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ABSTRACT 

 

 The purpose of this document is to examine the relationship between the traditional 

university percussion curriculum and technology, specifically audio and video production. An 

overview of the current university percussion curriculum will be presented, followed by a survey 

of the available audio and video technologies with a step-by-step image tutorial provided. Then a 

detailed description how to implement technology into the contemporary curriculum will be 

discussed and further supported by interview transcriptions and questionnaire responses from 

current and graduate percussionists from the Florida State University Percussion Studio. A 

survey of available technology for every budget will conclude the document for those interested 

in augmenting their curriculum with audio and video technology.  
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CHAPTER ONE 

RELEVANCE AND GOAL OF THE RESEARCH 

 

 Audio and video technology has become an irreplaceable part of our lives, whether 

enhancing a diverse and informed human culture or archiving the human experience. Recording 

technology, specifically, has changed the way we experience music as completely new delivery 

systems and platforms evolve alongside intuitive hardware and software not available even 

fifteen years ago. Recordings allow us to experience the same musical moments over and over on 

our phones, in our cars, while sitting at the computer—literally everywhere, and for musicians, it 

provides a “reality check” that can be very powerful and illustrative.  

 The Florida State University Percussion Studio is the only percussion program in the 

country to incorporate cutting-edge technology in both the applied curriculum and in coursework 

(directed independent study). The results of this in combination with standard applied teaching 

are seen clearly in the successes of program alumni over the last ten years. As a member of the 

FSU program, I fully believe that the inclusion of this technology played a major role in assisting 

the aforementioned successes and, when examined and documented through my research, will 

serve as a resource for those looking to augment their studios. 

 The purpose of this document is to examine the relationship between the traditional 

university percussion curriculum and audio and video production technology. I will explore the 

importance of mastering these concepts and the relationship between FSU’s high rate of 

professional placement and the students’ exposure to technology. Interviews with successful 

alumni will include a discussion of the skills they developed in regard to technology as well as 

how they are applied in their current positions. I will also include a “How-To” guide with step-
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by-step instructions on configuring an audio and video recording session, as well as provide a 

survey of available technology for any budget. In summary, this document will become a 

resource for those wishing to augment their current curriculum through the infusion of 

technology.  
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CHAPTER TWO 

AN OVERVIEW OF THE UNIVERSITY PERCUSSION CURRICULUM 

 

2.1 Introduction  

 When considering the music curriculum, one must first take into account the standards 

that have been set for admittance into the program as well as the national standard degree plan 

established by NASM (National Association of Schools of Music).  

 For this chapter, I will give a targeted analysis of the NASM standards for the university 

music curriculum, examining closely the set plans for Music Education and Music Performance 

majors at the undergraduate and graduate levels; provide a breakdown of syllabi taken from 

respected university percussion professors; and offer a detailed description of the intricacies 

involved in each aspect of a university percussionists’ experience. The information for the 

university percussion curriculum was derived from a comparative analysis of several highly 

accredited and successful percussion studio professors. A listing of the professors, their 

institutions, and a copy their syllabi can be found in Appendix A.  

 

2.2 An Overview of The NASM Curriculum Standards 

 I begin my overview of the NASM curriculum standards with a quote from the Values 

and Beliefs section from the NASM webpage as supporting material for the implementation of 

these current standards.  

 Institutional Membership in NASM represents a strategic choice. It signifies a 
comprehensive understanding of the relationship between the work of individual 
institutions and the work of the entire community of institutions that prepare musicians at 
the collegiate level. It signifies a willingness to connect with others, both in order to give 
and to receive. It signifies that individuals with high levels of musical capability, 
expertise, and experience must take leadership responsibility in accreditation and related 
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areas lest a vacuum be created for non-musicians to fill. It signifies a pledge to continue 
what NASM has always done: seek optimum learning conditions for music students and 
develop the strength and quality of music in higher education by assisting institutional 
members and their faculties to do their best work.1 

 
This pledge is not only a commitment from NASM to all music institutions but serves as a 

charge to ensure that every student is amply prepared for life outside the confines of their 

school(s) both as a continual learner and refiner of their craft as well as leaders within their given 

fields. If this pledge is to hold true, then we as instructors of higher educational learning must 

continually expose our student to materials that will allow for this growth and preparedness to 

occur.  

 Due to the extensive volume of information within the NASM Handbook, I will center 

my research regarding curriculum standards on the two most popular undergraduate and graduate 

degree paths for university percussionists: music performance and music education. To properly 

showcase this material, I will provide an overview of how NASM categorizes these degrees, 

create a brief degree description at both levels, and provided a detailed course analysis for each 

degree.  

 

2.2.1 The Liberal Arts Degree 

 Currently, NASM recognizes two types of undergraduate degrees in music, a Liberal Arts 

Degree and a Professional Degree.2 The Liberal Arts Degree can be categorized as either a 

Bachelor’s of Arts in Music or Bachelor’s of Science in Music Degree, depending on the 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 National Association of Schools of Music. Values and Beliefs. 
 https://nasm.arts-accredit.org/accreditation/general-information/value-benefits/ 
 Accessed: March 23, 2017.	  
 https://nasm.arts-accredit.org/accreditation/general-information/value-benefits/ 
 Accessed: March 23, 2017.	  
2	  National Association of Schools of Music. Handbook 2016-2017 PDF. Page 74. 
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academic cataloging of the specific institution. This degree focuses on a general study of the arts, 

humanities, social and physical sciences, as well as music.   

 Within this, universities can also offer a specific emphasis, such as performance, theory, 

music history and literature, music industry, etc. NASM states that, “each institution is 

responsible for developing and defining the specific purposes of its overall undergraduate 

program in music and of each undergraduate degree program it offers.”3 This would allow each 

institution, regardless of degree cataloging, to tailor and specialize its courses, private 

instruction, and performance opportunities for their students. I would like to add that the 

Association states that this Liberal Arts Degree can also be used as a Professional Degree; e.g. a 

Bachelor’s of Arts in Music Education or a Bachelor’s of Science in Music Education. The 

terminology states that these degrees, although strongly entrenched within the Liberal Arts 

curriculum, allow for a “professional result: meaning a specific certification within the music 

education field.”4 

 Although the specifics of the degree are left up to the institution, a Liberal Arts Degree in 

music must follow the Association’s guidelines as far as the weighing of curricular content. This 

degree should adhere to the following breakdown:  

  General studies and general electives comprise 55-70% of the total program; 
musicianship, 20-25%; performance and music electives, 10-20%. Studies in 
musicianship, performance, and music electives normally total between 30% and 45% of 
the total curriculum.5  

As with either degree, Liberal Arts or Professional, the following set of musical standards must 

be learned upon completion: 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  Ibid. Page 85	  
4	  Ibid. Page 94	  
5	  Ibid. Page 94 
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 The ability to hear, identify, and work conceptually with the elements of music such as 
rhythm, melody, harmony, structure, timbre, texture; an understanding of and the ability to 
read and realize musical notation; an understanding of compositional processes, aesthetic 
properties of style, and the ways these shape and are shaped by artistic and cultural forces; 
an acquaintance with a wide selection of musical literature, the principal eras, genres, and 
cultural sources; and the ability to develop and defend musical judgments.6  

The acquiring of these skills must be obtained via performance, applied lessons, specific music 

pedagogy classes, and an overall general exposure to all facets of music. The culmination of 

these events must lead to the following NASM standards upon completion of said degree:  

 Ability in performing areas at levels consistent with the goals and objectives of the 
specific liberal arts degree program being followed; an understanding of procedures for 
realizing a variety of musical styles; knowledge and/or skills in one or more areas of 
music beyond basic musicianship appropriate to the individual’s needs and interests, and 
consistent with the purposes of the specific liberal arts degree program being followed.7 

 

2.2.2 A Professional Degree.  

 NASM also recognizes a Professional Degree as part of their two tiers of undergraduate 

degree plans. This degree can be categorized as Performance, Theory, Composition, History and 

Literature, Sacred Music, Jazz Studies, Music Education, Music Therapy, or any other degree 

listed as Bachelor’s of Music by a given institution. For my purposes, I will give a brief 

overview of the Professional Degree plan and discuss two specific degrees, a Bachelor’s of 

Music in Performance Degree and a Bachelor’s of Music Education Degree.  

  As stated by the NASM Handbook, a student seeking a Professional Degree, will be 

expected to: 

  Develop the knowledge, skills, concepts, and sensitivities essential to the professional life 
of the musician; fulfill various professional responsibilities, the musician must exhibit, 
not only, technical competence, but also broad knowledge of music and music literature, 
the ability to integrate musical knowledge and skills, sensitivity to musical styles, and an 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6	  Ibid. Page 95	  
7	  Ibid. Page 95	  
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insight into the role of music in intellectual and cultural life.8  

 To acquire these skillsets, the student will be subject to performance opportunities, 

selected musical and cognitive classes, applied lessons, and other various musical experiences 

that are designed to provide positive growth as a future professional. A detailed outline of the 

skillsets can be found within the NASM Handbook and in the tables listed in Appendix D. Many 

similarities can be seen between these standards and those listed for the Liberal Arts Degree with 

the exception that a more in-depth saturation of music with specific specializations and a great 

technical, historical, and pedagogical demand is being placed on the student within the 

Professional Degree plans. 

  Technical skills requisite for artistic self-expression in at least one major performance 
area at a level appropriate for the particular music concentration; an overview 
understanding of the repertory in their major performance area and the ability to perform 
from a cross-section of that repertory; the ability to read at sight with fluency 
demonstrating both general musicianship and, in the major performance area, a level of 
skill relevant to professional standards appropriate for the particular music concentration; 
knowledge and skills sufficient to work as a leader and in collaboration on matters of 
musical interpretation; rehearsal and conducting skills are required as appropriate to the 
particular music concentration; keyboard competency; growth in artistry, technical skills, 
collaborative competence and knowledge of repertory through regular ensemble 
experiences; ensembles should be varied both in size and nature; performance study and 
ensemble experience continue throughout the baccalaureate program.9 

The Association calls for a synthesis of all aspects of a student’s degree upon completion, while 

acknowledging the fact that “synthesis is a lifetime process.”10 Therefore concluding that your 

overall aspiration in music should be to have the ability to work through musical problems by 

combining your capabilities in performance- using aural, verbal, and visual analysis- along with 

a complex knowledge of history, repertoire, and composition/improvisation. 

 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8	  Ibid. Page 97	  
9	  Ibid. Page 97	  
10	  Ibid. Page 99	  
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 2.2.2.1. A professional degree: performance. A Bachelor’s of Music in Performance 

degree should hold all the standards previously mentioned in the Professional Degrees section as 

well as the following percentage breakdown: 

 A study in the major area of performance, including ensemble participation, pedagogy 
courses, independent study, and recitals, should comprise 25-35% of the total program; 
supportive courses in music, 25-35%; general studies, 25-35%. Studies in the major area 
and supportive courses in music normally total at least 65% of the curriculum.11   

 

The abovementioned breakdown aims to develop a student with comprehensive proficiencies in 

their major performing medium including the ability to work independently to prepare 

performances at the highest possible level, maintain a knowledge of applicable solo and 

ensemble literature, and experience with the fundamentals of pedagogy.  

  

 2.2.2.2 A professional degree: music education. A Bachelor’s of Music Education 

Degree should hold all the standards previously mentioned in the Professional Degrees section as 

well as the following: 

 Studies in music, including basic musicianship and performance normal comprise of at 
least 50% of the total program; general studies, 30-35%; and professional education, 15-
20%. Professional education is defined as those courses normally offered by the 
education unit that deal with philosophical and social foundation of education, 
educational psychology, special education, history of education, etc.12 
 

In addition to these, a student pursuing a career in music education should adhere to the 

following: 

 [T]he musician electing a career in school-based teaching must develop competencies in 
professional education and in specific areas of musicianship. Professional education 
components should be dealt within a practical context, relating the learning of 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11	  Ibid. Page 100 

12 Ibid. Page 115 
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educational principles to the student’s day-by-day work in music. Students must be 
provided opportunities for various types of observation and teaching. 13 

 

 2.2.2.3 Graduate degree plans. To summarize the breadth of information NASM 

delegates to master’s and doctoral degrees, I will refer to the information stated in Table D.3, 

D.4, D.5, and D.6 in Appendix D. Here a detailed breakdown of the graduate program is 

presented for both master’s and doctoral candidates pursuing degrees in percussion performance 

and music education. The NASM standards as far as admittance, credit breakdown, and 

concentration generally remains consistent with that of the undergraduate degree structure with 

the exception of graduate level course requirements, concentrated focus and specification 

emphasis, and required examination/document research components. 

 

2.3 A General Analysis of the University Percussion Curriculum 

 

2.3.1 Introduction and Overview 

 A breakdown of a university’s curricular structure, especially a program within the arts, 

is a complex matter. Using a comparative analysis of syllabi from the Florida State University, 

University of Kentucky, and the University of North Texas, I have decided that a general 

university percussion curriculum should be subdivided into five categories: Performance, 

Pedagogy/Performance Hybrid, Practice, Adjudication, and Professionalism. The 

professionalism category directly correlates with the information explained in Chapter Four: The 

Implementation of Technology into the University Percussion Curriculum and will not be 

discussed in this chapter.  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Ibid. Page 116 
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2.3.2 Performance  

 Regardless of a student’s major degree, the ability to perform and/or demonstrate on an 

instrument is essential. As set by NASM, university students are required to perform in a number 

of ensembles throughout their collegiate tenure. 

 Moving instruments, equipment, and setting up for rehearsal is commonplace for a 

percussionist. Depending on the selected repertoire, a percussionist can spend anywhere from ten 

to forty minutes setting up for a rehearsal or performance. Note: the same amount of time should 

be allotted for disassembling after the event. Overall, an estimated one to two hours should be 

added to the length of each event.  

 Table D.1 in Appendix D provides an example of ensemble assignments a university 

percussionist is typically given as well as a brief description of their rehearsal time, preparation 

time, instrument assembly/disassembly, and any other applicable information. This information 

comes from the syllabi listed in Appendix A as well as personal experience. This information 

does not include instrument gear moves to venues off-campus; dress rehearsal gear moves, 

assembly, disassembly, and gear moves back to campus; or instrument maintenance before a 

rehearsal.   

 

2.3.3 Pedagogy/Performance Hybrid 

 Pedagogy is the art or science of teaching. In the context of a university, this can refer to 

both the professor’s role with a student, serving as an informed and skillful expert, and the 

students’ role in learning, eventually becoming the teacher. This means that while the professors’ 

role is to educate and share their knowledge of a specific set of skills, they are also in tandem 

sharing teaching concepts and philosophies that will become the foundation of that students’ 
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pedagogical style.14  

 It is my belief that out of all the categories listed within this section, pedagogy is the 

cornerstone of any university percussionists’ education. It is here that a student acquires the 

abovementioned experiences, which imprints on their future pedagogical approaches.  

 This category of the university percussion curriculum is termed Pedagogy/Performance 

Hybrid specifically because a portion of the pedagogy a student learns is through performance 

mediums; e.g. lessons, ensemble rehearsals, and studio class; while additional portions are 

learned via specific pedagogical courses. 

 

 2.3.3.1 Pedagogy/performance hybrid: applied lessons. Private lessons are separated 

into two subcategories: performance and pedagogy. The performance aspect is a combination of 

the student’s prepared material and stylistic demonstrations for the professor. The professor 

exhibits pedagogy within lessons by design and, through their actions and words, the student 

gains an understanding of appropriate ways of learning and future educating. Problem solving, 

practice techniques, real world concepts, and professionalism, are all pedagogical aspects a 

student will gain from their applied lessons.  

 

 2.3.3.2 Pedagogy/performance hybrid: courses. Percussion Literature and Pedagogy 

can work as a standalone course or as a studio class subset. When taught outside the studio class 

setting, this course can be very informative and, to some extent, critical for the professional 

development of the student. Taking the course objectives paragraph from Dr. John W. Parks IV, 

Professor of Percussion at the Florida State University, MUL4460 Percussion Literature and  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14	  Merriam-‐Webster.	  Pedagogy.	   	   	   	   	   	   	   	  

	   https://www.merriam-webster.com/dictionary/pedagogy Accessed: March 29th, 2017 
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Resource Seminar exposes the overarching reach of a typical literature and pedagogy course:  

 At the end of the course, students will have a very thorough historical and educational 
perspective upon professional percussion performance and education, 
orchestral/symphonic repertoire, audition strategies, current publications (peer-reviewed 
journals, industry publications), performance analyses, and exposure to guest artist 
lecturers.  Additionally students will have compiled notebooks with templates for 
professional resume/curriculum guides and additional materials/strategies to aid in the 
interview process, as well as curricula for secondary and university percussion 
programs.15   
 

One could argue that this course may be the most beneficial in fostering the students’ growth as a 

young professional.  

 

2.3.4 Practice 

 All percussionists must maintain active practice schedules. To perform or educate at the 

highest level, one must be consistently refining their craft. While each instructor has set allotted 

amounts of individual practice time a student should complete each day, there are national 

standards set by accreditation boards that touch on this subject.  

  The NASM Handbook states that “It is recommended that one credit hour be given for 

each three hours per week of practice, plus the necessary individual instruction, with a maximum 

of six credits per term allowed for the major subject in music performance.”16 If this correct then 

a student should only be required to practice around twelve hours per week if they have 

schedules with a four-credit lesson. Additionally, this math would hold true for any institution, 

with the number of practice hours varying depending on the number of credits associated with 

their private lesson.   

  As an instructor and former student myself, I have found that twelve hours of practice a 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 Parks, John W. MUL4460 Percussion Literature and Resource Seminar Syllabus. Used  with 
 permission from Instructor. 
16 National Association of Schools of Music. Handbook 2016-2017 PDF. Page 75.	  



	   13	  

week will prove to be ineffective, leaving the student unprepared for lessons and ensemble 

rehearsals. The information stated in sections 2.3.2: Performance, 2.3.3: Pedagogy/Performance, 

and 2.3.5: Adjudication show the evidence to support this claim. I believe a more reasonable 

estimate for a performance major to properly prepare for lessons, ensembles, and personal 

projects is 3-4 hours of daily practice time or around twenty-eight hours a week. This amount 

will obviously vary depending on degree, personal ability, instructor, and extracurricular 

involvement.  

 

2.3.5 Adjudication  

  The testing of one’s ability and growth is essential for advancement to occur. As a 

student majoring in music, adjudication allows the instructor to both assign grades and gauge a 

person’s progress. The most common form of adjudication for music students is lesson grades.  

  Additional methods used within the university percussion system include, 

semester/yearly juries, ensemble placement auditions, recitals, comprehensive and preliminary 

examinations, dissertations/treatises/theses documents, studio class performances, ensemble 

rehearsals and performances, and professional auditions.  

 

2.4 The Current University Percussion Curriculum Structure Breakdown 

 A condensed view of the curricular structure of a typical university percussion student 

can be found in Appendix D, specifically for undergraduate, master’s, and doctoral candidates. 

Similar to the NASM section, the focus is on undergraduate and graduate students pursuing 

music performance and music education degrees, using the categorizations of Performance, 

Pedagogy/Performance Hybrid, Practice, and Adjudication.  
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CHAPTER THREE 

OVERVIEW OF APPLICABLE AUDIO AND VIDEO TECHNOLOGY 

 

3.1 Introduction of Chapter Materials 

 
 This chapter serves as a “How-To” guide for those interested in adding professional 

audio and video equipment to their studios. A brief overview of all the hardware, software, and 

appropriate terminology will be discussed and a detailed audio and video picture tutorial will be 

provided. Please understand that this is not meant to serve as a substitute for consulting a 

professional audio engineer or videographer, but is an introduction to help as you begin. For 

specific expert advice, I would recommend contacting costumer service at Sweetwater Musical 

Instruments and Pro Audio and B & H Photography and Video.  

 

3.2 Overview of Recording Session Equipment and Terminology 

 
 This section serves as a basic overview of typical percussion recording session hardware 

and software items and works in tandem with the picture tutorial found in section 3.3 as well as 

the proposed budget plans from Chapter Six. These specific items were selected from the various 

budgets presented in Chapter Six and were only chosen for the purposes of explaining the 

material within this section. The instructor should feel free to explore any equipment options that 

fit their specific budgets and needs.  

 

3.2.1 Microphone  

 When it comes to selecting equipment, research is key. I used the following information 
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to select microphones, which was produced by the audio engineers at Sweetwater Pro Audio, 

DPA Microphones, and personal experience.  

 There are three important items to consider when selecting microphones: condenser vs. 

dynamic, polarity patterns, and diaphragm size. Dynamic microphones are commonly used as 

vocal microphones, or essentially the mics that the local bar owner attaches to your drumset 

during your last rock band show. There are however, some distinct differences between dynamic 

and condenser microphones.   

 “Dynamic mics are less sensitive to sound pressure levels (SPL) and high frequencies 

than condenser mics and generally do not require phantom power17.18 These microphones would 

be ideal for micing concert toms, tenor drums, and smaller bass drums (depending on depth). 

Please note: SPL refers to the level (threshold) of sound humans can hear and is measured in 

decibels (dB). A recording situation that produces high SPL would typically revert to a low 

sensitivity microphone; e.g. dynamic microphones. However, low sensitivity in a microphone 

means lower quality capturing of sound, especially if the volume of the room changes drastically 

or if you are recording an instrument with a wide dynamic range; e.g. marimba, timpani, full 

ensemble, solo snare drum, etc. “Condensers are more responsive to the ‘speed’ and nuances of 

sound waves than dynamic mics.”19 These microphones are typically very sensitive to sound and 

are ideal for concert percussion instruments with a lot of overtones. For the purposes of this 

chapter, we will be discussing condenser microphones, as their specifications align with a 

majority of the concert percussion instruments. 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Phantom Power- A power source (48V) that sends to a microphone to activate it  
18	  inSync. Studio Microphone Buying Guide. https://www.sweetwater.com/insync/studio-
 microphone-buying-guide/#mic_types. Published April 17, 2017. Accessed: June  11, 
 2017. 
19 Ibid. Studio Microphone Buying Guide.	  
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 Polarity Patterns refer to how the microphone captures analog sound20. There are multiple 

polarity patterns a microphone can be built to produce. For the purposes of recording concert 

percussion the standard patterns include, cardioid and omnidirectional. The figures below 

represent these two polarity patterns.  

 

    

   Figure 3.1: Cardioid Pattern 21       Figure 3.2: Omnidirectional Pattern22 

 

 Polarity patterns can be explained using a dark room and a flashlight. A cardioid polarity 

pattern would resemble a heart shaped figure projecting from your flashlight, illuminating the 

area directly in front of the light bulb. An omnidirectional polarity pattern would be similar to 

walking into the same dark room with a lamplight and no shade. When you turn on the lamp, 

light is cast in every direction. Omnidirectional microphones are ideal for capturing the “feel” of 

a room; e.g. the ambient sounds, natural reverb and sustain, and the overall image23 of the space 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20	  Analog	  Sound	  is	  the	  natural	  sounds	  around	  us	  that	  has	  not	  been	  recorded	  and	  turned	  

	   into	  binary	  code	  for	  audio	  manipulation.	  	  
21	  inSync. Studio Microphone Buying Guide. https://www.sweetwater.com/insync/studio-
 microphone-buying-guide/#mic_types. Published April 17, 2017. Accessed: June 7, 
 2017. 
22	  Ibid.	  inSync.	  
23	  Image, as it refers to audio recordings, is the listener’s ability to hear the sounds in the same 
 fashion they would if witnessed in person, directionally of sound. 
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you are in. Cardioid microphones are used for spot micing an instrument and can also serve as a 

stereo pair24 in a similar fashion as the omnidirectional microphones.  

 Microphones are generally classified by their size: diaphragm. Large-diaphragm 

microphones cover a wide-range of instrument possibilities and can come with multiple polarity 

patterns and padding options (decidable cuts),25 making them ideal for spot micing during an 

ensemble recording session. Small-diaphragm microphones are extremely sensitive to sound 

waves and are ideal for recording instruments with widespread overtones, but don’t typically 

come equipped with the ability to change polarity pattern or apply a pad. For specific 

information, please refer to the articles at http://www.dpamicrophones.com/mic-university/ and 

https://www.sweetwater.com/insync/studio-microphone-buying-guide/#mic_types.  

 

3.2.2 Interfaces 

 An audio interface acts as the connecting line between your computer and professional 

microphones. It takes the analog signal the microphones capture and converts it into a digital 

signal that your computer can process, binary code. There are hundreds of options for selecting 

an interface, but for the purposes of this document we will focus on two points: the number of 

inputs needed and the computer connection method. For a beginner, a two-channel interface (two 

inputs and two outputs) is perfectly acceptable. This will allow the user to record with a stereo 

matched pair of microphones, which are ideal for recording lessons, rehearsals, or pre-screening 

solo works. More advanced recording (large ensemble works, chamber pieces, spot micing 

capabilities, etc.) will demand an interface with two to eight input channels.  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 The concept of Stereo Matched Pairs of microphones will be explained later in this chapter and 
 in Chapter Six 
25 Pads refer to a microphones ability to stop the capture of sound from reaching specific 
 decibels. Basically, pads help stop a microphone from peaking or distort the sound. 	  
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 Aside from the number of inputs needed, the connection from your interface to your 

computer is most important. Depending on your computer and the connection speed you are 

looking for, you can choose from Thunderbolt, FireWire, or USB. Consult the professionals at 

www.sweetwater.com or refer to the Interface Figures in Chapter Six for detailed descriptions of 

these various connections methods. 

 

3.2.3 Digital Audio Workstations and Video Editing Software 

 Digital Audio Workstations (DAWs) are software programs built for recording, editing, 

and producing audio files. Here, the engineer can run a recording session, edit the files (splice, 

fade, noise reduce, add reverb, equalize, compress, etc.), and master26 the finalized audio. A 

DAW is necessary to control the audio interface and the microphones for a session. For two-

channel recording, a standard audio file session can be created within the DAW and, for multi-

channel recordings, a multi-track session will need to be created. For specifics on configuring 

your DAW, two-channel to multi-channel recordings sessions, editing, and mastering, I would 

recommend a subscription to www.lynda.com or search your DAW’s website for tutorials. A 

detailed overview of the available DAWs can be found in Chapter Six, Table 6.8.  

 Video editing software works in the same capacity as a DAW, except that your recording 

device is not connected to the software during the time of recording. The video files must be 

transferred to the software program where the videographer can properly edit and produce the 

desired video. Editing functions can be extensive and complicated without proper training. For 

this, I would recommend a subscription to www.lynda.com or search tutorials for your software 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26	  Mastering is the creation of a finalized audio file from a stereo or multi-track recording 
 session. This mastered file serves as the template for mass production of the recorded 
 audio.	  
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program on YouTube and the manufacture’s website. A detailed overview of the available video 

editing software can be found in Chapter Six, Table 6.6. 

 

3.2.4 Cameras and Camcorders 

 The video recording device market is completely saturated. With hundreds of 

professional options available, the buyer has to be careful when selecting a device. For the 

various percussion recording sessions discussed, a camera that shoots in 1080 HD, can handle 

lowlight venues (concert halls, recital venues, percussion studios), and can hold at least a 32g SD 

card would be a good starting place. After that, I would consult a professional videographer, like 

the customer service representative with B & H Photo/Video, and explain what you are looking 

to record as well as the quality you are aiming for. As mentioned in later chapters, you get what 

you pay for when it comes to video cameras. For those just starting, the camera table in Chapter 

Six describes a few professional-level devices. 

 
 

3.3 How To Professionally Record For Your Studio: A Picture Tutorial 

 
 The following is a guide for setting up your first audio and video recording session. We 

will walk through receiving the equipment to recording solo marimba and snare drum (stereo 

recording) as well as chamber works and ensemble pieces (multi-track recording). 

 

3.3.1. Stereo Recording: An Illustrated Tutorial  

 Step one: before beginning the recording session, the engineer must clear the recording 

area of any objects that could suddenly vibrate and/or produce extraneous noise. To test this, 

play the instrument that will be recorded at various dynamics and ranges while someone walks 
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around the room inspecting for unwanted sounds. All of these items must be removed; light 

fixtures must be taped or adjusted; drums and cymbals should be covered with towels; and 

anything that could produce extra sounds needs to be removed. Additionally, placing friendly 

reminder signs in halls, staircases, and on windows outside of the recording area will remind 

those around you of the importance of remaining silent. 

 Step two: position the instrument in the center of the room or the area that provides the 

most resonance. Additional reverberation, delay, and other post-production effects can be added, 

but the RAW source sounds need to be as highest quality as possible. For multiple instruments, 

follow the same instructions taking note that small changes in your setup might need to occur 

depending on the size of the room and optimal mic placement. 

 

 

Figure 3.3: Marimba Pre-Microphone Placement 

 

 Step three: center the mic stands in-between the highest and lowest notes or, for non-

melodic instruments, the center of the instrument. For snare drum or concert toms, take into 

consideration the volume of the drum as well as the microphone gain levels: typically lower for 

drums and higher for mallet instruments. For marimba, place one mallet on the highest note 
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played and one mallet on the lowest note played. Then position the stereo bar or two microphone 

stands in-between those two points. Note: for marimba, I personally place the microphones about 

six feet in front of the instrument (centered as stated above) and about six to seven feet up in 

height, depending on the height of the performer. For snare drum, I usually add additional feet in 

front of the instrument, depending on the volume, and around six to seven feet in height with the 

microphones as centered as possible.  

     

       

  Figure 3.4: Centered Microphone Stands     Figure 3.5: Centered Stands With Subject 

 

       

         Figure 3.6: Six Feet by Six Feet                 Figure 3.7: Snare Drum Micing  
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 As far as microphone selection, for this type of solo playing and these specific 

instruments, a stereo matched pair of small diaphragm condenser microphones with a cardioid 

polarity pattern would be ideal as spread of sound is not wide. Please note that this could change 

depending on the room, hall, or venue being used for the session. For this polarity pattern, the 

angle of the microphones needs to be to be slightly turned away from each other, about a half an 

inch, so that the patterns do not disrupt or misinterpret the sounds being captured. For specific 

information on this subject, specific microphone positions, and polarity patters, please refer to 

Chapter Four, Figure 4.1, which lists several helpful websites for this subject matter. 

 

        

    Figure 3.8: RODE NT5 Body              Figure 3.9: RODE NT5 Capsule  

 

 Step four: connect microphones to the mic stands and run XLR cables27 to the interface. 

Note: make sure your mic cables do not have any knots, tangles, or are resting in any shape other 

than a circle. Take note of the way the cables are wrapped around the microphone stand in the 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Specific XLR cable information can be found in Chapter Six. 
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pictures below. This is done so that if a clip breaks or some malfunction occurs during a session, 

the microphone will catch itself on the mic stand. In addition, a smooth cable line ensures that 

the sonic information is transferred seamlessly from the microphone to the interface. 

            

Figure 3.10: Microphone Wrapping Base       Figure 3.11: Microphone Wrapping Boom 

 

              

 Figure 3.12: Microphone Wrapping Clip                Figure 3.13: Stereo Microphone with Cables 
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 Step five: connect microphones to the audio interface: channel one (corresponds with the 

left microphone) and channel two (corresponds to the right microphone). This is one aspect of 

imaging, where the engineer decides how the listener hears the finished product. Do you want 

the recordings to sound like the audio was captured from the students’ perspective or the 

audiences’? Generally, I capture sound from the audiences’ perspective, to make the listener feel 

like they are watching it live. 

 

                

 Figure 3.14: XLR to Interface Connection                 Figure 3.15: Interface Channel 1 and 2 

  

 Step six: connect the audio interface to your computer. Activate the drivers and register 

that the interface is reading the specific channels correctly. This is explained in the owner’s 

manual for every interface. 

 Step seven: open the DAW of your choice and create a new audio file session, select the 

interface currently in use, and begin to set levels. Setting levels involves positioning the 

microphones to the ideal distance from the instrument and adjusting the gain levels on each 

channel.   

 Gain levels must be similar in order to properly collect analog sound. Note: the higher the 
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gain level, the closer and clearer an object sounds. However, the possibility of collecting ambient 

noise increases as does the chance of peaking: exceed the maximum capacity a microphone can 

collect. The lower the gain level, the further away and softer an object sounds. To check this, 

have the performer play their loudest section, adjusting the gain to ensure the student does not 

peak and the softest section, adjusting the gain to still pick up a quality sized waveform. The 

waveform, at the loudest volume, should not cross over from a “yellow to dark-yellow” into the 

“red” to peaking, it should be at a healthy “light-green” to “yellow” level. I try to adjust the 

levels to allow the performer extra room for those most enthusiastic moments during a session. 

 

                

   Figure 3.16: Appropriate Gain Levels                Figure 3.17: Inappropriate Gain Levels 

 

 Step eight: have a plan for recording the piece and begin recording. Whether it is full 

runs, phrase-by-phrase, measure-by-measure, or note-by-note; make sure you have a preliminary 

plan for tracking each session. However, please be flexible with your performer. Things change 

in the moment and being able to adapt to keep the session running smoothly is of the utmost 

concern. Please note: you cannot adjust gain level while capturing audio. You will hear the 

increase or decrease in volume and depth if you are fine-tuning the levels while recording. If you 

are not satisfied with the captured sound, then adjust the gain levels or position of the 

microphones at the beginning of the session. It is important to check all of these things 

thoroughly before the session begins. You do not want to have to restart an entire session.  
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 Step nine: save information, backing it up to multiple locations, and begin the editing 

process. For specifics on how to do basic editing, please refer to www.lynda.com or the product 

manufacturers website for tutorials, PDFs, and specific information that fits your questions.  

 Step ten: experiment and have fun. Nothing is cut and dry. From the microphone 

selection and setup to the editing and mastering process, there are dozens of ways to setup a 

session and the more options you experiment with, the more well-versed you become. Not to 

mention that at some point, audio and video engineering becomes an art form with each engineer 

having his or her specific “sound” and “image” of the finished product. This of course, comes 

from patience, experimentation, and trial-and-error.  

 

3.3.2 Spot or Close Micing: Running a Multi-Track Session 

 Running a multi-track session is identical to the information stated in 3.3.1 with the 

additive factors of additional instruments, setup, and DAW applications. The addition of extra 

instruments means that close micing is needed. Close micing or spot micing is when an 

additional microphone is placed in close proximity to an instrument for the purposes of capturing 

a clear sound image as well as allowing for the ability to adjust the volume of that instrument in 

post-production. Also, it gives the listener a clear sonic picture of what the ensemble would 

sound like if seen in person.  

 For close micing, you typically want to have the microphone capsule facing the 

instrument in closer proximity than the overhead mics from a stereo recording session. As seen 

in the picture here, the large diaphragm microphones are about two feet in front of the 

instrument, about four to five feet in height, and the capsule (the center of the microphone) is 

facing the center of the instrument. This will allow for a clear representation of that performer’s 
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playing while capturing the specific sounds and overtones of that instrument. For specifics on 

microphone placements, usages, and any other additional information, please consult 

www.sweetwater.com or www.dpamicrophones.com.  

 Ensemble setup should remain almost identical to your performance setup so that you are 

producing a recording that is imaged to sound like this setup. The spot micing, in addition to the 

stereo pair of overhead microphones, allows the listener to hear the piece as they would if it were 

a live performance. Note: always have a stereo matched pair of condenser microphones running 

as overheads during an ensemble recording session. The addition of a stereo pair of overheads, 

used as stated in Section 3.3.1, collects the ambience and general sound of the room during the 

recording session. These microphones collect all the overtones, sympathetic vibrations, and large 

scale phrasing ideas that would normally be heard by an audience member at a concert or if 

someone was sitting in the room while the ensemble was recording. To me, the overheads act as 

a director or audience member’s ears. They give the listener all the great qualities that come with 

seeing a live performance as opposed to listening to a recording. In addition, they give the 

engineer the ability to mix the levels of the close mics into the sounds of the ensemble as needed. 

For example, if there is a section where the bass marimba part sounds low in the overheads, the 

engineer can increase the volume of the performer using the close mic track, which brings out 

the performer for that specific moment, enhancing the listeners overall experience.  
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Figure 3.18: Close Micing Above View       Figure 3.19: Close Micing Side View 

 

                        

Figure 3.20: Close Micing Centered View    Figure 3.21: Close Micing with Stereo Pair 

 

               

  Figure 3.22: Close Micing Vibraphone             Figure 3.23: Close Micing Snare  
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3.3.3. Adding Video to A Recording Session 

 There are multiple ways of incorporating video into a recording session. The following 

are just several video camera angles that can be implemented for basic functionality. There are 

three aspects an engineer needs to consider when using video technology: make sure the 

performer is always in the frame (test this constantly), make sure the room is clear of extraneous 

objects that distract from the performer, and have a plan for how the video angles work in 

conjunction with the audio recording aspect.  

                          

Figure 3.24: Camera Angles Example One               Figure 3.25: Camera Angles Example Two 

 

 

Figure 3.26: Basic Audio and Video Recording Session Setup 
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CHAPTER FOUR 

IMPLEMENTATION OF TECHNOLOGY INTO THE CONTEMPORARY 

CURRICULUM  

 
 

4.1 Introduction 

 
 The culture and climate of the twenty-first century percussionist has changed. To remain 

competitive in today’s job market one needs to become well versed in aspects beyond musical 

ability and basic pedagogical approaches. For example, take a university search committee. They 

are not just looking at one’s musical ability and teaching style. They are examining success 

ratings, personality, recruiting strategies, aspects that will enhance a students’ education and 

overall experience, and much more. This means, the additional facets that factor in to a student’s 

musical education are now the decisive factors between two well-suited candidates.  

 This chapter aims to uncover these additional avenues for those looking to augment their 

studio curriculum or personal approaches. Here, I will give examples of how to incorporate audio 

and video technology within your rehearsals and private lessons as well as potential course 

additions for a more in-depth study of these tools. More specific implementation ideas, such as 

strengthening your practice routines, can be found in Chapter Five: Questionnaire Responses and 

Interview Transcriptions as well as in Appendixes A, B and C. 

 

4.2 Implementing Technology into Rehearsals 

 We live in a world of instant results and immediate responses. The implementation of 

technology into our lives has created a faster moving population. If this is true within our global 

lives, then why would it not apply to the university percussion instructor or student? Creating 

instant feedback void of dispute can not only save valuable time during the learning process but 
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has the potential to instill self-awareness within an ensemble and for an individual. For the 

instructor, this feedback can be created with the application of recording technology during every 

rehearsal. The information found in Chapter Six will aid the individual in selecting the hardware 

and software that best fits their budget, and Chapter Three will assist in the development of setup 

ideas.  

 After the rehearsal area is outfitted with the appropriate recording gear, the instructor 

decides whether to record every rehearsal, allowing the students to be accountable for analyzing 

the recordings post-rehearsal. The instructor is responsible for selecting which selections to send 

and which platform to use for submission.  

 It is important that the students see their growth during a rehearsal, as it will retain their 

attention, show them that success is a long-term process, and demonstrate the steps necessary to 

achieve it. Using this system, an instructor can plan to record a performance run or a specific 

section at the beginning of rehearsal; work on details such as vertical alignment, phrasing, and 

pacing; then record that same section or run at the end of the rehearsal. The students will then 

have access to the initial recording clip and the rehearsed final run: allowing them to hear the 

transformation of not only their specific issues, but also the entire ensemble as a whole. This 

creates a sense of pride and excitement throughout the studio while also establishing specific 

pedagogical tools for their personal preparations and future students. Most importantly, this 

approach instills self-reliance and strengthens confidence in individual preparation while 

building a sense of individual and group accountability.  

 In addition, it encourages a sense of individual musical responsibility. Students can hear 

their part and can immediately detect if they are adding or taking away from the group as a 

whole. No one wants to let their teammates down, and providing the students with this type of 
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immediate feedback, allows the entire ensemble to hear the progress, remember the corrections, 

and immediately hear the transformation. Likewise, everyone knows what they need to address 

as well as what their peers need to correct, creating accountability and imparting a sense of 

responsibility for the next rehearsal.  

