's not living now, but he graduated
from the New England Conservatory of
Music. He had genius-like qualities. I
won't say he was a genius, but he fooled
around with guitar, ukulele and trumpet,
and had all the instruments. I think when
I found the sticks they were already
taped up. In those days when you broke
a stick you would tape it up. I remember
drumming with the sticks all over every-
thing. I had never had a drum or any-
thing at that time so I just kept going
from that."

As a young man, Haynes worked the
New England area in numerous clubs
and with a variety of people, among
them Phil Edmond, who led an 8 or 9
piece combo that played 'shows and
shake dances.'

"In the summer of 1945, I was work-
ing at Martha's Vineyard, I got a special
delivery letter from Luis Russell (band-
leader) that was sent to the black musi-
cian's union. In those days, they had a
black union and a white union in Boston.
He asked me to join his band. I sent Luis
Russell back a telegram stating that I was
interested in jo in ing his band , but I
couldn't join unti l after Labor Day. He
said I'd be playing places like the Apollo
Theater, The Savoy Ballroom and dif-
ferent theaters throughout different cities
in the U.S."

Roy recalled, "I used to go to New
York before I joined Luis Russell. My
brother Vincent got drafted and he was
coming from New Jersey for a leave. I
don't remember exactly what year. That
may have been 1943 or 1944. My father
and I, and my brother's wife would go to
New York to see him. The first thing I
did was go to 52nd Street and when I got
there, I saw so many people! Ben Web-
ster! Art Tatum! Billie Holiday! Don
Byas! I flipped out. I had never seen any-
thing like that. So, I fell in love with 52nd
Street. Some of the people had known
me because groups used to go to Boston
from New York in need of a drummer,
and most of the time they found me. I
knew people like Coleman Hawkins and
Don Byas a little. I wasn't exactly a
stranger to them. But, 52nd Street was
like a dream."

Roy worked with Luis Russell from
1945 to 1947 when he quit to join Lester
Young. Some time after that, Lester
Young was hired by Norman Granz to go

on tour with his Jazz At The Philharmon-
ic series. The JATP was very popular in
the 40's and 50's for showcasing some of
the best jazz artists. One of the short-
comings of the JATP was that Granz
would hire musicians who were primari-
ly from the Swing Era and musicians pio-
neering bop and do a mix and match with
music ians . For instance even though
Lester Young had his own band, the
band was not hired. Young would be
hired and be expected to use a rhythm
section made up of other JATP musi-
cians. The d rummers were pr imar i ly
Buddy Rich , Gene Krupa and Louis
Bellson.

While Lester Young was gone, Roy
freelanced extensively.

"When Lester Young started his
group back after his thing with Philhar-
monic, I didn't go back with him. I was
too busy. I was making record dates with
a lot of the cats and the Fall of 1949 was
when Miles Davis started his first group
and I was part of that!"

Musicians that were fortunate enough
to have been on the scene when 52nd
Street was in full blossom always have
fond memories of the jam sessions that
used to go on after hours. Although they
were sometimes referred to as "cutting
contests," Roy stressed two points.
First, that it was rare for two drummers
to be on stage at the same time for a
number of reasons. One of them, he said,
was because it wasn't uncommon to find
that two drummers didn't even have two
full sets of drums to play on! So, the
"cutting" was usually done by horn or
reed players. Second, Roy stressed that
there was always a lot of love on the
bandstand. Jam sessions gave young mu-
sicians especially the chance to play with
great musicians and the opportunity to
master their craft in a trial by fire situa-
tion.

"I used to sit in a lot," Roy said. "But
they would have to know you, or know if
you could play. Anyone couldn't just
come and sit in. If you did, it would
probably be pretty embarrassing because
in those days they had things that they
would put you through. If you played a
horn they would play a song and take it
through all the different keys. If you
didn't know your horn or you couldn't
deal with it, you'd have to get up, leave,
or be embarrassed, or they'd just blow
you off the stand! If you were a drummer

P
h

o
t
o

 b
y
 R

i
c
k
 M

a
t
t
i
n

g
l
y



and you couldn't play, then maybe they
would play fast or play a slick arrange-
ment."

Two of Roy's earliest influences were
still very active when he came to New
York. They were Jo Jones and Big Sid
Catlett.

"As a teenager, when I started I was
into Jo Jones. That was automatic. In
fact, the Boston Jazz Society asked me
about different people that I wanted to be
there for Roy Haynes Day. The first one
I named was Jo Jones. Jonathan "Jo"
Jones, and he was there which really
made me feel good.

"Sid Catlett I loved because he was of
that same feeling. Probably a Kansas
City feeling. I met Sid when I arrived in
New York. I had seen him in Boston, but
really got to know him around 1950. I re-
member I bought my first car and had the
privilege of driving Sid Catlett home one
night."

Besides a "natural" ability to play
drums, Roy Haynes has a multi-faceted
foundation. That talent may have always
been there but Roy has played drums in
some surprising musical situations. We
were tossing around different styles of
playing and I asked if he had any Dix-
ieland experience.

"I had played with Dixieland cats in
Boston before I went to New York,
Barney Bigard and Art Hodos. So, I was
very familiar with that. They had the
Harvard Jazz Society in Boston and they
were involved with a lot of Dixieland
music. I use to play gigs with them.
Maybe two "allstars" would come in
from New York and they would get the
rhythm section in Boston. People were
always looking for me so I had sort of a
head start.

"Then I got that big band experience
by playing with Phil Edmond. We were
playing a lot of shows and he had a lot of
hard music. I could read music better
then than I can now. I learned to read
music at the Boston Conservatory. What
I learned wasn't called 'reading' music.
It was called 'spelling.' We could spell
certain phrases. Certain things we'd look
at and know what they would mean. A
certain beat, or certain rests. I'd know
how much to fill in that particular rest
and lead up to the syncopated rhythm
that was written. These things I could
just tell and then I would feel them out.
And, I had very good ears. So, between
the two I was a good big band drummer.

We spoke a lit t le bit about Roy's gigs
with Charlie Parker, but he said he was
saving a lot of his memories for a book
he plans to write. He spoke a little about
what it was like working in those days.

"You didn't get a gig for a weekend,
like two days at The Gate. It wasn't like
that. We'd stay at a place a week to three
weeks, sometimes seven nights a week
and five sets a night! At least four or five.

Sometimes if the music was so good we
were p lay ing after 4:00 am and the
people would s t i l l be there! Anothe r
thing was that musicians really didn't
work steady. When I was with Bird, he
would go to Chicago, Detroit or some-
where else for a week. That next week,
we d idn ' t necessari ly go. The band
would come back home until Bird got an-
other gig. So, I started working with oth-
er people in between Bird's gigs."

I thought about all of the great drum-
mers that came out of that era, like Art
Blakey, Max Roach, Kenny Clarke—and
I asked if there was much of an exchange
of ideas between them.

"Well, I guess there was a certain
amount of that. I knew Art when I was a
teenager before I went to New York. I
didn't know Max well, but we became
pretty close." Roy paused for a minute
in thought, then continued, "First of all,
in those days there were less drummers!
There were less of us. I remember in
1950 they were trying to draft me into the

"THERE WAS A LOT OF
LOVE ON THE BAND-
STAND. A CLOSENESS, BE-
CAUSE IN THOSE DAYS
THERE WAS LESS MONEY
TOO. SOMETIMES THAT
HAS A TENDENCY TO MAKE
YOU STICK TOGETHER.
BUT MONEY WASN'T OUR
CONCERN. OUR CONCERN
WAS MUSIC."

Korean War. I was playing at Birdland
with Charlie Parker and I had just bought
a new car. People were telling me later
that when I had to go down to the draft
board, there was one drummer saying,
"Well, If he goes in the Army I ' l l take
his car.' Another drummer said, 'Well,
I ' l l take his gig with Bird.' None of the
guys you named though," he cautioned.
"Those others were younger players.
But, there was a lot of love. We were
closer together. We saw more of each
other in those days.

"There was a lot of love on the band-
stand. A closeness, because in those
days there was less money too. Some-
times that has a tendency to make you
stick together. But, money wasn't our
concern. Our concern was music .
Around that time a lot of musicians were
leaving the big bands to try to stay
around New York. Na tu r a l l y , they
wouldn't make as much money, but they
wanted to sacrifice just to get with their
instrument and play with different
people. Today it's vice versa. A lot of
people want to get with a band so they
can go on the road!

"The guys that l ived in California
wanted to go to New York. That's vice
versa now. The challenge and the charis-
ma have always been in New York. The
excitement. Okay, you get out to Califor-
nia and you get your paved streets, pink
homes, green lawns and it's beautiful.
Then maybe you can just get lazy. Less
inventive. Out here you get the challenge
that is gonna kick you right in the behind
and constantly keep you young."

After Bird, Roy worked with Sarah
Vaughan from 1953 until 1958. In 1958 he
was a member of the Thelonious Monk
Quartet which inc luded tenor saxo-
phonist Johnny Griffin. The mainstay for
the band was the legendary Five Spot in
Manhattan.

"The longest period I ever stayed at
the Five Spot was with Monk," Roy
said. "We'd do like 18 weeks at a time. It
was beautiful. Very interesting. I left Sa-
rah Vaughan and went with Monk, but it
wasn't for the money. How much money
could we make at the Five Spot? But, I
loved every minute of it. It was a chal-
lenge. You know it's different to play
with Monk. You can't play with Monk
the way you can play with a lot of other
people, a lot of other pianists. I don't
think a lot of people realize that. A lot of
artists think you can go anywhere and
play the same."

Did Haynes have to drastically alter
his drum style?

"On some tunes, in some instances,
yes," he nodded. "I never changed my
whole concept. I'd just make adjust-
ments, because if I changed my whole
concept I don't think they would have
wanted me then. That's why they hired
me! A lot of people try that. They take
you somewhere and you do a record date
and they want you to do something all
the way through that has nothing to do
with you."

In an in t e rv i ew I did for Modern
Drummer two years ago, Mel Lewis told
me that he recalled Roy Haynes talking
about drum concepts in the 1940's that
Elvin Jones was using in the I960's.
"Roy was the first 'out' drummer,"
Lewis said. For instance, a character-
istic of Haynes' style is the elimination
of the hi-hat playing steady 2 and 4. All
limbs become equally independent.

I mentioned Mel's comment and asked
Roy about the traditional timekeeping
role of the hi-hat. "I never really got into
that ," he laughed. "Sometime you
would make a date with somebody that
was used to that and it becomes very
uneasy. I mean, a lot of people get rest-
less. They don't want to be around you
because you're not being a slave for
them. Dig?

"Mingus use to say the damndest
thing about me years ago," he contin-
ued. "He'd say, 'Well, Roy Haynes.
You don't always play the beat, you sug-



gest the beat!' Roy smiled then said, "I
didn't know what the heck I was doing.
But I know that the beat is supposed to
be there. If I leave out a beat, it's still
there. If I'm playing 8 or 12 bar fills and I
play four and a half bars then leave out a
bar and a half, that doesn't mean I don't
want it to sound like that! But if I' m play-
ing with a horn player sometimes they
may get confused. They get hung up be-
cause I didn't fill in that bar and a half.

"You've got to use a little imagination
in there," Roy explained. "That bar and
a half still counts. I'll come out in the
right place, where it should be to make
the fill even, and the other players are
somewhere else at that point. I didn't al-
ways play the beat, which I thought was
very good. You don't always have to say
ding ding-da ding ding-da ding, you
know. It's there! So, if one of those sax-
ophone players has to depend on that,
then you know he's not right.

"You've got to have that ding-ding-da-
ding within yourself. Coltrane had it!
Pres had it. Miles has it. So, it's beautiful
to play with them, but there are so many
other people who don't have that thing
and you've got to carry them. How you
gonna be invent ive and create when
you're trying to lift them up?"

Regarding his friend Elvin Jones, Roy
said, "I always loved Elvin's concept."
The two men have known each other
since the early 50's and there was a club
in Detroit where Elvin used to play.
When possible Roy would sit in and said
that there was always a tape recorder
running at the club. "It was Elvin's gig,
and I know they had a tape recorder
there, so he knew something about me.
Now leave me alone," Roy laughed, and
that was all that he would say about who
influenced who.

It was fitting that John Coltrane chose
Roy to replace Elvin Jones both in live
performances and on record whenever
Elvin was not available. Between 1961
and 1965 Roy Haynes made some classic
recordings with the John Coltrane Quar-
tet which have just been released on a
Coltrane record called, "To The Beat of
A Different Drum." In the notes Col-
trane said, "Roy Haynes is one of the
best drummers I've ever worked with. I
always tried to get him when Elvin Jones
wasn't able to make it. There's a dif-
ference between them. Elvin's feeling
was a driving force. Roy's was more of a
spreading, a permeating. Well, they both
have a way of spreading the rhythm, but
they're different. They're both very ac-
complished. You can feel what they're
doing and get with it."

Haynes shared some of his feelings
about working with the Coltrane Quar-
tet . "Even on a ballad, when they
played, the intensity was up, up there. I
liked that feeling. Everyone was doing
their thing. No one was dependent on

one person, the way it could happen with
some groups. A lot of people depend on
the drummer. There, it was equally dis-
tributed. Even though you couldn't al-
ways hear Garrison (bassist) the way you
should, don't let him stop playing be-
cause you would definitely miss him.
The feeling was there. The intensity of
McCoy and Trane, that was really a love
supreme."

Elvin Jones is quoted as saying that
what made the Coltrane Quartet so spe-
cial is that they were all friends. Haynes
agreed. "It was there on that bandstand.
I felt it. And, it was no easy thing at that
point to replace Elvin. At that point it
was not easy. It was easy in a sense to
play with Trane, but that whole group as
one thing, each one of 'em was so impor-
tant, and to step in there, it was a serious
thing. It was probably one of the most
serious projects I was involved with at
that point.

"SOMETIMES I DON'T EVEN
WANT TO LOOK AT THEM
[THE DRUMS]. BUT
THEY'RE CONSTANTLY IN-
SIDE, ALL THE TIME. YOU
TALK ABOUT LOVE. I HAVE
IT IN MY HEART, MAN. THE
HEARTBEAT. THAT'S THE
DRUM."

"Another thing, about Trane. He set it
up where a lot of drummers could sound
good, but they might not make him feel
comfortable. I get that feeling with cer-
tain bands that Basie had. When Thad
Jones and all those guys were with the
band, (mid 50's) that band could play
without a drummer! Trane could play
without a drummer. Miles could. Gene
Ammons could play without a drummer
and they could all make it happen! I
could name a lot of people that can't and
they ' re supposed to be great. That's
what jazz is to me. If you want to use the
word 'jazz.' There's not too many jazz
players around today. Very few."

Roy mentioned earlier in the conversa-
tion that he was saving certain things for
his book. I asked him if he was serious
about writing it. "I have to do a book,"
he said. "I'm of the age where I've been
involved . I played with Louis Arm-
strong! Billie Holiday! I played with so
many different people." At the beginning
of this interview I mentioned some of the
more traditional names that Roy per-
formed with. Others were very surpris-
ing, showing that Roy Haynes is ex-
tremely versatile and open-minded. For
instance, he played with Ike and Tina

Turner. Another time he recorded with
Ray Charles and later B. B. King. I
asked Roy if he'd like to play a straight
ahead Blues gig.

"I would like to, but I did that in the
40's in Boston. There was a place called
Little Dixie in Boston. We had some
nights where we had somebody on the
show and that's what they were about.
That's what I had to do. I had to play the
backbeat. And with Luis Russell. You
ever hard of those Doo Wop groups?
Each one of them had a name: The Rav-
ens, The Falcons, The Orioles. We use
to call them the 'bird, bird groups.' I
played with the first one of them, The
Ravens. And then it was the backbeat. I
mean, heavy on the 2 and 4. That's
where rock came from."

Roy sat spinning a foreign coin on the
table top. "Do you want to talk about
drum technique?" I asked him. "I don't
know anything about technique," he re-
plied. I countered. "You mean you have
no idea what you're doing at the drum
set?" He smiled. "I probably could play
something that they don't have a name
for. But society as it is today is always
quick to name something. I never was in-
volved with that. I don't even like the
way the name sounds! Double triplet or
ratamacue," he scoffed. "I never liked
that. Maybe I play them. I probably play
a lot of them. I don't care. I told you I
was a natural from the start.

"One time I was at a clinic and some-
body said something about the matched
grip. We were doing that before they had
a name for it, in the 40's. To my knowl-
edge they didn't call it anything. I'm not
involved with the English language and
that's all it is. I go by sound. I go by feel-
ing."

How does Haynes feel about drum-
mers who want to go to school to study
drumming?

"Well, that's good," he said. "They
probably know and t h ey ' l l probably
make more money than people like my-
self. I can name some already and they
know all the terms. I never was inter-
ested in the titles and terms. You know,
that's a newer thing. Years ago we just
felt comfortable trying to play some good
music. But then we were playing mostly
saloons and clubs and a lot of the newer
players don't even want to play around
with things like that. But, I came up with
that."

Roy is a clinician for the Ludwig Drum
Company and is a favorite at sym-
posiums. He explained to me how he
bridged the gap of explaining technical
material without being technical.
"People are hungry for the naturalness
of music. There are some people coming
up today that don't even want to hear
words. They don't even want to relate to
having something written on the board.

continued on pg. 48









"I try not to use my favorite ones too much, because on the
road, they really take a beating. I keep my cymbals polished a
lot. I didn't do it for years and years and years, and it's no big
revelation, but it really makes a big difference. Every night,
those cymbals are polished and if I leave them more than two or
three nights, the tonal difference is amazing. It isn't just subtle,
but quite startling. It seems that not many people do take that
much care on the road, and I certainly didn't but now I do and
I'm really pleased. I'm also pleased that a lot of people and
players comment—they may not like the playing, but they al-
ways say that the drums sound really, really good."

