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Marching percussionists constantly look for ways to expand their technique and create new rudimental combinations. Varia-
tions such as inverting the rudiment, playing it off the left, adding ornaments, and using reverse traditional grip are just
a few of the creative options available.

One of the ways to create variations on a rudiment is to add new elements. These additions can result in the combination of two
or more rudiments forming a hybrid. Some hybrids have become very popular in contemporary rudimental drumming.

To demonstrate the creation of hybrids, consider the flam-paradiddle. Assume the time signature of 2/4 and begin every flam
paradiddle, in sixteenth-note form, on the quarter-note pulse. The first note is an accented flam, followed by three unaccented
taps.

Example 1

By adding one or more of three common elements—the drag, the accent, or the flam—four hybrids are created. Placing a drag on
the first note of the grouping combines a cheese/stutter and a flam paradiddle.

Example 2

Adding an accent to the second note of the grouping creates a hybrid of a flamacue and a flam paradiddle. Note that the accent
on the flam is generally removed from this hybrid to stay true to the technique of a flamacue.

Example 3

 Inserting a flam on the last note of the grouping utilizes the pataflafla concept.

Example 4

Rudiments and the Grid
BY AARON GUIDRY
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Finally, all four of these rudiments can be combined to produce one hybrid.

Example 5

These are a few of many hybrid forms of a flam-paradiddle. A characteristic of the modern rudimental drummer is the ability to
create a hybrid and build seemingly endless variations on it. The question of how one can develop new variations must be consid-
ered.

Through an approach called a grid, every variation possible on a rudiment, hybrid or not, can be systematically created.
Gridding adjusts the order of elements within the rudiment, creating new technical combinations (what your hands are physically
doing) and mental combinations (what your brain is thinking in relation to the pulse). An example of the gridding process can be
demonstrated utilizing the flam accent in triplet form.

The flam accent offers two elements that can be altered: the flam and the accent. By moving both elements to different counts
within the triplet, variations are formed. A nine-unit chart consisting of three rows and three columns can be created by displacing
the accent horizontally and the flam vertically.

Example 6
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COLLEGE PEDAGOGY COMMITTEE
CHAIR SEARCH

Applications are being accepted for the chair position
of the PAS Contest/Audition Procedures Committee.

Among the many responsibilities, the chair will
facilitate and coordinate the activities of the

committee by examining and addressing
topics and issues related to the committee and the

Percussive Arts Society.
    Deadline for applications: March 1, 2003

Applicants should send a letter of interest and a
current vita to Michael Kenyon, Executive Director,
Percussive Arts Society, 701 NW Ferris Avenue,

Lawton, OK 73507.

CONTEST/AUDITION PROCEDURES
COMMITTEE CHAIR SEARCH

Applications are being accepted for the chair
position of the PAS College Pedagogy Committee.

Among the many responsibilities, the chair will
facilitate and coordinate the activities of the

committee by examining and addressing topics and
issues related to the committee and the

Percussive Arts Society.

Applicants should send a letter of interest and a
current vita to Michael Kenyon, Executive Director,

Percussive Arts Society,
701 NW Ferris Avenue Lawton, OK 73507

Deadline: May 1, 2003
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Your hands appear to be playing only three different technical combinations: flam-accent-tap, flam-tap-accent, or accented flam-
tap-tap. The other six patterns are essentially one of those three, but displaced in relation to the beat.

Although the technical combination of flam-tap-accent is identical in the hands as accent-flam-tap and tap-accent-flam, it is not
the same thing to the brain. In this grid, for every one technical combination there are two mental combinations. Example 7
groups the combinations accordingly by letter.

Example 7

Rudiments containing three or more elements can undergo the grid process as well. This can be executed in several different
ways. The following approach creates a three-element grid utilizing the flam drag in triplet form.
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PASIC 2003 SCHOLARSHIP INFORMATION & APPLICATION
The Percussive Arts Society is pleased

to announce several scholarships
assisting students to attend PASIC
2003.

Each scholarship winner (PASIC and
Regional) will receive the following
courtesy of PAS:

• one year of PAS membership
• PASIC 2003 registration
• ticket to the Hall of Fame
   Banquet
• PASIC 2003 souvenir T-shirt
• monetary awards as indicated
   below toward the cost of
   transportation/lodging.

Winners will be notified in August
2003.

STATE CHAPTER PASIC SCHOLARSHIPS
State Chapter PASIC Scholarships are currently
available in California, Illinois, New York and
Texas. Additional scholarships may be
available. Contact your chapter for application
information.

