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You'll soon note a change in our corporate name from Modern
Drummer Publications, to Modern Drummer Enterprises, Inc. The
new name will be a more precise corporate title, particularly in light of
our upcoming diversification.
Of course, the magazine will always remain as our major means of
communication to drummers. But since information can be disseminated in so many different forms, we'll soon be opening up several new
Divisions, the first being Book Publishing. You've already had a small
sampling with our Guides and Directories, but that's only the beginning. MD's Book Publishing Division will soon offer study books written by some of the great drummers of today, and worthy material by
talented lesser-known authors as well. Hard-cover texts on numerous
drum related topics will also be a direct outgrowth of this Division.
Another exciting project is MD's Educational Services Division
(ESD) which should be operational in approximately two years. ESD
will cater to the educational needs of drummers by way of the most
advanced electronic video technology. Video cassettes, for example,
will be developed in the form of home study courses on various phases
of drumming. A similar format will also be used as a means of studying
the drumming styles of past and present masters. A full library of educational video cassettes will be available.
ESD will also sponsor an Annual Drummer's Seminar and Exposition where major representatives of the percussion industry will gather
to display their wares, and the nation's leading drum artists will conduct workshops. It will be an event where hundreds of drummers can
meet in a totally educational environment. We'll be keeping you posted on the progress of all this through the magazine, and we look forward to having you with us as we prepare for the exciting 80's.
July's MD leads off with Harvey Mason. Well-known for his infectious funk stylings behind Herbie Hancock, George Benson and so
many others, this well-schooled player keeps active on the diversified
L.A. studio scene. And Alan Gratzer, after a thirteen-year journey up
the ladder of success with REO Speedwagon, talks at length with

MD's Sue Alexander.
For jazz buffs, San Francisco's Eddie Marshall and New York's
Tony Smith are two players who have literally covered the spectrum.
And while we're on the subject, Susan Evans certainly represents the
epitome of versatility. Her skills on drum set, mallets, timps and conga
have taken her from Judy Collins and Gil Evans, to TV jingles and Radio City Music Hall.
As drummers, we're all well-aware of the importance of a good musical relationship with the bass player. If you've ever wondered what a
bass player really looks for in a drummer, well, we talked with some
of the best. Their illuminating comments are here to absorb in Bassists: On Drummers. Finally, Doug Ryniker deals with the aches and

pains of drumming and supplies some interesting ideas on how to
avoid them.
A small sampling of July's column roster includes Roberto Petaccia
on left foot technique, Rick Van Horn on Evaluating Room Acoustics.
and Roy Burns looks at rudiments. There's also a review of the Clap
Trap, plus some thoughts on muffling both from Bob Saydlowski, and
a great Terry Bozzio transcription from the pen of Paul Goldberg.
Coming up for the remainder of '81: Billy Kreutzmann and Mickey
Hart, Shelly Manne, Jim Keltner, Ed Blackwell, Tommy Aldridge,
James Bradley, Jr., Terry Bozzio and a whole lot more! Stay tuned.
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CARMINE APPICE
Q. Are you still operating your drum
teaching studios?
Frank DeMaria
Kings Park, N.Y.

RICK VAN HORN
Q. I need two cowbells mounted closely
together, directly in front of the snare
where my 8x12 tom is, or just to the left of
that where my 10" is. Do you have any
suggestions in regards to clamps?
Ken Cetera
Milpitas, CA
A. Use either a Tama multiclamp, Remo
universal adaptor, or similar device to
attach a cowbell holder to the same
hardware that supports your toms. This
way, you can position the cowbells very
close to the toms, within easy reach. For
closer and simpler mounting, consider a
shell mount on the toms. You'll often see
this on timbales. It's the same sort of
mount used for bass drum cymbal
stands, but set vertically on the tom shell.
This mount can hold a cowbell rod while
the bell extends part way over the toms.
You can bend the rod slightly or turn the
bell to determine how far it extends.

CHRIS PARKER
Q. What are some of the things to keep
in mind when playing with another drummer?
Amos Bonet
Wilmington, North Carolina
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A. No. I'm not. I don't really have the
time now, between recording and touring
with Rod Stewart, and my own band
Carmine and the Rockers. I'm planning
on re-opening drum studios all across the
nation in the future and the first one will
probably be in Los Angeles. Don't worry.
You'll hear about it when it happens.

A. You really have to listen and develop
big ears. Steve Gadd and I never discuss
what we're going to play beforehand. But
we both try to play much more consistently when there's two drummers. We
try not to duplicate one another. If we're
playing a back beat on a particular tune,
we'll both play it more concisely, without
any ruffles or skid marks. When we play a
shuffle, one of us will wind up playing a
shuffle on the cymbal and 2 and 4 on the
snare, and one of us will play eighth or
quarter notes on the bell of the cymbal,
anticipating every beat on the snare
drum.

Greetings from the Southern Hemisphere! I'd just like to say that in my
frantic scramble to become a competent
drummer, Modern Drummer has given
invaluable help all the way. Not only in
technical advice, but also in the interviews, which keep enthusiasm and experimentation going.
The article on Roberta Crain was very

welcome. How about more Rock and
New Wave? I'd like to see an interview
with The Slits' drummer. Keep up the
good work and remember that MD's
readership isn't an all male affair.

HELEN SMART

AUSTRALIA

I have just finished reading Robyn
Flans' article on Hal Blaine. Excellent!
Hal Blaine has always been a big favorite
of mine. This article should be read by all
young drummers. They can learn so
much from it. Hal's theories and ideas
are so well-balanced.
L. FEENEY
SALEM, N.H.

I especially enjoyed your recent article
on Gil Moore. The article was superb,
and I really believe Gil was given the
credit and recognition he deserves. Keep
up the good work. Triumph will rock the
'80s!
TONY SCAGLIONE
PASSAIC, N.J.
I've just renewed my subscription to
Modern Drummer. I read each issue
cover to cover (including all ads). I also
require each of my students to subscribe,
and we discuss some topics, opinions,
and biographies from time to time. MD is
an effective teaching aid.
BRANT SHENKSROW
PT. REYES STA., CA
Now you've really done it! The Hal
Blaine interview was the ultimate. For
years this man has been one of my
favorite drummers. This article was what
I've dreamt of for ages. Hal Blaine is a
credit to his craft. You are to be applauded for providing drummers with a mean-

ingful publication. Any magazine could
do a piece on a drummer in the public
eye. It takes class to do articles on
people such as Hal Blaine, Ed Greene
and Russ Kunkel. Keep up the good
work!
GREG PALASKI
PLAINVIEW, NY

Your magazine is truly essential for
today's drummer. It has in-depth interviews with the greatest in the percussion
industry. I've idolized Tommy Aldridge
for his incredible technique. I would
appreciate if you would interview Tommy Aldridge, a truly remarkable drummer.
MICHAEL AMBUHL
ALBANY, N.Y.
Editor's Note: We have interviewed
Tommy Aldridge and MD readers can
look forward to his interview in an upcoming issue.
continued on page 9

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

by Cheech lero
Q. How can I contact drummer Roger Taylor of Queen?

J.S.
Park Ridge, IL

A. Correspondence for Roger Taylor may be directed to The
Howard Rose Agency, 2029 Century Park E., Suite 450, Los
Angeles, California, 90067.

Q. I am interested in creating a more visual drum solo. I'd like
to add some special effects such as lighting, fog, fireworks, etc.
Where can I purchase these effects?
P.T.
Burlington, Vt.

A. Try contacting Rocktronics Entertainment Lighting, Rt. 53,
Rocktronics Park, Pembroke, Ma. 02359.
Q. My 12" tom-tom creates sympathetic vibrations that set off
my snares making it sound as if I have a 12" snare-tom. I've
heard that this is a fairly common problem. Do you have any
suggestions for overcoming it?
K.F.
San Diego, Ca.
A. To overcome sympathetic vibrations, I suggest you experiment with changing the pitch of your tom-tom. If you have five
or more drums, you may need to change the whole range of
toms. Try tuning them up or down a diatonic step, depending on
the intervals you prefer. Another suggestion is to slightly distort
the tension of the snare side by odd tensioning the head.

Q. What is the difference between the talking drum from Ghana
and the one from Nigeria?
K.P.
Brisbane, Australia
A. The talking drum from Nigeria is round at the top, straight
in the middle, and round at the bottom. The Donno from
Ghana, is basically hourglass in shape. Because of its shape,
the drum from Nigeria achieves a higher pitch.

Q. I own a 1968 Ludwig Standard drumset. Could you explain
the difference between Ludwig Standard and the other Ludwig
drums?
F.D.
Stoneham. Mass.
A. Besides price, there were six major differences between the
'68 Ludwig Standard, and other drums in the Ludwig line
according to educational director Karl Dustman. 1) The insides

of the Standard shells were granitone, an acoustical coating

and sealer. 2) There were 15 selections of finishes which were
different from the Ludwig Classic line. 3) Standard shells were 3
ply with glue rings. 4) All Standard hardware was lighter in

weight. 5) Standard offered low cost, die cast lug construction.
6) The Standard also came with a different, die cast hi-hat and
bass drum pedal foot board.

Q. What is the significant difference between a 10 lug and a 12
lug snare drum:
F.F.
Amarillo, Texas
A. The more lugs, the finer the tuning, although I question the
significant difference the two extra lugs make on a 14" drum.

Q. At the very end of Peter Criss's Out Of Control album, Peter
sings "You must remember this, a kiss is still a kiss." Please
explain the significance of this.
R.E.C.III
W. Palm Beach, Fl.
A. Peter remains Vice President of the Kiss organization, and
he wanted to pay tribute to his former colleagues. Also,

Casablanca is one of Peter's favorite movies and he felt it
appropriate to quote front the song "As Time Goes By."

continued from page 6

I was happy to see in your March
issue, that a reader asked about Mitch
Mitchell. I've always wondered why you
didn't do a feature on him. It's a shame
that this incredible drummer always was
overshadowed by Hendrix. He was really the greatest drummer in rock from
1966 to 1970, and the first to incorporate
jazz drumming into rock. Sadly, we
haven't heard of him in more than 10
years. Please find him and let us know
some of his secrets.
PHILIP PHILIPSEN
DENMARK, EUROPE
Editor's note: We "found" Mitch Mitchell in England, and Mr. Mitchell was
gracious enough to give an exclusive
interview with correspondent Gary Herman. The interview will be featured in a
future issue of Modern Drummer.

I'd like to compliment you on your
magazine. It's the only one I subscribe
to. I have been a professional drummer
for almost 4 years now, at clubs and a
hotel in the French Quarter. Things I
read in Modern Drummer have come in
handy, especially your article on "Tips
for the Singing Drummer" by Rick Van
Horn. Keep them coming!
READ BELL
NEW ORLEANS, LA.

I've been a drummer/percussionist for
17 years, but had left music high and dry
since 1977. Towards the end of 1979 I
discovered Modern Drummer in The
Long Island Drum Center. It provided
some of the inspiration I needed to start
playing again. I bought a new drum set,
started reading MD, and your articles
reinforced what I already knew, plus
showed me lots of new things. I moved
to Colorado, built a studio, and have
been woodshedding and jamming until
now, when I feel my chops are ready to
take it again in the pro world. I've been
advertising lately and the gigs are starting to roll in. This is the capital of
Country Swing music and I love the
stuff! Thanks for the inspiration!
GENE HAIMSON
LONGMONT, COLORADO

The article on Cozy was really nice.
It's great to know you guys are making a
sincere effort to recognize truly significant people on the instrument. Keep up
the great work. Incidentally, I felt this
issue was the best yet—well balanced,
good information, etc. Somehow I know
Cozy's in tune with the fact that we're
thinking about him and he's missed.
ROBERT BREITHAUPT
PERCUSSION INSTRUCTOR
CAPITAL UNIVERSITY

Har vey Mason
by Robyn Flans
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"I never really thought of being a
professional musician," stated Harvey
Mason. "Music is something I did for
fun and enjoyment, and coming from a
poor family, there was no way I was
going to do anything that wouldn't make
me a good living. There were eight kids
in my family and we were on welfare and
it was really hard. I thought I would be a
lawyer, but in my junior year in high
school, I read an article in Downbeat
about Larry Bunker and studio musicians, and the money they made. When I
saw that you could make a living doing
studio work, and knew I enjoyed all
kinds of music, I thought it was something I was definitely prepared for.
That's when I decided I would be a
musician," he recalled from his lovely
home, where it is nearly impossible to
perceive his profession from glancing
about. After speaking with him, however, it becomes obvious that the scarcity
of gold records on the walls is intentional
and proportionate to his modesty. He
has left few clues to reveal his status as
one of the foremost session players of
the last decade. In fact, Mason refuses to
compile a list of those projects special to
him in fear that he will offend someone
by his accidental deletion, but the list for
whom he has played is lengthy, including
Herbie Hancock, Quincy Jones, George
Benson, Barbra Streisand, Bob James,
Elmer Bernstein, Henry Mancini, such
TV as "Chips" and "Benson," countless films, and endless jingles.
Growing up in Atlantic City, New Jersey, Mason's first influence was his father, who played drums for the Army
band. At age four, he recalls playing the
roll for the Star Spangled Banner, and
getting his picture on the front page of
the paper.
At eight, he began to take lessons on
the snare drum, and didn't buy his first
set, a single lug Gretsch set, until his
junior year in high school. "For years
prior to that, I always wanted a drum set,
but we couldn't afford it," he recalled.
"Every Christmas I remember running
downstairs to look for a drum set and
there wouldn't be one.
"When I was really young, I was just
into reading and I didn't play the drum
set at all. I was in orchestras and bands
and that's really all I did. I had no
direction as far as playing on a bandstand
or anything like that. Then in jr. high
school, the drummer in the dance band
got sick and there was a concert that
night for the PTA. I was the best drummer in the school, but I had never played
a set. I kind of had an interest, but since I
didn't own a set, I never pursued it.
They asked to me play that night, and
after that, I became interested in set. It
was amazing. I sat down the first time at
a drum set and I could play it. So I
remember putting drums together and

making a set, and using the crash cymbals and making them into hi-hats, and
all kinds of things like that. I did the
same thing during my freshman year in
high school and played in the talent
show. Right after that, I got interested in
jazz, which some of my friends were
turning me onto.
"When I started going to shows and
seeing Stevie Wonder and Motown
bands and checking out the drummers, I
began to get really enthused about playing. Musically, my interests were really
wide because I was affected by a lot of
music. I played piano in church and my
interests were really varied. I took piano
lessons, but not extensively. I was impatient and wanted to go faster than the
teacher thought I should go, and also,
faster than I was ready to go. Consequently, I never really put in the time I
should have. I'm taking piano this year,
though, and starting all over again. I can
play functionally enough to play my own
material and some other music, and I
read slowly, but I really want to be good.
I find more and more the need to be able
to entertain myself on piano because

hole. Plus, the Conservatory gave me a
good musical background. I learned a lot
about harmony, orchestral playing, and I
got to play with all kinds of great conductors at New England. I became familiar
with all the instruments, and as far as
Berklee, I learned an awful lot about
writing in a real contemporary style and
there were all kinds of great players
there. Boston was a great place to be; all
kinds of music, all kinds of great players.
It was perfect. It was the best thing I
could have done, rather than go out there
and get locked into one type of music
and probably neglect a lot of other kinds
of music, which would have put a real
narrow capacity on my interests and
abilities. By going to school, I went to a
melting pot of music, so school was
absolutely perfect for me."
He worked all through school as well,
and in fact, his first night at the dorm at
Berklee, he landed a job at the Pussycat
Theater. "Someone called on the phone
for a drummer and I was the first one to
the phone, so I got it. It was great,
because I had taken out a loan to go to
school and had to pay.$131.60 a month to

"A GOOD STUDIO PLAYER IS SOMEONE WHO GOES ON
THE DATE AND FEELS AT EASE PLAYING ANYTHING
CALLED FOR TO MAKE THE ARTIST HAPPY . . . IF
THEY'VE HIRED YOU, THEY EITHER WANT YOU TO PLAY
LIKE YOU . . . OR THEY WANT YOU TO DO SOMETHING
THEY HEAR, SOMETHING THEY THINK YOU'LL BE ABLE
TO DO FOR THEM. IF YOU DON'T WANT TO DO IT, IT'S
GOING TO BE A NEGATIVE SITUATION."
drums leave a void in that way, as far as
melodic interpretation, so I really enjoy
it, plus it helps with writing."
After high school, he went to Berklee
School of Music for a year and a half,
until he received a scholarship to transfer to the New England Conservatory of
Music, where he completed his education. Mason says the choice to continue
his musical education after high school
was the best decision he could have
possibly made.
"It came from my background and not
having any money, and not really wanting to fall back in that position anymore.
I wanted some sort of what I thought was
security, so if nothing else, I could at
least be a teacher. I had all kinds of
offers, even when I was in high school,
to go out on the road and stuff, but I
declined because I thought maybe it
would be short-lived and there wasn't
any insurance. That's why I finished
school. Even now, I feel that I could
probably teach on a college level, and
when I first came out to L.A. and I was
getting my California teaching credential, I taught for six months at Hoover
High School in Glendale and that was
fun. It was always sort of an ace in the

pay it off. I didn't know where I was
going to get that money. It was lucky I
got that job."
After that, he doesn't remember being
off for a month in an entire year. He
gigged constantly in a variety of jobs,
including strip places, jazz clubs, orchestras, percussion ensembles, belly dance
clubs, operas, R&B bands, and once he
even worked with Duke Ellington. He
also began to work steadily at a club
called the Sugar Shack, where the house
band would back a lot of famous R&B
performers touring the area without their
regular backup bands.
During his last year in Boston, he even
had the opportunity to gain studio experience by becoming involved with a studio called Triple A, which did jingles,
religious albums and various other projects.
"I got to really think about drum
sounds and really learned the kinds of
compromises I had to make with my
drums. I thought I knew, but I didn't
really, and I had to learn to bend and
compromise that way. I have always
been a sympathetic player because I've
been in so many situations and I didn't
want to over-run the situations. I've al-

ways been in situations where I felt I was
backing someone else up, and the object
is to make them feel comfortable so they
can do what they do the best they possibly can. I always wanted to have that
kind of an attitude rather than my showing them up or anything like that. So
going into the studio, I had to compromise, but it wasn't hard for me to do
that. You learn what to play and what
not to play and you get very relaxed, so
by the time I came out to L.A., I was
pretty relaxed with recording."
Mason came out to L.A. with Sally, a
trombone student he had met and married during his first year at Berklee.
Aside from her family being on the West
Coast, they settled there because, "This
was really where it was all happening
with a lot of records, T.V., film, and a
fair amount of jingles. Plus, I didn't want
to go to New York because I wasn't
crazy about the thought of going there
and being surrounded by such a huge
jungle, where there didn't seem to be
much organization. I thought it would be
hard in L.A., but at least there seemed to
be some organization to it."
Shortly after the move to Los Angeles,
Mason began to get session work. His
first big break occurred when Marty Berman took a chance and used him on a big
Texaco commercial, during which, Ray
Brown saw him and called him to do the
Bill Cosby Show with Quincy Jones. The
calls, however, were for Mason the percussionist. He had played timpani
throughout the four years of high school

"In the meantime, I wasn't getting any
calls for drums and I was wondering if
my calling was percussion. I was doing a
few record dates here and there, and
they were even playing some of the
records I had done on the Bill Cosby
Show, and I said, 'That's me playing
drums,' and they said, 'Sure.' There
were a lot of drummers, but I guess it
was a novelty that I played percussion.
One night, the Sammy Davis Show was
going on and the drummer was sick and
couldn't make it, so he recommended me
to the conductor. I went in there and
played drums and there were some people there, one being J. J. Johnson. He
was doing a TV show on a regular basis
and he began calling me for both drums
and percussion. Once people started
hearing me more on drums, they began
to call me for that as well.
"I would prepare by checking out the
artist's every album to check out style,
how the drums sounded on previous
records, etc. For a long time I was

"I'M SO AWARE OF THE
FACT OF SOUNDING LIKE
MYSELF, THAT IN SOME
SITUATIONS, I'LL PURPOSELY TRY NOT TO
SOUND LIKE MYSELF BECAUSE IT DOESN'T CALL
FOR THAT SOUND."

and had begun to learn the mallets during

his last year, although not seriously.
When he studied with Vic Firth of the
Boston Symphony, during his instruction at New England, Mason became
serious about mallet playing and practiced many hours daily, training as if he
were going to pursue an orchestral job
afterwards.
"There are probably some instruments I am more comfortable playing
than others. Timpani would be one of

them. There are guys in this town who
have been playing the tuned instruments,

the bells and things of that nature, as

long as I've been playing drums. Being

realistic about it, they would probably be
more at ease doing that than I would.

When I first came out here, though,
percussion was all I was doing, and I
went on dates where I didn't know what

I was going to see musically. So I developed an attitude where I put in quite a bit

of time. There are points about me that
are real strong, and there are other things

that I guess aren't going to be as strong,

but it all worked out. I got hung a couple

of times, but nothing really major or
disastrous. I just went in and had a good

attitude about myself and what I was
doing, and I was able to pull myself
through the situations.

playing percussion, so I would watch the
drummers carefully to see how they
would handle the various playing situations."
He is grateful that he spent his early
years training in all styles of music as
opposed to joining a band, for it is that
background that has made him the indemand player he is.
"A good studio player is someone who
goes on the date and feels at ease playing
anything called for to make the artist
happy, and is fully capable of doing that.
"A negative session is one in which
you have an attitude where you really
don't want to play what the people who
hired you want you to play. That's really

a negative situation, because if they've
hired you, they either want you to play
like you, which happens after a while, or

they want you to do something they

hear, something they think you'll be able
to do for them. If you don't want to do it,
it's going to be a negative situation; not
being cooperative, not being interested

and not doing the best job you can."

Then there are times when what an

artist may demand seems unreasonable.

Mason has experienced relatively few
such situations, but like many musicians,

cited Steely Dan as being extremely difficult to work with "and with the money
they wish to pay, it isn't worth the
mental anguish. They repeat and repeat,
with no explanation as to why, so you
really don't know why you're having to
do it. I do like their records, but they
really don't have any earth shattering
innovations for all the time and money
they supposedly spend."
He also recalled a particular Seals &
Crofts session, providing some insight
into the difficulties encountered by seasoned session players.
"What happened was, Jimmy Seals
told me to give him more oranges and
reds. He couldn't tell me in musical
terms what he wanted, and I couldn't
figure out exactly what he wanted from
what he was saying. It was really frustrating. We finally had some words. I
told him to write it out, that I had no idea
what he was talking about, and he got
real insulted. As a result, I didn't do
anything for those guys after that. I
guess at that point, my patience must
have been pretty thin because I had been
in situations where people had asked me
for weird things. Probably by that time,
it had gone on and on and on, and I was
probably just at the end of my patience.
If I had been real studious, I probably
wouldn't have said anything and just
smiled and kept trying, but I guess everyone has his limit and that must have
been mine.
"At this point in my career, artists
generally give me creative freedom.
Sometimes I feel that people are intimidated and don't want to tell me what to
play, which is too bad, because they
don't want to give me an idea of where
they want to come from. I want everything; I want it both ways. I want the
people to be able to take me in and trust
me totally to give what I think is best for
the situation, and then I want other people to tell me. The only way you get new
ideas and get to new points in music is by
listening to other ideas. So I want it all."
In addition to the on-the-job hardships, Mason has also encountered the
normal difficulty a session player has in
keeping his work fresh, exciting and
stimulating. Production, playing live, his
own solo career, and constantly expanding his musical avenues, in addition to
maintaining a balance between his music

and outside interests, have been the keys

to his lack of stagnation and personal
enthusiasm and growth.
"You can get burned out after awhile,
and sometimes it gets hard to really stay
up and always be cooperative, always be
smiling, always look forward to going to
the next date. For five years, I did three
sessions every day and I really kept that
attitude up, but after awhile, I got to the
point where I burned out. So at that
point, I knew it was time for me to
pursue the artist end of it a little more.

would like to do again soon. Aside from
a few appearances with George Benson
and Bob James, it is the only live performing he has done in recent years.
"I really enjoy seeing the public reaction to things. It's good for you to see
some appreciation. You hear it on the
radio and see that everybody is into it,
and that's nice, but to see it right there
immediately is really great. It really
takes you to a different place and also
puts your playing on a different level. All
the years I was doing studio work,
though, I didn't really feel that my live
playing was suffering because I was
playing so much, and in real challenging
situations which called for me not to
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So I did that and started to move into
another area so my attitude wouldn't get
bad. If I were to go on a date with a bad
attitude, it would hurt me more in the
long run, so I started not taking as many
dates.
"I hadn't really predetermined to have
my own artist career, but in 1972 some
record companies expressed interest in
my doing so. My notoriety at the time
was unbelievable, working with Herbie
Hancock, and when they approached me
again in 1975, I decided to do it."
He has enjoyed that aspect of his
career tremendously, yet simply as additional musical expression as opposed to
being in the foreground. When asked
how it felt to be the focal point of a
project as opposed to the background
player, he explained, "The success I've
had has come from how I've played,
which is being sympathetic and really
laying down good pockets of interesting
colors. When I did my album, I felt the
focal point would be on the songs, the
production, and the way everything was
laid out; the whole musical environment,
as opposed to just my drumming. A
drum album is boring. I never even
played a solo on the first record, and I
had one song where I didn't even play at
all. I didn't play on that song because it
wasn't necessary, and I was trying to
say, 'Look, I'm man enough, even on
my own record, not to do that because
it's not what's called for.' So as far as my
being the focal point, it wasn't really like
that. I was lucky enough to be able to
produce all my records right from the
beginning, so I was getting a really good
experience of being in control and having
the say in everything. It was a good
experience that was leading towards another area, also in my own musical experience, and I began cultivating the interest of moving into production."
While few realized Mason had been
writing since high school, his audience
became even more surprised when on his
third album, Funk in a Mason Jar, he
added his own vocals.
"When I was in church, I used to sing
in the Choir, and I used to do a lot of
things with them. When my voice
changed, I stopped singing, but with the
way music had been going, for records to
get airplay, there's been a greater call for
vocals. If you're not going to get airplay,
you're not going to survive. My albums
went from selling 50,000 to 250,000 when
I added vocals. I sang on some of that
and started taking some vocal coaching
up until about six or seven months ago. I
just couldn't make a record and have
someone else doing all the singing. I
really felt I wanted to participate, although I wouldn't say I'm a singer, per
se."
After his third album, he went on a
limited solo concert tour, which he

always play the same way. A lot of
people say if you play studios, you get
stale. You have to listen to yourself, and
if you're playing the same things, it's not
going to be too pleasant to hear. You just
have to keep going for different things
and not be afraid to try stuff. I think the
style a lot of people know me for is
probably a jazz-rock situation, which
received a lot of notoriety, but there are
a lot of records I've played where people
wouldn't know it's me, unless they were
really heavy listeners. I'm so aware of
the fact of sounding like myself, that in
some situations, I'll purposely try not to
sound like myself because it doesn't call
continued on page 50