He spends a lot of time preparing his sticks as well.
"I use 5B Regal tips, but I can't understand why they haven't

invented a rock and roll stick like mine. What I do with them is
take off all the veneer, except the actual center piece, where the
stick hits the rim for rimshots. I leave that section because they
would break if I didn't, but aside from that portion, I get the
veneer taken off the top and bottom with rough sandpaper and
then make some grooves in it. What happens is that it's so hot
up there that your hands get wet on the veneer and you can't
hold onto the stick. You get cramps trying to hold on really
tight and your hands should be really loose. So, I pummel the
sticks to pieces, and the few people I've told about it think it's
a great idea. It's invaluable to me. Sticks don't fly out of my
hand anymore."

Something else Fleetwood is very particular about is his drum
heads. His drums are double-headed and he uses heavy heads
on the tops and lights on the bottoms. He uses a medium
Canasonic on the top of his snare, which he swears by for live
playing.

"I change the skins all around for every gig. I change the
bottoms every ten days and the difference in that care is amaz-
ing. I change the snares and everything. I'm lucky because I can

afford to do that—it's definitely a luxury, but needless to say, it
does make a lot of difference."

Another luxury is that Richard Dashut has been touring with
the band. Dashut, along with Ken Caillat, engineered, as well as
helped the band to produce their last couple of albums, Ru-
mours and Tusk.

"I'm eternally grateful to Richard for forcing me to tune my
drums up," Fleetwood says, warmly. "He comes on the road to
do our sound and he's always there at sound checks with me,
and since drums are Richard's forte and he plays really well,
himself, he notices straight away if something isn't right. Again,
it's a luxury that he can be on the road with us, because not only
have you got somebody you love as a person, but somebody
who makes the records with us too.

"We're changing our sound all the time now," Fleetwood
states. "A lot of people, and we, ourselves, in times gone by,
would get a drum sound and a position of the drum kit in the
studio, and there they'd stay, with the same bits of tape on
them, through an entire album. Now, I'm really keen on getting
as many exciting drum sounds as possible. Whatever sounds
good. In the studio, you shouldn't be scared to do anything. As
far as musical egos are involved, it's much healthier not to have
those rules."

Fleetwood happens to love both the touring and the studio
work.

"I happen to enjoy traveling. I don't feel insecure traveling,
whereas some people do and can't wait to get home. My father
was in the Royal Air Force and we were never in one place for
more than three years, anyhow. So I have no problem with the
road. Some people do. Lindsay would instantly choose to be in
the studio his whole life. So, when we're on the road, he has his
eight track recorder in his hotel room and he's quite happy.
Between touring and recording he wouldn't hesitate to make a
choice. With me, I can quite honestly say that I like doing
both—a lot. If I really, really had to choose, I suppose I would



say recording, mainly because it's something that's not repeti-
tive. Being on the road is repetitive; you do play the same set
every night, and while no gig is the same and we all enjoy it, it's
not as artistically rewarding. For the moment, it's very reward-
ing and challenging, but on a record, for better or worse, you
stand to be judged and you stand to judge yourself."

Their most recent critically acclaimed Tusk album took a
year and a half to record and Fleetwood was present every inch
of the way.

"I love being in the studio, so I'm in the studio all the time,
whether Lindsay is there or Chris is there, one of them is there
or three of them are there, I am always there. I just don't like
not being there, because if something happens that I don't like,
you can't come back three weeks later and say, 'Ooh—maybe
you should have done that,' because you weren't there and it's
not fair to say anything then. If you're there all the time, you
can make valid comments and put your money's worth in. John
hates being in the studio and sometimes he'll come down a
month later and has to try to get me to go in and say something
because he knows he shouldn't say anything, but the fact of the
matter is, he should have said it then, a month or six months
before. Maybe you don't like the studio, but either it's worth it
or it's not. To me, it's worth it because I want to be involved in
as many moves as the band makes as is possible. I've always
done that. I just don't like something happening without my
knowing it. It's not even selfish. It's just that you know that
you've become a part of it. You can't understand that that's the
best anyone can get it because you haven't seen him work for
eighteen hours trying to get something right, and end up saying,
'But couldn't that be . . .?' And you say, 'No, because we've
tried everything else and that's the only way we can do it,' or
'That's the only way those chords sound good together.' And
you know you've heard it, so you don't feel bad about it. You
feel great because you know that that's the way it is. So, I don't



The concepts and methods presented
in this column represent my own person-
al experiences. They are not intended to
be the last word on the subject, nor
should they be construed as the only
way. All I can say for certain is that I
have experienced what is presented and
it has been of much help to me.

Fortunately, I received much love and
support from many people as I attempted
to discover what would work for me.
The people who most influenced my atti-
tudes and feelings in th i s area were
Swami Rudrananda (Rudi) with whom I
studied for many years; Greg Brodsky
Aikido Master, psychotherapist and nat-
ural healer who now directs an Aikido
school in Santa Cruz, California; and
Mr. "R", who has helped me to under-
stand much but who does not wish to be
identified.

Many of the breathing exercises
learned in my studies were of great help
to my career in drumming. The ability to
remain relaxed under pressure, to raise
my energy level when tired, and to be
more creative musically was enhanced
by healthful breathing techniques.

The breathing exercises, when prac-
ticed consistently, promote a more re-
laxed attitude which makes learning eas-
ier. Your thinking influences your
breathing and your breathing influences
your thinking. Regardless of education,
whether or not you can read music, and
no matter what your musical style, these
breathing techniques will help you to de-
velop naturally.

WHAT YOU THINK AFFECTS HOW
YOU BREATHE

If you are very angry or upset your
breathing is often fast and short. If you
become very frightened it may be diffi-
cult to breathe at all.

Another example is to become angry
at someone and suddenly discover that
you are mistaken; that there is no need to
be angry. Even though your mind has re-
alized the error, it may take minutes for
your breathing to return to normal.

HOW YOU BREATHE AFFECTS
WHAT YOU THINK

If you are very angry or upset, a friend
will say "Take a deep breath and calm
down." People often say this instinctive-

ly without even having studied breathing
techniques.

Notice that the key word is deep.
As these examples indicate, thinking

and breathing are inseparable. There-
fore, in order for breathing techniques to
be beneficial they must be accompanied
by a relaxed state of mind.

Drummers have a lot of pressure on
them. Other musicians depend upon the
drummer to establish the feel and the en-
ergy level of the music. Other rhythm
section players are important to be sure,
but most musicians would agree that the
drummer plays a key role in most bands.
Pressure means tension. If your mind is
tense, much energy is wasted.

If your breathing is erratic, if you hold
your breath while playing or if your
breathing is very shal low, energy is
wasted. It is not necessary to breathe
any special way when performing as long
as you do not hold your breath.

Develop good habits. Relax and your
breathing will take care of itself natural-
ly. When playing and practicing your
mind should be concentrated on the mu-
sic and the drumming.

THE CENTER
There are various energy centers in

the body. Any good book on Yoga will
explain and describe them. The energy
center drummers need to be concerned
with is the one-point or body center. It is
referred to as Hara in the Japanese mar-
tial arts. Sometimes it is called the naval
center or the earth center. I prefer the
term center as it seems to be the most
important for drumming.

Your center is located in the region ap-
proximately two and one half inches be-
low the navel. It is in effect your body
center. Watch how a very young child
walks. The abdomen is the center of bal-
ance.

Carefully observe the breathing and
the abdomen of a great lead trumpet
player or an opera singer. It all comes
from the body center.

Watch any great drummer who plays
dynamically but still remains relaxed,
with shoulders forward, arms loose, feet
dancing on the pedals, artfully poised on
the drum seat. His center of balance is
the abdomen or in my view, the center.

To develop this center and release the
energy that it contains, think of your
breathing as a bellows on a fire. To in-
crease the heat and release more energy
from the fire, you blow air onto it causing
it to burn faster and hotter. Breathing ex-
ercises perform much the same function
on the center.

RELEASING TENSION
Lie on the floor on your back with

your feet slightly apart and your hands at
your sides with the palms up. Inhale
slowly, through your nose, filling the ab-
domen first and the chest last. Then push
your center out by inhaling just a little
more.

Exhale slowly through your mouth. At
the end of your exhale, tighten and con-
tract your abdominal muscles to exhale
the last bit of air.

Breathe slowly and regularly and do
not hold your breath at any point. Repeat
this process, slowly, for fifteen to twenty
minutes. Then rest for a few more min-
utes. This is a refreshing and invigorating
exercise, especially after a heavy prac-
tice session. It also helps to release the
tension one accumulates as a result of
concentrating and trying hard.

Always keep part of your attention on
your center.

RENEWING YOUR ENERGY
Sit on a chair with your hands cupped

in your lap. You can also sit cross-legged
on the floor with your posterior on a pil-
low to help keep you back straight and
relaxed. Either way, cup your hands in
your lap just below your center.

Breathe in slowly, through the nose,
filling the abdomen and concentrate on
your center. Observe as you inhale that
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you reach a point where the air is no
longer going in yet it hasn't started to go
out yet. The air sort of makes a turn
around, not going in or out, before the
exhale begins.

Concentrate on this turning point with-
out holding your breath. Just be aware of
it. This turning point is your center.

Do not fill the chest with air. Breathe
with the abdomen only.

As you exhale, do not contract the ab-
dominal muscles. Just breathe out easily
and naturally. There is no need to expel
all of the air for this exercise. Breathe
slowly and rhythmically. Relax.

This exercise will energize your, center
and concentrate your energies. It will al-
so calm your mind and improve your
ability to concentrate. Energy and con-
centration are needed in order to play
drums creatively and consistently.

Remember, keep your attention on the
center where the breath turns around. If
your mind wanders, don't worry about
it. Gently bring the mind back to your
center again and again. Don't force it,
just keep bringing your attention back to
the breath and the center.

This exercise can be performed for fif-
teen to thirty minutes. Daily practice
yields the best results. This is a very
good exercise to use prior to practicing
or performing. It will also energize you
when you are tired.

FEELING PEACEFUL
To achieve a peaceful feeling and atti-

tude, perform the same breathing exer-
cise with the following variation. Allow
your breathing to become slow and re-
laxed. About every third or fourth ex-
hale, do not breathe in again for a few
seconds. Don't struggle or force yourself
to hold out the air. Just relax and don't
inhale for several seconds.

In this space or gap in your breathing,
feel the sense of peace. With practice
you will discover how long the gaps
should be. You will discover your own
rhythm. This may be performed for fif-
teen to thir ty minutes. This is a great ex-
ercise when you have had a hectic day.

SUCCESS
The techniques and methods de-

scribed will be of help if they are prac-
ticed sincerely and consistently. They
will not necessarily help you to "out-
play" anyone else. There is no magic
breathing exercise that can be used
against others. However, they can be
used for you. They can help to achieve
your full potential naturally.

These techniques are not a substitute
for regular practice, training or experi-
ence. They will help to develop more en-
durance, more patience and greater con-
centration.

A relaxed frame of mind and an ener-

gized body will help you to learn more
easily and more quickly . The absence of
tension and the increased energy will
help you to perform up to your ful l po-
tential.

As you develop, your confidence will
grow and you will begin to uncover hid-
den resources within yourself that you
may not have discovered otherwise.

You may experience warmth or a tin-
g l ing sensat ion when prac t ic ing the
breathing exercises. This is perfectly
natural as you become more aware of
your own energy. You may simply feel
more relaxed and experience a sense of
well being.

If you do not experience any of these
feelings, it may be because you are very
tense. Don't force it. The breathing exer-
cises will gradually "thaw out" your
center until the energy can be released
and felt.

There are many breathing exercises
and many ways of thinking that can help
improve your drumming. What I have
presented in this article are a few of my
favorites.

For further study on how breathing,
thinking and drumming can be combined
to make practicing and playing more re-
warding see my book. Natural Hand De-
velopment, distributed by Music Sales
Corporation, New York City. 
©Copyright 1980 by Roy Burns
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mind sitting there for twenty hours listening to the same thing. I
just don't have a problem with it. I don't get bored or disap-
pointed, I just enjoy doing it. Lindsay loves it, John hates it,
Chris is pretty alright and Stevie comes in when she needs to.
She's not, quote, a musician. She plays piano and writes lovely
songs, but she's not involved in spending three, four, five or
how many hours of tuning up drums or changing different cym-
bals and such. I love all that fiddling around in the studio. It's
just my nature.

"We take a long time in the studio for many reasons. We've
certainly made albums in six weeks, two months and things like
that in the past, but it's a matter of professional indulgence in
that we feel that whatever money we spend on an album is our
money; money we never get back. You may say, 'Well, you're
going to get it back, because you know your records are going
to sell.' Quite right, and I also know that if the records weren't
selling, we wouldn't be spending a million dollars in the studio.
We produce ourselves and we grow a lot as a band in the studio.
We try not to repeat ourselves and when you're faced with the
same five people, which, of course, we're happy about, we have
to work very hard at keeping it fresh. So it's something that we
feel—it's our money and we're throwing it back into our liveli-
hood. It's not because we just sit around, which, of course,
happens sometimes, but primarily, we work all the time. We
choose to do it like that and it's really as simple as that. We are
perfectly capable of not spending that amount of time, but we're
learning more and more, as we should be, in the studio. Not
necessarily learning how to get more technical, but perhaps less
and less technical, using very sophisticated machinery in the
proper way without letting it use you. That's a real danger and
that's where we spend the time and money. We do write a lot
and reconstruct a lot of stuff in the studio. We'll scrap things
and re-do them if need be. We're perfectionists to the point
where it may be worth it to scrap something because it's gotten



too perfect and try to get it until there's a good feel. If we're
going to spend a lot of time on something, we're very aware of
not getting it so together that it doesn't feel anything anymore.

"Often you spend a lot of time getting back something so it feels
like it could have been done live. Stevie Wonder spends a lot of
time making his albums and that's the way he wants to do it. He
produces himself and he knows what he's doing. We have five
people, three of which are very involved—Lindsay is the most
involved in the technical and musical aspects of any one person,
I'm always there and Christine is pretty much always there, and
as a band, nothing gets done unless everyone thinks it's a good
idea. So, that can be time consuming. Luckily, we all think and
feel pretty much the same, but it's not as quick as having some-
one standing there with a whip telling you what to do. That's the
magic of this band. If we made it like a military operation, we
probably wouldn't be together. That's not to say that we won't
make an album much quicker. We may suddenly choose, as an
exercise, to make an album really quick and that album, be-
cause we make it quick, again, will be a different type of al-
bum. Really, there should be no restrictions, artistically. We're
just lucky to have the money to spend and we should probably
own a studio because then we wouldn't have to spend the mon-
ey. We had the studio booked out for a year, and I would imag-
ine that really, eight months of that year was absolutely solid in
the studio. We don't let anyone else in the studio, so at $300.00
an hour, 24 hours a day, it's a lot of money. It was a very ex-
pensive studio, but then again, the Eagles' album cost more
than ours and they only got a single album out of it. Ours was a
million two and I think their's was a million five."

In addition to the music, Fleetwood also manages the band.
"I'm involved with the business stuff because as a person, I

just do that because I don't want anyone else to do it, and since
the band doesn't do it, I just do it. That is not my ambition, to
be a businessman. I am a musician in Fleetwood Mac. I just
play the drums and the other useful part is that it just seems to

be a certain section of my personality, for all its faults, that I
tend to bind things together and if something is falling apart, I
just seem to be the one who gets off his ass and does something
about it. I decide what and when we're going to do something
and luckily there is a good core of people around to carry it all
through. I meet with the record company and lawyers and all of
that. I get paid to do it, mind you, although not terribly much,"
he laughs, adding, "But I'm not complaining."

Until just recently, Fleetwood was also involved in the man-
agement of other artists.

"Until January, I, along with John (McVie) and a young lady,
was managing Bob Welch, Danny Duma and Turley Richards,
but now that I've ceased that, I'm only doing Fleetwood Mac. I
just don't want to be morally responsible for something that I
feel I can't actually do properly. When I'm on the road I don't
really feel that I can fulfill that as a service, so that's what I told
them. I know them all as friends anyhow and it wasn't really a
big business deal. I was involved professionally, but mainly as a
friend, getting them record deals and things like that. I really am
sort of glad I have that off my shoulders now, because, quite
honestly, I was spending extra energy I should have been put-
ting into Fleetwood Mac."

When asked if he has time for a life, Fleetwood replies, mat-
ter of factly, "I would have to say no, I don't. Not as of now,
no. But I enjoy doing what I 'm doing, so I don't worry about it.
I get unhappy when I get stuck at home. The gypsy part of this
business is in me. When you've been doing it for nearly 20
years, that's what you do. Being at home is not what you do. It
is hard, I suppose. I'm separated from my wife, but I don't feel
that I've sacrificed anything for this. This is quite simply what I
do and I'd be a hideous person to be with if I wasn't doing it or if
I tried to be the old man at home. It's just the way it is and
there's nothing wrong with it. I'm doing selfishly what I want to
do. I might not do it forever, but I don't particularly see myself



The Brazilian influence that is now so widely recognized in
many musical circles became prominent during the early sixties
when the bossa nova came to this country, bringing with it new
and refreshing rhythmic and harmonic qualities. Although at the
outset the authenticity of the bossa nova was preserved, it soon
became diluted and overworked, losing much of the intensity it
had in the clubs of Rio de Janeiro. Subsequently, unless one has
done extensive listening to Brazilian music, it might be difficult
to go beyond the usual one or two common variations of this
rhythm. For that reason, I feel it is important to explore the
authentic roots in order to obtain a framework upon which we
can build and adapt our own particular style.

For example, early bossa nova and samba were often played
with a brush and stick. This technique, although quite beautiful,
is rarely used today. The brush, which simulates the sound of a
shaker, combined with rim-clicks by the other hand, provide a
very smooth quality to either very slow or medium bossa nova.

In learning the brush-stick patterns it is helpful to concentrate
on getting a flowing and even brush sound. I prefer using most
of the brush surface pressed against the head since it gives a
fuller sound. Different effects can be achieved by using the tip
of the brush and applying varying pressures on the head. The
brush is moved from side to side with a sweeping motion there-
by creating an eighth note rhythmic pattern. A stress on the
second and fourth beat is created by pressing down harder and
extending the sweep of the brush over to the left. Use only a
small area on the side of the snare drum and keep the snares on
for the correct sound.