PAS ($500 U.S. SCHOLARSHIPS)
DEADLINE: JUNE 15, 2003

Avedis Zildjian Co. Scholarship
Cloyd Duff Scholarship
James A. Sewrey Scholarship
Ludwig Industries Scholarship
McMahon Foundation Scholarship
Remo, Inc. Scholarship
Steve Ettleson Scholarship
Thomas Siwe Scholarship
Val and Venus Eddy Scholarship
William F. Ludwig, Jr. Scholarship
Yamaha Corporation of America
Scholarship

SEND APPLICATION TO:
PASIC Scholarship Application
Percussive Arts Society
701 NW Ferris Avenue
Lawton, OK 73507-5442
ph: (580) 353-1455
e-mail: percarts@pas.org

CANADA (NOT TO EXCEED $1,500 CANADIAN)

DEADLINE: MAY 1, 2003
scholarship limited to a Canadian music
student (percussion major) who is full-time
grade 12/13 high school or full-time
undergraduate university student

SEND APPLICATION TO:
Sabian/PASIC Scholarship
Ian Turnbull
25-1040 Riverside Dr., London, ON

N6H 5N4 Canada
E-mail: ijt@execulink.com
Contact Ian Turnbull for French version of application.

Applicant’s Name ___________________________________________________________

Phone _____________________________________________________________________

Address ___________________________________________________________________

_____________________________________________________________________________

Name of Instructor _________________________ Telephone ________________________

Name of School _____________________________________________________________

School Address _____________________________________________________________

Grade level _______________  Number of years studying percussion ______________

PAS Member # ________________________  (You must be a current member of PAS®)

How many years have you been a PAS member? ______________

Have you ever received a PASIC scholarship? ___________  If yes, when? __________

Have you ever attended PASIC? ______________________  If yes, when? ___________

Awards, scholarships, etc., and dates received (use separate sheet if necessary)

________________________________________________________________________________

________________________________________________________________________________

_______________________________________________________________________________

Goals _____________________________________________________________________

________________________________________________________________________________

________________________________________________________________________________

Personal statement (optional) __________________________________________________

_______________________________________________________________________________

_______________________________________________________________________________

Major instruments (instruments that you have or are seriously studying) _______________

_______________________________________________________________________________

Applicant’s signature _____________________________________ Date _______________

PASIC 2003 SCHOLARSHIP APPLICATION

PASIC 2003 . 28TH ANNUAL CONVENTION . NOVEMBER 19–22, 2003
KENTUCKY INTERNATIONAL CONVENTION CENTER . LOUISVILLE, KENTUCKY

❏ A four to five minute standard 1/2” VHS videotape of the applicant’s perfor-
mance with applicant’s name printed on the spine enclosed

❏ One supporting letter of recommendation verifying age and full-time student
status enclosed

❏ Recent copy of grade transcriptions or latest grade card enclosed
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Diddle on the second note of the triplet Diddle on the third note of the triplet Diddle on the first note of the triplet

The difference between the flam-accent grid and the flam-drag grid is the addition of a drag. The concept of gridding transfers
an isolated element to all notes of the given rudiment. Since the flam-accent skeleton or base is identical to the flam drag, we can
create three separate flam-accent grids.

Place a drag (the element not shared) on the second note of the triplet (common flam-drag form) in the first grid, a drag on the
third note of the triplet in the second grid, and a drag on the first note of the triplet in the third grid. Utilizing this method, three
nine-unit grids are created, collectively identified as the flam-drag grid. The combined total of 27 units is broken down into nine
technical combinations, each having two mental combinations. The grid and groupings are shown in Example 8. A rudiment con-
taining four or more elements can be gridded in a similar fashion.

Example 8

The next step in the gridding process is to create exercises that develop the technical and mental concepts so they can be per-
formed within a musical context. Every rudiment presents individual challenges and each variation will have technical and mental
issues to be addressed.

Percussion Education: A Source Book of
Concepts and Information

AVAILABLE ON CD SEARCHABLE FORMAT

Developed by Garwood Whaley and the PAS Education Committee, this book has been very well received
and is now a required text in many college percussion techniques classes.

TABLE OF CONTENTS
• Recommendations for the Reorganization of Percussion Instruction   •   Motivating the Percussion Student
• The School Percussion Ensemble: Organization   •   The School Percussion Ensemble: Instrumentation
• The School Percussion Ensemble: Literature   •   Percussion Equipment, Inventory, and Security
• Sticks, Mallets, and Beaters: Which for What?   •   The Percussionist’s Pencil: Aids to Marking Parts
• Percussion Problems from the Podium   •   Percussion in the School Stage Band
• Presenting a Percussion Clinic for High School Students   •   All-State Percussion Auditions
• Percussion in the Concert Band: An Annotated List   •   Percussion Method Books: A Bibliography
•  The Elementary Percussion Section Part I: Repertoire—The Foundation of Musicianship
• The Elementary Percussion Section Part II: Part Editing    •   Audio and Video Percussion Resources
• The Worst Percussion Solos Ever Written (How to Avoid Them)

