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Class Description:

Percussion class is a hands-on class that will involve playing daily. It is both a Percussion
Ensemble class as well as a Percussion Methods/Technique class. Additionally, it will serve as
the percussion section of the Concert Band. The purpose of the class is to develop the
fundamental skills necessary to be a successful percussionist at the high school level. The
instruments that will be covered include snare drum, all mallet instruments, timpani, tambourine,
triangle, crash cymbals, as well as other accessory instruments as they become relevant to our
percussion ensemble or concert band music.

Class Goals:
In addition to our goal of putting together our concert band music and percussion ensemble
music, the following skill sets will be covered:

Snare Drum:

-Matched Grip

-Full stroke

-Down stroke

-Tap stroke

-Up stroke

-Single Stroke Roll

-Buzzes / Buzz roll

-Double stroke roll (5 stroke roll, 7 stroke roll, 9 stroke roll, etc.)
-Paradiddle

-Flam

-Drag

-Rhythmic sightreading involving 16th notes, 8th notes, quarter notes, half notes, whole notes,
eighth note triplets, as well as rests

Mallets:

-Matched Grip (2 Mallets)

-Stevens Grip (4 Mallets)

-Piston Stroke

-Legato Stroke

-Roll

-Major Scales (C, F, Bb, Eb, Ab, Db)

-Double vertical strokes

-Single independent strokes

-Sightreading of basic music without ledger lines, containing leaps of up to a 4th

Timpani:
-French Grip
-German Grip
-Legato Stroke



-Staccato Stroke

-Roll

-Tuning

-Dampening

-Sightreading of basic music

Tambourine:

-Stroke/Sound Production, at various dynamics
-Shake roll

-Finger/thumb roll

-Sightreading of basic music

Triangle:
-Stroke/Sound Production, at various dynamics

-Roll
-Choosing the correct triangle
-Choosing the correct beater

Cymbals:
-Crashes at various dynamics

-Suspended cymbal roll

Concert Bass Drum:

-Stroke/Sound Production, at various dynamics
-Traditional Grip

-Dampening (Hand, Leg)

-Roll

Expectations:

You will be receiving percussion ensemble as well as concert band music. Occasionally class
time will be delegated for “IPT” (individual practice time), and it is acceptable to learn music
during this time, but otherwise you are expected to learn the music outside of rehearsal. You are
expected to come prepared to rehearsal with working knowledge of your music so that rehearsal

time can be spent productively.

You are expected to bring the required materials to class every day. That includes this packet, a
pencil, and ALL the items listed on the next page.



Materials:
-Drum sticks

Recommended: Vic Firth SD1
-Yarn/Cord mallets

Recommended: Innovative Percussion Jim Casella 1003 /

Recommended: Innovative Percussion Jim Casella 1006 or 1006B

-Hard Xylophone mallets P
Recommended: Innovative Percussion 904 //
-Timpani mallets
Recommended: Promark JH2 Johnathan Haas Staccato . Y

-Practice Pad:
Recommended: Evans Real Feel
-Stick/Mallet Bag:
Recommended: Liberty 1 Basic Stick Bag
-Metronome
Recommended: Tonal Energy App for Iphone/Android
It is required that you have drum sticks, yarn/cord mallets, xylophone mallets, timpani mallets,
and a practice pad. It is also recommended you have both yarn AND cord mallets, as yarn
mallets are intended for marimba and cord mallets are intended for vibraphone.
It is required that you have a metronome app on your phone OR a digital metronome. | will

usually run a metronome for group work, but during individual practice time or rehearsing a
percussion ensemble piece, you will need to run your own metronome.



The Matched Grip

gip the Stldj and move in exactly the same manner, Here are the steps to achieving a perfect matched grip.

Qrasp t.he stick between the fleshy part of the thumb and the first joint of the
!ndex finger about 5 inches from the butt end of the stick. This point of contact
s called the "fulcrum” and acts as a pivot point for the stick. The tip of the index
flr.\ger gently curves around the stick. Notice that the thumb is horizontally even
with the index finger.

Lightly wrap the remaining three fingers around the stick.
Avoid squeezing the stick unnecessarily!

The proper playing position can be achieved by first
standing without the sticks in your hands. Allow
your arms to hang loosely by your sides and your
shoulders to relax.

to the floor. Notice that the hands

The positioning of your snare
drum or practice pad is very
important! Adjust the height
of the drum so that the top
rim is 4 inches below your
belly button (about a hand’s
width). As you pull the sticks
up to playing position, check
to see if the forearms are in
the correct position (slightly
below parallel), then make
slight adjustments from there.

Bring both sticks up, placing the
tips in the center of the drum.
your hands should be close to flat,
and the sticks should be at about
a 90° angle. Compare yourself in
a mirror to these pictures of the
matched grip. If everything looks
good, then you are now ready to
learn the stroke!

atched grip is most com iy ,
Thet !:" beginngingstudents starrtnv(\)/irllril usedhby percussionists because it immediately applies to all other percussion instruments. | recommend
tha matched grip because of the relative ease that young students have learning to play with two hands that

Lift your forearms until they are slightly below parallel

are naturally flat

(or almost flat) and that the elbows are in a relaxed
position, a few inches from your sides. You'll want to
keep this natural space between the hands.
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TGChnique Our first technique exercise is called “8 on a hand” and reinforces the proper REBSL;NIE STRﬁKESfthat you
WORKOUT learned in the previous exercise, only this time with 8 strokes on the right, followed by 8 on the left.

Practice this exercise for a full minute along with a metronome set to 120. Watch yourself in a mirror angd
focus on playing perfect rebound strokes. Repeat for a full minute with the metronome set at 140, then 160
and finally 180. Start your practice session with this warm-up EVERY DAY!

0 Be sure to downlodd the FREE audio tracks to play along with!
l www.mwpubIications.com/fresh-approach-accompaniment-track-down!oads

R R R R R R R R L L L L L L L L

After working on rebound strokes in the “8 on a hand” exercise, you can add the
"4-2-1" exercise notated in the TECHNIQUE WORKOUT section of the book on page 73.

! Snare Drum The snare drum rudiments are a collection of the fundamental skills and techniques necessary to becom-
5 RUDIMENT: ing a successful percussionist. Mastering the rudiments will take many years of practice and practicing them

EVERYDAY is important if you want to develop into a great drummer!
|

| Single
' Stroke Roll

i Our first rudiment is called the Single Stroke Roll — or ALTERNATING SINGLE STROKES. The goal on this rudi-
|
I
7
|

ment is not to produce a “drum roll”, but rather to play perfect alternating rebound strokes. Over the course
of the 20 lessons in this book, we’ll gradually increase the tempo until it begins to sound like a roll!

Practice this rudiment as you did with the "8 on a hand" exercise — for a full minute with a metronome set on
120, then repeat at 140, 160 and 180.

R L R L R L R L R L R L R L R 1

Also practice starting on the left. Starting with the “weak hand" increases your ability to make every stroke
sound the same.

L R L R L R L R L R L R L R L R

Snare Drum Again, we'll learn this rudiment at a slow tempo, playing ALTERNATING DOUBLE STROKES. Work to ensure
RUDIMENT: that every stroke sounds exactly the same, practicing along with a metronome set at 120, 140, 160 and 180.
Only play up to the speed where you can stay relaxed and comfortable.

Double
StrokeRoll R R L L R R L L R R L L R R L L

If you're right-handed, leading with the left will strengthen your weaker hand.

L L R R L L R R L L R R L L R R

On page 72 & 78, I've included LESSON PROGRESS CHARTS to help you track the tempos
of the essential exercises and rudiments that you'll learn as we progress through the book.
Refer to this chart frequently as a guide for your weekly progress!
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Bar Lines:
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5 lines and 4 spaces

Double Bar:

Divides the staff into measures

Quarter Note & Rest:

ST

=

Marks the end of a section

US> Oor't miss cut on your 7 day free trigl of
www.mwpublications.com/fresh-ap

Tells when to play or rest

[nark's video
proach-yideo-libra‘ryr

.

[

Space between two bar lines

Time Signature:

0
Top number tells how many

beats are in oné measure

Bottom number tells what kind
of note receives on¢ beat

|E550N jibrary!

start these sticking exercises with a metronome set on 120, playi i
yoau can play all tgmnelinrletsrszfzrta:ﬁg E\;\gg‘NI;SImiSTaI;e; try P|ig/?nyénaglc?:;w?;tsﬁf?,ﬁtfslg rfo{- %rt]ii I<rninute. After  Sticking
s ani a : ; 3 ises’
%Si;e gﬁf,z:napnd e evel. If you can play the Bronze level with no mistakele:,g rrfzsg up Exercises
oR R R R R R R L L L L L L L L @
E?.WNLOAD:
o R R R R L L L R R R R L L L L wxr:;‘;(:biglt';:l:gm
R R L L R R L L R R L L R R L L
TIP:
If you have problems playin
9 R I. R L R R L R L R L R L R L :Iinelw:;thoutmistakes,a:lmz
own! If you practice it cor-
| rectly.at a slow tempo, you'll
R LRR L RLL RLURR L RL L s
OR R L R L R L R R L R L L R L
OR L L R L R R L R L L R L R R L
R R R L R R R L R R R L R R R L
oL L L R L L R L L L R L L L R
R L R L R R L L R L R 1L R R L L 3
i
Before we start reading music, here are a few musical terms you need to memorize: ﬁse_ntila_} ‘
usical lerms |

——
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LESSON 2

Technique
WORKOUT

It is important to develop a daily regime of practice on technique exercises and rudiments in order to develop gogg
fundamentals. For this lesson, practice exercise #1 and #2 on page 73 and the Single Stroke and Double Stroke Ro|
rudiments with the play-along tracks for this lesson (available at www.mwpublications.com).