 It is important to remember that the sounds are being captured using professional 

microphones and not a Zoom recorder or iPhone. While these have a place for personal 

development, which I will address later in this chapter and is reiterated with the interviewees in 

Chapter Five, the clarity and detail from a stereo matched pair of microphones is unparalleled. 

Thinking long-term, having the ability to analyze these two hypothetical recordings clips with 

clarity and depth, near identical to the rehearsal/performance space, is critical in forming the 

foundation for a successful concert performance. It allows the students to have an understanding 

of how exactly the music is coming across to the audience. It grants them the ability to identify 

the difference in a mallet change, pianissimo roll transition, or a stroke concept change; make 

concrete decisions about the changes; and return to the next rehearsal aware of how their 

individual sonority fits within the group. This learning platform is unequivocal in approach and a 

vital pedagogical tool.  

 While these rehearsal reflections are important, a long-term scope must also be kept in 

focus. Archiving the growth of your ensemble is key to the continued progression of the 

abovementioned skillsets. Storing the rehearsal and performance recordings on platforms similar 

to Dropbox or Google Drive creates a central location for all studio members to reflect. Creating 

folders for each piece, labeling each recording with the date, and archiving them allows everyone 

the ability to listen back to ‘day one’ and then the eventual performance. As an instructor who 

saves rehearsal notes and entire rehearsal recordings, I am able to track how my specific 
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approaches and comments addressed the issues within the group. Remembering the aspects that 

solved the problems allows me to become a more informed educator and better serve the 

students. Creating this opportunity for your students allows for the insertion of all the attributes 

listed above: self-reliance, self-awareness, accountability, motivation, pedagogy tactics, and 

professionalism. 

 

4.3 Implementing Technology into Private Lessons 

 

4.3.1 Introduction 

 One role of a university professor is to teach the art of pedagogy and to create self-

teachers. A student’s time with their professor is limited to the specifics of their degree plan. 

Meaning, there is a finite amount of time that an instructor has to expose the student to all the 

facets needed to be successful within the music field. Referring back to Chapter Two, one can 

see that the number of courses and hours a student will be enrolled in is extensive. For private 

lessons specifically, this finite amount of time, if broken down into numbers, is shocking. A 

typical undergraduate percussion performance major on a four-year degree plan, following the 

normal sixteen-week semester schedule, will have on average thirty-two lessons a year. Multiply 

that by four years and the student has one hundred and twenty-eight lessons from the time they 

arrive until they graduate. That is only one hundred and twenty-eight hours for the instructor to 

prepare the individual for professional level performance opportunities, making sure they are 

pedagogically sound educators, and giving them the necessary tools for whatever their chosen 

musical career path may be. This timeframe excludes percussion ensemble rehearsals, 

auditions/juries, office meetings, additional lessons, and other various interactions.  
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 Speaking from my own personal experiences, this one hundred and twenty-hours in 

conjunction with percussion ensemble and the other possible exchanges, is in reality much less. 

Given the number of responsibilities placed on the student and instructor, the sixteen lessons per 

semester typically turns into twelve to fourteen lessons, which would average to around ninety-

six lessons over four years. I would like to add that this is not a negative reflection of the 

instructor or student. As I mentioned above and which can be clearly seen from Chapter Two: a 

university percussionist is taxed and, at times, weekly lessons are not possible. Depending on the 

student and workload, bi-weekly lessons could definitely prove a more rewarding option. It is to 

be noted that the entire university experience is what truly shapes the student. When applied to 

graduate students, these numbers are significantly lower, due to the shorter degree plan, and even 

more accurate because of the level of repertoire assigned and the responsibilities placed on them 

for scholarship and professional reasons.  

 

4.3.2 Implementing Technology 

 Self-teaching; demonstration, question and answer, and open discussions are all tried-

and-true methods for instilling musical self-sufficiency. Complete retention of concepts from a 

fifty-minute lesson or a two-hour rehearsal is difficult. The implementation of recording 

technology into your private lessons will help to combat this.  

 One way to begin is to record every lesson. I started doing this while pursuing my 

Master’s Degree at the Florida State University and it completely changed my performing and 

teaching concepts. Not to mention it provided me with a catalog of my progress and confirmed 

various concepts I was working on with my teacher.  

 All you need is to hang a stereo matched pair of condenser microphones and provide an 
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audio interface in the percussion studio space. For the highest level of clarity and focus it is 

important that the microphones and interface be similar to those found in Table 6.7 and Table 

6.8. The goal is to capture exactly what happened during the lesson. Other recording devices will 

not provide the student with the proper field of depth or clarity as a professional pair of 

microphones.        

For the collection of the audio files, the student will be required to install a DAW onto 

their computers, preferably Adobe Audition or Audacity. See Table 6.5 in Chapter Six. It would 

serve the students to purchase and operate a professional level DAW such as Adobe Audition or 

Logic Pro X; which facilitate the basics in audio engineering. The student will then bring their 

devices to every lesson and setup the lesson “recording session.” This involves connecting to the 

audio interface, opening the DAW, maneuvering the overhead microphones in position for the 

first instrument being played, testing gain levels, and recording. Minor microphone and gain 

adjustments throughout the lesson will occur but will not distract from the learning process. 

Once the lesson has concluded, the student will stop the recording session, save the files, 

disconnect from the interface, and reset the room for the next lesson. The student has now not 

only archived his/her lesson but has also compounded the beginning steps in audio engineering.  

 The student will now be required to analyze their lessons. This obviously takes additional 

time for the student but should be considered a critical aspect of the private lesson curriculum. 

Here, concepts discussed are allowed further investigation and performance issues are clearly 

seen, giving the student the ability to make informed decisions and create a focused plan for 

correction. As mentioned with archiving ensemble recordings, the student can follow their 

progress, take note of the pedagogical concepts discussed, and learn self-accountability.  

 Outside of personal advancement, these recordings also serve as legal coverage for the 
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university professor against disgruntled student claims. In other words, a professor can create a 

folder of every lesson, rehearsal, or interaction in case needed for proof against possible legal 

action. It should be noted that no student or instructor should ever be recorded without his or her 

prior approval and this previous statement is a way to keep both parties truthful.  

 

 4.3.2.1 Targeted technology. Using the same methods mentioned above, the instructor 

can use a third-party system to highlight specific discrepancies within a passage or phrase. 

Targeting and examining the specific waveforms produced during a lesson is an excellent way to 

challenge the student. For example, if a student is working on the snare drum excerpt Rimsky-

Korsakov’s Scheherazade, movement four, letter Q to letter R, and is having trouble keeping the 

micro-crescendos within the first three measures consistent; the instructor can record the specific 

sixteen measure phrase and have the student examine the waveforms. If done correctly the 

student should see that the three waveform patterns look the same. From here the instructor can 

discuss grip, bead placement, traveling on the drumhead, stick height, and assign exercises to 

properly execute the passage.  

 The student receives instant visual, aural, and cognitive feedback and now has the 

reasoning and skillset to use this technology within their personal practice. Specifics for using 

technology during practice sessions can be found in 4.5: Augmenting Technology into Your 

Daily Practice Routine. 

 

  4.4 Training Potential Audio and Video Recording Engineers 

 Entrepreneurship is a buzzword in today’s music society. Individuals like David Cutler, 

author of The Savvy Musician: Building a Career, Earning a Living, and Making A Difference, 
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and Rachel Roberts, Director of the Entrepreneurial Musician Program at the New England 

Conservatory, have made their careers out of helping shape young musicians into multifaceted 

professionals capable of realizing, building, and growing their own careers. From books to 

workshops to collegiate level programs, entrepreneurship is an actively growing movement 

within the music community and a critical aspect all instructors should incorporate into their 

studio curriculum.  

 For example, there are anywhere between one to four full-time, tenure track Assistant 

Professor of Percussion positions available at universities in the United States of America every 

year. Of those positions, almost one hundred percent require a Doctorate Degree or at least an 

A.B.D. (All But Dissertation) status with a set defense date. With the number of terminal degree 

holding percussionists continuously increasing and a window of employment remaining the 

same, it would seem ludicrous to pursue this avenue as a career. This being compounded by the 

fact that to acquire a DMA (or an equivalent degree) one must first complete two other degrees, 

each with their own costly expenses, time constraints, and hardships; audition and be selected for 

admittance into a top-tier doctoral granting institution, being able to afford the costs not covered 

by scholarships or grants and complete the strenuous degree plan; and have acquired the 

professional skillsets to properly apply for a university position, advance past the interview-

round, and win a live-auditioned/interview round—all of this against up to one hundred DMA 

holding percussionists. I do believe if described to professionals outside of this field, the word 

ludicrous would be a welcomed response.  

 While this may seem like a harsh reality, I would also like to note that even with the odds 

again them these one hundred terminal degree holding percussionists continue to apply and 

advance in this fully saturated job market. For those that do advance and especially for those 
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who win, I believe it is their entrepreneurship skills that strengthen them as candidates. I back 

my findings with the thirty plus questionnaire responses and four live interview transcripts found 

both in Chapter Five and Appendices B and C of this document. These findings state that the 

success rate of the percussionists graduating from the Florida State University Percussion Studio 

is almost at one hundred percent and they are being placed in some of the most regarded 

positions in our field; e.g. Marketing Manager for the Pearl/Adam Corporation, Music Arranger 

for the World Champion Winter Guard International Competition Winning Music City Mystique, 

over fifteen University Professors positions, and assistant/associate positions within America’s 

top-tier performing ensembles. All of these graduates have credited some aspect of 

professionalism, networking, social media, and, most notably, the audio and video immersion 

process, learned under the tenure of Dr. John W. Parks IV, to their current success.  

 I state that with these findings it is paramount that we include audio and video technology 

courses as well as professionalism and networking seminars into the university percussion 

curriculum. Thus, creating individual high-level musicians as well as an environment for future 

entrepreneurship to flourish. I will now discuss the extent of Dr. Parks’s A/V immersion 

structure within the FSU percussion studio, specifically his directed independent study course: 

Introduction to Audio and Video Recording and Editing, to showcase one aspect of audio and 

video recording technology training.  

 

4.4.1. A Technology Course Addition: Dr. John W. Parks IV 

 One solution for complete immersion is the formation of a course specifically focused on 

audio and video recording technology for the university percussionist. While courses similar to 

this might be present on campus, this course would be aimed at percussionists, their unique 
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instrument setups, and the specific professional aspects that would aid them in future 

employment or admittance; e.g. proper graduate school or job interview recording session setup 

and editing, lighting arrangements for headshots, solo vs. ensemble recording session 

configurations, and any other specifics geared toward twenty-first century musical advancement. 

While it may seem that a professor outside of this field would be under qualified to teach this 

course— with the use of this document, web sources/forums, and trial-and-error— I fully believe 

that both the students and the professor would benefit from this addition. It should be noted that 

there are a multitude of options for assistance, please see Figure 4.1 below. 

 The first university percussion professor to implement a course that meets the 

abovementioned specifications was Dr. John W. Parks IV, Professor of Percussion at the Florida 

State University. His course, Introduction to Audio and Video Recording and Editing, while not 

part of the set curriculum, is required for all university percussion majors. Qualification and 

depth of knowledge is key when dealing with professional level audio and video recording 

technology. Before I expand upon this course, it should be noted that Dr. Parks has the following 

qualifications for educating on this subject matter: voting member for the National Academy of 

Recording Arts and Sciences for the Grammy Awards; personally recorded, edited, and mastered 

over nineteen albums for some of the biggest names in percussion; chief engineer of his own 

recording company, Garnet House Productions; and albums pressed by Col Legno Records, 

Naxos, Calabaza, Equilibrium, and Flying Horse records. 

 The following are the course objectives as stated by Dr. Parks for his course Introduction 

to Audio and Video Recording and Editing. A course syllabus can be found in Appendix A. 

 Students will study the art of audio recording, gain an understanding of techniques for a 
variety of audio situations, understand terminology, instrument types, software and post-
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production tools, as well as begin looking toward video editing (in conjunction with 
audio).28 

 
This course utilizes three main facets of education: constant exposure, project based learning, 

and the expectation of professional quality products. Due to the malleable nature of the subject 

matter, the structure changes as the instructor sees fit. The following is a brief overview of the 

course using the three aspects mentioned above.  

 Immediate exposure begins with the student downloading and/or purchasing a trial 

version of Adobe Creative Cloud, MOTU drivers for the 896mk3 hybrid audio interface 

(motu.com) and Focusrite Scarlett 2i4 audio interface drivers for their laptops.29 Adobe Creative 

Cloud is a software based storage center that allows the subscriber full access to twenty-nine 

professional software systems, including Adobe Audition and Adobe Premiere: the main 

software platforms for this course. The students will be assigned weekly recording sessions, 

editing projects, and basic mastering tasks that will involve these platforms and hardware 

devices. For more information regarding these programs and devices, please refer to Chapters 

Three and Six. 

 Proper research and operational techniques are continuously assigned to the students, 

including the handling of a Canon T5i DSLR camera, a Canon xa10 Camcorder, DPA 4006-A 

microphones, Earthworks QTC30 microphones, Softboxes and LED Lighting Systems, and 

Green Screen production. This level of exposure, around $7,000 worth of hardware, is 

unprecedented for those not pursuing a degree in the subject matter.  

 While the technique and understanding of these tools is important, there is no substitute 

for analyzing quality recorded albums and videos. By nature, this course is designed for the 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28	  Course Objectives. Parks, John W. MUL4460 Percussion Literature and Resource 
 Seminar Syllabus. Used with permission from Instructor. 
29 Ibid. Parks, John W. DIS Syllabus	  
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student to test the reaches of their cognitive senses. This is compounded throughout as the 

students are exposed to acclaimed recordings produced by the world’s top professionals. This, in 

conjunction with their own recording projects, exposes them to the standard of quality to strive 

for, while providing a set of parameters with which to achieve those qualitative standards.  

 Almost one hundred percent of this course revolves around task or project-based 

learning. As stated in previous paragraphs, I believe the most efficient avenue for understanding 

audio and video technology is learning by trial and error execution practice. Here, the students 

are given tasks ranging from opening a wave file in Adobe Audition; to setting up, shooting, and 

editing a solo marimba session; to adding color enhancement to videos, creating custom 

reverberation, and applying noise reduction. These projects, graduated by design, culminate to 

basic functionality with professional hardware and software at a level needed to be competitive.  

 Through personal demonstration, active participation and discussion, and project-based 

learning objectives these students are exposed to professional recording techniques on a daily 

basis. The students are expected to produce quality recordings that both complete the assigned 

task and showcase personal artistry/growth. It is understood that this process is gradual but the 

expectation remains as it would for any professor leading a class. Upon concluding the course, 

each student has the necessary skills to execute and edit an audio and video recording session for 

situations such as graduate school audition tapes, professional performing ensemble audition 

recordings, university teaching applications, personal promotion, professional headshots for 

applications, and any other aspects relating to this subject. 

 There are viable options for those looking to create and implement this course within 

their university percussion curriculum. The individual can select a specific budget outline from 

Chapter Six or pick and choose aspects from each budget that will best fit their current needs. 
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From there, researching online, using Figure 4.1 below, and consulting with professionals within 

the field: one can begin implementing this technology and preparing an outline for the potential 

class.  

 

Table 4.1 Online Recording Resources 

Website Purpose 

http://www.indiana.edu/~emusic/ Studio Setup and Recording Tips 

http://www.dpamicrophones.com/en/Mic-University.aspx Top-of-the-line Microphone 
Information 

http://www.sweetwater.com/insync/category/glossary/ Need To Know Information 

http://www.sweetwater.com Purchasing Audio Products 

http://www.bhphotovideo.com Purchasing Video/Photo Products 

Lynda.com Helpful Video Tutorials 

Youtube.com/AdobeAudition DAW Help 

 

 

4.4.2 A Technology Course Addition: Additional Avenues 

 Regardless of the extent, any degree of exposure to additional facets of learning will 

enhance a students’ overall experience and increase their marketability. Referring back to 

entrepreneurship within the curriculum, the exposure to audio and video technology with 

elements of a hands-on approach, is critical for today’s musicians. If creating a separate course is 

not an option, there are various ways to create situations that allow the student’s to interact with 

technology. 

  One such situation could involve a semester-end recording session where the students 

record selections from the semester’s repertoire: this session could be run by the instructor, 

assuming the studio has acquired the necessary hardware and software, or by an outside party, 

possibly the Information Technology Department (IT), Marketing Department, or a local 

engineer. The mastered recordings could then be released for digital download via SoundCloud 
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and Vimeo or pressed onto an album. Regardless of the end result, completing an ensemble 

recording session is a great practical experience a student can benefit from. See Chapter Six and 

Appendix C for specific accounts of how this has benefitted student growth. 

  

4.5 A Professionalism Course: Additional Opportunities 

 On a non-technology related note, my interview findings and personal experiences show 

that it is necessary to briefly discuss the addition of a course in professionalism and the non-

teaching aspects of being an educator; specifically, as it pertains to networking, social media, 

resume/cv creation, and mock audition/interview preparations. These components are at times 

deciding factors within an audition and/or interview. Not to mention they are welcomed 

additions to an entrepreneurial musician’s palette. 

 A professionalism course designed to focus on these elements would address subjects that 

are normally learned through on the job training: e.g. proper forms of networking in-person 

versus online, proper email correspondence, and tips on remaining professional under stress; how 

to create and maintain a social media presence (Facebook, Instagram, Twitter, Linked In, 

YouTube etc.), statistics on proper times and materials to post, and boosting your internet 

footprint; examples and critical reviews of application resumes and curriculum vitas, and proper 

formats and paper selection; simulating live auditions/interview through mock trials, proper dress 

and demeanor approaches, and how to prepare materials/music to the highest level. While 

versions of this course might exist currently, I believe these aspects should be addressed 

consistently throughout the students’ tenure.  
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CHAPTER FIVE 

INTERVIEWS WITH CURRENT STUDENTS AND DISTINGUISHED GRADUATES 

 

5.1. Chapter Overview and Introduction of Materials 

 The following chapter will be divided into two sections: a summation of my findings 

from the questionnaire responses and live interview transcriptions. The first section will be 

divided into two parts: an overview of my data collection process and a summary of 

questionnaire data. The second section will be a synopsis of interview data and a deduction of 

the overarching data statistics. Complete questionnaire responses and interview transcripts are 

located in Appendix B and Appendix C.  

 

5.2 A Summation of Research: Questionnaires 

 

5.2.1 The Data Collection Process 

 My research began by contacting fifty-four current and graduate percussionists from the 

Florida State University percussion studio that have been under the direction of Dr. John W. 

Parks IV for interest in participating in my research study. Of these fifty-four, forty-five agreed 

to either complete a questionnaire or to allow me to conduct an interview. I have received thirty-

three completed questionnaires and conducted four of the five interviews requested. For the 

purposes of this document, I will present my findings using these thirty-three questionnaire 

responses and four interview transcriptions.  

  The students and graduates that completed the questionnaire will now be referred to as 

subjects. The questionnaire was comprised of twelve broad-to-specific questions, allowing for an 
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understanding of the person’s background, current specialty, and specific thoughts on the 

content. My topic centers around finding data regarding the use of technology within the 

university percussion studio and arguing its potential implementation within the curriculum. I 

found it imperative to inquire what the subjects perceived were critical deficiencies in university 

percussionists apart from technology. The findings of which were unknowingly geared toward 

my topic and will be discussed in the next section.  

  To better assist percussionists and percussion educators, I targeted specific graduates 

from Dr. Parks’s studio that have positions in high-ranking performing ensembles, are tenured 

university professors, and are within the professional percussion marketing field. For this, I 

contacted Mr. Stephen Kehner, Percussion Fellow with The New World Symphony; Mr. Eric 

Hopkins, Assistant Principal Timpanist and Section Percussionist with The Utah Symphony; Ms. 

Sidonie Wade, Percussionist with the United States Army Band “Pershing’s Own;” Dr. Omar 

Carmenates, Associate Professor of Percussion at Furman University; and Mr. Matt Jordan, 

Concert Percussion Marketing Manager for Pearl Drums and Adams Instruments. All of these 

graduates agreed to be interviewed; however, due to complications, Ms. Sidonie Wade was 

unavailable.  

  While there are many successful graduates from the Florida State University, I targeted 

these five as they represent success within the various career paths a university percussionist may 

take: professional performer, university professor, and marketing specialist.  

5.3 Questionnaire Data Findings 

 The thirty-three subjects include eleven university professors with the title of Assistant 

Professor, Instructor, Visiting Assistant Professor, or Adjunct and does not include Dr. Omar 

Carmenates or me; four elementary or secondary school teachers; seven subjects that are 
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professional performers; eight subjects that identify themselves as students; and three subjects in 

the Other category—business owner, composer, and arranger. Sixteen other prospective subjects 

were unable to submit the questionnaire and one of the five interview subjects was unavailable to 

be interviewed. A summation of all the subjects is comprise of the following: seventeen 

university professors, six elementary or secondary school teachers, twelve professional 

performers, eleven current students, and nine in the Other category. I included myself in the 

above analysis, which brings the total number of students to fifty-five.  

 It is common for an alumnus to credit a university for assisting them in their successes. 

Excluding the normal factors associated with this statement; applied lesson pedagogy, overall 

ensemble experiences, and networking; I prompted the subjects with the question, “Do you feel 

that the skills you acquired at FSU have assisted you in obtaining your current position?” The 

responses were a definitive yes and overwhelmingly concluded that the fostering of audio and 

video recording technology into the learning process assisted them in their current employment 

and/or personal growth. Other facets included professionalism, exposure to high-level 

performance opportunities, and general entrepreneurship possibilities.  

 To better state my claims, a careful examination of Question Four from Appendix B 

shows exposure to or uses of technology within the individual’s personal experience occurring 

seventy-seven times through keywords such as “recordings,” “audio and video,” “technology,” 

and “engineer.” In light of the fact that all thirty-three respondents mentioned technology without 

being prompted, it is apparent that technology is of clear importance to the subjects. 

 The depth of technology integration varied from student to student. The subjects, each 

using technology to a different degree, show the implication of this knowledge in their specific 

career paths. Stephanie Prestigiacomo, a grade school teacher, responds with:  



	   47	  

 I used basic video and audio recordings (that I learned through Dr. Parks), to introduce 
music and new types of percussion performances to students, teachers, administrators, 
and parents, which they had never experienced before.30 

 
Matthew Filosa, co-founder of Synced Up Designs, responds with:  

 
The knowledge and experience I gained in this field at FSU greatly impacted the 

 direction of my career. Writing music and designing for the marching arts full time, I 
 use this technology in some capacity everyday. Additionally, I am still very active in 
 audio/video recording and editing. I have designed video that has  been integrated into 
 the highest level of WGI (MCM 2014-2015).31 
 
 There were some overarching experiences that the subjects stated were pivotal moments 

in their education. Most notable was the recording and archiving of private lessons. One detailed 

description from alumna Catherine Cole states clearly the importance of recording with quality 

microphones and editing software in private lessons verses the use of a Zoom or smartphone: 

 I was exposed to audio recording technology on day one of my freshman year at FSU, 
due to Dr. Parks’ “record every lesson” policy. Having a pair of microphones set up 
every day in the percussion studio made it easy to learn to use a small interface (Scarlet 
2i4) and simple DAW (Audacity) for recording lessons. Listening back to my lessons and 
taking notes was a part of my weekly routine – which would not have been so if this 
resource wasn’t so readily available. It is important to note that the audio quality we had 
with the studio mics (Earthworks) were far superior to phones or hand-held recorders, 
allowing us to hear an authentic picture of our performance and clearly hear Dr. Parks’ 
voice (you usually only get one or the other with lower-end devices).32 

 
It is this level of technological implementation in lessons that leads to professional-level 

engineering and makes statements like those from Tyler Tolles widely occurring throughout the 

questionnaire responses; “[T]he recording skills I developed at FSU make me uniquely qualified 

to provide a well-rounded education to students looking to develop a freelance career, perform 

professionally, or become music educators.33”  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30	  Appendix B: Interview Questionnaire and Responses. Question Four 
31 Ibid. Question Four 	  
32	  Ibid.	  Question	  Five	  
33	  Ibid.	  Question	  Four	  
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 Additionally, subjects commented on how analyzing ensemble performance and rehearsal 

recordings as well as experiencing the process of recording live performances for competitions, 

such as The PASIC Showcase Concert Call For Tapes, imprinted on them as educators and 

performers. Dr. Gordon Hicken, states: 

 The constant exposure to high-level music-making helped train my ears as a 
 performer, teacher, and conductor to listen to large scale musical concepts and address 
 them in solo, chamber, and large ensemble playing. Working on multiple  recording 
 projects (PASIC Tapes, Volume II, solo recordings) provided a very specialized 
 opportunity to listen to myself as well as others perform at this high level.34 
 
For those auditioning for university positions, statements were made regarding the breadth of 

knowledge learned while attending FSU. In regard to his appointments as Assistant Professor of 

Percussion and Percussion Coordinator at the University of South Alabama, Dr. Luis Rivera 

states:  

I gained significant experience with recording technology that I did not acquire in my 
previous institutions. I felt very confident in my abilities when I applied and 
interviewed for my current position because I had several facets of live music 
performance, studio performance, pedagogy, composition, and technology up to a 
very high level thanks to my time at FSU.35  
 

This statement directly signifies the importance technology for those seeking employment at the 

university level. 

 Examining Question Nine, “What would you say are the biggest shortcomings found in 

university percussionists today?” and Question Ten, “If you could encourage a current student 

pursuing a degree in percussion to explore an additional avenue in conjunction with their degree, 

what would that be and why?” provides additional key positions as far as technology is 

concerned. These questions were intentionally broad and meant to allow the subject to answer 

freely without any prompting towards technology. While new ideas did arise, such as fostering 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34 Ibid. Question Four 
35 Ibid. Question Nine	  
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entrepreneurship and a lack of general diversity in percussionists, almost all responses concluded 

that exposure to technology is a critical issue. Between the two questions, there were over 120 

mentions of technology and entrepreneurship concerns as well as over twenty mentions for the 

need to diversify the depth of study for the university percussionists when it comes to 

specializing within “the big five categories of percussion instruments: mallets, snare, timpani, 

drum set, world.”36  

 Specific claims for diversification can be seen in comments like those of Jamie Wind 

Whitmarsh’s, Adjunct Professor of Composition and Instructor of Percussion at Oklahoma City 

University. He states that: 

 Percussion can be insular; by nature we must form a tribe of sorts to get everything done. 
It takes dedication to succeed, and younger percussionists might 'put on the blinders' and 
only care about percussion-related things. It is important to have a wide range of musical 
understanding.37    
 

It is this insular behavior that can hinder entrepreneurship possibilities. In conjunction with this, I 

found statements like “lack of curiosity,”38 “disconnect between degree training and job 

placement,”39 and “finding diverse ways to sell your skills as a product”40 to be consistently 

expressed in responses to Question Ten.  

 While each subject presented solutions for change, it was Dr. Justin Alexander’s method 

that most aligned with the methods implemented by Dr. Parks and, for me, serves as an 

overarching solution to these issues. He equates this technological deficiency as a “lack of 

curiosity” amongst students. For his studio, he hopes that “by using audio/video recording 

technologies, the students would spark a creative approach to solving standard problems in 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36 Ibid. Question Nine 
37 Ibid. Question Nine 
38 Ibid. Question Ten 
39 Ibid. Question Ten 
40 Ibid. Question Ten 
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percussion pedagogy. If the students can find a way to become more engaged in their own 

education, they can be successful in this field.”41  

 While specific events have been stated regarding how and when the subjects were 

exposed to technology, the following are specific statistics on how the subjects have 

implemented the specific technologies into their personal lives. In regard to Question Six, “How 

are you currently implementing technology into your current studios?” there were twenty-six 

references to both recording private lessons/rehearsal and producing professional recordings 

(albums, YouTube videos, promotional audio) as well as ten references to using technology for 

the graduate pre-screening process (festival, competitions, etc.). Of these thirty-six references to 

recording, twenty-two subjects stated they used professional level equipment to promote 

themselves. The subjects cited the use of the following brands: Earthworks, DPA, AKG, Rode, 

Shure, MOTU, Focusrite, PreSonus, Canon, Nikon, Adobe Creative Cloud Programs, Logic, 

Altiverb, Furman, Yamaha, and MainStage. Additional avenues for implementing technology 

included programming works with digital playback, outfitting concert halls with Live Stream, 

and job application recordings/interview preparations. For more detailed specifics, please refer to 

Appendix B, Question Six.  

 From these thirty-six references, there were around seventy-three statements of student or 

ensemble success from the implementation of this technology. I separated these successes into 

four categories: collegiate admittance (undergraduate and graduate), competition admittance 

(festival and honor ensemble), job placement (secondary school or university), and ensemble 

opportunity (performances or recordings of note). Here is an analysis of student numbers within 

these categories: collegiate admittance had twenty-six, competition admittance had twenty-two, 
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job placement had five, and ensemble opportunity had twenty. For a detailed listing of the 

student successes, please refer to Appendix B, Question Seven. 

 

5.3.1 Summation of Data 

 The information provided by these subjects has overwhelmingly concluded that, in some 

form, the inclusion of audio and video recording technology into the university curriculum is 

necessary if we want to provide our students with cutting-edge pedagogical techniques to aid 

them in future employment. Along with the insertion of technological pedagogy, there are 

numerous references to creating opportunities that aid in future entrepreneurship skills. Aside 

from audio and video recording technology, various other ideas for fostering these opportunities 

were mentioned in responses to Questions Ten and Eleven from Appendix B. Topics included, 

the study of personal finance, self-promotion, marketing, social media, writing and literacy 

courses, and remaining open to new facets of learning. All of these remarks deserve attention and 

initiate a dialogue on the state of music in the future.  

 

5.4 Interview Data: In-Depth Approaches from Professionals 

 The following information was taken from phone interviews to provide a more in-depth 

look at how technology has assisted professionals in three specific fields of percussion: 

performance, teaching, and marketing. I selected these four FSU graduates due to their specific 

career paths in the hopes that they would expose the methods behind gaining employment and 

how they have stayed active within the field. I will focus on four main areas to showcase my 

findings: how FSU assisted them, how technology played a role in their employment, current 

trends in their respective fields, and perceived shortcomings in their respective fields. Additional 
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insight surfaced throughout the interview process. For a complete transcription of each my 

interviews, please see Appendix C. 

 

5.4.1 Eric Hopkins: The Performer’s Insight Part One 

 Eric Hopkins is currently the Assistant Principal Timpanist and Section Percussionist 

with the Utah Symphony. Prior to his employment, Eric was a graduate student (MM) at the 

Manhattan School of Music in New York City where he studied with Christopher Lamb, Duncan 

Patton, and She-e Wu. Prior to pursuing his master’s degree, Eric completed a Bachelor’s Degree 

in Percussion Performance at the Florida State University, graduating in 2011.  

 Eric repeatedly credits the recording and analyzing of private lessons during his tenure at 

FSU as a contributing factor in his personal growth. He states, I “listened back to my lessons 

pretty thoroughly. It was pretty time-consuming to listen back to a whole hour or more lesson.” 

While this would add significant time to anyone’s schedule, Eric continues with an important 

key fact:  

 I remember discovering at least one thing when I listened back, but probably two or three 
things that I had forgotten and could note and change. With Dr. Parks, there was so much 
going on in a lesson, so many different things that you were supposed to have prepared, 
so listening back helped me remember. It was valuable that way, in just helping me 
remember everything I needed to do.42 

 
This concept, while new to Eric as an undergraduate, is one he took with him through his 

master’s and into his current position with the Utah symphony.  

 During his time at FSU, Dr. Parks was transitioning from solely recording lessons and 

rehearsals to producing full studio albums. Eric was part of the very first percussion ensemble 

recording project, which resulted in the pressing of The Florida State University Percussion 
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Ensemble: Volume One. This was Eric’s first time going through the process of performing on a 

professional recording, which would eventually be heard by hundreds of percussionists around 

the United States. While that is a significant amount of pressure to put on an undergraduate 

student, it resembles the same type of stress one will encounter in a competitive graduate 

program, festival audition/performance, or an audition for a major symphony orchestra. 

Likewise, Eric states that the students also witnessed the editing process for this album, exposing 

them to valuable concepts that assisted him greatly in preparing for his current position. Eric 

states,  

 It was pretty smooth and a good experience for me, working with Dr. Parks. He would go 
in and making a cut and record a small section and weave that in post-production. For me 
as an orchestral percussionist, recording yourself and playing it back for use in the 
practice room has been the biggest thing.43 
 

 Eric refers multiple times to how recording himself while in the practice room was a 

critical aspect for progression, which is echoed by Stephen Kehner44 during the next interview. 

In the later sections of the interview, he would recall a specific lesson on a marimba arrangement 

of Bach’s G-minor Fugue with She-e Wu. He recorded the lessons, applied all the phrasing and 

dynamic ideas she showed, and, after winning his current position, was praised by a member of 

the orchestra committee for his interpretation. That was a memorable moment for Eric and 

something that he readily credits with having assisted in his advancing through the audition.

 Eric agrees that there are various levels for learning and implementing technology. The 

first tier needs to include easy setup, the ability to provide instant and accurate feedback, and not 

take away from a person’s practice time. For him, the response was:  

 I would use a Zoom recorder. Now, since I hardly practice anymore, I’ll just use the 
voice memo on my phone. The voice memo is actually not that bad. When you’re 
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practicing it has fine enough quality for you to hear all the mistakes you need to hear. 
When you listen back, you’re not thinking that the quality isn’t good, you’re thinking my 
time isn’t good, my balance isn’t good, this is boring, I’m not voicing correctly. Maybe it 
comes down to the voice memo not being as practical because it doesn’t record as long or 
it’s not as easy to play back or if it’s peaking, so I liked the Zoom recorder.45 

 
 The second tier would be the “high-quality recording, which is more of a niche thing and 

specialized thing,”46 and something that would be learned from an immersion standpoint; e.g. the 

album recordings sessions, DIS courses, or indirectly over an extended period of time. However 

he states that a core issue for all students is:   

 
Realizing that this is not intimidating and that there’s a spectrum, and it doesn’t have to 
be where you have to know all the ins and outs of recording, and while that’s something 
that some of the students might get involved in, it should be known to the students that 
this is an accessible subject and it just takes a “go get ‘em” mindset to get it done, and 
you can do it in a fast, efficient manner too.47 
 

Taking the stigma of recording difficulty away obviously comes with this “go get ’em” attitude, 

constant exposure, and avenues for application.  

 For those considering a career in the orchestral world, recording technology is critical. 

While serving on an audition committee for the Utah Symphony, Eric comments that, “I could 

hear when the candidates knew what they sounded like. I could hear when a candidate would do 

something musically that wasn’t coming across as I thought they wanted it to.”48 He continues by 

describing that, once the winner of the audition was announced, he knew right away why this 

person was selected. It should be noted that the audition was blind. Knowing the candidate and 

seeing their daily routine, Eric was able to deduce that it was the constant recording and analysis 

that showed in this particular candidate’s playing. It was obvious they knew exactly what sounds 
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they were producing and how to rearticulate those sounds on command.  

 He would go on to state that the use of recording technology in the practice room is at 

times more important than the use of a metronome. I found this to be very interesting as he 

stated: 

 Yes, I would say it’s just as critical (referring to recording yourself). It’s not more in the 
long run, but it’s more critical now because no one’s doing it. People use a metronome, 
but using a metronome is kind of the opposite of recording yourself; the metronome can 
become a crutch as they say, but recording yourself is the opposite, as it’s not making you 
feel better but making you feel worse about your playing, which is what’s going to make 
it better.49 

 
Eric continued with this thought and began discussing specific ways to incorporate recording 

into your practice routine just as you would a metronome. This information could prove valuable 

for all university percussionists. 

 Don’t record yourself, go home, and listen to it, like record yourself right then, listen 
back to it, make adjustments, record it again, and see if it changed. That’s why you can 
use an iPhone or a Zoom, stuff that’s simple. If you’ve got the practice room scheduled 
for 2 hours, just do the silent practice. From the outside, it may not sound like you’re 
practicing, but you’re really practicing the most efficiently.50 
 

 For those looking to add to their practice routines with technology and for those wanting 

to add recording aspects to their studio curriculums, I find the abovementioned thoughts useful 

concepts for inclusion and an interesting look into how recording technology assisted Eric 

Hopkins in obtaining his current position.  

 Additionally, Eric mentioned a critical thought for university professors looking to foster 

future professional performers: making sure your students have access to high-quality music 

performers. Regardless of how they are exposed to it, it is important that students are constantly 
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hearing high-level music making so that they can begin to properly express themselves 

musically. I close with the following statement from Eric Hopkins:  

 A big thing for me was, what I realized, Chris Lamb has all these “Lambisms,” he speaks 
in a whole different vocabulary, and one of his big things is that he actually talks about 
having a technical foundation, similar to how Dr. Parks would, where you have to have 
the foundation and technique before you can start playing musically. Then, you have to 
have a sound concept. But what I realized is, you can’t have a sound concept until you 
hear that concept. Until you hear an orchestral player, you might not know what the 
possibilities are. Like, in rudimental stuff, after I heard Chris Lamb play it, it gave me 
more permission to play musically. It doesn’t have to be so cut and dry. So yeah, access 
to more performers outside of one circle, or your bubble if you’re living in Utah, can 
really change your sound concept.51 
 
 
 

5.4.2 Stephen Kehner: The Performer’s Insight Part Two 

 Stephen Kehner is currently a Percussion Fellow with The New World Symphony in 

Miami, Florida, a position he has held since September 2015. Before this appointment, Stephen 

was a percussionist with the Boston Philharmonic, the Boston Civic Symphony, an extra 

percussionist with the Atlanta Symphony and the Utah Symphony. He holds a Bachelor’s Degree 

in Percussion Performance from the Florida State University as well as a Master’s Degree in 

Percussion Performance and a Graduate Diploma from the New England Conservatory.  

 Similar to his classmate, Eric Hopkins, Stephen Kehner has taken a specialized path into 

the orchestral auditioning world. Placing himself in a top-tier graduate school with some of the 

world’s most talented percussionists, Stephen was constantly exposed to high-level performance 

opportunities. Similar to aspects mentioned in Eric’s overview, Stephen discussed the two main 

technological avenues that best assisted him in obtaining his current position and something he is 

actively implementing for various orchestral auditions; recording and analyzing applied lessons 
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and being exposed to the professional level album recordings from various projects while at 

FSU.  

 Here, Stephen talks about being exposed to this technology and its importance in his 

career: 

 For me, as a performer and pursuing a career in performing, it mostly has to do with 
recording practice sessions and mock auditions, things like that where I can go back and 
evaluate my own playing, make adjustments, and critique my own skills, abilities, and 
development. From FSU and from Parks and from using the audio editing software, 
looking at video, things like that, that’s all stuff I did not do before I was at FSU and 
picked up while I was there and felt like it was important to know how this stuff works, at 
least at a very basic level, so that I could use it in my own personal practice time to get 
better.52 
 

He continues by discussing how Dr. Parks would record specific passages during a lesson, 

address pedagogical approaches to correcting them, appropriately demonstrate his concepts, and 

instruct Stephen to analyze the passage outside of the lesson. Stephen repeatedly confirms that it 

was this specific use of technology during lessons that gave him a clear view on his progress as a 

performer. He states: 

 It was really just going back where I could hear myself having played for him and then 
hearing his comments on what I had just done, and actually getting to hear it and hear 
him talk about it and being able to say, “yes, he’s right about that,” or, “oh no, I didn’t 
hear that the first time,” or, “this wasn’t coming out as clearly as I thought”…. having 
that side-by-side, A-B comparison between him and you was really nice for me.53 

  
 Stephen has taken these concepts with him, currently implementing a Zoom recorder, 

with video, and/or his smartphone with the slow-motion feature on, during practice sessions and 

mock auditions. This is “the primary piece of technology that I use in my practice session.”54 His 

sessions range from recording a series of excerpts, listening back, pausing, rewinding, and 
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listening again to using the “slo-mo feature on my phone to record a snare drum roll or some 

xylophone playing or some cymbals to really see my motion slowed down and see what I’m 

doing.” While not the same quality recordings as found within the studio at FSU, the concept of 

self-teaching and the use of technology in a pedagogical way remains the same. 

