
nity group Viva Marimba, along with guest 
artists Alex Acuña and Lucy Thrasher 
(soprano), will conclude the Day’s activi-
ties with a performance at 4:00 p.m.  There 
is no admission charge for any events.  A 
complete schedule for the Day can be 
found at: http://www.cord.edu/Music/
Toursandevents/percussion1.php

Alex Acuña

Originally from Lima, Peru, Alex Acuña 
permanently settled in the United States 
in 1974.  He initially found work in 
Las Vegas performing for such well-
known artists as Elvis Presley and Diana 
Ross.  He later joined Weather Report 
and other well-known group members Joe 
Zawinul, Wayne Shorter, Jaco Pastorius, 
and Manolo Badrena.  They recorded 
their hugely successful album Heavy 
Weather, which won the group members’ 
induction into the 2011 Grammy Hall of 
Fame and is one of only five jazz albums 
to go platinum.  Acuña played both drum 
set and percussion with Weather Report, 
leaving in 1978 for a busy career of stu-
dio work.  His countless album credits 
include work with such diverse artists as 
U2, Paul McCartney, Joni Mitchell, Jay Z, 
Ella Fitzgerald, Whitney Houston, Sergio 
Mendes, Joe Cocker, The Yellowjackets, 
Chick Corea, and Herbie Hancock. 
Acuña was the winner of the “Best Latin/
Brazilian Percussionist” of Modern 
Drummer’s Readers Poll for 15 consecu-
tive years.  Alex Acuña is endorsed by 
Drum Workshop, Evans, Vic Firth, Gon 
Bops and Sabian Cymbals. 
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The 25th Annual 
Minnesota Day of Percussion

by David P. Eyler

The Minnesota Day of Percussion will 
be held on Saturday, April 11, 2015 in 
Memorial Auditorium on the campus of 
Concordia College (Moorhead, MN).  The 
Day will feature three world-class artists 
presenting a series of sensational clinics 
and concerts.  This annual event will be 
the 25th Day of Percussion hosted by Dr. 
David Eyler, Director of Percussion at 
Concordia.  It is made possible through 
the generous support of Concordia College 
Department of Music, and the Minnesota 
Chapter of the Percussive Arts Society, 
along with area music stores and percus-
sion manufacturers.  This activity is also 
funded in part by a grant from the Lake 
Region Arts Council through a Minnesota 
State Legislative appropriation.

The Day’s diversity of clinics and con-
certs offers something for everyone.  The 
Quey Percussion Duo, along with the 
University of Minnesota Duluth Graduate 
Percussion Group (under the direction of 
Dr. Eugene Koshinski) will perform at 9 
a.m.  Daniella Ganeva’s “Marimba” per-
formance/clinic will follow at 9:30 a.m.  
She will perform several chamber pieces 
with another guest artist, Glen Velez, in 
addition to selections for flute and other 
percussion instruments and a US Premiere 
as well.  Glen Velez will demonstrate a 
variety of innovative techniques during 
his “Hand Drumming” clinic at 10:45 
a.m.   Alex Acuña will perform with the 
Concordia Jazz Ensemble I, then present 
a “Drum Set” clinic, followed by a “Latin 
Percussion” clinic, beginning at 1:30 p.m. 

Registration for the Day’s activities will 
begin at 8:00 a.m. and continue through-
out the morning.  Performances by several 
Concordia percussion chamber ensembles 
will greet early morning registrants at 
8:30 a.m.

The Concordia Percussion Ensemble, and 
Marimba Choir, as well as the commu-

http://www.cord.edu/Music/Toursandevents/percussion1.php
http://www.cord.edu/Music/Toursandevents/percussion1.php
mailto:bojan.hoover@gmail.com
http://community.pas.org/Minnesota/Newsletters
http://community.pas.org/Minnesota/Newsletters


Daniella Ganeva

Eric Sammut (Marimba) and Simon Haram (Saxophone). Ensemble 
work includes performances with Subway Piranhas, the Steve 
Martland Band, Crash Ensemble, Velvet Garden and the David 
Le Page Ensemble.  A dedicated educator, Ganeva is in demand 
across Europe and the Americas for her inspirational master 
classes and performances.  As a highly regarded teacher, she is 
the Professor of marimba studies at the Royal College of Music, 
London and the Anglia Ruskin University, Cambridge.  Daniella 
Ganeva is endorsed by Mike Balter Mallets, Marimba One and 
Sabian Cymbals. 