Fill in the

Fill in the blanks to provide the definition for each time signature.

Blanks!
o 3 There are beats in each ) 2
The receives one beat 4
© Draw five quarter notes and 5 quarter rests
|
- g
@® When you count quarter notes or rests, you will always start on count “one” for the first note or rest in the measure.
Write the counts in under the notes and above the rests in the following measures. Watch the time signatures!
| 1 (3) | () () ] () {J €. (L) |
ray N N |~ \ (> IEEEN
) D2 ) ¥ = o
& K &
3 \ \ Li N N\ \ hY Ll N
12 4 oo, ok gmssem, s 1 . im g, e,
Special Before you begin the Playing Exercises, you may wish to practice the special exercises that are included in the
ote: Appendix on page 54 in the back of this book. These drills are provided for extra practice on the new material
covered in each lesson.
Playing Practice counting each exercise out loud before you play. Stay relaxed and use alternating rebound strokes. Work on
Exercises each line separately with a metronome set on 80, then try playing along with the ACCOMPANIMENT track at the
Bronze, Silver and Gold levels.
- ] AT | |
HOT TIP: ) 2 ) >—y 1]
Try tapping your foot 4 LTI D (EAE A S e—<C ]
while you play. This will ‘
not only help you to keep
a steady tempo, but it | ’ I ‘ ] | ‘ | I ‘
will also develop the 0 N N
necessary hand to foot e/ | ¢ M:
coordination required to = A b3
play the drum set!
As you play through | |
these lines, think of 3} 2 ¥ ¥ N ~ I
“playing your foot” L ; s ¢ €
on the quarter rests! Al -
||
:_4 W \ AN \ - e
o 2 EELaaE = |
- A < € €
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The full stroke starts up, and ends up. Any accented note that is followed by another accented
note on the same hand must be played with a full stroke.

I
. .

The down stroke starts up, and ends down. Any accented note that is followed by an
unaccented note on the same hand must be played with a down stroke.

Down

I
-

R r

The tap stroke starts down, and ends down. Any unaccented note followed by another
unaccented note on the same hand must be played with a tap stroke.

Tap
vA
|
jj
r r

The up stroke starts down and ends up. Any unaccented note followed by an accented note on
the same hand must be played with an up stroke.

Up
o
L
ﬁ




STROKE TYPES
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Technique
WORKOUT

. . ‘
e session with the technique exercises and rudiments suggested on page 72 g
rcise #4 which helps you to develop smooth, relaxed double strokes. Practice the
), then alternating (Ex. B).

It is imortant to begin ea_ﬁh s;actic
78. In this lesson, you will add exe
double strokes on each hand separately (Ex. A

The 8th Note

i imi uarter note, but with
An eighth note looks similar to a quart _
one "%Iag" attached to the stem. Practice drawing 5 —_,
eighth notes on this musical staff:

You will often see eighth notes connected together in
PAIRS. In this case, instead of a "flag,” the two stems are
connected together with a BEAM. Draw 3 more PAIRS of ~ — @@

8th notes on this staff:

J — J ] There are two 8th notes in one quarter note.

MUSIC MATH: Fill in the correct number in the blank. Remember that there are TWO 8th notes for each quarter.

1. One J = ob's 2. Two J 's D'S 3. Five J'S = ob's
4. Two .b 's = J 's 5. Four .h 's J 's 6. Ten .b's .l 's |

When counting in quarter time, the quarter notes fall on the “downbeats” (counts 1, 2, 3, etc.). The first 8th note in
a pair also falls on the downbeat — the second falls on the “upbeat” and is called “and” or “te.”

I
}

I T e B I e IO EEry | |
g tbb‘::taiﬁi:
T 1 2 3 & a 1 2 & 3 & 1 & 2 & 3 4
1 2 3 te 4 1 2 te 3 4 1 te 2 te 3 4

o

Repeat Signs

|

Two dots place before a double bar “ | is called a repeat sign. When you reach a repeat sign, goback

to the similar sign: ” | If no similar sign is indicated, go back and play from the beginning.

o

Key Exercises

HOT TIP:

Learn each of these

Key Exercises separately
with a metronome set on
70, then try playing along
with the accompaniment
track at the Bronze, Silver
and Gold levels.

Chount each exercise out loud to a metronome set on 80 first. The “downbeats” (right hands) should always fall Withh
}( € metronome dlicks. Any 8th note on the "upbeat” (or left hand) will fall between the beats. After you work up €&
ey Exercise, learn the Lesson 3 Appendix on page 55 and 56 before moving on the Playing Exercises.

A
Mmm B I T O I e N
EE 1 ®
R R R R RLRLRLRL "R R R R RLR RLR
C

:
;

RLRLR R RLRLR R

10
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Lesson 3 continued
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CHART 9
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Buzz Roll Common Mistake:

Oftentimes, students will play the buzz roll by tensing up their hands and playing as fast as
possible in a completely random way. Here is what that might look like if notated:

|—5—| L
3 3= _ r—5—
Fz oz = = ==z zZ = =7z ﬁ oo ”t
S — Faa i £ £ F - Z & L3
- = - = - s = o - = -[ o o o g g
- - L - L N A - e L B A

<---- Do not play this

However, ALL BUZZ ROLLS SHOULD BE PERFORMED WITH RHYTHMIC INTENT. | think it is
the term “roll” that causes the confusion, because rolls on timpani, marimba, etc, are usually not
played with rhythmic intent, but rolls on snare drum are always played with rhythmic intent. For
example, your buzz roll might be based on triplets:

RLRLRLRLRLRL'RLRLRLRLRLRL

Note that the speed of your hand DOES NOT CHANGE when going from normal triplets to
buzzed triplets. The only thing that changes is the fulcrum pressure, and the contact between
the back 3 fingers and the stick is lessened.

Buzzes can also be based on 16th notes:

RLRLRLRLRLRLRLRL'RLRLRLRLRLRLRLRL

Or 8th notes:

JIJJI ) s3535553

RLRLRLRLRLRLRLRL

But the common feature is that a good buzz roll is performed using buzzed strokes that are
played rhythmically.



EXERCISES

These sticking exercises work on the relaxed rebound stroke described on page 6. Strive for an even volume and consistent tempo from right to left hand.

Exercise #1: “8 On A Hand" Exercise #2: “Stick Control 1"

RRRR RRRR LLLLE LELTGLE RLRR LRLL RLRR LRLL
RLLR LRRL RLLR LRRL

Exercise #1B: “4-2-1" RRLR LLRL RRLR LLRL

RRRR LLLL RRRR LLLL RLRL LRLR RLRL LRLR

RRLL RRLL RRLL RRLL RRRL RRRL RRRL RRRL

RLRL RLRL RLRL RLRL Ll BR Lk BTR - EEE'R B E°R

Exercise #3: “Four & Four Buzzes”

This exercise works on the multiple bounce, described on page 9. Try to make each bounce “bleed” into the next stroke for a smooth buzz sound.

i ===
R L

o
R L R L R L R L R L R R L

Exercise #4: "Four & Four Doubles”

These exercises should be used to develop a relaxed double stroke. While seated, lay your hands on your leg & practice Exercise A using just your wrists.
Each stroke should be very relaxed — with no arm motion at all! Once you develop quick, relaxed doubles on each hand separately, move to Exercise B.

. o = ; ! = ™ —
4 . -3 321':'%:&?:\ . jj:k:ﬁ\ 2
R R R R RR R R LL L L L L LL

Practice this exercise with your hands on your legs, or with your sticks on a pillow (or something that offers no rebound at all). Strive for a smooth motion
from measure one to measure two, with only the wrists and fingers creating the second stroke. Above all else, STAY RELAXED!

B
I e s O e O OO R S o O s O
s o — I R R e B —
% :
R L R L RRLLRRLL R L R L RRLLRRLL
L R L R LLRRLLRR L R L R LLRRLLRR

Exercise #5: "Isolated Double Strokes”

This is another exercise that works on the double stroke — this time isolating each hand one at a time, then putting them back together. The same techniques
apply: use very relaxed wrist and finger motions to produce the double stroke, but DO NOT BOUNCE THE STICK. Great sounding rolls are achieved only with
the ability to use wrist and fingers on double strokes.