 Stephen continued describing in great detail how the use of the Zoom and/or smartphone 

assisted him in correcting key issues with his crash cymbal technique, an aspect that potentially 

halted his advancements during auditions. He states: 

 With cymbals, just seeing the contact points really helped; I got to a point pretty recently, 
like within the last year, where I discovered that I was using too much wrist in my 
cymbal stroke. I had been messing with some new techniques but I wasn’t really getting 
anywhere, but I realized I was doing more of a bass drum or snare drum stroke except 
with cymbals and it was not working, I don’t recommend it. I messed with that and found 
that if I pivot more, like from the shoulders, where my elbows and wrists are sort of 
supple and not tight or tense but still locked, with the initiation coming from my 
shoulders and chest and upper back, it was much better. That was something I could see, 
like in video, and I could hear a more consistent sound where I wasn’t pocketing as 
much.55 
 

 There were other experiences with technology that Stephen states were important 

building blocks in his development, specifically the recording of percussion ensemble CDs and 

Dr. Parks’s editing of various FSU ensemble performances. The students got to see the editing 

process in-person and hear the sound quality enhance. He says that “[i]t was really neat to see 

and sparked a lot of enthusiasm about playing and going into the studio and playing well and 

throwing down this percussion ensemble piece while he’s mixing it down and having that studio 

comaraderie of just building something.”56 

 Furthering this conversation, Stephen and I discussed the shortcomings found in 

university percussionists today. This grew into a larger conversation topic focused on 
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comaraderie. Continuously, he reaffirmed that not only were the pedagogical and technological 

ideas important, but the overarching social issues found amongst young percussionists are areas 

of concern. He states that in our field: 

 Such a big thing about what we do is interactions with people, and musicians spend so 
much time holed up in a room, working on stuff on their own, that it’s sometimes easy to 
fall into weird or unconventional social habits, especially for orchestra musicians who 
spend maybe more time than most in a room working on a 30 second clip of Beethoven 
or whatever.57 
 

We agreed that while it is appropriate to specialize and focus on your goals, having positive 

interactions with people is extremely important. “It’s like, yeah, that person’s a great player but 

I’m not calling them, they’re incredibly strange and I can’t talk to them and I can’t ask them to 

do things differently because it’s too difficult.”58 

 He would continue to explain that selecting a university, like FSU, is important due to the 

environment that is fostered in the studio. Centered around a family environment that is 

developed by daily interactions, positive musical experiences, and, overall, a productive space 

for growth as a person and a player. This explanation led to his closing remarks on the state of 

percussionists today and how technology should be incorporated in a way that does not detract 

from making music. Stephen Kehner concluded: 

 My overall feeling is that, since I’ve gotten older and have continued working on 
becoming a professional performer, I’ve realized that some of these technological tools 
that are available to us now that weren’t in the past can be amazing and helpful and can 
really make the difference in someone’s development and career, ultimately. But, at the 
end of the day, one needs to realize that this is a tool to develop. That’s how I felt about 
my buddy’s Ableton thing, I mean is this serving your playing, since the ultimate goal is 
to develop your playing and become the best player that you can be, and this is a cool and 
neat thing that you’ve done with this program but at the end of the day, is this really 
helping you get better or not? That is the ultimate thing, just your development and 
ability with the instruments. That is what we were just talking about, making music with 
other people and being able to work with others in a productive way. It can all change the 
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trajectory of your career if it isn’t used or done the right way, as it can be dangerous if it 
isn’t used as a tool but as the focus. I think a lot of kids probably get distracted with that 
stuff if they don’t have someone reminding them, “hey, this is what this is for, this is to 
help you.59 
 
 
 

5.4.3 Dr. Omar Carmenates: The University Professor’s Insight  

 Dr. Omar Carmenates is the Associate Professor of Percussion at Furman University. He 

received his Doctoral Degree in Percussion Performance from Florida State University, Master’s 

Degree in Percussion Performance from the University of North Texas, and Bachelor’s Degree in 

Music Education from the University of Central Florida. He is currently the Front Ensemble 

Arranger for the Cadets Drum and Bugle Corps and has served as the Percussion Caption Head 

and Arranger for The Boston Crusaders and The Spirit of Atlanta Drum and Bugle Corps.  

 As a university professor, Omar is in a position where the sharing of pedagogical tools is 

at the forefront of his daily activities. Having three very different university experiences, he can 

provide a wide spectrum of opportunities and concepts for his students, specifically concerning 

the curriculum structure and applied lesson experience. While discussing his time at Florida State 

University, Omar repeatedly referred to the various real-world experiences he was afforded as 

the “final polishing” of his performance and pedagogical skills. The main experiences he 

commented on were a Carnegie Hall performance and PASIC (Percussive Arts Society 

International Convention) Showcase Concert as well as private lesson expectations and a pivotal 

story involving large ensemble auditions at FSU.  

 When talking about his experience preparing for a Carnegie Hall and PASIC 

performance, he stated that these ‘high-pressure situations really tightened out my playing and 
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his [Dr. Parks] really big focus on accuracy and being very specific with the way you learn music 

and practice: that was something I had never had before so those were all skills that definitely 

helped me.”60 He referred to the expectations of being ready for a percussion ensemble 

performance by the third or fourth rehearsal, with over two to three months until the concert. 

These are high standards, but necessary when considering professional employment possibility. 

He continues by stating:  

 I remember 3 or 4 weeks before just being bored with the rep, and I don’t mean bored in 
a bad way, but when we set up for rehearsal I just knew it was going to be great. Then, 
you started looking for problems that sometimes weren’t there and you could play all 
these funny mind games with yourself, but you know. That taught me a lot about getting 
ready early over getting ready at the last minute and that’s definitely a professional 
mindset that you have to have and that I’ve carried with me.61 
 

 Referring back to the formation of practice habits, Dr. Parks simulates professional 

situations by recreating a professional orchestral audition situation for his students auditioning 

for FSU’s large ensembles. For Omar, this provided a pivotal shift in his trajectory. He recalls 

that during his first two semesters as a doctoral candidate, he lost every large ensemble audition, 

meaning he came in last. He states: 

 [H]e (Dr. Parks) used to stack us up after ensemble auditions and write down the last 4 of 
our Social so we knew what place we came in, and my first 2 semesters, maybe more, I 
came in next to last and dead last. Those were hard bumps to swallow, but those were the 
turning points for me that helped me get my game together. Everyone reacts differently to 
feedback like that, but for me it was like “okay, here it is, I have to start figuring 
something out because what I’m doing is not working.”62 

 
This experience provided him with the motivation he needed to progress and eventually led to 

him being asked to perform on Dr. Parks’ Faculty Concert Debut at Carnegie Hall as well as a 

featured solo and arrangement opportunities for FSU’s PASIC Showcase Concert.  
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  “Gone are the days that you sit in a practice room and play and become the best player 

that you possibly can, play a couple concerts, and people will hire you for a self-sufficient solo 

career.”63 Expounding on this statement, Omar describes the various ways for implementing the 

abovementioned pedagogical tools as well as how he exposes his students to technological 

concepts. He states that “every semester, I don’t have a set routine (for implementing 

technology) but I just look at the lay of the land with my students and see what opportunities 

there are for them to learn things like this.”64 Taking the responsibility away from himself and 

delegating tasks to his students, Omar creates a unique way for fostering entrepreneurship skills 

amongst his students. For example, he will program percussion ensemble pieces that incorporate 

technology (MAX, MIDI controls, specific equalizing settings, etc.) and ask the students, who 

expressed interested in technology, to control that aspect of the rehearsal/performance. This 

provides a specialized individual experience for that student and increases their future 

marketability. 

 His mindset is one of “even if the quality suffers a little bit, it’s more to throw them in 

there and teach them how to do it on the fly” has also awarded great opportunities for his 

students, including high-ranking job placements, an audio engineer position with the Cadets 

Drum and Bugle Corps, an Office Assistant/Marketing Manager Position for Third Coast 

Percussion, graduate school placements, and unique research presentation opportunities.   

 As for additional comments on the importance of technology within the university 

curriculum, Omar separates his concerns into three categories: creating high-quality pre-

screening recordings, maintaining a web presence, and understanding the basics in audio and 
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video technology. As an all-undergraduate university, one of his main concerns is placing his 

students in graduate school. He explains that:  

 “I’m always thinking in the back of my head about a well done pre-screen video. What 
kind of advantage would that have over a not so well done one, even if the playing is 
equal? I think there is still a subconscious effect there of who makes it to the prescreens, 
so for the past 3 or 4 years I’ve been trying to push students to do that on their own and 
I’ll walk them through it and do it over if I need to but I need to teach them the quality 
that is needed for these prescreens.65 

 
Quality, to Omar, is what separates one student’s potential from the next. Exposing his students 

to this thought process and giving them the experiences of going through the process is his way 

of addressing this. Self-promotion, he says, is a key component of advancement and a skill useful 

in a world demanding entrepreneurship skills. Omar describes that the implementation of a 

YouTube Channel can make all the difference for a young professional. He says,  

 having an audio and video portfolio, even if it’s just one or two YouTube videos, is so 
important. You see so many people doing that now that if you want to have a presence, 
you have to know how to do it yourself because most people don’t have the money to 
hire out a videographer and an audio person for 15 different pieces that they want to put 
up.66 
 

While statements like this were echoed throughout our interview, he aligned his thoughts by 

saying that “being present online doesn’t make you a good musician, you have to be a good 

musician first. You have to be dependable and you have to show up on time because nothing 

replaces that, no amount of YouTube hits could ever replace that.”67 Being reminded of the 

importance of professionalism and networking are key as he explains his final concern for 

university percussionists:  

 I think there is a growing demand (for technology) and I think one or two generations 
from now there is going to be a constant demand for learning how to do this, and an 
expectation that we do teach it in our curriculums. And not just to percussion studios, but 
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whole music departments, and I know it has a requirement in some way but I can’t help 
but think it’s going to be increased or increasingly harped upon, that we need to be 
teaching our students to be versatile and fluent in technology.68 
 

This inevitable inclusion of technology into our curriculum could very well be a reality for all 

university professors very soon and it is “up to us (as professors) to not wait until the last minute 

to give our students a variety of things” to consider. To me, Omar’s interview centered around 

exposing students to as many facets as possible and understanding the complexities that come 

with that, while taking special care to be constantly aware of unique interests that your students 

may have. These interests should be nurtured and encouraged to grow. A big interest for many 

students is marching percussion. Considering this, Omar comments on the future of technology 

within the marching arts:  

 The time is either here or coming soon where people can make a living doing this. I mean 
people are starting to make a living, like Matt Filosa, that are writing charts and putting 
them into digital notation software and Logic and all of these other technologies. The 
fluency in that is also important, and gone are the days that we can write off the marching 
activity as this dinosaur or this educational thing where the drill sergeant screams at you 
all day. It’s not that anymore, and from an audio standpoint, the time is here or coming 
very soon where people can make a living being audio engineers for the marching arts. 

 
 
5.4.4 Matt Jordon: Marketing Specialist’s Insight 

 Matt Jordan is currently the Concert Percussion Marketing Manager for Pearl Drums and 

Adams Musical Instruments. He is also an Adjunct Professor of Percussion at Middle Tennessee 

State University, the Front Ensemble Arranger for Music City Mystique, and the Music 

Ensemble Coordinator for The Bluecoats Drum and Bugle Corps. He is currently ABD at the 

Florida State University where he is pursuing a Doctoral Degree in Percussion Performance and 

holds a Master’s Degree in Percussion Performance from the University of North Texas as well 

as a Bachelor’s Degree in Percussion Performance from Middle Tennessee State University. 
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Previous to these appointments, Matt was the Director of Media at Row-Loff Productions, the 

Front Ensemble Arranger for the Phantom Regiment and Carolina Crown Drum and Bugle 

Corps.  

 A majority of university students continue into graduate programs for the purpose of 

refining their performance and pedagogical skillsets. However, a key component in his decision 

to attend the Florida State University was to learn audio engineering from Dr. Parks. He states:  

 I wanted to get into more of the true audio, like CD recording and production or live 
recording and production. Parks was doing a lot of those things like recording a CD and 
producing a CD in an almost studio, controlled environment. I really wanted to get that 
experience and be with a teacher that knew it at the level that I did if not better. I wanted 
to be able to collaborate and work with that person rather than it being that I knew more 
than the teacher in that particular avenue. Since Parks had experience in that, it was a 
great benefit and during my time there, one of the things that I really enjoyed was that we 
were very collaborative in learning new things about it together.69 
 

This collaborative environment was an aspect of his education that proved to be a positive place 

for exploration and problem solving. He elaborates further by explaining that during the A/V 

research and experimentation process you “don’t only learn that one thing, you actually learn 

four or five things on the way to that one thing, things that you didn’t realize that you needed to 

learn that you end up finding out on the path of exploration.”70  

 This process of learning multiple skillsets while collaborating on an issue directly led to 

his employment with Row-Loff Productions in Nashville, where he was responsible for their 

audio and video recording as well as the editing for their YouTube videos and promotions. This 

audio and video marketing position helped Matt into his current position as the Concert 

Percussion Marketing Manager for Pearl Drums and Adams Instruments, where he records and 

edits in their new multi-$100,000 recording studio. It was his explorations with Dr. Parks that 
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expanded his entrepreneurial abilities, making him marketable for these two influential 

appointments. 

  Matt explains that these concepts were not at the forefront of the degree program at FSU, 

at least not when he was there. The emphasis was on creating marketable percussionists that 

were capable of pursuing their specific career path at the highest level. However, if a student 

showed interest in the subject, there was ample opportunity for exploration. This led to my 

question on the current trends for incorporating technology in his field. His answer reflected the 

skillsets learned from his time at FSU as well as some of the additional abilities that came from 

his own experimentation.  

 Breaking the question into three parts, Matt begins by discussing his use of technology in 

his current position with the Pearl/Adams Corporation. He states: 

 With my Pearl position, the integration of electronics is really crucial, because online 
marketing has turned into the main way to market anything, I mean people don’t buy a 
concert snare drum anymore based on just word of mouth, they want to go and see a 
YouTube video of it, they want to hear it, pretty much touch it without touching it.71 

 
He wants people to know what the instruments sound like so that they can make an informed 

decision before they buy the instrument. He explains specifically by stating that “[p]eople don’t 

read magazines anymore to figure out what to buy, they use an online component as a way to do 

it, so the skills that I gained from learning how to record and do video editing and assemble a 

package of information to a digestible amount were crucial.”72  

 As stated by the other interviewees, recording and analyzing lessons is an aspect Matt 

brings to his students at Middle Tennessee State University. While the ability to record lessons or 

rehearsals at MTSU is not currently feasible as a majority of the lessons take place in the practice 
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rooms, he actually teaches from his home, which is configured in a similar A/V setup as the 

studio at FSU. He also states: 

 Once a student passes their upper division they are allowed to study whatever they want 
with a teacher…. if they want to study recording techniques they can, so it’s a very 
flexible setup.73 

 
Matt has created an opportunity for the students to learn audio and video recording techniques 

similar to a recording survey or fundamentals course.     

 Matt is also active in the field of marching arts. He is currently the Front Ensemble 

Arranger for Music City Mystique, who won the 2016-2017 WGI Championships. While he 

deals directly with composition and arranging, he is also responsible for engineering all the 

electronic configurations, which include 5.3 Surround Sound, wireless micing, wireless in-ear 

monitors, cueing click tracks, DMX controlled lighting systems and building lighting fixtures, 

controlling MainStage and MIDI controls, video integration, and much more. While most of 

these engineering capabilities were not formally learned during his time at FSU, he does reiterate 

that impact of exploration and various performances opportunities that assisted him in his 

experimental curiosity with all the aforementioned technologies. He states:  

 On the Music City Mystique side, I do all of the system setup and engineering of all of 
that, and one of the things that has really helped on that end is—and I wouldn’t say that I 
learned the stuff at FSU through a formal education, Parks wasn’t teaching me how to 
setup a PA system—but over the processes of doing things like PASIC where we put 
everything through our own system and having different channels run, most people don’t 
come in with 20 something of their own mics with their channels with them, we really 
kind of took it to the next level in terms of that. So, those experiences and being able to 
experiment a little bit with those types of things really enabled what we tried to do at 
Mystique this past year.74 

 From the perspective of a marketing specialist, a university professor, and a marching 

arranger, Matt agrees that being marketable is the key to making a living. When asked about his 
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thoughts on additional avenues to study outside of the university percussion curriculum, Matt 

explained that:  

 “[E]ntrepreneurship classes, marketing classes, any sort of audio or technology classes, 
anything that makes it where you not only understand how to move your hands in time 
but also how to get down the road from a business perspective, how to do taxes, how to 
take care of yourself financially and also to know what it takes to do that.”75  

 
Knowing how to piece together a living and how to handle the loss of a gig, and still survive is 

extremely important.  

 Outside of that, Matt makes a reference to the idea of creating an “unfair advantage” over 

someone else. His idea is to make sure students have something that is unique and will separate 

them from another equally qualified candidate. He explains:   

 If both people played Merlin equally well in a college interview but one person knows 
how to do audio recording, that’s your ticket. I actually remember an article with 
somebody talking about an unfair advantage, and as a student you’re going to want to 
figure out what your unfair advantage is going to be. Whether that is electronics or hand 
drumming, the thing that few university students have or are learning or working on, have 
every student figure that out and what that is going to be. It doesn’t have to be audio 
recording, but that’s a great start to giving your students that unfair advantage.76 

 

 

 

5.5 A Deduction of Materials 

 

 A summation of the over 100 pages of questionnaire responses and interview 

transcriptions finds a definitive truth, that knowledge of audio and video recording technology is 

a necessary skillset that every university percussionist needs to acquire. Whether as a 

supplemental instructional tool for future elementary school teachers or to produce professional 

performance videos for university positions or to remain competitive within the marching arts- 

exposure and understanding is vital. 
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 Over all, the findings show that the immersion process taught by Dr. Parks has enhanced 

the career paths of his students outside the incorporation of technology. The data also shows the 

studio environment created by Dr. Parks and his students provided clear examples of 

professionalism and how to create a family atmosphere amongst the students. The subjects 

responded to the program with comments that show how he provided positive camaraderie, 

constant networking exposure, and a professional model to follow. 

 There were two comments that stood out to me and, in my opinion, summarize the 

experiences of the students that have gone through the program. In regard to how FSU assisted 

you in your career path and what the implications of applying these skillsets were, Dr. Justin 

Alexander stated: 

Of course, the obvious things (learning how to interview, how to work with students of 
differing abilities, how to run a good percussion ensemble rehearsal) were and are still 
valuable, but the biggest skill I learned at FSU is how to develop a culture, so that the 
learning and attitude of the studio becomes self-propelled.77 
 

Much like FSU, this has resulted in the students taking more ownership of their playing, 
both in lessons and in ensemble, because they can actually hear how they sound. They 
have become more experimental in ensemble as well, testing out implements on the 
instruments to attempt to achieve the sound they hear in their heads.78 
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CHAPTER SIX 

PRACTICAL APPLICATIONS: A SURVEY OF AVAILABLE TECHNOLOGY FOR 

EVERY BUDGET 

 

 

6.1 Introduction 

 This chapter is designed to serve as a resource for those interested in incorporating audio 

and video technology into their percussion programs and covers a variety of budget sizes. The 

budgets are divided into the following ranges: $0 to $650, $650-$1500, $3000-$4000, $7000-

$8000, $12,000-$13,000, $14,000-$15,000, and an unlimited “Wish List” budget. These budget 

ranges were selected based on an additive system for collecting audio and video recording 

hardware and software. All pricing information was obtained from sweetwater.com and 

bhphotovideo.com. The following should only be seen as suggestions and not the author’s basis 

towards a particular product or brand. Consulting with professionals in this field is an obvious 

must for those seriously interested in purchasing high-end recordings equipment.  For additional 

information regarding product specifications and applications, contact the professionals at the 

abovementioned websites or refer back to the Table 4.1.  

  

6.2 Zero Cost Survey Overview 

 While technology is readily available and inclusive in our lives, quality, when it comes to 

audio and video equipment depends heavily on the dollar amount the individual is willing and 

able to spend. Most audio and video professionals would agree, “you get what you pay for.” That 

being said, not every university program has room in the budget to set aside funds for such 

things. If this is the case, there are still several options that will allow you to produce quality 

audio and video.   
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6.2.1 Zero to Six Hundred and Fifty Dollars Survey 

 There are many avenues a percussionists needs to consider before finalizing a budget 

plan. The normal considerations are typically instrument purchases (large and small), instrument 

repair, implement purchases, conferences and trips, guest artists (fees and accommodations), 

music purchases, and anything else associated with the position. From this, trying to fit audio and 

video recording gear into this hierarchical pyramid can prove challenging. I will focus this 

section on the lower-end purchasing spectrum, allotting no more than $650.00.  

 Working within these parameters we must begin with a blanket survey of the twenty-first 

century percussion students’ readily available tools. What “free” options do students and 

professors already have by simply being young professionals in this millennium; e.g. a 

smartphone, laptop/desktop, and built-in software? It should also be stated that borrowing 

hardware from fellow university colleagues, ensemble directors, and departments could prove to 

be a viable option for someone on a tight budget. 

 

6.2.2 The Camera 

 The Smartphone is arguably the greatest invention of the last fifteen years and should 

now be seen as a resource for instructors and students. To have a current smartphone, whether an 

Android or iPhone, means that you possess a device capable of shooting in 1080 HD (High 

Definition) video and around 12 MP (Mega Pixels) photos. Please note: these numbers, 1080 HD 

and 12MP, have been the standard norm for professionals producing high quality video and 

photos until the creation of 4K and over 20MP still shots.  

 Polling several smartphone review sources online—PCAdvisor, CNET.com, and Android 

Central— I have found the following specifications for the top reviewed smartphone cameras. 
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For the purposes of this document, I will narrow my results to show the top two iPhone and 

Android smartphones.  

 6.2.2.1 The iPhone. The iPhone 6 has the following specifications and comes standard 

with Garageband and iMovie applications.  

 

Table 6.1 iPhone 6 Specifications79 

Capacity 
(GB) 

Display Camera Video 
Specs 

Cost Applications Other 

16, 32, 
64, or 128 

Retina HD 
1334 by 
750 pixel 
resolution 

 
 

8 MP with 
1.5u pixels 

f/2.2  
 

Panorama 
option 

1080 HD at 
30 or 60 

fps  
 

Slow 
Motion  

$200-$400 
Depending 
on contract 

iMovie 
 

Garageband 
 

App Store 
Available  

 

 

  

 The iPhone 7 Plus (released September 2016), possesses the “best smartphone cameras 

ever made.”80 Like the iPhone 6, this phone comes in two sizes, the iPhone 7 and iPhone 7 Plus. 

The iPhone 7 Plus has an additional reverse camera with a telescopic lens for greater quality 

zoom and focus. Unlike its counterpart, this device has the ability to shoot 4K video (3840	  

pixels	  ×	  2160) and has built-in noise reduction and stabilization filter for live photos. Below are 

the specifications for the iPhone 7 Plus. 

 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
79 Office	  Apple	  Support.	  Apple.	  https://support.apple.com/kb/sp705?locale=en_US 
 Accessed: May 24th, 2017.  
80 BGR. Why the iPhone 7’s camera is ‘the best smartphone camera ever’. 
 http://bgr.com/2016/09/07/iphone-7-vs-iphone-7-plus-cameras/) Accessed: May  24th, 
 2017. 
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Table 6.2 iPhone 7 Plus Specifications81 

Capacity 

(GB) 

Display Camera Video Specs Cost Applications Other 

32, 128, 256 Retina HD 

 

1920 by1080 

pixel 

resolution  

 

 

 
 

12 MP  

 

f/1.8 aperture 

 

f/2.8 aperture 

 

Digital Zoom 

(10x) 

4K recording 

at 30 fps 

 

1080 HD 

recording at 

30 or 60 fps 

 

Slo-mo video 
 

8MP Still 

Photos while 

recording in 

4K 

$600-$900 

Depending on 

contract 

iMovie 

 

GarageBand 

 

Built-in noise 

reduction 

 

Stabilization 

for live 

photos 

 

 

 

 6.2.2.2 Android smartphones. The Google Pixel, Google Pixel XL, Samsung Galaxy 

S8, and Samsung Galaxy S8 Plus are equally compatible with the iPhone 6 or iPhone 7 as far as 

storage, camera ability, and ease of use. The following tables show a breakdown of their 

specifications. 

 

Table 6.3 Google Pixel XL Specifications 82 

Capacity 

(GB) 

Display Camera Video Specs Cost Applications Other 

32 or 128 GB QHD 

AMOLED 

 

2560 x 1440 

resolution 

12.3 MP 

f/2.0 Aperture 

 

4K at 30 fps 

 

1080p HD at 

30, 60, 120 

fps 

 

 PowerDirector 

 

Adobe 

Premiere Clip 

Movie Maker  

 

Noise 

Suppression 

 

Three 

microphones 

 

 

 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
81 Office Apple Support. Apple.	  https://www.apple.com/iphone-7/specs/. Accessed: May  24, 
 2017. 
82 Google. Article Written by Google. https://madeby.google.com/phone/specs/. Accessed: 
 May 24th 2017  
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Table 6.4 Samsung Galaxy S8 Plus Specifications 

Capacity 

(GB) 

Display Camera  Video Specs Cost Applications Other 

64  Quad HD + 

Super 

AMOLED  

 

2960 x 1440 

resolution  

12 MP AF 

 

f/1.7 Aperture 

 

4K at 30 fps 

 

1080 HD at 

30 or 60 fps 

 

Digital Zoom 

8x 

 
Slow Motion 

Video  

 PowerDirector 

 

Adobe 

Premiere Clip 

 

Movie Maker 

Filmmaker 

 
Videoshop 

 

 

 

6.2.3 Camera Conclusion  

 The information above should be seen as a guideline in selecting a device that best 

adheres to your personal life needs and professional goals. There are obviously multiple 

smartphone options that could produce similar results. However, through personal experience 

and research, these are four of the best options that cross both the iOS and Windows platforms 

and service as a great substitute for a professional camera or camcorder. See Table 6.9: 

Camcorders, DSLR Cameras, and Action Cameras for price comparisons. 

 

6.2.4 Audio and Video Software 

 

           6.2.4.1 Free software and overview tables. Software is essential for the proper editing of 

audio and video files. Without it publishing RAW video files, unedited files taken straight from 

device, would be your only option for promotion. These unedited files would contain 

background noises, unfiltered images, which would lack warmth, sharpening, and color 

enhancement, as well as possible peaking audio levels, low-end and/or high-end clarity 
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disruptions, and a lack of overall smoothness and pureness in the sound; which comes from 

reverb, noise reduction, equalizing, and various forms of compression. 

 Whether you are an Apple or PC user, there are many free software programs that you 

can use as well as free timed-trials of professional level software. For this section, I will 

showcase all the viable options for audio and video editing software for both Apple and PC 

operating systems via two tables: Table 6.5 and Table 6.6. 

 Apple products now come standard with Garageband. This program serves as a DAW 

(Digital Audio Workstation) and allows for beginner through intermediate level audio editing. 

Another option for the basic capture of audio is Audacity, a free DAW that crosses any platform. 

However, this program is extremely limited in editing facilities and should only be used for the 

capture of mono or stereo sound. 

 Apple laptops, iMacs, iPhones, and iPads now come standard with iMovie. iMovie is a 

built-in workspace for the editing and manipulation of video files as well as minor audio editing. 

This program can now support 4K video files and allows for beginner through intermediate 

editing: producing semi-professional videos. There are some limitations to this program with the 

production of title cards, color enhancement, cropping, and specific temperature controls, but 

overall, iMovie is ideal for those within this budget bracket.   

 PCs come with their own video editing software as well, Windows Movie Maker. Movie 

Maker comes standard with Windows Essentials Suite and allows the user to post directly to 

OneDrive, Facebook, Vimeo, YouTube, and Flickr. A great option for those within this budget 

bracket.  

 6.2.4.2 Paid audio and video software. The Adobe Creative Cloud gives the user access 

to all Adobe products. The user can customize software to fit their needs with a selection of 
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twenty-nine programs; including Adobe Audition (DAW), Premiere (Video Editing), After 

Effects (Visual Effects), and Photoshop (Photo Editing). It should be noted that these programs 

are not demo or trial programs; they are full versions, come with regular updates, and are 

available for both PC and Apple users. The cost for access to these programs is $19.99 a month 

with a required one-year subscription. Individual software programs are available from Adobe 

and usually cost around $200-$400 per program. For those seeking to have more control and 

options for editing with their audio and video files, allotting part of your budget to the Adobe 

Creative Cloud is a must. For more information regarding the Adobe Creative Cloud or to start 

your free trial, please visit http://www.adobe.com/creativecloud.html. 

 

6.2.5 Microphones 

 There are no substitutes for professional microphones. If you had to purchase one or two 

items within this budget, microphones should be first on your list. Table 6.7 shows a breakdown 

of professional level microphones for any size budget. For this price range specifically, I would 

recommend purchasing a Stereo Matched Pair of RODE NT-5 Condenser Microphones for 

around $430.00. For more information regarding condenser microphones for general recording 

use, please refer to Chapter Three. 

 The title, Stereo Matched Pair, indicates that the microphones have been personally tested 

by a professional and matched together according to how close their polarity patterns and 

frequency ranges lay. This is a must for stereo recording due to the fact that even the smallest 

deviation in frequency and polarity collection can alter the stereo image in post-production 

(editing and mastering). If the microphone is not matched to the other in the way it collects 
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analog sound evenly, your finished product will not be a natural representation of the sounds 

produced during the session.  

 The RODE NT-5 Condenser Microphones are ideal for an overhead stereo pairing for 

large ensemble recording, chamber groups, and solo performances. They produce a cardioid 

polarity pattern that can easily be transformed into multiple patterns by changing the top capsule: 

making this a highly versatile microphone for recording sessions.  

 

6.2.6 Audio Interfaces 

 An audio interface is the hardware that connects your microphones and other audio gear 

to your computer. A typical audio interface converts analog signals into the digital audio 

information that your computer can process.83 Although the purchase of an interface in 

conjunction with the RODE NT-5’s is at the top of this budget, there is no other way to properly 

capture sound with professional level microphones than with the purchase of an audio interface. 

Making the interface the second necessary purchase within this price bracket.  

 There are multiple options when purchasing an interface. However, I recommend starting 

with a two-channel, USB/FireWire interface. Table 6.8 gives a breakdown of various interfaces 

within every budget size. The first two would serve the beginning recording engineer well: the 

Focusrite Scarlett 2i2 or PrSonus AudioBox iTwo. These are both two-channel interfaces with 

two XLR inputs and outputs, USB 2.0 connectivity, phantom power (needed to power condenser 

microphones), and free DAW software (Ableton Lite and Studio Magic). The addition of free 

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
83	  inSync. Studio Microphone Buying Guide. https://www.sweetwater.com/insync/studio-
 microphone-buying-guide/#mic_types. Published April 17, 2017. Accessed: June  7, 
 2017. 
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software is another aspect to consider when purchasing an interface. Here, one can gain 

experience with a DAW before upgrading to paid professional level software.  

 

6.2.7 Necessary Accessories 

 To power your microphones, you will need to purchase XLR Microphone Cables (male 

to female). Monoprice cables are extremely affordable and handcrafted by professional audio 

engineers. Two twenty-five foot cables will cost around $20.00 and come with a lifetime 

warranty. Please note: make sure the XLR connectors are gold. Gold transfers audio currents and 

energy faster, and more efficiently than silver or any other metal.  

 Microphone stands will be your final purchase. I recommend two On-Stage Microphone 

Boom stands ($25.00 each) rather than a stereo bar. The individual stands give you greater 

options during a recording session while the stereo bar is a one-size-fits-all choice for recording, 

not to mention they are expensive. If your budget allows for this purchase, I would recommend 

adding the stereo bar for greater consistency and clarity in your recording sessions. For specific 

information, please refer to Table 6.9.  

 

6.2.8 Budget Conclusion 

 In conclusion, for a budget consisting of $0.00 to $650.00, I would recommend the 

following: for camera use, a personal iPhone or Android Smartphone; for the editing of audio 

files, free software such as Garageband, Audacity, or the DAW that comes with your interface; 

for microphones, RODE NT-5 ($430.00); for an audio interface, either Focusrite Scarlett 2i2 or 

PrSonus AudioBox iTwo ($150.00); two Monoprice twenty-five foot Gold XLR Cables 
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($20.00); two On-Stage Microphone Boom Stands ($50.00).  Total pricing for this budget: ~ 

$650.00. 

 

6.3 Six Hundred and Fifty to Fifteen Hundred Dollar Budget 

 

6.3.1 A Survey of New Materials 

 A detailed breakdown of the available technology options for this budget is listed below. 

The additional eight hundred and fifty dollars affords a professional DSLR camera, upgraded 

professional cables, professional grade mixing headphones, and a few accessories. These 

purchases come in under budget at around $1,480.00. 

 The additional funds allows the engineer the use of a professional DSLR camera, 

comparable to the Canon EOZ Rebel T6i or Nikon D5500, with the ability to shoot still images 

at 24.2MP and video in 1080p HD. The DSLR camera will need multiple lenses for optimal 

shooting in the future. However, the standard setting and factory lens provide a clear upgrade 

from the use of a Smartphone. For information about lens selection, please see Table 6.11 

Cameras and compare that to Table 6.1 through Table 6.4, Smartphones. 

 The microphones, interface, and software will remain the same as stated in the previous 

budget suggestions: a stereo matched pair of RODE NT-5 microphones and either the Focusrite 

Scarlett 2i2 or PreSonus AudioBox iTwo interfaces with free DAW software from Ableton Lite 

or Studio Magic. Please see Table 6.8 Interfaces or the previous budget proposal for more 

information.  

 This budget also affords an upgrade from Monoprice XLR Cables to Mogami Gold XLR 

Studio microphone cables, which are top-of-the-line professional grade XLR microphone cables 
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with a lifetime warranty. These cables tangle less frequently, transfer signals quickly and more 

efficiently due to the quality of gold and wiring, and are backed by a lifetime warranty. Also, the 

engineer can now purchase a set of Beyerdynamic DT 770 Pro Headphones and a camera tripod 

stand. 

 

6.3.2 A Budget Breakdown 

Microphones: A Stereo Matched Pair of RODE NT-5 (~$430.00) 

Camera: A Canon EOS Rebel T6i or Nikon D5500 (~$600.00) 

Interface: A Focusrite Scarlett 2i2 or PreSonus AudioBox iTwo (~$150.00) 

Headphones: A set of Beyerdynamic DT 770 Pro Headphones (~$170.00) 

Cables: Two twenty-five feet Mogami Gold Studio Microphone, XLR to XLR 

 (~$70.00 each) 

Microphone Stands: Two On-Stage Microphone Boom Stands (~$25.00 each) 

Camera Tripod: One Sunpak Ultra 7000TM Three-Way Camera Tripod (~$65.00) 

Total Cost: ~$1,480.00 

 

6.4 A Three Thousand to Four Thousand Dollar Budget 

 

6.4.1 A Survey of New Materials 

 A detailed breakdown of the available technology hardware and software for this budget 

price point is listed below. This budget includes the addition of two AKG C214 Large 

Diaphragm Condenser microphones, two additional Mogami Gold Studio microphone cables, 

two additional On-Stage Microphone Boom Stands, a MOTU 8pre Interface with a Furman M-
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8LX Power Conditioner, a Gator Portable Rack Bag, and a year subscription to the Adobe 

Creative Cloud Suite. All of these additional hardware and software items add around $1,900.00, 

bringing the overall total to ~$3,400.00. 

 The addition of two AKG C214 microphones and the MOTU 8pre Interface allows the 

engineer the ability to have a stereo set of overheads, to capture the image of the room and any 

ambient noise that adds to the character of the space, and to close-mic or “spot-mic” one to two 

instruments. With this setup, an engineer could record any duets, 2-4 person chamber works (that 

do not need close microphone placement), drum set, timpani solos (four drums with a 

microphone between each drum), marimba solos (with overheads and two close mics), and any 

combination of the aforementioned. Also, your interface can accommodate eight to sixteen 

microphones for future projects and is completely portable, because of the Gator Rack Bag. For 

specifics on setting up a recording session, please refer to Chapter Three. 

 This budget also affords a year subscription to Adobe Creative Cloud ($19.99 a month 

with a twelve month signing agreement). This subscription gives the engineer access to twenty-

nine programs for professional level editing and mastering. For help navigating these programs, 

Adobe has created hundreds of tutorials that you can access on their website, Adobe.com, or on 

their YouTube Channel, @Adobe Creative Cloud. Also, a free trial or full subscription to 

Lynda.com could prove useful as it contains over five thousand video tutorials and classes taught 

by professional audio and video engineers.  

 

6.4.2 A Budget Breakdown 

Microphones: A Stereo Matched Pair of RODE NT-5 (~$430.00) and two AKG C214 Large 

 Diaphragm Condenser Microphones ($360.00 each) 
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Camera: A Canon EOS Rebel T6i or Nikon D5500 (~$600.00) 

Interface: MOTU 8pre or Focusrite Scarlett 18i20 Interface (~$500.00) 

Power Conditioner: Furman M-8Lx (~$110.00) 

Headphones: A set of Beyerdynamic DT 770 Pro Headphones (~$170.00) 

Cables: Four twenty-five foot Mogami Gold Studio Microphone, XLR to XLR 

 (~$70.00 each) 

Microphone Stands: Four On-Stage Microphone Boom Stands (~$25.00 each) 

Camera Tripod: One Sunpak Ultra 7000TM Three-Way Camera Tripod (~$65.00) 

Software: One Year Subscription to Adobe Creative Cloud ($240.00) 

Accessories: One Gator Rack Bag (~$110.00) 

Total Cost: ~$3,400.00 

 

6.5 A Seven Thousand to Eight Thousand Dollar Budget 

 

6.5.1 A Survey of New Material 

 A detailed breakdown of the available technology hardware and software for this budget 

price point is listed below. This budget includes a stereo matched pair of Earthworks QTC30 

Small Diaphragm Condenser microphones, two additional AKG C214 Large Diaphragm 

Condenser microphones, one Canon AX30 or Sony HXR-NX100 Camcorder, a Grace Design 

Spacebar, two additional Mogami Gold Cables, and two additional On-Stage Microphone Boom 

Stands. All of these additional hardware items add around ~$3,935.00, bringing the overall total 

to ~$7,325.00. 

 The stereo matched pair of Earthworks QTC30 microphones allow for a top-of-the-line 
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professional set of overhead microphones and, with the addition of the Grace Design Spacebar, 

more precise positioning and capture of analog sounds. The four AKG Large Diaphragm 

Condenser microphones allow the engineer to close-mic more instruments during an ensemble 

setting, giving a person more options for programing and recordings works. An engineer could 

now have overhead microphones in front of the ensemble and close-mic two marimbas and two 

vibraphones or any quartet to sextet (depending on the setup). For information about microphone 

selection, please refer to Chapter Three or the reference web links in Figure 4.1 in Chapter Four. 

 The replacement of the Canon or Nikon DSLR Camera with a Canon xa30 or Sony HXR-

NX100 Camcorder allows the engineer greater focusing, aperture, and pixel quality options for 

shooting video that only comes from a camcorder. Paired with the editing power of Adobe 

Premiere, the production quality will be drastically noticeable from the camcorder/iPhone and 

programs like iMovie or Movie Maker.  