After getting the brush rhythm locked in, you can introduce
the rim clicks which are really the spark behind the bossa nova
rhythm. The most common pattern used is similar to the clave
beat and although effective at times, does not adequately repre-
sent the authentic style which is much more improvisatory.
Like the clave beat, the rhythm can be reversed starting with
the second measure first.

Basically, the click plays two measure phrases which can be
repeated or changed according to the character of the music and
the drummer's taste. Some mambo cowbell rhythms can be
used with good results. Here are some suggestions which work
quite well. Remember, the bossa nova is primarily a slow
rhythm although it is often played at a bright tempo. Always
practice these beats slowly at first.

At this point you can substitute the brush with a stick and
play on closed hi-hat. Your right hand will naturally tend to
follow the accents of the rim-click. This is desirable since it
adds a certain drive to the beat. Accents can also be played on
the hi-hat. The two different sounds provide a nice contrast.

Stick on closed Hi-Hat

Once you've mastered the hand patterns, you can bring in the
feet which play a basic beat typical of Brazilian rhythms. The
foot pattern sounds almost like a heart beat and must provide a
steady foundation for the sometimes intricate hand interactions.
A slight stress on the third beat adds yet another nuance com-
mon to Brazilian music.

Before superimposing the hand patterns, make sure the feet are
functioning almost automatically, without any effort. This will
help greatly in coordinating all four limbs and will free the hands
to switch smoothly from one rhythm to the next. The example
below integrates all the different parts into a cohesive unit.

The ride cymbal is also used in bossa nova, particularly dur-
ing a musical variation such as a chorus or bridge, and also to
highlight an instrumental solo. By switching to the ride cymbal,
the hi-hat is now free to add certain effects which are quite
unique. For instance, the hi-hat "splash", created by striking
the cymbals and quickly releasing the pedal is a much neglected
sound which lends itself nicely to bossa nova rhythms. This
sound in conjunction with "chicks" on different parts of the
beat can make the hi-hat an independent voice weaving subtle
yet striking textures within this rhythm. Here again it is best to
internalize the foot pattern before bringing in the hands. These
syncopated hi-hat patterns can also be used together with the
brush-stick rhythms.

by Norbert Goldberg



An interesting and unusual effect used in bossa-nova is the
flam-click or "flick", produced by starting a rim click on the
small tom-tom and ending up on the snare. The hand stays on
the snare and slides off the tom tom rim. Snare accents, press
rolls, rim-shots and occasional tom tom sounds can all be inter-
jected yielding limitless options in sound. Below is one example
demonstrating the different possibilities of the left hand.

Clearly it can be seen that there is much more to the bossa
nova than a couple of simple patterns. This is also true for many
other Latin rhythms whose possibilities have yet to be ex-
plored. With a little imagination and creativity, we can expand
our conception and improve our performance of the diverse
Latin rhythms available. 



doing anything else. I enjoy having the time off and it's very
nice having lots of money, but I've also played and not had
money and I don't feel any different playing. That's the key, I
think. If you want to be a drummer, make sure you really enjoy
playing, rather than thinking that this is the only way you can
make a living, so you're going to stick with this because you
can't do anything else. I enjoy what I'm doing. I also know that
I don't do anything else. I'm probably capable of it, but I don't
do anything else. You have to make sure that it's your real love,
rather than the threat of a need of a job. If someone is deter-
mined to do it, he has to be prepared in his mind that he's going
to be playing for 15 or 16 years, before he makes a dime. If you
love it that much, then do it," Fleetwood advises. "And if you
get lucky, which is how it happens, there's no telling. But don't
do it unless you really love doing it. If you really enjoy the emo-
tional experience of playing and being creative through playing
drums, do it. Otherwise, do it on weekends or something. I al-
ways wanted to play the drums. I knew that I wanted to be a
drummer and I was determined that I was going to be a drum-
mer and I was, and because I felt that way, whether I made
money or not, absolutely did not matter at all. I went through
hell, but I loved every minute of it—freezing vans coming back
from Newcastle with frost on the inside, sleeping in the back of
the vans. You don't even think that's hard work because you
love doing it, just so you can play those drums at that gig," he
recalls with intense passion. "If you're not prepared to do that,
don't. You have to work hard just to play, not to think that once
you play, everything is just going to be instant recognition and
instant rock and roll star. It's hard work and you've got to love
that hard work and not complain about it. If you start com-
plaining about it when you're starting off, you might as well
forget it. There's a lot more hard work when you make it, I
assure you." .*.





by Rick Van Horn

The steady club drummer has perhaps
the toughest job keeping his kit an asset
to his performance v i s u a l l y . Touring
drummers generally have an equipment
technician who sets up the kit and han-
dles cleaning and maintenance, and the
kit isn't in one place long enough to gath-
er dust anyway. Studio drummers have
the advantage of working in notoriously
antiseptic atmospheres, and again aren't
in one place very long.

But the club drummer's kit often re-
mains set up onstage for several weeks.
The atmosphere in a club is smoky,
greasy, sweaty and dusty, and these ele-
ments combine to coat a drum set with a
dingy film in a surprisingly short time.
I'd like to offer some suggestions that
might save some work and improve the
look of your set at the same time. I'll
mention a few products that I've found
he lpfu l and some that are not what
they're cracked up to be.

The first tip is keep ahead of the job.
Dust your set each night before you start
playing. It needn't take long. Just wipe
with a clean cloth over the entire set. If
you do this, you can prevent the greasy
film from discoloring or dulling the look
of your set for quite a while.

Between each steady engagement (or
every two or three months, whichever is
first) you should thoroughly clean the
set. Break it down if possible and work
on each item with care. The following is
what I would call the optimum method:
1. Totally dismantle the kit: Remove all
the rims and lugs from the shells, leaving
you with shells and chrome parts sepa-
rated. At .this time it's good to soak all
screws and lug nuts in WD-40. This re-
moves deposits and helps them seat bet-
ter. This can help your drums tune more
accurately and stay in tune more secure-
ly.
2. Clean the shells. I've found an ex-
cellent product in the Fuller Brush line
called Kitchen Cleaner Wax. It comes in
an aerosol can, and I recommend it high-
ly. It cuts through the film, wipes off eas-
i ly wi th absolu te ly no abrasion, and
leaves a high luster on the shell. It works
wonders on standard poly (pearl) finish-
es, all metal and plastic drums. If you
have a real natural wood finish, I'd rec-
ommend trying it on a small area first to

check results. Otherwise, use a quality
dusting cleaner like Pledge.

Set the shells on their rims over news-
paper and spray on the cleaner. If you
have a light colored set, you'll see the
film melt away immediately as a dirty
brown liquid. Wipe immediately with a
soft cloth, and then polish with a clean
one. No rubbing should be necessary,
and it's very quick for each drum. You
will see your shell return to its original
factory color with a high gloss.

A word about other products. Some
spray cleaners like 409, Fantastik, Wind-
ex, etc. will cut greasy film, but tend to
leave a dull finish of their own. Because
the Kitchen Cleaner Wax is made for
polished kitchen surfaces and contains
wax, it leaves only a shine.
3. Clean the chrome. Don't use commer-
cial chrome cleaners or products like
Brasso. They are made to remove heavy
tarnish and require a lot of rubbing. If
your chrome is old, you may actually
flake off the plating.

I've found the Kitchen Cleaner Wax
works wonders on chrome. I play a Lud-
wig Chrome Snare and with the cleaner
it comes out looking like a mirror. (I
might add that I took a 15 year old
Gretsch kit, stripped off all the chrome,
and cleaned it with the Cleaner Wax. Ex-
cept for small areas where the chrome
had actually corroded away, all the hard-
ware came out like new.)

Simply set out the rims, lugs, and oth-
er small chrome pieces on newspaper,
spray them, wait a few seconds and then
wipe off. Do only a few pieces at a time
so you can wipe them before the spray
dries. Stands and booms might best be
cleaned by spraying your cloth and ap-
plying by hand, wiping on and then off. I
have stands ranging in age from six
months to ten years on my stage set.
When cleaned there's absolutely no dif-
ference in their appearance.

Of course, you can clean the drums
without dismantling them; in fact, with-
out even breaking down your set. It's a
question of easy access and thorough-
ness versus your time and energy.

The Kitchen Cleaner Wax sells for
about $2.00 per can, and if used in appro-
priate amounts will last through several
thorough cleaning jobs. I t ' s available
through the Fuller Brush Company, and
you might have to look up the local rep in

the white pages, as it's a door-to-door
company. They'll deliver on a phone call
and bill you.

Once you've cleaned and reassembled
your drums and hardware, it's time to
think about:
4. Cleaning the cymbals. I say "think
about" because it's a tough decision to
make. Many drummers will not clean
cymbals contending that the dirt ac-
quired over a period of time fills the
grooves and helps create the "mellow"
quality they like. If you hold this philoso-
phy, then by all means don't clean your
cymbals. Dust them each night and let it
go at that.

On the other hand, if you like your
cymbals to sound brilliant, splashy and
cutting, I heartily recommend cleaning
as a way to achieve that sound. Your
cymbals are the only reflective surfaces
on your set that move. They bounce the
light around with every crash. If you can
be happy with the sound of clean cym-
bals, the look of clean cymbals will be a
major addition to the attractiveness of
your set.

Once you've decided to clean your
cymbals, what do you use, and how do
you use it? Let's talk about the three
cleaning problems on a cymbal:
1. Tarnish: Some finishes will dull and
tarnish with age. This is a chemical pro-
cess affecting the metal itself. For this
you need something that works chem-
ically to remove the tarnished molecules
of metal.
2. Dirt and stick marks: Sticks pick up
dirt from drum heads and leave marks on
cymbals. Grease in the air and from your
fingers binds dust and dirt to the surface
of the cymbal. This calls for something
slightly abrasive and possibly with a de-
tergent to break down and remove dirt
from the surface of the cymbal.
3. Dullness: A dirty cymbal lacks luster;
it won't shine and reflect light. For dull-
ness you need some kind of polish that
will give a lasting shine.

Here's a list of rejects from past expe-
rience:
1. Ketchup: It's an old household rem-
edy for tarnished brass and copper. The
acid works chemically to remove the tar-
nish. But it won't cut dirt, must be
washed off, and leaves an artificial finish,
not the cymbal's natural one.



2. Baking Soda paste: A good, non-
abrasive metal cleaner, but won't re-
move tarnish or leave a shine. It takes a
lot of elbow grease to cut heavy dirt.
3. Spray cleaners (409, etc.): A total
washout. Cymbal dirt is generally too en-
crusted to be melted away, and sprays
leave a dull film.
4. Comet cleanser is a dishwashing deter-
gent base. Cleans like gangbusters, but is
very abrasive. Unless you can scrub ab-
solutely with the grooves, it will scratch
badly. It won't cut tarnish and takes for-
ever to rinse off. No help for shine.
5. Commercial silver polish: Not too
bad. It will cut light dirt and tarnish and
of course leaves a nice shine. It takes
some rubbing and is disappointing on a
very dirty cymbal. It's a little expensive,
but otherwise, not a bad choice.
6. Brasso. Too strong in its chemical ac-
tion. It can break down the metal alloys
and it takes forever to buff up. A bad
choice.
7. Commercial cymbal polish. I 've tried
Ludwig's brand, and it seemed like bak-
ing soda paste with a little fine grit sand.
I wasn't impressed.

I 've also heard of us ing jeweler 's
rouge, but that's expensive and hard to
get.

What I use now is called White Auto
Polishing Compound. "White" is a type,

not a brand name. Quite honestly, I
bought mine in the auto department of
K-mart—cheap.

This is a buffing compound for auto
body work, so you know it's going to re-
move tarnish, not be dangerously abra-
sive, and effective at removing dirt. The
added bonus is it smooths out scratches
in the surface of the metal as you clean.
Not enough to affect the grooves, but on-
ly the tiny scratches made by previous
cleaning with abrasives, or wear and tear
from carrying. It does take a lot of rub-
bing. When it hits the cymbal it turns to a
black paste; rub away the paste and
you'll have a shiny surface. The grit of
the paste is so fine it works into the tini-
est scratches and pores of the metal, so

you have to keep rubbing unti l your cloth
stays clean. I've obtained a finish that
looks l ike a brand new Zi ld j i an
"Brilliant" on a 15-year-old ride cymbal.

The sound of these cleaned cymbals is
brilliant, and for a week or so even I find
them a touch sharp. But part of that is
my ear, and only part is the actual sound
of the cymbal. After six nights of play-
ing. I'm very happy with the sound, and
the attractive look of the cymbal lasts for
two to three months. Then it's time to
clean the whole set again.

I take a personal satisfaction in the
look of my set. I often receive comments
from audience members on it. That kind
of response can only add to the overall
impression you make as a performer. ^



They want you to tell them and show
them how you do what you do. There are
some clinics, where they'd rather have
you play than talk. There are also the
other clinics that are not real. They'd
rather talk about drums rather than dis-
play it."

I asked Haynes, "Suppose you're giv-
ing a demonstration and some kid asks
you what you just played. What would
you tell him?"

Roy answered with, "You don't have
to give them a name for it. Whatever it

was, you can just show them! Every-
thing doesn't have a name. Especially if
you're creative. If you're going to play
the same thing over and over again, and
you play only things you have a name
for, you're going to be limited. But, if
you're going to create while you are
doing that, that's gonna blow their mind.
The real people. Even if they're not real,
they're gonna feel so much in what you
play that they have to say, 'Oh man.
He's incredible.' A lot of people fight the
truth and the truth will always outlive



Haynes explained that in the class-
room, "I'll tell students right from the be-
ginning that my classes are going to be
different from any other classes. They're
gonna be relaxed and we're gonna get in-
to the instrument. I let a lot of them
come up and play. I had a thing where I
was letting them do 4 bars of silence and
4 bars of playing to see who could really
feel it and it took off into such a thing.
Nobody teaches like that. 'Do 4 bars of
silence'. Even if you have a few bars of
silence you still count that. And that's
my conception. What I just told you is a
lesson in itself.

"I try to be truthful. I like to be able to
look at my kids like this!" Roy gave me a
hard piercing stare across the table and
held it on me as he continued speaking.
"I like to be able to look at anybody like
that when I say something. Stan Getz
used to say I looked an audience dead in
the eye. I say 'Well, how do you feel?
How do you all feel out there? Not
saying I'm the most truthful cat in the
world. I'm not saying that. But that's the
way I feel and I feel good."

Haynes has been leading his own band
for several years and has two recent al-
bums out on Galaxy Records. We spoke
about the responsibili t ies involved in
leading a band and about the business in-
volved. "Speaking from a business per-
spective you're not gonna do that much
of it. You're either going to have some-
body do it or you're not going to do that
much of it. It's hard to really do both
successfully. It 's not that easy. You
should know as much about the business
as possible, unless you're just so re-
laxed, or you're so much of an idiot that
you have to have someone take care of
everything for you. You've got to know
as much as you can. It depends on where
you want to go. If I go somewhere and
play there has to be a purpose. It's some-
thing that I feel. I don't want to be out
there night after night , week after
week," Roy confessed. "I wanna have
time to relax and breath and think and
then play in between.

"I didn't want to be constantly out
there years ago when I was just a plain
sideman. So, there has to be some under-
standing with the musicians I'm with.
I've been very fortunate. A lot of people
want to play with me. So, maybe that's
in my favor."

Over the past ten years especially,
Roy Haynes has been working with
many of the younger generation musi-
cians who have emerged as top players
of the 1970's. People like Chick Corea,
Jack DeJohnette and Gary Burton. It oc-
curred to me that Roy might be feeling
like somewhat of an older statesman of
jazz.

"Not necessarily," he chuckled. "Es-
pecially the guys you mentioned.
They're pretty established now. If you

had asked that maybe some years ago,
but still, you can't tell the way anyone
looks at you. I've had people I've re-
corded with come back to me years later
and tell me how nervous they were then.
It really makes you stop and th ink .
Sometimes some of the younger guys
call me up and ask, 'Well, how do you
feel?' or they tell me 'Take care of your-
self.' That makes you stop and think,
'Well, what's happening to me? Am I
dying or something?' " Roy laughed.

Roy doesn't have a practice routine
per se. He keeps a small 4 piece teak
Ludwig set in his basement, but some-
times he doesn't even look at them.

"I leave them all the time," he told
me. "Constantly. More than I ever did.

In the last five years or so I play less than
I used to. Sometimes I don't even want
to look at them, but they're constantly
inside, all the time." Haynes tapped his
chest. "Right here, man. You talk about
love! I have it in my heart, man. The
heart beat. That's the drum! I'm drum-
ming while I'm eating, or when I'm sit-
ting on a plane flying somewhere, or
when I'm riding in my car listening to
sounds. I'm constantly playing.

"I listen to everything. I listen to
sounds. I don't just make it a point to lis-
ten to all drummers. I listen to music. I
get so tired listening to the supposed jazz
stations. I like to turn on some very re-



by Rick Latham

Today's music is certainly becoming more technical all of the
time. New concepts and techniques must be mastered to stay
abreast of the everchanging trends. In this article I hope to give
some insight into some of these techniques, with a look at sev-
eral classic recordings by Steve Gadd. I hope you will find them
enjoyable and useful.

1. "50 Ways to Leave Your Lover"
Still Crazy—Paul Simon

Note the use of the left hand on the hi-hat in this pattern as
well as the following two patterns.

2. "Lenore"
The Leprechaun—Chick Corea

In this pattern notice the reoccurring rhythmic figure
picked up later in the tune with the following pattern.

3. "Lenore"

The following pattern creates a nice flowing effect used often
by Gadd.

This pattern can also be played opening the hi-hat before
beats 1 and 3.

5. "Seven Steps To Heaven"
The Cat And The Hat—Ben Sidran

Notice again the dotted eighth and sixteenth figure found
again and again in Gadd's playing, and the extensive use of left
hand singles, this time on the snare drum.

6. "Midtown Rush"
New York Connection—Tom Scott

Gadd: Up Close



In this pattern notice the use of the accented sixteenth on the
hi-hat before and after the snare drum.

The following transcription is a typical Latin cowbell lick that
Gadd is famous for. Other examples of these cowbell patterns
can also be found on these albums:

The Captain's Journey—Lee Ritenour
The Blue Man—Steven Khan
Friends—Chick Corea
This one is taken from a recording of Gadd with the Eastman

Percussion Ensemble.