1z P A W =1 | | | M | | L .
: o339 |9 a9 & sss @
RRL R L RRL R L Rk LR & R LLR

s 0 P e 9 T S e S o 7 o O OO - O

RRL B LER L R LR TL

RL
RRL RRL R i
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Buzz Roll Breakdowns

RLRLRLRL'RLRLRLRL'RLRLRLIRL'RLRLIRLTRTL R

|RLRLRLRLRLRLRLRLRLRLRLRLRLRLRLRL| |

R

All Buzzed

Buzzes as Triplets

3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3

|‘RLRLRLRLRLRL RLRLRLRLRLRL'RLRLRLRLRLRL RLRLRLRLRLRL.lR I

Buzzes as 16ths

RLRLRLRLRLRLRLRL'RLRLRLRLRLRLRLRL'RLRLRLRLRLRLRLRL'RLRLRLRLRLRLRLRL R



: S VIR W o IO v OB s M e
:@j‘q«ﬁjﬁ;;
0 1 2 1 2 3 a 1 2 3 ] - 3 3 -
e e O e o A e e AR e S
0 1 2 1 2 3 4 1 2 3 4 1 2 3 4‘
D o A o o SO | ™ = o A e A
) v
1 2 1 2 3 4 1 2 3 4 1 2 3 4
s 8 S s (Y oy e o | e
0 :n‘;-—'f_ﬁ:-ﬂ;;:
1 2 1 2 3 a 1 2 3 4 1 2 3 4
o Pk w98 ™
0 o 2 : _&’_i__iﬁi_l-:e
! 1 2 3 1 ‘2 3 4 1 ‘2 3 4 1 2 3 4
8th Rests on the Downbeat
™ N N | | ey 1 | EoEETS |
0 e e B e e o M B v
1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4
N | e M | '
0 = ) l = T e S——
1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4
N l & N | — 1\! | o N
0 ' e
1 3 5 : 3 3 3 1 2 3 a 1 2 3 a
0 NN h = y ‘, ‘:l
; 5 - 1 > : 3 1 2 3 4 1 2 3 a
1| | o0n ey Y| |
0 i —
1 3 3 : ) 3 a 1 2 3 4 1 2 3 4
.  icpona O kst Y
’ = e
1 2 3 1 2 3 4 1 ¢ 3 ) 1 i ) )
) \ il s e g
1 2 1 2 3 a oz 3 1 2 ? i
3 4

52

n CamScanner


https://v3.camscanner.com/user/download

Ampendix e ———
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CHART 15

TTTT

ﬁ = sixteenth notes-4 notes to one count

Ta TaTaTaTaTaTaTa TTTTTTTTTTTTToo

" rJ'J ﬂﬂl.ﬁﬁﬁﬁ.ﬁJ 1SRN RINFRFRT
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w
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G RN R N FRARFRI R
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* Teacher can also indicate the number system to be used.
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CHECK PATTERNS

iziPl Ppel PRl kP rp

Every 16th note check pattern is based on the following rhythm:




Check patterns are derived from removing notes from this rhythm:




rite in the counts below each check pattern:







Sixteenth-note Timing

A

Check Pattern - le+a Pattern 1 - le+

PP s 8 e B 0 A s B O s e e e s B e

RLRLRLRLRLRLRLRL RLRIRLRRLRRLR R RLRLRLRLRLRLRLRL

Pattern2 -1 +a Pattern 3 - le a

W dde dee dee edi s e cedoe el oo se e see oo s d
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_— Lesson 8 continued ———
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CHECK PATTERNS CONTINUED (2 NOTE CHECK PATTERNS)

NN R Rl R RN

All 2 note check patterns are still derived from the following rhythm:

Individual notes, or “partials”, are removed. In our last page of check patterns, only 1 note was
removed at a time. Now, 2 notes will be removed at a time.

T

1













31

| CHART 31
T TR SR IR TR R
AFRSIR TN IR TERIS
s 3 TR ARNIRR 1T ) b AT 001 T

TTaT TTaTToo

RO ESNRTIE ISBSE b a N

AFEOIESISS ) TRIAORD L
NS EmmnNIOanmi L mI

4TS TR T )N RG] |
BN ISR e F37) 100 ) ol

Ta Ta T Tie T Tie Too

AIRSS VN AR ERS VI ER

T Tie Ta Ta T Ta T Too

b DTS |IT3J_.F3J_3J R0 JRI

A SR R NTRSO TR e TR 121 Al
TR 20 T I 1 A IV O VA o 9 A - P - N A P

* Teacher can also indicate the number system to be used.
M-403




CHECK PATTERNS CONTINUED (1 NOTE CHECK PATTERNS)
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syncopated Sixteenth Practice

Practice counting and clapping these rhythms. Write in the counts if needed.

4 J)JRST3)\ JRFT330\ FAF73000 007500
2 J)J).J73) J73) FT303 3R 71.7333 IG5 TT70
& JI0JT70 750700 JRIT3FT35 00 v by b b D DT T.
2 J JTDJ3: 019333533, Py Dy Dy BFT3J3, 30730 ¢,
4 J) 57057300, 1 TR0, 150730\ JRIRT3)
2 JTRS737003,) IR 371N R0 ),
49535 D3 D JI N M) M T3, T30 DT
4 J)JJ23J73039733, 3FJ3) D D JRI3 TR 30+ X,

4 7'ﬁ7ﬂvm7.g_|/m7'.ﬁ/m7)| WV.W.M 7'.§|/ﬁ7 ST D 1

©shedthemusic.com



Double Stroke Roll

The double stroke roll is the following sticking pattern:

_— = == ==
A A A A A A A S

rr | | rr | I rrc 1@ 1 rr | |

It should be performed slow at first, but as you get faster, you should be allowing the stick to
bounce to get 2 notes out of one motion of the hand.

That means when you are playing fast, your hands are moving at the following speed:

But the resulting sound is:

_ = == =
A

rr LI re @1 rr 1 1 rr 11

While your hands move at an 8th note hand speed, the sound produced is 16th notes
because you are allowing the stick to bounce and get 2 notes from each motion.

Here is a basic exercise to try:

H%ﬂ

| r | r

r—— —— Em— e

r + r tr r 1 r 1 r r ! r°r r | r r I r r I

r—— [——m _— |

I
1 & & & & & & & F | & &F 0 F 0 P Fo P v ) : -

1l 1 1|

r I r 1o r I o r©rc o1l rcc @ @ roc 1 1 rr 11 r
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Double Stroke Builder

Refer to Method of Double Strokes for more instruction

J=75.195 Primer

e s e O e e s A — T A — v A — o A — o O — e B — o O —_ o O —
Quads waw

R R R R R R R R R R R .. R R L
4
T Tl o o o Mo o o o o
T_D.q]:ﬁ':i
R L L L L L L L L L L R L L
/=75-180 Gallop
=il —m e N el — N
T D. o v o0 sse s s o9 s 9 eI
R R L R L L R R L R L L
10
=i —mile— == le—N—a i e——me—N— =l
T. D.
R RL R L L
13
T.D.Q]ijg-
R R L L R

ESSENTIAL: Start slow with forte full strokes on EVERY note. Then try to play it at the tap height (3 in.) to practice with
articulation. Once you can play through the whole thing with consistent rhythms and consistent sound quality,
rinse and repeat at a faster tempo. The primer and gallop are meant to be played with each other, but can be
played independently

- Use the primer to establish consistent spacing and sound quality accross every note

- If you can play the triple strokes with good sound quality accross all three notes, the double strokes will be much easier

- Practice these exercises as ALL. REBOUND STROKES. When you engrain full strokes at the slower tempos, it will
translate to the faster tempos

- In the Primer, use the eighth note bars as the subdivision going into the triple stroke bars

- Then take the triple stroke rhythmic interpt into the double stroke bars
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1. RH Natural
2. LH Natural
3. RH Doubles
4. LH Doubles
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Paradiddles

repeat
| | | | | | | | many times
e - = = = = = -
R L R R L R L L
repeat
many times
| | | | I | | | I | | | | | | |
. = = e e e e s o o4 o
R L R R L L R L R R L R L L

repeat
many times

_— e = e = e = |
R R |
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Paradiddles Practice

T

10

o o o o o

o+ o o o o + =




|Flam Breakdown RH]|

Flams
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|Flam Breakdown LH|
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Flams Practice
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TRIPLETS / QUARTER NOTE TRIPLETS

Triplets are 3 notes evenly distributed across a beat. They look like this:

> o o o 9 9 9 e
r | r 1 r I r 1 r | r |

Note how each beamed group of 3 gets 1 beat. This would be counted:
1tita2tita3titadtita




8th Note Triplet Practice

3 3 3
= | | | = | | |

s d

b 3 |

7
3 3 3 3 3 3 3 3
_ T T T \\\l ‘ o | \\\l l o |
i - i * |
10




Quarter note triplets are 3 notes evenly distributed across two beats. They look like this:

R
o o o o
R L R L R L

Notice how in this case, 3 notes are beamed across 2 beats instead of 1. This is a rare
exception to the common occurrence of individual beats being beamed together. This bar is still
in 4/4.