REO drummer Alan Gratzer was born in Syracuse, New York, and almost immediately displayed an interest in drums. After bugging his
parents for a couple of years to get him a kit,
they gave in and got him a toy set. At the age of
seven, he had his first lessons. From there he
progressed into rock and roll bands in high
school.
While at the University of Illinois in Champaign, he teamed up with keyboard player Neal

REO's
Alan
Gratzer

by Susan Alexander
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Doughty and started playing gigs around
school. This partnership soon became REO
Speedwagon.
Twelve years and eleven albums later, REO is
one of the fastest rising rock bands in the land.
Their hard rocking music has won them a large
audience as evidenced by their sold-out concerts
and large record sales.
SA: You've been with the band about 12 years
now. How do you keep it fresh working with the
same people?
AG: I'll tell you, it's getting easier and easier.
There was a point where we were getting bogged
down with our records because we weren't
happy with our producers and stuff. Now that
we're producing ourselves, we're totally in
charge creatively.
Gary and Kevin write the songs and they've
improved as songwriters. I've seen them progress over the years. I think they were both
great songwriters to begin with, but they've
progressed even more to the point where our

new album, Hi Infidelity, has a 3/4 ballad on it. It
has another ballad, an early sixties-feel type of
old-time rock and roll song, plus it has lots of
good REO-type rhythm tracks and songs.
Right now I feel more excited about the band
than ever because I think that the songs on our
new album are real, real strong and we're happy
with the way the production and everything is
turning out. At this point, I can't imagine being

in any other band. I think, "My God, if I ever
am not in REO, what other band would I want to
be in?" I've worked too hard on this band to get
as far as we have and I just want to see it do
well, and keep doing well, and do better. It's real
creative to me.
SA: Speaking of producing, I've known producers who, after mixing a record on those big
studio monitors, will take the dub down to their
car and listen to it. If it sounds good there, then
they know it's going to sound good on the radio.
AG: Yeah. We mix on three different sets of
speakers. In the studio, we have the regular
studio monitors which are huge, and then we
mix on JBL studio monitors. They're basically a
12" woofer and a midrange horn and a tweeter.
Those studio monitors are pretty well accepted
as being the state of the art—not too big and not
too small. But, we also mix on Auratone speakers which are just little cubes that reproduce

what you would hear in a fairly decent car or
home situation. We'll mix it on the JBL's and
then play it on the real little ones at a barely
audible volume just to make sure the balance is
right. You can tell balances much easier when
the volume is real low. Then just for the sake of
hearing how everything is blasting, you can put
it through the big ones, but that's usually just to
impress somebody.
SA. How do you reconcile the fact that the
record company is alway saying, "You've got to

make hits; you've got to sell records; this isn't
commercial enough." Do you run into that
much?
AG: Yeah, we definitely do, but as far as being
commercial, we're probably an FM album-oriented type group. We have been over the years.
The new album may prove me wrong. If we do
have a hit, to me, boy that's icing on the cake.
That's something we've come close to. We've
had some top-twenty, almost top-ten singles, but
it would be great to have a number one single. It
would just put us over the hump.
SA: Do you enjoy producing?
AG: Oh, absolutely. I love it. I haven't thought
about producing anyone else, but producing
ourselves is a real treat. We went so many years

having conflicts with outside producers. With
Gary and Kevin, the two guitar players/singers,
and our engineer, Kevin Beamish, and me producing the records, it's rewarding and interesting and it's fun. I really enjoy doing it.
SA: Did you find it hard getting a drum sound on

record that you liked and were really happy
with?
AG: That's always a problem. I use Ludwig

drums and I have almost always used Ludwig. I
started out with Ludwig and I experimented and
tried other ones, but I never was happy with
them and I came back to Ludwig all-wood
drums.
Actually on this record, we ended up using six
or seven of the rhythm tracks that are first or
second or third takes. They are real straight
ahead with a live feeling and so we didn't spend
a lot of time on drum sounds. We spent maybe
twenty minutes, a half hour at the most.
Usually, when we're making a record, we go
in and spend the first day getting the drum
sounds, and it's a long process. But I think this

says something for Ludwig drums and for the
natural sound that they have, because the drum
sounds are real good and we didn't do a lot to get
them. I basically put them up the way I have
them set for playing live, with a little muffling,
but pretty much the same. I think they sound
real, real good.
SA: How do you mike them? Do you do it the
same way for the studio as you do for a live gig?
AG: Sometimes. Over the years I've gone
through the myriad of miking changes. We've
tried every kind of microphone in every kind of
position. But I find that usually we end up
miking the tom-toms on top. I mike the snare
drum on the top and on the bottom. You get the
crack of the stick plus the snares. We do that
live, too. We've been doing that for years and
years and, to me, you can't get a real good snare
sound unless it's miked on the top and bottom.
SA: How did you become interested in drums?
AG: I got my first little toy set of drums when I

was about five years old. I bugged my parents
for a couple of years before that. I wanted some
drums and they got me one of those little toy sets
of Davy Crockett drums. I broke all the heads
the first day. But they looked neat under the tree
while they lasted.
I continued playing and I took lessons when I
was about seven or eight. I just had regular
rudimental lessons. Nothing spectacular, but it
carried me through, and in junior high, I was in
the concert band. In high school, I didn't join
anything organized. I started rock-and-rolling
when I was in high school and I was in different
bands.
SA: Who did you take lessons from?

and it's never been quite as loose as my right
one, so I just keep it moving, but nothing
specific. I usually just try to play straight rolls as
fast as possible—build up to that.
SA: Do you prefer practicing on a pad or would
you rather play on the real thing?
AG: I would rather practice on drums, but I
don't mind practicing on a pad. It's real easy.
You can sit there and just work on your wrists
and I enjoy doing that, but if I can sit down and
play, that's okay, too. If you want to practice
solos and stuff like that, then that's what you
should do. I've been playing the drums for so
long that if I took three months off and didn't sit
down, I could still go and sit down and it would
feel pretty much the same. As long as I kept

AG: No one in particular. I lived in Syracuse,
New York and I don't even remember who it
was; some grade school teacher and the same in
junior high. Basically, I'm self taught. I learned
by going downstairs when I came home from
school, turning the stereo on, putting on about
four albums, and playing until it was time to eat
dinner. My mother was very tolerant, so I was
lucky.
I never think about the rudiments anymore. I
drum more by feel; and by what I've learned
over the years listening to other drummers, and
just playing myself. From lessons I learned the
importance of meter and time, and stuff like
that. But when I do a roll, I don't think that I'm
doing a paradiddle or a five-count roll or anything like that. I'm more of a feel drummer.
SA: Do you practice everyday?
AG: I try to play everyday just to keep loose and
keep my wrists working.
SA: What kind of practice routine do you go
through?
AG: Nothing in particular. I usually concentrate
and make sure my left hand is still working. I
broke my left wrist when I was about 12 or 13

loose in between.
SA: We might as well run down your equipment
now.
AG: Okay. I have three shell-mounted tom
toms—a 10", a 13" and a 14". I have an 18" floor
tom, a 24" bass drum and I use a 6 1/2" deep snare
drum. Actually, I have five sets of drums and all
of them are varied, but that's basically the kit
that I'm using now and the one that I pretty
much stuck with for the last few years. I have
the extra deep tom-toms and the extra deep bass
drum so I get more projection live, and it makes
them even bigger sounding. I like the drums to
sound as big as possible and fat. Every drummer
is going for fat. I want my snare drum to be fat.
It's always hard to get crack and still make it fat.
SA: I notice that you have double heads on your
drums.
AG: I do on this set that I just got. When you
take the bottom head off, you're usually looking
for more loudness; more projection. But these
are so deep and so big and rich sounding, that I
have the bottom heads on them. I think you get a
better tone when you have the bottom head on.
If it's possible to keep it on, I will, but I find that

"IT DOES GET BOR-

ING BEING IN CITY
AFTER CITY AND
ALL YOU SEE ARE
AIRPORTS AND HOTEL ROOMS. . . .
BUT I SAY THE
SAME THING WHEN
I'M HOME FOR TOO
LONG. I THINK, 'I
WANT TO GO OUT. I
WANT TO PLAY IN
FRONT OF THOUSANDS OF PEOPLE.
I WANT TO GET
THAT ADRENALIN
FLOWING.' THERE'S
THAT CHARGE,
TOO. I FEEL REAL
FORTUNATE BECAUSE I HAVE A
BALANCE OF
BOTH."

a lot of times you can't hear yourself at all, even

though you're coming through a bank of monitors.
SA: Is there a big difference between playing a
gig for 20,000 people than it is for a smaller
audience?
AG: No, because you look out and you can see
maybe the first ten or twenty rows and other
than that, you're oblivious to the rest of the
people. You know that you're playing for all of
the people and you have to sound good and
you're making sure that the PA is projecting
well. We have a guy who has mixed us for a long
time. We couldn't part with him because he does
such a good job.
SA: Is that true for playing outdoors as opposed
to playing in a closed-in place?
AG: Yeah, outdoors different elements come
into play like humidity, the weather, and stuff
like that, and they usually wreak havoc with
tuning of the drums and tuning of the other
instruments.
SA: If you were in the market for some new
drums, what would you look for?
AG: I have tried fiberglass drums and every sort
of plastic-coated wood drums and I find that just
plain wood is the richest, most resonant drum.
Not necessarily for a snare drum, but for tomtoms and bass drum and everything like that.
They have a deeper, richer, more resonant
sound, and I haven't been able to find that in
anything but wood drums. I'm totally sold on
wood. I just got a new set of Ludwigs with The
Set-Up. It's their new interlocking this and that.
They're real interested to see how much I like
them, and I love them. They sound great and I
just added another tom-tom because they sounded so good. I used to play with just two shellmounts and one on the floor, a pretty businesslike kit, but I added one more shell-mounted
tom-tom.
SA: What do you think of multiple-drum setups?

AG: I don't think a lot of them. I don't see the
point. If you're in a three-piece band or something where the drummer is playing a couple of
solos a night and getting spotlighted, then you

need something, but I tend to keep it small and
compact. Even though my drums are a little bit
oversized, I do that for tone, not for show. I
don't play a lot of solos or anything like that. I

don't need that many tom-toms.
SA: Many drummers have expressed the idea
that the fewer drums one has, the more creative
one tends to be.
AG: Exactly. It's real easy when you have a
rack of tom-toms to start at the top and just do a
roll all the way around. It's a little too easy and
obvious to me.
SA: What about electronic drums, have you
used any?
AG: No, I haven't really. I've been very close to
doing it in the studio, but we've never been quite
that electronic. Our keyboard player plays synthesizer and I think that's about as electronic as
we want to get. We try to remain as pure as
possible and not get carried away.
SA: There seem to be few people who really
know how to use them. Most people seem to use
them just for "Star Wars" type of effects. I
guess that can create a prejudice against them.

AG: Yeah. They definitely have their place. I've
heard them used on records where they're used
tastefully and not overdone and they sound real
neat. I know that on some of Linda Ronstadt's
records there's a lot of Syndrum, and I know
that the Doobies use them, but they use them so
sparingly that it's nice and tasteful. I think I can
appreciate that more than somebody getting
carried away.
SA: What is your concept of the drummer's role
in a band like REO, who are, for want of a better
word, hard rock?
AG: It's hard to say exactly. I think mainly
keeping the rhythm happening and keeping the
time consistent and adding to dynamics. I think
the drums are a very integral part because you
can do some sort of fill that can definitely add to
how exciting a song can be. I think that in our
type of music, which is very exciting live, it's
really good high-energy rock and roll and the
drums are very, very important. I may be prejudiced.
SA: You sing through an overhead mike?
AG: Yes. I have an overhead boom stand right
above me. I don't have it there all the time I'm
playing. My drum roadie, Motor, is so efficient
that it appears the split second before I have to
sing. People say to me afterwards, "How does
he know exactly when to do that?" He's real
good and he likes to stay on top. That makes it
easier for me.
continued on page 65

Bassists: on Drummers

by Scott K. Fish

Jack Six: Acoustic Bass,
live performer perhaps best
known for his work with Dave
Brubeck and Alan Dawson.

Carol Kaye: Electric

Bass, studio and live performer with a string of movie, TV,
and record hits.

No mutter what style rhythm section a drummer plays in, it is essential that he or she lock in
with the bassist. Since there is no one hard and fast rule on the subject, I spoke with some of the
top bassists in the country and asked them two questions: What do you look for and listen for in a
drummer? What are common faults that you find in drummers?

"The sound of the drums is important. The trying to force things to swing by playing on top
sound of the cymbals. The feel is the most a little bit. If things weren't swinging by forcing

it a little bit, it might seem that by playing a little
bit on top, it at least makes it seem more
exciting. But, it also makes it feel a little more
uncomfortable. I think that might be a common
most young drummers. Rushing is common in failing of younger drummers. To maybe artificially create excitement."
important thing to me. That's a difficult thing to
describe. The kind of feel that's affected by the
sound, and where everything comes together.
"I think there's a tendency to overplay with

"The main thing is a great sense of time,
sensitivity and dynamics. A real fine drummer
ought to be able to tell a story between his hands
and feet and not just bang on the drums. The
drummer is like the framework of a house, and
the bass player is like the basement. The bass
drum is very important to groove with, but not
necessarily by playing the same line; perhaps a
complimentary line.
"When I watch people dance, the bass is felt
in their pelvic area, but the drummer's got the
whole body! The bass player and the drummer
should be able to lock in and groove together.
Not push or pull. Once in awhile I'm the one that
has the energy, so I'll push and pull the drummer
a bit to lock him into a good, steady time groove.
Musical peaks don't happen if the time is rushing
an awful lot. You can rush a little bit and drag a
little bit, as long as you do it together.
"I listen for cymbal work, too. The sound of
the cymbal is important. I look for a drummer
who's looking for the same goal that I am: To
back up the lead player or singer with simplicity.
To play simple and to put the right stuff underneath a player or singer takes talent!
"My favorite drummers to play with have
been Johnny Guerin, Sharkey Hall, Jesse Sailes,
Earl Palmer, Jim Gordon, Paul Humphrey, and
Shelly Manne. Shelly used to tune his drums in
the studio just so beautiful! People say that
drums are not musical instruments. Drums are
musical instruments! You can play songs on the
drums.
"A good groove is essential. That's the number one role for the bass player and drummer.
It's very rare to find that. First of all, we've got
to lock in. If I can't think of a bass pattern, I'll
listen to the drummer's feel. Not just to his bass
drum . . . I listen to everything! Most of the time
it's up to me to create bass patterns. Technically
speaking, I never really thought much about the
drummer. I created my parts by feeling.
"The players that want to learn that, I'd say
just listen to the bass and the drummer on
records, and listen to what's happening on the
lead. Listen, when the singer is singing, how the
bass player may follow with a little lick as an
answer, or the drummer may do the same thing.
Or they might do it together! It's a team.
"A common fault in drummers is that they
don't have good time, especially in their fills.
They'll be concentrating on the technicalities,

painting the picture, but they've got to concentrate as hard, if not harder on the time. I'm not
saying that you've got to be like a metronome,
because Miles Davis said that with time, you can
go up and down a little bit as long as you stop
back at the same point.
"Drums usually have their fills at the end of
eight bars. They usually rush. I'll go with them a
little bit so it doesn't sound like there's two
bands. They usually drag when they get through
with their fills, and I'll play on top of the beat a
little to smooth it over. It has a lot to do with
drummer's attitudes. They're told from the time
they're little kids, 'Drums are not a musical
instrument, I want you to play the violin.' If
somebody wants to play drums, for gosh sakes,
let them play drums.
"Many times, if your timing is off it's the
attitude. 'Look at me. I'm great.' They have to
think that way because of what they've been
told all their lives, that drums are not musical
instruments. But, they've got to realize they are
musical instruments! A drummer should feel
proud of his role, but many times they get
overbearing and they'll tell the bass players
what to do. Well, just leave the bass player
alone! If drummers are going to talk to the bass
players, don't just say 'Follow my bass drum.'
Tell them on a communicating level how to do
it. Not just 'Copy me.' I've had a lot of complaints from my students about drummers who
tell them that. But, I think a lot of drummers are
finally getting their shit together as far as thinking 'Well, I am very important. The drums are a
musical instrument.' There's not so much of that
bad attitude now. It's getting better. Keeping a
happy attitude in the band is very important, and
the drummer, being a gregarious kind of guy,
can do that.
"The drummer is painting a sound picture.
He's the guy that's putting the framework
around everything. Fine drummers usually have
really great ears. They can hear stuff that other
instrumentalists can't hear because they're listening to the strings, the horns, the percussion,
the singer . . . they listen to everybody. They
play notes on the drums, too.
"Who's the boss of the band? That role
should be shared between the bass player and
the drummer. You've just got to groove together."

lot of times I do that on purpose because I want
them to stop and listen. I'm saying musically
what I could be verbally saying: 'I can't hear the
piano player or the horn player because you're
playing so loud. You can't hear me because
you're playing too loud, not because I'm playing
too soft.'
"I think that the greatest drummers had the
ability to really burn with intensity while still
playing soft. I don't say that a drummer
shouldn't play loud. I remember listening to
Elvin Jones with John Coltrane! To an extent it's
volume but it's also space. A lot of drummers
are just so busy that they don't leave spaces for
other instruments. Like I said, the beginning of a
band is the linkage between the bass player and
the drummer. If they're not linked together the
band never gets off the ground. No matter how
good the piano player or horn players are, if you
don't have that foundation in the drums and the
bass, nothing else is going to work."

"I've been very lucky because I've played
with a variety of musicians; drummers who have
been from different idioms of the music, whether
it's the New Orleans style or the Swing style or
the Bebop style or the Avant-Garde style—one
of the basic things that I'm constantly looking
for is that common denominator of the spiritual
relationship. That's got to be there! Baby Dodds
said, 'Everybody can beat a drum; but everybody can't play a drum.' That might seem an
overly simplistic statement. But, there's a lot of
meaning behind what he's saying there. It goes
back into that spiritual aesthetic thing that I was
talking about. That's the major thing that I look
for.
"Too often guys are so insecure and wrapped
up in their own egos, that they don't recognize
what makes the music strong. I don't care if it's
a duo or a 200 piece orchestra—you still have a
role within that circumstance. I compare it to
athletics. You just can't win it by yourself!
You've got to be part of a team. And that's one
of the things that a person has to recognize. That
spiritual perception and the fact that you're part
of a team. And it's important for the bass player
and the drummer to really lock up. Every individual has to recognize, especially if you're
playing the drums—you might be playing too
loud! And you adjust your volume to allow that
spiritual perception to take over so that you can
tune in to what's happening, and become a part
of that total experience as it happens. There is
no set pattern or formula for that. It defys
analyzation and it's a very intuitive ability that
an individual just has to learn to be sensitive to.
"I've been very fortunate to play with a lot of
different guys: Max Roach, Roy Haynes, Philly
Joe, Art Blakey and Elvin Jones! You have to
know how to make certain kinds of adjustments.
They way I walk my lines, for instance, in

with Max like I would with Philly Joe. I have to
make those kind of adjustments. It's important
for all the instruments to do that, but it is a
special kind of thing where the bass player and
the drummer have to form what I call a 'marriage.' This is something that Percy Heath
taught me back in the Fifties when I was studying with him.
"The fault with most drummers is they get
carried away, mesmerized by the sound of the
instrument. Drummers blow it because they
don't think of themselves as playing a melodic
instrument. They think of a sound and they just
start beating. They don't realize that you have to
develop a whole range of inner ability to control
the instrument so that you can produce different
pitches. And there are a variety of ways you can
achieve that. The way you tune your drums, the
way you strike it, what part of the drumhead you
hit, for instance. Just like all this stuff with
electronic drums. Okay, so it's a new innovation. All these guys that are experimenting with
that stuff, they haven't even learned, for the
most part, how to play the basic instrument, or
to develop the full range of dynamics, colors,
pitches, and timbres that you can get out of the
multiple percussion set-up. Guys don't realize
the many colors they can explore and get into
and that it takes time! And it takes a very
sensitive person dealing with it from that spiritual aspect that I'm talking about. You know,
them flams might be shams! It's just like a
plumber with a wrench. Just 'cause you got a
wrench doesn't mean that you can install a
bathtub or a shower unit for somebody. You got
to know what you're doing. The wrench is just a
means to an end.
"The spiritual part is very important. It just
ain't about practicing all the basic rudiments and
saying 'Oh man I really did it. I practiced 8 hours
and got all my rudiments down.' Okay, but can
you make any music out of that? If you can't put
it together to convey a complete thought to
communicate something and project something
to people it doesn't mean a thing."

playing with Max, it's not totally different but

there's an adjustment that has to be made. As an
individual, Max has a unique approach to how
he phrases, how he breathes and the intuitive
rhythm he feels. I can't go in and gorilla my way
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"I guess first of all would be the sensitivity.
Does he listen to what everybody else is playing? Most of all that he keeps good time, and
listens to what everybody else is doing, and
doesn't cover up somebody. Colors and shades,
different volume levels, I guess those are the
two main things.
"Faults I hear in drummers? Mainly that they
play too loud. They're too insensitive. A drummer can lead whatever band he's in. He can
force himself to be the leader, just by the nature
of the instrument. He can play the loudest, he
can cover everybody up and he can make everybody go in the direction that he wants to make
the music go. But, he should be sensitive enough
to realize that if he's not the leader of the band,
then he is just another member of the band. That
everybody else's role in the band is just as
important as his is. The beginning of every band
is the linkage between the bass player and the
drummer. Drummers have said to me 'I can't
hear you. I can't hear what you're doing.' And a

Calvin Hill: Acoustic
Bass, playing recently with

Max Roach and Michael Carvin.

Larry Ridley, Jr.:

Acoustic Bass, live and stu-

dio. Mr. Ridley also teaches at
Rutgers University.

Ron Carter: Electric and
"Someone who is aware of the placement of
Acoustic Bass, studio and live the beat by the bass player and what kind of
performer with most of the notes the bass player plays.
jazz greats, as well as his own
"They don't tune their drums correctly.
group The Ron Carter Quar- That's very common."
tet.
"Musicality. Being musical. Dynamics. LisMiroslav Vitous:
ten
to everybody in the group and be musical
Acoustic and Electric Bass,
studio and live performer. about it. Do not overpower the rest of the group.
Founding member of Weather Dynamics has a lot to do with it. That's the
number one thing. Number two, just as imporReport.
tant, a drummer must have great time.
"Faults would be slowing down or speeding
up, or not listening enough so that the whole
thing doesn't come together. All of a sudden
everybody goes apart and everybody's downbeat is in a different place. Overpowering volume is another common fault."
"The most fundamental thing is the ability to
Eddie Gomez: Acoustic
Bass, studio and live perform- listen to the total musical picture, and to respond
er with Jack DeJohnette, sensitively. That's about it without getting too
Chick Corea and Bill Evans. elaborate. Maybe I should get elaborate, but I
look for a drummer who responds to the way I'm
playing and knows how to play with dynamics,
different nuances in the time, and again, has the
ability to respond to the whole picture, the
whole totality of the music. I would say Jack
DeJohnette is a good example of that. Also, Al
Foster, Joe Chambers, Dannie Richmond, Billy
Hart, and Eliot Zigmund.
"Everybody has a different approach to the
Reggie Workman:
Acoustic Bass, studio and live way they deal with music. I appreciate a drumperformer with his own quar- mer who has the ability to make music according
tet. Has performed with most to the components that he's dealing with as
opposed to having a preconceived idea as to
of the great jazz drummers.
what is supposed to happen.
"Very often you get on the bandstand with
drummers who don't understand the magnitude
of what's happening. They don't converse with
the soloist. They don't listen. Those who do
would be the persons I would prefer to make
music with. It takes a lot of ingenuity from the
rhythm section to keep the groove from dying.
"I think it's important to have a concept of
putting your feelings where each individual soloist is concerned. Let's take Philly Joe for exam-
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Common Faults; "I guess the answer would
be somewhat opposite to my first answer. Drummers or musicians that don't respond to the
music, that just kind of go headfirst into it and
are not sensitive, and they are not supple enough
to be able to sculpt with the music. Also, a
drummer can be very, very loud and that can be

just totally meaningless. Sometimes it can be

very, very loud and it can be extremely exciting.
So, it's really not a question of how loud or how
much, but really the intensity under the conditions of what's happening."

broad way that he approaches the beat. Like a
Watusi dancer. And then you think of somebody
like Jimmy Cobb or Tony Williams who approach the beat very definite, or very closed.
"The other thing I think that is important is to
understand that everyone has to have the
rhythm and the time in their soul. If they don't,
then they have no place on that stand. It's not
completely the drummer's responsibility to have
to keep the beat and pull everybody's coat
where one comes; or to mark where the bridge
is. Some drummers think that this is traditionally
a responsibility, and therefore never grow out of
it. They don't cut loose and make music instead
of making beats. The harmonious situation on
the bandstand is such that the drummer, the
ple. The way that he played behind John Col- saxophonist, the pianist—everyone must undertrane was quite different from the way that he stand that time is dispensable. The heart doesn't
played behind Cannonball, and different again stop beating. It never misses a beat, but you're
from the way that he played behind Miles Davis. not sitting there listening for each throb of your
That's an example of what has to happen. You heart.
"I always go back to Elvin because when you
have to have enough in your conceptual reservoir to change according to who steps up to the listen to him you may hear the rhythm coming
podium, so that you can converse with him from his sock to his bass drum, his left hand, his
adequately and be a complement as well as a seat, his voice. It may come from any one of
those places. It's a natural thing. And he's not
give and take.
"I believe that a lot of drummers have a restrictive, like a lot of other drummers. You
concept of playing the 'beat' instead of playing never really lose the groove.
"A lot of drummers try to be futuristic and
the 'groove.' The percentage is way up over
half. Too many drummers are concentrating on more modern, but they lose the groove and find
playing the beat instead of realizing that every themselves nebulous instead of in contact with
person on that stand has a different concept as to what it really is. So all of the interesting things
that are happening, all of the intricate things that
where the beat is.
"I would think that it's important to under- are happening in their percussive playing or
stand the groove as well as to understand the music making, don't have the same significance
beat. There are so many ways of dealing with because they lose the groove."
that groove. Think of Elvin Jones and the wide,

"Time. Imagination. Musicality. Security. heavy. The time doesn't float. Some drummers Richard Davis: Acous"Common faults? Their foot might be too play with you and some of them play at you." tic Bass, studio and live. One
of the premier bassists in jazz
history.

"Pulse. Because they're playing like a percus- Gordon
Edwards:
sive instrument a lot of them lack finesse. Shad- Electric Bass, studio and live
ing is a very heavy thing with me. Some drum- performer, primarily with
mers only know full speed ahead. They can play Stuff.
the greatest things fast, but if you ask them to
play something at a very slow, pulsating rhythm
they tend not to be able to keep time. A drummer's time varies, I feel, more on slow tunes
than on fast ones. Sometimes when I work with
drummers, if you play something fast, they get it
as fast as they can play, and they push themselves. They can push fast and feel that they're
keeping the rhythm. As they get tired they start
slowing down and down and down."

"Common faults? Just underconfidence. Will Lee: Electric Bass,
"Steadiness. I just listen to his right foot,
usually. That's where my relationship with most That's about the only fault that ever comes out studio and live with Brecker
of a drummer. Even if his time stinks, if he's Brothers and others.
drummers starts.
confident you can follow him."