Glen Velez

and sounds have inspired collaborations with artists including 
Steve Reich, the Paul Winter Consort, Suzanne Vega, Tan Dun, Pat 
Metheny Opera Orchestra of New York, Zakir Hussain, New York 
City Ballet, Howard Levy, and Coleman Barks.  Velez maintains 
an international touring schedule as a soloist and continues to col-
laborate with prominent artists such as rhythm vocalist Lori 

Cotler.  Velez’s most recent recordings are Glen Velez Solo 
and Breathing Rhythms Duo – Glen Velez and Lori Cotler.  As 
a prolific composer, Velez’s compositions have been commis-
sioned by such organizations as the Rockefeller Foundation, 
Jerome Foundation, and American Music Center.  Glen Velez 
is endorsed by The Cooperman Company. 

Quey Percussion Duo 
and the University of Minnesota Duluth

 Graduate Percussion Group

Co-Directed by faculty percussionists Dr. Gene Koshinski 
and Tim Broscious, the Graduate Percussion Group focuses 
on the performance of advanced chamber music at the high-
est level.  The ensemble presents a full program each spring 
in addition to many presentations throughout the year at vari-
ous venues locally, regionally, nationally, and internationally.  
Graduate percussion students are coached by and perform 
closely with the faculty artists to present dynamic and diverse 
performances.  

Internalizing the Difficult Rhythmic 
Subdivisions Within Stuart Saunders 
Smith’s Evensong for Unaccompanied 

Orchestra Bells

by Matthew Nelson 
2014, BA Composition and New Media – St. Cloud State 

University

When I first began studying the score for Stewart Saunders 
Smith’s Evensong for Unaccompanied Orchestra Bells, I 
wasn’t sure where to begin. The piece, while being fairly 
simple technically, utilized complex rhythmic subdivisions at 
48 bpm that ranged from 5 sixteenth notes in the space of 1 
quarter note, to 14 eighth notes in the space of 1 whole note. 
When I set my metronome to that pulse, I was only able to 
comprehend the first two notes, and it was at that moment I 
knew that I was going to have to approach learning this piece 
in a more studied manner.
                
While I knew that I had the benefit of a soloist’s liberal use 
of rubato, I knew from interviews with Saunders Smith that 
it was important to internalize the prescribed rhythms before 
indulging in such tempo alterations, so I decided to create a 
custom metronome to help me with that process. Using Finale 
notation software, I created a click track that that played all of 
the underlying subdivisions throughout the piece. 

Creating that track was very helpful in that it not only allowed 
me to internalize the prescribed rhythms, but it gave me an 
invaluable insight into the piece’s structure. I found that the 
phrases were defined not by melodic contour or dynamic 
shape, but rather by pulse density. Once I began to internalize 
the pulse and their relative densities, it directly affected how 
I expressed each phrase. 

(continued on page 4)

Daniella Ganeva, born in  
Bulgaria and now a resident 
of the UK, is one of the fin-
est marimba artists of our 
time.  She has performed to 
extraordinary critical acclaim 
in many of the major venues 
in the UK and abroad and has 
twice been invited to perform 
at the Percussive Arts Society’s 
International Convention. She 
has given duo performanc-
es with many great artists, 
including Crispian Steele-
Perkins (Trumpet), Marimba 
Nandayapa, Paul Jackson 
(Piano), Jane Coster (Flute), 

Four-time Grammy Award 
winner, Glen Velez is 
known as the founding 
father of the modern frame 
drum movement.  Velez’s 
virtuosic combinations 
of hand movements and 
finger techniques, along 
with his original composi-
tional style, which incor-
porates stepping, drum 
language, and Central 
Asian Overtone sing-
ing (split-tone singing), 
have opened new pos-
sibilities for musicians.  
His extensive array of 
frame drum innovations 
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4/9/15
U of MN and MacPhail Percussion 
Collaboration Concert
MacPhail Center for Music
Antonello Hall
Free Admission
adney.robert@macphail.org
7:30 pm

4/10/15
The Learning Bank Concerts
Memorial Auditorium
Concordia College
Moorhead, MN
10:00 a.m. and 1:00 p.m.