 

6.5.2 A Budget Breakdown 

Microphones: A Stereo Matched Pair of Earthworks QTC30 (~$3,400) and Four AKG C214 

 Large Diaphragm Condenser Microphones ($360.00 each) 

Camera: A Canon XA30 or Sony HXR-NX100 Camcorder (~$1,600.00) 

Interface: MOTU 8pre or Focusrite Scarlett 18i20 Interface (~$500.00) 

Power Conditioner: Furman M-8Lx (~$110.00) 

Headphones: A set of Beyerdynamic DT 770 Pro Headphones (~$170.00) 

Cables: Six twenty-five foot Mogami Gold Studio Microphone, XLR to XLR 

 (~$70.00 each) 
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Microphone Stands: Six On-Stage Microphone Boom Stands (~$25.00 each) 

Camera Tripod: One Sunpak Ultra 7000TM Three-Way Camera Tripod (~$65.00) 

Software: One Year Subscription to Adobe Creative Cloud ($240.00) 

Stereo bar: One Grace Design Spacebar (~$300.00) 

Accessories: One Gator Rack Bag (~$110.00) 

Total Cost: ~$7,325.00 

 

6.6 An Eleven Thousand to Twelve Thousand Dollar Budget 

 

6.6.1 A Survey of New Material 

 A detailed breakdown of the available technology hardware and software for this budget 

price point is listed below. This budget includes a stereo matched pair of AKG C414 XLII Large 

Diaphragm Condenser microphones, one Canon AX30 or Sony HXR-NX100 Camcorder, one 

Nikon D5500 or Canon EOS Rebel T6i, Two KRK ROKIT 5 G3 Active Monitors, two 

additional Mogami Gold Cables, and two additional On-Stage Microphone Boom Stands. All of 

these additional hardware items add around ~$3,959.00, bringing the overall total to ~$11,284. 

 The addition of a stereo matched pair of AKG C414 XLII Large Diaphragm Condenser 

microphones allows for greater options with overhead micing, nine polarity patterns for the 

capturing of sound as well as an additional option for close-mic capturing. Paired with the 

Earthworks QTC30 and four AKG C214 microphones, the engineer now has the ability to record 

mid-large ensemble works with a stereo pair of overheads and six close-micing options. 

Examples of possible ensemble works, includes Jennifer Higdon’s Zaka for flute, clarinet, violin, 
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cello, piano, and percussion; John Psathas’ Kyoto for two vibraphones, two marimbas, and 

percussion; Innis Xenakis’ Pléïades for six percussionists.  

 The addition of a second camera, a Canon EOS T6i or Nikon D5500 DSLR, allows for 

multi-angle shooting during live performance as well as a stationary and motion camera for 

studio recording. This adds to the overall production value and editing ease for the engineer. The 

addition of Active Monitors allows the engineer the ability to edit and master recordings in 

conjunction with the use of headphones to simulate a finished-product.  

 

6.6.2 A Budget Breakdown 

Microphones: A Stereo Matched Pair of Earthworks QTC30 (~$3,400), A Stereo Matched Pair 

 of AKG C414 XLII microphones (~$2,300), and Four AKG C214 Large Diaphragm 

 Condenser Microphones ($360.00 each) 

Camera: A Canon XA30 or Sony HXR-NX100 Camcorder (~$1,600.00) and a Canon EOS T6i 

 or Nikon D5500 DSLR Camera 

Interface: MOTU 8pre or Focusrite Scarlett 18i20 Interface (~$500.00) 

Power Conditioner: Furman M-8Lx (~$110.00) 

Headphones: A set of Beyerdynamic DT 770 Pro Headphones (~$170.00) 

Cables: Eight twenty-five foot Mogami Gold Studio Microphone, XLR to XLR(~$70.00) 

Microphone Stands: Eight On-Stage Microphone Boom Stands (~$25.00 each) 

Camera Tripod: Two Sunpak Ultra 7000TM Three-Way Camera Tripod (~$65.00) 

Software: One Year Subscription to Adobe Creative Cloud ($240.00) 

Stereo bar: One Grace Design Spacebar (~$300.00) 

Active Monitors: Two KRK ROKIT 5 G3 Active Monitors (~$150.00 each) 
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Accessories: One Gator Rack Bag (~$110.00) 

Total Cost: ~$11,284.00 

 

6.7 Fourteen Thousand to Fifteen Thousand Dollar Budget 

 

6.7.1 A Survey of New Material 

 A detailed breakdown of the available technology hardware and software for this budget 

price point is listed below. This budget includes a stereo matched pair of Earthworks QTC30 

Small Diaphragm Condenser microphones, a stereo matched pair of AKG C414 XLII Large 

Diaphragm Condenser microphones, Five AKG C214 Large Diaphragm Microphones, two Shure 

SM81 Condenser Microphones, one Canon AX30 or Sony HXR-NX100 Camcorder, one Nikon 

D5500 or Canon EOS Rebel T6i, one HERO 5 Black Gro Pro Action Camera, one set of 

Sennheiser HD Headphones, an Audio Ease Altiverb 7 Plugin, a MOTU 896mk3 Hybrid or 

PreSonus Studio 192 Interface, two KRK ROKIT 5 G3 Active Monitors, four additional Mogami 

Gold Cables, and four additional On-Stage Microphone Boom Stands. All of these additional 

items add around ~$3,060.00, bringing the overall total to ~$14,468.00. 

 Now with a stereo pair of Earthworks QTC30 microphones, a stereo pair of AKG C414 

XLII microphones, five AKG C214 microphones, and two Shure SM81 microphones the 

engineer can record large ensemble works (8-11 players) with greater close-micing options and 

sound capture possibilities. For example, the engineer could record David Maslanka’s Crown of 

Thorns, Alejandro Vinao’s Estudios de Frontera, and Gene Koshinski’s Concerto for Marimba 

and Choir. Please note: the Shure SM81 microphones would be ideal for multi percussion setups, 

drum set close-micing, or predominantly mid-high frequency instruments while the seven AKG 
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microphones would be ideal for mallet instruments, either metal or wood. This pairs well with 

the upgraded MOTU 896mk3 Hybrid or PreSonus Studio 192 interface that allows for 

completely digital mixing and upgraded preamps as well as the upgraded Sennheiser HD 

Headphones. For editing, an Audio Ease Altiverb 7 plugin has been added for professional 

reverberation controls, room size preferences, equalizing, and many more options.  

 This budget also allows for greater video capture options. Here we have a Canon xa30 

camcorder, used as the stationary camera for full ensemble capture and/or small subsets of the 

larger ensemble; a Nikon D5500 DSLR, used as a secondary camera for solo shooting or smaller 

subsets; and a Go Pro HERO 5 Black Action Camera, for close shooting, performer’s perspective 

shots, or any additional view points the engineer would like to capture. 

 

6.7.2 A Budget Breakdown 

Microphones: A Stereo Matched Pair of Earthworks QTC30 (~$3,400), A Stereo Matched Pair 

 of AKG C414 XLII microphones (~$2,300), and Five AKG C214 Large Diaphragm 

 Condenser Microphones ($360.00 each), and Two Shure SM81 Small Diaphragm 

 Condenser Microphones (~$350.00 each) 

Camera: A Canon XA30 or Sony HXR-NX100 Camcorder (~$1,600.00), a Canon EOS T6i or 

 Nikon D5500 DSLR Camera, and a GroPro HERO 5 Black ($400.00 each)  

Interface: MOTU 896 mk3 Hybrid or PreSonus Studio 192 Interface (~$900.00) 

Power Conditioner: Furman M-8Lx (~$110.00) 

Headphones: A set of Sennheiser HD Headphones (~$400.00) 

Cables: 10 twenty-five foot Mogami Gold Studio Microphone, XLR to XLR 

 (~$70.00 each) 
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Snake: HOSA Little Bro’ SH 8X0 50-50’ XLR to XLR (~$120.00) 

Microphone Stands: 10 On-Stage Microphone Boom Stands (~$25.00 each) 

Camera Tripod: Three Sunpak Ultra 7000TM Three-Way Camera Tripod (~$65.00) 

Software: One Year Subscription to Adobe Creative Cloud ($240.00) 

Stereo bar: One Grace Design Spacebar (~$300.00) 

Active Monitors: Two KRK ROKIT 5 G3 Active Monitors (~$150.00 each) 

Software: Audio Ease Altiverb 7 Plugin (~$520.00) 

Accessories: One Gator Rack Bag (~$110.00) 

Total Cost: ~$14,468.00 

 

6.8 A Wish List Budget 

 The following budget is comprised of microphone additions and upgrades, camera 

additions, and monitor upgrades for the highest quality audio and video production possible with 

the largest percussion ensemble works in mind. Any additional pieces of hardware or software 

would be added on a case-by-case basis. The breakdown of this budget is as follows: 

Microphones: Two DPA 4006-A Microphones, two Stereo Matched Pairs of AKG C414 XLII 

 microphones (~$4,600), and Six AKG C214 Large Diaphragm Condenser  Microphones 

 ($360.00 each), and Four Shure SM81 Small Diaphragm Condenser Microphones 

 (~$350.00 each), and one set of Shure DMK57-52 Drumset Microphones (~$400.00) 

Camera: Two Canon XA30 or Sony HXR-NX100 Camcorders (~$1,600.00 each), a Canon 

 EOS T6i or Nikon D5500 DSLR Camera (~$600.00), and two GroPro HERO 5 Black 

 ($400.00 each)  

Interface: MOTU 896 mk3 Hybrid or PreSonus Studio 192 Interface (~$900.00) 
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Snake: HOSA Little Bro’ SH 8X0 50-50’ XLR to XLR (~$120.00) 

Power Conditioner: Furman M-8Lx (~$110.00) 

Headphones: A set of Sennheiser HD Headphones (~$400.00) 

Cables: Sixteen twenty-five foot Mogami Gold Studio Microphone, XLR to XLR 

 (~$70.00 each) 

Microphone Stands: Thirteen On-Stage Microphone Boom Stands (~$25.00 each) 

Camera Tripod: Three Sunpak Ultra 7000TM Three-Way Camera Tripod (~$65.00) 

Software: One Year Subscription to Adobe Creative Cloud ($240.00) 

Stereo bar: One Grace Design Spacebar (~$300.00) 

Active Monitors: Two Focal Alpha 65 6.5” Powered Studio Monitors (~$400.00 each) 

Software: Audio Ease Altiverb 7 Plugin (~$520.00) 

Accessories: One Gator Rack Bag (~$110.00) 

Total Cost: ~$22,220.00 

 

6.9 Hardware and Software Tables 

 

Table 6.5 Audio Editing Software 

DAW Operating System Cost Other Information 

Garageband iOS only Free with purchase of 

Apple Products 

Beginner to intermediate 

level editing 

Audacity iOS and Windows Free online Elementary Audio Capture 

and editing 

Audition iOS and Windows ~$200.00 Available in Adobe 

Creative Cloud 

Professional Level DAW 

Logic Pro X Apple Only (iOS) ~$200.00 Available in App Store 

Professional Level DAW 

  Pro Tools iOS and Windows ~$300.00 Professional Level DAW 
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Table 6.5 - Continued 

DAW Operating System Cost Other Information 

Ableton Live 9 iOS and Windows ~$99.00  

PreSonus Studio One iOS and Windows ~$150.00 Versions come free with 

the purchase of an 

Interface 

Reaper iOS and Windows $60.00 or $250.00  

 

Table 6.6 Video Editing Software 

Program Operating System Cost/Payment Plans Other Information 
iMovie iOS only Free with purchase of 

Apple Products 
Beginner to intermediate 

Level editing 
Movie Maker Windows Only Free with purchase of 

Apple Products 
Beginner Level Editing 

Adobe Premiere Pro iOS and Windows ~$200.00 (Stand Alone) or 

$19.99 (Creative Cloud) 
Professional Level 

Software 
Final Cut Pro iOS Only ~$60.00 or ~350.00 (Full 

Version) 
A semi-professional 

Software (Similar to 

iMovie) 
Vegas Movie Studio Suite Windows Only ~150.00 A Professional Level 

Software 

 

Table 6.7 Microphones	  

Brand Title Specifications Polarity Patterns Costs Usage(s) Other 

Information 

RODE NT5 Condenser 

Microphones 

 

Requires 

Phantom Power 

 

  

Cardioid  

 

~$430.00 

 

Matched 

Pair 

Stereo 

Recording 

 

Large 

Ensemble, 

Solo, Small 

Chamber 

Polarity Pattern 

capsule options 

 

A vary versatile 

microphone 

 

 

Shure SM81 Small 

Diaphragm 

Condenser 

Microphone 
 

Requires 

Phantom Power 

Cardioid ~$350.00 

each 

Overheads, 

Spot Mic on 

drums and 

metal 
instruments 

 

-10dB Pad 

 

 

Shure DMK57-

52 

Drum Mic Kit  

 

 

Drumset Spot 

Mics 

~$400.00 3 SM57s for 

tom-toms and 

snare drum 

  

Comes with 

drum mounts 

and carrying 

case 
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Table 6.7 - Continued	  

Brand Title Specifications Polarity Patterns Costs Usage(s) Other 

Information 

AKG C214 Large 

Diaphragm 

Condenser 

Microphone 

 

Requires 

Phantom Power 

Cardioid 

 

~$360.00 

each 

Spot mic, 

Overheads 

 

Great for 

Marimba, 

Vibraphone, 

Drums 

 

-20dB Pads 

 

Low cut filter 

AKG C414 XK 

II 

Large 

Diaphragm 

Condenser 

Microphone 

 
Requires 

Phantom Power 

Nine Patterns - 

omnidirectional, 

wide cardioid, 

cardioid, 

hypercardioid, 
and figure 8 

 

 

~$1000.00 

each 

 

or  

 
~$2,300 for 

a Matched 

Pair 

Spot Mic, 

Overheads, 

Full 

Ensemble 

Stereo Pair 
(Last Resort) 

Top of the 

line 

microphone 

Three Bass Cut 

Filters, 

Multiple Pads 

 

 

Earthworks      QTC30 

Matched 

Pair 

Small 

Diaphragm  

Condenser 

Microphone  

Omni  ~$1,700.00 

each 

Stereo pair 

for ensemble 

or small 

chamber 

recording 

A Very 

accurate 

representation 

of the sounds in 

the room 

DPA 4006-A 

 

Small 

Diaphragm 

Condenser 

Microphone 

Omni ~$2,000.00 Overheads 

for Large 

Ensemble 

Playing, 

Chamber 
Ensembles, 

Solo Works 

Top of the line 

 

 

 

 

Table 6.8 Audio Interfaces 

Brand Title Inputs/Outputs Specifications Cost Other Information 

Focusrite  Scarlett 2i2 2/2 

 

2 XLR inputs 

iOS and 

Windows 

Capability 

  
Has Phantom 

Power 

 

Two Preamps 

 

USB Power 

Supply 

~$150.00 Comes with a 16 track 

sample DAW from Pro 

Tools  

 
and Ableton Live Lite  
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Table 6.8 - Continued 

Brand Title Inputs/Outputs Specifications Cost Other Information 

PreSonus AudioBox 

iTwo 

2/2 

 

Two Inputs 

USB 2.0 

Connectivity 

 

2 Preamps 

 

Midi in/out 

~$150.00 Used for stereo 

recording/mono vocal or 

instrumental recordings 

 

Comes with a sample 

DAW (Studio Magic 

Plug-in Suite) 

Focusrite Scarlett 18i20 18/20 

 

8 XLR inputs 

 

USB 

Connectivity 

8 preamps 

 
Phantom Power 

 

Midi In/Out 

~$500.00 Dual Headphone Inputs 

and Preamps 

Comes with Pro Tools/ 

First Focusrite Creative 
Pack DAW 

And 

Ableton Lite DAW 

MOTU  8pre USB 16/12 

 

8 XLR inputs 

Power 

Conditioner 

Needed 

 

8 Preamps 

 

Phantom Power 

 

Midi in/out 

 

~$550.00 Used Large Ensemble 

Recordings/Drumset 

 

Communicates with 

CueMix for monitor 

mixes 

 

 

 

PreSonus  Studio 192 26/32 
 

8 XLR inputs 

 

USB 3.0 
Connectivity 

 

8 Preamps 

 

Phantom Power 

 

~900.00 Used for Large 
Ensemble 

Recordings/Drumset 

 

Digital Mixing 

 

PreSonus Studio One 

DAW included 

MOTU 896mk3 

Hybrid 

28/32 

 

8 XLR inputs 

Power 

Conditioner 

Needed 

 

Phantom Power 

 
FireWire/USB 

2.0 

 

Power Supply 

Needed 

$1000.00 Used For Large 

Ensemble 

Recordings/Drumset 

 

Fully Digital Mixing 

 
CueMix FX Software 

communication 
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6.9 Camcorders, DSLR Cameras, Action Cameras 

Brand Title Specifications Cost Other Information 

Canon XA30 

Professional 

Camcorder 

Shoots in 1920 x 1080 HD 

 

20x HD Zoom Lens 

 

Slow and Fast Motion 

Recording 

 

Two Built-in SD Slots 

 

~$1,600.00 Wi-fi Connectivity 

 

Two XLR inputs 

with Phantom Power 

 

Great for Shooting 

solo playing or 

ensemble 

performances 

Sony HXR-NX100 Full 

HD NXCAM 
Camcorder 

Shoots in 1920 x 1080 HD 

 
12x Optical Zoom 

 

Two SD Card Slots 

 

Two XLR Inputs with 

Phantom Power 

~1,700.00 Great for Shooting 

solo playing or 
ensemble 

performances 

Canon EOS Rebel T6i 

DSLR Camera 

Shoots Still Photos at 24.2 

MP and 1080 HD Video 

 

 

~$700.00 A good alternative to 

purchasing a 

Camcorder 

 

Additional Lens will 

need to be purchased 

 
Canon EF 50mm 

f/1.8 STM Lens 

(~$100.00) 

 

Sigma 30mm f/1.4 

DC HSM Art Lens 

for Canon 

(~$500.00) 

 

Tamron SP 70-

200mm f/2.8 Di VC 
USD G2 Lens for 

Canon EF 

(~$1,300.00) 
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6.9 - Continued 

Brand Title Specifications Cost Other Information 

Nikon D5500 DSLR 

Camera 

Shoots Still Photos and 1080 

HD Videos 

~$600.00 A good alternative to 

purchasing a 

Camcorder 

 

Additional lenses 

will need to be 

purchased 

 

Deals have been 
made available with 

lens packages (18-

55mm and 70-

300mm) 

GoPro HERO5 Black Action Camera/Camcorder 

 

Digital Display 

 

Waterproof 

 

Shoots 4K video and other 

various HD settings 

 
12MP Images 

 

~$400.00 A good secondary 

camcorder 

 

Great for close-ups 

during live 

performances 

 

Additional 

microphones must be 
hung and synced to 

video 

 
 

Table 6.10 Additional Recording Essentials 
 

Headphones 

(Cans) 

Beyerdynamic 

DT 770 Pro 

250 ohm Closed-back Studio 

Mixing Headphones 

~$170.00 Professional 

Level Mixing 

Headphones 

Headphones 

(Cans) 

Sennheiser HD 280 

Pro 

Closed-back Studio and Live 

Monitoring Headphones 

~$100.00 Professional 

Level Mixing 
Headphones 

Headphones 
(Cans) 

Sennheiser HD 600 Open-back 
Audiophile/Professional 

Headphones 

~$400.00 Professional 
Level Mixing 

Headphones 

Active Monitors KRK ROKIT 5 G3 5” Powered Studio Monitor ~$150.00  

each 

 

Two Monitors 

Needed 

Professional 

Level Active 

Monitors 

Microphone 

Stand 

On-Stage Stands 

MS7701B  

Tripod Microphone Stand ~$25.00 each 

 

At least two 

needed for 

stereo 

recordings 
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Table 6.10 - Continued 
	  

Camera Stand Sunpak Ultra 

7000TM 

Tri-Monopad with 3-Way, Pan-

and-Tilt Head 

~$60.00 Reaches to 

around 70” in 

Height 

Stereo Bar K&M 23510 Adjustable Stereo Micophone Bar ~$20.00 

 

Prices for Stereo 

bars can be very 

expensive 

 

I recommend 

using two 

microphone 

boom stands at 

first 

Stereo Bar Grace Design 
Spacebar SB-30 

30 cm Spacebar $300.00 Professional 
Studio Level 

Stereo Bar 

Microphone 

Cables (XLR) 

Monoprice 25’ Premier Series XLR to XLR 

Cable (Gold Plated) 

~$12.00  

each 

 

At least two 

are needed for 

Stereo 

Recording 

It is important to 

select Gold 

Plated Cables to 

ensure that the 

signal is sending 

to its’ best ability 

 

Microphone 

Cables (XLR) 

Mogami 25’ Gold Studio Microphone 

Cable  

~$70.00 

each 

 

At least two 

are needed for 

Stereo 
Recording 

These cables 

come with a 

lifetime warranty 

Power 

Conditioner 

Furman M-8Lx Helps power your rack system for 

8 channel interfaces 

 

Includes lights to illuminate the 

other items in the rack 

 

 

~$110.00 Only needed if 

you are running a 

rack system and 

an 8 channel 

interface 

Rack Spaces Gator GRB-4U A 4 Rack Space Setup 

 

Lightweight 

 

Durable  

~$110.00 Only needed if 

you are running a 

rack system and 

an 8 channel 

interface and 

additional 
hardware 

Microphone 

Snake 

HOSA Little Bro’ 

SH 8X0 50-50’  

XLR to XLR Microphone Snake ~$120.00 Needed for 

sessions that use 

over 8 

microphones 

 

 

 



	   96	  

CHAPTER SEVEN 

 

CONCLUSION 

 

 
 The purpose for examining the university percussion curriculum, specifically, the lack of 

in-depth audio and video technology study was due to the fact that I have personally witnessed 

its importance on a daily bases, both while attending the Florida State University and in my 

current position. Like several of my colleagues from FSU, an aspect for my appointment as the 

percussion professor at the University of Arkansas – Fort Smith comes directly from my 

knowledge of this technology and is a pedagogical tool that I constantly implement with my 

students here: in a classroom setting, Music Technology course, and during rehearsals/lessons. 

 Living in a society that, in general, lacks an understanding of what we do, it is our 

responsibility to not only advance with personal goals; artistically, institutionally, or financially; 

we have an obligation to educate the masses of the importance and need for the arts. I believe 

that the research stated within these chapters showcased a need for technology and 

entrepreneurship pedagogy in the university percussion curriculum. However, my overarching 

goal with this document is the betterment of individuals, which will lead to the betterment of our 

art form and its acceptance within the global community.  

 For those beginning their journey with technology, I hope you find these materials as 

helpful and informative as the students from the Florida State University’s Percussion Studio did. 

Pay to forward.  
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APPENDIX A 

 

SYLLABI FROM UNIVERSITY PERCUSSIONS PROFESSORS 

 
 

A Listing of The Professors 
 
Mr. James B. Campbell- Provost’s Distinguished Service Professor of Music and Director of 
Percussion Studies at the University of Kentucky  
 
 
Mr. Mark Ford- Coordinator of Percussion Studies and Assistant Professor of Percussion at The 
University of North Texas 
 
 
Dr. John W. Parks IV- Associate Professor of Percussion at the Florida State University   
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University of Kentucky Percussion Studies 

Syllabus for Percussion Colloquium MUS 395/695 

Instructor: James Campbell  

Office Hours: by appointment (contact by email above). Credit Hours: 1 Class Meeting Time: 
Monday 1:00pm, FA18 

Fall 2016 

Goals Presentation of topics will lead students to synthesize the materials they have read or 
listened to. Discussion and journaling will get students to think and respond to a topic by 
becoming involved in it actively. The lecturer will ask questions from media assignments that 
bring connection, lead to dissection, and cause reflection. 

Prerequisites Approval of the instructor and completion of the CFA Learning Contract. 

Content Class meetings will allow the designated faculty/lecturer to deliver addresses on a topic 
or on related topics and then lead discussions relating to them. Students will focus on special 
topics in percussion pedagogy, curriculum design, and contemporary performance practice. 
Topics emerge from assigned readings and/or podcasts and other media. 

Required Reading/Media List Print: Peak, Secrets from the New Science of Expertise, Anders 
Ericsson and Robert Pool. The Cambridge Companion to Percussion, edited by Russell 
Hartenberger. Creative Music Making, William Cahn. Podcasts: The Tim Ferriss Show, 

Negotiate #168 "How Creatives Should Negotiate". Freakanomics Radio April 27, 2016, May 1, 
2016, May 4,2016. Blog: The PX Project, Speed Reading, Tim Ferriss blog post. 

Grades Students will receive a weekly assessment and grade. The semester grade will be 
determined from proportions of the following areas: 

a. 70% - Completion of media assignments and active participation in class discussion. One 
student will serve as the scribe for notes from each class.  

b. 30% - Completion of notebook with all assigned articles, class handouts, and discussion notes 
from the semester.  Excused Absences  

Students need to notify the professor of absences prior to class when possible. S.R. 5.2.4.2 
defines the following as acceptable reasons for excused absences: (a) serious illness, (b) illness 
or death of family member, (c) University-related trips, (d) major religious holidays, and (e) 
other circumstances found to fit “reasonable cause for nonattendance” by the professor. 

Students anticipating an absence for a major religious holiday are responsible for notifying the 
instructor in writing of anticipated absences due to their observance of such holidays no later 
than the last day in the semester to add a class. Information regarding dates of major religious 
holidays may be obtained through the Ombud (859- 257-3737. 
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Students are expected to withdraw from the class if more than 20% of the classes scheduled for 
the semester are missed (excused or unexcused) per university policy. 

Verification of Absences Students may be asked to verify their absences in order for them to be 
considered excused. Senate Rule 5.2.4.2 states that faculty have the right to request “appropriate 
verification” when students claim an excused absence because of illness or death in the family. 
Appropriate notification of absences due to university-related trips is required prior to the 
absence. 

University Health Service (UHS) does not provide students with excuses for absences or 
tardiness from classes due to illness or injury. Class attendance is an administrative matter 
between faculty and students. This policy reinforces the students' responsibility to communicate 
directly and proactively with faculty about conditions that interfere with their class attendance. 
Part of the mission at UHS is to teach appropriate health care consumerism. The practice of 
providing medical excuses sends mixed messages to students about the appropriate use of health 
care resources. UK has established a 3- tier system for students to communicate with professors 
regarding class absences: http://ukhealthcare.uky.edu/uhs/student-health/attendance/ 

In the case of illness, UHS provides an “Explanatory Statement of Absence from Class” that 
students may complete and submit to the Instructor to document an excused absence from class. 
This form, which is completed and attested to by the student, may be reviewed here. UHS 
describes this form as the “Tier 1” document. This Tier 1 document is acceptable as “appropriate 
verification” of the student’s illness that may be used on no more than two occasions during the 
semester. 

Musician's Health & Safety 

In addition to direction received in private lessons, master classes, and guest lectures, it is 
recommended that students involved with music performance stay abreast of current information 
and resources relating to musicians’ health and safety. With the many hours of daily practice and 
rehearsals it is vital to be aware of preventative measures that musicians can take to avoid serious 
problems. Please visit the following website dedicated to injury prevention and musicians’health: 
http://finearts.uky.edu/music/musicians-health-safety  
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University of Kentucky Percussion Studies 

Syllabus for Percussion Ensemble and Steel Band MUC 173 (1 credit ea. section); MUP 570 
(1credit ea. section) 

Instructor: James Campbell  

Spring 2017 

Class Times MUC 173, Section 001 Steel Band: M, W, and F at 8:00 a.m. - 8:50 a.m. MUC 173, 
Section 002: Percussion Ensemble: T and Th at 5:00 p.m.- 7:00 p.m. MUC 570, Section 010 
Steel Band: M, W, and Friday at 8:00 a.m. - 8:50 a.m. MUC 570, Section 001: Percussion 
Ensemble: T and Th at 5:00 p.m.- 7:00 p.m. 

All classes meet in FA 22. A rehearsal schedule for the week will be posted in advance. Office 
hours by appointment. 

Prerequisites Satisfactory audition and/or approval of the instructor. Placement auditions are 
required at the start of each semester. 

Course Description Students will acquire an understanding of the percussion ensemble repertory 
and the ability to perform from a cross-section of that repertory. 

Student Learning Outcome Students will prepare, for performance, selected percussion ensemble 
literature with musical understanding and control. Students will also develop techniques that will 
enable the individual to achieve artistic excellence while demonstrating the knowledge and skills 
sufficient to work as a leader and in collaboration on matters of musical interpretation in a group 
environment. 

For graduate students, there is an increase in expectations regarding the level of technical 
proficiency and artistic expression that is achieved and mentored to undergraduates through the 
leadership opportunities they are provided. 

Course Activities Students will experience the rehearsal of percussion literature from all periods 
and styles of percussion music. Rehearsals will focus on group cohesiveness and interpretation 
rather than individual preparation. The rehearsals will culminate in public concert performances 
during the semester. Concert dates will be set in advance and should be noted by the student. 

Attendance and Grades Students will be responsible for the timely preparation of assigned 
repertoire so that their progress and fluency remains commensurate with that of the group. 
Students consistently found to be ill-prepared will be removed from the assigned part. 

Attendance becomes very important to this class since all players are assigned to unique parts. 
Grades will be lowered 1(one) letter for each unexcused absence. Student grades will be lowered 
1/2 (one-half) letter if they are present, but not prepared to rehearse at the beginning of the 
morning class time, or more than 10 minutes late in beginning the afternoon rehearsal. Since 
concerts constitute the culmination of the course preparation, an absence at a performance will 
result in failure of the course. 
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All students are required to set-up and strike after each concert. Everyone will remain until all 
equipment is returned to its proper storage area. Grades will be lowered 1(one) letter for each 
unexcused absence at set-up or strike. Grades will be lowered 1/2 (one- half) letter if they are late 
to an assigned set-up or strike. 

Other Students are financially responsible for the music and equipment they are assigned. Any 
student who loses their assigned music must replace the entire composition or provide an original 
published version of the lost part/score. 

Unless otherwise notified, the dress for UK Percussion Ensemble concerts will be either solid 
black or blue long sleeve shirt/blouse (specified in advance of concert), with black slacks/skirt 
and black dress shoes (No athletic shoes). Most large ensembles in the School of Music ask 
participants to provide a tuxedo/black dress for concert performances as well. Dress for the UK 
Steel Band programs is casual, but defined in advance of each event. 

Excused Absences Students need to notify the professor of absences prior to class when possible. 
S.R. 5.2.4.2 defines the following as acceptable reasons for excused absences: (a) serious illness, 
(b) illness or death of family member, (c) University-related trips, (d) major religious holidays, 
and (e) other circumstances found to fit “reasonable cause for nonattendance” by the professor. 

Students anticipating an absence for a major religious holiday are responsible for notifying the 
instructor in writing of anticipated absences due to their observance of such holidays no later 
than the last day in the semester to add a class. Information regarding dates of major religious 
holidays may be obtained through the Ombud (859- 257-3737. 

Students are expected to withdraw from the class if more than 20% of the classes scheduled for 
the semester are missed (excused or unexcused) per university policy. 

Verification of Absences Students may be asked to verify their absences in order for them to be 
considered excused. Senate Rule 5.2.4.2 states that faculty have the right to request “appropriate 
verification” when students claim an excused absence because of illness or death in the family. 
Appropriate notification of absences due to university-related trips is required prior to the 
absence. 

University Health Service (UHS) does not provide students with excuses for absences or 
tardiness from classes due to illness or injury. Class attendance is an administrative matter 
between faculty and students. This policy reinforces the students' responsibility to communicate 
directly and proactively with faculty about conditions that interfere with their class attendance. 
Part of the mission at UHS is to teach appropriate health care consumerism. The practice of 
providing medical excuses sends mixed messages to students about the appropriate use of health 
care resources. UK has established a 3- tier system for students to communicate with professors 
regarding class absences: http://ukhealthcare.uky.edu/uhs/student-health/attendance/ 
Musician's Health & Safety In addition to direction received in private lessons, master classes, 
and guest lectures, it is recommended that students involved with music performance stay abreast 
of current information and resources relating to musicians’ health and safety. With the many 
hours of daily practice and rehearsals it is vital to be aware of preventative measures that 
musicians can take to avoid serious problems. Please visit the following website dedicated to 
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injury prevention and musicians’ health: http://finearts.uky.edu/music/musicians-health-safety 

Accommodations Due to Disability If you have a documented disability that requires academic 
accommodations, please see me as soon as possible during scheduled office hours. In order to 
receive accommodations in this course, you must provide me with a Letter of Accommodation 
from the Disability Resource Center (DRC). The DRC coordinates campus disability services 
available to students with disabilities. It is located on the corner of Rose Street and Huguelet 
Drive in the Multidisciplinary Science Building, Suite 407. You can reach them via phone at 
(859) 257-2754 and via email at drc@uky.edu. Their web address is 
http://www.uky.edu/StudentAffairs/DisabilityResourceCenter/. 
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University of Kentucky Percussion Studies 

Syllabus for Percussion Performance MUP 118, 218, 318, 418 (1 - 3 credits); MUP 518, 618, 
718 (1 - 4 credits) 

Instructors: James Campbell, Paul Deatherage 

Office Hours: by appointment (contact by email above). 

Spring 2017 

Credit Hours 

Undergraduate courses may be repeated twice for credit. Graduate courses may  be  repeated 
three times for credit.  

One-hour credit for non-majors & secondary students.  

Two-hours credit for music majors in the Music Education or B.A. degree options;  music 
minors; or graduate student by direction of their advisor.  

Three-hours credit for music majors in the B.M. or M.M. degree options; D.M.A.  students by 
direction of their advisor.  

Four-hours credit for graduate students in music performance degree option.  Doctoral students 
only may register for 700-level courses.  Goals Students will study the interpretation of 
percussion literature and develop the skills and techniques necessary for individual performance 
ability sufficient to assure accurate and musically expressive performance. For each level of 
instruction, there is an increase in expectations regarding the level of technical proficiency and 
artistic expression that will be assessed accordingly.  Prerequisites Satisfactory audition and/or 
approval of the instructor. Students enrolled for two or more credits must enroll in Percussion 
Ensemble (MUC 173 for undergraduates) or Advanced Chamber Music Ensemble (MUC 570 for 
graduate students). Undergraduate students enrolled in MUP 118-418 for 2 or more credits must 
also enroll in a large concert ensemble (wind/orchestra/jazz) as determined by placement 
auditions each semester or as directed by the faculty.  Class Time Lessons will be arranged with 
the instructor(s) to meet at a regularly scheduled time on a weekly basis. A weekly lesson 
schedule will be posted as soon as possible at the beginning of the semester. All undergraduate 
percussion majors will study mallet keyboard percussion and a minimum of one other area each 
semester. The faculty/staff reserves the right to schedule students in a group lesson format as 
necessary.  Content Students enrolled for two or more credits will focus in two areas of 
percussion study as directed each semester including: snare drum, keyboard, timpani, multiple-
percussion, orchestral percussion, drum set, electronic percussion and world percussion. Eligible 
students may enroll in drum set study as an additional elective credit with Mr. Deatherage. 

Required Texts/Materials Students will be responsible for supplying their own mallets, music 
and study materials as required by their area of concentration each semester and as outlined in 
the UK Percussion Studies Handbook. Failure to secure proper supplies in a timely manner will 
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result an incomplete grade. Students will receive a failing grade for the semester for not 
maintaining an active membership in both the UK Percussion Society and the Percussive Arts 
Society while enrolled in the course. 

Spring 2017 Music Entrepreneurship Symposium During this term, our Music Entrepreneurship 
Symposium will meet January 18-20. We are hosting 4 guest artists for this 3-day residency 
packed full of workshops, seminars, and concerts. As the School of Music has invested quite a 
bit of time, energy, and resources in order to provide this symposium, we thank you in advance 
for your strong support of it through your attendance. Students in the Percussion Studio are 

required to attend 3 sessions plus one evening concert. All music majors will receive excused 
absence forms. More information will follow as we get closer to the event. 

Studio Class Undergraduate students enrolled for two or more hours of performance study are 
required to attend the Studio Class every Thursday from 12:30 to 1:50. All Students will perform 
in studio classes or Area Recitals as scheduled each semester with these performances graded as 
another lesson using the Percussion Studies Grade Rubric. 

Students can be recommended by the faculty to perform in a Divisional Recital or the School of 
Music Honors Recital held each semester. Additional Studio Class topics will range from master 
classes to guest artist clinics. 

All Studio class performers are required to submit a one-page copy of program notes for each 
piece they perform, prior to their performance. The template for these notes should include the 
following information: 

. Name of Performer  

. Date of Studio Class  

. Title of Composition  

. Date of Composition  

. Composer (Birth/death dates)  

. Publisher  

. Timing Information  

. Twitter Pitch – A micro-message of 140 characters or less. It should be a clear  and concise 
summary of the work. One that engages your audience by making reference to program 
notes, the composer, and/or your interpretation.  Late or incomplete program notes will 
drop the studio class performance 1 (one) letter grade. Missing program notes or a 
unexcused/postponed performance will drop the studio class performance 2 (two) letter 
grades.  

Juries All students enrolled in an MUP course for two or more credits are required to perform a 
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jury before percussion faculty and staff, usually scheduled during the last full week of classes. 
Juries may consist of faculty-selected repertoire and scales/sight reading as posted. It is the 
responsibility of each student to provide one copy of the completed Percussion Jury Repertory 
before their jury time. 

Students who play a degree recital during the semester are exempt from taking a Percussion Jury. 
Percussion faculty will maintain the option to consider other formal student recitals for jury 
exemption. 

Undergraduate performance-option majors must pass a Full Faculty Jury prior to enrolling in 
MUP 318. Graduate Students must pass a Full Faculty Jury prior to their first, degree recital. It is 
the responsibility of each student to provide sufficient completed copies of the Full Faculty Jury 
Repertoire Sheet for all performance faculty before their jury time. (Details are outlined in the 
School of Music Undergraduate and Graduate Handbooks.) 

Grades Students will receive a weekly assessment and grade. The semester grade will be 
determined from proportions of the following areas: 

• 70% - Performance Lessons and studio class performances will each be graded and averaged 
for the semester to reflect 70% of the total semester grade. Grades are based on the 
quality of preparation and range of material covered (refer to Percussion Studies Grade 
Rubric). Alternate lesson times will be arranged when the instructor has a schedule 
conflict. Unexcused student absences will not be made-up and will be treated as a failing 
grade for that week. Unexcused, rescheduled lessons initiated by the student will not 
receive full credit.  

• 10% - Studio class and recital attendance will reflect 10% of the total semester grade (refer to 
Studio Class grades above). Performance students are required to attend all formal 
percussion recitals, percussion ensemble concerts and designated master classes or guest 
performances during the semester. These dates will be posted well in advance on the 
percussion bulletin board. Each unexcused absence will lower your grade in this area by 
one letter grade.  

• 20% - The jury grade will be determined by the jury panel (refer to Percussion Studies Grade 
Rubric) to reflect 20% of the total semester grade. Students will also turn in all completed 
forms before their jury or receive a failing jury grade.  Practice Time Students are 
expected to practice a minimum of one hour/day for each hour of enrolled lesson credits. 
Some have found it beneficial to schedule their practice time throughout each day so it 
breaks up into a few small sessions rather than one long block.  Recitals All recital 
repertoire must be approved by percussion faculty and ready for performance at the Pre-
Recital Hearing three weeks prior to the recital date. At this time, the student will submit 
a SCFA “Tech form” and a draft of their recital program (with timings). The completed 
“Pre-Recital Hearing Form” is forwarded to the UGS or DGS office. All student recitals 
require a Recital Fee that entitles the student to a recording of the recital, as well as a 
program and use of the appropriate campus facilities. A student  

All recital packet can be obtained in the Music Office. All forms should be completed and fees 
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paid at least 30 days before the recital date. 

BM-Performance students must present a full senior recital that should consist of a minimum of 
50 minutes of music - mainly solo works. 

BME students must present a full senior recital that should consist of a minimum of 25 minutes 
of music - mainly solo works. 

Graduate students should consult the School of Music Graduate Handbook and the UK Graduate 
Bulletin for details. 