"Well, I listen for his ability to play time.
What his time feeling is, what kind of facility,
what kind of chops, and I try to get to know the
drummer himself. The personality. I think we
play a lot like we are. So, I try to find the way to
be around the person for awhile. It gives you a
better idea of what he's about. Those are some
of the things I try to check out in working with a
drummer, whether it's for a few minutes or
longer. So, I have to be open. I have to be
receptive to the vibes. I have to be open to

listening.
"I listen for time, because I'm a time player.
So, I kind of enjoy a drummer who sometimes
does other things. The way I play is a certain
kind of style and feeling, and I think that a
different style sometimes goes very well with my
playing. It keeps my thing from being monotonous. I enjoy playing time. That's been my role
through the years in playing music. I enjoy
accompanying different people. So, the drummer is very important because we help make
whatever is interesting, interesting. We have to

"One of the things I always consider is their
time. Most of the guys that I end up working
with, their time is very good. It's an aggravation
when it's not there. One of the things I really like
is kind of a spontaneity or an unpredictable
quality. I like guys that are real 'go for it'
drummers rather than those who play it real
safe. I'd rather a drummer just completely go for
it and lose it, than be completely safe and never
kick you in the butt or stretch out! Making you
think and work a little extra hard in an effortless
kind of inner relationship. I like a sensitive
drummer who's listening to the music that we're
doing and not just off doing what he wants to do.
Playing within our framework and being aware
of what's going on.
"I've worked with Russ Kunkel for 11 years
now. He's like that. We could play blindfolded
and hit almost everything right-on, together,

boost it. The drums can be very exciting. More- Bob Cranshaw: Elecso, usually, than a bass player. It is the bass tric and Acoustic Bass, studio
player and the drummer that help create that and live. One of the first profeeling, so I enjoy a nice tasty drummer.
ponents of electric bass.
"I try to offer the bottom, because that's what Played with many jazz greats.
I feel is important. Not every bass player plays
like that and those who don't, work with other
groups where another person has the same role,
or plays the part. Sometimes it's the bass player;

sometimes it's the drummer.
"To me, when Coltrane had his thing, McCoy
Tyner was the drummer. He kept the time. He
marked the place. You couldn't hear Jimmy
Garrison, but he was just moral support for
Elvin because they could feel him whether they
heard him. It was support for McCoy because he
could hear him, but you couldn't hear him in the
audience. Elvin added color. McCoy was the
timekeeper. Every group has to have that from
somebody in the group. I feel I'm that kind of
bass player. So, whoever I'm working with, I
can enable the drummer to add those colors,
shadings and a certain spark."
even when it's not anything that's indicated or
written. We're really kind of like a nice fitting
glove, and that's what I really like. I like guys
that are radical!
"If a drummer's time is not right, I don't care
how much technical prowess they have, they're
not even worth bothering with because it makes
my job 100 times harder! I can no longer open up
and be creative. I have to be worried about
keeping time. I really get tired of guys that are
on an 'ego trip.' Just struttin' their stuff and
flailing away all the time without consideration
for what everybody else is doing, or for the
music.

"But 'time' is the whole keypoint. If the time

isn't there then nothing else even matters."

continued on page 51

Lee Sklar: Electric Bass,
studio and live performer with
Jackson Browne and James

Taylor among others.

No doubt it's somewhat of an exaggeration to claim that
Eddie Marshall has played with all of the major jazz figures of
the past two decades. But if so, the degree of untruth is only
slight. He first came to prominence at the dawn of the 1960s,
working with pianist Toshiko Akiyoshi and her husband of that
time, saxophonist Charles Mariano. Subsequently, there were
year-long stints with two other noted saxophonists, Stan Getz
and Rahsaan Roland Kirk. Eddie next veered in the direction of
free jazz, accompanying many of the leading artists of that
persuasion—Pharoah Sanders, Archie Shepp, Albert and Donald Ayler—in some of their New York performances. Later,
after transplanting himself and his family in San Francisco, he
became a charter member of the Fourth Way, one of the first of

two small jazz ensembles seeking to create a "fusion'' music
that incorporated rock rhythms. (The other like-minded outfit
was the Free Spirits, which numbered drummer Bobby Moses
in its ranks.)
By the time the Fourth Way came apart at the end of the
1960s, Eddie Marshall's name had already become a by-word
with the San Francisco jazz community. During the 1970s, two
new associations in particular hare served to further showcase

his talents. First, he has become, in effect, the house drummer

for the San Francisco jazz club. Keystone Korner. There he has
worked with a diverse spectrum of artists ranging from mainstreamers Dexter Gordon, Ahmad Jamal, Ted Carson, George
Coleman and Mary Lou Williams, to avant-garde saxophonists

Oliver Lake and Sam Rivers, to singer Eddie Jefferson, to such
unclassifiables as pianists Randy Weston and Jaki Byard.
Second, for three years he was one-fifth of the recently disbanded group led by vibraphonist Bobby Hutcherson, an impressive

very hectic time for Stan. It was right after that Gilberto-bossa
nova thing.
FK: That takes you up to 1965. Did you join Dionne Warwick
after leaving Stan Getz?
EM: No, I worked with Rahsaan [Roland Kirk] for a year first.
But he didn't record at that time either; he was struggling then.
too.
FK: Then after Rahsaan you went with Dionne, then you came
to San Francisco when Mike Nock called you and said he
wanted to put a band together, is that right?
EM: Right. So I said, "Well, I'm going to go back to New York,
but I'll check it out anyhow," so I came up here. And I've been
up here ever since.
FK: The Fourth Way was not playing straight-ahead jazz but a
lot of even eighth notes.
EM: Yeah, a lot of what we called "rock" then, and there were
attempts at fusion jazz.
FK: How did you feel about playing that kind of music?
EM: I loved it because all of that music is fun for the drummer. I
grew up with my father playing dances, rhythm and blues, and
stuff like that in his band. It was sort of strict for drummers in
the late '50s and early '60s. You know, you just played the backbeat. But then when I heard jazz, and I heard Max Roach and
Art Blakey and Art Taylor, all the people who were playing in
those days, I went crazy. I could never play back beat again.
FK: That's why I asked you about rock. It seems in that music,
the drummer's role would be a little more restricted.
EM: It requires another type of skill. The first skill it required
for me was endurance. And you really do learn how to play
along with people. Jazz is a different thing altogether. To me,

Eddie Marshall:

aggregation that included pianist George Cables, saxophonist
Manny Boyd and bassist James Leary, III.
To watch Eddie play is to be present at a display of poetry in
motion. His fluidity, taste and grace, even at the fastest
tempos, defy description; they must be witnessed first-hand to
be believed. He has much the same kind of relaxed and gentle
touch found in the work of Billy Higgins, and these qualities
manifest themselves in his conversation as well. Currently, he is

becoming more active as a writer. His composition Knucklebean, for instance, is the title selection on one of the last

albums made by the former Hutcherson quintet. In a field

sometimes rent by violent partisanships, Eddie Marshall is that
rare musician of whom everyone speaks with warmth and
respect.
FK: How did you end up in San Francisco?
EM: I ended up in San Francisco by playing with Dionne
Warwick's band in the late '60s. My wife and I were travelling
with Dionne's band and my wife got pregnant. We travelled
right up to the last minute. The airlines wouldn't let us go back
to New York because she was 9 months pregnant, so we
stopped in L.A. to have the baby. We liked the weather, and
there was no hurry to go right back to New York, so we stayed
in L.A. Then, about six or seven months later, when I was
getting ready to go back, Mike Nock called me from Frisco to
come up here and work with the Fourth Way.
FK: What did you do before that?
EM: After I left Toshiko's band, I was drafted into the Army in
1962 and I didn't get out until '64. Then I joined Stan Getz's
band.
FK: Did you record with Getz?
EM: No, I didn't record with Stan. It was the quartet with Gene
Cherico [bass], Gary Burton, Stan and myself—just the four of
us. I took Roy Haynes' place.
FK: I wonder why that band was never recorded?
EM: Well, we only stayed together about a year and it was a

the rock and roll music and the soul music stuff is a lot like
Latin music. There's a discipline to it, but when everyone's
doing their little part, it grooves.
FK: I'd like to go back and ask you a question about your
father. What kind of a band did he have?
EM: It was basically a dance band, because that's what the
bands were hired for in those days. He played the piano, and I
grew up hearing a lot of Nat King Cole, Oscar Peterson, and
Teddy Wilson. That's what he loved to play, and that's basically what we played. In those days there were a lot of black clubs
and we made a fairly good living like that.
FK: That was in Boston?
EM: That was in Springfield, Massachusetts.
FK: How old were you when you started playing with your
father?
EM: Fourteen.
FK: You were undoubtedly the youngest person in the band.
EM: Right, and sometimes I'd be playing with some of my
teachers. My old man knew all these guys in the school district,
the good horn players that happened to teach school. One of
them was my music teacher in junior high. We'd both come to
school sometimes just completely zonked out from staying up
all night.
FK: Did you major in music when you were going to school?
EM: Nope. I never even got a chance to play in the band!
FK: Why was that?
EM: Well, I wanted to play basketball, that was my thing, you
know. I got into drums because my old man played piano, so I
played piano. I was studying piano from the time I was six and I
hated it. I wanted to play the drums! Gene Krupa was my main
hero. I loved the drums and I always wanted to do that, and
when we tried out for the different instruments in band, I'd go
for the drums, but I never would get it because they wanted me
to play the piano.

I always watched drummers. Joe Morello used to come by
my house, he's from Springfield too, and he and my father
would have rehearsals. I'd see him playing, I would watch, and
I knew I could play. I never even touched the drums until I was
maybe 13. What happened is, my father had a drummer that
couldn't make the job. He split and left the drums up at the
house. So I did the rehearsals. I told my old man I could handle
it and he got stuck and had to hire me. I've been working ever
since.

Old Moe Goldenberg, before he died, was the same way. They

were just dedicated to drums. With Max and Art and those

guys, you see the same kind of dedication like that, and I
wanted to be like that. That's why I really feel lucky sometimes,
because those great old teachers are gone, though there are a lot
of good young teachers.
FK: I notice that every so often one or two of your compositions will pop up on a record. Do you still play the piano at all?
EM: Yes.

FK: Had you had any instruction at that time?
EM: None. But what happened was, I was 14, and I still had to
finish school. My father said he knew I was really interested, so
he made me take lessons, like he did with the piano. The first
teacher I had was an old Polish man named Joe Sefcick, who
looked like Kojak. He was a drummer in a pit band. Joe knew
everybody. He knew George Stone, Moe Goldenberg, and Jim
Chapin. So I studied with all of them. It was amazing. Joe
would write me a note and I'd go to George Stone in Boston and
study there for free.
FK: When did you move to New York?

FK: I have a theory that most drummers, if they couldn't play
drums for some reason, their second choice would probably be
the piano.
EM: You know, all those years I hated playing the piano and
studying, but now I wish I had studied twice as hard. Piano
helped me when I started playing the drums, because I could

those guys and I wanted to play like that.
FK: And you took more lessons?
EM: Yeah, I took lessons from Moe Goldenberg and from

in Massachusetts, and they told me Toshiko was in Hartford. I
had just seen her, because when I lived in New York, she used
to work at the Hickory House a lot, so I'd go down there and
see her. They wouldn't allow a horn in the Hickory House, so

EM: When I was 16. By that time, I'd heard Max Roach and

Chapin and from everybody else I could get hold of.
FK: I've often thought that you have remarkable technique and

I wondered how you came by it. Part of it, I'm sure, is just your
gift. But it must help to study with teachers like that.
EM: I'll tell you, it does, man. And those are great guys. George
Stone could take a stick and make a drum roll with each finger.

read.

FK: Was the record with Toshiko and Charlie Mariano your
first session?
EM: Yes, I was 22.
FK: How did you come to be involved with that band?
EM: I was living in New York and I came home to visit my folks

Charlie would be sitting and watching, and Toshiko, Jake

Hanna, and Gene [Cherico] would be playing. So when they

were in Connecticut, I thought, "Well, I ' l l stop by on the way

back to New York." So I stopped by this club and they wanted
me to sit in. So I sat in with them, and when I got back to New
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York, she called me. The other drummer split, so I started
working with them then. We went all over the place.
FK: How long did you stay with that group?
EM: Until I got drafted. That was about two years.
FK: Too bad that group didn't record more.
EM: I know it, because we had some good tunes, and we
worked a lot, too. In fact, that's how I first met John Handy.
We had a long gig, a month at the Five Spot, and John Handy
was playing opposite us. It was just after he left [Charles]
Mingus.
FK: So you spent two years in Toshiko's quartet, then you went
in the Army for two years, then you went with Dionne
Warwick. That must have been interesting, too, because there
are a lot of different time signatures in her music.
EM: You should have seen it. One time we went to Puerto Rico
and we were playing in one of those big clubs with a string
section. We had a 7/4 bar in Anyone Who Has a Heart. The
guys in the string section just couldn't feel this phrase. You
know how Burt [Bacharach] phrases all of his stuff. It would
never feel right.
FK: It must have been difficult for you to hold things together.
EM: Basically, it was still like rhythm and blues. There's a
whole lot of bass drum, and that kept it together.
FK: That takes you to Los Angeles, San Francisco and the
Fourth Way. The Fourth Way stayed together how long?
EM: Just about three years.
FK: When did your association with Bobby Hutcherson begin?
EM: In 1977.

FK: You've worked a great deal with him.
EM: That's what I've been doing mostly for the last three or
four years.

"IT WAS SORT OF STRICT FOR DRUMMERS IN THE LATE '50s AND EARLY '60s.
YOU KNOW, YOU JUST PLAYED THE BACK
BEAT. BUT THEN WHEN I HEARD JAZZ,
AND I HEARD MAX ROACH AND ART BLAKEY AND ART TAYLOR, ALL THE PEOPLE
WHO WERE PLAYING IN THOSE DAYS, I
WENT CRAZY. I COULD NEVER PLAY BACK
BEAT AGAIN."
FK: One of the things that most impressed me about you during
this period is that you were more or less the house drummer for
Keystone Korner and had to play with just about everyone. Has
this posed any problems for you?
EM: Actually it doesn't present any problems, because it's
music and I really love it all. I'll tell you, though, I came up
playing time. It used to be very hard for me to even approach
free music. I had a steady gig at the Dom in New York City.
Archie, Pharoah, the Ayler Brothers and all the people like that
would come in and play. Most of the time, if they didn't bring
their drummer, they'd ask me to play. I'd be trying to play,
because I'd seen Sunny Murray and Rashied Ali and those guys
play loose like that, but I didn't know how to do it. I would try,
though. I guess Archie sort of understood that I was trying,
because I remember one time telling him, "Look man. I don't
think I'm really makin' it." He says, "Man, just keep on
playing." And so after awhile I get there, and then it starts
flowing. And that's what it is. It might seem that this guy is just
beating the shit out of the drums, and maybe a lot of people do
that, but you can bet your bottom dollar that nobody could do
that for more than five minutes unless he knew what he was
doing. He'd be exhausted. That's how I used to get at first. I'd
be trying so hard I'd just be exhausted. But then I started
relaxing and listening. Playing that music is a whole involvement. You have to breathe and, most important, you have to all
breathe together, and then it flows. Everything just gets real
light like that when it's working right.

FK: And that's how you made the transition to playing free
jazz?
EM: Yeah. In about the middle of the '60s, just before we came
out here.
FK: That leads me to a question I've been thinking about quite a
bit. Is it possible to have a legato style playing drums?
EM: Yes, it is.

FK: How does one go about achieving it?
EM: The only way I could put it into words is, it's like a liquid
feeling, or when you're in water. If you're immersed in water
and your arms are swinging like this [flails vigorously], nothing
is going to happen. You have to move like this [smoothly and
gracefully]. That's the basic feeling I have anyhow.
FK: Something else you said suggests another question. You
mentioned that when you were able to relax, you were able to
cope with the demands of free playing. How do you go about
relaxing?

EM: I think I just got older and got more relaxed. But I'm still
learning it. I have ways of disciplining myself, through yoga and
stuff like that.
FK: Are there things that you do regularly before you play?
EM: There are things I do every morning when I get up. I do my
yoga exercises and stuff. But before playing, I mainly try not to
eat and never drink liquor. Both of those slow me down. I
hardly ever drink anything, but every once in a while someone
will say, "Here, have some champagne," or something, so I'll
take a sip. I'll take one sip and, I don't know if it's psychological or what, but I can feel it. Not that I'm drunk, but I feel a
little bit lower. I know a lot of it's psychological, though, 'cause
I've heard myself on tape when I've thought my playing wasn't
really right, and it wasn't that bad.
FK: What do you do when you're faced with an extremely fast
tempo? How are you able to hold it?
EM: That's when you really have to relax! That's what I tell
some kids that I'm teaching. That's the hardest thing. The first
continued on page 45

Susan
Evans:
Doin' It All
by Rick Mattingly
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A person interested in playing percussion has a lot to choose from. First of all,
a decision must he made as to which
instrument should be studied. Will it be
drum set, congas, vibes, timpani, or one
of the many other percussion instruments? After the selection has been
made, the question becomes: which field
of music should he pursued? One can
play jazz, folk-rock, shows, studio sessions, or any of various other styles.
Some people never make the choice.
They simply do it all. Such a person is
Susan Evans.
While still in high school, Sue began
her professional career by landing a gig
as drummer for singer Judy Collins. This
was followed by a long association with
the Gil Evans Orchestra, where she
played full percussion, and came to the
attention of jazz fans. Subsequently, her
name began turning up in Downbeat
polls. While continuing to perform with a
variety of artists, Sue became active in
the recording field, playing in virtually
every type of situation, from movie
soundtracks to jazz and rock sessions. A
stint at Radio City Music Hall supplied
her with yet another set of credentials,
and she is often called to sub for Broadway shows.
In spite of her considerable success in
a world filled with inflated egos, prima
donna stars, and eccentrics of all sorts,
Susan Evans has remained a quiet, almost shy person, who continues to work
hard to develop her talents to the fullest.
We began by discussing her first exposure to music:
SE: My first exposure was through my
father, who used to play clarinet and
saxophone. Later he got into teaching
and became head of the school system
up in Mt. Vernon. When I was about 8
years old, I started studying clarinet with
him. It was a disaster. I really didn't like
the clarinet. Meanwhile, I was taking
piano lessons at the 3rd Street Music
School. Eventually, I dropped the clarinet and started violin lessons, which I
continued for about 3 years.
RM: How did you finally end up on
drums?
SE: When I was in the 6th grade, a
percussion ensemble came to my elementary school. I remember standing in
the back of the auditorium and really
liking it. I must have been turned on by
one of the instruments in particular,
probably the snare drum. I went home
and asked my father if I could take drum
lessons. At first he didn't want me to
study drums because I had already had
lessons on three different instruments,
but finally we made a deal. You see, I
had been wanting to quit piano, but he
said if I continued studying piano, then
he would let me study drums. Today I
am really grateful because I realize that I
got the better end of the deal. I got

RM: Who did you study drums with?
SE: I started with the staff teacher at the
3rd Street School, Warren Smith. I
stayed with him for about 5 years. Warren was great because he was into everything. He was both a legitimate percussionist and a jazz drummer.
RM: Did he take you through the typical
drum books?
SE: Yes. I remember using books by
Haskell Harr, Charles Wilcoxon, Jim
Chapin and Morris Goldenberg. Warren
also introduced me to an MMO album by
Chapin called For Drummers Only,
which really helped my ensemble playing. In addition, Warren had collected
charts from his various studio jobs, and
he made those available to me as well.
RM: When did you move into full percussion?
SE: I had been with Warren for about 2
years and one day he said, "There's
more to percussion than just drums.
There's timpani, marimba, xylophone . . ." So he started me on the
other instruments.
RM: Were you playing in school?
SE: In junior high I played in the band
and the orchestra. They also had a dance
band. The drummer who played set was
terrific, but I couldn't wait for him to
graduate so that I would get to play more
often. In addition, twice a year I played
in parades that my father organized at
the school where he taught. I remember
being thrilled by marching and playing
drum cadences in unison with other
drummers.
RM: Were you a typical '60s teenager?
For instance, did you listen to groups
like the Beatles?
SE: I liked the Beatles, although I
wasn't really into rock that much. I
listened to a little bit of folk-rock, but I
was never very interested in hard-rock
groups. However, I can tell you about
my first jazz album. It was by Max
Roach. Max's melodic approach fascinated me and it is still one of my favorite
albums.
RM: What was your emphasis in high

school?
SE: I was doing a lot of "legit" percussion in the senior orchestra, the senior
band, the school precussion ensemble
and the city-wide orchestra. I never got
to play as much timpani as I would have
liked, because there was always somebody who was the timpanist, and that
was all he ever did. Also, I was involved
in a more commercial group which consisted of a cellist, a guitarist, a flutist,
and I played drums and vibes. The cellist
tuned her strings like a bass, and used
pizzaccato more often than arco. That
gave the music more of a jazz flavor. I
was inspired to write for the group.
RM: Tell me how you became involved
with Judy Collins.
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lessons on both piano and drums.

SE: Judy had heard me play once when
our group was on the bill with her at a
concert. A few months later, I was taking a drum lesson from Warren, and
Judy's manager called. They wanted to
see if Warren could fill in for Judy's
drummer that weekend because he'd
gotten sick. Warren couldn't do it, but he
said, "Hold on. Sue is right here and
maybe she would like to do it." So he
put me on the phone. I was really excited. I was ready to do it, but I had to go

home and ask my parents, because it
would mean missing two days of school.
Of course, they were really thrilled about
it and said, "Okay." Judy's manager
sent me all her albums by messenger,
and I spent Thursday night cramming in
five years worth of Judy Collins. The
next day they picked me up in a limousine and took me to the airport. We flew
to New Hampshire and did three onenighters in a row. I was so nervous. The
other musicians were a lot older than I
was, and the only rehearsal we had was
the sound check. It looked like her regular drummer was going to be out for quite
a while, so afterwards, they offered me
the gig.
RM: So you were going to high school
and, at the same time, running out to do
dates with Judy Collins?
SE: It was crazy. I would take my suit-

case to school with me on Friday and
carry it around to my classes. At 3
o'clock I would take a cab to the airport
and fly out somewhere to do 2 or 3
weekend concerts. I'd come back Monday morning in time for my first class.
RM: Were all of her gigs on weekends?
SE: Not always. We would sometimes
go on a two-week tour and I would have
to bring my books and do a pile of
homework. It was hard to find time to
study. I probably would have failed due
to absence, but I was able to maintain
good grades. Also, the principal liked
Judy Collins, so that helped.
RM: How did your classmates react to
all of this?
SE: The other kids were very envious,
but also very thrilled. Other people in the
school were doing things, too. Janis lan
was making records. I used to sit next to
her in history class, and she would be
writing lyrics instead of taking notes.

RM: Did you play anything besides
drums with Judy Collins?
SE: She never asked me to play any
other percussion instruments. However,
I did suggest to her that I play orchestra
bells at times. On the recording of "Both
Sides Now" there was a bell part that I
really missed hearing in concert. Since I
played bells, I didn't see why I should
not do it. So I played the bell part with

my right hand and kept time on drums
with my left. That was the extent of my
percussion with Judy.
RM: When did you start playing congas?
SE: I studied with Montego Joe for
about a year when I was 19 because I
really loved the sound of congas. I never
got into congas with Judy though. I was
just doing it on my own. When you first
start to learn an instrument, you don't
think of yourself as being able to play it.