4/10/15  
MSUM Percussion Ensemble 
Presents “Percussion Theatre:  
Lights!  Camera!  Drum!”  
An evening of works inspired by 
“Stomp” and “Blue Man Group.”  
7:30pm, MSUM Hansen Theatre  
$7 adults, $5 students.  
Tickets available at the door or 
through www.mnstate.edu/tickets  

4/11/15
25th Annual Day of Percussion
Memorial Auditorium
Concordia College
Moorhead, MN
8:30-6:00 p.m.
Info: (218) 299-4414

4/11/2015
Percussion Ensemble and Marimba 
Choir Spring Concert
Memorial Auditorium

PERCUSSIVE ARTS SOCIETY
MINNESOTA CHAPTER

EXECUTIVE COMMITTEE
President  Terry Vermillion
1st Vice-President Kenyon Williams
2nd Vice-President      Eugene Koshinksi
Treasurer David Schmalenberger
Secretary Bojan Hoover

CONTACT INFORMATION
PAS Minnesota Chapter

Terry Vermillion 
St. Cloud State University

720 - 4th Avenue South
St. Cloud, MN 56301-4498

(320) 308-5237
tvermillion@stcloudstate.edu

VISIT OUR 
NEW FACEBOOK PAGE!

https://www.facebook.com/MNPAS

VISIT OUR WEB SITE
https://community.pas.org/minnesota

EVENTS CALENDAR
Submit to bojan.hoover@gmail.com.

Be sure to check our online calendar for a 
complete list of percussion events at 

http://community.pas.org/Minnesota/Events

Concordia College
Moorhead, MN
4:00 p.m.
Info: (218) 299-4414

5/14/15
SCSU Percussion Collective
Featuring the SCSU Collaborative 
Chamber Ensemble and SCSU Alumni 
performing Terry Riley’s in C
7:30 pm 
Kimberly Ritsche Auditorium
$5 General Admission; $3 Seniors
Free with Student ID

4/18/15
SCSU Day of Percussion
With special guest John Wooten
Drum Set Artist to be announced
Clinics, competitions, prizes, and samba 
batucada!
10 am-3 pm
Kimberly Ritsche Auditorium

4/21/15 
Guest Artist Casey Cangelosi 
Masterclass and Performance
University of Minnesota Duluth
3:30-5pm - Clinic/Performance (UMD, 
Chester Park B13)
5-7pm - Masterclass (UMD, Chester Park B13)

4/23/15 
Guest Artist Casey Cangelosi 
Masterclass and Performance
University of Minnesota Twin Cities
5pm - Masterclass (UM SoM, Room 95)
8pm - Performance (Lloyd Ultan Recital 
Hall)

5/3/15
Will Bradle, Graduate Percussion 
Recital
University of Minnesota Duluth
7:30pm
Weber Hall (UMD Campus)

5/5/15
UMD Percussion Ensemble 
“Hot Off the Press: New Music for 
Percussion Ensemble”
University of Minnesota Duluth
7:30pm

mailto:adney.robert@macphail.org
www.mnstate.edu/tickets
mailto:tvermillion@stcloudstate.edu
https://www.facebook.com/MNPAS?fref=ts
http://community.pas.org/minnesota
mailto:bojan.hoover@gmail.com
https://community.pas.org/Minnesota/Events


I realized that trying to learn this piece without an understanding 
of the rhythm would be like trying to learn Beethoven without 
looking at the key signature. I found the angle I needed to take in 
order to learn such an “uneven” song.

A scrolling video I created in Finale that accurately reproduces 
the rhythmic subdivisions contained in Evensong, while seeing 
Saunder Smith’s score, is available at: 

https://www.youtube.com/watch?v=7Pis7UCHMdA&feature=you
tu.be

KNOWING THE MUSIC “BY HEART”

by Dr. Gene Koshinski

This brief article will help explain the benefits of playing music 
from memory.  It will describe the three primary types of memo-
ries we use and also offer advice on how to best prepare when 
playing from memory.

Why Memorize?

Solo performers often memorize music because it allows for a 
much deeper connection to the piece.  It also frees the performer 
from glaring at a music stand for the duration of the piece, allow-
ing the performer to focus more on other aspects of their per-
formance.  It also paves the way for more of a visual connection 
with the audience (at the very least, ridding the performance of 
that physical “barrier” between the performer and the audience).  
When is the last time you saw a pianist play a concerto with an 
orchestra while reading music?  I’d be hard pressed to recall such 
an occurrence.