7. Concerto for Drum Set

Notice how the simple cowbell pattern is enhanced by the
snare drum and tom-tom accents.

These and many more transcriptions by Steve Gadd, Harvey
Mason, and David Garibaldi will appear in my soon to be re-
leased book Advanced Funk Studies, along with several original
Funk style beats and solos. «••



laxed stations and listen to some relaxed
stuff."

The first time I saw Roy play he was
using a 5-piece set of Red Vistalite
drums. Now he uses a single headed bass
drum, six single head mounted toms, one
floor tom, an array of cymbals, a gong,
woodblocks, and a variety of gadgets.

According to Haynes, "It's inter-
esting. The set I have now, the see thru
drums—people love them. And some-
body will come into a club and they'll get
wrapped up with the drums right away.
Even before you play you got it made! I
read a review about myself in some pa-
per and the reviewer wrote, 'Roy
Haynes' drums look better than they
sound.' That's the worse thing I've ever
seen written about myself."

About the added percussion, Haynes
explained it by simply saying, "I like
sounds. It adds rather than just hitting
the drums seeing how great and fast you
are."

Finally, Roy talked about the care and
tuning of drums, and also about studio
conditions versus live performances.

"I spend a lot of time with them any-
where, anytime. But, in a studio, natural-
ly you spend more time with them. They
have to be just so. The engineer has to
get a certain sound and you have to work
together. You've got to try to get a sound
that you're going to enjoy.

"In the club the drums are as is. You
want to satisfy yourself first. But in a stu-
dio, when they start mixing it, you're go-
ing to lose certain things and add others.
I could go into Van Gelders years ago
and just set my drums up and Van Gelder
would take care of it. Today, it's not like
that. An engineer will give you a sound
that you don't know you're getting. You
have some control but he may think that
you're going to like what he's doing. If
someone hires you for a date, you're
supposed to have control of your sound
anyway. You can speak to the engineer
and the people in charge. I do! It doesn't
always come off the way I want it to but I
say something."

It was late. Roy Haynes is the kind of
man you could talk to for weeks and still
feel like there's an untapped well of
knowledge within. I thanked Roy for his
time and knowledge, and started to pack
up. He walked over to the kitchen coun-
ter and started eating out of a pan. "I bet
you don't know what this is," he chal-
lenged. It looked l ike mushrooms.
"No," he laughed. I tried to see through
the tomato sauce and guessed again.
Chicken? "Yeah. Want some? It might
be too spicy for you," he laughed again.
It wasn't. Roy gave me some great clos-
ing words that I thought a lot about on
the way home. He said, "You just tell
them that imagination is the greatest
thing in the world." I hope he writes his
book. 





The Three Stroke Roll

by Brent Brace

A drummer since age seven, Brent Brace has worked in the
studios of CBS, NBC and 20th Century Fox. Over the years he
has performed at most of the major hotels, theatres and clubs in
Las Vegas and Los Angeles with numerous artists including
Don Ellis, Art Pepper, Bill Medley, Helen O'Connell and
Phyllis Diller. Currently a staff clinician with the Pearl Drum
Company, Brent Brace is also the author of Time on Time, Di-
vided by Time.

The Triple Stroke Roll is a rudiment that seems to have been
forgotten by most modern drummers. It is not used in daily per-
formances unless utilized in a demonstrative concept for clin-
ics.

The Triple Stroke Roll is a very difficult roll to play correctly,
as is the Double Stroke Roll, with regard to the placing of ac-
cents.

Start very slowly. Alternate hands, three strokes for each
stick. The accents fall on every third stroke. Continue the ac-
cents through the eighth and sixteenth notes. As you get gradu-
ally faster, drop the accents through the sixteenth notes and

continue to close the roll smoothly and evenly! It is more impor-
tant to play the roll smooth and even than fast and sloppy. Once
you have closed the roll, reverse the process by slowing down
gradually and, again, evenly. Add the accents wherever it is
most comfortable. Continue to slow down until you have com-
pleted the open process.

The Triple Stroke Roll is an excellent warm-up and will build
strength in your fingers, wrists and elbows; all conducive to a
more fluid style. It will help you to execute the other rudiments
more easily and increase your facility.

Try it!

EX.) Triple Stroke Roll





that naturally he had been mad because
he didn't want to lose me, but he was
happy for me.

"Of course, working with Benny at 17
years old, I can't tell you what kind of
feeling that was. I actually had to pinch
myself every night, because there we
were playing things l ike 'Sing, Sing,
Sing,' and all the famous Benny Good-
man tunes. He's a rarity—a very unique
human being and I must say that some of
the greatest things I learned were with
the Benny Goodman Band. For instance,
at rehearsals, the rhythm section
wouldn ' t do anyth ing . He would re-
hearse the five saxes alone and then the
brass section alone, because he wanted
those guys to be able to play any tempo
and time without a rhythm section. He
felt that you could have the greatest
rhythm section in the world, but if you
don't have the instruments playing in
time, then forget it, the band isn't going
to swing. He taught me how to really
work in a rhythm section, be aware of
the rhythm section and be aware of the
band and play for the band. When it's
time to play a solo, then it's your time to
shine, but up until that point, you're an
accompaniment. The most important
thing is to make that band swing. Solos
are secondary. If you're a great soloist
and can't swing the band, forget it! Now
you're good for five minutes a night and
they have to hire another drummer to
swing the band."

After about a year, Bellson's stint with
the Goodman Band was interrupted by
Uncle Sam, and because of his past work
experience, he was sent to Washington,
D.C. to the Walter Reed Hospital Annex
which had a large orchestra, a concert
band and a jazz band. Their function was
to play for all the amputees that came
back from the war.

"It took me about two months to get
adjusted to it," Bellson recalled, solemn-
ly, "It really flipped me out because all
of a sudden I was seeing all these young
guys coming in with two arms off, two
legs and an arm off or two legs off. Then I
started to worry that these guys, having
been off at war and hearing those bombs,
might be reminded of the bombs by my
drums. But that's all they wanted to hear
and it was great. They kept me so busy
there and they were so into music, sym-
phony, jazz, small group, big band, that
we'd play from 9:00 in the morning until
10:00 at night."

After the war, as is apparent during
any recession, people relied heavily on
music and dancing as an inexpensive
form of enter ta inment in which they
could lose themselves and their prob-
lems. Dizzie Gillespie and Charlie Parker
had pioneered be-bop and it became the
primary music heard throughout the
world.



"Music was such a major part of
people's lives," Bellson stated. "The
only thing I'm sorry about today is that
when I was brought up there wasn't
much T.V. and when you didn't have
that, you had the ballrooms and the thea-
ters at which you could go listen to music
or go see vaudeville. It's a shame there
aren't a lot of theaters around today. It
was such an education. Of course one
thing the kids have today that we didn't
have, was music in the school systems,
which is tremendous. We had a concert
band and a marching band and that was
it, and the music was limited. Today they
have both those, plus a symphony or-
chestra, the big stage band and of
course, they didn' t have jazz in the
school system back in those days be-
cause they thought it was a dirty word.
Now, because of the young people, they
have found out that jazz is one of Ameri-
ca's only pure creative forms. But it's
funny how it has worked out, because
we didn't have any of that in school, but
with all the theaters open, we were able
to go out on the road. Today, even
though music is built up in the schools,
then they graduate and where do they
go? That's a big problem. There's all this
talent and there just aren't the positions
for it."

After serving his three years in the Ar-
my, Bellson repeated his earlier pattern
of three months with Ted FioRito before
rejoining Benny Goodman for another
year.

"When I went back with Ted in 1946 it
was the first time I ever utilized the two
bass drums. I had had the idea in 1938. I
think one of the factors was coming from
a musical family. My one sister, Mary,
was an excellent tap dancer, so I had a
certain amount of agility and the ambi-
dexterity, and I sat down one day and
thought, 'How would it be to have anoth-
er drum over there and still utilize the
left hi-hat, but have another bass drum?'
So I drew this and got my diploma in art
by making this design of the double bass
drum set. Of course, in those days, when
I first took it to various drum companies,
they thought I was crazy. They weren't
really saying, 'Get out of here kid,' but
they were saying, 'Are you sure you
want something like that, because that's
not really what the guys are doing.' Fi-
nally, I had one built by Gretsch and I
used it in 1946 when I joined Ted in San
Diego."

While Bellson didn't use the double
bass drums when he rejoined Benny
Goodman, he began to once again when
he joined Tommy Dorsey in 1947.

"When I joined Tommy, he made a big
thing out of it because Tommy liked
drummers. He had had Krupa, Buddy
Rich and all these great drummers and he
wanted a guy who could swing with the





band and yet be a soloist. When he saw
my two bass drum idea, he flipped out.
He and I together came up with the idea
of the revolving platform because most
people would look and hear me play and
say, 'How can he do that with one foot?
Where's all that sound coming from?'
The minute Tommy would press the but-
ton and the platform would go around in
the middle of the solo, people could un-
derstand. That was a wonderful musical
gimmick, which we used later on in thea-
ters and even one-nighters.

"I always say that the three years with
Tommy gave me some of the greatest
training I had because he taught me how
to use a lot of strength. Buddy worked
with him too, and when I say strength,
they're always talking about Buddy and
me today because of the tremendous fa-
cility to not only play solos with the
band, but the ability to play one-nighters
and play all night without getting tired.
Buddy and I learned that from Tommy,
because when you worked with Tommy
Dorsey, you played from 9 to 12 without
stopping, and then you ended up playing
a half hour of overtime. You learned how
to pace yourself, and either you learned
it or went to the hospital and had to quit.
In those days, we used to do 7, 8 or 9
shows during the days in the theaters. I
remember one time we did six months of
one-nighters straight without a day off
and we averaged 500 miles a day. That
meant you got on the bus after you
played the gig, which ended at 1:30 and
travelled with maybe a rest stop and a
food stop. You got into the next town
about noon and had some breakfast and
then layed down for about four hours,
got up, ate dinner, checked out and went
to the gig. We did that for six months,
and that's what you call a tough gig."

Bellson's schedule today is not much
less hectic, but between Tommy Dorsey
and his father, Bellson now thrives on
being constantly active.

"My dad taught me the psychology
before I joined Tommy. He asked,
'When you get up on the bandstand,
what is one of the first things you think
about?' And I said, 'Well, one of the first
things I think about is what I have to do
with the band.' And he said, 'No, when
you get up on the bandstand, you should
think about yourself first of all. If you
watch athletes, you notice they first take
a deep breath before starting their activi-
ties. They do that so they can concen-
trate and relax themselves, because un-
less you relax yourself, how can you do
well on the job after that?' It took a while
for that to sink in, but he was right.
Every time I had gone on the bandstand
before my dad said that, I was nervous
and I would off balance myself, but the
minute that sunk in, it made sense so that



Listening
and Learning

If you're interested in becoming a
competent big band drummer, it's very
important you do some research. When I
say research, I don't mean back ten
years or so. You've got to dig back fur-
ther than that, preferably before the bop
era. It's essential to go back and listen to
what happened before to develop a bet-
ter understanding of what we're doing
today.

There were numerous great big band
drummers during the swing era, and it is
important for you to familiarize yourself
with the styles and contributions of each
of them. It's essential to go back and lis-
ten to what it was that made them such
unique, great players.

For example, listen to Gene Krupa in
the 30's with the Benny Goodman band.
Then listen to Krupa in the 40's with his
own big band to hear where he went and
how his style evolved. If you're listening
carefully, you'll hear a distinct dif-
ference between the Goodman years and
the years that Gene fronted his own
band.

Listen to Buddy Rich with Tommy
Dorsey in the early 40's and compare it
with Buddy today. Of course, you'll still
hear Buddy, but you'll also hear a much
improved player who evolved after 40

years of big band experience with varied
bands and hundreds of different players.

When you listen, develop an analytical
ear. Take special note of how the great
big band drummers each had the ability
to lend something quite unique to the
band. Listen carefully and you'll hear
how the same band could be made to
sound totally different with different
drummers in the driver's seat. You can
hear how each drummer altered the en-
tire feeling of the band. Listen particular-
ly to the Benny Goodman band over the
years with Dave Tough, then with Sid
Catlett and later Morey Feld. Listen to
the Duke Ellington band with Sonny
Greer, then Lou Bellson, and later with
Sam Woodyard. Note how the band it-
self changed. Each drummer literally
turned the band into their band.

Listen to the Stan Kenton band with
Shelly Manne, with Stan Levey, with
Mel Lewis and later with Jon VonOhlen
and Peter Erskine. You'll hear how the
character of the Kenton band was al-
tered with each new drummer . This
should give you some idea of the tremen-
dous influence a drummer can have on a
big band.

Perhaps the only exception would be
the Basie band, simply because that
band has been so great for so long, that
actually no one drummer could truly
change the character of the band that
much over the years. Each drummer did,
however, lend something unique to
every Basie band. Listen to the band
over the years with Jo Jones, Shadow
Wilson, Gus Johnson, Sonny Payne and
Harold Jones. Listen and learn.

LEARNING FROM OTHER
MUSICIANS

A great many young drummers come
to me and complain about being treated
unfairly by other musicians in the band,
particularly lead trumpet players, piano
players and often times, leaders. Surely,

by Mel Lewis

we all have experienced this kind of
thing as young players, myself included.
In retrospect, I've learned that, in almost
every instance, any musician who criti-
cized some element of my playing, ulti-
mately opened by eyes to something
new. I soon discovered that that person
was actually helping me to become a bet-
ter player. A drummer can often learn
more in this manner than he could from
all the drum lessons in the world. Drum-
mers must learn to avoid getting angered
and annoyed at the lead trumpet player
or leader who criticizes constructively.
If someone says, "I think it would help if
you do so and so at this point," don't get
angry, try it! You might just find that he's
right and it works! You could possibly
pick up something from a player who
may have worked with a lot of very good
drummers. Maybe what he's trying to
tell you are little things that the good
players did. He could be laying a little
lesson on you in terms of something he
carefully observed. Taken in the right
frame of mind, you stand to learn from
it. He's helping you, or at least trying to
help you.

Of course, if a leader or lead player is
harping on you unjustly, or is essentially
wrong in what he's suggesting, then you
have all the right in the world to speak
up. If someone is unfairly accusing you
of dragging when in fact, he is rushing,
there is no need to sit back and take it.
Be ready to explain how you view the
situation. If he's any kind of a musician,
he'll see the truth of the matter and an
adjustment can be made, or at least a
compromise of some sort. If he's not a
good musician then you don't want to be
working with him anyway.

Remember, you are in the driver's
seat; a position from which you can con-
trol the band and the situation. You can
also learn a great deal if you'll just re-
member to keep your eyes and ears open
at all times. 





I would have a foundation from which to
work. My dad used to say, 'If you've got
15 minutes and you think you want to
write something, go ahead and do it, be-
cause that 8 bar thing may not happen
again later on.' So I learned the timing
and pacing, so today, if I were to show
you an itinerary, you would say it's im-
possible.

"Aside from all the other things, I've
always been sort of a health nut. I'm no
angel, and I've had my share of eating
the wrong foods and all of that, but I've
never been a drinker, I don't smoke and
I've always felt that my body was impor-
tant to keep in shape because of my
work, and in order to function and do all
these things, I had to keep myself
straight. No matter how many times I de-
cide to, say, do six months worth of gigs
and that's all, something always comes
up. It's hard enough just worrying about
my band, but then Pearl will call me and
ask me to jump in and help her out. Hav-
ing done it for years, I've built up a lot of
strength and I can actually go two days
without any sleep and still play hard.

"Another bit of information I always
pass on at my clinics is that, say you
have to play a club and you have two or
three sets to play. It's been common
practice for years for the drummer to
say, 'Gee, I know I'll be alright the first
two sets, but I hope I don't run out of gas
on the third set.' The third set is really
the one where you really should have de-
veloped the strength and that should be
the best one, actually. So psychological-
ly, I make that one as good as my first
two. I disregard the word hard—I take it
out of my vocabulary."

After three years with Tommy Dor-
sey, Bellson turned in his notice. As he
explained to Dorsey, he was not un-
happy, but wanted to return to California
to further his studies with Buddy Baker,
who is still his teacher today. He also
had the opportunity to join Harry James,
who was just working weekends on the
west coast, which would perfectly afford
him the time to study.

Bellson had been with Harry James for
about a year, when one day, trombonist,
Juan Tizol, with whom Bellson had been
staying, approached him with the news
that he had just spoken to Duke Elling-
ton, who had asked if Bellson, Willie
Smith (lead alto sax) and Tizol, himself,
would like to join the Ellington band.

"I thought, 'My God, what will Harry
James say about losing three of his play-
ers?' But Harry was beautiful and felt
that everybody doesn't get the chance to
play with Duke, so the three of us joined
Duke in 1951.

"Of course, I needn't tell you want an
experience that was! With Ellington, it
was all the other things that happened in
the other bands, but you had to go a little



further with that band because they did
things like play with symphony orches-
tras, which other bands didn't do. We
played with Toscanini's NBC orchestra
with Duke's band right in the middle,
and I was in on the first of the sacred
concerts with Duke. The first one was at
Grace Cathedral in San Francisco, and I
remember Duke came to me and said,
'Okay, you're going to play a drum solo
in church tomorrow. I know you're be-
wildered, but just think about it.' So the
next day, he came up to me and ex-
plained further, 'You know, the music is
based on "In the beg inn ing —God,"
which is from the Bible, of course, and
as you know, in the beginning, there was
lightning and thunder, and that's you.'
Then I knew what to do. That's how El-
lington was. He hit me with the drum
solo first, then the next day he was
saying, 'Here, let me teach you.' Then I
knew what to do once I knew the role I
had to play.