So for a while, I would not tell people
that I played congas. Then, all of a
sudden, I decided that I was strong
enough to say, "Oh yes. I play congas."
Once I said it, I had to live up to it. As it
turned out, I ended up doing a lot of gigs
and recordings on congas.
RM: Did your gig with Gil Evans follow
Judy Collins?
SE: They overlapped. Again, this came
about through Warren Smith. Warren
had been playing with Gil's band, and Gil
had met me at Warren's studio. In fact,

was a group that I really felt a part of.
We rehearsed a great deal, which enabled me to develop specific parts on my
instruments.
RM: Have you done any shows?
SE: My first experience with shows was
when I played the Catskill Mountains. I
had reservations about taking the gig,
because although I could read, I never
really played for singers before. But I
went ahead and tried it, and it was successful. I ended up playing there every

He always had an eclectic band of musicians with varied backgrounds and
styles.
RM: In between gigs with Gil, did you
continue studying with anyone?
SE: As I said, I did most of my studying
with Warren Smith. But I also studied
with Morris Lang for about a year and a
half. We worked mostly on mallets and
did a little bit of timpani. The thing I
remember really respecting about Morris
was that he was an open-minded player.
He did not just view percussion from the
context of the symphony. He was very
interested in jazz and would come to
hear me play with Gil. In this one particular piece we played, I would get a little
uptight about the way I was holding the
tambourine whenever I knew Morris was
in the audience. I had to overcome that
feeling and go ahead and play the way I

weekend for a couple of summers. It was

down at the piano to work out and develop motifs, and we would basically just
practice together. We must have connected, because when Gil was getting
ready to do the Ampex album, he decided to use me, since Warren was in Europe at the time. It was my first record
date and I was very nervous. I remember
being handed the marimba part to
"Blues in Orbit" and thinking that it
looked very hard. Not only was it hard,
but I had to play it perfectly in only a
couple of takes. It was a challenge, but I
did it.
RM: So after the recording, you started
working regularly with Gil Evans?
SE: We did a few concerts at places like
the Whitney Museum and the Village
Vanguard. Then we did quite a few tours
of Europe. I had also been to Europe
with Judy a few times before.
RM: Did Gil write out every note he
wanted you to play?
SE: No. Most of the time, the parts were
just road maps and often they were not
very clear. When they were clear, we did
not always follow them. At some point in
the music, we would go off on a tangent.
That was the beauty of the band. I could
suddenly decide to take the band somewhere, and Gil would let me. So I had a
lot of freedom, but at the same time, a lot
of responsibility. Once I had made the
decision to lead the band to a certain
place, I had to have the strength to carry
my ideas through.
RM: I suppose Gil had a lot of influence
on your playing.
SE: Definitely. I had already developed
some sort of distinguishable style before
I joined Gil because I do not think he
would have used me if I hadn't. But
playing in his band for so many years, his
musical concepts have rubbed off on me.
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Gil would sometimes come in and sit

felt it should be played to get the sound I
wanted, regardless of whether or not it
was the "correct" way. And Morris understood that. In addition, I studied with
Sonny Igoe for a while. I went to him
primarily to get my drumset reading together. He had a terrific system for
teaching you how to set up big-band
accents. It clarified big band drumming
for me, and enhanced my work with
Gil's band.
RM: Who were some of the other people
you played with?
SE: I was with Steve Kuhn for awhile.
My first experience with Steve was at
Gerdes Folk City, where we did the
album, Live in New York. About 3 years
later we did the ECM album, Trance. In
between, we did some live gigs and some
touring. His music varied from straight
ahead be-bop to bossa and samba feels. I
had the freedom to play whatever I
thought would add to the music. I also
played with Kate and Anna McGarrigle.
They are French Canadian songwriters
and I was with them for about a year. We
did a little tour of New England and I
played on a couple of their albums. That

wonderful experience, reading charts
and working with big bands. My biggest
experience with shows, however, was
when I was on the staff at Radio City
Music Hall.
RM: How did that come about?
SE: I used to sub for a drummer there. It
got to the point where I was subbing for
him fairly often. Finally, he quit and I got
his job. I stayed there for 3 years. That
was great experience because we did 4
shows a day, 7 days a week. The show
changed every 6 to 8 weeks. It's not like
a Broadway show, where you might play
the same book for 3 or 4 years. The new
show would always open on a Thursday,
so on Tuesday and Wednesday we would
rehearse between shows. Thursday
morning we would rehearse at 7:30 in the
morning and open the new show at noon.
Radio City really helped me get my xylophone and timpani playing together.
RM: Did you just hold the percussion
chair at Radio City?
SE: No, I did both chairs, drums and
percussion. Playing drums for the Rockettes was another good experience. I had
to be very strong and solid because they
relied on the drummer a great deal.
RM: Have you done any work with
Broadway shows?
SE: I've subbed for some shows, like
Annie, Dancin' and They're Playing Our
Song. I've also played some off-Broadway shows.
RM: How did your career as a studio
musician develop?
SE: Very, very gradually. It started with
that Gil Evans album. I did one session a
year, 2 sessions a year, one session a
month, one session every two weeks,
one session a week, and now I sometimes do several sessions a week. But
the whole process was gradual over a 10year period.
RM: Do you enjoy studio work?
SE: I get an incredible amount of personal satisfaction from studio work. People ask me, "How can you stand playing
TV commercials?" I love playing in any
musical situation that works, or that
feels good. Of course, some commercials
do not have much musical depth. But on
the other hand, I've worked for some
incredible arrangers who really know
how to make the most of a 30-second
continued on page 52

Dealing With
the Aches
and Pains of
Drumming
by Douglas H. Ryniker

Let's face it—a working drummer
works hard. Drummers tend to get more
physical exercise on stage than other
musicians, and sometimes this physical
work on a night-to-night basis can lead to
various aches and pains. Of course the
best solution is some sort of microphone
set-up, so that you can play at a level
which is comfortable. However, for
many drummers this is simply not practical.
Physical discomforts can fall into two
distinct categories: 1) those which will
decrease as you work steadily, and 2)
those which will get worse unless you
take some time off to heal.
The first category consists of types of
muscle soreness due to strain. This is
hardly a real problem because as you
work and/or practice on a regular basis,
the muscles are trained and strengthened
so that as time goes by, the muscles are
able to produce more and tire less. Contrary to what some may think, lifting
weights can actually make this situation
worse instead of better. Yes, hard exertion strengthens the muscles, but it also
tightens them, and half the secret of a
drummer's endurance is staying loose.
Work-outs should be kept light. Check
Modern Drummer's Dec. 1980/Jan. 1981
issue for Jim Dearing's guidelines in this
area. In short, "train, don't strain," or at
least save the straining for when you
really need to push the band.
The second category of aches and
pains are familiar to drummers who almost continually play in fourth gear.
There were a few years in my career
when I played at a volume which cost me
more in broken sticks, heads, and cymbals than I ever made on jobs. In those
days, I felt like I was about 90% athlete
and 10% musician. Even though I play
more of a variety of styles now, I still
have residual problems from those thun-

derous days of yester-year.
By trial and error, I learned a few
tricks for taking care of myself, and I
hope these hints can be of help to other
drummers who may be experiencing one
or more of these symptoms.
Just as in the music business, let's
start at the bottom and work up.
Many a drummer suffers from the "agony of de feet." As the volume goes up,
so does the leg. As most drummers
know, it is possible to get a powerful
punch out of a bass drum by developing
the muscles of the lower leg just enough
that there is seldom a need to lift the heel
of the foot a few inches above the pedal.
Some drummers use the raised-heel
technique very successfully and have
great control and dynamics from this
position. However there are others who
abuse this method and have a tendency
to keep the heel suspended so that they
can put their entire leg into each shot at
the bass drum.
If you misuse this technique long
enough, you might develop a hard bump
on the bottom of the ball of the foot
which will take longer to diminish each
time it swells. According to Dr. Newsom
Stool, an orthopedic surgeon in San Antonio, this bump is caused by one of the
five metatarsal bones dropping out of
position. The body deals with this situation by developing a callus in the skin
covering the "bone prominence" to help
cushion the shock. The callus and the
pain are signals that such a prominence
is beginning. Continual abuse of the foot
in this way could lead to a need for
surgery to elevate the bone back into
normal position.
Again assuming that you must produce
the volume unaided by a microphone setup, there are still at least four ways to
decrease damage to the foot.
First, use less muffling so that the

drum can put out more. Also, experiment with different tunings, remembering that results with various tensions will
vary in different rooms.
Second, work at developing a powerful stroke without raising the heel off the
pedal. Many drummers feel that this will
not only be more comfortable, but will
allow more range in dynamics as well. A
drummer who has developed a strong
punch while keeping the heel on the
pedal is not going to be lacking in power
next to a drummer who keeps the heel
raised.
Third, buy shoes a half-size larger and
slip one or more cushions inside the
shoe. These cushions are available at
drug stores.
Fourth, a shoe with a soft sole will
absorb some of the pressure that a harder sole will pass on to the foot, so
wearing a different style shoe may also
ease some discomfort.
Knee problems are apparently less
common than foot problems, but they
still exist. Drummers who suffer from
this are those who tend to sit higher so
that their legs are bent at more than a
right angle, thus causing the body weight
to be placed on the slightly bent legs.
Sitting at a height which allows almost a
right-angle knee bend will shift the body
weight to the drum throne. This shifting
of weight allows the feet more freedom. I
have noticed that sitting lower not only
improves my footwork, but allows my
feet to work harder and longer without
strain.
Speaking of drum thrones, some are
more comfortable than others, but anything is uncomfortable if sat on long
enough. If the discomfort is a bit much,
try putting a small pillow on it, or adjusting the height.
Pain in the joints of shoulders and
elbows is probably not related to drumming. Dr. Stool informs me that tennis
players who suffer from tendonitis (tennis elbow) can blame a faulty back-hand,
but that most people with so-called tennis elbow don't even play tennis. The
pain in the joints is caused by tom muscle fibers which will usually heal if left
alone.
According to Dr. Stool, "The most
common thing that people who do repetitive movement with their hands suffer
from is a pinched tendon." Excessive
use causes swelling of the tendon, restricting its free movement. This will
cause one or more fingers to lock in a
grip position. This is unpleasant but fortunately not painful. The stuck fingers
feel normal after they have been manipulated back to normal position. This can
be relieved sometimes by injecting cortisone into the tendon to shrink it enough
to allow normal movement. Dr. Stool
says these shots "are worth trying a time
or two, but if they don't work, then it

takes a minor operation."
Like most musicians, your hands are
your livelihood, and a sore hand or even
one sore finger can be very inconvenient. Constant hard playing can contribute to soreness of the bones in the fingers
of the dominant hand. Again, assuming
the drums are not miked, there are a few
steps you can take to at least help ease
the problem.
First, some cymbals are just plain
louder than others, so perhaps changing
to another ride cymbal will allow you to
have more punch with less pain.
Just as different areas of the cymbal
have distinctive sounds, different areas

also have varied degrees of resistance.
The center of the cymbal, or "bell," has
no give to it, but as the stick is played
closer to the edge, it has a softer feel.
Although hitting the bell with the side of
the stick gives a less desirable tone, it
certainly gives more volume, and in a
pinch can save you from trying to get an
impossible volume from the bell with the
stick's tip.
Experimenting with different sizes and

weights of sticks will have an effect not
only on the volume produced, but also
the comfort of the hand at any volume.
Generally, using a larger stick will be
less painful in the long run not only
because it has more punch to it, but
because a larger grip requires less pressure.
Like some other drummers, I kept
waiting for someone to invent a rubber
grip stick to help absorb some of the
pressure. It has been done, however the
purpose is apparently to increase resonance.
The sub-dominant hand can be subjected to more of a variety of problems
than the dominant, especially if you
switch back and forth between tradition-

al and matched grips. If the matched grip
is used, the problems can be the same as
those of the dominant hand.
Many drummers have found that even

if they have never used the traditional
grip, the sub-dominant hand still does
not truly match the dominant one. When
executing any patterns which include a
double-stroke, the sub-dominant hand

tends to absorb the pressure in a less

natural way than the dominant hand
does. The area of discomfort in this
situation is the inside of the base of the
index finger, or "ball" of the hand.
Our first two fingers are anchored to
the wrist and have very little give to
them, whereas the knuckles of the ring
and little fingers are more mobile and

therefore better able to absorb shock.
The dominant hand is more likely to grip
the stick in such a way as to allow the

last two fingers to absorb pressure, while
the sub-dominant hand is more likely to
grip in such a way as to put pressure on
the knuckles of the less movable index

and middle fingers.
Aside from striving to get the subdominant hand to move as naturally as
the dominant hand, some ways to help
alleviate discomfort of the ball of the
hand include not playing as hard, using
larger sticks, and using the back end of
the stick to strike the drum. Another
method is to lightly ride the hi-hat with
the sub-dominant hand and strike the
snare drum with the dominant hand.
Incidently, this is a good exercise for
developing the strength of the sub-dominant hand and coordination in general.
In fact, switching back and forth is somewhat showy if that seems appealing.
With the traditional grip, it is important to develop power in the wrist. When
more volume is needed, it does little
good to use a long arm movement while
holding the stick in the traditional way
because the increase in power is slight
and it can lead to painful problems. We
are not interested here in the build-up of
calluses on the sides of the fingers. Any
drummer who uses the traditional grip
knows that these calluses are no problem. However, harder playing with this
grip can cause stress in the knuckles of
the middle and/or index finger. When
only one finger starts hurting, it is indicative of that finger having to take more
than its share of the pressure. Distributing the pressure more evenly will not

only ease the pressure and therefore the
discomfort in the sore finger, but will
improve the grip in a general way.
If the underside of the thumb is the
area of complaint, then again, this indicates that the thumb is taking more than
its share of abuse. A partial solution is to
distribute the pressure more evenly between the thumb and the first two fingers.
When more volume is needed for a
brief time, the answer may be to quickly
switch to a matched grip with the heavy
end of the stick striking the drum. If
more power is needed for the duration of
a song and you want to maintain traditional grip, the only solution might be to
hold the stick backwards so that the
hand is positioned the same way but the
heavy end strikes the drum.
Ears are as important to drummers as
hands are, and they take their share of
abuse from loud music, especially if it is
frequent and prolonged.

Usually the

drummer is positioned behind the other
musicians and, unfortunately, this often
means sitting between or just in front of
stacks of speakers.
The Occupational Safety Hazard Act
(OSHA) has established standards concerning dangerous levels of volume for
different exposure times. The idea is that
a volume level which may be acceptable
for one hour may be dangerous after two
continued on page 86

Tony
Smith

by Michael Rozek
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Tony Smith didn't own a set of drums until he was twenty.
But then, he quickly made up for lost time, and eventually made
his reputation with Jan Hammer and John McLaughlin. Today,
Smith lives in New York City. At the time of this interview, he
was wrapping up his first album as a solo artist-composer, and
preparing to place it with a major label. For after ten years of
touring and recording with artists including Jeff Beck, Malo,
Gabor Szabo, Loading Zone, Azteca, Papa John Creach, Ray
Gomez, Hammer and McLaughlin, he's begun to find the
"self a leader needs to succeed.
MR: Was there music in your home as you grew up?
TS: My father, Allen Smith, is a professional trumpeter in San
Francisco. He does the first chair spot when any big name
comes to town: Frank Sinatra, Tony Bennett, Ella Fitzgerald.
But he's not really a studio musician. At this point, he can
virtually pick his situations. As I grew up, he was doing road
gigs, session work, and club gigs. He did a Benny Goodman
tour for awhile. And he was friends with Miles, Dizzy, Johnny
Otis, and Cal Tjader.
Because my parents were divorced, that really wasn't a direct
influence. What did steer me was all the time I spent at my
grandparents' house. My grandfather was, and still is, a choir
director. My grandmother played piano, composed, even made
a few records and sang in the choir. I listened to the records
they had around the house, too.
MR: When did you start playing an instrument?
TS: In the third grade, in the school band. I'd always liked to
bang on things with my hands or a spoon, and it was obvious I
was meant to play drums. But the band didn't need any more
drummers. I had a choice of trumpet or sax, and I chose
trumpet, but every time the percussion section was empty, I'd
be over there playing on everything I could.
MR: Did your father help you with the trumpet?
TS: Not directly, because I just wasn't that inspired by the
instrument. Learning it was just like going to math class. I never
wanted to stand up and do a solo. If I had to, I'd just go into a
practice room, write it out, memorize it and just play it out.
Finally, when I was eighteen, and had graduated from high
school, I said I'd had it with the trumpet; I wanted to play
drums.
MR: So how did you start?
TS: Well actually, as a vocalist in an r&b band, while I was in
City College. This, at least, got me out gigging around the music
I wanted to play as a drummer. When I was twenty, my father
worked out a deal for me with a friend of his who owned a music
store. I got a used Japanese set for $350. I paid my Dad ten
dollars a month to pay for it, but I wore out the drums before I
was through.

MR: So you were self-taught?

TS: Yes. It took me a year to get coordinated, because I'm lefthanded. But I didn't want to play lefty. I didn't want to
rearrange them just to suit my left hand. I wanted to be
ambidextrous.
MR: What drummers did you listen to?

TS: For the basic things, I was listening to Greg Errico with Sly.

In fact, I was with a band that would often open for Freddie and
the Stone Souls, led by Freddie Stone, Sly's brother. And their
drummer was Greg. When he got with Sly, I'd listen to what
he'd recorded, without even knowing that a lot of it was
multitracked, and try to play along.
MR: When did you start working?
TS: I was twenty-two. I hooked up with an organ player friend
of mine whose idol was Jimmy Smith. We found a guitarist who
was into Kenny Burrell, and so I started listening to Grady
Tate. We did wedding receptions, one-room parties. I was
playing a very solid backbeat with a little jazz in it, but
eventually I said, "There's got to be something more." I didn't
want to go to a teacher. I'd been to a teacher once, and paid him
eight dollars a half-hour for about four lessons, and realized I
wasn't getting anything out of it. It was better for me to
combine practice with the challenge of a new gig. So I took a gig
with a Sly-type band called The Brothers And.
MR: Could you support yourself in a local band like that?
TS: Well, not really, but I was living at home. I needed the
experience of coordinating my drumming with my singing. The
band worked itself into being really tight and we even started
doing some demo work. It was a good growing situation. But
then, I had an accident and had to go to the hospital. While I
was in, the band got another drummer. That took care of my
singing and playing. It seemed really cold at the time, but it
worked out for the best, because when I got out, I joined a more
challenging group, The Western Edition. The horn players in it
were really professional; the bass player had an incredible feel
for rock and roll; there was a conga player; and there was
Wendy Haas, the organ player now with Kenny Rankin. They
were a completely different group. We started to do club dates,
and the experience was taking me in an entirely different
direction.
Then, after we were together about a year, the group broke
up, and I joined Loading Zone, which at the time was a very
well-known San Francisco band, with even some national
exposure. Wendy Haas was on keys, Linda Tillery was the
singer, Tom Coster was also on keyboards, Doug Rauch was on

bass, and Bruce Conte, who later went with Tower of Power,
was on guitar. It was smoking, and a big step up for me.
MR: All that syncopated, Tower of Power-type funk is a very
special thing. What is it, technically, from a drummer's viewpoint?
TS: It's hard to explain. To me, it's a circular motion. And it's
like mathematics; every player has a piece of the pie, perpetually playing their own part. If you keep it up, it starts to lock into
itself, and just take off. I heard a lot of it from David Garibaldi.
At this one rehearsal studio, Loading Zone was always on one
side of a wall, and Tower on the other. It's subtle. Doug Rauch,
the bassist, really taught me about it. He showed me a few
things you can do to keep a sixteenth-note feeling while only
really playing quarter or eighth notes. That way you can be
subtle, and still sound like an express train—like two drummers. Bashing can wear you out, so you have to turn to
technique. Like doubles and triples with your bass, paradiddles
backwards and forwards, exchanging beats between hand and
foot, and counter rides on the cymbals. It's a matter of splitting
yourself up; this hand does one thing, the other does another.
When you hear it really propel a group like Loading Zone or
Tower of Power, it inspires you.
MR: What happened after Loading Zone?
TS: I took a job with Gabor Szabo. Spider Webb had left Gabor,
and Tom Coster who was with him then, recommended me. But
after a year of mainly working up and down the West Coast, and
no recording, I saw that not too much was going to happen, so I
split. I'd done session work for Grunt Records, on Jack Bonus
and Papa John Creach albums, which were my first recordings,
and I wanted to keep my career moving. So, this was 1973, I
auditioned for Malo.
MR: How did your style have to change, fitting into all that
Latin percussion?
TS: I'm usually pretty adaptable, but it took me a few months to
learn about clave. Francisco Aquabella, the conga player,
taught me a lot. Latin is slightly on top while holding the time
down. I was very tense for awhile, but Francisco got through to
me. I learned to keep the time going, and to break it up within
the clave. My chops picked up because it was an endurance
thing, on the vamps especially. I had to play behind each of the
soloists, and there were eleven people in the band. New
rhythms were being thrown at me all the time, before I even got
into the flow, but I'm grateful to Latin music. Because of all the
offbeat rhythms, I was able to understand more complex
rhythmic forms. The music's also given me a sense of structure,
and of the meaning of rhythm.
MR: What happened next?
TS: Pete Escovedo, the timbales player, asked me to join
Azteca, which took the Malo experience another step further.
They played a lot of 6/4 and 6/8, plus Latin, rock, and funk. It
was a heavy test of everything I knew.
But when the band broke up, it left me at a crossroads. I was
making good bucks, but I was still in school. All the road work
had stretched my college out. I was 25, and the question was
"Do I really want to be out on my own, away from the town I
grew up in, a full-fledged professional?" I mean, I was getting a
taste of national exposure already. I'd done two records with
Malo, a record date with Santana, and written lyrics for and
sung the lead on a single Columbia put out for Jose "Chepito"
Areas ("Morning Star"). And, I had a chance to audition for
Quincy Jones. It was time to make up my mind. So when Doug
Rauch asked me to go to New York to play with Jan Hammer, I
said "yes."
MR: Was it a good move?
TS: It was scary. The drug scene was making San Francisco
pretty crazy, but people-wise, New York was still so cold. The
band, Jerry Goodman, Doug, Jan and myself, were going to
live, work and rehearse on Jan's farm, north of the city. And
that was a lot more habitable. We worked all the time. I learned
about odd time signatures and a way of drumming I had never

considered before. Up till then, I'd played 4/4 or 6/8; I hadn't
tried 11/8 or 15/8 or 19 or 20. When I finally learned the system,
my Latin experience helped me make connections, and besides,
I never really liked drummers that played a rhythm and stopped
on beat one. I like circular, super-imposing rhythms. And with
Jan, I could do that. I would keep a four going on my left foot,
and a seven or eleven on my high-hat or snare. It was a get-off!
MR: Jan's a drummer, too; how did he work with you?
TS: He'd want me to learn the clave of the rhythm. You know,
it's not just Latin that has clave. We'd play it together. Or he'd
play the rhythm on keyboards and I'd play it on drums. We'd
start out simply and get more intricate, working for hours at a
stretch. I remember one night he was teaching 21/8, and I was
so frustrated, because it's so complicated. It doesn't follow the
same patterns as a 7, 15, or 11. It isn't like 11, where there are
two bars of four and one bar of three, and you go right back into
it. 21/8 is five sixteenth notes, and back into the four. And so I'd
say to Jan, "Wait a minute—this always seems backwards!"
One night I woke up playing the pattern on my chest! I ran
down to the studio and did it on the drums before I forgot!
MR: But with all the work you did, how successful was the Jan
Hammer Group?
TS: The records weren't doing much. Some said, there was no
continuity of direction. Some songs had lyrics and some didn't.
Doug and Jerry eventually left and we got Fernando Saunders
to play bass and Steve Kindler for violin. We worked harder on
the second record, especially on a melodic concept which Jan
felt was the key to pop success. But we were up in the country,
isolated from the mainstream, and maybe the results sounded
like it. Finally, Fernando and I moved down to New York. It
meant some scuffling, but it was the right idea.
MR: Then Jeff Beck called Jan?
TS: Right. Jan had been working with him on Wired. And

". . . YOU CAN BE SUBTLE AND STILL
SOUND LIKE AN EXPRESS TRAIN. . . . LIKE
DOUBLES AND TRIPLES WITH YOUR
BASS, PARADIDDLES BACKWARDS AND
FORWARDS, EXCHANGING BEATS BETWEEN HAND AND FOOT, AND COUNTER
RIDES ON THE CYMBALS. IT'S A MATTER
OF SPLITTING YOURSELF UP.... WHEN
YOU HEAR IT REALLY PROPEL A GROUPIT INSPIRES YOU."
afterwards, Jeff asked the band to tour with him. But then,
some negative things started to happen. They were no reflection
on Jan or Jeff, believe me, but having three soloists was crazy—
the thirst for equal time and all. Steve Kindler left. Jan was
pursuing a new rock and roll direction. He was using his
portable synthesizer like guitar, except the instrument couldn't
play chords, so I think the music that resulted was kind of flatsounding. And then after the tour, some things went down
between Jan, the management, and the rest of the band, making
things seem down for a while.
MR: Then you joined John McLaughlin?
TS: Right. Fernando and I tried to ride things out for awhile. We
got an offer from John to go to Europe with only a few days
notice. There wasn't even time for more than a hour or two of
rehearsal. I couldn't even arrange to have my drums sent over,
so I used a rented set. The band was John, Stu Goldberg, L.
Shankar, myself and Fernando. Even with all the last-minute
stuff, it was amazing. The energy level was so high, and it just
kept getting higher. The music got tighter, and my playing
• started to get really strong. Some of the sets were three hours
long.
MR: What kind of music were you playing?
TS: It was fusion, but also, getting away from fusion. And John,
because of his heavy jazz background, was pulling stuff out of
me I didn't know I had. Like he was saying, "Pull out your
Grady Tate influence, your Greg Errico influence." The crowds
were great. After each set, I'd be mentally and physically
exhausted. Offstage, John was always listening to tapes of
Miles and Coltrane saying, "Check this out! Check that out!" It
was cool though because it was great music.
MR: What did McLaughlin want you to "check out?"
TS: Coming back to the big 4, instead of the 2/4. The big back
beat, the fast sixteenth jazz rhythms on top, and all the
polyrhythms underneath. John wanted something different all
the time. Before a set, he'd change things, and then, he'd
change things onstage. But I was always ready. If John wanted
to surge ahead, I'd jump out behind him. If Shankar wanted to
break out, I'd go with him. Man, behind those solos the energy
was intense. John will talk about colors, which is obviously
very hard to do at times. And I'll ask him what he means, and
he'll say, "You know, use the colors." After a few minutes of
this, I'm really confused. Then he'll smile, and say, "I want you
to play the way you play." But by tearing down your ego with
all the confusion, somehow the music flows right through you.
That's probably why, of the records I've made, the one I most
enjoy is the group album with John (Electric Dreams). It came
out the way it was supposed to; I'm happy with my playing. The
tunes, and the feelings, are all different, which gives me a
chance to do lots of different things on the drums.
MR: We're now up to what year?
TS: Well, I finished another tour with John in the summer of
1979, and then the band and the concept broke up very
amicably. I took off six months to get married. The day I got
back into town, I went into the studio to rehearse with L.
Shankar for his album. So, we went on the road for two weeks,
which I loved. It was Fernando and myself again, who by now,

as a rhythm section, are just locked.
MR: And from that you went on tour with Judas Priest?
TS: It was with Ray Gomez, actually, but yes, we did open a lot

of gigs for Judas Priest, which obviously was another growing

experience for me. The crowds boo the opening act when their
boys are on next. And some people throw things. We were
playing in San Bernadino, my home area, and it felt really
different, really good. Suddenly, out of nowhere a rock hits me
in the mouth! It was like Ali hit me: I'm playing, but I'm dazed.
And after a while I didn't know where I was, and we got
offstage. And then things really started to fly.
But, I learned, again, from the experience. Because if you
can get over to an audience like that, I guess you've established
your ability to reach a mass market. And you don't have to go
down to their level, you just have to know where they're
coming from; give them their groove, then you can take them
with you. Just before I went out with Ray, I was really working
on getting my tunes together for a record deal. But my circle of
experience really wasn't complete. With Ray, I got a change of
pace by working in a group with another bass player for the first
time in over four years.
MR: Maybe now we could get into some technical stuff, and
your equipment.
TS: I should probably say from the outset that my philosophy is
very basic. With Jan, I used two rack tom-toms, two floor toms,
a snare and four cymbals. And I would have never moved on to
anything else until I had some feeling of mastering that. I'm not
comfortable with a lot of extra gear, anyway.
MR: What did you use with McLaughlin?
TS: Rentals. Any set with two tom-toms and two floor toms.
And my own Paiste cymbals.
MR: And now?