This would be counted as 1 tati 3 ta ti




They can best be understood by the following combination of 8th note triplet based rhythms:

See the next page for an exercise this will help you understand this rhythm!



Quarter Note Triplet Practice

R L R L RL R L R L R L

(Left hand played on leg)
3 3

R L R L R L R L R L R L

(Create same rhythm, but change the sticking to alternating. Still subdivide the space!)

3 3 3 3 3 3
| | | | | | | | | | | |
| | | | | | | | | | |
H—"o "o * o %= O ) B T ) B € ) B T BT
R L R L R L R L R L R L R L R L R L R L R L R L
(Left hand gone; play it mentally)
3 —3— —3— —3—
'_3P\_‘ N |—3r| N |—3r| N '_3P\_‘
H—=— e ——— — C— e —— —
R ) R ) R () R ) R () R R ) R ) R () R 1) R () R ()

83— 88— —838— —3

[ I I R [ I R N |
= —— ———
R L R L R L R L R L R L R




HOT LICKS

Solo No. 1
Level - Easy by Edward Freytag
SR [zomre) ) RS [ 3 | = f | 4 | [ ]
%:b:tﬂ:j:‘::t.ﬁ_‘__&_ﬂ -
R L R R L R L L R L R L R L R R
S
5 |(r—— [ M cpmey| —— ; ™ - @ [re——m— ] —_—
T
R L R R L L L L L R L L R R R R R R L R R L
@9! ;»)I 10 1»)1 i 1 — —— 1 T3 |
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R L R L R R L R L R R L L R
yid
I CI [Fomr] i [ T s = T 16 = |
e e ™ e | S et Ee— S——
R R L R L R L R R L R L RRTL R LR L R
mf

e B _ N _N___P%___ N

RLRLUIRLTZ RL R LRLUIRLTZ RYL R LRLRLT ERL

RLRLRTULT RL

2 | | ! ] o O E— 23— ] 2 [ —— ]
‘ = o e — ———" e R R — —
=
R L R L R L R L R L R R L L R L L R
(on rim)
25 j | 26 ] [ 27 f T 1 1 [ ]| 28 pre— ! 1 | |
= X = = e e B E—" E—— — i— —" —" D— f—
R L R L R L R L R L R R L R L R L L R L
>
—_—— g )
29 =) [ | 30 [ l [ l 31 [ ;{ 3 . ] ;L‘l
R R L L R R L L R R L L R R L L R

Rudiments Contained:

single paradiddle flam
triple paradiddle double strokes
single stroke roll

_917.
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Tambour militaire

Alborada del Gracioso

Maurice Rave]

1918
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*) auf dem Kessel / on the frame ;

#*) auf dem Fell / on the head

© Editions Max Eschig, Paris, 1923
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PERCUSSIVE ARTS SOCIETY INTERNATIONAL DRUM RUDIMENTS

All rudiments should be practiced: open (slow) to close (fast) to open (slow) and/or at an even moderate march tempo.

|. ROLL RUDIMENTS 10. Nine Stroke 9 - 9 -
A. Single Stroke Roll Rudiments Roll * f J ? J
1. Single Stroke ~ ~—
Roll * R R L L
o000 000oe0
RLRLRLRL 11. Ten Stroke 10 — 10 —
Roll *
2. Single Stroke 3 3 ? ﬁ v ? ﬁ y
Four J J . ” .
oo oo R RL R RL
RLRL RLRL L LR L LR
LRLR LRLR 12. Eleven Stroke 11 — 11 —
3. Single Stroke 6 Roll * ﬁ ? ﬁ
Seven J i Vi
N~—— ~— —
oooo000 R RL R RL
RLRLRLR L LR L LR
LRLRLRL
13. Thirteen 13 - 13 -
B. Multiple Bounce Roll Rudiments Stroke Roll * ﬂ ? ﬂ
4. Multiple
N~~————— — N~—— —
Bounce Roll Z R R L L
5. Triple Stroke 3 3 3 3 14. Fifteen Stroke 15 _ 15 —

RRRLLLRRRLLL R LR L
. L RL R
C. Double Stroke Open Roll Rudiments
6. Double Stroke 15. Seventeen 17 = 17 -
Open Roll * f Stroke Roll f J f J
RRLLRRLL ~— ~—
R R L L
7. Five Stroke 5 — 5 —
*
Roll ﬂ ﬂ II. DIDDLE RUDIMENTS
~— ~— 16. Single = =
R R L L Paradiddle *
8. Six Stroke Roll eosos000
' =0 ==06_ = RLRRLRLL
735773 17, Double - _
—— - Paradiddle *
R LR L Frrrrrrrryryy.
L RL R RLRLRRLRLRLL
9. Seven Stroke 7 =7 = 18. Triple = =
Roll * % j % j Paradiddle
° 00000000000
SN— SN—
R LR L RLRLRLRRLRLRLRLL
L RL R 19. Single > =
* These rudiments are also included in the original Standard Paradiddle-diddle
26 American Drum Rudiments. o000
JZ\H[:USS'VE Copyright © 1984 by the Percussive Arts Society™ RLRRLLRLRRLL
127 E. Michigan Street, Suite 600, Indianapolis, IN 46204 LRLLRRLRLLRR

Q@SUEIETY

International Copyright Secured All Rights Reserved



IIl. FLAM RUDIMENTS
20. Flam *
yd 2.

LR AL
21. Flam Accent * = =
ﬁJ ] ] b
IT;R L R FT/L R L
22. Flam Tap * = = = =
PP PP PIPP
LR RRL LLR RRL L
23. Flamacue * =
133 a0
I:-El L R L I?El
RL R L RRL
24. Flam = =
Paradiddle * f(. o o f(. o o o

25. Single — _
Flammed Mill
J‘x‘ ® @ ‘J‘X‘ ® O @O
LR RLRRL LRL
26. Flam = =
Paradiddle-
diddle * f(“.“‘ﬁ‘.““
LRLRBRRLLRLRLLRR
27. Pataflafla = > = =
ﬁ‘ @ ‘ﬁO ﬁ‘ @ ‘Jb{‘
LRLRRLLRLRRL
28. Swiss Army - 3 - 3
Triplet
ﬁ‘ @ Oﬁ‘ @
LRRLLRRL
RL L RRL LR
29. Inverted Flam . = = -
Tap
ﬁ‘ ‘ﬁO OﬁO OﬁO @
LR LRL RLR LRL R
30. Flam Drag

S 7T T

LR LLRRL RRL

PERCUSSIVE

IV. DRAG RUDIMENTS
31. Drag *

5J &4

— —

LLR RRL

32. Single Drag =

5/ 3a)7)

LLR LRRL R

33. Double Drag =
Sefe 4E.5.

L RRL RRL R

- =
Fdodefeae
LLR L RLLR LR
RRL R LRRL R L

.

LLRLLR

34. Lesson 25 *

35. Single = =
Dragadiddle P p”
o O 6 0 0 0 0o

RRLRRLLRLL

36. Drag - =
Paradiddle #1 * J J
Ho o 0 @ Eo o 0o 0
RLLR LRRULRRLRLL

37. Drag Paradiddle #2 *

:1@;@,...j§j§5...

RLLRLLRLRRLRRLRRLRLL

38. Single 3 3 =

—
Ratamacue * J J
E 00 E o 00

—

LLRLRLRRLRLR

39. Double Ratamacue *
3 = 3 =
FdFdeddTeddes
LLRLLRLRLRRLRRLRLR

40. Triple Ratamacue *

Jilili.:.jil@i.:.j

LLRLLRLLRLRLRRLRRLRRLRLR

S U E | E T Y For more information on becoming a Percussive Arts Society subscriber contact PAS at:
127 E. Michigan Street, Suite 600, Indianapolis, IN 46204 . E-mail: percarts@pas.org . Web site: www.pas.org



lechnical Approach

2 Mallets

Start by conceptually dividing a mallet into thirds:

Place your thumb and index finger on the lower third, and wrap the back 3 fingers around
the mallet to that there is a bit of space between your index and middle finger:




If done correctly, you should see what we call the “T-Grip™:

Turn the hand over so that the back of your hand is not quite parallel with the keyboard, but
close. This position is what we call German grip, and it will be utilized for general 2 mallet

playing:




4 Mallets
At Dakota, we play with Stevens grip. If you have not played with Stevens grip before, here is
a brief walkthrough:

-Wrap your pinky and ring finger around a mallet. Allow a little less than an inch of the back
of the mallet to stick out from your fingers. This mallet is called the “outside mallet”. (See
first image)

-Next, place the bottom of a mallet’s shaft directly into the center of your palm. Make sure
the very bottom of the mallet shaft is actually in contact with the center of your palm, as
opposed fo the side of the mallet shaft. This is called the “inside mallet.” (See 2nd image)
-Wrap your middle finger around the inside mallet, as pictured above. (See 2nd image)
-Place your index finger and thumb on the inside mallet to form the “T-Grip”, as pictured
above. The index finger should remain underneath the thumbnail, not tucked in towards the
base of the thumb.