"Many years before I joined Elling-
ton, he and Strayhorn (Billy) were ad-
mired by all the great composers and ar-
rangers l ike Dave Rose and Quincy
Jones, and they couldn't figure out how
Duke and Strayhorn voiced the saxo-
phones, how they voiced the brass, be-
cause they had their own key ways of
doing it and they wouldn't let anybody in
on this. When I first joined the band, I
roomed with Strayhorn for a while and
one day I finally asked him to teach me
and tell me how he did that. As soon as I
had asked, I realized that I shouldn't
have by the way Strayhorn looked at me.
I apologized and said that I realized I
shouldn't have asked; that it was a pri-
vate thing between him and Duke. I used
to get to the gigs early, though, and one
day, after I had been with the band for
about six months, Duke was there early
as well, and he motioned for me to come
and sit by him at the piano. I did, and he
hit a chord and said, 'See this? That is
what I used on "Caravan." ' And he ex-
plained who each note went to and he
spelled the whole thing out to me. He
showed me things for about a half an
hour and he said he had never shown
anybody else. I just sat there and cried.
Here I was, little me in the band, and he
was showing me all this stuff that he and
Strayhorn did, which you can't see in
books and only comes from them. I nev-
er forgot that."

Ellington also gave Bellson his first
writing opportunity.

"When I had first joined the band, he
said that he understood that I was an ar-
ranger and I said, 'Well, not really.' And
he said he wanted me to bring in a couple
of my scores and I said, 'You want me to
bring in my scores? No, I couldn't.' Af-
ter all the things he and Strayhorn had
written, I couldn't bring him mine. It
took him about two weeks of coaxing to

get me to bring in two charts. The first
thing I brought in was a thing called
"The Hawk Talks," which he recorded
and became a big jazz hit. A lot of people
think that was written to commemorate
Coleman Hawkins , because he was
known as the Hawk, but Harry James
was also known as the Hawk and I wrote
it for Harry. Then "Skin Deep" was the
drum solo which I also wrote and gave
Duke, which he also recorded. For that
band to record two of my things was just
incredible!"

Bellson's writing was initially prompt-

ed by his father at a very early age.
"Dad felt that by the time I was 10

years old, I should have all the training
possible. He said, 'Look—you're doing
great musically as a drummer, but now
let's get into some melodic instruments
and let me start you on a little piano and
some harmony and theory.' I told him I
didn't want the piano, but he insisted and
I went ahead with it, and the minute after
my sixth lesson, I was after my father
like a vacuum. I couldn't get enough of
it. Then he got me into writing two part



harmony and three part harmony, writ-
ing for a string quartet, big groups, small
groups.

"In 1947, when I joined Tommy's
band, Marty Berman and I were driving
out to the gig one night and a song came
on the radio by Herb Jeffries, a singer in
Duke Ellington's band at one time, and
this album was with a beautiful string or-
chestra and the radio announced that
Buddy Baker wrote all the arrange-
ments. I told Marty that I sure would like
to study with this Buddy Baker person,
and Marty said, 'I know him.' So I was
introduced to Buddy and he's been my
teacher ever since."

Bellson and Baker also collaborate
quite a bit, in addition to Bellson's most
often collaborator, Jack Hayes.

"He may start a tune and get halfway
through it and then give it to me to fin-
ish," explained Bellson. "Or vice versa.
Sometimes we'll do the whole thing to-
gether, composing and arranging, and
other times, I've completed the whole
composition and then give it to Jack to
do the arranging, or vice versa."

Juan Tizol was not only instrumental
in getting Bellson together with Elling-
ton, but also in getting Bellson together
with his wife of 28 years, Pearl Bailey.

"Pearl would stay at the Tizol's house
when she was in California and I'd be

back east, and when I was in California,
I stayed in that room and she'd be away.
They used to always ask me if I had met
Pearl Bailey and I'd say that I heard
about her, but never met her, and they
used to ask her if she had ever met Louie
Bellson, and so they're the ones that
really got us together in a sense. We
didn't meet at their house, but we finally
met in Washington, D.C. at the Howard
Theatre. I was with Ellington and four
days later, we got married. We were
married in London because she was
working there and I had two weeks off,
so I just flew over to where she was.

"Like Pearl says, we did it when it
wasn't fashionable," Bellson laughed.
"When we first got married we got a few
letters from some people who came up
with some nice names," he confided of
their marriage which took place at quite
a racially prejudiced time. "But for the
amount of letters we got like that, there
were 9 million in favor. I would say that
the fact that Pearl was Pearl, more so
than me because she had a bigger name,
and still does, helped as far as being able
to go to different places, because I felt
that if we were not celebrities, we would
have had a little difficulty going into cer-
tain places at the time. Thank God it isn't
as much of a problem today, but it's be-
cause of the young people who have
learned to grow up and respect one an-

other no matter who or what you are."
The press clamored for interviews, but

Bellson and Bailey became very selec-
tive about those to whom they would
speak. More than willing to discuss their
musical projects and careers, they grant-
ed some, but even that backfired more
than once.

"I gave one guy an interview and he
twisted everything around and the article
which finally came out was 'What I
Know About The Negros, by Louie Bell-
son.' We hadn't even discussed that at
all," Bellson recalled, explaining that a
lawsuit ensued, for which they were
monetarily compensated.

Two children are the products of their
marriage, and Bellson admitted that
while Tony, age 26, and Dee Dee, 20,
have certainly had to battle the children
of celebrity parents syndrome, they are
both extremely well-adjusted.

"I'm sure it must have been difficult
growing up around celebrities. I'm sure
there is a pressure on them because they
have to try to live up to something, and
maybe while Tony wants to play drums,
he feels he has to live up to something.
Just like Frank Sinatra, Jr. I feel he has a
lot of talent, but he's constantly com-
pared to Pop and Pop is Pop," Bellson
said, adding that he is perfectly comfort-
able with the fact that both his children
may end up in show business.

Shortly after his marriage, Bellson left
Ellington, with whom he had been for
about two years, and began his own
band, which performed both with his
wife and separately.

"I think one of the main factors that
kept Pearl and me together was that we
realized that each one of us had his own
career and yet we were able to work to-
gether quite a bit too. Otherwise, she
would be going off in one direction and I
would be going in another and it never
works if you don't see one another for
three or four months at a time."

Bellson has had his own band ever
since, and is very excited about his cur-
rent group.

"I feel like our band is so hot now. We
just finished a European tour and it was
the first time I had been over to Europe
with my own group. It looks like we're
going to be going over once a year now,
for at least a month, and it also looks like
we may be going over to Japan also.
We're going to keep it going over here
in the States too, and I'll be confining
three quarters of my time to the big
band."

Bellson's association with Slingerland
began around 1936, but because of a se-
ries of events, he has only been back
with them exclusively for the past three
years.

"I had a Slingerland set when I joined
Benny, and the reason I switched over to





Gretsch was that Benny had a contract
with them. I didn't realize at the time
that I could have walked up to Benny
and said that I use Slingerland and he
wouldn't have minded, but they supplied
him with drums and I felt that in order to
keep my job, I had to use Gretsch. From
Gretsch I went to Rogers, from there I
went with the Pearl Company, and now
Slingerland again. I must say this, all
those companies were very wonderful
and I had a good standing with all of
those people."

To Bellson, a good drum set is one
made of good wood. While he used to
use the fiberglass shells, now he feels
that the wood is the most natural sound-
ing.

His commonly used set-up for when
he plays with his big band, consists of
two 24" bass drums, one 9" x 13" tom in
the middle of the two bass drums, the
Spitfire snare drum, which he designed
for Slingerland, two floor toms, 16" x
16", with the one in the back tuned slight-
ly lower, a 14" pedal Roto tom by his hi-
hat, and on his right, next to his two floor
toms, he uses 14" and 16" regular Roto
toms, which he turns manually.

"The very first set that I got had a bass
drum, a snare drum, a small tom tom and
a big tom tom with two cymbals and a hi-
hat. Buddy said in his interview with
Modern Drummer that he challenges the
fact that some guys have too many
drums and I agree with him. If you join a
group like Chick Corea, however, where
he wants to hear three or four concert
toms because of the sophistication of the
music, then you have to add that. Of
course I've added quite a bit, but what
I 'm against is guys having maybe 25
drums which they don't play and are just
for show."

While the above mentioned set-up is
his most common, Bellson conforms his
needs for a particular event, sometimes
finding himself utilizing only one bass
drum, while occasionally, he uses his
triple drum concept.

"The concept stemmed from the use
of the two bass drums, and I went further
because I felt that I wanted to utilize
more sounds with the tom toms and Roto
toms and more snare drum sounds rang-
ing from the piccolo to the bigger snare
drum and I wanted that same idea with
the bass drums. In order to get those var-
ious sounds, I had to go with different
size drums. I use that set only when I'm
doing a thing I wrote called "Bitter-
sweet" with a symphony orchestra. I use
two mallets in each hand as well as five
pedals and three bass drums. I can oper-
ate all three bass drums with three pedals
alongside of the middle bass drum, but I
would only use it for that particular





A Primer on Hi-hats

The hi-hat is one of the most important pieces of equipment in
the modern set drummer's arsenal. It is an extremely versatile
instrument, which can be used to obtain countless effects and
nuances. Great drummers like Jo Jones and Buddy Rich for ex-
ample, have demonstrated a total mastery of the hi-hat.

The hi-hat also plays a predominant role in the overall time
feeling generated by the drummer. This is often overlooked by
young, inexperienced drummers. The difference between a
weak time feel and a strong one can often times be traced to a
weakness in the left foot. Listen to the inimitable style of Art
Blakey for a great example of a powerful, driving time feel
stemming from a strong hi-hat. Let's take a closer look at some
of the basics of a sound hi-hat technique.

There are certain guidelines you should try to adhere to in
your choice of a stand and cymbals. A sturdy hi-hat stand is
absolutely essential, and there's a wealth of makes and models
on the market. Be sure to choose a strong stand with a smooth
action; one that is free of distracting clicks and rattles. It should
be a stand that offers height adjustment, and it should come
equipped with a tilter for the bottom cymbal. A word about tilt-
ing the bottom cymbal; be certain you do not tilt the bottom
cymbal too much. This results in a poorly defined, sloppy
sound. The angle of the bottom cymbal should simply be
enough to avoid airlock and obtain a clean, sharp sound. Anoth-
er common mistake is keeping the clutch mechanism on the top
cymbal too tight. This restricts the movement of the cymbal,
inhibiting vibration and reducing volume. Of course, if the
clutch is kept too loose, this will also result in a sloppy sound.
The angle of the tilter and the precise amount of clutch tension
are two key factors in achieving a satisfactory hi-hat sound.

Hi-hat cymbals range in size between 13" and 15". Stay with
the best quality if you possibly can, and be prepared to spend
the time needed to choose a pair that best suits your individual
musical needs.

When you select hi-hat cymbals, always test them on your
stand. Be sure to test each pair carefully before making your
final decision. Listen to the sound in the closed position. You
should listen for a definitive, dry sound. Test the cymbals in the
medium closed position. Listen for a good blend of the sizzle
effect. Try them using various open and closed patterns. Listen
to the sound of the hi-hat splashed, the effect achieved by
quickly depressing and releasing the pedal. Most important, test
for a good, solid "chick" when both cymbals are brought to-
gether. It should be sharp and clean, and you should not have to
use extreme foot pressure to obtain a good sound. Listen for
pitch, sustain, a blending of overtones and a generally good re-
sponse.

There are probably as many ways to play the hi-hat as there
are drummers who play them. Let's look at a few:

For light, delicate accompaniment in a rock or jazz vein, the
hi-hat can be played with the cymbals closed. For more of a
sustain, the cymbals can be played loosely, barely touching
each other. The precise level of foot pressure is essential here
since both tone and length of sustain can be varied and con-
trolled in this position. There are several tonal possibilities in
this position alone. Experiment.

by Jack Scott

One of the most common methods of using the hi-hat is
through various combinations of open and closed figures. The
disco bark, a very popular rock pattern built around the hi-hat,
is achieved by playing eighth notes on the hi-hat and quickly
opening and closing the cymbals on the an of 1, and again on the
an of 3.

Another variation is opening the hi-hat on the an of every
beat while the right hand plays steady eighth notes.

The hi-hat bark also lends itself nicely to more complicated
rock patterns.

Playing the jazz time pattern with sticks on the hi-hat is a bit
trickier. Many young players misinterpret the left foot proce-
dure in this pattern. The rule says the hi-hat is opened on 1 and
3 and closed on 2 and 4. However, if one strictly adheres to the
rule, the following will result:

Notice that the cymbals are closed on the a of 2 and the a of 4
producing an amateurish, unswinging feeling. Better to close on



2 and open on the a of 2. The same for beat 4. In this manner,
the open sound is more predominant producing a greater feeling
of forward momentum.

The jazz bark, made popular by the hard bop drummers of
the 50's, is another effect obtained by the left hand sharply
snapping over to strike the quickly opened hi-hat.

Numerous effects can be achieved with the left foot. Varied
amounts of foot pressure can produce interesting and varied ef-
fects when the cymbals are played with sticks. The hi-hat splash
is another effect easily obtained by quickly letting both cymbals
strike each other and allowing them to ring. This works particu-
larly well on ballads when a very delicate cymbal crash is de-
sired.

An effective "chick" sound is obtained in one of the follow-
ing two methods:

The ROCKER MOTION calls for the left foot to rock from
heel to toe; beat one-heel, beat two-toe, beat three-heel, beat
four-toe. The rocker motion also helps in establishing more of
an inner time feeling since the left foot is literally rocking back
and forth on every beat of the measure. As the heel rises, the
full weight of the leg is being used to depress the pedal giving an
added lift to the time feel. The cymbals close more sharply
which adds a greater degree of intensity to the afterbeat.

Another effective means of producing a sharp "chick" sound
is the TOE METHOD, though somewhat more tiring and a bit
more difficult to master. The toe method calls for keeping the
heel of the foot suspended, depressing the pedal with the toe
only. The entire weight of the leg is involved which brings the
cymbals together with an even sharper attack than the rocker
motion. The choice is yours to make.

It should be obvious at this point, that the hi-hat is truly a
versatile instrument and an extremely important part of your
total kit. Like anything else, a great deal of practice and experi-
mentation are necessary to achieve results and to master all of
the many possibilities. This article has scratched the surface in
its attempt to stimulate your thinking. The real work is now up
to you. Good luck! 



Alex Duthart: Close-up
by Keith Duff and Neil Kirby
with Sandy and Michael St. James

Alex Duthart, renowned drum major
from the Shotts and Dykehead Pipe
Band of Shotts, Scotland, is a leader in
the field of pipe band drumming. Since
1953, he has led his drum carp to victory
in the World Pipe Band Drumming
Championships.

MD: Where are you from originally?
AD: Well, I 'm from a small village in the
county of Lanarkshire. The Lanarkshire
area has coal mines and steel works and
is in the central belt of Scotland.
MD: Do you still live anywhere near the
area?
AD: Yes, I live about 2 1/2 to 3 miles from
where I was born.
MD: Your father was the first one to get
you interested in drumming. Do you re-
member how old you were when you
first picked up a pair of drumsticks?
AD: When I was a kid, I can remember
playing with two forks on a tea caddy. I
must tell you something about my father.
My father was a good drummer. He used
to teach James Catherwood who in turn
went to Dr. Berger, the leading drummer
with the D.L. Pipe Band. He was a real
drum enthusiast and studied in Ireland
and Switzerland.

It was my father's mother that showed
him how to lop a skin. In the old days it
was a calfskin and you had to wet the
skin and lop it. There must have been
drummers in my grandmother's family
too. My father came from Northern Ire-
land so I'm of Irish extraction.
MD: Scotland seems to have the grasp
for the majority of pipe band drummers.
Are there many pipe bands in Northern
Ireland?
AD: The Pipe Band Association is di-

vided into branches. There is the North-
east branch, the West branch, the Glas-
gow branch and so on. The Northern Ire-
land branch has more pipe bands in it
than Scotland.
MD: How about the quality?
AD: The quality of piping is slightly be-
low the standard that you find in Scot-
land. But I wouldn't say that about the
drumming.
MD: What sort of things were you listen-
ing to as you were developing?
AD: I was always interested in jazz. I
liked the traditional jazz and modern jazz
as well. When I talk about modern jazz I
mean Joe Morello and so forth. Now we
all admired Gene Krupa and his era. It
was a rompy, stompy thing, and that's
okay, but as it progressed there were an
awful lot of good drummers and I always
liked good progressive jazz.
MD: But Morello is one of your favor-
ites?
AD: That's right.
MD: He called you the "doctor of bag-
pipe drumming".
AD: Well, I don't know about that. I'm
very flattered that Joe Morello said
things like that because his opinion has
always been valued. One time in Wood-
side Hall, Billy Stevenson, Bert Barr and
I played an interval for Joe during his
clinic. Joe stood on stage and he wanted
to hear us. I was flabbergasted because
Joe Morello was a great figure. For us to
be asked to play, amateurs? Nobody
would have dared to play but us. We
played because we thought we had
something to offer in our field which was
entirely different.
MD: Did you exchange any ideas with
Joe?
AD: Yes, I'll always remember the fol-
lowing. We played two of our drum solos
at his clinic and he stood by the whole
time listening. Do you know what he
said? He said, "If Buddy Rich had heard
these three fellows here today, he would
have fallen flat on his face." I said to the
other fellows in my corp, "If we never
win any competitions, at least one man
who knows what he is doing has recog-
nized what we are trying to do."
MD: Are you a strong believer that all
drummers should be able to read music?
AD: I would think the drummer is not
complete unt i l he knows something
about the value of notes.
MD: In other words anything you can

play you should be able to write down?
AD: Did you ever think that is quite a tall
order to say, "I am able to write any-
thing that I play." Think about that. That
entails an awful lot, doesn't it? You go
and pick up those sticks and play any-
thing that comes into your head and
write it down.