TS: Well, while I was in Australia with John, I used different
sets of Tamas, similar to the set I have in New York. The set
you see here in the apartment is a combination of drums I've
accumulated over the years. It's small enough for my apartment
and to record on my four-track, plus, it's mobile. And I like the
sound. The Tama snare is metal, it gives you a loud sound, good
for rim shots. It's a full snare. Whatever you want to do with it,
it'll come across—punctuation marks, wood-block rolls—and
there's no ring.
MR: Why the tape on top?
TS: I like a lower and tighter sound, but I wouldn't need to
deaden it that way in the studio. In this apartment, it's a
different story.
MR: What kind of heads do you use?
TS: I like Evans Blue Xs, because the overtones are really non-

existent. It depends on how you tune them. I usually tune
tighter on top than on the bottom, and use the bottom for more
tonal quality.
MR: Tell us more about the Tama road set.
TS: It's seven tom-toms and nine cymbals. It's really an ideal
set-up because you can do rolls from the high to low rack toms,
and from the cymbals to the two floor and rack toms. It makes it
all so much easier. I like going from high to low with different
tonalities of low, and this setup gives me that. I even have a 10"
tom, like a bongo or timbale tom except with a bottom head. It
has this incredible, high sound.
There's a 10 x 6 tom mounted with an 8 x 12. All my toms
have bottom heads. A 9 x 13, 14 x 14, 15 x 14, 16 x 16, and an 18
x 18. The bass drum is 24". I'm using the Tama footpedal and hihat. I really recommend the bass pedal! You can make any
number of adjustments from where you sit. I've never been as
satisfied with a pedal. It's right with your foot. The ball of your
foot rides on it all the time; it's comfortable and flexible, even
though it looks massive and is extremely durable.
The hardware is Tama, also. It's durable, heavy; they call it
Spartan. Each one of the cymbal stand legs not only has rubber
pads, but if you're on a floor where things slide, you can flip
them over, and you've got a double metal spur, so nothing
moves! And although these stands are tough, they're incredibly
light. They're aluminum, and they have counterweights.
MR: What do you like about the drums?
TS: The shells. The Tama drums and shells are wood. Every
one is bonded together, not glued; they're put together diagonally, not straight-ahead, so they allow for the bend. They get a
tight sound as a result. And they're like three-quarter-inch
thick.
MR: So you want a rock sound more than a jazz sound?
TS: I want every sound! These drums can accommodate them
all.
MR: How about cymbals?
TS: I use Paistes, on the road with this set. The hi-hats are 14",

and there's an 18" China-type gong. Then there's a small, 8"
bell, a 20" medium crash, and a 16" fast crash. And, a 22"
Chinese type, a 22" dark ride, and another 18" fast crash. And
then I use a small 10"—a funky little ragtime cymbal. I beat the
heck out of it.
MR: And sticks?
TS: I had one pair I really loved—the Regal 5B, wood tip. Then
Regal changed hands and started making them a different
weight, which became a problem. If the whole construction,
right through the tip, isn't solid, I'll break it. There have been
times I've broken twelve pairs of sticks in a single performance.
The tips would snap off and the stick, (whose make I won't
mention) was completely hollow inside. I don't like using
plastic tips, because they give a "ping" sound. It's too metallic,
and the tips fly off like bullets!
So, I'm still looking around. Tony Williams used to use some
Gretsch sticks, and I had two pair, and they were great and so I
gave one pair to Tama to see if they could come up with
something. I also liked the old Pro Percussion 2Bs. They're
pretty durable.
MR: What drums have you recorded with?
TS: Whatever I was using at the time—except on Electric
Dreams. There I played (percussionist) Alyrio Lima's Gretsch
set, two tom-toms and one bass drum. We kept changing
snares. I used to half-kiddingly call myself the Drum Doctor. If
I didn't have my set, I'd see what was at a gig, get some tape
and tissue and tools and try to make the set sound as good as
possible. I just like the challenge. But that's why I like very
good drum sets, too. I just want the drums to give me back what
I play. Then it's up to me to do the creating. It's not what it will
do with you, but what you can do with it. I have had too many
people say to me, "You can't get anything out of this." But
nothing is really impossible, and there's value in everything.
That's why I've worked so many different kinds of gigs over the
years, too—and learned from them all.

A Practical Application
of
Swiss Army Triplets
The Swiss Army triplet was shown to me several years ago by
Keith Knudsen of The Doobie Brothers. Since that time I've
found many uses for it, one of which I'd like to share with you.
This application of Swiss triplets will show you in a simple way
(1) The relevancy of rudiments in contemporary drum set
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playing (2) How to control accents (3) How to develop more
sticking patterns of your own (4) Touch/sensitivity because of
the mixture of accented and unaccented notes utilized in this
concept.
Let's begin with the basic triplet figure:

Ex. 1
S.D.

. . . this might help . . .

Ex.2

. . . convert this to 16th notes . . .

Ex.3
S.D.

. . . cycle repeats every 3 bars . . .
Repeat the same but instead of accenting with the flams,
accent on every eighth-note.

Ex.4
S.D.

Repeat again only this time instead of accenting eighth-notes,
accent the second and fourth notes of each beat (*)

Ex.5
S.D.

Play 4 and 5 together (6 bar phrase) and repeat. Play one-bar eighth-note accents, then one-bar sixteenth-note accents and repeat.
Now, using this concept (Swiss triplets converted to 16th notes) interpret the following written notes as accents, as you play the
16th-note sticking. Example:

Ex.6
Written Exercise:

etc.

Ex.7
Converted Triplets:

etc.

Remember, the sticking changes because of the 3 bar cycle.

Ex.8
(1)

(5)

(2)

(6)

(3)

(7)

(4)

(8)

Once you are familiar with the above exercises, they can be
done in the following ways:
Play all exercises on s.d. only; quarter notes with both feet.
Play all exercises on s.d. only; samba pattern with feet.
Play on two sound sources such as right hand on h.h., left
hand on s.d.; or left hand on h.h., right hand on tom-tom,
quarter notes with right foot on bass drum.
Play right hand on cymbal, left hand on s.d., quarter notes

with both feet or samba foot pattern.
(Remember to play all unaccented notes very softly.)
Play exercises 1-8 together without repeats as one long
phrase.
Play exercises together with repeats in the sequence of
1,5,2,6,3,7.

Use this samba foot pattern: (Ex. 9)

Ex.9

When this material is mastered, go through any popular
reading text (Bellson's Reading Text in 414 or Ted Reed's
Syncopation) using this system. You'll have less and less

trouble with accent control after working at this for a few
weeks.
Copyright 1981 John David Garibaldi

Evaluating Room Acoustics
In a forthcoming article I'm going to
discuss tuning a drum set specifically for
club work. But before we tune the set,
let's talk about what we're tuning it for:
The acoustics of the club itself. To do
this, a club drummer should have an
understanding of the factors which combine to create a room's acoustic properties, and how those factors relate to
tuning the drums.
A concert drummer tunes for the
sound board. The sound man has the
responsibility of making the drums fill
the hall and sound good at the same time.
The studio drummer also tunes for the
board, and there is no necessity for projection from the drums over any kind of
distance. In both cases, equalization and
other electronic effects can be applied to
enhance the sound of the drums.
But the club drummer's set has to
project into a reasonably large area,
through amplified music, and sound
good doing it. In this case, the drums are
tuned for the human ear, not for an
electronic board. What the drums project is what is heard, with no electronic
assistance. I think it's safe to say that
most club drummers are not miked (although bass drum and snare/hi-hat mikes
are fairly common) and most club bands
do not have a sound man out front.
It becomes the drummer's responsibility to familiarize himself with the acoustic properties of the room and adjust his
tuning to achieve sound and projection.
To help you with that familiarization
process, I'm going to list eight factors
you should consider when analyzing
acoustics:
1) Room Size: Obviously, the larger
the room, the more projection required
to fill it. But small rooms can be deceiving, as other factors can combine to
reduce projection. You should have
someone play your set while you listen
from the most distant point possible;
then from a middle point, and then a
close one. The drums should project
adequately to the rear of the room without being too boomy or explosive at the
closer point.
2) Room Shape: It would be nice if all
nightclubs were built like concert halls,
with clear paths from stage to audience,
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but this is rarely the case. Seldom is
entertainment a major design consideration. Often a room is very long and
narrow with the stage at one end. Also
common is the wide room, with a stage
placed in the middle, creating deep
"wings" to the right and left, but only a
shallow area directly in front. The worst
situation is an L-shaped room, or one
with niches or compartmented areas.
These are extremely difficult to deal with
since sound is directional and doesn't
turn corners well.
3) Stage Placement: If the stage is at
one end of the room you have the problem of a long throw to reach the other
end. The drums need to be punchy,
directional and slightly flat to carry with
power. If the stage is in the middle of a
wide room, you have to fill the areas at
either side, and in this case the drums
need to have more radiance to project in
a 360 degree pattern. Sometimes the
stage is in a corner of the room, facing
out diagonally, and then you don't have
a straight shot at anybody. In this case, a
compromise tuning is generally best.
4) Stage Configuration: The actual architecture of the immediate stage area
can sometimes assist you in achieving
projection. If the stage is in a corner, or
recessed into a sort of alcove, the walls
act as a funnel to concentrate and direct
the sound. A low ceiling can also help in
this way. However, if the stage is wide
open on three sides, and the ceiling is
high, much of your sound dissipates into
the expanse of open air around and
above you before it ever gets to the
audience. It's extremely important to
have a feeling for how much help or
hindrance you're getting, so you can
tune accordingly.
5) Overall Room Architecture: In addition to general shape, other architectural
factors of the room affect your sound.
Once again, high ceilings can allow the
sound to get lost, while low ceilings will
help contain it. The type of ceiling material makes a difference, since it reflects
the sound back down to your audience.
The typical spray-on acoustic ceiling
represents a middle-ground between reflective and absorbent types. The drop
ceiling, of the type with heavy card-

board-like panels hung on tracks, is a
little more reflective. Solid wood-beam
or wood-panel ceilings are even more
reflective, unless the wood is very soft.
There are, of course, extremes when it
comes to ceilings. I worked in one club
that was a converted Quonset hut, with a
huge umbrella-like domed ceiling of solid
corrugated steel. The echo was tremendous. I worked another club where the
entire ceiling was crisscrossed with rugs
and tapestries, and the sound seemed to
stop dead an inch off the drums.
If the room is more or less an open
bay, you've got a good chance of achieving an even projection. If the floor plan
includes lots of individual booth areas,
small side-areas off the main hall, or
even several different levels, then you
have a problem. Objects such as standup bars, high tables, room divider panels
and hanging decorations all interfere
with projection as well.
6) Upholstery and Wall Coverings:
Room decor may be important to the
visual design, but it can be a nightmare
acoustically. The typical "steak house"
look calls for lots of rough-hewn wood,
plush tweed-like fabric and soft cushions. All in all, a very large amount of
absorbent material. This deadens the
overall sound response and reduces projection. On the other hand, a lot of clubs
are into the chrome, vinyl and plastic
look in their decor. These materials provide a much harder, more reflective surface, and keep the sound more alive. But
they also contribute to a bounce characteristic that you'll need to be aware of.
Wall covering is also an important
factor. A polished hardwood wall, brick,
stone or similar dense material will reflect sound, as will metal panels or mirrors. Drywall (Sheetrock) covered with
paint or wallpaper is slightly less reflective. Walls covered with fabric, plush
velveteen wallcoverings or heavily hung
with rugs, macrames and the like, are
much more absorbent.
The amount of reflective items in the
room, such as mirrors, metal lampshades, table surfaces and non-carpeted
flooring areas, contribute to the bounce
of sound, keeping it live and in the room.
Heavy carpets, rough wood beams and

even fabric type lampshades all act as
absorbent baffles to actually remove the
sound from the air.
I'm currently working in a room with
the typical "steak house" decor, but
which features a stainless-steel dance
floor, surrounded by mirrors and topped
with a low, mirrored ceiling. The rest of
the room has a very high ceiling. Consequently, sound on the dance floor area is
very live, while sound in the seating area
is very dead. I can't tune precisely for
each area, but it's important that I be
aware of the difference. On a slow night,
when the audience is dancing less and
watching from their seats, I might adjust
my tuning for a little more projection into
the seating area. On nights when the
dance floor is packed, I'll make sure my
drums are strong on the dance floor to
give the music the support it needs for
the dancers.
7) Atmosphere: This is a subtle factor,
but very important. If you've ever wondered why your drums are very live and
clear one night and muddy or flat the
next, with no change in tuning or amp
settings, pay attention to the air temperature and humidity in the room. Cool dry
air carries sound well and makes it more
brittle, letting highs through unimpeded.
Warm dry air is similar, but tends to
mellow the highs. Cool damp air carries
sound, but tends to lack clarity; the
sound seems diffused. Warm damp air
will muddy up the sound, muffling the
bass and swallowing the highs. Temperature changes also affect the resonance of
drum shells and the response of heads,
plastic or not. And remember what else
is out there in the air besides your music:
Smoke, dust, and the warm breath of
your audience all act as barriers to the
clear transmission of sound.
8) Size of Audience: Bodies act as
sponges to soak up sound. The more
bodies in the room, the lower the projection. Additionally, the more people in
the room, the greater the volume of
voices, clinking glasses and other noises
competing with your music.

All of the above are factors you need
to be aware of when deciding how to
tune your set in a given environment.
I'm often discouraged by drummers who
have an attitude of "I've got my drums
just the way I want them, so I don't ever
change the tuning." The way you want
them may not he the way their sound is
reaching your audience. The same set
can sound radically different in two different rooms. Your thinking, and your
musical ear must extend beyond the
stage and into the space where your
sound is being heard. Once you've
learned to evaluate the acoustic qualities
of a room, you'll be able to maximize
your sound everywhere you perform.

Clap Trap
Handclap Synthesizer
Multi-tracked handclaps have been
used for percussive backing on many
records. Trying to produce the same
effect in live performance is impossible,
unless you are the proud owner of the
phenomenal Clap Trap.
Designed and manufactured in England, Clap Trap's express purpose is to
synthesize accurate handclap effects.
The device can simulate a single person,
or a whole group. Clap Trap is a black
metal box measuring 10" x 5 1/2" x 3 1/2"
having six rotary controls and two slider
posts on its face panel. The handclaps
can be cued manually by a trigger button
on the box, by an automatic trigger button, or by external sources.
The "Ensemble Clap" section of Clap
Trap has two rotary knobs, that produce
the individual 'claps'. The "Spread"
knob varies the togetherness of the
handclaps from very tight to a ragged
clap. Pitch of the clap is adjustable from
high, to a low-pitched foot stomp. The
"Hiss" section provides the 'crash'
sound, using white noise. Its pitch and
decay are also adjustable. A balance
slider next to these sections enables the
Clap and Hiss sounds to be mixed together: just the claps, just the crash, or a
little of both. I've found that the Hiss by
itself is very good for enhancing a snare
drum sound, by adding a bit of the white
noise to 'lengthen' it. The handclap effect is unbelievable, more like a recorded
sound than a live one.
A manual trigger pushbutton is mounted on the Clap Trap box. This button has
a tiny light in it, which flashes when it's
depressed. There is also a trigger button
for the Auto Speed, also with a light. The
Auto Speed control produces steady,
continuous metronomic handclaps
through an internal clock, varied in
speed by a low-frequency oscillator. The
fastest setting on Automatic gives ap-

proximately 5 claps per second. At the 8
o'clock position (its slowest), it seems to
give no claps at all. Boosting it up to the
9 o'clock mark produces one per minute.
The trigger button starts and stops the
Auto function. There is a light below the
control knob flashing each cycle of the
LFO. Pressing the Auto trigger while it is
still lit causes the first clap to be out of
time, but this can be remedied by paying
attention to the light.
The rear panel of Clap Trap has five
jacks for output and external triggering
of the handclaps. "Audio Out" is for
connection to a P.A., amplifier, or studio
direct box. The "Foot" input allows
triggering of Clap Trap by an optional
foot pedal. The "Synth" jack will accept
the gate or control signals from other
synthesizers or sequencers to trigger the
effect. "Audio" enables a microphone or
pickup to be plugged in. Ideal triggering
here would be from a snare drum, bass
drum, hi-hat; even a guitar or piano.
Clap Trap will also trigger nicely off a
pre-recorded drum track or click track
via the studio's patch bay. The Audio
Trigger Level control on the face of the
unit adjusts sensitivity for minimum or
maximum signal input when using external sources. The LFO Cancel jack allows
foot switch activation of the Auto Speed.
There is a level slider on the unit for
volume control and a rocker on/off
switch with a Mains On light signal. Clap
Trap is AC-powered (converted for
American voltage), and has a one-year
full guarantee.
Clap Trap's face is designed clearly,
utilizing white graphics and sensible location of controls. In live application, I
found it best to use a hi-impedance microphone pointed at the snare drum and
connected with the Audio Trigger jack
with the Clap Trap itself being run
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through the P. A. or a guitar amp. Setting
the trigger level near minimum produced
handclaps on the strong beats only, in
perfect sync with the natural snare drum
sound. Adding reverb "opened up" the
effect a bit, resulting in a great, definite
handclap sound. There is also a pickup
available for attachment to your snare,
bass drum, or whatever, instead of using
a mike. If you opt for the foot switch
triggering, only a momentary on/off will
work best. Having a regular-type foot
switch will cause you to have to tap
eighth notes on the switch if you want
quarter-note handclaps, since that type
of switch turns on with one tap, off with
another.
I predict Clap Trap to take recording
studios by storm since, 1.) it's easier
than having to hire 10 people just to clap
hands, and, 2.) can be injected anytime
during the recording process. Clap Trap
is very easily triggered in sync with prerecorded tracks, and with adjustments in
EQ, can sound anywhere from crickets
and castanets, to handclaps to footstomps. Its "Hiss" section allows some
very interesting percussive effects, also.
I have nothing but praise for Clap Trap
and its inventor, Dave Simmons. Clap
Trap is an absolute time and manpower
saver in the studio. In live performance,
it adds 'Pizzazz' to any rhythm section,
with dazzling authenticity. I can see its
use in many a musical situation. 10CC,
Yes, Status Quo and Jethro Tull are just
a few of the current users.
Clap Trap is being made available to
recording studios at a pro price of
$198.00 from Sano Corp. (317 Cox
Street; Roselle, NJ 07203), but there is
presently no dealer network or list price
set up in the States. Sano will sell direct
to the musician if need be.

Marshall continued from page 24

thing in playing a fast tempo is breathing. It always gets back to
breathing with me, for some reason. If the tempo is fast and I
start tightening up, I'll take a breath again. A lot of it is
breathing. You have to practice, too, there's technique involved. But there's so many different ways that drummers do
this, you know? Like you see Max [Roach]. Now Max, to me,
can play the fastest straight-four tempo in the world. I think his
basis for the whole thing is his foot rocking on the hi-hat. His
toe comes down on the "2" and his heel goes on "1," and he
can just go on like hell. Even when I was a kid, I used to be
amazed that Max would do that with his foot. For myself, I've
got these four limbs here, and one of them has to be the master.
When I play fast, the key is in my right hand.
FK: Is that true in medium tempos too?
EM: Yes. I would say I'm more or less ruled by my right hand.
FK: I think most drummers are.
EM: But I'll tell you, I think there's one that isn't. It's Elvin! I
don't think he's ruled by anything! I've been trying to decipher
that man for 20 years! He's just amazing.
FK: How did you approach independence when you were
learning to play?
EM: Very cautiously! You know, I have a theory that most of
the drummers are pretty well-coordinated anyhow. Maybe
that's why we become drummers, because it's easier for us.
And a lot of the guys were very good in sports and stuff, too.
You see a lot of drummers who used to play ball or box.
FK: I think there probably are some similarities between sports
and music, in that you have to spend a great deal of time
developing your reflexes and coordination. The main difference
is that the scale of the movements is larger in sports than it is in
music.
EM: Right. I remember when I was a kid, I'd come home from
school and I would get on that practice pad for at least a couple
of hours. Until I was about 17, that's all my life was. I didn't
have girl friends or anything. That was it.
FK: It seems that if one is going to achieve in music at that
young age, it's necessary to be single-minded and give up
everything else.
EM: Yeah. I was always impressed with music, but what
happened is, my father brought me into New York with him on
a trip when I was about 14, and that did it. School was over
then.
FK: How do you think of your own playing in terms of its
relation to the beat? Do you tend to play in front of it, behind it,
or in the middle?
EM: I'm an ahead-of-the-beat drummer, in a sense. I know I'm
really on top of it, and on certain tempos more than others. But
I'm conscious of it, and I can pull back on things. I couldn't do
that all the time; it's just recently that I've acquired that
knowledge of how to hold back.
FK: What about your grip? Last time I saw you, you were
playing matched.
EM: I just went back to the conventional grip. Before that, I
played matched grip for about ten years.
FK: What led you to go back?
EM: I had an argument with this guy. He asked me why I'm
playing my way. I said, "I feel better this way. It's easier for
me." He said, "Well, if you've played matched grip so long,
you probably can't play the other way anyhow." So I got my
practice pad out and now I'm doing it both ways. Almost all the
drummers do now. You see Max play matched grip a lot of
times now.
FK: Could you tell me a little bit about your recording activity?
I know you've made a number of records with Bobby Hutcherson's group, and you have one album with the same people
under your name, Dance of the Sun [Timeless/Muse 315]. What
else?
EM: Let me see. I did a couple of tunes on Ahmad Jamal's last
two albums. That's just about it.
FK: My feeling is that there are some drummers in this area—
and you are definitely one of them—who, if they lived in New
York or Los Angeles, would be much better known by the jazzcontinued on page 67

Practice and
Jazz Drumming
In my article "The Chorus Form and the Jazz Drummer"
(December/January issue of Modern Drummer), I said that all
practice material for jazz drumming should be practiced with,
and without, records. Practicing with records will help the
novice drummer assimilate the steady timing, feeling, and
interpretive qualities of the recorded musicians. The elementary student—and even more advanced students—will occasionally drag or rush tempo. Practicing with a record on which
the "time" is clearly stated, can help the drummer play figures,
phrases, and fills in tempo, whether reading preparatory drumchart material or improvising. To stay in tempo, he must listen
closely to the recorded music, paying particular attention to the
bass fiddle line, as well as listening to his own playing.
The walking bass line can serve as a beacon which the
drummer can lock into. He can space the cymbal and drum
rhythms across the 1,2,3,4 of the bass line.
WHAT TO PRACTICE

The level of material practiced by the student depends on his
own skill. Progress is a plateau-by-plateau process with intermittent leaps forward.
Here are some practice suggestions:
For basic time generating/timekeeping, and coordination, the
following one-bar patterns serve the purpose. Play each figure
against the ride cymbal.

First, each bar should be played several or more times. When
this is done successfully, the paterns (routines) should be
practiced consecutively, once each going from #1 through #14.
(If the student thinks this material is too simple, remind him that
this is the stuff of professional drumming. As proof, have him
listen to the last section of the piece "Whirly Bird" from the
Count Basie album The Kid From Redbank, Roulette SR 42015.
It contains similar time patterns played in a fast tempo.)
When these routines can be played in a steady tempo, the hihat should be added on the 2 and 4.
Hi-Hat

The student may find it difficult to play a fill and return to the
cymbal ride-rhythm in the same tempo. Too often, the rhythm
of the fill is played faster or slower than the recorded tempo.
Also, some students play the cymbal rhythm well but lose time
when attempting to play figures on the drums. The novice
drummer must understand that the timing of every note, played
on any part of the set, with either hand or foot, must also be in
time.
Some young rock drummers seem to have difficulty playing
the simplest "swing" figures and phrases with the Music Minus
One, Volume 2 record—on which the "time" is as perfect as
can be expected—and stay in tempo!
The following material is designed to resolve such problems.
Play the bass drum on 1-2-3-4, and the hi-hat on 2 & 4 (Ex. 1)
throughout the following exercises. It consists of "fills" that

evolve out of the ride rhythm:
I

Bass Drum Routines
1.

2.

3.

4.

5.

6.

7.

8.

9,

10.

11.
13.

12.
14.

by Charlie Perry

2

3

4

Now, follow each fill with typical ensemble (drum-chart)
figures, as shown:

1.

Fill

Figure

Cymbal

Cym.

SO.

B.D.

2.

Fill

Crash

Figure

Cym.

SD

B.D.

There are many method books made up of jazz-drumming

material. For elementary, and some intermediate students,
books that consist of relatively simple mainstream drumming
material are best. Remember, there are quite a few students
who have developed sticking technique, even drum-set technique, without having developed good timing, a working knowledge of rhythm-section playing, and the mechanics and principles of drum-band interaction and improvisation. They are,
therefore, still at an elementary level in regard to the fundamen-

tals of jazz drumming, regardless of their technical skills.

Some rhythmic examples are from the book Introduction to the
Drum Set #1, by Charlie Perry, published by BelwinlMills.

Mason continued from page 13

for that sound. So maybe I'll play the
ride cymbal with the left hand instead of
the right, and do things like that, or play
the backbeat differently, or use a different set of drums so as not to sound like
myself. I'm always trying to come up
with something different, and all the different musical situations keep you stimulated."
At the close of last year, however, he
had overextended himself, working on
his fifth album, MVP, while producing
projects for Midnight Star, Locksmith,
Cassiopia and Lee Ritenour.
"For two months I was working every
day, including weekends, and I don't
really want to be in that situation again.
It kind of got crazy, but it was amazing. I
had a lot of energy, and I was able to go
on to a different project in one day, and I
would still have a lot of energy and it was
great. Pressure wise, it wasn't too much
fun. I stopped running for two months
and gained 16 pounds. I wasn't eating a
lot, but I was just grabbing food on the
run and sitting a lot, and I got into real

bad physical shape. As soon as I finished
all that stuff, I went on a 10 day fast and
lost all the weight, and began running
again and got back down to 160. So I'm
running every day, I play golf, I play
basketball and baseball, and in any given
week, I may do two or three different
activities. So right now I'm just doing
dates and nothing else. This week I'm
only doing four sessions, which is real
nice and very comfortable, so I have
time for other things.
I'm glad I didn't play in one band
initially. I probably would have been
bored. I enjoy so many different kinds of
music. It was more fun to do all kinds of
different things. Now, I'll produce a record, I'll play on a record, I'll write a
song, I'll go hear some music, I'll go play
some music, I'll go run in a track meet or
play some golf. Two weeks ago I went
hunting. I'll go skiing, I'll travel a little,
I'll go to New York and do some record
dates and be there for a week or two.
Then I'll go coach baseball and basketball with my kids, or go watch my daughter ride in a horse show. There are so
many different things to do."
His son, Harvey, Jr., seems to be
following in his father's footsteps, a
prospect about which Harvey, Sr. does
not seem to be worried.
"As far as the possibility of my son
going into the business, I just hope he
prepares himself as well as he can if he
wants to do what I'm doing. Right now,
at 12, he's a good drummer. He can work
in a lot of bands because he understands
the function of a drummer from the
standpoint of playing in a band, playing
good time, good grooves, good fills and
not getting in the way. But as far as
studio work, and the aspect of getting to

the technical level where things might
come up and not surprise him, he needs
to work on things and expand his musical
vocabulary. As far as being in bands,
though, he's ready to do that right now.
He also plays piano, he sings, and he's
really ready for that already. If he wants
to get into it on that other level, we've
talked a lot and he knows what needs to
be done.
"To a lot of young drummers, I say to
do all the listening you can, to everyone
who is on record, or live. Try to evaluate
what really makes them function in the
setting they're in. Try to add it to your
arsenal or repertoire so that when you're
in a situation, you have more things to
call on. Listen to the music and try to
figure out what your instrument does in
various situations. Don't be intimidated
by anyone musically, and just do what
you do best, and feel good about doing.
All you can do is what you do. You can't
do what anyone else does. If you've
prepared enough, and have listened
enough, and are musically sympathetic
to a situation, you usually end up doing
okay."
In answer to the question of his favorite drummer, he replied, "I listen to ail
drummers. You can learn something and
pick something up from everybody."
Harvey, himself, has been practicing
these days, in addition to the practice he
gets helping his son prepare for his lessons with Joe Porcaro, who Harvey feels
is an excellent teacher. Mason has a
studio not far from his house where he
goes to practice calisthenics and endurance exercises, works on keeping his
muscles limber and keeping things clean,
crisp and sharp. He feels his running and
all the physical exercise he does helps
prevent him from getting tired on the
road now, and the weightlifting he does
helps the strength in his arms, for he says
he plays much harder than he used to.
Mason's switch to Premier products
came a year ago January, due to several
considerations. "I changed to Premier
because they're coming up with new
things. They have a total percussion line,
timpani, mallets, bells, chimes, everything, and I felt it was closest to my
image as a total percussionist. I opted to
go with a company that is growing."
He has three different sets for studio
work. One is for R&B dates, one is for
big rock dates, and the other is primarily
for television work.
His R&B set consists of two mounted
toms and two floor toms, sizes 8 x 12,9
x 13, 14 x 14 and 16 x 16 with a 22"
bass drum.
Also with a 22" bass drum, his rock set
is for when he needs a big tom-tom
sound. "If I need a real big sound, I use
bigger drums. This set has the same
drums, but with 16" and 18" floor toms,
and the 8 x 12 and 9 x 1 3 mounted on
continued on page 64

Bassists continued from page 21

"The first prerequisite is really good time.
Not only even time but a good feeling. I think
the bassist is sensitive to the way drums are
tuned also. I look for a good sound, a good
'even' time feel, and someone who is easy to
play with.
"Common Faults? It depends on age. I think

all drummers, when they first get a lot of facility Max Bennett: Electric
and not that much experience, have a tendency Bass, studio and also with
to overplay. But that's understandable. As they Tom Scott and L.A. Express.
progress and get more experience, then 'taste'
comes into play. They start leaving out unnecessary things and catch the things that are necessary."