Double Vertical Strokes
The double vertical stroke is a stroke in which both the mallets in one hand contact 2 bars
simultaneously.

It is important when we set up to play a double vertical that our mallets are level and on a
flat plane. I call this the “home base”, and we should always strive for as flat of a home base
as possible. When our home base is flat as pictured above, our hand should be at a slightly
furned over angle. Avoid having your hand at the following angle:

The issue with this angle is it forces your hand to rotate in a way that is not as anatomical;
the range of wrist motion when your hand is at this vertical angle is very little. As a result,
players who play af this angle tend to inflame their wrist fendon over time, or have fo
compensate for their lack of mobility by adding additional arm to their motion. When your
hand is at the correct slightly turned over angle, there is a significant amount of added
mobility and comfort added to the stroke.

Once you have achieved the correct angle of your hand, set your mallet heads down on the
bar to check your bar placement:

11 P <




We call this the “shish-kabob”, because the mallet heads are in such a straight line that you
could skewer them. This must be the case to achieve consistency of sound. If your
shish-kabob is incorrect, you should check that you have the correct amount of your outside
mallet sticking out the back of your hand, which should be a little less than an inch:

Additionally, check that your outside mallet is af the correct angle relative to your forearm:

] — T

ﬂ.{l_r

2 '- - . -
_ g 2
-___\_-‘_ - "‘;. ..- :__
Ml Vs ey

This can be achieved by first bisecting the angle of your 2 mallets with your forearm, and
then making a small adjustment to ensure that mallets are in a straight line over the bars.

If your bar placement and home base are correct, simply turn your wrist down to contact the
bars simultaneously with both mallets.



WHERE TO STRIKE THE BARS
{NEXT-BEST

® v 8 /BEST
: S | R .7
(NODE)

The best tone is obtained by striking the bars in the center. The next-best place is on the end.
The area over the connecting cords should be avoided, as this is the node of the bar and hence the reson-
ance and tone quality is minimal.

The “naturals” are always struck in the center. Although the “accidental” bars also sound best

when struck in the center, the extra distance the mallet has to travel to get there hampers facility and
speed; therefore, the “accidentals” are often struck on the end.

STROKE ACTION

ited almost entirely to the wrij
fingers when striking the instr

. The stroke action is lim
.:avmd using the forearm or the
In waving “goodbye”.

To develop a firm touch, raj
- 4 r i
il aise the mallet head at least nine to ten inches above t

/
3“_411 \ /
8”_9’[ '!

INCORRECT HEI
G
FOR STROKE 2

st. The student should take

; great care to
ument. The wrist movement i

s the same as

he bars when

CORRECT HEIG T
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PREPARATORY ROTE EXERCISES

L. % Rl R R R R R Repeat several times.
2. L L L. 1 v 1 1 g Repeat several times.
3. B R 0B - R el @ I Repeat several times.
4. R R L L R R L L Repeat several times.
o. R L R L R L R L Repeat several times.

%ﬁ

etc.

loping manipulative facility are continued
develo
g for

ix in the pack of this book.
i .
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Play on any bar.

Important:

1. Raise both mallets the same height.
2. Strike both mallets with equal force.
3. Keep muscles relaxed at all times.

L = Left Hand. R = Right Hand.
Repeat
L R L R L R etc. Times

Alternate slowly, then gradually increase speed until limit is reached, then gradually slow down.
Repeat this process many times, trying to get a little faster each time.

2] | 3%
I.FJJ—J—J—J—L‘-&-% 2. . oo o L‘& T

Bbrm

o 1l

R .
tempo by :::az gach measure many times, Start at a slow speed (tempo), then gradually increasé the
8¢ over a period of weeks up to approx. mm. quarter note =132.
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Page 7

MUSIC NOTATION

Sound has four properties:
intensity (loudness), and timbre.

The duration, or length, of a sound is represented
graphically by characters call NOTES. The names of the
five notes which are most commonly used, plus the rela-
tionship that each has with the other, are as follows:

pitch, duration,

One whole note 4

d d
i)
or eight eighth notes, 'D ﬁ ﬁ J) J J ] ]

equals two half notes,

or four quarter notes,

Since pitch is represented in music by more than
88 different notes, and because in actual practice using
ledger lines is inconvenient, symbols called CLEFS are
used to establish various reference points on the staff for
the placement of notes. The following two clefs are the
ones most commonly used:

The G clef, or treble clef, estab-
lishes that the note “G” is located
on the second line of the staff.

The F clef, or bass clef, estab-

or sixteen sixteenth notes. ﬁﬁﬁﬁﬁﬁﬁﬁJJ ddedds

Silence is indicated by characters called RESTS,
which bear the same relationship to each other as do
notes. They are as follows:

One whole rest -
equals two halfrests, = -
or four quarter rests, t{ 3 t{ t{

or eight eighth rests, A f

sixteensixteenthrests.‘./ 7 '7 ‘7 ‘7 ‘7 ‘7 7 ‘7 '7 7 7 '7 ‘7 q ‘7

The highness or lowness of a pitch is repres_ex.lted
by the placement of a note on a set of five horizontal lines
called a STAFF:

STAFF T
Staff with ﬂ—j——r‘—?:
notes ——— .

The staff can be enlarged by using fragmentary
extension lines called LEDGER LINES:

, 2 ¢

T ]
] 2 =1
T

43;3

Ledger lines below

Ledger lines above.

<) lishes that the note “F” is located
> on the fourth line.

Higher sounds, produced by smaller instruments
such as the violin, clarinet and flute, are written in the
trehle clef. Lower sounds, produced by largerinstruments

such as the tuba, cello and bassoon, are placed in the
bass clef.

. Music written for the marimba and xylophone

is usuall%placed in the treble clef. The placement of the

notes in the treble clef, and their names, are as follows:
‘\"} 1 i - _A— 1 :
T 1 - | el 1 1
o

l Y i
E G B D F F A cC E
The chart on the nest page shows the relationship

of the entire marimba (xyloph :
placement of the notes on ﬁ?e%gaf?f?e) keyboard with the

- ——
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READING EXERCISES

ete.

R etc.

¢
$ 3
TYx 33

Rk
o

Count aloud and play

-r14 &

l.l.l.‘ R

I~

e
T =

1

L etc.
L etc.

Hy

™

CamScanner
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o)



https://v3.camscanner.com/user/download

Hy 3

4 etc.

3

y

Count very evenly.

3" 4

10
11

e =
17 ™
H1e A

CamScanner

)|

Go Tell Aunt Rhody (Folk Song)
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KEY SIGNATURE

A sharp sign (# ) before a note tells us to raise that note
one half-step, A flat sign () before a note tells us to lower that
note one half-step.

A key signature consists of the sharp(s) or flat(s) which may
appear on the staff immediately following the clef sign. It tells us
that these notes are to be played as sharps or flats throughout the
entire piece.

KEY OF F

Key signature. Play all "B's"

I down one half-step.
O ; 1Y N N— i — N r;\] == e | |
] 1) I 7 .ll / .ll } .II_ LY I ) .ll jj] I 14 1 I
1] 1V 1”4 | 4 | 4 Vi ) e
1 4 L 0 y
0 T = Thl i 1 —1 — Ihl 1 T e
| 1 ef |
ﬁﬁtﬁ‘_.l i tdl—‘id!—
L R o
| 1 | | | 1 1 | \ = \
e —— e — L
;EF__—fﬂ}__‘_i:!:i:;t:: T = o
L R R L
Loch Lomond
Harmon% ~— — ! s B . rtg-r_r:______
Z] T 1 VY -
W—E T ] I I ==t b_‘- 1 T —
— 1 —~) !
*
A Melody skl g e -
7 T G =111 H
1 ? L 1 I 1 1
:@rb 1 = i‘:tt“—i:!' — ‘! 1, ! 1 7
' A Z] -‘]- v 1 ¥
Fa P [ - — }
= =1 1
) ! } 1 1 1
) 1 ! |
Fa) | ~ [P ! 1
7 = ==—=T—"1 = —t $ |
o S—— ] I i
AvJ 1 }
e -¢
R

¥ Music does not always begin on count "1". When it starts on the last
count of the measure, that count is called an "up-beat", The notes
that precede the first bar line are called "pick-up" notes. Notice
that the last measure of this piece contains only 3 beats. The fourth
beat, in effect, was "taken away" and put at the beginning.