In most cases guys in symphonies, es-
pecially in the London Symphony, just
don't want to know our style of drum-
ming.
MD: Do you play traps?
AD: Yes, and when I play gigs and the
other players find out I'm a pipe band
drummer, they say, "Oh you don't know
anything but ding-ding-a-ding." But I
show them that I know more than that.
MD: Did you ever have your own band?
AD: No, I just played gigs. In those days
I'm talking about the old dance halls
where you'd play from 7 until 11, playing
one number. Nowadays, it's funky, but
it's still the same.
MD: Do you see any similarities between
the syncopation of bagpipe drumming
and rock drumming for instance?
AD: No, but consider if you've got all
these elements, you could certainly have
all the elements of a rock drummer too
because it's so simplified that if you had
this at your finger tips you could make it
really interesting. You may do the oppo-
site thing, you may make it too inter-
esting. You could make it too busy, hav-
ing all this technique. Some of the things
I hear rock drummers do are as open and
lazy, but it's good.
MD: How do you decide if it's too tech-
nical or it's not, or if you put too much
in?
AD: Do you know where you generally
find this? You generally find this in a guy
who doesn't read a note. He tries to play
a thing he doesn't even know. He hasn't
got the proper notation for that. He's ei-
ther got too much or not enough. He
doesn't know where to put the notes
so that it gives you a relaxed feeling. It's
generally guys that don't know a thing
about note value that do this stuff. But
then you get the natural fellow that can
play relaxed and do everything just be-
cause he's been used to playing it.
MD: It seems to me your drumming
shows so much technical ability as far as
dexterity and cleanliness and precision
especially in the case of the Shotts and
Dykehead where you have seven or eight
members in the snare drum line. What
kind of practice routines do you do per-
sonally and does your drum section do?
How many hours a day or days a week?
AD: Well, this is quite difficult to ex-
plain, because I write all the drum parts.
And it's solely because we're a com-
peting band that we sit down and try to
do things. Now you could sit down prob-
ably some night and say I have a drum
setting for a march or a strathspey



(dance tune) and work for two or three
hours and get nothing. And other times
the tunes begin to get embodied in the
head. You must know how the tune goes
to really have a good setting. Then I fool
around with a lot of different basic rudi-
mental patterns.
MD: To fit the bagpipe music?
AD: That's right. Do you know what it is
like? What comes first, the hen or the
egg? How can you make up anything if
you're not equipped? If I 'm not equipped
with the sticks, if I'm not able to play,
how are you going to be able to fit pat-
terns to the music?
MD: How did you become equipped?
AD: I don't know. I've subdivided an
awful lot of things myself. If you take the
old phrase ONE-two-three-FOUR-five-
six-SEVEN-eight. You see how you can
build on it? It's like a tree, and a branch
goes out that way. You have another
twist of a branch that way, and another
twist and another twist, that's how they
come.
MD: What do you do to build up your
hands and your dexterity to be able to
play these kind of figures?
AD: Probably being able to execute the
basic rudiments so that your hands are at
will to do what your brain wants. Your
brain takes over faster than your hands.
Your hands can become free and you can
do things.
MD: Did you spend many hours devel-
oping your rudiments?
AD: I never have done it in my life. I've
spent qui te a few hours working on
somethings.
MD: You just naturally fell into having
clean technique.
AD: See a closed drag. I think you call it
a ruff, a three stroke roll. You may play a
drag open. In Scotland we play it tight
and closed. We have developed single
tap rolls where we know exactly what we
are going to do. I know not to go too fast
or too slow because I know the proper
notation. That's what it's all about.
MD: So you build up your technique
based upon what the music requires.
AD: That's right.
MD: You don't have to sit down and say
I'm going to play this rudiment as fast as
I can by next week, regardless of the
music.
AD: I've never done that in my life. I
think you can become too methodical.
Okay, you say it takes so many taps to
play something. Then you say, at the end
of the week I'm going to put in twice as
many as these taps. Your friend says,
"So what?" It doesn't matter how many
taps you put in there, after you get to a
certain stage it's a mess. There's a point
you get to where you have to say to
yourself, wait a minute, but how does it
sound? With seven or eight fellows play-
ing. You must be able to hear things as
well. If you've got a drum that's ringing

or an overtone in a drum you'll never
hear half the detail that we play. That's
why we play a sharp drum. You have to
do it that way.
MD: We notice that the pipe band snare
drums are very tight.
AD: In here, but take it outside and it will
sound quite flat. If you were to take your
dance drum outside it would sound like a
top. That doesn't mean to say that the
drum is not good. Your dance drum and
your rock drum are good for inside and
for the acoustics inside but if you take it
outside, what a sound you get.
MD: So the pipe drum was primarily de-
signed for use outdoors?
AD: Outside. Play it inside here and you
get a terrible sound.
MD: What started getting the heads as
tight as they are now? Do you use a
double hoop?
AD: Sometimes, when I get down a cer-
tain distance and you haven't any money
to buy skins you say, "Get it down an-
other turn there!"
MD: What kind of wrench do you use to
tighten the heads?
AD: Well, we have quite a strong key.
Premier is strengthening up their keys.
The small key is no good for that.
MD: There's a question of pounds. 35
pounds on top and 15 on the bottom.
AD: I don't know what I put on the top
or what I put on the bottom.
MD: You go by sound and feel?
AD: If the snares are not up then I'll set
up the snares and get them right. You
see, this is the thing . . . this is what I'm
amazed about and it's a great idea. But
the American fellow says, "Why are you
doing that? Do you know why you are
doing that?" And I'll say, "Well I just
tighten up to what I feel." And he says,
"Well I ' l l just give this forty pounds of
pressure." Well, that's sensible. What
you're doing is sensible. We in Scot-
land have a certain attitude that what
you are doing would be too much of
a bother for us. I can feel a head, and the
tension that's on it and I'll know whether
it will break.

It takes about two to three weeks to
get the head right. You have to get the
snares up really level and you've got to
get them up so that you can work it, oth-
erwise you don't get a sharp sound. On
the pipe drum, the head should be about
level with the hoop on the batterhead.
MD: Do you stil l use the Premier Royal
Scot drum?
AD: Yes.
MD: Did you have anything to do with
the development of that drum?
AD: Well, we needed the top snares so
that they were really hard against the
skin. You see, the Premier Drum Com-
pany makes a very good article, there's
no doubt about that. But I don't think
that they knew the sound that we want-
ed.
MD: Why has the ten-lug model come
out?
AD: Because the hoops were warping.
You can probably get finer tuning with it.
But the main reason for it was to reduce
the length of the hoop between the two
lugs. In other words, if you reduce that
space you're going to get a stronger
hoop. As for the tone of the drum, I
don't believe that there is much dif-
ference between the two.
MD: How often do you change the
snares on your drums?
AD: Not very often. It may be a thing
that I overlook but I don't think I've
changed the snares on the new drums,
and when I say the new drums, they're
about 2 1/2 years old.
MD: What made you give up playing the
chrome drums?
AD: I don't see why I should be playing a
drum that's about 3 pounds heavier, so I
went back to the wooden shell. That's
the only reason. I quite liked the sound,
it was a softer sound. But a lot of the
judges didn't like it.
MD: Are there other materials used in
drum construction that you like besides
wood?
AD: I liked the metal shell but there was
a tendency for the shell to collapse under



coast and New York to urban areas not far from New York seem to
have better ability on the drum. It's just what I've seen. There
are some good drummers in Puerto Rico. In Los Angeles, it's
very spread out and doesn't seem to have that same jamming in
the summertime feeling. I say, not from a personal point of
view, because I'm not a drummer, but from just talking to
people. One of my favorites, Eddie Montalvo attributes what-
ever he knows and whatever he's good at to living in the street
of New York when he was a kid. He was like a toothpick. He
never went in the house to eat, just played the drums. That's
where you get your education. You asked whether someone
outside the culture could gain proficiency in Latin music. Not
without a complete change in lifestyle. You have to give up
your former lifestyle. You have to go live in the ghetto and em-
brace the concepts and foods of the people. You have to think
as the people think. It entails abandoning your whole lifetime
before in order for you to comprehend what the music is about.
I've seen a guy, a good percussionist, who wrote an instruction
book that I had occasion to read on playing Latin instruments
and Latin music. I'm not a musician, but what the guy wrote
was terrible, because he never lived it. You have to live the
experience. You have to know what it's like to hang in Pozo's
after hours. You've got to know what it's like to hang in the
bathrooms. You gotta know what it means to get ripped without
being so self-conscious. You've got to be with the people who
make the music. You can't be on the outside taking notes. If I
had the talent I think I would succeed, but I haven't got the
talent musically. But I think I would be an exception because I
have embraced the concepts of Latin music. That's why I think
I've been able to get along, except for the petty jealousies that I
think you'll find in any business.
KL: To what extent would you say your products are hand-
made?
MC: I would say that they are entirely handmade. Except for
the machinery the hands touch to do the job. There's a compa-
ny that says their products are handmade but I don't think that
the hands portrayed in their ads are capable of bending steel. If
I can get to the point where I can perform an operation so repet-
itively, completely by machine, I'd welcome that because I
think I'd make a better product.
KL: How do you feel about the current competition you face?
MC: I personally feel and this goes for the record business as
well, the kind of competition you are refering to is helpful to the
industry. Even if these people would want to bad mouth me, not
that I am suggesting they are, controversy is what causes more
business. It creates interest. If it's just Latin Percussion plow-
ing ahead on its own, it's not the same as all of us fighting to-
gether because then you create that much bigger a market. And
in turn, it helps everyone grow. If there is just one focal point of
activity, I suppose it wouldn't be that interesting. If I have a
young company at my heels, it probably keeps me honest and
makes me work harder. Make sure that I'm more concerned
about my product's integrity. I think it's very good. What isn't
good are those people who by virtue of their own inability to
deal with the world of business, use their own inadequacies to
put me down as somebody who has been able to deal with it. If
somebody has a product that they think is better than mine,
that's fine. It helps to build a secure future.
KL: Will you be introducing any new products in the near fu-
ture?
MC: We have a new conga drum. We are going to call it the
Patato model conga drum. It incorporates an idea that Patato
has had for a long time to achieve more bottom, more bass
sound from the drum. We've increased the height of the drum to
give it more volume and also to make it compatible with the
other drums. The current model of our drum is very much in
demand, but some people who have wooden drums and want to
get involved with fiberglass drums have a difficult time because





The Care
and Feeding
of Drums,
Part 1

By Frank Kofsky

It is the rule rather than the exception for musicians to be
intimately involved with the maintenance, repair and modifica-
tion of their instruments. Saxophonists for instance, are forever
fiddling with their mouthpieces or working on keys and pads.

Many drummers, in contrast, seem to display an amazing in-
difference to the condition of their implements and a distressing
ignorance about what goes on within a drum. Consider, for ex-
ample, the gentleman I witnessed complaining to a drum shop
employee about the vexatious rattle his snare drum had sud-
denly developed. Removal of the drum's top head revealed that
one of the bolts fastening a lug to the drum shell had worked its
way loose and was bouncing on the bottom head every time the
drum was struck. Rattle indeed!

This degree of unconcern about the inner workings of a drum
may not be typical, but it isn't all that uncommon, either. Nor is
it confined just to novices. On the contrary, it wasn't too long
ago that I had to borrow a snare drum for one of my heroes (a
great jazz drummer who regularly dominates the polls) because
the snare apparatus on the heavily-punished old Rogers wooden
drum he had brought to San Francisco was in the process of
disintegration, and some of the parts needed to hold it together
had been lost.

The point is that there is no particular reason why a drummer
has to play on an instrument that has been allowed to sink into a
state of terminal disrepair. A little knowledge of how a drum
functions, a little attention to maintenance, most likely will suf-
fice to keep you from being among the most embarrassed of
percussionists—one whose kit falls apart on the job. But that is
only the negative incentive. The positive reward is that by
learning something about drum construction, you may be able
to make some relatively minor modifications whose cumulative
effect will leave you immensely more pleased with the sound of
your set.

NEW, TOO
"That's all well and good," some readers may be muttering

to themselves, "But it doesn't apply to me. After all, I got my
new Whamo Drums just last week, so I know they're in perfect
shape." Wrong! As anyone who has ever taken a new car home
from a showroom is aware, in this day and age, machine-made
products (and that includes virtually all drums, pedals, stands
and related hardware) do not ordinarily roll off the assembly
line totally devoid of defects. So even if you've only had your
present drums for a short time, there are still some simple things
you can do that are likely to improve their response.

The first step is one that should be performed any time you
acquire a drum, whether new or used (unless you are planning
to re-finish its shell in the immediate future) is tighten the nuts
and holts. On most drums, the lugs are bolted onto the shell
from inside. These bolts should be checked and tightened as
necessary. For this purpose, a set of sockets, driven either by a
screwdriver-type handle or a ratchet, is a very convenient tool.
Each bolt should be "snugged-up" to the shell, that is, tight-
ened only until it rests firmly against the shell. Further tight-
ening risks cracking the shell or breaking the bolt.

For still greater stability, I employ two additional measures
whenever I fasten anything to a drum shell: (1) A star washer
placed between the head of each bolt and the shell, the prongs
of the washer pointing inward; and (2) Loctite (the weakest
grade), Threadlock or some other, similar compound applied to
the threads of bolts and nuts to glue them in place. As a drum is
constantly being subjected to strong vibrational forces, any-
thing that will help it to stay intact is obviously an asset. Loctite
and the various other adhesives do just that, while still allowing
you to loosen and remove the hardware should that become
necessary in the future.

Everything you will need to secure the hardware on your
drum: (1 ) A set of sockets and drivers; (2) Star washers (here
attached to the bolt that holds the drum lug to the shell); (3)
Adhesive (in this case, Threadlock).

TRUE—OR (UNPLEASANT) CONSEQUENCES
Another test that should be performed on a drum that's just

come into your possession concerns its bearing edge, that por-
tion of the shell that comes into direct contact with the head.
Perhaps no other single part of a drum is more important than
this edge. Why? Simply because, if the edge is not relatively
flat, or "true", if there are pronounced bulges and dips in it, it
will be difficult if not impossible to tune the head in such a way
that the tension is the same at each of the drum's lugs. As a
result, the head will never be in tune, and the drum will not be
able to reach its full potential. Both volume and resonance will
be reduced and the drum's sound will be weak, muffled and
unpleasing.

I arrived at this realization the hard way. Early in the 1970s, I
purchased a set of wood drums. I was very happy with the set,
except for the 14" floor tom tom. With the advice and assistance
of my friend George Rutter, I discovered that both of the
drum's edges had "waves" of as much as one-quarter of an inch
in them. That may not sound like an enormous amount, but it is
more than enough to sabotage the operation of a drum. Thanks
to Mr. Rutter's aid and counsel, the story has a happy ending.
Using a method I'll pass along momentarily, the edges of the
drum were made "true" (flat), and the drum became tunable.



Today it speaks with an impressive punch, clarity and reso-
nance that were so notable by their absence before.

Luckily for us all, there's an easy way to determine if the
edge of a drum is true. The only two things required are your
own eyes and a rectangular piece of plate glass (obtainable from
any glazier) whose width is somewhat greater than the diameter
of the largest drum you wish to check. If the biggest drum in
your set has a diameter of 22" your piece of glass should have a
width of about 24" or more. To ascertain whether or not the
edge of a drum is true, lay the glass on some comparatively flat
surface, such as a non-textured rug, remove the drum's rim and
head, and place the edge in question directly on the glass. Now,
slowly rotate the drum on the surface of the glass. If the edge of
your drum meets the glass all the way around its circumference,
you have nothing to worry about. But if there are several places
where one-eighth of an inch or more separates the edge of the
drum from the glass, if the drum can be rocked back and forth
on the surface of the glass, you may be in big trouble.

Sizeable gaps between the edge and the glass indicate that the
drum is in need of trueing.

In this instance, there are several alternatives open to you: (1)
If the drum is new, you may wish to exchange it where you
purchased it. Almost without exception, new drums are cov-
ered by warranties against defects in manufacture, and a repu-
table shop will strive to make sure you are satisfied with your
purchase. (2) New or old, if the drum shell is made of wood (or
fiberglass), you can either true the drum yourself or, if you can
find a willing craftsman, have it trued for you. (3) If the shell is
metal and the drum can't be exchanged or returned, I suspect
you're just plain out of luck. Either you have to learn to live
with its imperfections or find a suitable replacement. But at
least you have the consolation of knowing why you could never
get your drum to sound quite up to snuff.

Finally, snare drums require some special comments. The
snare is the only drum with a bearing edge that has been de-
signed not to be perfectly true. You can readily verify that the
bottom edge of your snare drum departs from true, either by
simple visual inspection or by the use of the glass test outlined
earlier. Regardless of which method you choose, you will ob-
serve that there are two large concavities, or dips, on this edge,
separated by 180°. One is directly below the snare-release lever,
the other is under the snare butt-plate on the opposite side of
the drum. These indentations are called snare beds, and their
function will be made clear below.

BEING PREPARED
Let's suppose one of your drums has failed the truth test and

you want to have a go at correcting its aberrations yourself.
Before leaping feet first into the instructions for carrying out the
repairs, I think it would be useful to offer some advice of a gen-
eral nature. Wisdom in the art of working with drums consists
above all, in locating a set of specialists upon whose expertise
and experience you can draw at will. My reasoning is very
straightforward. Regardless of what you plan on doing to your
drum, you don't want to make things any rougher on yourself
than is absolutely necessary. You don't want to inflict any inad-
vertent damage on your instrument, and you don't want to have
to buy enough tools to open your own wood- and metal-working
shop. All of these "don'ts" thus point in the same direction:

Find the professionals and get as much assistance from them as
possible. This doesn't mean you shouldn't work on your drum
yourself, if that's your desire. It only means that the guidance
you will receive should make your task both immeasurably eas-
ier and much more likely to have a successful outcome.

And what sort of experts will you need? I would suggest that
before you embark on any major undertakings, you have avail-
able to you a minimum of two skilled craftsmen who can come
to your rescue as necessary.

(1) A first-rate drum repairman. Almost every urban area
possesses somebody who loves drums and knows them literally
inside and out. In the San Francisco Bay area, for instance, that
person is Eugene Okamoto, who works at Leo's Drums in Oak-
land. In Los Angeles, Ron and Rick Syde's Valley Drum Shop
can help you put your drum into peak condition. Ditto for the
people in the repair department at Professional Percussion Cen-
ter in New York.