"I listen for the volume that the drummer is
playing; how he's playing with the group, not
over the group. I'm also listening to the timing.
Whatever rhythm is going on, I try to associate
myself with that at the same time. The volume
that he's playing, and the brilliance with which
he plays.
"A lot of drummers don't listen and they play
too damn loud! They don't play with you. They

lose time and sometimes they get into a turn Sam Jones: Acoustic
around and they don't know how to come out of Bass, live and studio performit and they throw the whole band off! But, thank er with everybody in jazz.
God, in my career I've played with some pretty
great drummers like Billy Higgins, Louis Hayes,
Ben Riley, Jimmy Cobb, Elvin Jones, and Philly

"I guess the first thing I listen for is time. I
also listen for drummers to be aware of what's
going on around them. To know the song that's
being played and be able to accompany whoever
is the solo voice at any given moment. To be
able to lead the band as well as support the

they like regardless of what the music calls for. Wilton Felder: Electric
And unless it's written out they don't seem to Bass, studio player generally
know what to do. Studio players!
with The Crusaders.
"Rather than coming in and being a part of the
artist that they're working for, and being an
extension of it, they'll come in and play Lick
#15, or Lick #25 that has nothing to do with
what we're playing. And just because it fits or
works, it's not what should be done. I think
maybe boredom sets in. Frustration from not
being able to have an outlet to play something
else that they might want to do. But, I still feel
that if you accept the date, you should live up to
it. That's why the person hired you, because of

band.
"Most of my bass playing experience has
been with drummers in a recording situation.
What I've found to be the case is the majority of
studio musicians don't listen. Not only the
drummers. Maybe they've done it so much that
they're not as involved in the music as I feel that
they should be. When we're playing a song, the
music always dictates what has to be done. If
they listen to the song and listen to what's going
on around them, then they can play the music
and become an extension of the performing
artist. But, I find that most musicians play what

Joe Jones. Guys that I've played with, they were
more together, more musicians."

your ability to play. It could be fun if you just

come in and do it and have a ball and make the
other musicians play too. No matter what kind
of music you play, it can be fun, if you give of

yourself."

Evans continued from page 28

spot. If there's a place for me in that 30
seconds, I love it.
Then, of course, it's not all jingles. I
get calls for albums, film dates, T.V.
shows, and so on. Each demands a different approach to my instrument and a
knowledge of various styles. I find it
very rewarding to play on an album
where the singer is singing live with the
tracks. It gives me the same feeling I had
working with Diana Ross at Radio City
Music Hall.
Studio gigs have afforded me an outlet
for multi-percussion playing. Sometimes, I am called upon to lay down the
basic drum track, and then overdub congas, mallets, or whatever. Other times, I
may play a variety of instruments along
with another drummer. Frequently, I
work with percussionists that I greatly
respect, and I always learn a great deal
from them.
Studio work is a challenge which I feel
parallels many situations in life. For example, I may be hired for an hour out of
the day, but during that time I must be
constantly "on." The first take must be
as good as the last, because I never know
which one will finally be used. I must be
precise, but at the same time, relaxed.
This kind of work can also be very
lucrative. It allows me to continue my
studies, maintain a studio where I can
practice and jam with other musicians,
and even take a vacation every now and

then.

RM: You have played with some of the
biggest names in the business. What are
some of the sessions you particularly
remember?
SE: Gil Evans Live at the Royal Festival Hall, London, was the first album I
played drums on, all the way through.
Then I played congas on a James Brown
album, although I did not receive credit
on the cover. On the Billy Cobham album, Total Eclipse, I had to play a very
challenging, odd-meter marimba part.
Another session I recall is the Steve
Kuhn album, Trance, where I played
with Jack DeJohnette. I love Jack's playing and I really got to know it doing that
album. He was very sensitive to what I
was doing.
RM: Are you generally happy with the
quality of sound on records?
SE: Most of the time, I'm really happy
with the sound they get, even though the

finished product is always different than

the live sound.
RM: I would like to hear about all of
your equipment. First, would you describe your drum set?
SE: I use Yamaha drums. I have an 18"
bass drum, 14 x 14 floor tom, 8 x 12
and 9 x 1 3 tom-toms and a 5 x 14 snare
drum. I've always used wood drums,
even the snare. I never really liked the
sound of chrome drums, because they
continued on page 58

DRUMMERS EQUIPMENT REFERENCE: SNARE DRUM
STANDS
by Bob Saydlowski, Jr.

MANUFACTURER

MODEL

BASE

PEARL

906

tripod
tripod
tripod
tripod

SS-902

tripod

SS-701

tripod

YAMAHA

906D
806
706

4

3

CLAMPING

ADJUSTMENT

LEG
BRACING

GRIPPING

TILTER

casing nut

basket

single

casing nut
casing nut

basket
basket

swivel/bolt
swivel/bolt
swivel/bolt
swivel/bolt

single
single
single

$
$
$
$

tension
knob
tension
screw

basket

ball joint

single

$ 85.00

basket

swivel/bolt

single

$ 60.00

double

single

$132.00
$240.00

double
cast "U"
single

$ 77.00
$ 85.00
$ 59.00

tubular
tubular
single
single

$
$
$
$

76.00
88.00
47.00
43.00

tubular

single
single
single

$
$
$
$

72.00
63.00
44.00
68.00

casing nut

basket

PRICE
60.00
70.00
54.00
43.00

Z5554
HLZ5580

tripod
tripod

lever
lever

basket

swivel/bolt
swivel/bolt

6890
6870

tripod
tripod
tripod

casing nut
casing nut
casing nut

basket
basket

1374
1375
1363
1355

tripod
tripod
flush
tripod

basket
basket
tri-arm
tri-arm

1386
1382

802

tripod
tripod
tripod
raised
flush
flush

casing nut
casing nut
movable arm
movable arm
casing nut
casing nut
movable arm
locking arm

brake drum
brake drum
brake drum
swivel/bolt
swivel/bolt

locking arm

tri-arm

ratchet

single

$ 47.00

NORTH

S-15

tripod

casing nut

swivel/bolt

double

$ 69.50

GRETSCH

4988

casing nut

ratchet

double

$ 80.00

ROGERS

54-1000
54-1001'

tripod
flush
tripod

basket
basket

movable arm
movable arm

tri-arm
tri-arm

ratchet

single
double

$ 66.00
$ 72.50

PREMIER

PD313
PD316
PD6313
PD323
PD326
PD5950

flush
flush
tripod
tripod
tripod
tripod

locking arm
locking arm
locking arm
locking arm
locking arm
locking arm

tri-arm

single

pivot ring

single
single
cast "U"
cast "U"
single

$ 70.00
$ 75.00
$ 58.00
$ 85.00
$100.00
$ 36.00

5650

tripod

casing nut

basket

swivel/bolt

single

$ 60.00

KB260
KB275
KB220
KB240

flush
tripod
tripod
tripod

tri-arm
tri-arm
tri-arm
tri-arm

ratchet
swivel "U"
swivel
swivel

single

single

$
$
$
$

4206
6206

tripod
tripod

mobile arm
mobile arm
mobile arm
mobile arm
casing nut
casing nut

basket

swivel/bolt
swivel/bolt

single
double

$ 39.50
$ 79.50

SONOR
TAMA

2

6920

2

LUDWIG

1

SLINGERLAND

801
807
1

2

1

1

1

DRUM
WORKSHOP
HAMILTON

1

CB-700

2

Footnotes:
(1) Concert model
(2) memory height clamp
(3) moving basket
(4) designed low to accomodate deeper drums

basket
basket

basket

basket
tri-arm
tri-arm

ratchet
ratchet

swivel/bolt
swivel/bolt

ratchet

ratchet

ratchet

tri-arm

tri-arm
tri-arm

tri-arm
tri-arm

basket

pivot ring

ratchet

double

single

39.30
59.80
40.50
39.30

Evans continued from page 52

seem to have too much ring. I like a more
earthy sound. That's why I usually use
wood-tip sticks, rather than plastic. My
cymbals are Avedis Zildjians. I use a 20"
ride, an 18" crash and 14" hi-hats, and
occasionally, a 20" pang or sizzle for
effect, along with a 16" splash for certain
accents.
RM: What kinds of heads do you use?
SE: I usually use Remo Diplomat.
Most of the time I have both heads on
the tom-toms, but sometimes I'll use
single-headed toms. Speaking of heads,
the first time I ever saw a black-dot head
was when I subbed at Radio City Music
Hall the first time. I was particularly
nervous because the drums were clear
across the stage from the basses, the pit
was going up and down, there were

thousands of people in the audience, I
was sight reading the music, and I was
playing on a strange drum set. I was
afraid to hit the floor tom because there
was a black-dot head on it and, not
having used those heads before, I kept
thinking there was something lying on
the drum.
RM: Have you ever used calfskin?
SE: I used calf for a long time, but I
stopped using them on a regular basis
after a tour with Gil, where I went
through 2 tom heads. They were very
expensive, and I couldn't always find
them. But I love the sound of calfskin
heads, and I still use them occasionally.
RM: What about your congas?
SE: I still use the original congas that I
bought, which Montego Joe helped me
pick out. The conga was made by Junior,
and the tumba is a Gon-Bop.
RM: Accessories?
SE: LP is great for most of the "toys."
There is nothing like the LP cabassa for
that type of sound. I also use a lot of
shakers that are homemade.
RM: Which mallet instruments do you
own?
SE: I have Musser vibes, marimba and
orchestra bells.
RM: When you play percussion with
someone, is there a particular assortment of instruments that you use?
SE: It depends on who I'm playing
with, and the type of music. If it's an R &
B or Latin group, I'll bring congas, cowbell, shaker, tambourine, and that type
of thing. If it's a jazz group, I'll bring
everything I can fit on the stage. Most of
the time I won't play them all, but I like
to have everything there so that I can use
whatever I want.
RM: Are you ever hired to play drums
and vibes and congas and percussion on
the same gig?
SE: Occasionally, when I'm hired as
the drummer, if the leader knows I play
congas and "toys," he might say, "If
you don't think this tune needs drums,
feel free to play congas, or whatever."
It's strange though, that some people
who hire me for drums do not know that
I'm also a percussionist. And there are

people who hire me for percussion, who
don't know that I play drums.
RM: I was always told that if you are
going to double on several instruments,
you should do it well enough that no one
can tell what your primary instrument is.
SE: I never know what to answer when
somebody asks, "What's your main instrument? Which one do you enjoy the
most?" I cannot answer that question.
RM: Do you try to practice each instrument everyday, or do you focus on one
thing at a time?
SE: It is not really so much my choice
as it is what I'm called to do in the
studios; for instance, if I know that I'm
going to be playing a lot of congas during
a particular week, then I will spend most
of my practice time on congas. But otherwise, I try to play all of the instruments
at least a little bit everyday.
RM: In situations where you are the
percussionist, I notice that you play very
sparingly. Have you always played that
way, or is this something which has
evolved gradually?
SE: I have always played sparingly, but
for a while, I went through a phase
where I felt guilty about it. I would think,
"I'm getting paid for this. I should be
playing more." But what has happened
with age is that I'm becoming less guilty
about laying out when I want to lay out.
I've gotten more from listening than I've
gotten from just jumping in immediately
and playing.
RM: I remember hearing someone say,
"Percussion is like salt. A little bit can
enhance the flavor, but too much will
ruin it."
SE: Right. With a lot of the albums I
do, percussion is just the spices. It's
almost more of a complement when
someone says, "I did not remember
there being any percussion." Often, it's
only a musician, producer, or arranger
that may notice something really nice
that I did. It's funny, I may tell my
students, "Do not be afraid to play," but
also I have to tell them, "Sometimes, do
not be afraid not to play." Of course, on
certain gigs, I'm part of the time feel. In
that situation, I play a lot, and I love that
kind of percussion, too, where you lay
down a groove.
RM: Did you ever have any trouble
drawing the line between coloring and
sounding like a vaudeville act?
SE: That was never a problem for me
because I really have an aversion to that
type of percussion. It's fine if you are
playing a vaudeville show, but I find it
distasteful to play that way in the context
of modern music or jazz. Sometimes
when I hear a group play, I find myself
wishing that the percussionist would lay
out more. I really do.
RM: Do you try to play structurally?
SE: Yes. I usually have it all worked
continued on page 77

The Rocking Motion
Technique (part 2)
by Roberto Petaccia
The Rocking Motion of the Left Foot

The movements are identical to the ones used for the rocking
motion of the right foot (see June '81 MD). The technique will
be used for four different objectives:

3—To play 8th notes, producing a "swish" sound on the
downbeats. The procedure is identical to the previous example,
in reverse. Alternate the motions, starting with the UP-KICK.

Ex.3

1—to play 16th notes continuously with the left foot alone,
without using the stick.

4—To produce a "swish" sound on every 8th note. Alternate
the motions within a 16th-note pulse, starting with the UPKICK.

Ex. 1

Ex.4
Note: emphasis must be placed on practicing the UP-KICK, for
the difficulty involved in obtaining a clean, controlled closed

("chick") sound.

2—To play 8th notes, producing a "swish" sound on the upbeats with the foot alone, without using the stick. Alternate the
two motions, playing the DOWN-KICK on the downbeats

(obtaining a closed "chick" sound) and the UP-KICK on the
upbeats (obtaining an open "swish" sound by hitting one
cymbal against the other).
Ex.2
closed

open

Rocking Motion of the Leading Hand

The same rocking technique used for the feet is used for the
riding hand, applied this time to the wrist.
Upward Stroke (U)

Downward Stroke (D)

The rocking motion of the leading hand is generally used to play
16th notes continuously at a fairly fast tempo. Aim at getting the
same stick sound for every stroke.
Ex.5
U D U D U D U D U D U D U D U D
D U D U D U D U D U D U D U D U

This article has been taken from PROGRESSIVE STEPS TO

PROGRESSIVE FUNK by Roberto Petaccia and rewritten and

edited for Modern Drummer by permission of R. P. PUBLICATIONS.
Questions regarding subjects discussed in this article should be
addressed to: Roberto Petaccia, 247 W. 76th St., Apt. #2, New
York, N. Y. 10023
Roberto Petaccia 1981

Developing Improvisational
Skills on the Drum Set

by Joe Lambert

This article is addressed to drummers
who desire to improve their ability to
improvise musical drum solos and fills.
Before I begin, I will assume that the
drummer has had some professional
playing experience. Conditioning of the
mind and body is a prerequisite to playing good drum solos and fills. The purpose of this article is to provide the
drummer with some guidelines for studying drum set improvisation and to provide a list of material for the conditioning
of mind and body.
Any drummer who is serious about
improving his or her solo ability should
know how to read. Most drummers who
are poor readers are weak in their understanding of rhythmic patterns, feelings,
and song forms. They depend only on
their ears, and sometimes this isn't
enough. Ear development is of utmost
importance in improvising, but it is only
one of the skills needed by the soloist.
Improving your reading skills will enhance your ability to learn and understand new ideas, rhythms, and song
forms. It opens the door to a whole
world of percussion knowledge. Study as
many books as possible on reading. This
will prepare you for any reading situation, and it will lay the foundation for
serious study of drum set improvising.
There are many good players who do
not have tremendous technique, but that
are great improvisors and innovators
who seem to have an uncanny balance of
musical sense and phenomenal technique. If you neglect technique studies,
your solos will sound somewhat neglected. Your solos might sound musical, but
they will lack contrast. Many potentially
great improvisors have fine ideas, but
can't seem to execute everything that
they hear. The problem is a lack of
physical technique. If you want to improve your solos, make sure not to neglect your study of technique and chopbuilding excercises for both hands and
feet. Great drummers are often compared to great athletes. Both the drummer and the athlete require physical calisthenics to perform well.
The majority of the great drum set

improvisors have at least a basic understanding of the keyboard, chord
changes, and song forms. This is one of
the reasons their solos sound musical
and interesting. Tony Williams, Jack De-

Johnette, Ed Soph, Billy Cobham, Alan

Dawson, Max Roach, and Louis Bellson
all play mallets or piano to some degree,
and all have an understanding of melody
and harmony. All of these drummers are
great improvisors. It is suggested that
you devote time to studying the basics of
bar percussion or piano. Learn elementary theory and four part harmony, and
become familiar with modern chord progressions. If you want to improve your
solos, this particular part of your studies
will aid your development. Ear training
should also be included. Be able to identify melodic intervals, and determine by
ear the different chord types such as
major 7th., minor 7th., diminished, augmented, etc. Time should be spent on
melodic, harmonic, and especially,
rhythmic dictation.
Transcribing drum solos from records
and tapes is perhaps the most rewarding
aspect of studying improvisation. By
transcribing solos you will develop your
rhythmic sense to a very high degree of
proficiency. Your ear will improve tremendously, and you will be able to study
the solo styles of the greatest drummers
in the world. Great improvisors have one
important factor in common. They have
developed vast mental libraries of musical ideas. In actual solo situations, these
ideas are molded and twisted according
to the mental and emotional framework
of the moment. Transcribing solos will
add to your mental library of musical
ideas. This area of study should be
placed high on your list of priorities.
There are many fine publications dealing with drum solos. The student should
study as much of this type of material as
possible. This will add to your personal
mental library of ideas, and will provide
a source of material to aid in your development of drum set reading. These studies should not be approached by memorizing entire solos. Your approach
should be to try and sight read the solos,

then analyze and choose those which
appeal to you the most.
The guidelines for studying drum set
improvising and the suggested material
for study in this article cannot replace
the actual experience of playing with
other musicians. Jam as much as possible with other serious musicians, and
practice improvising on different tunes.
Listen to recordings of as many drummers as possible and analyze their solo
styles. Listen for melodic content, rhythmic continuity, and the manner in which
they adhere to song form. The jam session is the place the drummer can experiment with different ideas and not feel
inhibited in doing so.

Mason continued from page 50

the bass drum. They're tuned a little
differently and I won't mess with them. I
try not to make drastic tunings on drums
because they're set for a certain sound.
That's a big, wide-open drum sound, and
the R&B set is muffled a lot, and things
are higher pitched.
"The other set I have for television
work is single headed, and the sizes
range from 6", 8", 10", 12" and two 14's."
With the bottom heads off, it gets a nice
live sound. The bass drum is also 22".
That set is a plexi-glass, while the other
two are wood, and on that set I use
Remo Diplomats. On the R&B set, I use
Ambassadors on the tops and bottoms,
and on the rock set, I use Pinstripes on
the tops and bottoms.
"I also carry a case with six snare
drums in it, because the acoustics in a
studio are such that the snare drums are
real special. If a drum doesn't sound
good in a room, sometimes I can alleviate the problem with a different snare. I
have three metals and three woods, one
piccolo."
He uses various Zildjian cymbals, depending upon what may be required of a
specific situation. Some of the cymbals
include a 22" A. Zildjian, an 18" K.
Zildjian, a 14" or 16" crash cymbal, a
small 6" he uses for certain effects, a
Chinese cymbal, and an assortment of
hi-hats.
He also utilizes a variety of sticks,
including 5B, 2B and 5A Bunken Sticks,
Regal Tip Combos, for sambas and bossa novas, and jazz models. Depending
on the desired sound, he sometimes
leaves the plastic bead on the Regal Tip
stick and other times he removes it.
"I even played with a hanger on some
movie I did, and it gave me a real light,
tinny kind of effect. At one point, I
wanted to take a drum stick and put just
one strand of hanger on it. It gets a
beautiful sound."
Mason also has the entire line of Premier timpani, as well as, marimbas,
vibes, bells, chimes and a xylophone. He
has three large percussion cases filled
with all kinds of percussion instruments,
and a Latin case with congas, bongos,
and other Latin instruments.
His live set consists of a single-headed, 22" bass drum, and eight doubleheaded toms, in sizes (2) 10", (2) 12", (2)
13" and a 16" and 18". His snare is a 8 1/2
x 14, and his cymbals include a 22" ride,
22" China type, 16" crash, 18" crash, 8"
splash and 14" hi-hats.
"They're the same as the doubleheads I use in the studio, except they're
not muffled. They're real live and the
pitches between the drums are pronounced, so it sounds real crisp and
clean. A lot of times in the studio, the
drums are so muffled and so low, you
don't get help from the drum at all. When

you play live, all of a sudden, the drums
come alive. The double heads give more
resonance, and it's beautiful.
"I can't really verbalize how I tune,
but recently, with my live drums, I did
nail my tuning down. Each drum, depending on the size, has a resonance, a
quality where it sounds incredible, and
out of that range, it doesn't sound good,
no matter what you do. So, if you have
any kind of ear at all and a feel for the
drum, you just find the range where the
drum sounds good, tune it there, and it
works. My live drums are tuned a step
and a half between each drum, generally
speaking, and it was so good that I even
put the notes on the drums to save me
the time of having to go through the
pains of finding where it sounded so
good. That's the only time I've been able
to lock into it like that. Especially in the
studio, because the acoustics of each
room with the traps, and the way they're
built, and where the drums are, make it
almost impossible to have a consistent
drum sound, where you don't touch it
from room to room. That's one thing
about New York; they always have the
drums in the studio. Even though they
may not be that good, they're there, and
usually they're tuned to the acoustics of
the studio, and they leave them close to
where they're going to be. A lot of times
I'll take drums to New York anyway,
though, depending on the date. As far as
tuning tips, I can't say what note the
drum will be at. I generally keep the top
head looser than the bottom head, and I
try to keep tension on the drums all the
way around, unless I want a specific
sound where I'll loosen up a lug for an
effect or something."
Recently he has been exploring the
LM-1 Drum Computer, and even used it
on three tracks of Lee Ritenour's record.
"It's a means by which they take a drum
sound from digital recordings and put it
on digital chips. It's like a computer, and
they put it in a drum machine, and you
can program it to play a song all the way
through with fills and everything, and it's
great. You just do the homework at
home, push a button and it plays. Sometimes when I produce, I don't want to
play and do two things at once, so I'll use
it. It sounds just like a drummer and it's
incredible."
At 33, Mason is pleased that he looked
ahead as a youngster and prepared for all
his varied musical interests.
"When I first got into the studio, I
figured I had a life expectancy of being a
top studio drummer for five years, based
on how styles and trends would go, but
I've done a little better," he concluded
with a smile.

Gratzer continued from page 17

Keith Knudsen has a headset and that
seems like it would be more ideal than
having a boom stand right in front of
your face. You just move your head,
plus your arms can swing anywhere they
want without worrying about hitting the
stand.
SA: What kind of cymbals do you use?
AG: Right now I have a combination of
Zildjian and Paiste. I have a Zildjian 20"
ride cymbal because I've always had
Zildjian ride cymbals. I think they sound
real good. I have 15" Paiste hi-hats and
my crash cymbals are Paiste. For the last
year or so, I've used Paiste because they
seem to be more consistent. You can line
up about four or five Paistes in a row that
are the same size and the same thickness
and hit them all and there's literally no
variance. Whereas Zildjian takes pride in
the fact that they're probably a little
more handmade, but they're so inconsistent that you have to try out about 20 of
them to find the perfect one. So, I like
the way the Paistes sound. They have a
nice crash to them. Their crash cymbals
are really fast and still brilliant.
SA: I notice that you play with what

looks like golf gloves.
AG: They're tennis gloves. I've tried all

continued on page 68

Rudiments: For or Against?
by Roy Burns
Talking to drummers about the rudiments is much like talking to the average
person about politics. You will most
likely find yourself involved in a highly
emotional conversation with little or no
information being exchanged. People
seem to be blindly for the rudiments or
violently opposed to them.
Some people believe that practicing
the rudiments is the only way to develop
good technique. Other people feel the
rudiments are totally outdated. Some
drummers feel they are the basis for all
drumming. Others feel the rudiments are
no more than obsolete marching patterns. Arguments of this sort rage on
year after year and never resolve anything.
Most young drummers are surprised to
learn that there are several rudimental
systems in the world. Two that come to
mind are the Swiss and Scottish rudimental styles.
The Swiss drumming is similar to the
American rudimental style although it is
a much older tradition. Also, some of
their sticking patterns are much more
practical than ours.
The Scottish style is also older than
the American system and it is very intricate and interesting. Their system of
notation alone is something that would
require a lot of study.
The American rudimental system is
primarily based on sounds and memorization. The names of the rudiments
sound like what is played. For example,
paradiddle, flam, ratamacue and ruff are
all rudiments that fit this description.
Names that sound like what is to be
played make memorizing easier. This
means that originally, the rudimental
system was one of learning by rote, or
memorization.
We also have drummers in South
America who can't even spell the word
rudiment and they will scare your socks
off. Their approach to independence and
polyrhythms is so highly developed that
we could all learn a great deal from them.
What do these various rudimental systems have to do with a guy in South
America who most likely doesn't even
read music?
All rhythmic and technical systems are

based on three fundamental skills or
strokes: single strokes; double strokes;
and the buzz. Some people would add
the flam to this list, but my personal view
is that flams are just one way to combine
single strokes.
Let's analyze one of the most practical
rudiments, the single paradiddle. It consists of two single strokes (RL) followed
by a double stroke (RR). All of the
rudiments can be analyzed the same
way.
From a practical standpoint it means
that technique is based on single strokes
and double strokes. What is amazing is
that most drummers are technically
weak on singles and doubles. If you have
control over single strokes and double
strokes, then any system, rudimental or
otherwise, is just combinations of these
strokes in various rhythmic sequences.
This may sound simple until you stop to
realize the endless combinations that are
possible with singles and doubles once
you add the element of rhythm.
Patterns are the result of combining
singles and doubles with rhythms. Patterns are rudiments, depending upon
your point of view. Which rudimental
system is best for you? It will depend
upon the music. Each rudimental style,
or indeed any drumming style, is linked
to a particular musical style.
I've studied a number of different systems and listened to self-inflating arguments by so-called authorities who say
the rudiments are a waste of time. I don't
think so. I think it depends upon how
you use them.
For example, there are young players
who practice the rudiments but do not
listen to music. An understanding of
music is required in order to use any
technical system to good advantage.
When a young student asks the teacher,
"How can I develop ideas and be more
creative?" the correct answer is "listen
to music." The incorrect answer in this
case is "practice the rudiments."
Rudiments are fine and they are a good
form of practice; not the only form, but
one good one. However, you cannot
sound musical just by playing rudiments
on the drum set. You have to play ideas,
phrases and sounds.