To order: 701 NW Ferris Ave., Lawton, OK 73507-5442
(580) 353-1455 • fax (580) 353-1456 • Order Online: www.pas.org
School Purchase Orders Accepted

SYSTEM REQUIREMENTS:
WINDOWS: INTEL PENTIUM

PROCESSOR, WINDOWS 95
- 2000, 64 MB OF

RAM, 24 MB OF

AVAILABLE HARD-DRIVE

SPACE.
MACINTOSH: POWERPC
PROCESSOR, MAC OS
SOFTWARE VERSION 7.5.3
OR HIGHER, 64 MB OF

RAM, 24 MB OF

AVAILABLE HARD-DISK SPACE
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The techniques necessary to play a particular rudiment should be isolated with general exercises first. Those exercises can then
be applied to the specifics of each technical combination. After the technical combinations are controlled, then the mental combina-
tions can be developed in a similar manner. To illustrate three applications of a grid, the next example utilizes the single
paradiddle.

The paradiddle grid is created using two elements: the accent and the sticking. The paradiddle is unique in that the sticking can
be considered an element because it does not alternate continuously. The two rights or the two lefts can be moved to other counts,
just as the accent can. By moving both elements, a sixteen-unit grid is created consisting of four technical combinations, each with
three mental combinations. Example 9 shows the grid and appropriate groupings.

Example 9

The first application of a grid concentrates on the technical combinations, focusing on the accent-tap issues. A generalized exercise,
shown in Example 10, aids in developing accent-tap control.

Example 10

That concept, applied to each of the four technical combinations, create specifically tailored exercises, as illustrated in the next ex-
ample.

Example 11
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Each technique combination can be played consecutively, in any order, as illustrated in Example 12. In this exercise, the accent
shifts within the paradiddle, but the paradiddle sticking always starts in the same place.

Example 12

The next application focuses on mental combinations. It is important to understand how the brain perceives what the hands are
doing. Starting a technical combination on any count within a pulse focuses on that concept. The technical combinations must be
controlled prior to attempting the mental side of gridding. By isolating each technical combination individually, exercises can be
created. Example 13 illustrates an exercise derived from C1 in Example 9.

Example 13

The mental combinations can also be played consecutively in a similar fashion as the technical combinations. Example 14 dem-
onstrates how D1 from Example 9 can be used to create such an exercise. Unlike Example 12, the accent is always in the same
place within the paradiddle, but the beat shifts where the paradiddle sticking starts.

Example 14

Combining the technical and mental combinations, the applications of grids are further explored. For example, insert the four
paradiddle technical combinations into the mental combination of A2 from Example 9. The paradiddle sticking of R l r r / L r l l
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will always start on the second sixteenth note of the beat (the mental application), but the accent will change within the
paradiddle (the technical application). In Example 15 the hands are doing the same thing as in Example 12, but mentally, every-
thing is offset one sixteenth note. The brain must displace the accent within the already displaced paradiddle.

Example 15

Examples 10–15 are basic exercises that function as a guide in developing variations with other grids. More advanced exercises
can be created to expand the technical facilities and mental concepts. The goal is the development of the skills needed to recognize
and perform the variations in a musical setting. It is the performer’s responsibility to develop and apply the products of gridding to
practice and performance. The most useful application is the development of control and understanding of the rudiments, which
leads to consistency in playing. By working on consistency of each technical and mental combination, one may take complete own-
ership over the rudiment.

The gridding process creates literally hundreds of combinations based on standard and hybrid rudiments. Although possibilities
seem endless, gridding provides a logical approach to determine a finite number of variations. Naturally, a rudiment with more el-
ements will have more technical and mental combinations. The paradiddle grid has sixteen units. The flam paradiddle grid, con-
sisting of three elements (the accent, the flam, and the sticking), creates a 64-unit grid. Add a drag (four elements total), and the
grid has 256 units. Gridding provides the opportunity for realizing creative potential of the rudiments and prepares the performer
for many of the challenges in contemporary rudimental drumming.

Aaron Guidry is currently performing with the Cirque du Soleil production “Mystere.” He received his BME from the University of
Louisiana at Monroe and his M.M. at West Virginia University. He has also performed professionally with the African drum and
dance ensemble Azaguno, and was a featured snare soloist with the U.S. touring cast of Blast!     PN
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Nominations are now being accepted for the 2003 Outstanding Chapter President Award. The
winner of this annual award, now in its eleventh year, will receive an engraved plaque and a
$1,000 grant for his or her chapter.

The Outstanding PAS Chapter President Award recognizes individuals who have increased
chapter membership and provided percussion events, newsletters and experiences that are
beneficial for the continued music education of chapter members.

Nominations should include supportive information and must be received by July 1.
Self nominations are acceptable. Send nominations to PAS, 701 NW Ferris Ave., Lawton, OK
73507-5442 or E-mail: percarts@pas.org

Outstanding Chapter President Award