CamScanner
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READING EXERCISES
WITH ROLLS

4 s Y ‘5
—— = — =
o (o]
O] Z
il a)
3" A ~ &) <4
b ”]
A\RYJ o
L 7] Lasl
e
0 P
1V 4

®%§
b
Wtu

i
W
W

Tk

q

N

Lo L

WHOLE NOTES

This is a whole note : o It is equal in value to two half notes

o

o]
N

It is equal in value to two half rests

or four quarter notes:

This is a whole rest: -

or four dquarter rests:

Count aloud. } 3 3 3
1 2 3 4 1 2 3 4

0 -
= = Z =
LAY Z] L —
e
Fa) -~
- é -
—IAaY (&) ©r
A\NY
e
A Ve @
— 1 - - = —
—r— Z
e rd
Pa) O
= 1V A L ——E —-\—ﬂ
[ e
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Duke Street

7 —
5—%3

Schumann - A Little Piece
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COMBINING ROLLS
AND STRUCK NOTES

Billings - Chester
2] S —— —F
— ; 1 L- (@] | F_' [ & ]
@? o — = 2 1 2 e ———
T T
R L L
H i { ) =
6 o - -
—w » - % e o 8 =
v 1 ] b - ] ;: ) 1
= £
e Se—— . | : ———
— == I % 1 i 'P_q_d:E—l,_-'_j 4 5
.\ 4 il 1 i 1 1 L I | = > ! [ % ]
T 1 T 1
L

DYNAMICS are expression marks indicating loudness or softness. P (piano)= soft,
mf (mezzo-forte) = moderately loud, F (forte) = loud. When playing p railse
the mallets only 2 - 3 inches above the bars. When playing mf raise the mallets

about 5 - 6 inches , and for playing f raise them about 8 - 9 inches.

0 I o | -
Sl F i T

m
ﬂ

‘ﬁ
\

From St. Jacome — St. Jacome

L
_n ; b AL _Ii YA} )
1 =
D) r jﬁ#
! # B
o o L : — rAll
2 st
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n - Theme from the nSurprise" Symphony

Hayd
D ! —F
3";14 —i .}“': i i? _‘{- - ‘——‘£ ny
& == " ¥ éﬁ
P

) —— s -1 — " L —— s
G =y = — = e
%,H‘i“—‘“——?:b = % <o = =
i— — = —
ES==SB8s= = =S= s —
= =
%_L’ 41' S — af L

f —w LA S_—
L —— ,
§§5:i——5——1t;; J , % oot 3
7] g ¢ @ = — v

LARGER MELODIC LEAPS
N
7&5 —Z - S—
T E=E=S=—=c—=—
Va)
&b — = 2
= == =
T =
e —
D MAJOR

:Q#u_n Iﬁ\
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ARPEGGIO STUDIES

i uux =

= = 73 ﬁa-
= = |
e B 47
L L
)
y .o ‘1 l d l f
e - 'g ) — i
R R
R oo,
o P .2
N s ====c
Fa) s W b] : ] ﬁ ! £
- = £ =
¢ <
. R
R Py,
5 & == e l %
A \R"J d d l
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Mozart - from The Marriage of Figaro

Page 31

e e e e e E L e ! Sre=—————
T L e e i | B S :
¢ L L -y -
R
- : X ——" .
et = e
N T2 r ¥ L. =
A - - e
:;,;\Q ‘})g :IF___J" *Iinl nll ? | - N ) B W | . ;Ir
5 A } = é "[Uﬁ
&) R L L \___/
Clementi - " Trumpet Call " Sonata
ﬁ F l .:5? 1 1
A \AV.T* S o o 1 % ] : e
e —  S———— b %
L R R L L
A | e - I
= P |
S - ] I ‘!ﬁ—-—i—-——L
a 0 &
R R
Beethoven - Ecossaise (adapted)
L
ﬁ:' —— — ", - s —— ﬁ
Vi wf S
L
E [r— - == f T l[ } e ™% ! - e+
S i "f
Verdi - » anvil Chorus " from Il Trovatore (adapted)
Roll all quarter notes -
{ - e i o B 1 -1  —
g =
| | :
4 — ™ : } §
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Tscaikovsky - Serenade in C
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n el N
e ] —F 7 —j
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Meacham - American Patrol
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C Major scale
—£H— : !
. 1
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L= : :
A Minor scalé ¢
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2= === === :
= e
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o % n i = —F———
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Swedish Folk Song
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Mozart - from Rondo Alla Turca

Allegro

Page 29
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Hava Nagilah (Palestinian Folk Dance)
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Corelli - Gigue
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Schubert - from Piano Sonata in C Minor i
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Louis Lambert - When Johnny Comes Marching Home
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Allegro = 126-132

COLAS BREUGNON
OVERTURE

Dimitri Kabalevsky

(1904-1987)

»

Copyright © 1937 (Renewed) by G. Schirmer, Inc. (ASCAP)
International Copyright Secured. All Rights Reserved. Reprinted by Permission
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Double Verticals

Marimba




Single Independent Strokes
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Range Of The Tympani

The tympani sound as written. They are non-transposing instruments.

The complete range of the modern tympani is from low C fo high C.

The correct size drum should be used whenever possible in order to get a good quality sound for each note.

The most popular size drums are the 28" and the 25".

o \°*
The large 28" drum has a range from low Fto C. = o)
O
The smaller 25" drum has a range from Bb to F. _':;': 'BA =2

It is possible, and sometimes practical, to go above or below the given range for these drums.
These notes are not recommended for the given sizes and should only be used when necessary.

The large drum (28") can produce the low E and high D. -,5/\' o
©
The small drum (25") can produce the low Ab and the high G. — =
718

The 30" or 32" drum will give good quality from low C to A. . £
The low C will need a drum of 32" or larger to obtain a high quality sound. : —O
=S
The 23" drum will give good quality from high D to A. e
7 O
The piccolo drum of 22" or Il ill i , . ©
F topthe C above. f smaller, will give a good quality from the high ﬁ: =

Several of the modern composers have used the extreme ra
Risio Bb,ﬁ and Stravinsky used the high B S The

celebrate ;
transcriptions of Bach, used the low C ZE= | d conductor, Stokowski, in his orchestral

nges of the tympani very effectively. Janacek used
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Striking The Tympani

It is important to remember that the tympani should be struck in the same area of the head each time, |5 thig
is not done, a variety of uneven sounds are produced.

The monon used in striking the tympani is that of wrist and fingers. No arm or elbow motion is used at thig time,

In order to understand this properly, do the following:
_ 1.- Rest the stick on the drum head, 3 to 4 inches from the rim. .
2. an the stick ﬁrmly between the thumb and first finger. Curl the second and third fingers around the stic

a With the wrist only, raise the stick upwards and strike the drum in a downward motion.

4. When the stick strikes the drum, the hand catches it as it rebounds.

This procedufe should be practiced with alternate hands: right, left, right, left.

The Proper Method Of Execution

It is essential that the player equalize the strokes in order to produce an even sound on the instrument.
Make sure that the SthkS stnke the drum head in the same area with each stroke.

Practice the followmg exercises first with the right hand alone, then with the left hand alone, and then with
both hands alternating.

Let all the m;‘es‘ ring.

L3
, Exercise 1
T 1 p—T —
1 T 1 - — s I e — ] T
o —a—a— ]
1 p— 1 1
— 11 1 Fa——1—1 T ! lj'-ql—l T .
a3 '
)— o s S —T o — ; "
| I ) (e | 1 1\{} II;—];—;;—:
ji& | G
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Tuning The Timpani

By Ear:

1. Begin with the pedal all the way down

2. Listen to the pitch you are trying to tune to using a marimba
or the Tonal Energy App.

3. Lightly strike the drum and begin moving the pedal up; gliss
until you get to the note that sounds the same as the note you
just heard.

With Tonal Energy App:

1. Begin with pedal all the way down

2. Hold phone up to drum

3. Strike the drum and begin glissing up until the app shows
that you are on the correct note; Green Smiley Face will also
appear.

With Tuning Gauges:

-Note that tuning gauges are only accurate shortly after
setting them. You may not set them and then use them a day
later without first resetting them. The ranges of the drums as
well as the pitch of the drum change daily.

1. First, use the Tonal energy app to accurately set all note
indicators
2. Pedal until the needle reaches the desired note
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Moving From One Drum To Another

irecti ds, thus
the change of direction of the hands,
gdrum with the left hand, the left
p to eliminate dragging the tempo

The technique in going from one drum to another is to anticipate
Wwhen the right stick strikes the small drum and the next beats falls on the large

hand should be on its way over to the large drum as soon as possible. This will hel
and make execution so mglch easier. £

In playing tympani, the motion should be from hand to hand, preferably

cases, this rule is violated for the convenience of sticking. However, at all times,
from hand to hand.

right, left, right, left. In many
the student should try to play

Practice the following exercises keeping this principle in mind.