Think of rudiments as scales for our
instrument. If you go to hear Chick
Corea, Oscar Peterson or McCoy Tyner,
you don't expect them to play a bunch of
piano scales and call them ideas. All of
them can play and have most likely practiced piano scales at one time or another,
but they leave them in the practice room.
That is what should be done with rudiments as they relate to the drum set.
Practice them and then leave them in the
practice room. When performing—play
music.
If you think of each rudimental system
as just one way of organizing singles and
doubles with rhythms, you are free to
explore any system. You can even develop your own. For example, your style of
playing, whether it be rock or jazz, is
your personal way of organizing singles
and doubles with rhythms. This is one
aspect of developing your style. From a
technical standpoint, this leaves you free
to learn and borrow from all styles, rudimental or otherwise.
Some people may agree with me or
they may prefer to engage in old arguments. I am not saying that my view is
the only one or the best one; just that it
works! By viewing all systems as ways
of organizing singles and doubles you
become more open-minded. There is no
need to defend or put down any system
because they are all based on the same
strokes. Any system of practicing and
playing is only as good as the person
using it. It is the human creative factor
that brings scales, patterns and rudiments to life.
I am neither for or against rudiments. I
am for musical drumming. A balanced
practice and learning approach should
include rudiments. They should be combined with reading, independence,
rhythmic study, theory and harmony,
listening and playing different styles.
Learn from all systems, all styles and all
players.
A balanced approach includes a little
of everything, just like a well balanced
meal. To become a musical drummer,
you need a little of a number of different
things including rudiments, listening,
playing, studying, experience, and above
all—an open mind.

Marshall continued from page 45

record-buying public. San Francisco may be a wonderful place
to live, but musicians here just don't have much of a chance to
record and become more widely known.
EM: No, you don't, but it's so nice here. I was just talking to a
lady today from New York, and we were saying the same thing.
I just about grew up in New York. We were talking about the
good things and the bad things. We love New York City, but it's
so hard. I can stand it, but I had a chance to get the kids out of
there. Now they want to go back!

FK: Maybe that's because they've not been there.
EM: We probably will eventually end up going back East, for a
while anyhow, because my family's still back there. I'm the

only one out here. But it's nice here, and the guys here are so

nice. There's a lot of musicians. I haven't been playing with
Bobby Hutcherson's band for four months now. Bobby has
another band and he's gonna try to deal mainly with recording
in the studios for a while to try to make himself some money.
He's always been hassled to get studio guys to do the records,
and he just held out as long as he could. So he's doing that, and

I'm just playing all over.
FK: I would think you would be in very heavy demand.

EM: Yeah, it's been pretty good. And I'm writing more. In fact,
I'm supposed to send Johnny Griffin another tune.
FK: When you play a solo, do you have an idea that you build
around, or do you just let it flow, take it as it comes?
EM: Since I've played the piano for so long, subconsciously I'm
aware, so I just play along with the tune. I always tried to play
like that before. When I first started off playing, if a guy told
you to play a solo, that meant the chords. They'd give you one
chorus or two choruses. But I know all drummers don't think
like that. In the new music, you can just play a solo, and maybe
end the solo with a drum roll and the rest of the band comes in.
FK: In that situation, you have no choice.
EM: Right. There's nothing to count, no changes.

continued on page 83
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sorts of gloves and I've come to use
tennis gloves because they somehow repel the sweat better than golf gloves
would. The golf gloves were leather and
they would get wet from sweat and get
hard as soon as they dried. These are
doeskin and terrycloth on the back and
they remain real soft. The only thing that
happens to them is they wear out and get
holes in the doeskin. But they work real
well.
I use them because otherwise, my
hands would get blisters and they'd open
up and hurt. I was putting ten bandaids
on them before I went on stage. That
seemed to be such a waste of time that I
went to gloves. They feel a little different. You can't just immediately put
gloves on and play. You don't have the
same skin to stick contact, but you get
used to it and I find that it works real
well for me.
SA: You use a very unusual-looking
stick.
AG: I play with the butt ends of the
sticks. I was having a little bit of trouble
getting a tight grip on them. The sticks
were flying out of my hands so I started
taping them at the bottom—just one layer thick. It evolved to where I have the
whole tip taped. The tip is even bigger
than the butt end. It makes it a little
clublike. The little node on the end feels
real good. I have something that fits right
and it feels natural to me.
I was trying to talk Ludwig into making one that is all wood, but that's maybe
a long time off. Motor does it for me. He
does about ten of them before every
show.
SA: I notice that you use a 5A. I imagine
the tape changes the balance of the stick.
AG: It definitely does. It makes it feel
heavier because that's a lot of tape on
the end. It's just gaffer's tape that's done
around. Motor has it down now so that it
looks like a machine taped them. They

all look exactly like this and they come

out nice and clean.
SA: Of all the people you've met and
played with, what individual would you
credit with being the most influential on
you?
AG: Boy, that's hard to say. Over the
years, I've gotten so many influences. I
don't have time to go to many concerts.
It's basically from listening to records
and the people I like on records.
I like Jeff Porcaro a lot. I think he's
probably one of the premier drummers
around. I've never heard him do a bad
track and I've heard a lot of his more
obscure albums and he amazes me. He's
so strong and so consistent and he's very
imaginative. Technically, he's very
good. I'd like to have his chops.
Then there's a lot of other rock drummers like Prarie Prince with the Tubes.
He's a wonderful drummer. I saw him
live and I heard him do his solo and I
actually thought there were two drummers out there. I couldn't figure it out.
He's real good. When I was young I
thought Buddy Rich was the greatest
thing in the world and I still think he's
amazing. I had a set of drums when I was
five years old and Gene Krupa was my
hero.
SA: On the rare occasions when you get
to see another band, what do you look
for, or what will turn you on about
another drummer?
AG: Just his playing. His time and his
licks. I like to see if they're doing something different than what I do. I am
amazed at drummers that at the end of
the set still have room to do huge, real
powerful, strong rolls. Stuff like that I
look for. Good timekeeping.
SA: There are some drummers, Carmine
Appice comes to mind immediately, who
are into being showmen in addition to
playing well.
AG: Well, Carmine, I think, is a great
drummer. I've always liked him. If he is
a little bit of a showman, I think that
comes naturally. He's a showman and he
can play real hard rock and roll, but he's
also a technician. He does drum clinics
and can play that type of thing, too. He's
one of the Ludwig endorsers. For the
last two years, they've taken our picture
and we've all gone to Chicago and met.
So, I got to meet a lot of people I always
wanted to meet. It's real exciting.
SA: If your children expressed a desire
to get into music, would you encourage
them?
AG: Oh, absolutely. I definitely would
because I felt like I was encouraged by
my parents when I was growing up and
it's obviously paid off. I always knew
that it was my first love and it was what I
was most proficient at.
SA: What kind of advice would you give
them about getting into the music business?

continued on page 72

Drum Muffling Techniques
The subject of dampening drums has
been a problem for many drummers.
Some of the modern methods used to

effectively muffle drums are:
Internal Dampers

Internal muffling is the most popular

method used by drum manufacturers. A
round padded disc, or double padded
squares, press up against the drumhead

when tightened, to control overring.

Even though the internal muffler provides variable degrees of dampening,

physically, it is the wrong method. The
natural movement of a drumhead when

struck is down, not up. When an internal

damper presses up on the head, the head
is choked immediately after being hit,
and the movement of the head is severely restricted. Even when the damper is
"off" and the drum is hit hard, the
damper is still basically "on," due to
extreme head motion. Internals have
also been known to rattle in the off

position, causing a problem when close
miking. And, by putting an internal muffler and its control into a drum's shell,

the acoustic resonance of the drum itself
is partially harmed.
Bass drums have used internal felt
stripping for years, but some manufacturers have had the insight to give the
bass drum its own adjustable strip muffler. Gretsch was the first to use this.
Sonor followed suit by using an adjustable double felt-strip damper.
Blankets, pillows, and the like can be
stuffed inside bass drums for muffling.
And there is a new product designed
expressly for bass drums, called Drum
Muff. A thick piece of polyfoam is cut at
the factory to fit snug inside your drum
shell, covering approximately the lower
1/3. The top of the Drum Muff is cut into
"waves," and it is claimed to get that
"muffled punch sound" without the worry of readjusting or restuffing.
External Dampers

Technically this is a better way to
dampen drums, since the drumhead's

natural movement is not restricted. Studio players have been talking about the
benefits of external muffling for years.

All of the current external dampers clip
onto the rim of the drum, and pressure is

adjusted by a threaded top-wing bolt.
Another good point about externals is
that they may be used in multiples for
dampening different areas of the drum.
No need to drill holes in your drum for

additional internal mufflers. When exter-

by Bob Saydlowski, Jr.
Trek has adhesive felt strips which can
be cut to any size from a roll and attached to the head in effective locations,
much like the Ludwig pads.
That "studio sound" has become the
current rage. Manufacturers are scrambling to come out with a product that will
help drummers get that "sound" in live
performance. Deadringers are 1" thick
polyester foam rings which adhere to the

nal mufflers are used, the sound of the
drum is not "stopped" until the head
returns to rest from its downward movement.
Decay time is decreased and overtones are significantly cut off. Also, most
external mufflers are on a swivel so the
pad may be moved around within a certain radius, or totally released from the
head in a second.
Rogers was the first company to develop the external damper, the Super-X.
Since then, Sonor, Tama, and Drum
Workshop have all joined the bandwagon. In fact, Tama has made their QuickRelease dampers an option on their Superstar line of drum kits.
Even when orchestral percussionists
dampen a bass drum with their knees,
this is also a form of external muffling.

inside of the drumhead blocking out unwanted overtones that come from the
edge. Deadringers eliminate ring, and at
the same time, adjust the pitch of the
drumhead downward. Using them on a
bass drum gives more definition and

drum kits and symphonic bass drums
have been available for a while. These
also have sprung-steel connectors and
are pressure-adjustable.

TongaRings are made of pressure-sensitive mirror-coated Mylar. They cover
the top of the drumhead, leaving the
head itself exposed only where a sounddot would ordinarily be. The head will be

External bass drum clamp mufflers for

Adhesive Dampers

Adhesive dampers are a fairly new
idea offering a constant degree of muffle.
Ludwig's felt muffler pads range in size
from 2" to 8" and can be strategically
adhered to a drumhead to cut down
overtones and ring. The question is
where to place them. Striking the drum
and putting your hand over different
spots on the head sometimes helps you
to feel where the unwanted overtones
are coming from. Since most overtones
come from the outer edges, a good bet
would be to place these felt pads near
there. On a bass drum, the 4 o'clock and
8 o'clock positions are suggested. Elek-

punch. Ideal in the studio, and in live

rock applications, they work well to remove the ring from tom-toms.
Eggheads are adhesive rings made of
open-celled foam, a bit different from
Deadringers. Eggheads are only 1/2"
thick, and instead of adhering the foam
itself to your mylar head, an Egghead
has a mylar backing with a tough adhesive, as well as a chrome Mylar surface
covering. Once an Egghead is put on, it
is very difficult to remove it by hand.
They are best used by the drummer who
wants a shade of natural tone still left in
the drum.

an exact inversion of a sound-dot head.

TongaRings double the thickness of approximately 2/3 of the head. Along with a
dampening effect, you also get a downward pitch modulation. The company's
own tests claim 20% more modulation
than a regular drumhead. The looser the
drumhead and the harder you hit it, the
more sliding pitch is realized. However,
some players may not feel comfortable
playing on such a slack batter head.
Muffling is achieved, but TongaRings'
primary purpose is for pitch bend—and
they do work. Using different drumheads
with Deadringers, Eggheads, and TongaRings will, of course, yield slightly
different tones.

Other Methods

Through the years, drummers have
come up with all sorts of ways to muffle
their drums: strips of masking tape, gaffers tape, pieces of foam, tissues, napkins, tampons attached to drumheads,
and wallets on snare drums. Another
idea that is very workable is a square
piece of felt taped on the drum hoop and
allowed to rest on the head. When the
drum is struck, the floppy felt piece
moves up and away from the head due to
the force of air, and immediately comes
back down allowing free drumhead
movement, but stopping ring and decay.
A well-known drummer once talked of
using a foam and leather wrapped tapesplicing block on his snare drum for a fat
sound with no ring.
There are surely many other original
ideas out there to effectively solve the
muffling problem. Many young players
cut pieces of fabric to drumhead size, put
them under the head, and then tension
the drum up. This is the wrong thing to
do! Besides restricting drumhead movement and choking it, all the natural tone
of the head itself is lost. It is much like
getting the sound of a cardboard drumhead, if you can imagine it. The stickattack sound overrides the acoustic
drum sound.
Special tuning of the drums may also
help for a bit of a flatter, funkier sound.
On tom-toms, after all rods are tensioned
evenly, try backing off the 9 o'clock and
3 o'clock positions one quarter of a turn.
On bass drums, back off the top two rods
a little bit. On double-headed drums, the
use of internal, external, or adhesive
dampers on both heads might be another
alternative.
The subject of drum muffling has been
a baffler for many years. Every drummer

has his own sounds and needs and there

are many methods currently available to

choose from. With continued acoustical

and physical research, more will come

along. Your own experimentation is the
best answer.

Gratzer continued from page 69

AG: It's hard. A lot of people have
written and said, "What'll we have to do
to be as big as you guys?" There's
obviously no answer for that. The main
thing, I think, is to stick to it and stay as
a unit and keep yourself from going
crazy. I think a lot of the reason we've
gotten so popular is that we used to play
about 200 or 250 dates a year, and people
would see us and eventually more people
came and saw us. By word of mouth it
would work. So, I would just tell them
not to get discouraged. Stay with it and
eventually something will happen. If
you're into it enough and you practice
enough, you can do it.
SA: What about things like the hassle of
trying to find good management—someone who actually cares about you?
AG: Well, initially, we had a little trouble
with that. Irving Azoff came from the
same town we did. He was booking
bands and managing. We were the only
band that he managed and I think in
Champaign at one point there were thirty
bands. It was a little college town, but it
had a rock and roll scene that was the
biggest in the midwest. There was a big
booking agency there that Irv headed
and he took us under his wing. So, it was
kind of easy for us even though when we
got our album deal in '71, he didn't know
anything and we ended up signing away
our publishing for awhile and Irving
didn't even know that. At that point, he
was as wet behind the ears as we were.
So, that's hard. You gotta find a manager that you trust and if you don't know
him, you've got to talk to somebody else
to make sure that he is on the up and up.
It helps. You've got to have some sort of
representation to get your record deal
and to talk to record companies if you're
going to get any sort of record deal
happening.
SA: When you were trying to get a
record deal going, how did you go about
it?
AG: The band had evolved to such a
point that we were playing locally in
about a three or four state area, and
getting so big in that area that people
were getting interested. So, Irving had
people come and see us play and finally
one day this independent producer from
the East Coast came and saw us. It was
pouring rain and the gig was outside and
people were still demanding an encore.
Irv was looking at this producer and
dollar signs were lighting up in his eyes.
He took us back to his studio in Bridgeport, Connecticut and that's where we
did our first album on a little eight-track.
It was very primitive by today's standards, but it got us off the ground. He
had connections with CBS and got us a
record deal with Epic.
SA: How did you get involved with
REO?

AG: The keyboard player, Neal, and I
started the band when we were going to
college. I think we started in the fall of
'68. We wanted to play music. I had
played all through high school and I went
to college and I said, "Mom, I'm not
taking my drums. I'm going to get an
education." Of course, I immediately
went to a dance and they're announcing
from stage that they'd be holding auditions for drummers. So, I went up and
inquired and I called home immediately
and said, "Mom, send my drums down. I
can't stand it." So, I tried out with this
band and got the job. The name of the
band was the Barbarians. After about a
few months of that, we started REO.
SA: Did you stay in college or did you
drop out?
AG: I was forced to drop out after two
and a half years because it got to the
point where the band was actually playing seven nights a week. I would come
home at one or two in the morning and
try to figure out how I was going to
study. You can do weird things to stay
up, but it doesn't work. So, I flunked
out. Obviously, it doesn't matter now.
SA: Isn't it hard going out on the road so
often?
AG: Yeah, it's not easy. We don't travel
now as much as we used to. So, it's not
as bad as it used to be, but still, when I
leave for a month or more, I'm leaving
my family behind, and I miss them and
they miss me. It's more of a strain than if
I was a bachelor. But still, there's a
certain point when you're on the road
that whether or not you have anything at
home waiting for you, you want to go
home. It does get boring being in city
after city and all you see is airports and
hotel rooms and coliseums. Other than
that, it can get pretty straight-laced. But,
I say the same thing when I'm home for
too long. I think, "I want to go out. I
want to play in front of thousands of
people. I want to get that adrenalin flowing." There's that charge, too. I feel real
fortunate because I have a balance of
both.
SA: How do you keep from going crazy
on the road? I know it must get very
boring.

AG: It does get boring, but we do crazy
things. You know, weird little pranks,

anything just to keep yourself from getting in a rut. You try to keep yourself

entertained. When we come back to the
hotel afterward, if there's a band playing, we usually end up forcing them to let

us go on stage and we take over their
equipment for awhile and that's always
fun. Usually when we go on stage, nobody gets drunk or anything, but you can
go back to the hotel and have a few
drinks and go up on stage there and
relax.
I also play basketball. I've got a basketball court here at home and I try to
continued on page 76
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Price: $15.00

LEARN TO PLAY THE DRUM SET
by Peter Magadini
Publ: Hal Leonard Publishing Corporation
960 East Mark St.
Winona, MN 55987
Price: $4.95

Melody and Harmony on the Drum Set is an intelligent and
in-depth essay on a truly musical approach to drum set performance. The book is original and totally unconventional. Dr.
LaFemina defies convention and challenges the arbitrary limitations placed upon the drummer. His analysis of melody and
harmony as interpreted for drums and cymbals is intellectually
motivating and musically precise. The work represented in this
book should not be construed to be too "scholarly" or
"bookish" as we are always on new musical thresholds and
must be prepared for any turn in direction our music might take.
LaFemina's writing may unlock some stale thought patterns
and facilitate acceptance of new ideas.
This book is not for everyone. It is best suited for advanced
players. Beginners and intermediate level drummers might
become lost in the storm attempting this type of material
without sufficient "real-life" playing experience.
The text is divided into three seperate books; the first being
Theory. This is the foundation, setting the stage for what is to be
explored later. Definitions of pitch, overtones, loudness and
timbre, along with an in-depth comparison of drums to other
musical instruments highlight this section.
Book II: Melody. By means of a practical formula, which
enables the drummer to assign notes of a melody to corresponding instruments of his set, a "simulated" melody is produced.
This idea is presented in basic form, and gradually gains
sophistication by including more drums and more complex
melodies. This is a bit awkward at first, but a little perserverance should produce some satisfactory results. The author's
instructions are lengthy and exact, while still encouraging
individual creativity and experimentation.
An interesting aspect of Book II is Dr. LaFemina's introduction of relative clefs and tone signatures. The cymbal clef is the
counterpart of the treble clef; and the drum clef, the bass. Tone
signatures act as the "key" signature. This may appear as
unnecessary labeling or wordy intellectualization, but when
placed in a proper perspective, the idea is quite worthwhile, as
the drummer will be thinking melodically.
The third book, Harmony, rounds out the text. Bass lines and
chords are the major areas of study here. This section is
extremely complex, and demands great concentration.
All in all, Melody and Harmony on the Drum Set is a good
book. Serious advanced players may consider adding it to their
library. It is a book which must be studied, as casual reading
will never uncover its many benefits.
R. B.

Most of the beginning drum books on the market today are
devoted exclusively to snare drum, and more often than not, are
based on the rudimental system. These books served their purpose for many years when the large majority of young drummers received their first musical experiences in the context of
the school band. Since the rock revolution of the 60's however,
more and more potential drummers are going directly to the full
drum set. Many of them become discouraged because they
want to play everything they've got, but if a teacher is consulted, he will often say, "Well, of course, at first you will just be
playing the snare drum.'' Perhaps if this type of teacher knew of
a good beginning book that dealt with the full set, he would not
be as prone to utter such a disheartening remark.
Magadini's book goes a long way towards fulfilling this requirement. The material is presented in a typical introductory
fashion, but the content of the material is what makes this book
different. From the very beginning, the student is dealing with
hands and feet on a full 5-piece drum set, including ride, crash,
and hi-hat cymbals. Patterns and fills are presented in a variety
of styles, so that the student is given a good overview of what
set playing is all about.
The first few pages deal with the customary topics: holding
the sticks, tuning the drums, time signatures, notation, etc. The
main difference in this book of course, is that the full set is explained, rather than just the snare drum. The student is also
given information about practice pads, nylon and wood tip
sticks, and matched and traditional grips. The material is explained reasonably well, but I would nevertheless recommend
that a young student study this book under the guidance of a
teacher or an experienced drummer.
The exercises are direct and to the point. Magadini does not
present multiple variations on each individual concept, but
rather, the basic fundamentals of notation and rhythmic relationships. All four limbs are used from the very beginning, enabling the student to develop coordination right from the start.
After just a few pages of preparatory exercises, a selection of
fundamental rock beats is given, including fifties rock, Motown, and disco patterns. Incorporating a fill into a basic pattern is also explained.
Double stroke rolls and 16th notes are presented in the same
straightforward manner. Funk and salsa patterns follow, making use of all of the previous material.
Succeeding sections of the book deal with triplets and jazz.
Patterns given include shuffle, country rock, and slow blues.

MELODY AND HARMONY ON THE DRUM SET
by Ralph LaFemina, Ph.D.
Publ: Ralph LaFemina, Ph.D.
370 N. Ocean Ave.
Patchogue, NY 11772

The book concludes with a short section on the flam, the buzz
roll, and the paradiddle. These techniques are explained in the
context of their drum set use.
The material is generally so realistic in its presentation that
there are a couple of things that I find puzzling. One is the fact
that the middle tom and the snare are both written on the third
space of the staff. This necessitates writing the word "snare" or
"tom" over the music. Why not write the tom on the fourth
line? The less words on the music the better. The other curious
thing has to do with the fills. Rather than have the fill end on the
first beat, Magadini puts a half note rest at the beginning of the
last bar, and puts a cymbal crash on the 3rd beat. These are
minor points perhaps, but they tend to be noticed in an otherwise excellent collection of rhythms and techniques for the beginner who wants to play the full set. Teachers would do well to
check this one out.
R.M.

ADVANCED FUNK STUDIES
by Rick Latham
Publ: Rick Latham
PO Box 12452

Dallas, Tx. 75225

Price: Book $6.95
Cassettes (2) $10.00

Each time a new style of music becomes popular, books start
turning up which attempt to explain the new style. Frequently,
the first few books have little depth, often because the music
itself has not settled into a coherent form. Within a couple of
years though, as the musical style matures, the quality of the
instruction books also rises. The funk style of drumming has
now been in vogue long enough to produce a wealth of
literature, and Advanced Funk Studies is among the best of the
lot.
The book begins with a section of developmental exercises
and patterns. These are helpful in establishing the basic "vocabulary" of the funk style. Enough exercises are provided to
give the student ample practice material, but Latham has
refrained from writing out endless, repetitive variations, which
do more to sedate the player than stimulate him.
A section of transcribed beats and solos follows. These are
drawn from the recorded works of top drummers including
Steve Gadd, David Garibaldi, Harvey Mason, and Peter Erskine. Each excerpt is identified as to the recording in which it
was used, so that the student can hear the patterns in their
proper context.
The concluding section of the book contains ten extended
solos, which will test the student's reading and technical
abilities. A four-piece drumset is all that is required for these
solos, which are essentially composed of time-keeping patterns.
While the solos are challenging and will demand practice, they
do not require virtuostic technique. Reasonably advanced students should be able to handle them.
Two cassette tapes are available which demonstrate the
examples in the book. These tapes are well-recorded, and while
not essential to an understanding of the book, they should help
one to get a better idea of how the exercises should sound.
Advanced Funk Studies is then, a well-produced text on funk
drumming styles. The exercises are presented in a logical and
easy-to-read format, and both book and tape were well thought
out. Those wishing a good compilation of funk patterns are
advised to investigate Latham's book.
R.M.
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play at least every other day. In fact, our
band has played some basketball games.
We did a tour in early spring of '80 and
we played three or four charity basketball games against local radio stations.
That was fun. I've got most of the band
pretty much into basketball right now.
We're probably going to do the same
thing again this winter when we tour. It

breaks up the rigors of the road. Makes it
not quite so boring.
SA: It's a better way to exercise, too,
rather than doing something like calisthenics or running.
AG: Yeah, or just laying in your hotel
room on your bed watching TV, which is
inevitably what happens.
SA: When you travel, do you get to see
much of the town you're in?
AG: It depends on how much you want
to get out. If I feel good and want to get
out of my room, I'll just take off walking
or take a rent-a-car and drive. On the
road is usually the best time for me to
play golf, because I don't have to worry
about my family complaining about
where I am for six hours.

SA: You've been to Europe and other
countries on tour. How do you like it?
AG: It's wonderful. Culturally, it's great
because you get to see all these places
that you always wanted to see. But it's
also a little different because we're not
as well known over there as we are here.

So you almost have to start over again.
But it's fun. I would like to go to Japan.