Percussion is an innately visual art form.  The sight of a marimbist 
“flying” around the keyboard or a drum set player laying down a 
groove creates extraordinary visual interest.  Audiences want to 
see that!  I strive to rid my performances of any visual distractions, 
starting with the music stand.  I feel strongly that by memorizing a 
piece I can focus my attention on technical and expressive details, 
most importantly watching my movement around the instrument.  

Particularly on the keyboard, my accuracy percentage goes 
way up when I can focus on watching the keyboard, visualizing 
the bars, and watching the mallet strike the exact playing area 
I want.

Of course there are pieces where I perform with music, but for 
that approach to make sense to me, I need to know that the per-
formance will not suffer from having to read music and that I 
will not feel disconnected from the audience.  There are several 
fantastic and well-established performers that make a point to 
always perform with music and they certainly make it work for 
themselves, but for me, I truly value the benefits of committing 
pieces to memory.

Types of Memory

I’m sure most performers have experienced this at some point 
in their career:

You have played the piece a “million” times.  You can’t get it 
wrong!  You step on stage and before you begin, your mind 
goes blank.  You say to yourself, “Oh no!  I don’t even remem-
ber the first note of the piece.  What happened?!”

I can recall such an occasion, from when I was a student, which 
became a turning point in the way I approached memorization.  
At that point, I was “memorizing” pieces by playing them over 
and over…and over and over…  I wasn’t practicing the memo-
rization, I was merely taking for granted that my kinesthetic 
memory (muscle memory) worked well on “autopilot.”  I have 
played it so many times that my hands just knew what to do, 
but when I got on stage my senses where heightened and I was 
no longer on autopilot.  Suddenly I wanted to be more engaged 
in the presentation of the piece, but I hadn’t practiced that.  I 
didn’t need to recall the score in the practice room as I needed 
to at that moment on stage and this oversight completely shut 
down my system.

Memorization needs to be practiced and addressed in the 
“conscious” state of mind.  Setting aside practice time to 
work on memorization is paramount.  There are three types of 
memorization on which I focus my attention:  Aural Memory, 
Kinesthetic Memory, and Visual Memory.  All three categories 
of memory need to be addressed to fully ingrain a piece and 
for me to be completely comfortable performing a piece from 
memory. 

Aural Memory

Aural memory is the type of memory that learns and recalls 
through hearing.  Have you ever heard a tune and immediately 
recalled the melody, but couldn’t place the title or composer?  
This is because the tune was ingrained in your aural memory.  
For me, this is the starting point in the memorization process.  
If I can’t sing the piece from memory, I certainly can’t play it 
from memory.  Slow practice, score study, and recordings can 
help greatly in strengthening your aural memory.  
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Kinesthetic Memory

Kinesthetic memory (often referred to as muscle memory) is 
the type of memory that learns and recalls through body move-
ment.  Have you ever been driving a car and not remember how 
you got from point A to point B?  It’s your kinesthetic memory 
that got you there.  As a musician, just by practicing regularly 
your muscle memory will be working.  To maximize the qual-
ity of my muscle memory I play passages slowly (very slowly) 
because muscle memory works best in slow motion.  Making 
sure you don’t repeat mistakes is important, otherwise you are 
teaching your kinesthetic memory the wrong notes!  On the 
keyboard, I often go through pieces by slowly playing every 
note as a dead stroke.  This allows me to feel the bar that I’m 
striking as well as heighten the feel of movement between 
notes.

Visual Memory

Visual memory is the type of memory that learns and recalls 
through visualization.  Have you ever recognized a person, but 
can’t remember where you know them from?  Visual memory 
is what’s working here.  As a percussionist, this translates to 
visualizing the patterns on the instrument, watching the sticks/
mallets move from place to place, or even seeing the score in 
your mind as you play.  Any type of visual recall, if consistent, 
can aid in memorizing the piece.  

I spend a considerable amount of time visualizing the piece, 
either in my mind or just by looking at the instrument without 
playing.  Try this: stand in front of the instrument and play the 
piece in your mind while you visualize the sticks/mallets strik-
ing the instrument.  Can you do it?  If so, you truly have the 
piece memorized.  Studying scores is also another useful way 
to visually “take in the piece.”  In keyboard works, I slowly 
dead stroke through the piece, which allows me ample time 
to see the mallet strike the bar as well as the precise spot the 
mallet makes contact with the bar.