Exercise 5
InA&D :
A } 1
F O —p ] Fo—p—p—p— o
. s T | 1
R L R L R L R R L L R LR L R L
L R L R
%) ' == ; ! ' !
o > > — o—p—p—p
P = ]
T = ——
R LRTUL R R LR L R LR LRR L RRL LR LR
< Ul | do—o} 1 | = | I
s O _— = T — = - o o | £ "%;
e s == ==
LRLUR R LlLlR L R LR L L R R LR L R
-6} —— S B H— S v " v—— T w— ——1
R PP
R L R L R L R L R L R L R L R ]Ll RL R L R L
% e | T } E—r | T . | 1 T
: == ¢ ##s " >
1 1 | e e e ! T 1 bid_ﬁ  E—
| Y T I el | —
R RLR R LRL R LRLR L RLR R L RLR LR L
L RLII.-
R R L Exercise 6
InA&D 3
—%7 T | somm— |
) _,",'—P—I’-—m :
e | | I ™ R e e
R RLR L R R LR R LR LRL RLR L RL R LR
RL R LR
L L R LR L RL
3
e e e e = e e e p——
%—%—M—m—a——p—ll
l - i
R R LR R L RLR R L R R LR R LR LR LR R
L RL
| e | ey e |
e e e e —— % ; .
j I;z RLL L R ! j = } — !
L R LR L L L R L R L R L
= —>s — T . 3
e o e e ! =t y
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Exercise 7

InG&C
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Exercise 8
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The Roll

i er do i R
The purpose of the roll is to produce a sustained and even tqne.tgl;;otﬂglgtopzﬁg insnﬁfng,ts %’leCOntmumg
to draw the bow across the strings; the trumpeter does it by continuing ' tympanjst
must do it by rapid succession of strokes on the drum head.

: : 1 can be executed so that it will sounq lik
When the proper stick and the proper technique are used, the ro : e one
continuous evenptoge, with none ofpthg separate single beats being hheag(}i)frhe key to securing such a rol| 4 the
following (the student should keep this in mind while developing the roll):
1. The first stroke of the stick sets the head in vibration.

2. The object of every stroke after this is to sustain, to prolong the vibratio_nﬁ already Sft TP The best quality ro|
will be obtained by striking two different spots in the same area of the head as in the open "V" picture on page 2],

A series of strokes, no matter how rapid, will not produce an even and unbroken sound if the new vibrations

are set up and destroyed with every stroke. Only a definite effort by the tympanist to keep the head in vibration
and to sustain the vibrations already present, will produce a good roll.

The tympani roll is a Single stroke roll. It should be practiced using alternating strokes.

The Speed Of The Roll

The speed of the roll will depend on two factors:

1. The tension of the head, that is the pitch. The higher the pitch, the greater the tension, therefore, the greater
speed will be needed to keep the head in vibration. The lower the )

> itch, the less tension on the head, therefore, the
speed of the roll will be less in order to keep the head in vibrationl.)

2. The dynamics. The louder the dynamics the faster the roll. The softer the dynamics, the slower the roll.

g the roll. After the wrj
the drums_to every note in the tympani rang carepyy e developed and you feel you have control, tun¢
head in vibration. :

Andante Exercise 10
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Practice Exercises 11 - 13 first as written, and then tj
, tie the rolls to the followi
oWing note
gkt Exercise 11
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InA &D Exercise 13
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Practice Exercise 14 as written.
InG &C Exercise 14
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Muffling The Tympani

Proper muffling .of the drum -- that is, stopping the vibrati , ' :
wchnicalprequirement. pping the vibrations of the head completely, is an important

In the first measure, the note is allowed to vibrate for the first two beat ; , o
the half note it's proper time value. In the second measure, the eighth notz Si'sTéli:et;urigsbeat & ":l“fﬂw-al 81‘“38
muffling on the eighth rest immediately following the beat, proper time value by

However, when playing with an orchestra, listen to how they are phrasing and muffle accordingly

There are two reasons for muffling; 1. to prevent the sustained tones i : :
i i e ; of the drum fr
succeeding tones or the succeeding harmonies of other instruments, and 2. to give the OI:létérsltcggglggl v\:;th ﬂgﬁ

proper time values.

For example:

N

=i
f f

Muffled Muffled

In this second example, each note is muffled precisely as the following note is struck.

Muffled Muffled
L |
] xt
f !

Muffled Muffled

:
|

Method Of Muffling

Muffling should be done with the last three fingers of the hand, firmly but lightly aga'ms-t the head.
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Cross Sticking

xecute fast passages
f ticking is important to enable the player to €
A thorough knowledge of cross s

icki ith discretion. After 5
. e e r place.
faona. The paye shoulﬂl uss:ognliatrynp?o use it ;ts proper p
g nderaang of o e oA A
thorough understandin

How To Cross The Hands Properly

1. The first four notes are played in the normal position.

] f

; i ining in the crossing position,
d by the left hand with a "sweeping” motion while remaining
3. The sixth note is playe by the le ”
4. The final two notes are played in the normal position.

RLRI®R LR L

: ts slowly at ﬁrst,_ workin
dlzﬁ.aigr%%toh:pc:‘: sas sl;g::d as fast as possible while
build the

for even

ess in sound,
still arti

& 3 3 n,
! After you feel secure in its executio ;
culating clearly.
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The Staccato Stroke

; ; i jon. It is im
It is often necessary to produce a clear, concise_stroke for clarity of articulation portant o
develop the staccato stroke in order to properly attain this sound.

How To Develop The Staccato Stroke

The student should first refer to the chapter on Holding
The Sticks. Review this position and take special note of the
thumb and first 3 fingers. By exerting different pressures with
-these fingers on the stick, it will be noted that different
sounds can be produced on the tympani.

To achieve the Ultra-Staccato stroke, follow the procedure below:

1. Place the sticks approximately 2 1/2 inches from the rim.
2. Use a short, choppy stroke. ’

3. First squeeze, then relax the fingers after playing quarter or
eighth notes. There will not be time to relax the fingers when
playing sixteenth notes.

4.

This technique is good for playing up to a single forte. Use the

"thumb on top" grip explained on page 33 for fortissimo staccato
strokes.

Practice the following exercises making a special effort for each phrase to be clearly heard by exerting
the correct amount of pressure between the thumb and first 3 fingers.

InA&D

Exercise 22
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SECTION TWO

Exercises For The Development Of
Technique On Two Drums

InG&C Exercise 26
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Tempo di marcia J =96
o i : } I
Freg ————— _ '
p —— mf® R LR R LR LrRTL r 5

“ ~
RLRLIRLRLRLRLERL RL RLRRLRL RALR

R R
R RL R
LRLR LRLRLRLR LRLR®L RL RI®RL RL R
P o | 1
Tt quFﬁ:
= o . 0 \ﬁ'\_
R R LR
<f
B e ==
e R iy Wy~ Wy Ny~ W—
R R®L R Rl@‘R R
. f ——— p R R R R L AL
” cresc. - - - - . i ~ )
- | 3
‘ﬁ. ]k Alk i 1 4 1l |
= — a2 — i%
- 4%:; I
R L ROLR | “fg—;
- ) ) il yid rit.



https://v3.camscanner.com/user/download

86

: == e R wra
> Y 11 1 1A 7
v 1 V_ F Creie. - - o
P ooy
' oo
_I ] A = _ s 1_ = | - o _f Pi”f
S —i—h—r —

~

in % Malta vivaca 1 _ 112



https://v3.camscanner.com/user/download

THE ART OF
TAMBOURINE AND TRIANGLE

PLAYING
by
Neil Grover
and

Garwood Whaley

A\

Copyright ©@ 1997 MEREDITH MUSIC PUBLICATIONS
170 N.E. 33rd St., Ft. Lauderdale, FL 33334
International Copyright Secured » Made in the U.S.A. ¢ All Rights Reserved.



ao

INTRODUCTION

The tambourine and triangle are two of the most ignored instruments in the percussion family.
While most serious percussion students spend time practicing snare drum, timpani and keyboard
percussion, few spend time practicing accessory instruments like tambourine and triangle. This is
unfortunate since both student and professional percussionists spend much of their performance
time playing on accessory instruments.

Percussion instruments, especially tambourine and triangle, require separate and unique tech-
niques that are difficult to master and cannot be learned “or. the job.” Like any musical instrument,
skillful playing can only be achieved through study and pracrice.

This text provides information on the history, selection and fundamental performance techniques
for both tambourine and triangle. It also provides skill-development exercises and duets that cover
all of the essential performance techniques for both instruments. The list of selected literature pro-
vides outstanding examples of the use of these instruments in both band and orchestra. We would
like to thank Dr. Guy Gauthreaux for his assistance in compiling this list and Frank Kumiega for his
assistance with the diagrams.

It is our belief that an artistic approach to tambourine &nd triangle playing will result from the
careful study and diligent practice of the materials contained in this text.

—Neil Grover and Garwood Whaley
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SELECTED LITERATURE

The following works represent excellent writing for tambourine and triangle and present technical
and/or musical challenges for both instruments. The study and performance of these works will al-
low the percussionist to apply the techniques presented in this book to works in the band and orches-

tra repertoire.