Recital Attendance Cards One of the requirements for our music degree programs is a course 
entitled "Recital Attendance" or MUS 001. While it receives zero credit hours, it has the 
potential to keep you from graduating! Please be responsible to this very important aspect of 
your musical development. We have many musical offerings at our school and in our community 
to help you fulfill the recital requirement. The number of recitals is 12 per semester, however 
you are not allowed to count your personal performances as part of the requirement. The 
deadline for turning in the record of your recital attendance to your applied professor is the last 
Friday of classes. 

Musician's Health & Safety In addition to direction received in private lessons, master classes, 
and guest lectures, it is recommended that students involved with music performance stay abreast 
of current information and resources relating to musicians’ health and safety. With the many 
hours of daily practice and rehearsals it is vital to be aware of preventative measures that 
musicians can take to avoid serious problems. Please visit the following website dedicated to 
injury prevention and musicians’ health: http://finearts.uky.edu/music/musicians-health-safety 

Excused Absences Students need to notify the professor of absences prior to class when possible. 
S.R. 5.2.4.2 defines the following as acceptable reasons for excused absences: (a) serious illness, 
(b) illness or death of family member, (c) University-related trips, (d) major religious holidays, 
and (e) other circumstances found to fit “reasonable cause for nonattendance” by the professor. 

Students anticipating an absence for a major religious holiday are responsible for notifying the 
instructor in writing of anticipated absences due to their observance of such holidays no later 
than the last day in the semester to add a class. Information regarding dates of major religious 
holidays may be obtained through the religious liaison, Mr. Jake Karnes (859-257-2754). 

Students are expected to withdraw from the class if more than 20% of the classes scheduled for 
the semester are missed (excused or unexcused) per university policy. 

Verification of Absences Students may be asked to verify their absences in order for them to be 
considered excused. Senate Rule 5.2.4.2 states that faculty have the right to request “appropriate 
verification” when students claim an excused absence because of illness or death in the family. 
Appropriate notification of absences due to university-related trips is required prior to the 
absence. 

University Health Service (UHS) does not provide students with excuses for absences or 
tardiness from classes due to illness or injury. Class attendance is an administrative matter 
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between faculty and students. This policy reinforces the students' responsibility to communicate 
directly and proactively with faculty about conditions that interfere with their class attendance. 
Part of the mission at UHS is to teach appropriate health care consumerism. The practice of 
providing medical excuses sends mixed messages to students about the appropriate use of health 
care resources. UK has established a 3-tier system for students to communicate with professors 
regarding class absences: http://ukhealthcare.uky.edu/uhs/student-health/attendance/ 

Accommodations Due to Disability If you have a documented disability that requires academic 
accommodations, please see me as soon as possible during scheduled office hours. In order to 
receive accommodations in this course, you must provide me with a Letter of Accommodation 
from the Disability Resource Center (DRC). The DRC coordinates campus disability services 
available to students with disabilities. It is located on the corner of Rose Street and Huguelet 
Drive in the Multidisciplinary Science Building, Suite 407. You can reach them via phone at 
(859) 257-2754 and via email at drc@uky.edu. Their web address is 
http://www.uky.edu/StudentAffairs/DisabilityResourceCenter/. 
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University of North Texas 

 940-369-7974  
 

   
 

Percussion Manual  E-mail – Mark.Ford@unt.edu 
 

   
 

Fall 2016 - Summer 2017 

 Websites - percussion.music.unt.edu 
 

   
 

     
 

     
 

 

 

This manual of procedure is intended to be a guide for UNT percussionists majoring in: 

●Percussion  Applied  Performance:  Concert  Artist  or  Symphony  Orchestra  Player  
●Jazz  Studies  or  Music  Education  (Concentration):  Jazz  Artist  or  Public  School  
Teacher  ●Other  concentration  areas  include:  Theory,  Composition  and  Musicology. 

 

Bachelor of Arts in Music and secondary lessons (minor or elective) also follow these 

guidelines Please read and retain the information contained in the following pages. 
 

 

UNT Percussion Faculty: 
 

 Office Telephone E-Mail 
 

 

Mark Ford, Coordinator Percussion Area 

  Percussion  Ensembles  ●  Studio  Percussion 

MU130 940-369-7974 Mark.Ford@unt.edu 

 

 

Gideon Alorwoyie - African Ensembles MU113 940-565-4113 Gideon.Alorwoyie@unt.edu 

 

 

José Aponte - Afro-Cuban/Brazilian 

Ensembles 

BH 201 281-433-5411 jporventud@hotmail.com 

 

 

Christopher Deane - Orchestral  ●  Studio MU140 940-565-3714 Christopher.Deane@unt.edu 

 

 

Percussion  ●  Percussion  Ensembles    

 

 

Paul Rennick - Drumline  ●  Percussion MU141 940-565-2583 Paul.Rennick@unt.edu 

 

 

Ensemble  ●  Studio  Percussion    

 

 

Ed Soph - Drum Set MU133 940-369-7536 Edward.Soph@unt.edu 

 

 

Adjunct:    

 

 

Michael Drake - Drum Set MU139 214-649-0704 mike@mikedrakemusic.com 

 

 

Stockton Helbing - Drum Set MU139 972-241-4781 Stockton.Helbing@unt.edu 

 

 

Ed Smith - Vibraphone  ●  Gamelan  Ensemble MU114/MA113C 214-529-9319 ed.smith9@gmail.com 
 

 

Poovalur Sriji - South Indian Cross Cultural  

 Ensemble 

BH 206 940-594-1335 sriji@poovalur.com 

 

 

(MU - Music Bldg., MA-Music Annex, BH-Bain Hall)  

Audition & Scholarships: 
 

Entrance Auditions (Live or Video Link). If you have been admitted to the University of North Texas, you are eligible for 

acceptance as a music major in the College of Music. In order to be a music major, you must pass an entrance audition. Audition days 

are scheduled in January, February and March. See the College of Music Percussion website for dates and requirements at 

www.music.unt.edu/percussion. 

 

Scholarships. Scholarships are performance based and are most frequently awarded to on-campus auditions. Scholarship 
application forms and information are located on the College of Music website at www.music.unt.edu. Percussion music 

scholarships begin at $1,000 and the recipients also receive an out-of-state tuition waiver. 

 

Secondary Lesson Auditions. Students who have not passed a music audition and are seeking secondary percussion lessons must pass 

a placement audition during registration week of the fall/spring semester. Information will be posted on the Percussion Bulletin board. 

After passing the audition, placement in secondary lessons is based on teacher load availability. Students will be contacted during the first 

week of classes and given a registration number if space is available. 
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The Florida State University College of Music 

MVP Applied Percussion (all levels) Spring 2017 

 
Professor 

John Will Parks IV, D.M.A.  jparks@fsu.edu    
 
Graduate Students/Assistants    
Tomlinson, Ben DM-3  benjtomlinson@gmail.com 
Soroka, Peter  DM-2  petersoroka@me.com 
Mitchell Gribbroek MM-2  mgribbroek2@gmail.com 
Jacob Kight  MM-2  j.kight.percussion@gmail.com 
 
Office Hours/Meetings 
HMU 113 Percussion Studio/Designated Practice Room: Individual times TBA 
Required Studio Class meeting: Wednesdays, 2:30-3:20 HMU 113 
 
Required Texts 

Please see “Equipment Forms” in handouts and posted on the 113 Bulletin Board.  Membership 
in PAS (Percussive Arts Society) is not required, however encouraged so that you may take 
advantage of contests and competitions. 
 
Course Objectives 

Students will study the art of percussion performance and pedagogy at the 
university/professional level, gain an understanding of performance practice and pedagogy on all 
families of percussion instruments, and gain knowledge of percussion solo and symphonic 
literature. 
 
Attendance 

Students are expected to come prepared to every lesson.  Unexcused absences may be made up at 
the discretion of the teaching staff (Dr. Parks, Teaching Assistants) only.  Students are also 
eligible for one “coffee” lesson a semester in which matters other than applied percussion may 
be discussed with your respective teacher. Because of professional responsibilities and other 
engagements, it is possible that Dr. Parks may be forced to cancel and/or reschedule lessons.  
These lessons will be made up at a mutually agreeable time.   
 
Studio Class 

Studio class attendance is required.  Two missed/late studio classes are allowed; the third 
absence (excused or unexcused) will drop your semester-end independent applied lesson grade 
by one letter for each absence (for example, in a semester of ‘A’ lessons--3 absences=B, 4 
absences=C, 5 absences=D, 6 absences=F).   All students participating in applied study must 
perform in one studio class per semester.   
 
Grading 

Final grades will be the average of the cumulative combined lesson grades for the semester with 
jury grade (when applicable), plus studio class attendance as described above.  Students not 
giving juries will earn the grade specified through lessons, recital, and/or both as necessary with 
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the studio class grade.  Students with two or more unsatisfactory lessons (deemed by the 
instructor) will be required to jury at the end of the semester; students that fail the jury will either 
be placed on probation for one semester, or not be allowed to continue in the program.   Final 
decisions regarding status in the percussion studio are completely up to the discretion of Dr. 
Parks.   
 
Additional Information 

ADA Statement: Reasonable accommodations for students with disabilities may be arranged by 
contacting the instructor. This syllabus can be made available in an alternate format upon 
request.  
  
Honor Code Statement: The Academic Honor System of the Florida State University is based on 
the premise that each student has the responsibility to: 1) Uphold the highest standards of 
academic integrity in the students own work. 2) Refuse to tolerate violations of academic 
integrity in the academic community, and 3) Foster a high sense of integrity and social 
responsibility on the part of the University community.  
  
Students are expected to familiarize themselves with the FSU Student Code of Conduct and 
uphold the principles therein. (See the following link.) Violations of the Code will not be 
tolerated, including, but not limited to:  “acts that impair, interfere with, or obstruct the orderly 
conduct, processes, and functions of the University or the rights of other members of the 
University community. This includes acts that occur both inside and outside of the classroom 
setting and may involve use of electronic or cellular equipment. 
 

Ensemble/Professional Obligations and Behavior 

You will be asked to perform on recitals for colleagues, chamber groups, large ensembles and 
community ensembles outside of your regular large ensemble assignment and percussion 
ensemble.  Should any problems arise in any of these ensembles, the following disciplinary steps 
will be taken: 
 
First offense (either with Principal, section member, Music Director)—Sit-down with Dr. P and 
Principal. 
 
Second offense—Sit-down with Dr. P, Principal, and Music Director, file report with Student 
Services and Graduate Dean. 
 
Third offense—lowering of Applied Lesson grade by one full letter (after juries), Sit-down with 
Dean, follow-up with Student Services and potential hearing under Student Rights and 
Responsibilities.   
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The Florida State University College of Music 

MUN 2440, 4443, 5445 Percussion Ensemble Spring 2017 

 
Professor 

John Will Parks IV, D.M.A.  jparks@fsu.edu    
 
Graduate Assistants 

Tomlinson, Ben DM-3  benjtomlinson@gmail.com 
Soroka, Peter  DM-2  petersoroka@me.com 
Mitchell Gribbroek MM-2  mgribbroek2@gmail.com 
Jacob Kight  MM-2  j.kight.percussion@gmail.com 
 
Meeting Times 

TR (11:30 set), 12:30-2:20pm HMU 113 (Percussion Studio), other times TBA 
 
Required Materials 

Mallets, Sticks, accessories, instruments, and music necessary to negotiate assigned percussion 
ensemble literature, and a professional level of preparation for rehearsals and concerts. 
 
Course Objective 

Students will have the opportunity to perform the greatest of 20th and 21st century percussion 
chamber music, become familiar with eclectic percussion instruments and techniques, and be 
provided a medium for professional performance. 
 
Attendance 

Regular attendance is absolutely necessary; habitual tardiness or absence without prior 
authorization of Dr. Parks will result in dismissal from the ensemble. 
 
Grading Policy 

Your final grade depends upon your attendance and level of preparation; students failing to 
prepare for rehearsals will be dismissed from the ensemble. 
 
Spring Performances  

PRISM II: Wrath of Dunnigan 
Spring Concert Sunday April 9 with Adam Blackstock, Guest Artist 
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The Florida State University College of Music 

MUL4460 Percussion Literature and Resource Seminar 

Spring 2017 

 
Professor 

John Will Parks IV, D.M.A. jparks@fsu.edu    
 

Dr. Parks’ Office Hours 

Determined after first Studio Class TBA 
 
Meetings 

Tuesdays at 11am, Calvin’s Coffee House (across the street from COM) 
 
Required Texts and Materials 

Course Packet will be distributed at the first class meeting. 
 
Course Objectives 

At the end of the course, students will have a very thorough historical and educational 
perspective upon professional percussion performance and education, orchestral/symphonic 
repertoire, audition strategies, current publications (peer-reviewed journals, industry 
publications), performance analyses, and exposure to guest artist lecturers.  Additionally students 
will have compiled notebooks with templates for professional resume/curriculum guides and 
additional materials/strategies to aid in the interview process, as well as curricula for secondary 
and university percussion programs.   
 
Attendance 

Students are expected to come prepared to every class.  Unexcused absences may be made up at 
the discretion of the teaching staff only. Because of professional responsibilities and other 
engagements, it is possible that Dr. Parks may be forced to cancel and/or reschedule lessons.  
These lessons will be made up at a mutually agreeable time.   
 
Grading 

Final grades will be the average of the cumulative assignment grades and a final project/paper 
and presentation to be decided upon by the students and Dr. Parks.   
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The	  Florida	  State	  University	  College	  of	  Music	  

Directed	  Independent	  Study	  Spring	  2017	  

Introduction	  to	  Audio/Video	  Recording	  and	  Editing	  

	  

Professor	  

John	  Will	  Parks	  IV,	  D.M.A.	   jparks@fsu.edu	  	   	   	  

	  

Office	  Hours/Meetings	  

HMU	  113	  Percussion	  Studio	  

Required	  Class	  meeting:	  Tuesdays,	  11am,	  HMU	  113	  

Office	  hours	  by	  appointment	  

	  

Required	  Texts	  

Most	  of	  our	  “texts”	  will	  be	  collated	  from	  web	  articles,	  forums,	  and	  class	  notes.	  	  You	  will	  need	  to	  

download	  and/or	  purchase	  the	  trial	  version	  of	  Adobe	  Creative	  Cloud,	  Motu	  drivers	  for	  the	  896mk3	  

hybrid	  (motu.com)	  and	  Focusrite	  Scarlett	  2i4	  drivers	  for	  your	  laptop.	  	  

	  

Course	  Objectives	  

Students	  will	  study	  the	  art	  of	  audio	  recording,	  gain	  an	  understanding	  of	  techniques	  for	  a	  variety	  of	  

audio	  situations,	  understand	  terminology,	  instrument	  types,	  software	  and	  post-‐production	  tools,	  as	  

well	  as	  begin	  looking	  toward	  video	  editing	  (in	  conjunction	  with	  audio).	  

	  

Attendance	  

Students	  are	  expected	  to	  come	  prepared	  to	  every	  class.	  	  Unexcused	  absences	  may	  be	  made	  up	  at	  the	  

discretion	  of	  the	  teaching	  staff	  (Dr.	  Parks,	  Teaching	  Assistants)	  only.	  	  	  

	  

Grading	  

Final	  grades	  will	  be	  the	  average	  of	  the	  cumulative	  combined	  participation	  grades	  for	  the	  semester	  

based	  upon	  tests,	  projects,	  and	  other	  class	  contributions.	  	  	  

	  

Additional	  Information	  

ADA	  Statement:	  Reasonable	  accommodations	  for	  students	  with	  disabilities	  may	  be	  arranged	  by	  

contacting	  the	  instructor.	  This	  syllabus	  can	  be	  made	  available	  in	  an	  alternate	  format	  upon	  request.	  	  

	  	  

Honor	  Code	  Statement:	  The	  Academic	  Honor	  System	  of	  the	  Florida	  State	  University	  is	  based	  on	  the	  

premise	  that	  each	  student	  has	  the	  responsibility	  to:	  1)	  Uphold	  the	  highest	  standards	  of	  academic	  

integrity	  in	  the	  students	  own	  work.	  2)	  Refuse	  to	  tolerate	  violations	  of	  academic	  integrity	  in	  the	  

academic	  community,	  and	  3)	  Foster	  a	  high	  sense	  of	  integrity	  and	  social	  responsibility	  on	  the	  part	  of	  

the	  University	  community.	  	  

	  	  

Students	  are	  expected	  to	  familiarize	  themselves	  with	  the	  FSU	  Student	  Code	  of	  Conduct	  and	  uphold	  

the	  principles	  therein.	  (See	  the	  following	  link.)	  Violations	  of	  the	  Code	  will	  not	  be	  tolerated,	  

including,	  but	  not	  limited	  to:	  	  “acts	  that	  impair,	  interfere	  with,	  or	  obstruct	  the	  orderly	  conduct,	  

processes,	  and	  functions	  of	  the	  University	  or	  the	  rights	  of	  other	  members	  of	  the	  University	  

community.	  This	  includes	  acts	  that	  occur	  both	  inside	  and	  outside	  of	  the	  classroom	  setting	  and	  may	  

involve	  use	  of	  electronic	  or	  cellular	  equipment.”	  
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APPENDIX B 

 

SAMPLE QUESTIONNAIRE AND RESPONSES 

 
 

The following is the questionnaire that was sent to former and current students from the Florida 
State University Percussion Studio, post-2004. Following this sample questionnaire is a detailed 
response listing from all the subjects that agreed to participate in this study. The questionnaire 
responses are in alphabetical order by the subject’s last name. 
 
 

Treatise Questionnaire  
 
Treatise Interview Questionnaire  
Name of Interviewee: _____________________ 

Date Completed: ________ 

 
Tommy Dobbs  
Instructor of Percussion  
University of Arkansas – Fort Smith 
Florida State University Doctoral Candidate  
 

 
My prospectus is attached for your perusal and the information you share will aid in supporting 
my claims and expose valuable insight into the ever-evolving university percussion curriculum. 
Please note that Dr. John W. Parks IV and the other members of my committee might be able to 
identify you from your responses. If at anytime you wish to end your involvement in the study, 
please let me know. You will be credited in the final document as a supporting member of my 
research and a hardcopy will be mailed to you after publication. Thank you again and feel free to 
contact me at any time for clarification.  
 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and what 

degree(s) did you acquire? 
 

2. What is your current title, occupation, and what are some additional occupations that you 
have held? 

 
3. If applicable, where were your other degrees/certifications obtained and what were the 

approximate completion dates? 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 
current position? If so, please elaborate to the fullest extent.  
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5. What were some of the various technologies implemented within the percussion studio 
during your tenure? Please be as detailed as possible, citing specific events, brands of 
equipment, outcomes, etc.  

 
6. Are you currently implementing technology within your studio(s)? If so, can you please 

cite specific uses of these technologies and list their outcomes (e.g. I used DPA 
Microphones, Adobe Audition, and other various technologies to professionally record a 
solo album, which received great reviews in the Percussive Notes Journal of PAS).  

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills (e.g. 
John Smith was accepted as a M.M. candidate into the Eastman School of Music or Julia 
Smith was a finalist in the Great Plains International Marimba Competition)? 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate these 
skills into your daily life? 

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 
 

10. If you could encourage a current student pursuing a degree in percussion to explore an 
additional avenue in conjunction with their degree plan, what would that be and why? If 
stated in question nine, please disregard. 

 
11. Besides the general percussion curriculum and the numerous technology advancements, 

what are some other skillsets students need to acquire if they are hoping to pursue a 
career in this field?   

 
12. Is there anything you would like to add or clarify given the nature of this treatise topic? 
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Justin Alexander Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 

Fall 2008 – Spring 2014. DM in Percussion Performance 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 

Assistant Professor of Music – Virginia Commonwealth University, Adjunct Instructor of 
Percussion – Troy University 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?  

 

B.M, M.M in Percussion Performance – The University of Central Arkansas 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Absolutely. First-hand observations on how a top-notch program is run, including the 
sheer amount of dedication on the part of Dr. Parks, was immensely helpful in helping 
me land my position. Of course, the obvious things (learning how to interview, how to 
work with students of differing abilities, how to run a good percussion ensemble 
rehearsal) were and are still valuable, but the biggest skill I learned at FSU is how to 
develop a culture, so that the learning and attitude of the studio becomes self-propelled.  

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Audio recordings of individual lessons and percussion ensemble rehearsals was the most 
prevalent use of technology when I attended FSU. I do not remember specifics about 
brands of equipment, but I do remember using the Earthworks and AKG 414s as well as 
the MOTU 8-pre interface. In both cases, the outcomes were highly beneficial to the 
students, allowing us to hear our playing adjacent to Dr. Parks’s in the lesson format and 
hearing the nuances of our percussion ensemble rehearsals. Additionally, students were 
able to hear progress over the course of a semester or year when listening back to lesson 
recordings.  

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  
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Yes. I have a Scarlett interface and 2 AKG 414s that I use to record student lessons and 
some percussion ensemble rehearsals. Much like FSU, this has resulted in the students 
taking more ownership of their playing, both in lessons and in ensemble, because they 
can actually hear how they sound. They have become more experimental in ensemble as 
well, testing out implements on the instruments to attempt to achieve the sound they hear 
in their heads.  

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?  

 

Matt Nichols was accepted to the University of Miami with a  Graduate Assistantship. 
Erik Schmidt was accepted to UNCG with a Graduate Assistantship. Gilson Fearnow was 
accepted to UNCG with a Graduate Assistantship. The Percussion Ensemble was selected 
to compete in the PAS Chamber Ensemble Competition in 2016.  

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?  

 

High-level video recording is now becoming a necessity. They ability to record audio / 
video at a high level is now required for summer festivals, graduate school auditions, and 
scholarship contests. I have participated in VCU-led seminars, workshops, and grant-
based programs designed to teach professors some of these skills. Additionally, I have 
taken courses in Adobe Premiere, Adobe Audition, and Adobe Photoshop. Finally, I 
continually experiment with these technologies in my day-to-day teaching.  

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?  

 

Lack of curiosity. I hope that by using audio/video recording technologies, the students 
can spark a creative approach to solving standard problems in percussion pedagogy. If the 
students can find a way to become more engaged in their own education, they can be 
successful in this field.  

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. Personal  

 

Finance / Taxes / Business 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 
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hoping to pursue a career in this field?  

 

Time management skills, personal finance skills, and intrinsic motivation. 
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

 N/A 
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Chase Banks Questionnaire Responses 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?   

 

Fall 2010 - Spring 2016  I graduated with a Bachelor’s of Music Education (Instrumental) 
and a Minor in Communications.  
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?   

 

I am currently a Masters’ student at the University of South Carolina studying Music 
Performance - Percussion. I have also held the following positions either during or after 
graduating from Florida State:  Band Director at Cardinal Newman School in Columbia, 
SC Technical Director at Good Shepherd Catholic Church in Tallahassee, FL Freelance 
Videographer/Photographer in Tallahassee, FL and in Columbia, SC.  
 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?   

 
Minor in Communications – Spring 2016 South Carolina K-12 Music Teaching 
Certificate – August 2016  

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

I believe that the skills learned at FSU have been vital to my growing career as a 
percussionist, educator, and musician overall. While I am still in graduate school, I feel 
that having these traits were definitely a “bonus” on my resume. At all of the schools I 
auditioned at for graduate school, all of them asked about my audio/video skill set to 
some degree. Looking from a professors’ standpoint, having graduate students that are 
capable in technological avenues is something very attractive when considering 
admittance into their studios. As a graduate student at the University of South Carolina I 
have professionally recorded audio and video for all of the USC Percussion Studio’s 
concerts, as well as numerous individual recitals, chamber recitals, small ensemble 
concerts, as well as have been hired to record for professional regional orchestras. On top 
of audio and video work I have also completed a plethora of graphic design projects for 
the USC Percussion Studio, School of Music, and have been hired as a freelance graphic 
designer in the Columbia area.  
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.   

During my time at Florida State, the studio was equipped with a Canon XA10 video 
camera, Motu 896mk3 recording interface, Adobe’s Creative Cloud Suite, as well as 
recording microphones from companies such as DPA, Earthworks, Shure, and AKG. The 
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studio had numerous types of microphones as well including Omnidirectional Pencil 
Condenser microphones (Earthworks), Large Diaphram Cardiod microphones (AKG 
c214’s), and Cardioid and Super Cardioid Condenser microphones for drum set (Shure 
SM57’s/Beta 52’s.) This equipment was used for 2 CD’s that were debuted during my 
time at Florida State. Toward the end of my time at Florida State the studio also acquired 
professional photography equipment used for headshots, and other social media purposes.  
 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g.  

I used DPA Microphones, Adobe Audition, and other various technologies to 

professionally record a solo album, which received great reviews in the Percussive 

Notes Journal of PAS).   

 

I currently use a vast amount of equipment at USC including a Canon XA20 video 
camera, Focusrite Pro40 audio interface, multiple GoPro Hero video cameras, AKG c214 
microphones, and the Adobe Creative Cloud Suite. Using this gear I have completed 
freelance audio and video projects that have furthered my career be it through new 
business connections, and sharing multimedia on social networking sites.  
 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?   

 

N/A  

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?   

 

The current trend with audio/video in the percussion world, as well as musical world in 
general and skyrocketed with popularity. With improvements in technology over the past 
10 years and the growing demand for a presence on social media, it is almost imperative 
to be working at these skills to have a career as a musician. I use recording technology 
every day whether it be to listen back to myself practice, or share musical progress on 
social media.  
 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?   

 

I think overall music students should have more training/experience in entrepreneurial 
skills in general. This could pertain to a/v skills like audio and video recording, live 
sound reinforcement for chamber ensembles, graphic design, website design, and self-
promotion.  
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10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.   

 

N/A  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?  

 
I think skills in business management as well as an interest in entrepreneurial skills are a 
must. Becoming a professional musician in the world today presents a slue of limitations 
that one must overcome to finally achieve the end goal. A/V skills, business management, 
interpersonal and communication skills, are definitely a must to make it as a professional 
musician, not to mention you have to have the performance and musicianship skills on 
top of all of that.  
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

N/A 
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Sean Barna Questionnaire Responses 

  
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

  
August 2003 to December 2007; Bachelor of Arts in Music and Political Science 

  
2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

  
I’m currently a freelance musician and pursuing my own solo singer/songwriter project. 
On June 9th, I will release my first full-length record as a follow up to an EP I released in 
2014. A friend of mine has written his second Broadway musical — I am helping him 
workshop, singing one of the lead roles. I’m also a bartender in Greenwich Village, NYC. 
In the past I have been the drummer/percussionist for The Producers: a Mel Brooks 

Musical national tour, the drummer for Deaf West Theatre’s Los Angeles production of 
Spring Awakening, and worked in communications during the 2008, 2012, 2014, and 
2016 election cycles, normally as a writer. 

  
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

  
Master of Public Policy, Georgetown University, earned May 2012 

  
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

  
Success, in any field, requires discipline. For most of the time I studied at Florida State, I 
was actually doing so as a Percussion Performance major seeking a Bachelor of Music. I 
was deadly serious about being great and pushed myself accordingly. I learned I had a 
capacity for hard work, focus, organization, passion, and intensity beyond what I had 
ever experienced in my first 18 years of life. 

  
Normally, ‘practice makes perfect’ is a cliché spoken but never really meant by anyone 
who says it. As any classical musician trying to be a successful orchestra or chamber 
player knows, not playing perfect probably means you don’t get the job or keep the job. 
So, you practice to get breathtakingly close to perfect. However, I’ve since learned (or, 
rather, accepted) that performing and practicing from a place of relaxation and objectivity 
has as much to do with sounding good (or giving a good presentation, or writing a good 
speech) as the hours of practice themselves. Something people like Dr. Parks tried to tell 
me but something I did not accept until much later.  

  
Part of the relaxation I currently experience though is somewhat incidental, stemming 
from the knowledge that nothing comes with as much pressure as playing Bach in front 
of studio class, or playing Mark Ford etudes in front of thousands of people at PASIC, or 
playing snare drum on Shostakovich 5 with the University Symphony when you’re a 
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freshman percussion major in front of a sold-out Ruby Diamond Auditorium. College 
should really be about pushing yourself beyond your known limits to confront fear or 
your skewed expectations of yourself, to work through your bad habits — basically, to 
challenge yourself and experience new things. The best professors — certainly Dr. Parks 
is the best I ever had and among the best I’ve ever heard of, in any field — guide you 
through this process and help you avoid the landmines. Any regrets I have usually pass 
through my mind framed as, “I wish I had listened to that advice.” 

  
I also cannot underplay how important my relationships were in the percussion studio. 
The social bonds I created there remain deep for me, and I’m sometime painfully 
nostalgic for that time. You make friends, you help each other out, you compete with 
each other, and sometimes your friend gets something you worked harder for because he 
or she sounded better that one-minute of that one day. Of course, that’s life.  Particularly 
in those first years, when Dr. Parks had just arrived (I started the same time he did) and 
he was transforming the FSU Percussion Studio into the world-class studio it is today, we 
had to work our asses off and do our part, sticking together and supporting one another at 
all times. At one point, I was in University Symphony Orchestra, Wind Orchestra, Opera 
Orchestra (as principal), Percussion Ensemble I, Percussion Ensemble II, Jazz Band II, a 
jazz combo, and working on a chamber piece for a composer. Did I mention time 
management skills? My point is this: my experience at FSU was a microcosm of “real 
life,” with constant demands on your time and often seemingly impossible expectations, 
where focus, hard work, and relationships help you get through it. 

  
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

  
Marimbas, xylophones, and timpani. Seriously though, we were using minidisc recorders 
at that time. The square Sony ones. And the students that were serious rented the video 
camera from the instrument storage room to tape their lessons. The outcome of watching 
yourself play could be monumental upgrades to your awareness of issues of tension and 
relaxation. Listening to recordings, of course, provides a more objective view of your 
playing than you get when you are actually playing. My time at FSU predated the 
recording equipment. 

  
6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

I do not have a studio. I’m implementing recording technology in my records, certainly, 
but I hire a sound engineer. I do home demos of songs using a condenser microphone, 
Focusrite Scarlet USB interface, and Logic Pro. 
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7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

  
N/A 

  
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

  
All of my recording is amateur. When I need it to sound good, I hire someone. I certainly 
wish I had gone to FSU while all that equipment was there! 

  
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

  
From my experience, they tend to fall short on drum set, which will absolutely come back 
to bite them.  

  
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

  
 Make sure you can write. This is just good advice for anyone but effective written 
communication, no matter its form, is always appreciated and often expected. 

  
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

  
Social skills. I have run into trouble for being overly negative or intense about my 
playing. In the real world — in my case a Broadway tour — nobody gives a shit. You are 
there to do your job and literally nothing else. Being a good guy to be around matters 
exactly as much as how you play in almost every situation I’ve ever been in. I’ve 
benefited from this too, replacing a drummer who was a pain in the neck. Because he 
was, I was able to tour to Guam, Australia, and Alaska performing for U.S. troops 
stationed away from their families.  

  
12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

  

 N/A   
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Andrew Bockman Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

  
 I attended the Florida State University from Fall 2013-Spring 2017, and earned a  
 BM in Percussion Performance. 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 
 I am a student that will be beginning my Master’s degree at the Eastman School  
 of Music in the fall of 2017. 
 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

 N/A. 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

 Yes, I believe that the skills I have acquired while at FSU have helped me greatly 
 in earning my current graduate position. These skills include a high level of  
 expectation in regards to preparedness for lessons/ensembles, an understanding of 
 basic professionalism skills, mindful practice and audition preparation techniques, 
 and skills in the field of recording technology. My ability to use readily-available, 
 professional recording equipment has served as a pedagogical resource for  
 self-teaching in the lesson setting, and a tool in which to create high-quality  
 prescreen recordings for the graduate school application. 
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

 I used various microphones, video cameras, recording interfaces, and DAWs  
 while at FSU that include (but are not limited to): Earthworks stereo pair, AKG  
 cardioid mics, Canon XA10 camera, GoPro cameras, Scarlett 2i4, MOTU audio 
 interfaces, Adobe Audition (CC 2017), and Adobe Premiere (CC 2017). This 
 equipment was used to record applied lessons, percussion ensemble rehearsals,  
 solo and chamber degree recitals, percussion ensemble concerts, prescreening  
 recordings, independent recording projects, percussion ensemble albums, solo  
 albums, DIS projects, and independent practice. This resulted in high-quality,  
 professional level recordings that helped students market themselves, pass   
 prescreen rounds for graduate school and professional auditions, and teach  
 themselves independently. 
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

 While at FSU, I recorded all of my prescreenings for graduate school auditions  
 with Earthworks microphones, a Canon XA10 camera, a Scarlett 2i4 audio  
 interface, Adobe Audition, and Adobe Premiere. This resulted in me passing the  
 prescreen round for high-ranking graduate programs such as the Eastman School  
 of Music, the University of Michigan, and the University of Texas at Austin.  
 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 
 N/A.  
 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

 More and more people within the percussion community are recognizing the  
 importance of implementing recording technology for pedagogical and   
 entrepreneurial purposes. It is a new but growing trend, and I have used these  
 skills to deepen my level of professionalism in my daily life, and innovation in the 
 practice room. 
 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

 Though the use of recording technology is a growing trend among university  
 percussionists, there is not a standard for what level of work is deemed 
 “professional.” Many people are still  new to this practice and there is a large  
 disparity between the quality of recording work done. I hope that this topic is one  
 that will be discussed more in the percussion community, in regards to what  
 equipment and technology is necessary, and what standard methods to use while  
 recording, in order to produce excellent results.   
 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 
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 I would encourage them to explore the fields of recording technology and/or  
 entrepreneurship. These skills have a high chance of impacting their ability to  
 market themselves in a professional manner, and survive in the “real-world” as a  
 working, 21st century musician. 
 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

 I believe that students must acquire skills in general professionalism in the  
 workplace and communication if they are hoping to pursue a career in this field. 
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 
 N/A. 
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Jesse Campbell Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 

Fall 2003-Spring 2007 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 

Author, Pastor, Recording Artist, Owner: Jesse Campbell Percussion (composing shows 
and selling them) 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?  

 

Master of Divinity 2012, Doctor of Ministry anticipated 2019 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.   

 

Yes, I use my degree directly as a professional percussionist in Nashville and traveled 
 recording artist (9 countries). Also, I borrowed heavily from our class with Dr. Parks 
 on the professional realm to start a business. Jesse Campbell Percussion earned a 
 supplementary income of about $40K/yr for four years through drumline for which I sold 
 limited rights to various schools around the country. 

 
In Pensacola, I started a private studio, which grew to 35 students. I bought a brand new 

 house and registered the office as the home base for my business – writing it off on my 
 taxes. I hired 5 of my friends to help me take the teaching load and received a cut from 
 their lessons. This maximized the use of my time. I was able to travel and record while  
 earning money from my home studio. Using the additional income to double insulate the 
 walls expanded the hours in which I could host lessons and the volume at which my 
 students could play. The investment paid for itself quickly and I scaled the business 
 up again. 
 

I had developed relationships with the middle and high schools in the area. I wrote shows 
 for the middle schools for free, registered them to perform exhibition at local drumline 
 competitions, and developed a culture among the high school programs to cheer like 
 crazy for their little middle school colleagues. Then, I developed a network of parents of 
 drummers whom I enlisted as advocates to grow my programs. This was good for the 
 schools and it was good for my business. My studio grew even more and the students 
 were put on a systematic track to become world-class performers by their senior year. At 
 Tate High School (after a rough first year), the number of drummers grew to capacitate 
 both an “A” class program and a “World” class program. In addition, the percussion 
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 ensemble improved – earning a Superior with its rendition of Gillingham’s “Stained 
 Glass.” 

 
 My private students began to earn percussion scholarships to universities including 
 Alabama and Southern Miss. I added this to my advertising and increased my private 
 lesson rates. Instead of spending this new income, I invested in new residential properties 
 which I still rent out for a profit today. 

 
Meanwhile, I began to perform with more and more artists. My gig with Big Daddy 
Weave led to a Gig with Johnny Diaz which led to a gig with someone connected to the 
Orange County Convention Center. This led to performances with Enrique Iglesias, 
Pitbull, and others. After moving to Orlando, I landed contracts performing at all the 
major theme parks and for the Orlando Magic. 

 
After failing a few times, I honed my compositional and show design skills. When one of 
my lines earned a medal at WGI World Championships, I leveraged the success to market 
previous shows I had written from a website I designed using Wix.com. Because I was in 
DCI and Big 8 and a Percussion Performance major, I could write both the battery and pit 
books while also designing the drill. This means it took me a long time to learn how to do 
it well, but did not have to split the profits from my shows with anyone else. A quality 
Open Class show will sell for $2,000. I also once went to Kenya to start a percussion 
program that would keep kids off of drugs, performed in Dublin, Amsterdam, and various 
venues in Brazil. The move to Orlando made managing my business in Pensacola 
unsustainable. I sold the assets to Jesse Campbell Percussion along with its contracts. 
 
While out to dinner with friends, I was perplexed with a notification on my phone. I had 
apparently sold a show; a show I had forgotten about completely. This is what inspired 
me to get into publishing. The market for books is far larger than is the market for high 
school drumline music. So, after earning a Master’s degree in theology, applying what I 
had learned from my music business, and getting shot down a few dozen times, I finally 
published a curriculum piece through a small publisher. I leveraged this for a work-for-
hire book with a major publisher. That did well, so I leveraged that into two more books 
with royalties contracts with the same publisher. These did well, so they moved my 
family to Nashville where I now lead a team at that publisher. I started teaching and 
drumming for churches to make new connections and leveraged my former connections 
to get recommended for recording a performance opportunities. 
 
In music, all roads lead to Nashville. My percussion performance degree helped me start 
a business, get published, and exceed six figures in annual income before I turned 30. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc. 

 

The recording equipment was implemented after I graduated. 
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6. Are you curresntly implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

The venues and studios with whom I record in Nashville use various technologies 
including Pro Tools and Cubase 
 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

Former Student Corbin Cagle is a full-time recording artist and former student Michael 
Gilmore earned a scholarship to The University of Southern Mississippi and became the 
Director of Bands at Destrehan High School, other students earned scholarships to 
colleges including The University of Alabama, Pensacola State College, and the 
University of West Florida. 

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?  

 

Execution in the studio is less important. It’s easier to quantize and edit the drum track 
than it is to retake it. On the live stage, I use a trigger on my bass drum to make it 
impossibly deep and impactful – allowing me to play heel-down and still produce 
apocalyptically huge sounds. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?  

 

University percussionists, particularly performance majors, need more training in 
drumset, marching percussion, and (though I know it seems outside the scope of a 
performance degree) composition. I would revisit the guest clinician budget and consider 
at least a couple of Harvard Business School-type case studies per year with guest 
percussionists who give a candid look at the world of commercial music. Also, it would 
be fascinating and beneficial to give university percussionists coaching on indoor 
drumline show design. 

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? 

 

If stated in question nine, please disregard. I would encourage him or her to take business 
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classes as well. Learning how to invest and scale up a private business could give young 
students a big head start in maximizing their percussion degrees. 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?  

 

Investing and sound engineering. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic?  

 

My percussion business, in its first year, earned a measly $9,000 and its best ensemble 
came in dead last at WGI World Championships. I was the youth pastor at a nearby 
church: that’s how I was able to actually eat that first year. 
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Anthony Cananzi Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 

Fall 2005 - Spring 2007: Masters Degree in Percussion Performance 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 

I am the director of bands at Nease High School in Ponte Vedra, Fl. Previously I was the 
assistant band director and director of percussion at McEachern High School in Powder 
Springs, Ga.  

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?   

 

I obtained my bachelors in music education at Indiana University of Pennsylvania in 
December of 2004 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.   

 

I believe that being a part of a world-class organization has prepared me for the “cut-
throat” nature of our profession.  I was constantly challenged by my peers and educators 
at FSU, and developed the drive and competitiveness to be better than my competition.   

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.   

 

During my time at FSU, the percussion studio was just starting to dive into the electronic 
and technology that the studio is known for today.  We recorded all lessons, and were 
able to use them as study references, and / or recordings for summer music festivals and 
other auditions. 

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g.  