Spending dedicated time addressing each type of memory will 
provide for the best result when aiming to memorize a work.  
It will also provide the confidence that the piece was well pre-
pared, allowing you to focus on execution rather than worrying 
about recalling the notes.

Drumset Improvisation Techniques

by David Schmalenberger

Often, drumset students come to me looking for help with solo-
ing.  “I can’t do it.”  “I’m not creative.”  “I don’t know where to 
start.”  These are phrases I’ve heard many times.  It certainly 
is a broad subject, and it is not easy to teach or learn. 

Here is some common advice for learning how to improvise 
on the drumset:
-listen to a lot of jazz music, internalize the vibe and feel; 

-learn specific solo vocabulary from all the jazz drumming 
greats, old and new; do this by ear, or by transcribing, or both.

This is certainly good advice (and advice I give my students), 
but I feel it is somewhat limiting.  Often students can repli-
cate what someone else has played; but they still can’t think 
for themselves, on the fly.  I have tried to implement several 
additional methods and projects in a class I teach at McNally 
Smith College of Music.   I will outline a few of these below.  
One pre-requisite for all these assignments:  make it sound 
good to you!

a) Pick 2 or 3 snare drum rudiments, and use these as the basis 
for your solo; play for roughly 3 minutes; figure out how to 
orchestrate the rudiments, incorporating grooves as you like; 
don’t just state the rudiments literally, but find ways move in 
and out of them/paraphrase them/etc.  See if your audience can 
identify the rudiments – i.e. what was your intention?

b) I assign each class member a nursery rhyme (tunes that most 
of us hear growing up); learn to play it on the drums; orches-
trate it, give it groove context as you like.  See if your audience 
can hear the tune?  (Note:  we heard 6 nursery rhymes this year, 
and most everyone could identify the tune – not because of 
exact pitches, but because of the rhythm and the basic melodic 
shape).

c) Analyze and learn to play some timbale solos; write your 
own timbale solo and play it on two drums (e.g. snare and 
mounted tom) along with a clave track;  then orchestrate it 
around the set and play it with the clave track.

d) Transcribe some 4’s or 8’s and learn how to play them (stick-
ing choices as related to phrasing, etc.);  pick your favorite 
licks from these solos and begin to adapt them.  For example, 
truncate or elongate the phrase; change the orchestration and/
or shape of the melody; change the rhythmic context (from 
swing to 6/8 Afro-Cuban);  change the subdivision from trip-
lets to 16ths, etc.

e) Pick a solo played by anything other than drums/percussion 
(e.g. trumpet, guitar, or voice); learn how to play this on drum-
set along with the recording, paying particular attention to the 
phrasing (articulations; timing; accents, shape, and flow, etc).  
Thelonius Monk solos often work well because they are very 
percussive in nature.  Find examples that have some space (not 
just running 8th-notes).  Then pick your favorite licks from this 
solo and adapt it as in “d” above.

f) “Directive Studies”  -  I have each class member create a 
series of directions that will guide a drumset solo played by 
one of their colleagues.  Here is an example: 

Student “A” might create these guidelines:
-Start with ideas on the rims only, out of time.
-Gradually: 
-begin to add other colors (drums, cymbals) to the rims;
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-then move away from the rim color entirely, while establishing 
a groove of your choice.
-Solo over this groove and/or play time.   
-Occasionally interject the rim color, obtrusively, disrupting 
yourself, playing these random interjections out of time, then 
resume the groove you were playing.
-Eventually the rims will “win out” and you end like you 
began.

Student “B” is given a couple minutes to digest these direc-
tives.

Then the remaining class members (and I) attempt to identify 
the intentions – i.e. can we determine the intended result out-
lined by student “A” based on the realization of student “B.”  
How clear was the plan?  How effective was the performance?

g) “Math Jams” – each student comes in with some sort of 
additive structure, and we use these for drumset duet perfor-
mances.  A basic example:  one student plays a phrase structure 
of 3 + 2, while the other plays 2 + 3.  We have found that it is 
also a good idea for the “composer” to suggest some sort of 
textural framework for the grooves. For example, one student 
might play an ostinato on the snare with a brush (snares on), 
along with rim clicks on the snare, and a sparse bass drum pat-
tern; the second person plays a stick on the ride bell, a mallet 
in the other hand, snares off.  This varied orchestration makes 
it possible to discern the individual parts and, therefore, the 
two different, simultaneous phrase structures.  Then the stu-
dents trade 2’s or 4’s, maintaining the basic palette they have 
established.