We haven't gone to Japan yet for some
reason, but I think we'll be doing that
sometime soon.
SA: How did you come up with the title,
"You Can Tune A Piano, But You Can't

Tuna Fish?"
AG: It's a real old W. C. Fields line, but
we didn't know that. Someone told us
that after we came out with the album.
We heard it in Tucson at some party.
Some guy just blurted it out and we all
went, "My God, that's a great album
title," and we used it. We had another
one like that, "I'd rather have a bottle in
front of me than a frontal lobotomy."
That's kind of nice, but I think it might
be a little too long.
SA: Of your past musical experiences,
what do you feel you've learned the most
from?
AG: Probably being in REO because I've
been in this band for 12 years and we
started out just playing fraternities and
playing little bars in the Midwest, in
Illinois, Indiana and Wisconsin. Just being in this band, I've learned a lot. I've
progressed a lot as a drummer and I've
learned a lot musically. Obviously,
we've had a lot of experiences, so it's
paid off I think.
SA: In what direction do you think you'll
be going in the future?
AG: Up. Straight up! No. I don't know,

it's hard to say. We're not as basic a rock
and roll band as we used to be. I think,
live, our shows will be pretty much
straight ahead—playing loud and fast
and playing exciting type of music. But
in the studio, you'll hear more variation
on our new record. It's not so blasted.
The songs are more important. The lyrics are more important. Giving ourselves
a little more credibility lyrically and
songwise, I think, is what we're trying to
do. We're not really going at it that
consciously, but it's coming out that way
just because we're growing up and we've
been doing this a long time. We're maturing and we're just better at it I think.
SA: Do you have any unfulfilled musical
goals?
AG: Boy, that's hard to say. Personally,
I always think that I could be a better
drummer. I see other drummers and say,
"I can't do that!" I think, "Wow, he's
amazing." But, I know that there are
some people that probably look at a
couple of things that I do and maybe say
the same thing.
I'm happy as long as the band is doing
well and we're happy with what we're
doing. If we did a record that stiffed, but
we knew in our hearts was good and we
felt proud of what we played, that would
still make me happy, too. But, it would
be nice to have a success at both ends
and the record do well.
1981 Susan Alexander

Evans continued from page 58

out in my mind. If the tune has specific
sections, such as, an A section, B section, C section, I'll try to use a certain
sound for each, repeating that sound
which corresponds to a certain repeated
section. I like to establish a melodic and
rhythmic thread throughout the music.
AM: When playing percussion, do you
ever have stylistic conflicts with drummers?
SE: The only way a drummer can get in
my way is by overplaying. When that
happens, I just lay out. If he's playing
too much, there is no room for me anyway, so I just leave him alone. Other

times, we will both be playing, trying to
set up a groove together, and something
is just not working. But that happens
sometimes. The times that it works
makes up for the times that it doesn't.
RM: What do your day-to-day musical
activities consist of?
SE: For one thing, I have my own
studio in midtown that I treat almost like
a 9 to 5 job. I get up early everyday and
go to my studio, where I spend much of
the day practicing. I keep all of my
instruments there so that when I'm doing
recording sessions, I can work out of my
studio. Some weeks I'll only do 1 or 2
sessions, while other weeks I'll have a

lot more. It's hard to give an average
because it's such an erratic business.
Also, I've been having other musicians
come to my studio for jam sessions.
RM: How much live playing do you
do?
SE: There's really no average on that. I
go through periods where I'll get called
for many live gigs. I wouldn't be happy
just doing studio work. I crave the kind
of communication and rapport that goes
with playing for a live audience. I enjoy
performing and sharing my musical ideas
with others. I remember doing a jazz gig
in a club in Germany once and noticing
all of a sudden how couples were starting
to dance to my music. It seemed odd at
first, because I didn't think people would
dance to jazz, but it somehow made my
contribution to the music more valid.
RM: Who are some of the people you
are currently working with?
SE: I've been working a lot with a
trumpet player named Marvin Stamm. I
first met Marvin about 5 or 6 years ago
when he asked me to play with him at the
Brass Conference. After that, we saw
each other occasionally in the studios. A
year or so ago, Marvin approached me
about an album project that he and Jack
Cortner were getting together. They
were thinking of who they might use, and
when it came to percussion, they thought
that I would be good for the group.
Marvin is very heavy into jazz and he
was impressed by my jazz background.
So they approached me, and I said,
"Sure. I'd love to play." So they wrote
some tunes, we rehearsed, and then we
recorded the first half of the album. After
that, we worked a few gigs at the Possible 20 restaurant. About 6 months later,
we finished the album.
RM: Who else is in the group?
SE: Ronny Zito is on drums, Kenny
Ascher is on piano, Marcus Miller plays
bass, Chris Palmero is on synthesizer,
Marvin is on trumpet, and I play percussion. The album was written by Chris
and Jack Cortner.
RM: What do you enjoy about this
group?
SE: Marvin's group affords me the opportunity to play the way I feel percussion should be played. It's a strong
rhythm section, so I'm not called upon to
merely lay down a background for someone else to solo over. This situation is
also conducive to working out new
sounds, new riffs, and new techniques.

Marvin and Jack are open-minded
enough to listen to my ideas and they
respect my input to the group. And they

expect everyone in the group to contribute.

RM: So you do not just feel like a
sideman.
SE: Right. There are 5 of us. We are

continued on page 80

A Conga Primer
I didn't start playing conga until my
less-than-successful drum set audition
for my college jazz band. To get into that
band I played mallets and I took up
congas. I didn't learn "traditional" or
"authentic" conga; and I've always felt
guilty about that. My concept of a conga
player was someone who had been exposed to Latin music all his life, and knew
a bolero from a cha-cha as well as he
knew his own name.
I didn't start out to be a conga player,
but as a percussionist I was pushed into
it. Along the way I picked up enough
knowledge to work with some of the top
names in the music business. It dawned
on me that tradition is fine, technique is
fine, correctness is fine; but being able to
play with a good sound and a good feel is
better. It isn't the method that's crucial;
it's the results.
SELECTING INSTRUMENTS AND
HEADS
Two basic type congas are available:
wood and fiberglass. Wood drums offer a
warmer sound that records very well,
but fiberglass ones are nice and loud for
concert work. It's easier for the beginner
to sound good on fiberglass. (I know
some players would disagree with that:
It's up to personal choice and your bank
account.)
I recommend the following for the
serious player:
First drum: Gon-Bops Tumba ( 1 1 1/2"); LP, Slingerland Conga (11-3/4")
For the beginning conga player one
drum is fine. This can be compared to
the beginning set drummer learning on
only a snare drum.
Second drum: Gon-Bops Large Tumba
(12-1/4"); LP, Slingerland Tumba (121/2")
Playing music doesn't require a 15
piece drum set, but to get the "necessary" sounds, a four or five piece set has
become standard. With conga drums a
two drum combination is standard for
today's music.
If these size recommendations seem to
be too large, let me explain that I arrived
at these through my own mistakes. I
assumed that it would be easier to get the
sounds (especially the slap) out of smaller drums. This is partially true. The

larger drums, however, are capable of
more volume which is something to keep
in mind if you want to save your hands
for better things. It is not more or less
difficult to play on the larger drums.
What might be lost in technique is gained
in tonal quality and dynamic presence.
Third drum: Gon-Bops Conga (103/4"); LP, Slingerland Quinto (11")
To add a third drum to the basic set
you should add a smaller one. The third
drum is more of a solo voice and should
be pitched higher to cut through an ensemble.
Heads are very important in determining your sound and how hard you'll have
to play. Congas are about the last drums
that plastic hasn't contended with
. . . yet. Therefore, knowing about selecting a muleskin head is important.
Selection of a conga head is the same as
any other drum. A thin head will provide
better response, higher pitch, and a
crisper sound. A thick head offers more
durability, better projection, and more
volume. A medium weight head is suggested for general situations.
Because of the resonance of the fiberglass shell, a thinner head can be used
with good results. This is one reason
why I feel fiberglass congas are easier to
sound good on. The thicker (or more
porous) the drum shell, the thicker the
head will need to be to produce a fullbodied sound. A smaller drum will need
a slightly thinner head to blend with the
other, larger drums. This is something
the manufacturers generally take into
account when outfitting their drums.
TUNING

One drum—Find a note that is in the
drum's mid-range. The drum should
"sing" (open tone), but be tight enough
to give a good pop (slap). Less experienced players have their drums too loose
more often than too tight. Don't be afraid
to crank the head down to get the sound
you want.
Two drums—Tune the Tumba to a
nice, round tone. If you're playing predominantly Latin music, tune the conga
a fourth above the first drum. For more
contemporary music I like the relationship of a minor third between the drums.

by Dave Levine
Three drums—Leave the tuning of the

Tumba and Conga alone now. Tune the
Quinto a whole tone up from the Conga.
This will give the following pitch relationships; either A, D, & E or A, C, & D.
I prefer the latter. A, D, & F may also be
practical, depending on the situation.
From each drum, three distinct sounds
are possible. Each sound is produced by
using a specific part of the hand at a
specific place on the drum. Beats and
patterns are made from combinations of
these sounds. At first, the placement of
the hands on the drum should be exaggerated. As the sounds become easier to
obtain, the amount of motion in changing
positions should decrease to the point
where it is hardly noticeable.
Sound 1 "OPEN"—unmuffled tone.
Played with the fleshy part of the fingers
half way between the edge and center of
the drum.
Sound 2 "CLOSED"—deep, dull
tone. Played towards the center of the
drum, using the flattened hand (palm and
fingers).
Sound 3 "SLAP"—pop sound. This is
the most difficult sound to achieve consistently. Cup the hand and use the tips
of the fingers in a slapping motion towards the edge of the drum. This should
produce a sharp, dry sound.
Another way to relate the three sounds
is to think of the slap as an accented
open sound; and the closed as a softer
open sound.
Practice each sound individually, with
both left and right hands before combining them. For right handed players the
larger drum goes to the right of the
smaller one. When going from drum to
drum, avoid crossing over; it's better to
double or even triple "stroke."
APPLICATION

Conga players can contribute to the
feel of a song by emphasizing certain
beats in the measure; either with the
drummer or in contrast to him. The
following patterns can be played while
the drummer plays straight rock time.
Each will provide a somewhat different
feel. Interchanging and combining patterns is commonplace in today's music,
although in traditional conga playing this
is not done.

or rock. One of the keys to good conga

The following patterns are basic
rhythms that can be used for Latin, jazz,

playing is to maintain the basic pattern

while subtly varying it, accenting and
substituting one sound for another.

KEY
Open

Closed

Slap

Conga

Tumba

•All patterns are hand to hand, right hand lead, unless indicated.

Example 1 is a simple Latin or rock
pattern. If the eighth notes are played
with a triplet feel it can be used for jazz.

1.
L

L

R

R

L

L

R

R

sim.
or

Example 2 is a basic rock pattern emphasizing beats 2 and 4 with the drummer.

2.

Example 3 is a double time pattern, and
is frequently used in disco music.
3.
L

L

R

R

L

L

R

R

sim.

Examples 4 through 7 emphasize beats
1 and 3. 4 is an afro-type rhythm sometimes referred to as a "Wawanko." Example 5 is a variation on the Wawanko.
Example 6 is a samba pattern. Example 7
can be used for rock.
4.

5.

6.

7.

L

R

L R

sim.

It may hurt physically to play at first.
A certain amount of toughening will take
place if you keep at it. Some ways of
protecting your hands are wrapping surgical adhesive tape around the fingers or

even wearing light gloves. I find these
methods interfere with physical contact
with the drum, but they are preferable to
prolonged pain. Invest in a bottle of hand

lotion to help keep your hands in shape.

Nothing is better than being able to
watch good players play, or studying
with a good teacher. I strongly recommend both of those possibilities for either getting started or increasing your
knowledge of conga playing.

Evans continued from page 77

not 4 people backing up Marvin Stamm.
For instance, when I'm given a part by
the arranger, I'm told, "Try this. You
may add to it, or subtract from it." It
becomes my part, not just a part that any
percussionist in the city could come in
and do. I can follow my own philosophy
of percussion, that is, embellishing the
music and being the spices.
RM: Do you work with anyone else on
a regular basis?
SE: Yes. I've worked often with Peter
Gordon's group, French Toast. I've also
been playing drums with the Pat Rebillot
Trio, with Reed Wasson on bass. Pat
writes most of the tunes, and I'm given
the opportunity to play congas and various "toys" in addition to playing set.
RM: Are you doing any teaching?
SE: I'm doing a great deal of teaching.
It is an invaluable experience. I think I
get more out of it than the students.
RM: What do you listen to?
SE: I listen to a lot of styles of music. I
do not listen to only groups that use a lot
of percussion. I once told one of my
conga students that she should go to hear
Phil Woods. She wanted to know if he
used congas. I had to say, "No. There's
more to life than just congas." So I listen
to everything from piano duos to big
bands to Stevie Wonder, to Rostropovich. In the last year or so, I've been
attending more classical concerts, and
rediscovering some of my "legit" roots.
RM: Have you ever suffered discrimination as a result of being a woman?
SE: The most blatant discrimination
I've ever come across was on the union
floor. I went up to a couple of club date
contractors and said, "I play drums and
I have a car," and they actually said,
"I'm sorry, I don't hire women."
RM: Those guys could get arrested.
Did you have any trouble in areas other
than club dates?
SE: In the other fields, I've been able
to break in and establish a reputation
that surpasses gender. You see, I was 11
years old when I started, and I didn't
know that girls were not supposed to
play drums. Nobody ever told me that.
By the time I found out, I was already
into it too much. I think that because I
was so fortunate in getting a very prestigious gig when I was 17 years old, I've
never worried too much about my career. If I do not get hired for something I
usually get called for, it's best I assume
that there is a musical reason, rather
than think that it is because I'm a woman. This way, I practice to improve that
area I felt was lacking. Then if it turns
out that wasn't the reason for my not
getting the job, I'm still ahead of the
game. You can't spend a lot of time
worrying about the role of women in
music or you will be ignoring the more
important aspects of your life. The music

is too important to be bothered with the
politics of playing.
RM: Playing an instrument well is a
full-time job. How do you deal with
playing so many?
SE: The same way I deal with the fact
that anything one does in life could be a
full-time thing. There are books that I
really love, and when I read them I say,
"I should just read all of the time." Or,
I'll cook a meal and say, "Hey, this is
pretty good. I should get into cooking."
It's the same with percussion. I feel that
the point of everything is to make music
that is enjoyable to listen to, communicate with the listener, and have a good
time. If I can participate with the congas
one day, and make it work, and participate with the marimba or vibes the next
day, and kick a big band with the drum
set another day, that's great. The more
instruments I play, the more chances I
get to be involved. Of course, you can't
just dabble in them. It's a lot of responsibility and a lot of work to keep them all
up. That's why I have the studio and all
the instruments, and why I place so
much importance on practicing everyday.
RM: Do your experiences on one instrument help you with the other instruments?
SE: Yes. For instance, sometimes I
might be in a situation where I'll play
nothing but vibes for a week. When I go
back to the set, I find that I'm playing
more melodically.
RM: What are your personal projects
at the moment?
SE: Right now, I'm interested in getting my improvisation on the vibes together. So I've been studying with
Adolph Sandole because he offers me a
total music program. He has a system
which includes ear training, transpositions, sight singing, memorization and
various scale and chordal studies. I find
that the ear training is also helping my
timpani playing.
RM: What are some of your unfulfilled
ambitions?
SE: A major ambition of mine is tied in
with the studying I do each week, and
that is, to develop my ear to the fullest. I
know this will enhance any area of music
I choose to pursue. Perhaps I'll write
more, and even lead my own group. But
for the moment, I know that as long as I
keep my priorities straight, maintain a
balance between playing and practice, all
else should fall into place.
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Terry Bozzio

by Paul Goldberg

Fills A through D were taken from Frank Zappa Live In New York. The song is "The Black Page #2". Fill E was transcribed from
U.K.'s album Danger Money. The song is "The Only Thing She Needs."
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Marshall continued from page 67

FK: Up until Elvin came along, didn't most drummers construct
their solos to fit the chord changes? Max certainly seemed to
think of his solos in that way.
EM: Max was my favorite for playing drum solos for years.
FK: What's the most challenging thing you've ever had to do as
a drummer?
EM: Well, there's two challenging things. One of them is
playing in those stage shows. That's challenging. That gets
hectic, because it's all reading.
FK: Challenging, but not especially pleasant?
EM: The pleasantry comes when it clicks. There are so many
people involved in this one thing, that everybody has to do their
part exactly right. When they do it, then it really clicks. That
part of it is cool. But initially, when you start the rehearsals,
that's challenging. The most musically challenging thing I had
was playing with Joanne Brackeen. I had met her one afternoon
and she wanted me to play with her that night, and it just never
happened, because I didn't know what was going on with her
music. Another challenging one for me was working with Eddie
Jefferson, because I never had worked with a singer of that
type. He was very definite in what he wanted to do and was
actually a part of the bebop scene and knew that music. The first
set I worked with him was just chaotic. We couldn't keep the
time together or anything. It was really bad vibes. I said,
"Look, Eddie, if you want a different drummer, that's cool."
So he says, "Man, you play your bass drum on all four?" I said,
"Well, I can, but I haven't been doing it on this gig." He said,
"Try playing 4/4 on the bass drum." I did that, and the thing
sailed the rest of the week. We had a ball. Sometimes it takes a
little while to settle into a different person's groove.
FK: And your most rewarding musical experience?
EM: So far, I'd have to say, some nights playing with Bobby.
Oh, man, that band was hot. Bobby, George Cables, that was a
good band.

Aches continued from page 30

hours.
The important thing to remember is
that when our ears ring, it is because
damage is being done. Ringing in the ears
is the body's way of warning us that our
ears are being abused. If the volume is
intense enough, it can cause dizziness,
which is a sign of extreme danger.
Ear plugs do not strike many drummers as an appealing solution, especially
if the drummer also performs on vocals.
However, a good ear plug will allow the
wearer to hear the music normally but at
a lower volume.
There is a brand of ear plugs developed especially for musicians. I have had
trouble keeping this type of plug in place,
but they do come in different sizes, so
perhaps some drummers may have success with them.
I use a type of plug developed for use
at a shooting range. The rubber part
which goes into the ear can be separated
from the metal "sonic valve" to allow
for cleaning of the rubber section. Because the metal valve is not covered with
rubber as with the single-piece ear plug,
it is small enough to stay in place.
San Antonio audiologist Vernon C.
Bragg tells me that the claims of the socalled "sonic valve" have recently been
brought to question. Whether or not the
valve actually closes as volume increases, the over-all effect of this type of
plug seems to me to be of value. I have
worn mine to every job I have played for
the past eight years.
Also recommended by Dr. Bragg and
others is a type of ear plug which is
custom molded to each ear, and may be
obtained by consulting an audiologist.
Ear plugs used for swimming are as
worthless as cotton for protection from
volume, so save your money.
Even if wearing ear plugs seems awkward, I must urge that it be given a try if
the volume is enough to cause ringing
ears. But don't just take my word for it.
To really find out, play a job with one
plug and see if there is less ringing in one
ear than the other by the end of the job.
If there is no difference, it indicates that
either the volume is not hazardous or
that the plug did not help.
As musicians, our ears are indispensible and we owe it to ourselves to consider any possible way of avoiding damage.
These days we can still wear our hair
long enough to cover our ears so that
plugs can be hidden. If a need for ear
plugs is evident, remember that they
may take a few jobs to get used to.
Just as we owe it to ourselves as
musicians to take care of our ears, we
have a responsibility to take care of our
bodies as much as possible in our work.
Meeting this responsibility does not have
to mean compromising ourselves or our

art.

THE GEORGE MARSH
CLINIC
Percussionist

George

Marsh recently gave a drum
clinic at Don Sfarzo's "Drum
World" in San Francisco,
California, sponsored by Slingerland Drum Co. The clinic,
which was attended by well
over two hundred and fifty
people, was emceed by drummer-writer Chuck Bernstein.
Mr. Marsh discussed and
demonstrated construction of
drum solos, playing melodically with Roto Toms, and an

explanation of polyrhythms.
One of the highlights of the
clinic was the premier of a
new composition by Mr.
Marsh, "Ibo Goes to College." The music, which was
composed for three drumsets
is described by George as "a
mixture of classical African
music, Calypso rhythms, original funk rhythms and jazz."
The composition was partially
funded by the N.E.A. During
the presentation of this piece
and at several points during
the clinic, George Marsh was
ably assisted by Kendrick
Freeman and Pat Scott.

LATIN PERCUSSION
CLINICIAN
PROGRAM
Ricardo Marrero, Latin
Percussion's resident clinician, participated for the first
time in Frankfurt with the
Sonor Drum Company in Latin percussion demonstrations
of the LP product line of professional percussion gear.
To many of the listeners at
the Frankfurt trade show it
was the first time they heard
virtuoso percussion talent
such as Ricardo who was able
to extract from conga, timbales and other products, the
ultimate in sound which very
much impressed the European
audience.
This event further extended
LP's growing clinician program. For further details on
clinics and celebrity clinicians, write to Ricardo Marrero, Latin Percussion, Inc.,
160 Belmont Avenue, Garfield, N.J. 07026.

JAZZ DRUMMING
WORKSHOP

ing pre-recorded big-band and
combo music, minus drums.
Ohio University announces Additional areas of study:
the Summer Music Institute Chart reading, brush techJazz Drumming Workshop nique, Latin accessory perJuly 12-18, 1981. The program cussion, and snare drum techis designed for intermediate nique. The faculty will include
and advanced musicians Guy Remonko from Ohio Uni(minimum age 15) and to pro- veristy, Bob Breithaupt from
vide them a concentrated Capital University, and Ed
course of study in all areas of Soph as Guest Artist/Clinician
jazz drumming. The schedule from the Premier Drum Comwill include private and group pany.
For further information call
lessons with an artist-teacher,
clinic sessions, daily listening Guy Remonko at (614) 594sessions, and rehearsal and 6656 or Bob Breithaupt at
performance opportunities us- (614)236-6411.

SHAUGHNESSY
CLINIC .
700 people crowded into the

Little Theatre in Worcester,
Mass. to see Ed Shaughnessy
present an in-depth drum clinic and perform in concert,
sponsored by Kurlan Music

MD WELCOMES
PETACCIA
The staff of Modern Drummer recently played host to
drummer/teacher/author Roberto Petaccia on his visit to
MD offices.
Petaccia, who recently
completed a one-year stint
with the famed Maynard Ferguson Orchestra, will be writing a series of columns for MD
on rock and funk drumming
styles.
Pictured above (left to right)
are Features Editor Rick Mattingly, Petaccia, Editor-inChief Ron Spagnardi and
Managing Editor Scott K.
Fish.

Center Inc. of Worcester, and
Ludwig Industries. The clinic
was followed by a concert featuring Ed. Dave Kurlan and
Paul Gervais, owners of Kurlan Music Center presented
Shaughnessy with an original
portrait of himself, in honor of
his visit. Shaughnessy is best
known for his work on NEC's
Tonight Show.

CATALANO
APPOINTED VP OF
SILVER STREET

COBHAM'S TRIPLE
SET
Tama Drums has come up
with an experimental Triple
Bass/Triple Snare drum set
for Billy Cobham. The layout
of the set allows Cobham to
play what amounts to three
sets of drums at one time.
Tama constructed a special
triple snare stand that remote
mounts the snare drum from
the front of the kit, leaving the
floor area on the drummer's
side of the bass drums totally
clear. A special five-footboard
pedal assembly was also constructed to allow Cobham total freedom in using the bass
drums. When asked the inevitable "Why?" both Cobham
and Tama marketing director
Jeff Hasselberger replied
"Why not?"

UNIVERSITY TO
ESTABLISH COZY
COLE DISPLAY
Robert Breithaupt, percussion instructor at Capital
University, Columbus, Ohio
announced recently that the
university's percussion department is establishing a permanent display of Cozy Cole
memorabilia and artifacts.
Cozy Cole was a student at
the university and often gave
informal lectures up until his
death earlier this year.
Anyone who possesses anything related to Cole and his
career and would like to contribute it to the university may
do so by writing to: Robert
Breithaupt, c/o The Conservatory of Music, Capital University, Columbus, OH 43209.

Bruce Hardy, President of
Silver Street Inc. has announced the appointment of
James Catalano to the position of Vice-President of Marketing. Mr. Catalano brings
excellent credentials to his
new position. He previously
served as Percussion Product
Coordinator for the Premier
Drum Division; received a
Masters Degree in music from
the U n i v e r s i t y of Notre
Dame, where he served as
graduate assistant band director from 1975-77. Mr. Catalano is an active percussionist, instructor, and arranger in
the areas of Pop, Symphonic,
and Marching Percussion.

ROB AND RICH
Rob the Drummer from
Sesame Street, dropped by
the Modern Drummer offices
recently, and dropped off this
photo of himself and Buddy
Rich. The two met at a Buddy
Rich concert in Ellington, Ct.
and Buddy invited Rob onto
his bus for a few laughs.

RHYTHM ROULETTE
Rhythm Roulette is a new
concept in practice material.
It is a durable, light plastic
case, 10 1/2" by 1/2" thick. The
case holds 64 plastic squares
having different musical notes
or symbols on each side. Included is a plastic stencil that
fits on top of the case. Read it
as if it were a sheet of music.
Turn the stencil 1/4 turn and
you have 16 measures of completely new patterns to play.
This is done four times on
each side of the unit, giving
128 measures of patterns. You
can then remove the squares,
scramble them, put them back
in the case, replace the stencil

on top and you have 128 different rhythms to play. The

variety of new patterns is endless. The Rhythm Roulette
has different sets of squares

available for advanced students, solfeggio for vocalists,
and special sets for drummers.
For further information
write: Capco Inc., 208 Route
206, Augusta, NJ 07822

LP CONGA WASHER
REPLACEMENT KIT
Contoured to fit the shape
of the LP218 conga side piece,
these richly plated washers
with rounded edges greatly reduce the chance of scratched
shells when the congero is

playing two or more drums. A
package of six, complete with
support washers.
Write to: Latin Percussion,
160 Belmont Avenue, Garfield, NJ 07026

STICKY MUFFLER
Sticky Muffler is new from
Pearl International. It's two
sheets of over 157 square
inches of pure white adhesivebacked m u f f l i n g material.
Peel-off patterned grid lets
you cut just the amount you
need without waste.
For more information write:
Pearl Drums, 408 Harding Industrial Dr., Nashville, TN
37211

HIPERCUSSION
STUDIO PRACTICE
SET
Home practice has always
been a problem for drummers
due to the noise element involved. Single practice pads
have been available for years
and whereas they solve the
noise problem, they only fulfill part of the drummer's
study requirements. With the
advent of full practice sets the
possibility to simulate movement between drums was introduced; however, many of
the full practice sets available
on the market offer very limited set ups. Now, Hipercussion brings you a full practice
kit, made to last and meet the
demands of today's drummer.
Some of the advantages are

real drum feel and rebound,
wide range of set-up possibilities, minimum space requirements, and a practice cymbal
offering same feel and rebound as a normal cymbal.
Write to: Caldironi Musica,
High Percussion Division, Via

Perugino, 44, 20093 Cologno
Monzese,
, Italy.

LATIN PERCUSSION
AND SUPER SHAKEPARTNERS
Latin Percussion, Inc. has
been appointed to be the exclusive international distributor for Super Shake products.
Latin Percussion has available for immediate delivery
both models of the Super
Shake. Model #LPSS-1 produces a tight yet substantial
sound when playing at light to
moderate volumes while mod-

el #LPSS-2 (rock model) produces a full and powerful
sound able to cut through the
heaviest amplification systems.

STAK-IT
For the drummer who always wanted to know how to
stack two or more cymbals on
one stand, Stak-It Products
brings you Stak-It. This is a
device made of strong lightweight aluminum. The drummer simply removes the wingnut on the existing stand,
screws on Stak-It, mounts the
cymbal and rescrews the
wing-nut on. Stak-It is available in either American or
Metric Thread to fit all cymbal
stands.
For more information write:
STAK-IT Products, 600 Huron Ave., Port Huron, Michigan 48060

BILLY KREUTZMANN/MICKEY
HART: THE GRATEFUL DEAD

CASEY SCHEUERELL

THE DYNA-BEE

shoulders. It can help develop
coordination and indepenDrum great Joe Morello is dence. Each Model #1050
now endorsing The Dyna- unit will have a special inBee. Joe writes, "A musician struction booklet included.
should try to develop sleek, This booklet correlates the
well-toned muscles, which are movements of the Dyna-Bee
developed through smooth, to the movements made by
relaxed, natural body move- musicians."
For information on the
ments void of any harmful
stress or tension. I stumbled Dyna-Bee write: Dyna-Bee,
on a device that can greatly Zeus Mfg. Inc., 140 McCoraid in this development. It is a mick Ave., Costa Mesa, CA
gyroscopic exerciser called a 92626
Dyna-Bee. It is a ball within a
ball. The outer ball, made of a
high impact poly-carbonate
contains and protects the inner ball; a fine gyroscopic precision mechanism. The hand
motions used to operate the
Dyna-Bee are identical to
those used by drummers.
"The Dyna-Bee will tone
and strengthen the muscles of
the fingers, hands, wrists,
forearms, upper arms, and

JAMES BRADLEY, JR.

PLUS:
AFRICAN DRUMS
THE CARE AND
FEEDING OF CYMBALS

and much more ...