I used DPA Microphones, Adobe Audition, and other various technologies to 

professionally record a solo album, which received great reviews in the Percussive 

Notes Journal of PAS).   

 

Not Currently. 
 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 
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(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?   

 

Last fall the McEachern High School Percussion Ensemble held a professional recording 
session and was invited to perform at the Georgia Music Educators Association’s in-
service conference.  

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?   

 

I think in a competitive high school ensemble situation, using the most current 
technology and electronic devises are the only way to be competitive.  Mic set ups, 
speaker usage, and midi capabilities are all essential tools to having a successful program. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?   

 

I feel as though performance majors are more talented than ever. Their skill sets are far 
superior than when I was in school.  However, music education majors that are 
percussionist seem to lack the skills needed outside of the percussion family.  Secondary 
instruments, wind pedagogy, and music theory skills are at a much lower level than his or 
her playing ability.  

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why?  

 

If stated in question nine, please disregard. I do feel percussionists who wish to teach 
must be familiar with the latest electronic trends. Knowing how to do basic recording, 
amplification and sampling are incredibly important.  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skill sets students need to acquire if they are 

hoping to pursue a career in this field?   

 

I believe students need to have great people skills. They need to speak well, carry on a 
professional conversation, and learn how to win an interview.    

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic?  

N/A 
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Catherine Cole Questionnaire Responses  

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

Fall 2012 – Spring 2016; BM (Performance) 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 
I am currently a masters student at the Eastman School of Music. I have previously been 
a section percussionist with the Tallahassee Symphony Orchestra and the Sinfonia Gulf 
Coast Orchestra, and currently do freelance audio and video engineering. I am also an 
assistant audio engineer for Garnet House Productions. 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

Eastman School of Music – Fall 2016 – Spring 2018; MM Performance and Literature  
 
**(if applicable with publishing date) 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
Yes – the skills and experience I gained as a performer were monumental in earning a 
place in the graduate studio at ESM. Additionally, the confidence and proficiency I 
gained as a performer and audio engineer assisted in my creation of high quality pre-
screening audition tapes and in my interviews for grad school. 
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Equipment –  
Mics (condensers) – DPA stereo pair, Earthworks stereo pair, AKG C3000 (6) 
Cameras – Canon XA10, Canon Rebel T5i 
Interfaces – Scarlett Focusrite 2i4, Motu 8 channel, Presonus 8 channel 
DAWs – Adobe Audition, Sony Vegas, Sony Movie Studio, Audacity 
Speaker Systems – QSC loudspeakers and subwoofer 
Wireless System – Shure receiver and wireless transmitters 
 
Events: 
I was exposed to audio recording technology on day one of my freshman year at FSU, 
due to Dr. Parks’ “record every lesson” policy. Having a pair of microphones set up 
every day in the percussion studio made it easy to learn to use a small interface (Scarlet 
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2i4) and simple DAW (Audacity) for recording lessons. Listening back to my lessons and 
taking notes was a part of my weekly routine – which would not have been so if this 
resource wasn’t so readily available. It is important to note that the audio quality we had 
with the studio mics (Earthworks) were far superior to phones or hand-held recorders, 
allowing us to hear an authentic picture of our performance and clearly hear Dr. Parks’ 
voice (you usually only get one or the other with lower-end devices).  
 
As a freshman, Dr. Parks also helped me develop a YouTube channel by recording 
several videos of my performance. These videos were later used for festival tapes and 
self-promotion on my website (which I developed later). It was at this time that I learned 
basic video production by observing Dr. Parks’ recording and editing processes. These 
skills later enabled me to create high-quality prescreening videos, recital recordings, and 
festival audition tapes, especially after taking Dr. Parks’ Recording DIS during my junior 
year.  
 
From my freshman through junior year, we were in various states of recording FSU PE 
Vol.2 and Vol. 3. Our studio mics were a great resource in this situation for creating 
rehearsal recordings for our own study and to receive remote feedback from the 
composers of the pieces we were playing. This was especially helpful for our world 
premieres, for which reference recordings did not yet exist – our composers were able to 
adjust instrument timbres and edit the score from these reference recordings before we 
made final studio recording of their pieces. 
 
As a sophomore and junior, I was an assistant engineer/producer on FSU PE Vol. 2 and 
Vol. 3, and assisted in editing the final editions of each disc. I also engineered and 
produced three YouTube videos of the FSU Percussion Ensemble in my senior year – all 
done using equipment in the FSU percussion studio. I want to note that I had no prior 
experience with recording technology before attending FSU – all my A/V knowledge was 
gained from taking Dr. Parks’ recording DIS, observing him while recording, and 
through experience recording our PE albums. These skills enabled my work as an 
assistant engineer with Garnet House Productions, were I have worked on five additional 
CDs, producing and working in post-production. 
 
Aside from recording, our loudspeaker system and wireless system were great resources 
for performing electro-acoustic pieces. Having these technologies made it very easy to 
program these types of works on a regular basis, which is useful since electro-acoustic 
music makes up a substantial portion of percussion repertoire. On my senior recital, I 
used these technologies to perform an electro-acoustic marimba duet – the wireless 
system allowed both performers to hear a click track and the electronic track through 
headphones while only the electronic track played through the speakers.  
 
Another simple use of technology Dr. Parks often used was a smartphone camera to 
video record small segments of a lesson and instantly play it back for a student to view. 
Often, he would record a student to reveal a bad habit in their technique – which became 
much easier to fix when the student had instant visual evidence of the error. 
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

When I arrived at Eastman, the recording technology available solely for percussion 
studio use was nonexistent. In the first month I was at school, I helped Professor Burritt 
select a Shure wireless system to purchase, enabling the use of wireless click track for his 
marimba quartet 180. The wireless system, including a transmitter, wireless receivers, 
and high-quality headphones (SE215), has been used multiple times since for PE pieces 
and electro-acoustic solos. It came in handy for the ESM PE’s video recordings of both 
180 and Matt Curlee’s Decay No. 1, making the recording process much smoother. 
 
Professor Burritt also ordered a pair of Shure microphones for studio use. While these 
aren’t the best microphones for recording percussion instruments, the accessibility to this 
equipment has allowed for multiple percussion students to use them for festival tapes and 
recitals.  

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

Since I arrived at ESM, I have taught several recording lessons to members of the 
percussion studio. This information has given students enough knowledge to record and 
edit their own performance recordings, make playback tracks for pieces such as Steve 
Reich’s New York Counterpoint, and use a wireless system for electro-acoustic pieces.  

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

Among graduate and undergraduate students, it seems that those who have exposure to 
recording technology are self-taught, and may or may not be exposed to multiple brands 
and types of equipment. If students do own microphones, interfaces, or hand-held 
recorders (ex. Zoom), the equipment is typically on the lower price range, thus producing 
lower quality audio and video. So, students sometimes have equipment, but it is often not 
high quality. Students without exposure to technology tend to be less self-sufficient in all 
areas of music that require technology (prescreening and festival tapes, electro-acoustic 
pieces, etc.). In general, it seems that either students don’t know how technology could 
benefit them, or they know the benefits, but don’t have the resources available at their 
school to learn more about it. 
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9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

One of the biggest shortcomings I see in percussion students is a lack of awareness of 
how one’s physical habits contribute to sound production. I also often see students who 
don’t know how to listen critically – they can tell if they like how something sounds, but 
do not know why. It is important for students to learn to hear variations in tone, dynamic, 
and time and understand how their bad habits negatively affect their ability to manipulate 
those factors. These shortcomings could be improved in a curriculum through 
implementing Alexander Technique courses, studio classes based around critical 
listening, incorporating recording into lessons, and encouraging conversations about 
these topics between student and teacher.  
 
Another shortcoming in university percussionists is a lack of knowledge in basic 
entrepreneurship, including best methods of creating a social media presence and 
recognizing a need in the market for their specific talents. Basic courses in 
entrepreneurship geared towards musicians would be great additions to university music 
curriculums (ex. Career Skills, Grant Writing, Ensemble Leadership, etc.). 

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

Courses in entrepreneurship and music technology would be perfect supplements to the 
music curriculum to teach students to use their talents in relevant ways in the 21st century.  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Basic entrepreneurship skills, an understanding of maintaining a social media presence, 
and general social skills are important for many careers in the 21st century; this is 
especially true in the music field because we interact with others so often in performance 
situations and often rely on self-promotion to reach our specific audience. It is important 
to know how to do these things effectively and appropriately. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

N/A 
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Matt Filosa Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

Fall 2011- Spring 2015 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

I am currently the Co-owner of Synced Up Designs, a marching arts design company. 
From 2009-2011 I was the percussion coordinator/assistant band director at Rider High 
School in Wichita Falls TX. 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

Bachelors in Music Performance- University of Florida 2003-2007 Master’s in Music 
Performance- University of North Texas 2007-2009  

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Yes! Before attending FSU, I had a very basic knowledge/skillsets in regards to audio/ 
video recording and editing. Additionally, I was not very educated on the current industry 
standard gear and software. I quickly found that the University setting is the perfect 
collaborative environment to learn and apply all things pertaining to audio/video editing 
and use of electronics in live performance. I was fortunate to overlap with Matt Jordan 
during my stay at FSU. At the time, myself, Dr. Park’s, and many others were just getting 
our feet wet. The gear that the studio owned comparatively to there current inventory was 
drastically different. Matt Jordan was a major influence and resource for all of us, and in 
my opinion really got the ball rolling at FSU in regards to advancing the studios 
knowledge and use of audio/video gear and software. Additionally, learning from and 
growing along side of Dr. Parks was incredibly valuable. The great part of learning 
alongside many others with different tastes and processes, is you learn the in and outs of 
a lot of gear and software and how to implement them correctly. While I might use a 
different DAW or interface then my colleague to the left, we all were somewhat forced to 
learn there process and gear/software, which was invaluable. Something I will always 
remember about UNT was how they labeled there performance ensembles. They referred 
to them as labs. I thought this was philosophically brilliant! UNT considered these 
ensemble opportunities to explore. I think this sums up why the University setting is the 
perfect place to learn, experiment, and implant all things video/audio and electronics. The 
knowledge and experience I gained in this field at FSU greatly impacted the direction of 
my career. Writing music and designing for the marching arts full time, I use this 
technology in some capacity everyday. Additionally, I am still very active in audio/video 
recording and editing. I have designed video that has been integrated into the highest 
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level of WGI (MCM 2014-2015). Annually, I am creating show promo videos for groups 
across the country. I use Photoshop and other Adobe software to create uniform, prop, 
and floor design. My knowledge of gear has also been beneficial in regards to assisting 
groups with front ensemble amplification. I never in a million years thought I would be 
doing what I currently am. Dr. Park’s commitment to making us well rounded students 
has opened the door to many of us to stay in the music industry and spread our wings. 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

High-end mics available to all of us to use (Earthworks, DPA, 414’s, Rode NT5- 
NT55’s). Access to multiple interfaces (Motu mk3 896, Safire Scarlett). Drop Box for 
sharing information. Lesson recordings (shared via Drop Box). Studio access for 
recording projects 

QSC speakers for music with electronics. Also used for live sound. Access to high-end 
video cameras (Canon XA10) 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

 DAW Logic Pro X(Use Audition as a plugin within Logic for spectral   
 editing and noise reduction). Adobe creative cloud (Photo shop, Audition,   
 Premier, After Effects). EW creative cloud. Sibelius 8.5. MainStage.   
 Presonus Studio 192 USB 3.0 interface. QSC K10/Sub. 2 Furman power   
 conditioners. NT 55, AKG 414’s, Blue condenser mic. Blue Yeti USB   
 mic. Yamaha HS 8 studio monitors, HS8s sub. Canon XA10. AKG K 701   
 headphones. Drop Box, Box, Google Drive  

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

Hard one for me. I guess the various groups that win in WGI/DCI? Also JP3 session 2, 
Luis and Justin first CD. 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

Incorporation of technology in the marching arts has exploded. Front ensemble 
amplification, sound design, and synthesizers have pushed the gear we use in the activity 
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to the max. We are using some of the highest end professional gear available now, 
including Dante networks. MainStage integration with midi controllers is very popular. 
What is great is I can actually integrate MainStage files into my Sibelius files, and design 
synth patches in conjunction with music. Then we just ship off MS temp, plug and play. I 
also record a lot for sound design integration. Life amplification and processing is also 
very popular in the marching arts. Use of wireless technology has exploded. 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

Great question! It’s hard to answer broadly on this because so many programs are 
evolving and “doing it right”. I think my issue/concern is more about the University 
curriculum then a percussion specific issue. I think the general core classes we require 
students to take is very dated and hurting the success of many students within the music 
industry and professional playing/teaching world. I fully believe that we need to make a 
large shift into teaching musicians to be great at business and marketing. 

Additionally, all students pursuing music degrees should have a very strong knowledge 
of video/audio recording and editing, and classes on using/integrating technology into 
your process/life. What I notice the most is people are very bad at marketing 
themselves/product, and have little knowledge on how to conduct business and handle/ 
talk about money. I don't think it’s enough to take 1 tech class or business class for your 
4-5 year stay at a University. Technology, Business, money management, and marketing 
would be core classes I would require students to take every semester. It’s more 
important to me that kids have the best chance of getting jobs(even if they are non music 
related) then it is the amount of theory and music history they know. I know we have to 
have a balance, but maybe it’s time for that to shift to accommodate the current times. 
Many of us have gotten jobs off the skills we learned outside of percussion/ music. 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

 See Question Nine. 
 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?     

 

Business skills, Website Design, Marketing, Money management, Audio/Video 
editing/implementation, Require percussionist’s to have general knowledge of marching 
arts, Psychology in music (mental health is a big problem for a lot of musicians, we could 
do more), Design classes, specifically basic graphic design  
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

 N/A 
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Chris Floyd Questionnaire Responses  

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

I attended Florida State University from Fall 2010 - Spring 2014 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

My current title is Co-owner/Operator of Sly Pup Productions, a small media production 
company based in Ann Arbor. I have also held a consultant position in the Duderstadt 
Center at the University of Michigan.  

 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

I completed my Master’s of Music in Percussion Performance at the University of 
Michigan in Spring 2016.  

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

The skills I acquired at FSU were vital for my current position. If I had not learned about 
recording and implementing it for classical musicians, I would not be able to run the parts 
of Sly Pup Productions that I do. We operate multi-cam video and audio productions that 
require deep knowledge of how the requisite equipment works. Setting up the cameras 
and mics, running and monitoring sessions, and editing and finalizing the products all 
require technical skills that take time to learn. Had I not started at FSU, I wouldn't be a 
part of Sly Pup today. This has also led to my consultant position at the Duderstadt 
Center, and my ability to produce an album in their audio studio. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Some of the technologies implemented while I was at FSU were: the requirement that 
each student record their lessons with the Earthworks, later DPA, microphones on their 
own laptops with a DAW of their choice; the production of a second Percussion 
Ensemble album, which allowed students to learn how to record something in a 
professional manner; the use of a prosumer Sony camcorder to start shooting short videos 
and for students to eventually record their own audition videos, which lead to a higher 
production value and possibly greater acceptance rate. 
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

I can’t elaborate on a percussion studio but I can give details on what Sly Pup uses. We 
have four Sony a6000, one a6300, and one camcorder for video use; we have 3 zoom 
lenses, two medium range lenses, and one wide-angle lens. The microphones that we 
have to choose from are 6 DIYRecording 87s, two 87as, two Microtech Gefell m930s, 
two SM57s, two SM81s, 3 ribbon mics, two c12s, three p87s, and two AKG 214s. We 
use ProTools to record and edit the audio and Final Cut for video. We also have a number 
of lights to light dedicated shoots and recitals. We have produced many videos with this 
equipment that are publicly viewable on our YouTube page. We also use some of this 
equipment for streaming purposes. 

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

I can only speak to the content of our clients, and we have many returning clients that 
love to work with us because of our product, knowledge, and professionalism. 

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

My field, recording technology, is constantly evolving and we keep track of what is most 
reliable for the best end product. As many of these products build off of previous 
equipment, it is easy to build my skills to use these new technologies; but making sure I 
am updated on best practices is of daily importance. Troubleshooting is something that 
we do with each session and having the skills to adjust correctly on the fly is very 
important. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

I would say the biggest shortcoming in university percussionists is technology education. 
I have encountered many other percussionists that have next to no clue what to do even 
when it comes to just playback for a piece they are performing. Furthermore, if that same 
person wants to record themselves they do not have the adequate knowledge of to either 
hire the right people or buy the right equipment to accomplish what they need. I'd like to 
see more teachers embracing technology and be able to teach their students how to 
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correctly use it. Having graduate students who are equally capable is also essential to 
disseminate the knowledge.  

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

I would encourage them to pursue technology, so I covered it in question 9.  
 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

The main other avenue I would encourage students to pursue is being a professional that 
is someone people want to work with more than once.  I have worked with many 
wonderful musicians that make it incredibly easy to perform with or record. The people 
that are not easy to work with are ones that don't know their part, are not personable, or 
are generally unreliable. Getting a job is only one part of a career, but keeping a job is 
equally as important.  

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

I think the more that students and staff see the importance of technology then there will 
be a greater interest in incorporating into university programs. It is one of the main ways 
to stay relevant in today's culture and essential for solo and chamber artists.  
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Benjamin Fraley Questionnaire Responses  

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  
 
Fall 2012 – Fall 2015, Doctor of Music 

 
2. What is your current title, occupation, and what are some additional occupations 

that you have held?  
 
Past: Percussion Staff at The Hartt School Community Division, Graduate Teaching 
Assistant at the College-Conservatory of Music, Graduate Teaching Assistant at Florida 
State University, Percussion Faculty at the College-Conservatory of Music Preparatory 
Department, Adjunct Instructor of Percussion at Cincinnati Christian University, Chair of 
the Percussive Arts Society University Committee 
 
Current: Adjunct Instructor of Percussion at Troy University, Percussion and Jazz 
Faculty at the New England Music Camp 

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?  
 
(9/2002 – 5/2007) Bachelors of Music – Music Management and Percussion Performance 
at The Hartt School at the University of Hartford, (9/2007 – 6/2009) Masters of Music – 
Percussion Performance at the College-Conservatory of Music at the University of 
Cincinnati, (9/2009 – 6/2011) Artist Diploma - Percussion Performance at the College-
Conservatory of Music at the University of Cincinnati, (8/2012 -12/2015) Doctor of 
Music - Percussion Performance at Florida State University. 

 
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  
 
I do feel in some way that my education at FSU assisted in obtaining my current position. 
I feel that my skills that I acquired at FSU have assisted me at becoming a better 
musician, teacher, and have increased my skill set within the music industry.  

 
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  
 
QSC Speaker system including QSC K-12 tops and 1000w sub, Shure wireless 
transmitters and bodypacks, Shure Beta Drum Set Mic Kit (Shure Beta 98, 52 and SM57 
drumset mics), AKG C3000 microphones, Motu 896mk3 interface, Focusrite Scarlet 
interface. 
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  
 
Apple iPhone 5c, HP Pavilion m7 Laptop Computer, Adobe Creative Cloud Subscription, 
Adobe Audition DAW, Vegas Movie Studio HD Platinum 10.0, Canon xa10 camera, 
Canon T4i rebel camera, Rode NT-55 stereo microphones, Presonus Audiobox 1818VSL 
interface, Focusrite Scarlett 2i2 Interface, Blue Microphone Spark Microphone. 

 
The technology that I currently use in my studio varies depending on the project or 
subject that is being taught. In private lessons, I use a very basic setup to show students 
the results of their technique and musicianship while they are playing. I will use 
smartphone apps such as the video camera app or slow-motion app to quickly show a 
student physical evidence of what they may be doing correctly or incorrectly. Other 
situations may require an audio representation of the students playing in order to give 
clear evidence of what the student sounds like. In this case, I use a blue microphone spark 
condenser microphone plugged into the Focusrite Scarlett 2i2 Interface. This equipment 
is then run into my HP Pavilion m7 Laptop Computer and into an Adobe Audition DAW 
for audio feedback. The result from using these tools is a faster delivery of feedback for 
the student from not just their instructor, but from their own eyes and ears.  

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?  
 
Andrew Bockman was accepted to the Eastern Music Festival, the Leigh Howard Stevens 
Marimba Seminar, and was accepted as a M.M. candidate into the Eastman School of 
Music. Chase Banks was accepted as a M.M. candidate into the University of South 
Carolina. Hannah Neman was accepted as a M.M. candidate to The New Zealand School 
of Music, Victoria University of Wellington. Glenda Lopez was accepted as a M.M. 
candidate into the Frost School of Music at the University of Miami. Jack Rutledge was 
accepted to the Eastern Music Festival and the Leigh Howard Stevens Marimba Seminar. 
Jamie Whitmarsh is an Adjunct Professor of Percussion and Composition at the Wanda 
L. Bass School of Music at Oklahoma City University and is Music Director of the 
Oklahoma Composer’s Orchestra. I recorded Dr. Megan Arns for a recording of Robert 
Bradshaw’s opera, Deus Ex Machina. The recording won 2 gold and 1 silver Global 
Music Awards, as well as a Global Music Award Top Ten Album of 2015. 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?  
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I feel that a current trend in our given field is to use social media and some form of video 
promotion to increase a performer’s or school’s recognition. The effect of these current 
trends has caused me to make sure that I promote my own playing and teaching through 
social media in order to display that I am an active performer, educator, and composer. I, 
however, do not promote these aspects of my career daily, but rather when they are most 
significant.  

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?  
 
I feel that the biggest shortcomings found in university percussionists today is the 
emphasis of playing repertoire at the degradation of solid fundamentals. I would like 
students to be more concerned with how they sound, how adaptable they are, and how 
mentally resilient they are. I feel like students are enamored by cool percussion videos 
and thus are more concerned with more superficial outcomes of their playing, rather than 
their skills that will ultimately be more valuable.   

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.  
 
I would encourage any additional avenue that heightens a student’s interest and enhances 
their overall career. The music world is vast with many applications to performance, 
education, community outreach, health care, technology, etc. I believe that it is better for 
a student to try to pursue genuine interests and avenues, rather than fabricate them 
because it seems “logical.” 

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?  

 

I sense that a skillset that many people lack is a sense and understanding of financial 
management. I think this not only teaches financial responsibility but also organization 
and planning as well.  

 
12. Is there anything you would like to add or clarify given the nature of this treatise 

topic?  

 

Teaching students how to use audio and visual recording equipment not only teaches a 
separate skillset, but it is also an advantage to learning more about the kind of musicians 
they are and how to become the musicians they want to be.  
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Sarah Gartin Questionnaire Response 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 
 Fall 2009 - Spring 2013 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 
 I am currently a freelance percussionist and private lesson teacher.  
 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 
 Eastman School of Music Fall 2013 - Spring 2015 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
 Studying at FSU, I learned a lot of skills I still use today: organization, recording, 
 playing, ensemble teamwork, teaching, theory and more.  
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 
 During my time at FSU, technology for me was only used when Dr. P would record 
 lessons, percussion ensemble and applications. Nothing I did personally.  
 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 
Since leaving FSU, I've purchased a video/audio Zoom recorder (silver one/2013) and 
while at ESM, the lab used programs such as Logic Pro X and Finale 14.5. Since then, 
I've been using Adobe Premiere on my laptop! I know the basics to put together an 
audition video and know how to export and upload to YouTube. I also use my Canon 
Rebel T2i for my video more lately than the zoom.  

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 
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Competition)? 

 

I have not had the opportunity to express my technology skills to my private students. I 
always encourage recording but will definitely be having them record lessons on their 
phone in the future. Some of my students’ success hasn't been related to recording 
technology. (Not yet)  

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

As someone who is constantly auditioning and applying for performance careers, I use 
technology to make pre-screen requirements for some auditions. I also use it as a timing 
tool. I record myself playing or starting excerpts and follow that track with a metronome 
to see if I am playing in the pocket.  

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

A lot of programs are starting to catch on to using technology more in the classroom and 
studio/lessons. I think that is still the biggest downfall. I was fortunate enough in both 
schools to come out stronger and more knowledgeable of technology use. FSU had a 
class for computer based technology but I think there should be one on basic recording 
schools and equipment. So if schools don't have that, I think I should be a requirement of 
all music majors!  

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 
 See above  
 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 
 Resume and cover letter writing. Networking.  
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 
 N/A 
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Elise Gonzales Questionnaire Responses  

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

I attended the Florida State University during the Fall of 2013 - Spring 2015 and acquired 
the degree of Master of Music in Percussion Performance. 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 

I am currently the Director of Orchestra and Percussion at Cobb Middle School and 
Percussion Coordinator at Leon High School. In addition I am also owner and sound 
engineer of BangBang Recording LLC.  

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?  

 

I have also obtained a Bachelor of Science in Music Education from the University of 
South Florida. I attended USF from Fall 2008 - Spring 2012. 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Yes, part of the reason I attained my job at Leon High School was because of my 
knowledge of electronics. They use various types of electronics for their marching band 
show including mics for soloists, electric keyboards to sample various instruments for a 
field pa system, and wireless mic packs that are hooked up to a DPA 4099.   

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

In the percussion studio mics were used to record lessons. This allowed me to go back 
and listen to the suggestions and corrections Dr. Parks gave me that I would have 
otherwise forgotten. Multiple mics were used during recording sessions. This allowed me 
to learn the process of setting up a recording session using Adobe’s Audition, which I use 
in my own company. We would use video cameras weather it be from your cell phone to 
the professional brands, to video performers including ourselves. This allowed me to see 
why mistakes were being made or how much of an adjustment needed to be made for the 
optimal outcome. We were shown how to set up the sound system to the Motu and use 
inner ears to play pieces that required playback. With that knowledge I was able to play 
Planet Damnation by John Psathas at my masters recital.   

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 
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Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

In my classrooms I use a Sony PCM-M10 to record and playback my ensembles during 
rehearsals when we get a month out before a concert or assessment. On the marching 
field I use a Flip video camera to record rehearsals to show my students what I see so 
they know how to fix their mistakes. For my private lesson students when we are 
recording for audition tapes or competitions I use my Rode NT55 mics to record and 
Adobe Audition to edit.  

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?  

 

David Ryan Marowski was accepted as B.M.E. candidate into the Florida State 
University (2017). He also received a Superior at FBA District and State Solo and 
Ensemble with Scherzo for Timpani by Garwood Whaley (2016). 
Alexander Lajeunesse was named principal percussionist of the Big Bend All-District 
Band. He also received a superior rating at FBA State and District Solo and Ensemble 
with “Water” from Water and Fire by Donald Skoog (2017) and Log Cabin Blues by 
George Hamilton Green (2016).  
Leon Percussion Ensemble achieved a Superior Rating at FBA District Solo and 
Ensemble for the following pieces: 4/4 for Four by Anthony Cirone (2017), Overture for 
Percussion by John Beck (2017), Serengeti by Chris Crockarell (2017).  
The Leon Percussion Ensemble has received a Superior rating at FBA District and State 
Solo and Ensemble for Mercury Rising by Nathan Daughtrey (2016) and Metric Lip by 
Fleck/Steinquest (2016). 

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?  

 

Within the field of Music Education the trend is to start incorporating technology within 
the classroom. Weather it be using smart boards, computer programs as teaching aids 
such as Smart Music, MacGamut, Essential Elements Interactive, and Garage band. 
Within my classroom, my students are required to use Essential Elements Interactive to 
record assignments and listen to pre-recorded recordings to help them learn their 
exercises.   

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 
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I think the biggest shortcoming is a lack of well roundedness. I’ve seen percussionists 
focus too much on one concentration of study. For example in my undergrad multiple 
people just focused on marimba and wanted to have a career as a solo marimba player. I 
would like to see percussionist branch out and be more diverse in the playing different 
percussion literature and instruments. We shouldn’t just know how to play the standard 
percussion instruments like snare, timpani and marimba. We should know how to play 
hand drums, latin instruments, and percussion instruments of different cultures. I don’t 
know how many times I’ve had a musical theatre gig that has called for a percussion 
instrument I am not familiar with and I need to look up on Youtube how to play it.   

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.  

 

I would encourage students to taking additional business/entrepreneur classes because the 
trend now is starting to be self employed and receiving income from multiple business 
ventures, not just one job like in the past. For example, I teach for the public school 
system, gig regularly, teach 10 private lessons a week, and own my own recording 
company in which I am the sound engineer. I do all these things just to make a living, had 
I have had some knowledge in starting the ins and outs of starting a business and how to 
market myself things would have been much easier in the last two years.  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Basic organizational and professional communication skills so that when you get a 
job/gig your able to keep getting them. Basic knowledge of recording and editing even if 
its just your phone and Audacity. With the advantage recording brings to wining a 
job/competition you have to listen back to yourself. A basic understanding of finances, 
some months there is a lot of work and others there is not. You have to be able to 
maintain your lifestyle during those slow months.  

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

In regards to question 6, The reason why I don’t use better equipment in my classrooms 
is because I teach at a rougher middle school and have had things stolen form inside a 
locked classroom. Therefor, I don’t want to risk my equipment being stolen and losing all 
the money I put into. If I taught in a better school or a higher-grade level (where stealing 
isn’t cool anymore) I would reconsider using better equipment.  
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Gordon Hicken 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 

I attended FSU from Fall 2010-Summer 2013 and I acquired a Doctor of Music degree in 
Percussion Performance. 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 

Currently, I am an Assistant Professor of Music (Percussion and Associate Director of 
Bands) at Midwestern State University in Wichita Falls, TX. I have also served as an 
Instructor of Music (Percussion and Assistant Director of Bands) at Angelo State 
University, Drumline Director and Adjunct Instructor of Percussion at the University of 
South Carolina, Adjunct Instructor of Percussion at Chipola College, and Adjunct 
Instructor of Percussion at Limestone College. 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? I earned a Master of Music Degree in Percussion 

Performance from the University of South Carolina in May 2010 and a Bachelor of 

Music Degree in Music Education from Furman University in May 2008. 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Yes. I feel like I matured as a musician throughout my time at FSU. Not only did I 
develop technical skills through my studies and experience, but I was also surrounded by 
fantastic musicians who were performing at very high levels. The constant exposure to 
high-level music-making helped train my ears as a performer, teacher, and conductor to 
listen to large scale musical concepts and address them in solo, chamber, and large 
ensemble playing. Working on multiple recording projects (PASIC Tapes, Volume II, 
solo recordings) provided a very specialized opportunity to listen to myself as well as 
others perform at this high level. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

While I was in the studio, video became a focus of the recording capabilities. We went 
through various cameras and options at the time: webcams linked through the wall, 
various camcorders, iPhones, etc. This led to some experience with the concepts of video 
editing, multiple camera angles, and shot/scene transitions. The microphone inventory 
increased while I was in the studio, as well. I can't remember the specific models, but I 
know that the Earthworks studio pair was upgraded to a new brand and model, and I 
believe that more AKGs were added. 
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

I use technology in my studio at Midwestern State, but I don't have access to the high-
quality equipment that we had at FSU. Our house mics in the concert hall are not high-
quality and the placement in the house does not provide great recording quality, so I use a 
personal Zoom Q4N to record recitals and percussion ensemble concerts. I usually use 
iPhones or iPads to capture video and then I combine them in iMovie. I know it's not 
ideal, but it has worked for us on a "budget" so far. Using this recording set up, my 
percussion/saxophone duo Rogue Two was invited to play a showcase recital at the Texas 
Music Educators Association Convention in San Antonio, Texas. 

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? I don't have any specific accomplishments to list yet, but one 

student's first round of pre-screening recordings will go out this year. 

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?  

 

Recording audio and video for promotion, musical advancement, and archival purposes is 
essential. An online presence, whether it is through a website or social media, is an 
important recruiting and promotional tool, both for the studio and the teacher. Students 
can learn much more from listening to and seeing themselves perform. I record students 
during lessons so they can watch themselves as if they were the teacher. This seems to 
add another level of comprehension during their instruction.  

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?  

 

This is possibly unrelated, but a lack of sightreading ability and limited repertoire lists are 
the biggest shortcomings. Students come from high school programs that work on 
drumline for half of the year, prepare one concert for festival in the spring, and they learn 
one piece for solo and ensemble competition. I wish students would consume more music 
at an appropriate difficulty level so that they have more opportunities to read, digest, and 
interpret music. Hopefully, they would play multiple instruments, too, instead of playing 
one instrument (like marching tenors) all year. 

 



	   160	  

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.  

 

I think that it is important for students to have at least one more facet to their career. This 
could very easily be percussion and A/V engineering. For me, it was percussion and band 
directing. My music education degree and my experience and a band GA and South 
Carolina, coupled with some years of adjunct college percussion teaching, set me up for 
my current position. However, this doesn't mean that I think everyone should be a band 
director. It's important for everyone to have at least one other facet of their career that 
will help them get a job in a competitive market, or will allow them to create their own 
path to success that still involves percussion and/or music.  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Pedagogy training, writing skills (articles, blogs, grants, etc.), composition/arranging 
skills, conducting, time management skills, interpersonal skills, business management 
skills (basic level). 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic?  

 

N/A 
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Matt Greenwood Questionnaire Responses 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  
 
Fall 2007 – Spring 2009, MM in Music Performance 

 
2. What is your current title, occupation, and what are some additional occupations 

that you have held? 
 
Instructor of Music and Associate Director of the Jaguar Drumline at the University of 
South Alabama.  Outside of the university environment, I am the principal percussionist 
for Mobile Opera and acting principal for the 2016/2017 season with the Gulf Coast 
Symphony Orchestra.  Also, I am full-time section member with the Mobile Symphony 
Orchestra and Pensacola Symphony Orchestra and Pensacola Opera. 

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?  
 
Fall 2001 – Fall 2006, Bachelor of Music from the University of Louisville. 

 
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
Yes, the skills acquired during my time at FSU assisted me in obtaining my current 
positions.  The most important skill was how to become my own teacher.  The ability to 
evaluate and understand how to create consistent successes in the practice room has only 
elevated my playing but also my teaching. 
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.   
 
To the best of my recollection, the gear used was Earthworks mics (can’t remember 
specific models), Motu Interface, Adobe Audition, and USB flash drives for lessons. 
 
At the time, the studio was preparing for their first PASIC appearance in 2007.  The use 
of the technology was a first for me in the rehearsal setting, and I can honestly say it 
propelled the ensemble forward from rehearsal to rehearsal.  We had instant feedback 
with audio so we could hear the difference from week to week and that process 
transferred to our individual lessons. 

 
6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 
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PAS).  
 
N/A 

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?   

 
N/A 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?   
 
I would say the biggest trend is video/ audio recording and editing.  The trend of self-
promotion through social media with quality sound and video is everywhere.   

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?   
 
I would say overall awareness of quality resources to reference for individual preparation.  
YouTube is great, but if the individual is not taught to recognize quality then it can be 
more hurtful then helpful. 

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.   
 
In today’s culture, I would have to say a degree in either computer sciences or business. 

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?  
 
To me these skills are just important as the playing; being organized, time-management, 
communication, the skill to work with others, and maintaining of professional 
relationships.   
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 N/A 
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Mitchell Gribbroek Questionnaire Responses 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

Fall 2015 – Spring 2017: Masters in Music Performance 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

 Currently still a student, going on for a graduate diploma at NEC in Fall 2017. 
I had a teaching assistantship at FSU while getting my masters and I have been the 
percussion instructor for multiple high schools throughout my time in college. 

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

University of Central Florida, Fall 2011 – Spring 2015 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

FSU has absolutely prepared me for further schooling at a conservatory. The academics 
at Florida State University were at a level that I feel has qualified me to take teaching 
positions in any future jobs. The facilities, and ensembles at Florida State are equal to or 
exceed what I have seen in traveling to other well-respected music schools in the country. 
Most importantly though the practice environment and private lessons I have received at 
Florida State have made me feel confident that I am competitive enough to succeed in 
further schooling at very well respected music schools.  

 
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Dr. Parks’ office served as a fully functional recording studio and as T/A’s, we were 
given access to the office as well as studio for any projects we were working on. The 
studio has a stereo pair of DPA’s as well as a stereo pair of Earthwork microphones. (I do 
not know the specific model numbers and I’m out of town). We had I believe 8 AKG 
microphones and my last semester we purchased 2 SE microphones. The studio had a 10 
channel PreSonus interface as well as a 2 channel Scarlet interface. The Scarlet was left 
in the studio along with a stereo pair of microphones so that each student could record 
their lesson in high quality to later review. We also had a Canon XA10 camcorder that 
was used for all video projects. My last semester we also purchased a Canon XF200 
camcorder. All of the audio/video equipment was used throughout my entire time at 
Florida State to record rehearsals, ensembles performances, and professional audio 
recordings of solo, duet, chamber, concerto, and ensemble works.  
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 
N/A 

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

N/A 
 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

As far as my personal experience, I mostly use the skills I have learned at FSU to do 
small-scale recording projects for peers, typically for prescreening or festival tapes. I 
fully intend to make recording a part of my income however when I am out of school.  

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

I think having a few years out of school along with a few years of “real world” 
experience to reflect upon will make me more qualified to answer this question in the 
future. However I think that many students (myself included) tend to be slightly narrow 
sighted during their studies. It is very easy to get lost in learning repertoire and focusing 
on self-indulging interests with a complete disregard for developing other practical skills 
and training for a future career. I have now seen a good number of students come out of 
school extremely accomplished performers, yet lacking basic entrepreneurial skills 
required to market themselves. 
 
From what I have seen, students that have made time to pursue work within the field 
while still in school (not an easy feat by any means) tend to be a little more pragmatic and 
grounded in reality about what skills they should be focused on developing that will best 
serve them in their future. (There just aren’t that many jobs to win for being a marimba 
soloist) 
 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 
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I think that audio/video recording has become a very important skill for musicians. Being 
able to self-record allows students to present themselves in the most professional way for 
school/job pre-screenings, and vanity projects. Recording can also provide a significant 
additional source of income. For students applying for teaching positions at universities, I 
would imagine the ability to produce professional quality recordings of students and 
ensembles would make the applicant far more marketable.  

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

The ability to market oneself and a basic knowledge of how finances work.  
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 
 
N/A 

 
 
 
 

 
 

 

 

 

 

 

 

 

 

 

 

 



	   166	  

Adam Groh Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

 Fall 2008-Spring 2010 – MM Percussion Performance  
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

 Assistant Professor of Percussion – Western Carolina University (current), 
 previously Assistant Professor of Percussion – Graceland University, Lecturer of 
 Percussion – Sam Houston State University and Texas A&M University –  Kingsville 
 (adjunct positions) 
 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

 BA Music – Truman State University (2007) 
 DMA Percussion Performance – University of Texas at Austin (2013) 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

 Yes, absolutely!  While each of my three experiences at different institutions and  with 
 different teachers afforded me many new ideas, skills, and perspectives, my time at FSU 
 was truly invaluable.  My experiences in the large ensembles helped to establish a 
 professional standard for performance at the highest levels possible in a university 
 setting.  My time in the percussion studio showed me new ways to  push myself to 
 improve both musically and technically, and I use the pedagogical tools that I learned at 
 FSU on a daily basis in applied lessons and ensemble rehearsals.  FSU was also one of 
 the first opportunities that I had to see how our career field operates “behind the scenes.”  
 More specifically, I learned about networking, entrepreneurship, and many other survival 
 tools for a working, 21st century musician. 
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

 The majority of technologies that were in place when I was at FSU were in the audio 
 recording area.  Dr. Parks had not yet ventured into the world of video, and we were just 
 finalizing the first FSUPE recording project. We were using Audition and Altiverb to  
 record pre-screening tapes for students, recording lessons and rehearsals, and working on 
 the professional recording. 
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

Yes.  Canon HD video camera, AKG mics, PreSonus audio interface, Logic Pro X are all 
used to record students for prescreening tapes, as well as to document all ensemble 
concerts, recitals, etc.  We also record lessons and rehearsals for students to reflect on 
throughout the year. 

