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UP FRONT - Section 3: Exercises

Stick Control

This exercise focuses on many “real world™ issues. First, it focuses on getting a good double-stroke,
but notice that the double strokes are always on two different pitches. This stroke is a necessity (look at
ragtime music or Porgy and Bess, for example). Make sure you hear no difference in rhythm between the
alternating bars and the double-stroke bars. Keeping a relaxed legato stroke thronghout will help with
this. The next stick control issue is in the 7/; section. Here you must “bring out” or raise the dynamic of
each hand. You can accomplish this by firming up the fulerum and playing a faster stroke or by simply
raising the stroke height of that hand. Either way, you need to avoid flams.
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UP FRONT - Section 3: Exercises

Two-Handed Scales

This exercise was born from the modular four mallet exercises. It is extremely difficult and should be
played very slowly. The hand that is playing the scale passage should use a legato stroke and use natural
phrasing to shape the line. The “comping”™ hand uses a piston stroke and must focus on shifting, shaping

and balance. There’s a lot to think about! Stick to one key until you get the technical concepts down.

Then you can try other major or minor keys (the comping notes stay the same for major and minor).
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UP FRONT - Section 3: Exercises

TIMPANI EXERCISES
Chromatic Pedaling

This exercise is meant to familiarize the impanist with each of the drums. First, make sure you can
sing each of the exercises in your own voice range. Play each exercise very slowly, in a legato style
(dampening only during rests). For some thoughts on pedaling technique, refer to page 115. Next,
experiment with different dynamic shapes and accent patterns.
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UP FRONT - Section 4: Rehearsing the Pit

REHEARSING THE PIT

168

This chapter was written for the instructor and contains advice for running effective
rehearsals and performing consistent shows.

Warm-up Concepts

The technical warm-up is a crucial part of your pit program. Here you can take the
time to develop all aspects of technique and musicianship. The following are some
ideas used by the Santa Clara Vanguard to produce effective warm-up sessions.

The Setup

Start by looking at the setup of the instruments. Some pits warm-up in circles or
place their keyboards in a tight box shape. This can be effective in certain situations.
For example, try having keyboard players pair up, facing each other, to work on
interpretation and dynamics. This setup is also good when space is limited. However,
it 1s very important to duplicate your “show™ setup in the warm-up. Vanguard
warm-ups typically include all keyboards and timpani in their normal show setup.

Proper Mallets for Warm-up

The next issue to deal with is getting the proper mallets in the hands of the players.
After reading the section on “touch” (page 109) you know that the hardness of a
mallet has a big impact on the firmness of the fulecrum. A softer mallet will make you
work harder to articulate the notes than a hard mallet. For this reason, many players
prefer mallets that are not too hard. On the other hand, you don’t want a mallet that
is 50 soft that all you hear is a “wash” of sound. Here are the mallets (by Innovative
Percussion) that the Vanguard pit often uses for workouts: marimba (top) Casella
1003, marimba (bottom) Casella 1002, vibes Casella 1006, xylophone Casella 1007,
Ross IP 901, or Ross IP 903, timpani Vic Firth General. Though all of these mallets
have medium-hard to hard cores, they all have a soft contact sound on the bar. This
1s due to the fact that they all have a soft yamn, cord, or felt covering. This takes away
much of the harshness and gives them a dark, round sound. Also, notice that all of the
xylophone mallets are medium-soft to medium; this prevents the xylophone sound
from dominating the ensemble,



UP FRONT - Section 5: Scoring and Arranging for the Pit

Laying out the score

Let’s start with a blank slate. At this point, you need to know what type of equipment you are
working with, the setup, how many players are in the ensemble and their ability levels. Now you
can lay out the score page. While there are several ways to lay out the score, it will help you keep track
of your players if you create one staff line per player. If you have 8 players in the pit, create 8 separate

staves to accommodate them. Here are the two most obvious ways to do this:

Creating apersonalized staff for each player

This method is most appropriate if you rotate your players to different instruments throughout the
show. It also works well if you have a strong knowledge of your player’s capabilities. By creating a
personalized staff for each player, you are creating a “custom made™ part for them. This will help you
to write for the strengths and weaknesses of the ensemble. Also, anytime you want to address a certain
player during rehearsal, you'll know exactly where to locate their staff line on the score.

Check out figure 5-A, and you'll see the staves named after each player in the pit. In order to keep track
of who is playing on what instrument, it's important that you create labels in the music to indicate what
instrument is being used.
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Figure 5-A: Pit score sample from SCV's opener in the year 2000

181