These are a few of the methods we have used in the Drumset 
Improvisation course.  They don’t always work, or they work 
to varying degrees.  But, if nothing else, the students do gain 
confidence in their ability to solo from the “trial and learning” 
process.  They find they can do it, that they really are creative; 
and they realize they do in fact have the vocabulary and the 
musical concepts necessary to solo with their own unique 
voice. 

Exploring Trinidad: 
From the Travels of a College Percussion Student

By Christopher Iverson
Music Education Major, Minnesota State University Moorhead

You cannot fully understand a culture’s music until you have 
lived it. This is what I have learned from the MSUM’s World 
Music Survey Trinidad Abroad class that was offered this  
winter break. Our group of seven music majors from MSUM, 
along with Dr. Kenyon Williams, spent ten days exploring the 
music of Trinidad and Tobago from January 2nd to the 12th. 
We spent our time indulging ourselves with phenomenal food 
and soca music and dove deep into the culture’s rich history of 
the steel pan.

For two days we were lucky enough to learn from one of 
Trinidad’s finest steel band arrangers, Amrit Samaroo, son 
of legendary arranger Jit Samaroo. Even though Samaroo has 
been formally trained in music, he did not bring a single 
piece of sheet music to teach from. We learned the traditional 
Trinidadian way of playing pan: by rote. He first started the 
bass pans with the first 10 measures of music, pulling all of 
the notes and rhythms from his head. Next he taught the double 
seconds and guitar pans their parts and started to layer them in 
with the bass. Finally he taught the lead pans their part for the 
first 10 measures, and then he had us all play it together. He 
went on like this for the chorus section and the ending as well, 
pulling all of the information from his memory and having us 
memorizing the tune piece by piece.     

          

In the US we are expected to know how to read music from the 
get-go. The first thing we are taught is how to read music. If we 
think about it, it is very efficient to be able to hand someone a 
sheet of music and say “play it”. If you asked the great steel pan 
players from Trinidad to play from a sheet of music, the vast 
majority could not do it. When we observed the different steel 
pan yards practicing, there were no music stands to be found. 
This is because most of the steel bands in Trinidad learn solely 
by rote. This process of teaching is a lot slower than the typical 
US way of reading music, but there are a number of positive 
attributes that come from it as well.

As music readers, far too often we get too wrapped up in our 
own parts, never listening to what is happening in the music 
around us. Trinidadian rote teaching forced us to learn and 
memorize everyone’s individual parts. By doing this we were 
able to thoroughly internalize the music. Being able to take our 
eyes and minds off of the sheet music helped us to fully engage 
in our music making, and in return helped us to become better 
musicians.     

Although our stay in Trinidad was for only ten days, we were 
fully immersed in their culture. Observing the different pan 
yards every night, going to the calypso tents, and socializing 
with the locals taught us a great deal about the musical commu-
nity of Trinidad that could not be taught in a US steel pan ensem-
ble. Music in Trinidad is much more than just a passtime, it is a 
way of life. This opportunity taught us to take the time to listen 
and learn music in an entirely new way. If I have another chance 
to travel to Trinidad and Tobago I would take it in a heartbeat.
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Relax, Be Brutal

by Chris Piette and Matt Paulazzo

Metal drumming, like any other form of art, is a passion, a 
discipline, and a source of reward.  It’s technically challenging, 
athletically engaging and while having a steep learning curve, 
it pays off by being incredibly rewarding. While the language 
and approach may be different from other styles of drumming/
music, it is no less musical than any one genre. It may not be 
universally understood, but there is no art form that is such. 
This brief article is not intended to give all of the tools to 
become a great metal drummer. These are just some ideas to 
help get off the ground or break through barriers. Even if you 
have no intention of being a metal drummer, these ideas can 
apply to your playing. 