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

Tessla Michael was accepted for the MM program at Sam Houston State, and was 
awarded a Graduate Assistantship 
Graceland Percussion Group performed at Iowa Day of Percussion in 2014 and 2016 
Tessla Michael and Gage Bradley were both accepted to the Iowa All-Collegiate Honor 
Band percussion section 

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

There always seems to be a push to use more and more technology, whether it is 
recording technology or just for general workflow/management of percussion studios.  
People are using apps to communicate and coordinate events with students and patrons.  
The access to technology has never been greater.  While technology does have many 
positive effects, which I take advantage of in my studio on a regular basis, I have often 
found that students respond well to “unplugging” for certain assignments and portions of 
the music-learning process.  They are already oversaturated with technology, and can 
crave a break from it at times.   

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

Lack of awareness of the “bigger picture.”  Students are more technically proficient and 
advanced than ever before, but many don’t understand how to use their artform to engage 
with the “big questions” and issues in our society.  What drives them as artists?  What 
causes are they passionate about?  How can they use their music to foster dialogue and 
positive change in their communities? 
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10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

Anything that they are passionate about outside of their primary field (music).  Literature, 
history, biology, sociology, etc.  Cultivating a more holistic view of the world and being 
able to view issues through multiple lenses will only make them more insightful artists 
and thinkers. 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Adaptability, creativity, social engagement, networking, communication (written, verbal, 
electronic, etc). 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

Not at this time, but please feel free to follow up for more clarification or expansion of 
the answers I’ve given.  
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Jacob Kight Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

Fall 2015 – Spring 2017 MM in Percussion Performance 
DM in Percussion Performance starting in Fall 2017 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

Graduate Teaching Assistant in charge of Marching Chiefs Drumline, High School 
Percussion Instructor (Marching and Concert) 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

Fall 2010 – Spring 2015 BME from the University of Central Florida 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Although I am currently enrolled at FSU, I can confidently say that the skills I am 
learning here will assist me in obtaining a position at the university level. To be relevant 
in our field today, it is important to have many different “tools” in your bag so that you 
can be a versatile musician and educator. FSU is a place that is allowing me to learn 
many different skills from Audio/Video recording and editing to common performance 
techniques as well as general theory and history topics. These skills will make me and 
every other student in this program more appealing to future employers. 
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

General uses include recording our lessons and rehearsals. For this we generally use a 
pair of omni-directional microphones (DPA 4006-TL or Earthworks TC-20 depending on 
what is available at the time). Those microphones usually run in to a Focusrite Scarlett 
2i2 audio interface which can be connected to our personal laptops. We will use this set-
up for recording our concerts and solo recordings as well. If we need more mic inputs we 
will use the Presonus Studio 192 audio interface which allows up to eight inputs. This 
comes in handy when we are creating professional level recordings of small chamber 
works or percussion ensembles that require spot mics. For this application, we use a pair 
the “omnis” stated above and a mix of AKG C3000 cardioid mics, sE Electronics 4400a 
LDC multi-patterned mics, or the Shure Beta 98, 52 and SM57 drumset mics in order to 
get a quality audio product. If we need more than eight inputs we will use a Presonus 
Digimax, which allows us to have eight more inputs for a total of sixteen. We also use the 
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Presonus interface when we need to reproduce sounds through live speakers. This can be 
anything from playing an electronic keyboard in percussion ensemble or playing a 
background soundscape for a solo recital piece. We have a pair of QSC K-12 Speakers 
and a QSC 1000w Sub for live sound reproduction. We also have a Shure wireless 
transmitter system that we use for click tracks for performances and recording sessions. 
We heavily use cameras in our studio for video recordings. We currently have two 
Cannon XF200 Professional Camcorders, a Cannon XA-10 camcorder, and we 
consistently use personally owned GoPro cameras. These cameras are used to produce 
professional level video recordings of everything from our concerts to pre-screening 
recordings. 
 
As far as software is concerned, I currently use Adobe products – Audition for audio and 
Premiere for video. Dr. Parks uses of Audition and some other applications like Altiverb 
for audio editing and Sony Vegas for video. 

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

Although I am not running my own studio yet, I already own some of this equipment that 
I am currently using for a supplemental income. I own a Presonus Studio 192 audio 
interface, a pair of Sennheiser HD600 headphone monitors, Shure SE215 in-ear monitors, 
a GoPro Hero + camcorder, and Adobe Auditon and Premiere. I plan to continue to 
purchase more equipment to use in the future. 

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

N/A 
 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

It seems that a digital presence is quite necessary to be relevant nowadays. Producing a 
quality audio/video product through the social media outlets has now become a very 
helpful recruitment tool not only for students but for audiences as well. Quality 
livestreaming is also becoming a technology in high demand for upper tiered 
performance ensembles across the nation as well. The FSU Percussion studio consistently 
works to record high level videos and audio products for the digital age of music. I 
personally have made at least 3 recordings a semester as practice to hone these skills. I 



	   171	  

also try to work with other members of the studio on their projects throughout the 
semester for practice as well. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

N/A 

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

I would encourage them to find a hobby like recording or instrument construction/repair. 
I think these are great skills to have especially as a percussionist. Having the ability to 
create a professional level recording is a skill that will make anyone more appealing to a 
future employer for many reasons including creating a national stage for recruitment and 
the preservation of music. The same could be said for instrument construction and repair. 
To me this is another very appealing skillset that is important when considering monetary 
value of our craft. 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

The ability to educate, motivate, and easily work with others. No student will want to 
learn from someone who is mean, condescending, unmotivated, and disinterested. The 
same can be said when considering their future colleagues. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

N/A 
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Melinda Leoce Questionnaire Responses 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 
I attended Florida State from August 2010 to May 2013. I earned a Master’s of Music in 
Percussion Performance. Additionally, I completed a World Music Certificate while I 
was at Florida State. 

 
2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 
I am currently completing my Doctor of Music degree in Percussion Performance at 
Indiana University, Bloomington campus. In addition, I will be the Visiting Assistant 
Professor of Percussion and Athletic Band Director at Graceland University in Lamoni, 
Iowa starting in August, 2017. I have also held the following positions: Clinician, 
University of Central Florida Summer Percussion Institute (2014—Present); Associate 
Instructor, Indiana University (2014—2016); Indiana State University Marching 
Sycamores Drumline Instructor (2013—2016); Substitute Percussion, Tallahassee 
Symphony Orchestra (2011—2013); Graduate Teaching Assistant, Florida State 
University (2011—2013) 

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 
Bachelor’s of Music Education: University of Central Florida (2003-2010) 
Master’s of Music in Percussion Performance: Florida State University (2010—2013) 
World Music Certificate: Florida State University (2010—2013) 
Doctorate of Music in Percussion Performance: Indiana University (2013—Present) 

 
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
I feel that the percussion program at Florida State University definitely helped me to 
obtain my current position. Before attending Florida State, my knowledge of orchestral 
repertoire for percussion (i.e., orchestral percussion excerpts) was deficient. The program 
at Florida State helped me hone my skills in this category. I believe that any position I 
held in the years following my time at Florida State, including performing with 
professional orchestras and ensembles, can be directly attributed to the curriculum at 
Florida State. I also feel that Dr. Parks does a thorough job of preparing each of his 
students for the job market by dispensing invaluable information to his students about 
writing cover letters, curriculum vitae, and other job application materials. These skills 
were paramount as I searched for college teaching positions. 
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5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc. 

 
The percussion studio was equipped for high-quality recording, whether it was a weekly 
lesson, percussion ensemble rehearsal, pre-screening tape, or compact disc recording 
session. While I was at Florida State, I was directly involved in the recording of two 
discs: Volume 2 by the Florida State Percussion Ensemble and the Gaia Theory by Omar 
Carmenates. I also recorded my pre-screening video and audio in the percussion studio at 
FSU, which helped me to obtain my position of Associate Instructor at Indiana 
University. 

 
6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS). 

 
I plan to implement technology in my studio in the future, but I do not currently use high-
level technology in my private studio in Bloomington as I am limited by location, 
finances, and lack of equipment. 

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 
N/A 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 
I believe that a fluent understanding of technology is practically becoming a required 
skill in this field. Many festivals and schools require audition and/or pre-screening 
videos. Since professional recording equipment is available to anyone, including a 
recording “layman” with little experience, the quality of these videos continues to 
improve. With poor audio or video quality, a good performance can easily be overlooked 
and an otherwise wonderful candidate might be eliminated. Although I do not own high-
level recording equipment, I do frequently use technology to enhance my career and 
teaching. I am fluent in music notation software such as Sibelius, which I use to write 
arrangements and exercises. The resulting charts have a professional appearance. I often 
use Adobe Illustrator to make professional-level graphs and charts to include in research 
papers and projects. I also use Microsoft PowerPoint on a weekly basis while teaching 
Percussion Methods. I also use applications such as iMovie to edit simple videos for use 
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on my website. Even with free software like iMovie, the videos have professional title 
and credits screens as well as transitions. I feel that these videos have impressed 
colleagues and employers and helped me to win jobs. 

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 
I believe that undergraduate percussionists are often too quick to specialize in an 
instrument, therefore rendering themselves less effective as teachers. I would like to see 
an emphasis on a well-rounded percussion education in which the student obtains a high 
level on multiple instruments instead of a heavy emphasis on one instrument (for 
example, marimba) while their skills on the other core instruments are mediocre. 

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 
I always encourage my students to pursue an avenue in which they already have an 
additional interest. I choose to expose them to as many facets of percussion and music as 
possible, and then help them hone the skills in which they take an extra interest. In the 
past, many of my students have pursued minors or additional degrees in Arts 
Administration. 

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field? 

 
Students growing up in this era should definitely work on their writing skills. I see many 
students with poor grammar and spelling, even when they are doing something as 
commonplace as writing a business email. I believe that a well-written email, paper, or 
cover letter makes a great impression on future employers. Similarly, grammar mistakes 
in an important document can jeopardize the student’s credibility. 

 
12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 
 N/A 
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Glenda Lopez Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

Fall 2013 – Spring 2017 
Bachelor of Music in Percussion Performance 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

Beginning a Masters of Music in Percussion Performance at Frost School of Music in 
August 2017 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

N/A 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent. 

 

The recording skills taught at FSU made the graduate school audition process easier than 
it might have been. Knowing how to create quality recording myself eliminated a lot of 
the stress involved with pre-screening tapes. Not having to coordinate with anybody 
else’s schedule or pay somebody to record it for me unloaded a huge burden. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Most percussion students took a basic recording class with Dr. Parks where we learned 
to produce video and audio recordings of ourselves and chamber groups. We were 
taught using Earthworks and DPA stereo microphones, AKG spot mics, and MOTU and 
Scarlet 2i4. Now he uses a Presonus Studio 192. Dr. Parks taught us to use Adobe 
Audition and Sony Vegas.  
 
Students use these skills to record all their lessons over four years so we can retain the 
most information. Certain students also worked on Volume 2: 10 Windows with Dr. 
Parks. 

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  
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N/A 

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

N/A 

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

I think high quality video and audio recordings are a lot easier to find today than they 
were even 4-5 years ago. There’s also a lot more video being put out than before. Many 
YouTube channels like Vic Firth are constantly putting out new, high-quality, videos 
that makes finding and spreading new music a lot easier. 
 
Another interesting change is the rise of music with audio accompaniment, particularly 
with solo snare drum. I think this a positive move for the snare drum and can make more 
interesting and diverse solo performances. I’ve never played one personally, but it is 
something I’d like to do soon. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

The biggest shortcoming is lack of diversity. I’d like to see more focus on non-
symphonic areas of percussion like hand drumming, drum-set, and vibraphone. It’s easy 
in a lot of places to go through school without ever touching those instruments even 
though they’re the easiest to freelance on. I think students would benefit from working 
these kinds of skills into the curriculum at more schools. 

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

I would encourage students to get some sort of business/entrepreneurship minor or 
certificate so they can learn how to manage themselves if they find themselves 
freelancing or managing multiple gigs. More schools are offering these programs 
specifically for musicians and artists. 
 
I’d also encourage students to make sure they can produce high-quality recordings of 
themselves since it can set them apart in a job search. The technology is too easy to 
navigate now to let that be the reason to not get a job. University libraries, and even 
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some public libraries, often rent out various types of recording equipment and manuals 
that most people could figure out with a little research. 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field? 

 

Effective time management if one of our most important skills. We have too many 
things to handle to just let time pass. Knowing how much time you need to get a quality 
practice session on each instrument is important and lets you optimize your day and the 
awkward 30 minute breaks between classes or rehearsals. It’s easy to say that’s not 
enough time to do anything important, but that could be when you hit your scales or 
timpani rolls instead of using more time in other sessions. This year, when I asked the 
freshman how they doing and if they needed help with anything, almost all of them 
asked about my daily schedule and how they can work on maximizing their time. If we 
don’t have these skills, it easy to fall through the cracks. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

 N/A 
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John McGovern Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 

Fall 2013-Spring2017; I obtained a bachelor’s degree in percussion performance. 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 

MM Candidate and GA at the University of Maryland, College Park. For the last two 
years I have been a library and museum assistant at Florida State University. 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

N/A 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Absolutely. Dr. Parks’ insistence on total mastery in all areas of percussion is beyond a 
doubt responsible for my position at UMD. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 
All my lessons were recorded onto my computer using Audacity or Adobe Audition. I 
learned to use these programs, as well as video editing software, in Dr. Parks’ recording 
class. We also did full recording sessions for our albums, but I didn’t do anything 
technical in these sessions; I only played on them. 

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

N/A 

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 
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N/A 
 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?  

 

I think the biggest clear result of the implementation of technology in our field is the 
growing prominence of video recordings as a way to distribute music. A well-shot video 
with high sound and video quality is FAR more effective at distributing music than a CD 
these days. Furthermore, since it’s a personal dream of mine to make classical music for 
the indie rock crowd, I know already that video recording is going to be a major part of 
my musical output in the future. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?  

 

I can think of two. The first one is a deficiency in the ability to use video and audio 
recording equipment. I am by no means a production auteur, but I’m aware this is an area 
I need to become more familiar with and I’m working on it. The second one, and this 
goes a little deeper, is that, from my perspective, a lot of percussionists can DMA’s who 
probably shouldn’t be getting them. I think its deeply foolish to get a DMA degree 
because you don’t know what else to do and from where I’m standing that’s pretty 
common. People getting doctoral-level degrees in music whose future plans are just “to 
get a job wherever.”  

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.  

 
I think it would be valuable for a percussion student to also study musicology for the sake 
of further expanding the array of work they could potentially do. Do musicology, win an 
orchestra job, and teach music classes to non-majors at the community college. That’s a 
path I would one day like to go down, though I’m not ready for it yet. But this specific 
path is only viable if the student is already progressing down the very specific path of 
“orchestral auditions,” and the world is a lot bigger than that. There would be value in a 
math degree. In a degree in the humanities. If it’s something the student loves, they can 
study it.  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Being adaptable and easy to work with. There is a lot of work in the world but you have 
to be ready to become the player who is needed to take it. But I think that becoming easy 
to work with is an even bigger concern, because there are percussionists out there who 
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just don’t see this as important. But I have played performances with people who were 
just miserable to be around, be it through excessive negativity, frequent racist or 
misogynistic jokes, or unreliability, and I had no great desire to work with these players 
again. But can you actually teach that as part of a music curriculum? I’m not sure. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

 N/A 
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DJ Palmire Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

Fall 2006-Spring 2010: Bachelor of Music: Performance 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

Musician – United States Army Band, “Pershing’s Own” 
Worship Leader – Grace Baptist Church 
Director – Woodbridge High School Band and Indoor Drumline 
Musician – United States Marine Forces Pacific Band 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

Master of Arts in Religion – Summer 2017: Liberty University 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
The program at FSU gave me the tools necessary to win an audition. Time management 
and audition preparation were vital to my successful audition. Use of recording devices 
for personal study and enrichment enabled objective observation of performances or 
mock auditions and allowed targeted practicing of areas that may have been neglected but 
that showed up in the recordings. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Audio recording of all lessons. I cannot recall equipment. The outcome was that I could 
go back to the recording of my lesson and hear what Dr. Parks said or modeled so that I 
could attempt to take the appropriate corrective action. Several audition recordings were 
made and edited resulting in acceptance to Texas Music Festival.  

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

Not currently teaching. 
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7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

N/A 
 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 
Need for good audio/visual recordings is a must when considering video rounds for 
military band auditions.  

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

Often, university percussionists are two-mallet focused and do not play rudimental snare 
drum or drum set well. Instead of preparing soloists, the development of well-rounded 
percussionists that may not be the best at one thing but do everything well is important 
for military bands in particular. 

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 
Do not let a singular focus on one instrument or aspect of playing limit your musical 
experience. Use particularly the undergraduate experience as a time to get a grasp of a 
little bit of everything: orchestra, marching/rudimental, drum set, and world percussion. 
Also, explore other areas of interest outside of music even if it is not part of the degree 
program; not everyone can get a job doing music, other skills will need to be developed 
that may not be musical in nature. 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

People skills and the ability to be a chameleon in all situations. 
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

 N/A 
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Austin Pelella Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?   

 

Fall 2008 – Spring 2013 Bachelor’s of Music Education 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?   

 

Sergeant (E-5), Musician (Percussionist), The Commandant’s Own United States Marine 
Drum and Bugle Corps (2013 – ); Percussion Instructor Amos P. Godby High School 
(2011 – 2013); Assistant Drumline Instructor Woodbridge High School (2014 – 2015). 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?   

 

N/A 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.   

 

I don’t just feel, I KNOW that the time I spent at Florida State University (FSU), and the 
myriad lessons I learned prepared me for the outside/professional world. I ponder this 
conundrum often in fact, because I find myself thinking that the experience I had at FSU 
was often of a more professional nature than the experiences that I’ve had since my 
graduation. Part of me feels that I was just incredibly fortunate that the colleagues I had 
during college were of such high caliber, and that I was merely unaware of how good I 
had it. That, combined with Dr. Parks’ meticulous cultivation of us as players and 
coworkers made for an iron-clad full steam ship of forward motion. All-in-all, I credit my 
experience at FSU for my innate understanding of the relationship between conductors 
and performers, my ability to perform, my ability to practice effectively, and my ability 
to communicate issues in all of the latter idioms completely, practically, and correctly.  

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.   

 
I don’t know the brand name of microphones and cameras used, but I know that our 
recordings were cited as being professional in quality by many a reputable sources, to 
include PASIC judge panels. 

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 
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PAS).   

 
N/A 

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?   

 
N/A 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?   

 

I know that after my graduation that Dr. Parks began to incorporate social media to help 
get the names of his students out there. My unit uses social media much to our advantage 
to get word out about performance dates, locations, and showtimes, as well as the 
“livestreaming” of performances. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?   

 

I cannot speak 100 percent on percussionists currently attending university. However, I 
can say that I often find my contemporaries to be too narrow minded.  I feel that all artists 
should be open to learning from anyone at any time, even if the lesson is on what not to 
do. LISTEN TO EVERYTHING. Also, learn how to play drumset, and I mean really play 
it. Even if it’s just two and four, if you can make a statement with it, it becomes just 
another arrow in your quiver of knowledge, experience, and ability.  

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.   

 

I would most definitely encourage them to learn how to work writing, editing, and/or 
recording software, and how the associated hardware is incorporated with it. That might 
mean a Minor in Music Business if possible. 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

How to promote one’s self. I feel that too often we are over encouraged to be humble. 
Humility is essential, but at points you have to know when to “flaunt what you’ve got”, 
don’t be afraid to show off your abilities at the right time. The former would lead to this – 
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you can’t do that if you don’t understand TACT, which I believe numerous studio classes 
could be given on, and most likely are not. Additionally, don’t be afraid to laugh at 
yourself/don’t take yourself too seriously.  Also, earn how to play drumset. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic?  

 

N/A 
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Carley Pelella Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 

Bachelor’s Degree in Music Education, Certificate in Special Music Education (Fall 2009 
– Fall 2013) 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 

Current Title - Online English Teacher, VIPKid  
 

 Previous Positions -  
 Music Specialist, Kimball Elementary School, Washington, D.C. (2014 – 2016) 
 Assistant Front Ensemble Instructor, Woodbridge High School, Woodbridge, VA  (2014-
 2015) 

Percussion Director, Legacy Charter School, Greenville, SC (2014) 
 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

TESOL/TESL/TEFL Teacher Certification  - Oxford Seminars, July 2013               
Orff-Schulwerk Level 1 Certification - August 2010 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent. 

 
I believe that skills learned at FSU have directly assisted me in obtaining my previous 
and current positions.  In fact, without my time at FSU, I would not be the professional 
that I am today. My time at FSU taught me how to behave, dress, and communicate in the 
professional world. It taught me how to send an email, how to request things, and 
essentially, how to exist in a professional setting. 
 

5.  What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.   

 

In my education at FSU, I remember technology being on the forefront. We used 
everything from email to creating albums. The biggest influence for me was in listening 
to recorded lessons. I could go back and listen to lessons over and over. This was helpful 
in the form of simply remembering what was said during a lesson to listening to Dr. 
Parks play something that I would try to mimic. I would also listen to lessons from me 
piers to gain an understanding of what I should sound like.  
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 
I do not currently have a studio. I do however use technology in teaching as I record my 
students playing and have them watch or listen to the recording. I remember finding this 
extremely helpful in school and like to use these resources to further my students’ 
development.  

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 
While working with the Woodbridge High School Indoor Front Ensemble, I would have 
the student listen to recordings of themselves and watch their technique. This enabled my 
visual learners to see what was happening and my auditory learners to hear what was 
happening. They were able to fix their mistakes and move on to place 2nd in the Atlantic 
Indoor Association North Championships.  

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

My job is currently, solely based online; without technology, I would not have a job. I 
have used this to my advantage. Every lesson that I teach is recorded. If I teach a concept 
and the student does not understand the concept, I am able to go back and watch the 
recording to see what I can fix to better educate my students. In the ESL world, it is very 
important to make sure that what you are saying makes sense in the simplest form. 
Having a recording to check myself is very valuable.  

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

I believe that a shortcoming of university percussionists is that they are very focused on 
one aspect of percussion. From my experience, and the experience of my piers, it is vital 
to have an understanding not just of concert percussion, but also of world percussion and 
drum set. Most playing jobs are for drum set. As I do not have a strong background in 
drum set, I find myself limited in gigs I can take.  

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 
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I personally have debated getting another degree in educational technology. We are 
clearly moving towards a technological world. I believe it is important be “up with the 
times” and to stay current with the goings of the world. Having a degree in something 
that you are passionate, but also something that is useful to world, and being able to 
combine the two, has nothing to offer someone but a beautiful outcome.  I would 
encourage my students to look into technological fields of study.  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?  

 

To pursue a career in this field, or any field, a person needs to be flexible. They need to 
be able to roll with the punches. He should be disciplined, reliable, and selfless. He 
should constantly be looking for ways to improve, and should always want what is better. 
He should always be open to criticism.  

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

Technology played a major roll in my time at FSU. Not only did a listen back to lessons, 
but I also listened to my colleagues’ lessons. I listened to recordings of every orchestra I 
could find. I listened and I watched to make myself better. Without the ability to listen 
back, I do not think I would have moved forward as well as I did.  
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Eric Peterson Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

Fall 2004 - Spring 2008. BM in Music Performance. 
 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

Freelance performer/educator. I maintain a private studio of 30-40 students and perform 
as often as possible. I am a substitute musician with the San Antonio and Mid Texas 
Symphonies, often perform musicals at various theaters throughout San Antonio, and am 
one half of the Peterson/Hayes Duo, a flute and percussion chamber duo. 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

University of Texas at Austin, Fall 2008 - Spring 2010. MM in Music Performance 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Absolutely, the majority of what I have learned about music was at FSU, while grad 
school was more fine-tuning of the skills I had already learned and substantially less 
credit hours. Besides playing, I learned a lot more about professionalism, job 
opportunities, and networking at FSU than I did at UT.  

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Unfortunately, I'm going to have a hard time remembering any particular brands, but Dr. 
Parks started recording in the last year or two (2007-08) I was attending FSU. I remember 
this being used quite a bit in preparation for a performance at PASIC in Fall 2007. If I 
recall correctly, we were able to record audio of our lessons and transfer them to a flash 
drive.  

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

Yes, mainly a Zoom audio/video recorder and iPad. Apps include Relative Pitch (interval 
identification), Music Tutor (note identification), Quizlet (flash cards for music terms), 
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Notion (music notation), Tempo (metronome), ForScore (digital music library), Cleartune 
(tuner), Theory Lessons (a few chapters of basic music theory with audio examples), 
Google translate (translate unfamiliar foreign terms/directions), camera - I like being able 
to take pictures and video, especially slow motion video for efficient movement. Tiny 
Invoice and Square Reader are both helpful in regards to billing students and schools. 
Pages and Vanillapen are useful apps for flyer/poster design.  

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

The iPad has certainly made invoicing, communication, and record keeping easier for me. 
I'm able to send parents notes I take about their children's progress. Ive been able to help 
high school students who have continued with music at the University level record 
recitals and other performances they've given. These include Kevin Zetina, undergrad at 
Eastman, Elise Rosen and Roman Lanzas, undergrads at Texas State, and Nathan 
Urushima, undergrad at University of North Texas.  

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

I no longer teach marching band, but the use of amplification and technology in the front 
ensemble continues to grow. I marched drum corps in 2004, the first year amplification 
was legal in DCI. It was pretty minimal at the time, a cheap microphone or two per 
keyboard instrument, a small audio interface, and a few speakers. I now see subwoofers, 
higher quality microphones, amplifiers, remote controlling the board via tablet, etc. In 
addition to higher quality amplification, front ensembles are using more electronic 
instruments - synthesizers, DTX/SPDS/drum machines, Theremin, etc. I'm seeing more 
freelance educators/performers utilizing tablets. I use an iPad for reading music in 
performance and as a teaching tool. It's a time consuming and gradual process, but Ive 
been scanning all of my music, so I have almost my entire library with me as I travel 
school to school. There are a variety of apps that I use for different age groups/levels that 
are listed in #6. 
   
Recording is definitely something Ive been working to improve upon. My flute and 
percussion duo, Peterson/Hayes Duo, recorded an album last year in a studio and it was 
an awful experience. I'd like to avoid doing that again and record things myself as much 
as possible.  

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 
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I don't work with too many university students on the teaching level, so I may not have 
the best answer for this. I do play gigs with university students and recent graduates. 
Usually the problem I see is not as much with playing, but with professionalism. Showing 
up late to rehearsals and performances, forgetting essential items like music, mouthpiece, 
bow, etc. 

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

Composition/arranging/transcribing, audio and video recording, photography, and 
instrument repair. I think its important to know that most musicians are not going to make 
a living off one field of music - performing, teaching, writing, etc. I think about what I 
and other musicians need, and want to provide that skill. Saves me money and keeps me 
working in the music field, rather than picking up jobs I'm less interested in. 

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Recording, writing, and social skills. Most applications for grants, performance 
opportunities, schools, summer programs, etc. require audio and video (preferred). 
Paying someone else to record you can get expensive, so its certainly worth being able to 
do so on your own. To freelance like I do, its important to socialize and network. The 
majority of work I get is through people I know hiring me or suggesting someone else 
hires me. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

No, I hope my answers are helpful.  
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Sabrina Peterson Questionnaire Responses  

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

I started Florida State in the Fall of 2013 and graduated in the Spring of 2017 with my 
Bachelor’s Degree in Percussion Performance. 

 
2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

I am currently the front ensemble director for Melbourne High School and a self-
employed private lesson instructor for high school and middle school students in 
Melbourne, FL. I was also the percussion consultant for Fairview Middle School in 
Tallahassee, FL, during the 2013-2014 school year. 

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

 N/A 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Most certainly. I have been able to pass down numerous techniques about anything from 
how to memorize music to how to roll on tambourine because I learned them from Dr. 
John Parks and the various teaching assistants during my time. Dr. Parks frequently gives 
advice about giving constructive criticism in a way that keeps the student felling engaged 
and positive, as opposed to showering them in negativity. At FSU, we focus on becoming 
well-rounded percussionists that can play well in all areas. Without this, I would not be 
able to be a successful private lesson instructor.     

 
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Starting with software, Adobe Audition, Adobe Premiere, and Sony Vegas. We had two 
HD cameras during my time – a Canon XA10 and a Canon XF200. When it comes to 
microphones we had two sE 4400as, two DPA omnis, two Earthworks omnis, and six 
AKG cardioids. Finally, we had a Scarlett Focusrite, MOTU, and a Presonus interface. 
We used any combination of this equipment for things like recording lessons, videos for 
websites or contests, tracks for our percussion ensemble CDs, prescreenings, and recitals. 
Because of the professional grade equipment and software, we could accomplish studio 
quality recordings in our own percussion studio. 
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6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

I am currently working on purchasing my own microphones, the missing piece to my set 
up as I already have the Adobe Creative Cloud and a Focusrite. Once I do, I plan on 
implementing these into my studio to help students record themselves and their lessons.  

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

N/A 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

More and more we are seeing compositions that include tape (e.g. Stop Speaking by 
Andy Akiho that is for snare drum and tape). I am also noticing that more people are self-
producing master class type videos that are in HD quality with high quality sound in their 
own studios or home. I have done several of my own recordings to practice and have 
done recordings for my peers as well. Both are fully involved – setting up equipment, 
having a solid workflow, recording and marking, and putting everything together in post-
production. With recording, you learn the most through practice. 

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

A lack of planning and recording knowledge. A university student has so many things to 
do throughout the day that are not practicing, so every available minute is valuable. If 
students plan their day the night before down to the minute, they could have an 
enormously productive day and accomplish everything they need to – nothing is left up to 
chance. Having the ability to record is an invaluable skill that opens up so many doors. 
Not only does it help you remember everything your instructor told you in your lesson, 
but you can hear how your playing changed. Then you can put together your own 
recordings without the massive fees or need to rent out a studio. This could then even 
turn into a way to make money in your post-graduate career, or even while you are still at 
school. I would love for every studio to at least have a pair of omnidirectional overhead 
microphones, a Focusrite interface, software equivalent to Adobe Audition and Premiere, 
and a HD camera.  
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10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

I would highly recommend the recording engineer avenue. The student could do both 
simultaneously and not feel like it was taking too much time away from their percussion 
studies, and it could actually help their playing abilities.  

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?  

 

People skills. Our field is so small and word spreads fast. If you are not a team player and 
are frequently insulting your principal, conductor, or anyone else, it will be mighty 
difficult for you to find and keep a job. You also need to know how to market yourself. 
Keep an updated resume and CV, have a nice looking website, and have a professional 
YouTube channel.  

 
12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

Technology is ever evolving and I think it is important that we embrace it and use it to 
our advantage.  
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Stephanie Prestigiacomo Questionnaire Responses 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 
I attended Florida State University from Fall 2006-Spring 2011, and acquired a 
Bachelor in Music Education. 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 
Currently, I am an elementary music teacher. I have taught general music to second grade 
through fifth grade. I also have taught fifth grade percussion classes, along with teaching 
private percussion lessons. I have performed in paid community orchestras.  

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 
Teaching Certification obtained Spring 2011 

 
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
Absolutely, YES. I used basic video and audio recordings (that I learned through Dr. 
Parks), to introduce music and new types of percussion performances to students, 
teachers, administrators, and parents, which they had never experienced before. Also, by 
using various technologies, I have been able to collect data from my students to present to 
administration to show the impact I have on student learning. I was also able to use 
performance recordings to gain donations and grant money for our music program. In the 
end, all of this helped me get the position I have today. 

 
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 
The audio in each applied lesson I was involved in was professionally recorded by Dr. 
Parks, then transferred to my personal USB. I then would be able to review the recording 
for my “self-teaching” practice time throughout the week. Dr. Parks also taught me to 
video record myself playing so I could check technique, watch for how I look visually as 
a performer, and to listen through my eyes. I then could pin point places where I should 
play more musically, needed to practice more, and where I needed to work on technique. 
 
Dr. Parks also professionally audio recorded each studio lesson and performance. He 
showed me the basic microphone types (cardioid and omni directional), and taught me 
where I would use each type, and how to set them up. With studio lessons and 
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performances recorded, we were able to analyze the information and improve our playing 
as a whole. 

 
6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 
Yes, I use technology in my teaching. I use cardioid and omni microphones for 
performances, as well as in recordings for auditions. I record each private lesson I give 
for the student’s benefit as well as mine. I record myself teaching to analyze my lesson 
and my approach to the students. I use SmartMusic and SMARTboard technologies to 
collect data on my students’ playing ability, performances, and classwork. All of these 
have aided in my students’ musical growth, playing ability, and the ability to pursue 
music in secondary and magnet schools. 

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 
Percussion Club for Third-Fifth Grade: FIU Music in Need Grant Award Recipients  
Percussion Club for Fifth Grade: Guitar Center Donations 
Percussion Club for Fifth Grade: University of Miami NAfME Grant Award Recipients 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 
The trends I see in the teaching field have been to use and incorporate as many 
technologies as I can to collect data. Everything has been very DATA DRIVEN. Every 
few years there seems to be a new music program we as educators need to learn and use 
to stay current with our teaching strategies as well as keeping our students current.  
 
I constantly use audio and visual recordings daily to teach musical concepts to my 
students. I record percussion club rehearsals and have students listen back right away. We 
then analyze our performance and discuss the positives and negatives. I use Noteflight to 
write out arrangements and original pieces to fit the needs of the instrumentation of my 
students. I use SMARTboard technologies and SmartMusic to collect data about my 
student’s performance abilities and grades. 

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 
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N/A 

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 
Music Technology-from the basics to engineering. I would 100% encourage a current 
percussion student (performance or education) to explore music technology. Technology 
is everywhere in the working world now. From selecting and setting up microphones in 
different venues, using the proper speakers, recording a high-quality audition tape, to 
using social media as advertisement- it all needs to be discussed and taught to survive the 
performance or teaching world. 

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?  

 
Students need to learn the professional side of social media and advertisement. 

 
12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 
N/A 
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Luis Rivera Questionnaire Responses 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 
Fall 2009-Summer 2012, Doctor of Music in Percussion Performance 

 
2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 
Assistant Professor of Music, Director of Percussion Studies, University of South 
Alabama; instructor/technician/consultant for various drum and bugle corps since 2005; 
marching band/indoor drumline/solo & ensemble adjudicator 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates?  

 
Bachelor of Music Education from University of Central Florida (Spring 2003-Spring 
2007); Master of Music in Percussion Performance from University of South Carolina 
(Fall 2007-Spring 2009) 

 
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
I honestly believe that the skills I acquired at FSU were the final steps in helping me be 
not only a more knowledgeable musician, but to also gain significant experience with 
recording technology that I did not acquire in my previous institutions. I felt very 
confident in my abilities when I applied and interviewed for my current position because 
I had several facets of live music performance, studio performance, pedagogy, 
composition, and technology up to a very high level thanks to my time at FSU. 

 
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 
It’s hard to remember, but I believe Earthworks microphones were used to record 
ensemble rehearsals and lessons so that we could study them and archive them on our 
personal devices. Dropbox accounts were made for all students so that file sharing could 
be easier between Dr. Parks and the studio, including reference recordings of all 
ensemble repertoire. The microphones (in conjunction with personal webcams from 
various studio members) were also used during Skype sessions with several composers 
from around the globe during ensemble rehearsals, especially when we were preparing 
world premiere performances. The environment of a professional recording studio that 
Dr. Parks fostered during my time there definitely inspired all of the graduate and oldest 
undergraduate students to purchase personal equipment to be able to use once we left 
FSU. We used our smartphones to capture HD quality video of performances; we used 
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studio and personal microphones to capture high quality audio of performances; we 
purchased and learned about audio and video editing software to be able to create our 
own projects and gain more experience; by the time I left, all of the graduate students 
were able to professionally record album-quality discs and high quality videos. 

 
6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 
I have implemented Adobe Audition, Sony Vegas Studio, Earthworks Omnidirectional 
Microphones, AKG 414 Matched Pair Microphones, Shure SM57 Microphones, MOTU 
4-Pre Audio Interface, MOTU Hybrid MK893 Digital Audio Workspace, and a Logitech 
HD Webcam into my studio at USA. All of these pieces of equipment have been used to 
professionally record my students for graduate school auditions, festival and scholarship 
applications, live stream all percussion events that take place in our performance hall, I 
will also implement a Shure wireless in-ear monitor system in the Fall 2017 semester. 

 
 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)?  

 
Jeremy Megginson – BME c/o 2013 (USA), MM degree from University of Utah as a TA 
c/o 2015, Assistant Director of Bands Westlake High School 
Chase Davidson – BME c/o 2013 (USA), Director of Bands at Saraland HS 
Ian Jones – BM c/o 2015 (USA), MM degree from Ithaca College as a TA c/o 2017, 
runner-up of the Larry Spivack International Solo Vibraphone Competition 2014 
Jessica Foster – BME c/o 2015 (USA), music educator in western New York 
Steven Davidson – BM c/o 2015 (USA), Winner of the Larry Spivack International Solo 
Vibraphone Competition 2014, freelance musician/engineer in Mobile, AL 
Bryant Ramey – BME c/o 2015 (USA), pursuing a MME degree at USA, music educator 
in Fairhope, AL 
Ben Ivey – BME c/o 2016 (USA), Assistant Director of Bands Theodore High School 
Soren Odom – BME c/o 2016 (USA), accepted as a MM candidate at the Seattle Film 
Institute 
Luke Smith – BM c/o 2016 (USA), pursuing a MM degree at the University of Oregon, 
Winner of a Global Music Award of Merit (2014) 
Ryan Boehme – BME c/o 2017 (USA), accepted as a MM candidate and TA at the 
University of Central Florida, 3rd Place finish at the 2015 PASIC Individual Marching 
Snare Competition 
USA Percussion Ensemble – 2nd Place finishes at 2014 and 2015 PASIC Concert 
Chamber Percussion Ensemble Competition 
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8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life?  

 

I would say the current trends are capturing studio or live performances of yourself or 
your studio and making sure they are visible via several platforms (Facebook, Youtube, 
etc). Online and/or digital evidence is how potential recruits find out about your program 
nowadays. Videos, photographs, and live streaming are how word travels around the 
entire world, so I’ve made a point of learning video/audio recording and editing software 
to be able to create projects for the benefit of myself and my studio.    

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?  

 
I would say the biggest shortcomings are thinking one needs to be specialized in one 
facet of percussion, and/or not seeking self-improvement in one of the big five categories 
of percussion instruments (mallets, snare, timpani, drum set, world) just because they 
“think they’re not good at one of those areas.” Obviously if the applied professor does not 
include one of those instruments in the curriculum that is out of the student’s control. But 
if the resources are available from the applied professor, students need to be proactive 
about getting lessons on instruments they feel they are deficient on. Percussion is 
probably the only collection of instruments that are involved in all, if not most of the 
world’s cultures. The ultimate goal of any collegiate study is to be able to make a living 
in that field, and I strongly believe if you are not multi-faceted in this career, you are 
seriously selling yourself short and making employment opportunities much harder to 
acquire.  

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard.   

 
I would say once they find an additional interest, take courses in those interested fields 
(composing, business, recording, A/V technology, etc.) that either coincides with their 
career goals, or maybe might help them to explore an additional facet of percussion they 
might not have known existed. Also, always make sure you seek additional 
teaching/performing opportunities outside of the classroom, network! 

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skill sets students need to acquire if they are 

hoping to pursue a career in this field?   

 
Plentiful chamber ensemble experiences! I would also say trying to find another “hobby” 
within the field to stimulate their own personal growth and motivation, such as learning a 
new instrument, composing, teaching at other institutions (ie drum corps, festivals, music 
academies), scholarly research, etc.  
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12. Is there anything you would like to add or clarify given the nature of this treatise 

topic?  

 
N/A 
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Peter Soroka Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire?  