BAND/WIND ENSEMBLE ORCHESTRA
Tambourine
Armenian Dances Reed Arabian Dance (Nutcracker) Tchaikovsky
Celebration Overture Creston Carmen Bizet
Fiesta Del Pacifico Nixon Carnaval Quverture Dvorak
Festival Variations Smith Capriccio Italien Tchaikovsky
Incantation and Dance Chance Petrouchka Stravinsky
Laude Hanson Polovetzian Dances Borodin
Sante Fe Saga Gould Rhapsodie Espagnol Ravel
Symphony in Bb Hindemith Roman Carnival Overture Berlioz
Putza Van Der Roost Scheherazade Rimsky-Korsakov
Variations On America Ives Trepak (Nutcracker) Tchaikovsky
Triangle
Armenian Dances Reed Abduction From The Seraglio Overture Mozart
First Suite in Eb for Military Band Holst Carmen Bizet
March of The Belgian Paratroopers Leemans Capriccio Espagnol Rimsky-Korsakov
Music for Prague Husa Hungarian Dance no. 5 Dvorak
Original Suite for Military Band Jacob New World Symphony Dvorak
Sea Treaders McBeth Piano Concerto no, 1 Liszt
Toccatta Marziale Vaughn Williams Roman Carnival Qverture Berlioz
William Byrd Suite Jacob Scheherazade Rimsky-Korsakov
Variations On America Ives Symphony no. 4 Brahms
Variations on a Theme of Robert Schumann  Jager Symphony no. 3 Mahler
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ABOUT THE TAMBOURINE

English Tambourine

German die Shellentrommel, das tamburin

Italian il tamburello (basco), il tamburino, il tamburo basco
French le tambour de basque

Spanish a pandereta

HISTORY

The tambourine is a frame drum usually made of a wosden ghell or hoop and a head of calfskin. The
wood shell contains small openings around the shell in which pairs of metal disc shaped jingles are
loosely attached. Tambourines normally have one or two rows of Jingles made from a variety of met-
als such as brass or copper. This combination of head and Jingles uniquely qualifies the instrument
as both an idiophone and a membranophone. Although tambourines may vary in size from quite
small to very large, most orchestral and concert band instruments are between 10 and 12 inches in
diameter,

The tambourine is an ancient percussion instrument with references being made in the Old Tes-
tament and pictured in art works of the Romans. During the late middle ages and early Renaissance,
it was popular with jugglers and wandering musicians. According to Karl Geiringer, “The instru-
ment was not merely struck with the hand, but was also thrown up into the air and caught again.™
Its popularity as a dance and folk instrument in Spain and Italy was probably due to the fact that it
was the instrument of gypsies. The tambourine was of little importance during the Baroque period,
however, its importance began to emerge during the Classical period. * Around the year 1800 it
gained a firm place in the Janissary music which the European military bands had taken over from
the Turks, and soon thereafter it also appeared in the Classical orchestra where it was used to un-
derhine folk and dance elements.”™

Standard performance techniques include striking the instrument with braced fingers, flat hand,
fist or knee and producing sustained sounds by playing shake or thumb rolls. Contemporary compos-
ers call for special effects by playing with a variety of sticks, mallets and beaters, playing on multiple
tambourines and actually dropping the instrument on the floor.

SELECTION

When selecting a tambourine, the most important factor is the type and quality of jingles. A fine
quality tambourine will have Jingles that are capable of responding at all dynamic levels and produec-
ing a clear articulation, There are many types of jingles available made from a variety of metal alloys
and manufactured by stamping or hammering. In addition to jingles, the instrument should have a
pood quality head securely mounted to a solid, hardwood frame. A tight head provides a playing sur-
face capable of quick response and clear articulation. '
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ONE HAND STUDIES

Play this exercise with one hand holding the
tambourine firmly but do not restrict its mo-
tion. Play the exercise three ways as follows:

1) piano, using thumb, pointer and in-
dex fingers playing on the edge.

2) mezzo forte, adding ring finger and
playing half way between the edge
and center.

3) forte, with fist in the center of the
head.

Strive to insure that all rhythms are crystal
clear with no extraneous jingle sound. Your per-
formance starts before you pick up the instru-
ment and ends after you put it down!
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This is another one-handed study but uti-
lizes rhythms that are characteristic of those
found in a typical tambourine part. Play the
rhythms as precise and rhythmically articulate
as possible. Remember to hold the tambourine
firmly in a horizontal orientation and strike us-
ing a relaxed motion. As in the previous study,
use different dynamic levels.

THE ART OF TAMBOURINE AND TRIANGLE PLAYING /9
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SHAKE ROLLS

This study emphasizes shake rolls, Note that
each roll contains an attack, a sustain and a re-
lease. To properly execule a smooth shake roll,
make sure that the instrument is held in a ver-
tical orientation; the jingles must vibrate on the
pin and have room to move and resonate, When
playing a shake roll, the wrist and arm must re-
main relaxed. To insure a clean attack and re-
lease, begin and end each shake roll with an un-
accented stroke.
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Soft shake rolls are difficult to play. Practice
this study at all dynamic levels, especially soft,
Vibrate the instrument as fast as possible to in-
sure a smooth, consistent roll. When playing
soft shake rolls, minimize the side-to-side mo-
tion; use a slight vibration of the hand only. The
louder the rall, the largor the shaking motion.
Be patient, developing the muscles used in
playing shake rolls will take time and practice.
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THUMB ROLLS

‘This study introduces thumb rolls which are ex-
ecuted by rubbing the thumb of the striking
hand around the circumference of the tambou-
rine head. The following will help:

Bend your thumb back as far as is com-
fortable.

Make sure that your thumb points in
the direction of movement (think of
your thumb as a car always pointed in
a forward motion).

Using the fleshy part of the thumb,
apply a light yet consistent pressure
against the head-do not push too
hard.

Moisten your thumb with your
tongue in order to create friction be-
tween your thumb and the head. Fric-
tion is the necessary component for

playing a thumb roll.
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When playing a thumb roll, imagine a clock
face. Place your thumb at the 6 o'clock position
and smoothly and lightly rub your thumb
counter clockwise around the outer circumfer-
ence of the tambourine head. Try again! Al-
though it may take several attempts, once
achieved, a thumb roll is not difficult to repeat.
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GRACE NOTES

Playing grace notes on triargle is always chal-
lenging. This study can be played using two
beaters on a suspended triangle or by using a
one hand technique. Practice both ways. When
playing with one hand, keep the beater close to
a corner and use alternate strokes. Begin all
grace notes before the beat and play them with
less emphasis than the main note. Practice this
technique slowly at first playing all grace notes
“open.” Gradually increase speed and close up
the grace notes. The grace note sound is similar
to snare drum except that the triangle will ring
through articulations.
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TRIANGLE DUET
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RASH CYMBAL Kristen Shiner M ir

Piatfti « Becken » Cymbales » a2

DO

* stike cymbadls
together beginning
at an angle so one
set of edges hits
before the other
(mf/A).

« strike directly on
top of one ancther.

* stop sound
(dampen)
against chest or
fightened stomach
muscles.

« create a full
sound with many
overtones.

* Keep cymbadls
close together
for keeping a
steady beat (e.g.,
when playing a
march).

DON'T
* slice downward!
« start with cymbals

shoulder width
apart—you'll be
late!

« start with cymbals
parallel for general
playing—they

might suction
together!

 create a thin
sound with few
overtones or one
with "air pocket”
sounds.

* avoid practicing—
find your own
good sound!

‘\\ Angle of cymbals for mf/f

Q,\\ Angle of cymbails for p

/

1. The strapis placed across the palm, just behind the second joint

of the index finger.

2. The fingers curl around the strap and make a fist.
3. The flat of the thumb is placed against the pad. This

pressing action of the thumb adds greatly to the performer's
control of the instruments.
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Piatti

Gran cassa

Andante sostenuto
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Justin Lamb

Justin Lamb


TAMBOURINE

“Trepak” from Nutcracker Suite (five measures after rehearsal C to the end)

Tchaikovsky




Concert Bass Drum

1. Use a large felt beater; do not use a small beater. Large instruments need large beaters!

N

g 5
B

2. In general, play with your right hand with the bass drum at a 45 degree angle. Aim just
below the center for general playing.

(example of proper playing angle and beating zone)

3. For dampening, it is ideal to utilize a foot stool, and dampen with your leg. This frees up
your left hand to dampen the BACK of the bass drum, which students often let ring by
mistake.



4. For rolling on the concert bass drum, utilize a pair of roller mallets, or 2 of the same
mallet. These are generally lighter mallets. The goal is simply to sustain a rumbling

sound with no hiccups or jolts.
5. Because the bass drum is played on a tilt, 2 handed playing should be done using

traditional grip.




Concert Bass Drum Etude
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