The art of metal drumming is an excellent representation 
for the term driving force. To play with such great precision, 
speed, and emotion, the body needs to be aligned with itself 
and the ways of physics. It may indeed sound ridiculous, but 
why work harder than necessary, when you can have help from 
the ways of nature? The key is to relax. The more relaxed, the 
easier it will be. Now that doesn’t mean to not push oneself 
physically, because that is absolutely necessary to achieve 
some of the coordination and speed for a lot of todays extreme 
metal drumming. Playing relaxed is simpler than it sounds. Sit 
behind the drum set, take a deep breath, have your feet flat on 
the ground and your legs dangling above them, and have your 
hands loosely hanging by your side. This is the mentality that 
should be subconsciously present at all times. As one is play-
ing, it isn’t possible to replicate this exact experience because 
the body is moving, and that is the expansion and contraction 
of muscles. It is up to the player to decide how close they would 
like to get to this feeling. The closer one can get, it only makes 
things easier. This doesn’t only apply to metal drumming, or 
drumming in general. It can be applied to anything. Now, this 
idea is just a method to help make things easier. If someone 
were to approach metal drumming without any knowledge of 
this idea whatsoever, they would eventually find a way to their 
goals. Being able to play extreme music while staying relaxed, 
will lead to better execution, much greater endurance and 
speed, and a healthier body thus leading to a longer career free 
of injury. What else can be done to assist this process? Lets 
take into account the way we set up our drum kit.

Set it up the way you like it! It’s your drum set, do as you 
please. It is important to keep in mind when finding the ideal 
setup, the less effort used, the easier it will make performing 
in any situation. When you sit down what does your body natu-
rally want to do? Whats comfortably within reach? Feel the 
position your hands and feet gravitate towards. It’s all personal. 
Cater to what your body feels natural and most comfortable. 
You might have been inspired by some of your favorite drum-
mers to set up your kit a certain way, and by all means, if you 
see something you like, and it seems worth trying,  give it a 

go. We need to remember that the whole goal here is to be as 
relaxed as possible. A good setup that allows for ease of motion 
and comfort is ideally what you we’re looking for. 

In terms of gear that is used, that is entirely preference. There 
is only one topic that needs to be covered as for some reason 
it still seems to be a touchy subject for a lot of drummers, 
TRIGGERS! Are they cheating? They are not. They don’t 
make you play faster. They do not make you play better. How 
they work is simple, every time you strike a triggered drum, 
a signal is generated which triggers a sample. They’re just a 
tool that is used most commonly in extreme forms of metal to 
contribute to the aggressive nature of the genre. Typically they 
are used on the kick drum to accentuate the power of things 
like fast rolls. Especially live, when a kick drum is mic-ed a 
lot of the energy is lost because some of the definition disap-
pears. The triggers keep that hard hitting definition present as 
extreme metal is supposed to hit hard. They obviously don’t 
have to be used either. Again, it’s all preference. Trigger or not, 
neither should be considered a better or worse approach. 

Since metal drumming tends to push physical capability, it’s 
best to start simple (sort of the case with everything really). 
Individualization of each hand and foot is critical to find any 
flaws in technique causing strain. Obviously the exercises 
presented here are nothing new, but there is a reason they are 
seen so frequently. They are magnifying glasses for technique 
which can be taken too seriously or not seriously enough all to 
often. A certain level of technique is indeed required to play 
extreme tempos or complex patterns with the feet and hands 
so it is important to have dedicated practice time for it. That 
being said, don’t get stuck in the mud with technique. It should 
become subconscious allowing us to express ourselves, which 
is what drumming is all about. That being said, all of these 
exercises should be played smoothly, accurately, and with ease. 
Alternating single strokes play a huge role in extreme metal 
drumming, so here are just a few simple exercises to keep with 
you for the many years to come. 

This first exercise (taken from Tommy Igoe’s Great Hands For 
A Lifetime) is excellent for strengthening that weaker hand. 
Not only is it for the hands, but can be just as easily applied to 
the feet (and is highly recommended). Obviously, start slow at a 
comfortable tempo for yourself. A great starting tempo would 
be around 100 BPM, but that is not set in stone. Start as slow as 
needed, and work your way up the tempo ladder. The sky is the 
limit. Just remember to play as cleanly and relaxed as possible. 