(2) A furniture-maker or cabinet maker who is sympathetic
to musicians and willing to work on their instruments. I was
lucky when, a few years ago, I set out to renovate a pair of old,
solid-maple snare drum shells, in that one of my students was a
budding furniture-maker with an interest in building guitars. It
wasn't too difficult to persuade him to lend a hand at crucial
junctures, much to the benefit of myself and my drums. Natu-
rally, not everyone will be so blessed. Still, if you methodically
plow your way through the names of the cabinet and furniture
craftsmen listed in the classified directory for your vicinity, my
guess is that you will be able to turn up someone who is suffi-
ciently intrigued with your project to make his services avail-
able.

So much by way of preparation. Onward and upward to the
drum itself.

TRUE, HOW TO
The supplies you will need to true your drum(s) are:
(1) Four to eight pieces of good quality coarse sandpaper (I

use 80 gauge) and the same amount of fine sandpaper (180
gauge). The exact quantity of sandpaper you will have to use
depends both on the diameters of your drums and the extent to
which they are out-of-true.

(2) A heavy-duty stapler; better yet, a staple gun.
(3) A piece of top-grade veneer plywood, 3/4" thick. The

width of the plywood piece should be slightly greater than the
diameter of the largest drum you intend to true. It is important
to purchase the best plywood you can find, so as to obtain a
piece that is most nearly flat; the flatter your board, the more
easily and accurately will your drum be trued.

(4) A piece of paraffin or a plain white candle (such as the
plumber's candle sold in some hardware stores).

Once you have assembled your supplies, staple the coarse
sandpaper to one side of your board, abrasive side out, until the
entire side is covered. Staple the fine sandpaper to the other
side. Place the board on a hard and more or less flat surface
(rug, floor, driveway, etc.), with the coarse sandpaper facing
upwards. You are now almost ready to begin.

Prior to starting work it is a good idea to pause for a strategic
observation. After removing the drum head, look carefully at
the edge of your drum. Note that the edge is not flat but instead
has been cut, or beveled, to use the technical term, so that it
slopes inward towards the center of the drum. The reason for
beveling the edge in this fashion is to minimize the area of con-
tact between the drum head and the edge in order to leave the
drum head as free as possible to vibrate. If the edge of the drum
were completely flat, the area of contact between head and edge
would be so great as to restrain the motion of the head and thus
inhibit the response of the drum. Consequently, it is imperative
that the edge be re-beveled after the process of trueing has been
finished. That is why you should pay close attention to the ap-
pearance of the beveled edge now, so you can duplicate that
appearance after the edge has been trued.



piece. I would never use all of that with
my big band—I don't need it."

He even has an entire Roto set which
he has used occasionally.

"When I went to Remo when he first
started the Roto tom idea and asked him
to make me a. Roto set, he thought I was
crazy. I had him make me two bass
drums that are set up like Roto toms so I
can actually play the bass drum with the
pedal, which stays stationary, and I can
turn that drum and it will rotate and I can
get various degrees of an octave range
with each bass drum. Then I have all the
Roto toms he made—6", 8", 10", 12", 14",
16" and 18" and he also made me a Roto
snare drum, which means I can turn it to
the right and get a piccolo sound or turn
it to the left for a deeper sound. You can
actually get tonality with that set be-
cause those Roto toms have been the
closest drums to getting a perfect pitch."

Bellson uses the Remo Fiberskyn 2,
which he says looks exactly like the old
calfskin heads and have a mellow, round
sound.

He uses a Slingerland stick, which he
designed and says is comparable to a 5A.

"A lot of people feel that they need a
heavier stick to get a bigger sound, but
that's not necessary. The work comes
from the player and if you get a good
middle weight stick, then the rest has got
to come from you."

His cymbals are all Zildjian and typi-
cally, he uses a 20" pang cymbal on the
right of the right bass drum, an 18" or 19"
on the left of the left bass drum, with
four rivets. Underneath one of the crash
cymbals on the right, he has a 22" swish
cymbal. On stands on either side, he
uses an 18" medium crash and then 14"
hi-hats. More recently, he has been using
the Quick Beats, because, as he ex-
plains, "The bottom cymbal has four
holes about 1/2 inch around the perimeter
so that when you utilize the foot cymbal
with your foot, you always hear a chic
sound and you don't get that airlock ini-
tially."

Bellson is far from a traditionalist, in
that he is open to and willing to experi-
ment with anything.

"I think the electronic equipment is
marvellous, but I think we're still in the
infancy stage as far as drums are con-
cerned. Syndrum is a marvellous inven-
tion, but I think with the electric drum
set, so far, we haven't really come to it
yet. I think Syndrum has come the
closest, but I feel that in the coming
years, we're going to see a lot of inter-
esting things happen, and when they do
get it together, it's bound to be very
good.

"I always change. I don't like to keep
doing the same thing. I do that with my
playing. I like to forge ahead. Sure,





to resonate, not only are the fittings elim-
inated but the tensions they place on the
shell are also gone.

DON'S OTHER IDEAS
As well as his latest (and most revolu-

tionary) invention, Don Sleishman has
invented a twin pedal for bass drums,
and recently designed a pedal which can
be used solo or as a double pedal, with
an optional positioning for the single
mode. (See photos.)

He has also designed a complete ac-
cessory system for the SSS drum kit,
which features simple, one-setting fit-
tings for highly functional use. One of
the accessories he has refined is the bass
drum spurs: the standard spurs have one

legged spur, with the extra feature of
self-leveling.

At the age of 19, Don was working as a
cash register repairman, and was an-
noyed at the simple inking device which
had to be used laboriously. Using the
workshop facilities, he made up a little
gadget which greatly simplified the pro-
cedure, saving hundreds of hours of time
—and heaps of money. He was rewarded
with a plaque and $25, plus a trip to
Sydney. Today, every cash register tech-
nician uses the device. But Don has
learned that inventions need to be safe-
guarded. 

'leg' while Don's version is a double-



Dizzy Gillespie, Charlie Parker, Gene Ammons, Fats Navarro,
Miles Davis and singer Sarah Vaughan. Blakey was a featured
sideman with the Buddy DeFranco quartet from 1951 to 1953
and in 1955 formed the first of his many Jazz Messengers which
have since became virtual launching pads for numerous, young
jazz players. Kenny Dorham, Lee Morgan, Jackie McClean,
Donald Byrd, Bobby Timmons, Wayne Shorter and Horace Sil-
ver were all at one time Jazz Messengers.

Art Blakey's style, in essence, has always been explosive,
overwhelmingly swinging and heavily injected with West Afri-
can flavor. Long noted for his powerful drive and rock steady
time, Blakey made his mark as one of the great ensemble burn-
ers of all time. The strong, relentless hi-hat, reinforced with
snare head and rim shots on two and four, combined with ener-
getic explosions which would propel his soloists to greater
heights have all become highly distinguishable Blakey trade-
marks. A unique stylist, in the true sense of the word, Blakey
has had few, if any equals in the hard bop idiom.

Jazz drumming continued to make great progress in the late
fifties. Many drummers formed their own groups and recorded
under their own names. Some of the most memorable were
Blakey's Orgy in Rhythm with eight drummers playing every-
thing from timpani to tree logs; Drum Suite, with Osie and Gus
Johnson, and Don Lamond; Son of Drum Suite, featuring La-
mond, Louis Hayes, Mel Lewis, Jimmy Cobb and Charlie Per-
sip, and of course the infamous Rich/Krupa and Rich/Roach
battles. The cool school maintained its maturing process on the
west coast while many hard boppers continued to be influenced
by the ever popular Art Blakey. One of the most important was
Philly Joe Jones.

Jones' emotionally charged drumming was the perfect combi-
nation of Blakey's unquenchable fire, Catlett's melodiousness
and Roach's subtlety. A widely known and active jazz player in



of the difference in height. My drum is shorter so we brought it
up in height to a more popular one of 30". We have a new design
of Bata drums. We have never made Bata drums in any great
quantities and even to date we are producing them in small
quantities. They're difficult to make, they're expensive, they
have two sets of hardware, because they are double ended
drums. There are not that many people who play them.
KL: Of all your products, which has been the most successful?
MC: I don't know. We really have a diversified catalog. Be-
cause of the diversity of our products, it's hard to pinpoint
which has been the most successful. We're constantly adding,
we try to maintain a versatile catalog and not one that's stale.
The conga was the first to catch hold in the outside market. The
timbales was the last of the major Latin instruments but now we
are selling an awful lot of timbales.
KL: What do you think makes Latin Percussion different from
other companies?
MC: Me.
KL: Why?
MC: Because I am committed to being the best in my field. I
progressively pursue that ideal in every waking moment. I am
always involved in my business. I have no other life but my
business. I am totally committed and I happen to like the music
my product serves. Genuinely like it. I'm 41 years old and I still
play records all the time. I always listen to music. It's what
makes the difference. There's no other drum company owner
like me. I say this with arrogance but also with confidence be-
cause I know I'm right. I meet with the industry, and that's why
I don't hang with the industry. It's why I choose not to attend
shows like the NAMM show because sometimes I'm not that
polite. I haven't the patience for business people. And that's
been my curse. I have patience with Latinos. I'm very weak
with Puerto Ricans. They wrap me around their fingers and are
always making me do things I don't want to do. Like getting
involved in projects that are artist motivated rather than pro-
ducer or public motivated. But these indiscretions are helpful in
creating a company of caring, feeling and sensitivity toward
percussive need. It's a gift I've developed to be aware of what
fits into different types of music. What could work. Having the
courage to pursue it in spite of people sometimes laughing at
me. I've had the last laugh. I know damn well that I have and
I'm not finished. if

Philadelphia during the forties, Jones did not achieve great pub-
lic acclaim until he became a member of Miles Davis' band from
1952-58. During this period Philly Joe's hard drive, explosive
solos and delicate cymbal work literally influenced a generation
of younger drummers leaving a significant mark on the music of
the sixties as well. More than any other player, Philly Joe Jones
was perhaps the strongest link in the chain between Roach and
Blakey, and the Elvin Jones/Tony Williams school which was
close at hand.

In the concluding segment of our historical perspective on the
Great Jazz Drummers, we'll look at the evolution of the in-
strument from the sixties to the present, and examine the im-
portant players who shaped the process; the polyrhythmic con-
cepts of Elvin Jones, the astounding technical ability of Joe
Morello, the modernistic approach of Tony Williams, and the
"avant-garde" players. We'll also take an in-depth view of the
jazz/rock fusion which pervaded the music scene from the late
sixties to the present, and drummers Danny Seraphine, Bobby
Columby, Lenny White, Billy Cobham and Steve Gadd—the
great players at the forefront of the movement. ^













Pedals in Perspective: Part 1

LUDWIG 201 SPEED KING
The world-famous Speed-King was

first introduced in 1937, and has come to
be the "old standard." A one-piece cast
footboard with reversible heel plate and
heel grip on one side allows it to also be a
split footboard pedal. The pedal relies on
two enclosed compression springs for its
action. Spring tension is adjustable with
a screwdriver fitting into slotted screws
underneath the pedal, which from the
playing position, is not very convenient.
The pedal must be fully removed from
the drum hoop to adjust spring tension.
It has a 3/8" pressed metal connecting link
that is easily replaceable if need be. The
link is perhaps the strongest part of the
pedal; so strong in fact, in a rare in-
cident. I've seen it break its own retain-
ing pins, or at least pull them out. The
footboard connects to the frame using a
stretch plate hooking into a slot at the
base of the framework. The pedal clamps
to the drum hoop via a wing screw and
claw plate at the base. I find this a bit
unnerving, as you have to get down on
your knees to secure the pedal to the
bass drum. The old Speed Kings came
with a rubber skid pad adhered to the un-
derside of the stretch plate; the new ones
do not. However, the Ludwig parts cata-
log indicates that the skid pad is still
available separately (very useful on slip-
pery floors)!

Some drummers have asked to have
the Speed King beefed up to 1980 pro-
portions; wider and thicker footboard,
fatter posts, spurs, etc., but if that ever
came about, the Speed King just
wouldn't be the old tried and true Speed
King. A leather of Lexan strap could
possibly solve some of the problems
which may result from the strength of the
metal linkage, but the link would be
weaker, and the action of the pedal
wouldn't be the same. Then there is the
"Speed King squeak". From experience
I've noticed that after a long period of
time following break-in, the pedal will
begin to squeak at the rocker joints. I
have found no long term preventives
against this.

There are no other adjustments be-
sides spring tension and beater height,
yet the pedal has one of the best feels of
any drum pedal on the market. The ball
bearing rocker makes for very smooth,
responsive action. Discounting some of
the minor mechanical problems that
could possibly pop up the Speed King is
still a highly efficient pedal. The action

always feels natural, and its 43 years of
production speaks for itself. RETAIL
PRICE: $84.00.

SONOR Z5317
The Z5317 is Sonor's least expensive

drum pedal, manufactured in West Ger-
many. It has a single expansion spring
adjustable near the base of the frame
with two threaded large washers much
like the top of a hi-hat clutch. The bot-
tom washer adjusts the spring; the top
washer comes down to meet it at a pro-
truding plate locking in the tension set-
ting. Sonor had the foresight to include
three extra springs of different strengths
to satisfy different players' tastes. The
Z53I7 has a split footboard inset with
ribbed rubber (sort of like some auto
floor mats). It's very hard to slip off this
pedal. Included at the top of the foot-
board is a fat, inverted "U" hook which
serves as a toe-stop. It's not adjustable,
but can be removed completely. The
heel section has a skid pad underneath
also set with the same ribbed rubber as
the footboard. Mating of heel to frame is
accomplished with two curved flexible
metal rods fitting into holes at the frame
base. Beater linkage is a thick strap
made of industrial fiber punched with a
hole surrounded by a metal eyelet. The
strap wraps around a pivot pin at the
footboard. It's then doubled to itself,
wrapping a large disc joined to the cam
axle. Vertical footboard angle can be ad-
justed by locating the strap's eyelet hole
and slot screw into any one of six holes
on the disc. And the strap is very easily
replaceable. The Z53I7 comes with a
conical felt beater set with a slotted
screw and adjustable in throw by means
of a ratchet moving on one side of the
cam axle disc. Pedal posts are chrome-
plated with roller bearing action. At the
base of each post is a sprung spur. Half-
way down the left post is a large angled
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T-handle' screw which serves to clamp
the pedal in place by screwing down on a
sprung metal bar, the most convenient
clamp method of any of the pedals re-
viewed in this Close-Up.

Directly out of the box, the spring al-
ready fitted to the pedal had a somewhat
alien feel. But Sonor's thoughtfulness in
including other strength springs made it
easy to get to my favorite tension. The
overall action is very smooth. I don't
really like the conical beater, but this can
be changed as the accepting hole will
take other beater stems. The Z5317 is a
beaut i fu l ly engineered pedal. Lots of
chrome-plating makes this drum pedal
look as good as it plays. Adjustments are
so varied that the SonorZ5J17 can meet
anyone's needs. The quality warrants it
being near the top of the general drum
pedal price line. RETAIL PRICE:
$142.50.

TAMA 6755 KING BEAT
The King Beat from Japan is the cur-

rent top-of-the-line drum pedal for
Tama. It has a split footboard which is
slightly curved, and has a non-adjustable
toe stop. At the base of the heel plate is a
screw-adjusting hard rubber circular
pad. By rotating the pad disc on its
screw, the heel plate can be elevated giv-
ing a slight change to the footboard
angle. The King Beat has a large, square,
cast single post in which is enclosed a
compression spring. Compression ten-
sion is adjustable at the bottom of the
post by turning the large slotted cap with
the screwdriver provided. The pedal
must be removed from the drum to work
this cap. The cap can also be adjusted by
hand, but this is difficult from the playing
position, and won't turn very easily.
Notched into the side of the post are
three "memory-marks" used as adjust-
ment reference points if you like. The
pedal can collapse on a hinge at the
middle of the heel-to-frame link bar, en-
abling it to fit into a trap case. The felt



beater's angle is adjustable via a ratchet
cam, with many positions of stroke avail-
able. Beater height is adjusted by means
of a large wing screw and eye bolt. The
beater linkage connecting to the foot-
board is 5/8" metal strap, removable at
the footboard, but pinned in place
around the top rocker arm. The King
Beat clamps to the drum hoop by using a
plate and cam lifter which when tight-
ened with a drum key to fit your hoop

thickness, is activated by a lever at the
bottom of the frame. The base of the
pedal also has a pair of spring-adjust
spurs.

I found the King Beat's action a bit
stiff, necessitating a lot of foot effort to
push the beater into the head, however
this was at the factory set tension. I had
to back off the spring tension quite a bit
below the recommended "memory-
marks" to get an adequate action. The
physical appearance of the King Beat is

also quite exaggerated. Recommended
to those heartily into heavy, monster
hardware. RETAIL PRICE: $90.00.

SLINGERLAND 944 YELLOW
JACKET

The Yellow Jacket is a comparatively
new pedal from Slingerland. It has a split
footboard and at the bottom of the heel,
a 3/8" thick rubber skid plate attached.
The heel attaches to the frame via two
metal rods curving into holes at the
base. The connecting link is a perma-
nently attached 5/8" metal strap. I find
this disappointing. If by some chance,
the strap wears or breaks, it would be
very difficult to replace in a hurry. The
Yellow Jacket's tension is adjusted by
double external expansion springs
stretched downward. One nice feature of
this part icular tension system is that
each spring's tension knob has a notch
cut into it, rather than the regular-type

knurled knob found on other expansion
spring pedals. The notch provides for ex-
act spring adjustment, and at the same
time, locks the knob so it won't loosen
up while playing. Stroke is adjustable in
three positions by changing the radius of
each cam. The clamp uses the common
wing screw/plate, but also has a cam lev-
er beneath it. When first set up, the wing
is tightened as normal. The pedal is then
clamped to the drum by moving the cam
lever left to right. Slingerland was in-
sightful enough to include both a felt and
wooden beater. Beater height is adjusted
by a screw cast to take a drum key.
However, the beater is set somewhat off
center from the footboard, and it seems
like the balance of the pedal is upset. At
the base of the frame beneath the posts
are angled sprung spurs to help keep the
pedal (and the drum) in stable position.
But beware, like all other drum pedal
spurs, they will dig up wood floors.