This next exercise (taken from Thomas Lang’s Creative 
Coordination) is primarily for balance behind the drum set. 
Staying centered at the drum throne is absolutely necessary 
when pushing the boundaries of whats physically possible. 
This one can be a bit tricky at first to work out the coordina-
tion, but take your time. Piece it together first, and then find a 
comfortable tempo to start playing it at and feel free to move it 
around the kit however you please. It can only help. 
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This final exercise (taken from Thomas Lang’s Creative 
Coordination) is a bit trickier at first to work out. All that is 
happening is the splitting of the single strokes between hands 
and feet. It is another excellent exercise for balance and is 
highly encouraged to be moved around the kit in any way that 
can be thought of. While it isn’t notated below, also try group-
ing the right hand with the left foot and the left hand with the 
right foot.

These exercises, while basic, can always be part of a practice 
routine/warmup as they can only be improved upon. The jour-
ney of learning as a drummer is never ending. It’s your choice 
how to go about it and what paths to take. This short article is 
simply a presentation of ideas that could help make that jour-
ney a little smoother, metal drummer or not. Pushing the tempo 
and playing at high speeds is mentioned a lot. Metal drumming 
is by all means not all about speed. However, it is necessary to 
know how to do it, because a lot of the time, it’s what the music 
calls for. Nothing tears the face off like a flawlessly executed 
blast beat at 270 bpm. A truly great drummer has an open mind 
to any concept. Metal is just as much a treasure chest of ideas 
as any genre. A great jazz drummer can swing like no other, 
a great funk drummer can hang in the pocket like no other, 
and a great metal drummer can aurally assault like no other. 
Anything you like, take it, use it, and incorporate it however 
you choose. As this article is focused on metal, here are a few 
names in the genre worth checking out:

George Kollias                           
Blake Richardson
Jamie Saint Merat

Ken Bedene
Mario Duplantier
Krimh Lechner
Alex Rudinger
Emil Wiksten

Vitek
James Payne

John Longstreth

Derek Roddy
Jay Postones

Dirk Verbeuren
Stef Broks

Matt Garstka
Flo Mounier
Adam Jarvis

Thomas Haake
Davide Billia

Frost
Anup Sastry

And some excellent educational DVD’s would be:

Tommy Igoe’s Great Hands 
For a Lifetime

Jojo Mayer’s Secret 
Weapons For The Modern 

Drummer: 
A guide to Hand 

Technique

Thomas Lang’s Creative 
Coordination                     

Thomas Lang’s Creative 
Coordination and 

Advanced Foot Technique

George Kollias: 
Intense Metal Drumming 

I+II

Derek Roddy: 
Blast Beats Evolved

Works Cited

Thomas Lang Creative Control. Perf. Thomas Lang. Hal 
Leonard Corporation, 2004. DVD.

Tommy Igoe’s Great Hands for a Lifetime. Perf. Tommy Igoe. 
Hal Leonard Corporation, 2010. DVD.

MarimbaRental.com

Marimba Rental provides quality marimbas for 
students and professionals around the Twin Cities 
region with no long-term contract. Our percussion 

educators provide expert advice about which instru-
ment best fits your needs.

Marimba Rental provides free delivery ser-
vice (within the 7-county metropolitan area of 

Minneapolis and Saint Paul) and setup with each 
rental. We pick the instrument up at no charge when 

you are finished, too.
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access to the current issue of Percussive Notes, and numerous affiliate company discounts.
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ENCOURAGE OTHERS TO GET INVOLVED.
PRINT THIS PAGE AND GIVE IT TO A FELLOW PERCUSSIONIST, STUDENT, 

OR TEACHER SO THEY CAN BENEFIT FROM THE OUTSTANDING 
EDUCATIONAL OPPORTUNITIES, NETWORKING, SCHOLARSHIPS, 

FESTIVALS AND INTERNATIONAL CONVENTIONS PROVIDED BY THE FINEST 
PROFESSIONAL ORGANIZATION FOR EDUCATORS, DRUMMERS AND 

PERCUSSIONISTS WORLDWIDE!

THE PERCUSSIVE ARTS SOCIETY!

OR JOIN ONLINE AT 
HTTP://MEMBERS2.PAS.ORG/PASMEMBERS/MEMBERSHIP/JOIN _

NOW.ASPx

https://members2.pas.org/Pasmembers/Membership/Join_Now.aspx
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