While playing, I noticed an extremely
springy action—perhaps even too alive.
But, after getting used to the Yellow
Jacket's action, I found it to be respon-
sive, even though at times, a little hard to
keep under control. Double sprung ped-
als do have a somewhat "bouncy" feel
to them, anyway. The Yellow Jacket,
for the most part, is a well engineered
pedal and is very sturdy. It does what it
is supposed to do, looks sleek, and feels
good under your foot. RETAIL PRICE:
$87.00.





The bearing edge of a snare drum examined. Note that both
the edge of the drum shell (dark-colored) and the reinforcement
ring (painted white) have been beveled to slope inwards: this
minimizes friction between the edge and the drum head. The
center of each snare bed (at 1 o'clock and 7 o'clock in the
photo) is marked with a pencil line.

The actual trueing process is simplicity itself (but if you are
going to true the bottom edge of a snare drum, you should read
the following paragraph first, then return to this one). Place the
drum on the horizontal plywood board so that the out-of-true
edge lies on the coarse sandpaper. Rotate the drum by hand,
occasionally moving it to a fresh spot when the sandpaper be-
comes worn. Examine the edge of the drum periodically. When
you can see a continuous circle of unfinished wood running all the
way around the drum, stop. The edge of the drum is now true.

The board, with coarse sandpaper attached by a staple gun, is
now prepared to true a drum edge. The board should be top
quality, high grade veneer plywood.

Snare drums are a special case. You should not sand the bot-
tom edge of a snare drum so vigorously that you wear through
the finish on the two snare beds mentioned earlier; on the con-
trary, it is important that these beds be left intact. To under-
stand why this is so, it may be helpful to explain the function of
the beds. Originally, snare drums were equipped with catgut
rather than wire snares; the catgut strands ran the full diameter
of the bottom head, starting at the snare-release assembly and
ending at the butt-plate on the other side of the drum. To pre-
vent the snare-strands from "choking" the head at the point
where they met the edge of the drum, shallow indentations (the
snare beds) were cut into that edge. Today, very few drummers
employ gut snares (though many snare-release assemblies are
still made with 10 or 12 small holes to accommodate individual
snare strands). It is even arguable that, given the overwhelming
use of either wire snares suspended at both ends by string, or
the various "super-sensitive"-style snares that extend in a
straight path beyond the shell, snare beds are now an anach-
ronism and unnecessary, perhaps. But as yet this is an untested
hypothesis, and I don't recommend sacrificing your snare drum
in the hope of upholding or refuting it. Better to leave the acous-
tical research to those more able to support it and stick with the
tried and true. In other words: Watch out for those snare beds!

Having turned your drum on the coarse sandpaper until un-
finished wood has been exposed along the entire edge, reverse
your board and rotate the drum on the fine sandpaper several
times to make it smooth.

Turning the drum on the sandpaper to make it true.

The next-to-last step is the crucial one of rebeveling the edge
you have just trued and smoothed. Conceptually, there is noth-
ing to it. You merely use the two grades of sandpaper, coarse
first, to restore the original bevel. If, however, you are some-
what hesitant about your skills, this is the moment to consult
your wood-working expert and/or drum-repairing expert. I am
always more comfortable when I feel that my drum-working ef-
forts are being supervised by a master craftsman (as opposed to
being conducted by an unaided do-it-yourself klutz). But if you
have great confidence in your own abilities, then by all means,
have at it.

Last, run your piece of paraffin (or white candle) over the
new edge of the drum until a thin coat of wax has been depos-
ited wherever the edge will come into contact with the drum
head. (You can spread the paraffin with your fingers for unifor-
mity, removing or smoothing away any lumps.) This waxy layer
acts as a lubricant, facilitating the unimpeded movement of the
drum head and therefore making the drum that much more re-
sponsive. You should get in the habit of following this lubricat-
ing procedure whenever you remove and replace a head from a
drum.

Lubricating the edge with a piece of paraffin (plumber's
candle) after trueing and rebeveling.

Incidentally, if the thought has crossed your mind that per-
haps a drum can be out-of-round as well as out-of-true, you're
absolutely right. It is precisely to prevent drums from devel-
oping this defect that, until recently, most drum manufacturers
(Gretsch has for long been the exception) glued thick reinforce-
ment hoops at each end of their wooden drums. Nonetheless,
despite this precaution, some drums do develop deviations from
perfect roundness. What is more, I know of no simple way such
a defect can be corrected. As you might imagine, a drum that is
significantly out-of-round is as hard to tune and as unprepos-
sessing in sound as one whose edges are not true.

In Part Two I'll discuss a variety of techniques for renovating
older drums. In the meantime, questions can be sent to me c/o
Modern Drummer.





pressure. In Australia, it gets very hot.
Down there they had several metal
drums that collapsed.
MD: The wooden shell gives and takes.
AD: That's right. Now you take the met-
al there with the heat; once you get to a
certain degree the drum collapses. It's a
thin metal which is spun over on the edge
and that makes it strong. But it's not as
strong a wooden shell.
MD: Have you played the Premier Reso-
nator double-shelled drum?
AD: I 've only tapped it. Kenny Clare's
idea. It sounded good.
MD: Do you foresee pipebands using
double shelled drums in the future?
AD: I don't know. I've never tried it so I
couldn't have an opinion on it until I try
it out.
MD: Have you written any books your-
self? Are there any Alex Duthart drum
manuals?
AD: No, but I've started one.
MD: Will that be coming in the near fu-
ture?
AD: Dear knows when! I've been asked
to get quite a few different movements,
and if I don't get it in print then some-
body else is going to do it and they're go-
ing to reap the rewards. I think I should
reap the benefits.
MD: Do you teach privately?
AD: I haven't got the time. I've got to
work during the day and I've got to go
two or three nights a week with the band.
MD: What do you think has been your
biggest influence on bagpipe drumming
and the development of it?
AD: First and foremost was A. D. Ham-
ilton who is an orchestral drummer, he's
about 82 now. He had an influence on
me. My father had an influence on me.
Then there was Jimmy Catherwood who
was under A. D. Hamilton and Patty
Donovan the drummer from Dublin. Al-
so the leading drummer of the Glasgow
Police Pipe Band, Alec McCormick.
Those were the guys that I was under
and then I was on my own.
MD: Is that when you joined the Shotts?
AD: No, I was the leading drummer in
the D.L. Pipe Band for 11 years before I
went to Shotts.
MD: What year did you join the Shotts?
AD: 1957. But I won the World Pipe
Band Drumming Championship with my
drum corps in the D.L. Pipe Band in
1953. We came out dark horses. In 1953
we broke through with the drum corps,
and started winning.
MD: You've won as the World Cham-
pion Drum Corps in every decade since
the 1950's, is that correct?
AD: Yes.
MD: Do you see that happening in the
1980's too?
AD: Oh, I don't know. I like to play, and
as long as my hands and my mind can

memorize the settings, I ' l l play. Unless
somebody comes up to me and says,
"Look here, we've had enough of you."
I wouldn't like that to happen. If my
hands are not capable or my memory is
not absorbing and holding things . . . do
you know how many settings we have to
memorize to go out onto that field?
There are seven tunes to a selection of
music and there are two selections of
music to learn. They (the judges) pick
out one of these selections just before
you go on to play. So that means you
have fourteen minutes of memorizing to
do. If you don't, you're not up to stan-
dard. So it becomes a memory test.

MD: Obviously, you are still growing
musically. Are there any things you are
looking forward to doing in the future as
far as development of drumming styles in
the pipe band?
AD: Well, I would like to progress. I've
got quite a few things now which incor-
porate the Swiss style of drumming. But
you've got to be very careful because the
sounds that are good to listen to at cer-
tain tempos are certainly not the sounds
to listen to at other tempos. It's how you
can utilize certain phrases and put them
into your idiom. It's not always possible
to do. It's hard to be original, to try and
make things new all the time. It's very
hard to do that.
MD: Are there any other drummers in
Scotland that equal your ability?
AD: There are many good instrumental-
ists in the world. But in this pipe band
game you not only have to be a good
snare drummer you have to be quite a
good composer and arranger as well.
There's no book that you can go to and
draw scores from. This is what I would
like to be able to do. There's no use in
having all this material of mine if it's not
available for someone to look at. Give
me six months off at my job and pay me
my wages and I ' l l get my book out. I've
got to work for a living. And when I
come home at night, I've got to do two
nights with the band. I've got to make up
material and you don't do that in ten
minutes. So, I'm pretty busy keeping
abreast of things. What I was going to do
was to compile a book of drumming
scores. Now can you imagine, you get
this book of mine and the first thing you
open to is "Capt. Colin Campbell," a
strathspey. Now, what good would it be?
MD: Yes, if you weren't aware of the no-
tations and things.
AD: You'd say how the hell does this guy
play this and how does it work in, man?
There's a Book I and Book II , the Scot-
tish Pipe Band Association book, now
there's a start. What I've got to do is my
method, going from point A to point B or
point Z. That's what's got to be done.



there are some things that are going to
stay constant and good all the time like
Count Basie. He could be 9,000 years
old, he's always going to be a great musi-
cian and a loveable character. With me,
as a drummer, I just feel that there are so
many new things that are always happen-
ing and that's the way my life is struc-
tured. I ' l l keep on doing some of the
things, but all the newness is the idea of
excitement to me."

Last year's big excitement was the re-
enactment of Slingerland's National
Drum Contest.

"From the experience of the Krupa
contest, I sat down with Larry Linkin,
the President of Slingerland, and told
him some of the pluses and minuses of
the contest. In the Krupa contest, we
had to play along with his record of
"Drum Boogie" and of course, all
through that record, you could really hear
the power of Gene. For another drum-
mer to sit down at a set of drums and
play with Gene playing on the record
was difficult. The idea was to play along
with that record without missing a beat.
So, I decided to make a record with my
band without me and then have the play-
er supply the rhythm. That way, he
wouldn't have to listen to me and he
could put on a headset and play like he

was playing in my band. One of the other
things we felt that we needed to do was
to make sure the four finalists would be
able to play with my band, because they
would have been playing with the record
up to that point. We also wanted to make
sure that at the local, regional and semi-
finals, we had competent drum teach-
ers and players as judges, which unfortu-
nately, we didn't have with Gene.

"We tried to look at each player and
what they did with the band and how
they played the number and backed up a
solo, what they did in ensemble, how
they blended in with the rhythm section
and then their solo and the continuity
and what kind of story it told. Years ago,
we said you had to start the solo, then
have a quiet part and then wind up bom-
bastic like. Today it is a lot more open.
I've seen guys end a solo really quiet and
it's tremendous. As long as they're able
to communicate that story over to the
audience, it's a good solo.

"All the guys were great players. Each
one of the 13 semi-finalists could have
been the first place winner. I've been
very pleased, though, because I found
out that not only has the winner benefit-
ted from the contest, but many of the 13
semi-finalists have already been getting
gigs. I was really happy to give some
young guy a shot like I had," he smiled.

With his busy schedule, it would be
very easy for Bellson to not stay actively
concerned about young drummers, but
that is far from the case.

"People have been nice to me
throughout the years, and I can't forget
that. To me, the young kids, like our
next door neighbor who is a drummer,
Dave Black, are the future, and you've
got to pass along some things that will
help them out so they can, in turn, help
somebody else out. I enjoy doing it.

"I think every drummer should do
what this young man, Dave, has done
and is doing, and that is not just being
content with getting a set of drums. If
you make up your mind that you really
want to get into it, then I think it's impor-
tant to take advantage of the high
schools and the colleges, because these
guys are getting so much knowledge. I
know Dave has access to playing with an
exceptional band at the California State
University at Northridge, and not only
that, but getting into percussion and he's
writing and composing. Then when you
do get on your own, you've got some-
thing to work with.

"I'm doing some thing I love doing, so
therefore, it doesn't become a job," he
concluded. "It's a lot of work, but it's
pleasant work." •*•



Percussion Highlights From the National
Association of Music Merchants Expo

reported by
Clint Dodd

A stronger line of BIack
Chrome hardware was an-
other SLINGERLAND of-
fering. (Right)

LUDWIG DRUM COMPA-
NY presented their new
multi-unit drum set.
(Below)

Dennis LaBrecque demon-
strates a new line of STAR
INSTRUMENTS' electronic
drums wi th overlapping
ranges and controlled reso-
nance. New feature called
"run" changes pitch auto-
matically in either direc-
tion. (Right)

Many of LUDWIG'S new
sets are made from natural
mahogany. (Below)

S t a n Z i m m e r m a n of
DECATUR INSTRU-
MENTS with a new 4 oc-
tave rosewood marimba.
Zimmerman also displayed
a complete line of march-
ing and concert mallet per-
cussion. (Above)

SLINGERLAND featured
their new line of stronger
hardware called Grand
Stands. (Below)

NORTH featured the i r
standard d rum sets and
marching percussion with
projectable sound shells.
Shells are fiberglass with
curved bottom rims.
(Above)

CARROLL SOUND of
New York displayed many
var ie t i e s of e thn ic hand
drums. (Below)

John Burcin, Manager of
the Profess ional Per-
cussion Center , demon-
strating the new ZILDJIAN
14" and 16" swish cymbals.
(Above)

The ZILDJIAN display al-
so presented a variety of
deep ride cymbals.
(Left)



SYNDRUM presented their
Duraline heads made from
a synthetic material called
Kevlar. Heads are claimed
to be virtually unstretch-
able offering accurate pitch
response and the elimina-
tion of high overtones (right)

Part of the GON BOPS OF
CALIFORNIA line that in-
cludes seven sizes of conga
drums in eight different
models, (above)

SPECTRASOUND PER-
CUSSION featured Bunken
drum sticks and the newly
improved Mark Tree,
(above)

An illustrious group at the
REMO/PRO MARK booth
pause to pose for MD's
roving reporter. Pictured
left to right , Vic F i r th ,
Lloyd McCausland and
Remo Belli of Remo, Inc.,
famed art is ts Roy Burns
and Louie Bellson, and Pro
Mark President, Herb
Brochstein. (above)

REMO'S new chain drive
rapid tuning Roto-Tom.
(left)

New from MUSIC ACCES-
SORIES were Egg Heads,
an harmonic hoop that fits
under the head to eliminate
u nwan t e d ov e r t o n e s .
Available in all standard
sizes, (above)

TAMA DRUMS had nu-
merous sets on display in-
cluding many of the new
Bird's Eye Maple shell
construction, (above)

STACCATO DRUMS of
England displayed their ex-
clusive hand laminated fi-
berglass sets. Dayne Mar-
shall of Staccato says the
design of the drum makes it
very versatile for record-
ing. The unconvent ional
shape is for studio miking
purposes and the drums
are hand made, (above)

A new line of maplewood
drum sticks from CA-
LATO/REGAL TIP. (above)

Spokesman Char l ie Roy
stated that GRETSCH re-
cently spent one-quarter of
a million dollars on new
hardware. Pictured is Doug
Thorngren, drummer with
Johnny Mathis. (above)



LATIN PERCUSSION had
many new instruments on
display inc luding a Re-
quinto conga drum, adding
a fourth drum to the stan-
dard set of three. All of the
drums have been con-
structed 2" higher and are
more tapered, (above)

DRAGON DRUMS fea-
tured a unit of six seamless
acrylic shelled drums with
6" head diameters mounted
on a single stand. Other
models include 8", 10" and
12". Drums are designed
for tonal projection, (right)

From SONOR DRUMS
comes the Signature Se-
ries, Bubinga wood sets
constructed from 12 ply
shells. Bubinga wood
comes from the Cam-
eroons on the West African
coast, (right)

Spyder Stands from CMT
INDUSTRIES were de-
signed by a team of engi-
neers to create a drum
throne for maximum com-
fort. The shaft is an adjust-
able pneumatic cylinder
with a shock absorbing
system, ball bearing swivel
action, and seven inches of
height adjustment at the
touch of a lever, (left)

ROGERS DRUMS dis-
played their new Series 2
sets featuring shells con-
structed from acoustically
engineered Fibrex to pro-
duce a full sounding, light-
weight drum. Available in
Ebony and New England
white, (above)

Rims (Resonance Isolation
Mount ing System) from
GAUGER PERCUSSION is
a new mounting system for
shell mounted drums that
takes the pressure off the
shell to allow for a more
natural sound, (above)

A full line of PAISTE CYM-
BALS on display, (above)

YAMAHA INTERNA-
TIONAL of Buena Park,
California, (above)

Harvey Mason, who is
now with the PREMIER
DRUM COMPANY, dem
onstrates his ability on a
set of copper shell Pre-
mier's, (above)

Mikes designed to fit onto
the d rum rim or onto
stands from ELEK-TREK
can be installed in minutes
with custom designed
clamps made to fit any part
of the drum set. (above)



Deadringer from SIL-
VERSTREET is a special
dens i ty polyester foam
with a 3M adhesive strip
that attaches to the bottom
of the batter head to elimi-
nate upper harmonic rings.
Available in assorted sizes
and colors, (above)

The DRUM WORKSHOP,
is now making maplewood
DW drum sets with 6 ply
shells. Also on disp lay
were brass shel led snare
drums and 6" and 8" maple
snare drums, (above)

A large variety of hand
made metallic and non-me-
tal l ic Latin and African
percussion instruments
were shown by JOPA PER-
CUSSION, (right)

CALZONE presented their
heavy duty cases with
foam rubber insulation.
(left)

Sue Vogel and Bob Beals
of EVANS DRUM HEADS
displayed their new black
drum heads, cur ren t ly
available for bass drums
only, (left)

CAMBER cymbals and
drum sticks displayed nine
models of hickory d rum
sticks, individually crafted,
finished and hand matched.
Also on display were sev-
eral varieties of cymbals
made from brass, nickel
silver and bronze, (above)

D'ALEO'S OF CALIFOR-
NIA featured the Rug Cad-
dy, a combination drum set
rug and carrying case that
holds up to eight stands se-
curely fastened with velcro
straps, (above)

MD CELEBRATES ITS
5th ANNIVERSARY
with. . . .

BUDDY-Revisited Plus, a special MD
Flashback, with a look
towards the future.

ROCK DRUMMERS
OF THE 80's

THE GREAT JAZZ
DRUMMERS: PART 4

\DRUMS AND
WEIGHTLIFTING?
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