 
Fall 2015 – Spring 2018 (expected): Doctor of Music degree 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

Currently enrolled student that performs and teaches around the Tallahassee area 
 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

Virginia Commonwealth University, 2011 
The University of North Texas, 2013 

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

I feel that the skills I am acquiring at FSU are helping to set me apart from other 
candidates without the same types of experience. I am already able to make extra money 
recording other students for job applications or other events.  
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

At Florida State now, we have a new professional-level camcorder (Canon XF200), the 
existing Canon XA10 camcorder, several personal GoPro cameras, two DPA 
omnidirectional mics, two Earthworks omnidirectional mics, several AKG cardioid mics, 
and two SE 4400a mics. For software, most students are comfortable using Adobe 
Audition for audio recording and editing, but several are also very comfortable in Vegas 
Pro 14, Adobe Premiere, and iMovie for video editing. All of the graduate students have 
used this gear several times through the year to record projects for self-promotion, for 
other musicians in the school, and for some outside projects.   

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

Same info as above. 
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7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

Several students (Mitchell Gribbroek and myself) have advanced in pre-screening rounds 
with premiere military bands (where members of the judging panel complemented the 
quality of our videos). Others have recorded for job applications or graduate school 
prescreening tapes and have made it into those programs. Several of these 
accomplishments are highlighted on Dr. Parks’s website.   

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

It seems that, now more than ever, schools are hiring people with more diverse extra 
musical skills. Some job openings are even requiring hiring someone with the ability to 
run a music computer lab or teach classes dealing with technology. At the very minimum, 
musicians need to worry about self-promotion and their social media presence. As a 
result, being able to make your own videos easily lets you tackle this task. Tomorrow, for 
example, a colleague and I are recording a new piece that will be hitting the media outlets 
in the near future to serve multiple purposes: promoting our duo group, bringing 
awareness to this great piece, and helping to further the FSU percussion studio name.   

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

The biggest shortcomings that I find in university percussionists would be knowing how 
to market yourself and finding diverse ways to sell your skills as a product. I feel like that 
isn’t something I received coaching on until I came to FSU. Many teachers leave out the 
part of connecting the dots from finishing a Bachelor’s degree to actually applying for 
and getting a job in the music world. Having a job always seemed like such a distant 
prospect when I was graduating from my undergraduate and I’m sure I’m not alone. 
Fortunately, having teachers like Dr. Parks who are invested in the future of their students 
drastically helps to bridge that gap. I am seeing/hearing about more programs that are 
encouraging entrepreneurship classes and encouraging students to diversify their skill sets 
(such as learning to record). This will be vitally important for future music students to be 
successful.  

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

Recording would be at least one option. Most percussionists enjoy listening to music and 
are usually interested in the process of recording it. Percussionists and probably all 
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musicians love the idea of being able to record yourself whenever you want. Also, 
entrepreneurship would be another good avenue.  

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Being able to network, being a good human being, and being reliable.  
 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

Recording is vital in 2017. If you don’t have any recordings available, people probably 
won’t know anything about you or have any frame of reference for your abilities as a 
musician. Most people want to search online and try before they buy, even in the job 
market when organizations are looking to hire someone.  
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Tony Steve Questionnaire Responses 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

I attended FSU between 2010 and 2013. I am currently ABD for a DM in Percussion 
Performance. 

 
2. What is your current title, occupation, and what are some additional occupations 

that you have held? 
 
I am currently Artist-in-Residence at Jacksonville University. I have been at JU since 
2003 full time. Aside from JU I am a busy freelance performer in the southeast.  

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 
 
Jacksonville University  1984 – BM Performance 
Ithaca College    1990 – MM Performance       

 
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  
 
Not applicable. My work at FSU has had a strong, positive impact on my work as a 
teacher.  

 
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 
MAC, Garage band, Audacity, Scarlett.  

 
6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  
 
Currently my set-up is: 
iMac Desktop 
Logic 10X 
Scarlett 616 Interface 
Shure P81Mics 
Behringer Condenser Mics 
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7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 
 
My student Anthony Akapnitis was accepted into the MM program at SUNY- Buffalo 
this past spring. 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 
 
I use these tools when working on silent film, documentaries, and electro-acoutic music 
scores. 

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 
In my region a lack of solid background from private study prior to college. 
Those students with a private study background are much more successful early on. Also, 
a lack of mallet sight-reading and strong rudimental skills. 
“Drum Tech” positions at the high school level should not be taught by those without a 
degree in percussion.  

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 
 
Ethnomusicology and recording techniques would be the two areas that would be the 
most beneficial to any percussionist. 

 
11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   
 
Strong computer skills. The percussion student performing contemporary music should 
be well-versed or at least familiar with the program MAX. MAX is standard procedure in 
the world of electronic music composition today. 

 
12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 
Students today have to move and learn faster than they did thirty years ago. 
Most important is that the technology allows for growth technically, artistically, and 
creatively. Without creativity we lose progress in our field of percussion. The great 
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progressives: BlackEarth Percussion Quartet, Nexus, Gordon Stout, John Serry Jr. and 
many others were on the forefront of chaning how the instruments were played. The level 
of technical prowess at the university level today from 1984, when I graduated 
undergrad, is astounding. The downside of that is there seems to be a loss of soulfulness 
in many of the performances that come my way. 
The soulfulness is there, it just needs to not be afraid to take risks in live performances.  
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John Thomas Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

I attended Florida State University from Fall 2010 to Spring 2014 to earn my B.M. in 
Percussion Performance. 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

I am currently working as a title-less freelance musician for the majority of my income. I 
am also the founder of Meta Quest Studios, which records audio and video for a variety 
of projects. For the past five years I have also been the principal percussionist for 
Sinfonia Gulf Coast. 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

N/A. 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

Although I have taken a career path dissimilar to many of my colleagues at Florida State 
University (FSU), the skills and knowledge I acquired during my time there are put to use 
daily. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

In 2011, the FSU percussion ensemble performed on a tour concluding at PASIC in 
Indianapolis. Although every hall we performed for during the tour had substantial sound 
capabilities, we wanted to craft and perfect our sound for the sake of practice and 
performance consistency. The setup centered around a rack mounted PreSonus 8 channel 
interface with FireWire connectivity. The XLR microphone inputs we used included a 
vocal microphone, and drum set overheads arranged in stereo. The interface then fed into 
a MacBook Pro running Apple Logic via the aforementioned FireWire. A USB MIDI 
(musical instrument digital interface) keyboard was used to trigger a bass patch for the 
final piece in the program. The bass patch itself was queued from a sample based 
operator, Trilian, rather than an oscillating synthesizer. This created a remarkably 
accurate representation of the ideal analogue source, albeit through digital means. To 
actually hear these processes as intended, the stereo output was mixed in Logic and fed 
through the PreSonus interface in Left and Right channels. The four speakers we used 
were bi-amped 1000w QSC K12's. Other than their clear and accurate response at 
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outrageous volumes, the brilliance of these versatile speakers is the back panel design, 
which affords spoiling flexibility. Two of these were set up on stands in the back and two 
sat upright on the floor of the stage in the front. The Left channel XLR cable was fed to 
the left speaker in the back, then daisy chained to the left floor speaker downstage. The 
Right channel mirrored the setup for the Left exactly. The distances were not so great that 
phasing or delay posed a threat. This attention to detail created a consistent stage product 
that was mobile and repeatable. 

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

I am currently working on a Meta Quest solo album that is more electronic jazz than 
classical percussion. With that in mind I use a slightly different set of tools including a 
looping powerhouse Ableton Live. Its dedicated MIDI controller "PUSH" is a whole new 
style of instrument and interface. I use it as the centerpiece to enable/record/loop all other 
MIDI devices including a MalletKat PRO, M-Audio Keystation 61, and a Novation 
LaunchKey Mini. It also controls any live microphone use and associated processing 
through a PreSonus 16.0.2 mixer and MacBook Pro. Despite any claims about MOGAMI 
cables having a superior audio quality, I experience remarkable results with Monoprice. 
All their budget friendly cables have sound construction and a lifetime warranty. 
 
For teaching however, I record all lessons in Logic X and upload them to a shared 
Google Drive. Logic X is accessible and elegant, and if the need arises for complex 
editing or synthesizing it's my first choice. I no longer use Adobe Audition as an external 
editor. It has two benefits that have become obsolete in my workflow. It has powerful 
algorithms for noise cancelling and spectral editing, but iZotope RX 6 works flawlessly 
as an AU or VST plugin. There's no longer a need to switch between any programs. 
Much like FSU, every student has access to recorded lessons and much like FSU, the 
ones who demonstrate the tenacity to listen and benefit from the lessons progress more 
quickly.  

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

N/A 
 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 
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At this point in time it is clear the percussionist is responsible for ushering in, and 
incorporating technology. We are burdened with running sound in the Front Ensemble 
and triggering sound effects in the concert halls. There is already a staggering diversity in 
percussion and the addition of vast electronic involvement can be overwhelming. The 
dream of being proficient at everything is fading. It is delightful that percussionists are 
exploring electronic means, because it fundamentally speaks to us: we like sounds. The 
caveat however is that it can distract from a formal education. A student can graduate 
University with a performance degree, and barely play "Porgy and Bess" because they 
spent time in front of a screen instead of in front of an instrument. Both have respective 
merits, but degree-seeking curriculum should be paramount. 

 

I have balanced this conundrum in the best way I can, by creating Meta Quest. I am still 
using percussion techniques and abilities, but presenting them in a new way through 
technology. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

Many classical percussionists do not play drumset. I don't expect them to audition for 
Dream Theater, but rather sit in with a big band or take a musical gig. Playing drum set 
offers a different perspective and responsibility, so accumulating that knowledge will 
benefit their playing in other areas and genres. As principal of Sinfonia Gulf Coast, I play 
drum set 75% of the time. Pedagogically, Jazz and Classical have become segregated, but 
I insist that undergraduates sit with combos or try to minor in Jazz. Some classical theory 
can seem archaic and while a classical foundation is imperative, jazz will cover some 
more modern material. Classical and Jazz genres are both still very relevant, so students 
shouldn't limit themselves by being closed-minded. 

 

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

N/A 
 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field? 

 

Communication is key. The best musician in the world can sit at home and sound 
amazing, but will never play a gig if they don't ask for one. Being able to jump into a 
room full of strangers and do something as intimate as perform music is a fascinating 
endeavor. A musician able to communicate effectively will get more call backs and 
references than one who shows up quietly, plays, and leaves (assuming all else equal). 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 
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N/A 
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Tyler Tolles Questionnaire Responses 

 
1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 
MM- Percussion Performance (Fall 2013- Spring 2016) 
MM- Jazz Studies (Fall 2013- Spring 2016) 
DM- Percussion Performance (Fall 2017- Spring 2019) 

 
2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 
University of North Alabama- Adjunct Instructor 
FSU Doctoral Teaching Assistant  
Tallahassee Symphony Orchestra (Principal Timpani/Acting Principal Percussion) 

 
3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 
University of North Texas 
BM- Percussion Performance (Fall 2009- Spring 2013) 

 
4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
Yes, along with the extensive hours of training on performing and teaching percussion, 
the recording skills I developed at FSU make me uniquely qualified to provide a well-
rounded education to students looking to develop a freelance career, perform 
professionally, or become music educators. 

 
5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 
Recording on two FSUPE discs (Vol. 3 and 4) 
Producing solo vibraphone album 
Video recording projects (White Pines) 
Prescreening audition tapes for students 
XF 200 
XA 10 
SE Condenser Mics 
Rode NT 55 Stereo Mics 

 
6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to professionally 
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record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 
N/A 

 
7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 
Glenda Lopez- Eastern Music Festival 
Tennison Watts- Carolina Crown 

 
8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 
Recording is crucial to the development of all music students.  The best thing you can do 
for your students is record their lessons and require them to listen back to them.  Lesson 
retention for non-recorded lessons is very low; lesson retention for recorded lessons is 
100%.  This is one of the many ways I have altered my teaching strategies while at FSU.   

 
9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 
The biggest shortcoming, by far, is the disconnect between degree training and job 
training.  Much of what percussionists learn is useful for attaining a degree but not 
always for getting a job.  I believe it is imperative that teachers provide exposure and 
experiences to all facets of the percussion world, not just a few.  Even orchestral and 
military band auditions have signaled change by including drum set styles and 
improvisation as well as advanced marimba solos on the lists.  I would bet that percussion 
audition lists over the next 30 years will start to include a demonstration of basic hand 
drumming, solo vibraphone, steel pan, and technological proficiency (to name a few).  I 
understand that not every school will have a Trinidadian steel band, Indonesian gamelan 
ensemble, or Korean drumming group, but I believe even the slightest exposure to all 
types of music is critical to the development of future percussionists.   

 
10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 
Anything that puts them in position to achieve their goal and/or job. Recording skills 
would be a useful skill to all disciplines within music. 
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11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 
-Good people/communication skills 
-Business savvy 
-Patience 

 
12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

 N/A 
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Ben Tomlinson Questionnaire Responses 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

I am still currently in school (ABD) pursuing my DM in Percussion Performance.  (Fall 
2014-Present) 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held?  

 
Adjunct Instructor of Percussion, Percussion Coordinator for the Lumberjack Marching 
Band at Stephen F. Austin State University. I have previously held teaching assistantships 
at Florida State University and the University of South Carolina 

 

3. If applicable, where were your other degrees/certifications obtained and what were 

the approximate completion dates? 

 

Florida State (ABD) – Expected Completion Date: Augusts 2017 
University of South Carolina (MM Percussion Performance) – May 2013 
Furman University (BM Percussion Performance) – May 2011  

 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 
I do not think the A/V skills I gained at FSU directly helped me get my position at 
Stephen F. Austin State University.  That being said, there are skills I did gain from 
having the technology available that were pertinent to the position that I feel helped make 
me attractive.  The ability to get instant feedback and practice critical listening were 
probably the most useful skills that were sharpened that made me grow as a musician and 
especially as a teacher. 

 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

Interfaces: Focusrite Scarlett 2i4, Presonus Studio 192, Motu 893mk6 
Mics: Matched Stereo pair DPA 4006A, AKG C3000 x 8, other mics by earthworks, 
shure 
Cameras: Canon XA-10, Canon XFsomething (can’t remember) 
Programs: Adobe Audition, Audacity, Adobe Premiere, Sony Vegas 
Monitors: KRK Rokit 6s (pair), Beyerdynamic DT 770 Pro (headphones) 

 

 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 
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Microphones, Adobe Audition, and other various technologies to professionally 

record a solo album, which received great reviews in the Percussive Notes Journal of 

PAS).  

 

Even though I have not yet started my own studio at the collegiate level, I have used the 
technologies available to me from FSU to record and edit audio and video for 2 high 
schools students. Both students were admitted to all schools they auditioned at and one 
received a scholarship based on the video we recorded.  Additionally, I have made 
numerous videos and recordings for FSU percussionists and also non-FSU musicians.  

 

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 

(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 

Kaitlyn Panzarino was accepted into the Florida State University  
Kaitlyn won an Arts Scholarship to attend FSU from Wakulla High School 
Paul Butler was accepted into University of North Florida and Stetson University 

 

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

There is a big trend to dump everything you record out into the social stratosphere.  I’m 
not saying that you don’t need to post videos, but the videos need to be well done.  They 
are a reflection of you as a musician, and need to be treated like almost any video you 
release to the public can be seen by someone who might interview you in the future.  That 
being said, this trend does lend itself to keeping a record of your playing and seeing how 
you have grown over the years.  I’m not saying don’t record yourself, I’m just saying 
don’t release videos of particularly bad performances. 

 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change? 

 

I think the biggest shortcomings in university percussionists is the lack of fundamental 
training at the most basic levels.  Most college students are not spending time honing 
their craft to a polished level, and a lot of it is to actually blame on technology.  The 
“YouTube” affect really hurts beginning to intermediate students who try to take on 
pieces that are way too difficult for them.  My teaching philosophy is one based on 
mastery and achieving mastery through the most efficient way possible. It is not efficient 
for a student to learn an ultra hard marimba solo, when they can’t play the right notes at 
the intermediate level.  This would obviously be improved with higher quality teaching, 
and that is achieved by critically evaluating your teaching at every step of your career 
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10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 

Audio/video recording.  Some people call this a “side hustle.” I just call it being a well-
informed and prepared percussionist that has the ability to make money in a music field 
that doesn’t involve me having sticks in my hands.  Also, the benefits of being able to 
critically evaluate yourself is really invaluable.   

 

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field? 

 
The ability to create something out of nothing.  I guess this is in some ways 
entrepreneurship, as I am really influenced by David Cutler’s The Savvy Musician.  I 
think the general music student population needs to be ok with having their career be 
whatever shape it takes.  There is no clear path from point A to point B, yet everybody 
seems to be on the same path with not many people actually making it to the top.  I’m 
surely not saying don’t follow your dreams, but people need to realize there is more to a 
career than a teaching gig, or a performing gig.  Today’s music student is going to be 
doing so much more than the prototypical student of 20 years ago. 

 

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic? 

 

N/A 
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Jamie Wind Whitmarsh 

 

1. When did you attend the Florida State University (e.g. Fall 2010- Spring 2012) and 

what degree(s) did you acquire? 

 

  Fall 2011-Spring 2014 - MM Music Composition 

 

2. What is your current title, occupation, and what are some additional occupations 

that you have held? 

 

 Adjunct Instructor of Percussion and Composition at Oklahoma City University 
  

3. If applicable, where were your other degrees/certifications obtained and 

what were the approximate completion dates? 

 

 BM in Percussion Performance and Music Composition at Oklahoma City University 
 

4. Do you feel that the skills you acquired at FSU have assisted you in obtaining your 

current position? If so, please elaborate to the fullest extent.  

 

 Absolutely! The environment, structure, and positivity reignited my passion for 
 percussion. I grew as a player while performing with the other students, and watching Dr. 
 John Parks with the ensemble. Additionally, I was fortunate enough to assist in the 
 recording of Florida State University Percussion Ensemble's third disc, Ten Windows. 
 

5. What were some of the various technologies implemented within the percussion 

studio during your tenure? Please be as detailed as possible, citing specific events, 

brands of equipment, outcomes, etc.  

 

  I was present for the recording of Volume 2 and Volume 3, so the DPA or Earthworks for 
 overheads, AKG 414s and C3000 (I believe) for close micing. Focusrite Scarlet 2i2 and 
 MOTU 896mk3, with Adobe Audition and Cue mix. 
 

6. Are you currently implementing technology within your studio(s)? If so, can you 

please cite specific uses of these technologies and list their outcomes (e.g. I used DPA 

Microphones, Adobe Audition, and other various technologies to 

professionally record a solo album, which received great reviews in the Percussive 

Notes Journal of PAS).  

  

 I record rehearsals and have unofficially instructed students on how to record themselves. 
 There is class for something similar at OCU, although I do not currently teach it. I am in 
 the midst of editing a solo disc for trumpeter Ryan Beach, which I hope will be well 
 received. 
  

7. If you have used these acquired skills within your studios, could you please list the 

successes of your students and/or ensemble(s) that have benefited from these skills 
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(e.g. John Smith was accepted as a M.M. candidate into the Eastman School of 

Music or Julia Smith was a finalist in the Great Plains International Marimba 

Competition)? 

 
 I recorded Austin Petty, who is a high school finalist for the Great Plains International 
 Marimba Competition, and Stephanie Krichena for her submission to audition for a drum 
 corps (either Boston Crusaders or Colts) 
  

8. What would you say the current trends are within your given field(s) as far as the 

implementation of technology is concerned? How have you worked to incorporate 

these skills into your daily life? 

 

Percussion and technology are going hand-in-hand. As is usual, we are the first to 
strongly embrace and institutionalize new ways of doing things. Everyone knows you 
should record yourself practicing to improve, but percussionists are taking that and 
running with it. 
 

9. What would you say are the biggest shortcomings found in university percussionists 

today? How would you like to see them change?  

 

Percussion can be insular; by its nature we must form a tribe of sorts to get everything 
done. It takes dedication to succeed, and younger percussionists might 'put on the 
blinders' and only care about percussion-related things. It is important to have a wide 
range of musical understanding. 

  

10. If you could encourage a current student pursuing a degree in percussion to explore 

an additional avenue in conjunction with their degree plan, what would that be and 

why? If stated in question nine, please disregard. 

 
Composition is important - not just to write music, but to learn how to put it together and 
open your mind to new possibilities. 

  

11. Besides the general percussion curriculum and the numerous technology 

advancements, what are some other skillsets students need to acquire if they are 

hoping to pursue a career in this field?   

 

Flexibility, friendliness, determination, integrity, passion. 
  

12. Is there anything you would like to add or clarify given the nature of this treatise 

topic?  

 

 N/A 
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APPENDIX C 

INTERVIEW TRANSCRIPTIONS FROM DISTINGUISHED GRADUATES 

 

The following information is transcribed by Tommy Dobbs for the purposes of this document. 

All persons interviewed approved the recordings, transcribing, and inclusion of their responses 

into this document. This appendix includes the transcripts for Mr. Eric Hopkins, Mr. Stephen 

Kehner, Dr. Omar Carmenates, and Mr. Matt Jordan.  

 

Interview with Eric Hopkins, Associate Principal Timpanist and Section Percussionist with 

The Utah Symphony  

 

Recorded on May 30
th

, 2017 

 

Eric Hopkins: So, what’s up? What’s your doctorate about? 

Lonnie Thomas Dobbs: Before we dive into that, is it okay if I record you? 

EH: Of course. How do you do it? 

LTD: How do I record the conversation? 

EH: Yeah, do you use an app? 

LTD: I have an app but I’m not using it currently because it actually deleted one of my 

interviews, so I’m using a Zoom H1, it’s just sitting right next to the phone. 

EH: Oh, that’s cool. 

LTD: Yeah. And I have to say this as part of the interview but it will be stored on an encrypted 

hard drive, so at any point, I can delete it if you’d like. I also have to let you know that there is a 
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high possibility that Dr. Parks and the other members of my committee will know that the 

answers that you give will come from you. Are you okay with that? 

EH: Yeah, of course. 

LTD: Okay, cool. At any point, you can see the information, but anything I use from you will be 

quoted from this interview. If you need to see it or hear it, I can send it to you. 

EH: I’m cool with it. Doesn’t matter. 

LTD: I figured. I had a lot of red tape I had to go through. It took about a month to get this 

squared away so I just wanted to make sure that you’re okay with that. 

EH: Yeah. 

LTD: Excellent. Well, my treatise topic is about the impact of audio and video recording 

technology, specifically on the university percussion curriculum. My argument is that it needs to 

become just as critical as learning notes themselves. Basically, in the 21st century, it’s very 

important for university percussionists, whether they are undergrad, master’s, or doctorate, to be 

comfortable with audio and video technology, not only for self-promotion, but to help 

themselves grow as players, promote their students, and have another skillset for job placement. 

I’m using FSU’s percussion studio, because of what Parks has done since he got there with audio 

and video technology, as a guide for this. I’m basically saying here’s all the students from 2007 

when Parks arrived, this is what they’ve done, here are the recording technologies that they used, 

they personally believe XYZ is the reason they got the job, and how recording technology has 

helped. Things like that. It will basically be threefold: one, it will be an archive of the history of 

the FSU percussion studio since Parks and what they’ve done, it will be showing how important 

audio and video recording technology is, and it will give people a list of all the audio and video 

gear that has been used. One of my chapters is all about budgets, so I create how to purchase all 
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this gear for any budget. I say, “For $0-600 you can have XYZ, while $600-1000 you can get 

this, $2000 this, etc.” So, for people starting out percussion studios or for personal use, they have 

an idea of what it takes to record and kind of promote themselves on a professional level. That 

was kind of long-winded—does that kind of make sense? 

EH: Yeah, that’s cool. Very applicable.  

LTD: It seems almost commonplace to some people, but when I got here I quickly realized that 

there was no audio or video recording going on at all; there was no archiving of any concerts, 

and that’s in the whole state. As commonplace as it was for us in school, it’s not so much 

elsewhere. We’ll see how it goes. Anyways, I have a couple questions. Some are pretty quick, 

but do you have any questions before we get started? 

EH: No, I have some things I want to say, but they’ll probably come out with your questions.  

LTD: Perfect. Well, at any point if you want to ask questions or go on a different route, we can 

totally do that. First things first, what dates did you attend Florida State University and what 

degrees did you acquire?  

EH: I got a performance degree and I graduated in 2011. 

LTD: Is that a bachelor’s, correct? 

EH: Yes, with a bachelor’s. 

LTD: Great, what’s your current title, occupation, and other occupations that you’ve held since 

that time? 

EH: My current title is Associate Principal Timpanist and Section Percussionist of the Utah 

Symphony. Between Florida State and here, I’ve gotten a master’s at Manhattan School of Music 

where I studied with Chris Lamb, Duncan Patton, and She-e Wu. Then I went directly to this job. 
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On the side, I teach lessons once in a while and do masterclasses at the universities here, but 

that’s about it.  

LTD: That’s awesome. What universities are you working with there? 

EH: The University of Utah is where Mike Sammons is. I need to get up there more though. Our 

timpanist is on adjunct. He’s about to retire from the Symphony. Anyways, I taught at Utah 

Valley University, which is in Utah County. Mainly just UVU for now. 

LTD: That’s great. So those are the over-arching business-type questions. Now we’ll dive into 

specifics about your time at FSU. Do you feel the skills you acquired at FSU have assisted you in 

obtaining your current position, and if so, please elaborate? 

EH: Yeah, Dr. Parks was crucial for me overall, and I would definitely listen back to my lessons 

pretty thoroughly. It was pretty time-consuming to listen back to a whole hour or more lesson, 

and I wouldn’t recommend it in a lecture hall where you take the time to record a lecture in a 

normal class and listen back. In a normal class, you just want to take solid notes, but in a lesson 

that you only have once a week, it is much easier. I remember discovering at least one thing 

when I listened back, but probably two or three things that I had forgotten and could note and 

change. With Dr. Parks, there was so much going on in a lesson, so many different things that 

you were supposed to have prepared, so listening back helped me remember. It was valuable that 

way, in just helping me remember everything I needed to do. 

LTD: Yeah. You were there pretty early in his career, correct? He had been there just a couple of 

years?  

EH: Yeah, that’s right, he had only been there a couple of years. 

LTD: Did you feel like you were one of the first ones to do the recorded lessons? 
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EH: Yeah, I was. I think I remember when he got that system set up, where he would do it from 

his office. 

LTD: Awesome, so you would just bring in your laptop and hook you up? 

EH: Yeah, I think you just needed a flash drive. It was pretty simple. Now I’m sure he could just 

email it. He might have even emailed it back then, I forget. 

LTD: Yeah, I remember bringing the flash drive. I think now he makes them bring in their laptop 

and open up Adobe Audition and do a whole recording session for every lesson. 

EH: Oh wow, so they get the raw file? 

LTD: Yep, right onto their computer. 

EH: I see. Interesting. 

LTD: They all have Audition or Audacity—a program like that—and they all bring their laptops 

in and go. But I do remember bringing in a flash drive at one point. So, you talked a little bit 

about recordings and listening back to lessons. Do you remember anything else about technology 

that you used, anything that Parks was trying to implement during your four years or so, 

technology-wise or any events? 

EH: Sometimes Dr. Parks wants to get things done so fast that he just does it himself, I’m trying 

to think. 

LTD: To maybe streamline it, do you remember any recording sessions that stood out or any 

ways that he used technology that isn’t just recording lessons? 

EH: I remember when we recorded the percussion ensemble CD, that was super fun.  

LTD: When you did the ensemble recording, was that your first time doing a major recording 

session? 

EH: Yeah. 
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LTD: How was it for you?  

EH: It was pretty smooth and a good experience for me, working with Dr. Parks. I learned how 

to go in and make a cut and record a small section and weave that in post-production. For me as 

an orchestral percussionist, recording yourself and playing it back for use in the practice room 

has been the biggest thing. 

LTD: For sure. So how do you go about doing that? Do you do it similar to how Parks did with 

mics set up or do you use a handheld or your phone? What do you go about doing? 

EH: I would use a Zoom recorder. Now, since I hardly practice anymore, I’ll just use the voice 

memo on my phone. The voice memo is actually not that bad. When you’re practicing, it has fine 

enough quality for you to hear all the mistakes you need to hear. When you listen back, you’re 

not thinking that the quality isn’t good, you’re thinking my time isn’t good, my balance isn’t 

good, this is boring, I’m not voicing correctly. Maybe it comes down to the voice memo not 

being as practical because it doesn’t record as long or it’s not as easy to play back or if it’s 

peaking, so I liked the Zoom recorder.  

LTD: I use the Zoom all the time. I’m currently using it with you and I keep it in my stick bag 

and use it with my students all the time. Anyways, I’m curious because when you talked about 

being an orchestral percussionist, I’m sure when you auditioned you sent tapes and things like 

that. Did you use any of this technology that you picked up at FSU or maybe at Manhattan 

School for any of your tapes? 

EH: Dr. Parks and I, we actually did record some audition tapes together that were for video and 

had to be uncut and straight through, at least for each piece. That was more of a challenge 

because, for me, it was always a double-edged sword: I always felt like I could either do it on my 

own and have more takes or do it with Dr. Parks and have limited takes. So, there is a tradeoff of 
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getting high-quality recording, when you’re either hiring somebody or hiring a friend or a 

teacher. I think it’s situational and I don’t think you should prioritize one over the other. 

LTD: For sure. So, you’re probably talking about things like money, because if you hire an 

engineer it will cost $50-100 every hour or whatever their charge is. Are you thinking more 

along the lines that people should be more comfortable with this technology so they can do it 

themselves and train themselves to be at a level like Parks is? 

EH: Yeah, I guess what I’m thinking is that technology is so good now, including video 

technology, that a newer smartphone is going to be just fine for any audition video that you’re 

going to submit. So now, with the technology, I would be more comfortable recording myself to 

make sure everything is perfect and that I’m happy about everything, and the quality wouldn’t 

lack if you’re smart about it.  

LTD: Yeah, are you saying just for video purposes? Or for video and audio? 

EH: For video and audio. And I mean specifically for an orchestra audition tape where the 

quality matters and it needs to be clear, but overall it just needs to be not distracting. They’re 

trying not to judge you on the quality of your recording, but if it’s distracting then it’s hard to 

judge you accurately.  

LTD: Exactly. So what you’re saying is that no matter what you submit, make sure it’s at a high-

quality level so it’s not distracting.  

EH: Right, and a simple thing such as syncing video and audio is not that simple if you don’t 

know what you’re doing. So, I think what it comes down to is that if you don’t have that skillset 

coming in, it may become overwhelming to do that on your own, or you may lose files or sync 

something incorrectly, and that could be your downfall, to miss something that has some tragic 

error in your submission because you were doing it on your own. 
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LTD: So that’s where hiring a teacher would be helpful? 

EH: Yeah. 

LTD: Would you say learning this information—syncing, not being distracting, cutting—do you 

think it’s wise for people that are trying to pursue this career to have this done while they’re in 

school?  

EH: Totally, yeah. 

LTD: How would you like to see that happen? What would your ideal situation be for learning 

something like this? Obviously in school, but would it be a class, masterclass, something you 

sign up for like percussion ensemble? 

EH: Well, I think there are different types of recording that should be focused on. I think there’s 

high-quality recording which is more of a niche thing and specialized thing, but what I think 

you’re saying with young players is that they need to be more marketable and more diverse, and 

I think the way to do that with recording technology is that they need to be able to do something 

quick and with good quality so they can submit it right away. It might be incorporating social 

media, but with social media and YouTube, you’re losing quality, like with streaming. Really, 

the best way to do that may be to use your phone and to use an external mic with your phone. 

LTD: Yeah, I see that. So, you’re saying that not only should it be taught in schools, but it should 

have maybe different tiers, where Tier 1 is maybe for practicing and recording for tapes and Tier 

2 is for a professional level or for studio quality? 

EH: Right. 

LTD: Okay, that’s interesting. 

EH: I think that any student should realize that this is not intimidating and that there’s a 

spectrum, and it doesn’t have to be where you have to know all the ins and outs of recording, and 
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while that’s something that some of the students might get involved in, it should be known to the 

students that this is an accessible subject and it just takes a “go get‘em” mindset to get it done, 

and you can do it in a fast, efficient manner too.  

LTD: Okay, so basically just taking the stigma of it being really hard to do and stressful and 

things like that, getting rid of that? 

EH: Right. 

LTD: That’s great, I never even thought about something like that, that’s very interesting.  

EH: You know who uses technology in a really smart way, and who’s producing really 

intelligent lessons that he’s distributing online? The guy at the Met. 

LTD: Oh, Rob Knopper? 

EH: Yeah.  

LTD: Yeah, he’s all over the web. He’s everywhere. I like those, the one he just put up about the 

snare drums, how he tunes them, what he takes to an audition, the setup and what he goes 

through. He’s basically unraveling every facet of the orchestral audition to me. 

EH: Yeah, it’s kind of like a cheat. 

LTD: Yeah, it’s kind of like all the little secrets that people have are no longer secrets. How is 

that viewed in your world? Because for teachers it’s kind of cool because I have someone to 

back up some of the stuff I say or if I didn’t know something it could help, but how is it out there 

for you guys that are in the circuit? Maybe not you specifically now since you got the job, but is 

that a good thing going on? Or do you want to comment on that?  

EH: I think it’s a good thing. I think probably that high-level percussionists would have their 

own information and wouldn’t be intimidated by that kind of distribution. Also, I’ve been lucky 

enough to be on audition committees since I’ve been here, and we have like a baby boomer 
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generation in the orchestra here so we’ve had a lot of people retire and have had a lot of 

auditions. For the one year that I was on the audition committee, I was on the committee for 

whatever audition we had, so there was a violin audition, a trombone audition, a percussion 

audition, and those were really enlightening. What I felt like, when listening specifically to the 

trombone, is that I could hear that the candidates knew what they sounded like. I could hear 

when a candidate would do something musically that wasn’t coming across as I thought they 

wanted it to. It might be a presto tempo where it just sounds frantic, rather than energetic, and I 

felt like only a select number of people, maybe 1 in every 10 or less than that, really recorded 

themselves and listened back and knew what they were presenting to us. And the guy that won, 

even though the whole audition was blind, for the principal trombone position was the trombone 

section leader in the orchestra. I would watch him practice, which of course I didn’t know it was 

him and that I was voting for him in the finals, but when I watched him practice he would always 

use a Zoom recorder and had the up to date technology all syncing with his phone and was 

always listening back. So, in my mind, it was a hypothesis that he was aware of how he sounded 

because he was recording himself so much and I strongly believe that. 

LTD: Wow, that’s great. I’m sure you heard a bunch of interesting things. 

EH: Yeah, so for example, Delécluse: when a percussionist plays Delécluse, they almost always 

play it too fast for an audition committee and for a hall. Delécluse 1 was on the audition. It was 

on my audition and it was on the audition that I heard when I was on the committee. So, with that 

piece, Keith even tells people to play it under tempo, don’t play it at 66, play it at 60, and still 

people play it too fast. Even if they’ve been practicing with a metronome, it sounds too rushed. 

Like, when you listen back, you can hear when you need to open up spaces here and there, even 
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if it’s exaggerated and not perfectly metronomic. When you listen back, it’s impossible not to 

hear yourself unbiasedly. That’s why you need to record. 

LTD: So, in your world, it almost seems critical and needed to advance at the highest level. 

Would you say it is just as critical as using a metronome? 

EH: Yes, I would say it’s just as critical. It’s not more in the long run, but it’s more critical now 

because no one’s doing it. People use a metronome, but using a metronome is kind of the 

opposite of recording yourself; the metronome can become a crutch as they say, but recording 

yourself is the opposite as it’s not making you feel better, but making you feel worse about your 

playing, which is what’s going to make it better. 

LTD: Yes, that’s great. So, you still think that even though we’re in the 21st century, this is still 

a problem? 

EH: Totally. And, you know, what the problem can be is that people don’t have a practical, 

efficient system for recording themselves. Really what it is, and this is my other big thing, is that 

people are performing for others about a week before their audition, but what kind of criticism 

can you really get at that point? You don’t have enough time to really make changes. So, you 

really need to be recording yourself right away, you don’t even have to be able to play through 

the piece, start recording yourself months out. Especially in excerpts, you don’t have to work up 

Porgy at quarter note equals 50 and for the next month work it up to quarter equals 120. Just do 

that whole process in 10 minutes, do it slow a couple times, work it up, and then record yourself 

doing it. Have that be easy to do, constantly be doing that. Don’t record yourself, go home, and 

listen to it, like record yourself right then, listen back to it, make adjustments, record it again, and 

see if it changed. That’s why you can use an iPhone or a Zoom, stuff that’s simple. 
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LTD: That’s excellent. I’ve heard people talk about recording and listening back in the practice 

room, and I’ve done a little of that too, but mostly it’s like record, analyze, come back the next 

day. What you’re saying is to make the recording process and analyzing process part of the 

individual practice itself? 

EH: Exactly. If you’ve got the practice room scheduled for 2 hours, just do the silent practice. 

From the outside, it may not sound like you’re practicing, but you’re really practicing the most 

efficiently. 

LTD: Absolutely. You’re also saying to try and find a way to make it easy, like your phone or a 

phone attachment or a Zoom recorder, and to make it easy enough to where it’s not taking too 

much time or stressful or scary. 

EH: Right. 

LTD: Awesome. That’s a great thing to put in there. So, you’re also saying that there’s lacking 

information out there on how to do this efficiently? 

EH: Yeah, or maybe if students were making it a priority, the information maybe is there, but the 

students aren’t making it a priority. Young students will impress you with things you don’t even 

know about, and as new technology arises while you’re a professor, kids will come in knowing a 

lot about it. 

LTD: Yes. I don’t feel like I’m super old but every week there’s like a new app that’s out and 

I’m like “What is this and why is it free?” It’s pretty silly. That’s great, man. Those things that 

you just said actually help streamline a couple of my thoughts. There’s a chapter that I’m going 

to be writing that’s strictly how to apply technology that everyone is saying that they’re using, so 

here’s a picture of a Zoom recorder, here’s a place where you can put it, here’s a microphone 
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setup for recording snare drum, marimba, like a step-by-step how-to guide. I never thought about 

making it part of the practice. Did you have anything else to elaborate on that? 

EH: Not as of right now, but if I think of anything more after this I will email you. 

LTD: Perfect. You might have already answered this question, but what would you say are some 

of the biggest shortcomings found in university percussionists today and how would you like to 

see them change? It can be about recording technology, but it doesn’t have to be. 

EH: Well in Utah, and this goes for a lot of schools with musicians with heart, there is a lack of 

access to high-quality music performers, whether it be their teaching or just hearing them play. 

Somehow getting access to others, maybe through live-streaming or live performance. A big 

thing for me was, what I realized, Chris Lamb has all these “Lambisms.” He speaks in a whole 

different vocabulary and one of his big things is that he actually talks about having a technical 

foundation, similar to how Dr. Parks would, where you have to have the foundation and 

technique before you can start playing musically. Then, you have to have a sound concept. But 

what I realized is, you can’t have a sound concept until you hear that concept. Until you hear an 

orchestral player, you might not know what the possibilities are. Like, in rudimental stuff, after I 

heard Chris Lamb play it, it gave me more permission to play musically. It doesn’t have to be so 

cut and dry. So yeah, access to more performers outside of one circle, or your bubble if you’re 

living in Utah, can really change your sound concept. 

LTD: Absolutely. That’s a great thing. I wish every school had an unlimited budget to bring in 

people all the time. In your ideal world, how would you change that? 

EH: Like you said, maybe it’s not practical in the budget to have people coming, so maybe 

technology can be used to just stream it. Maybe if there’s something really good out there like 
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the Rob Knopper stuff, it’s just a matter of taking a percentage of your masterclass or percussion 

class and just playing that or doing it as a homework assignment. 

LTD: Sure, that’s a great idea. Like what you were saying, I don’t feel like there’s any substitute 

to hearing your teacher play or hearing someone live. I think that’s great. In the same realm, if 

you could encourage students that are currently pursuing a degree in percussion to explore 

different avenues, what would those avenues be and why? 

EH: Yeah, I feel like, with performance majors, it’s so hard to get a job, and for those smaller 

schools you’re competing against the same people that just graduated from Juilliard. It’s tricky 

because you’ll get these music performance majors where they’re trying that, and like in my 

master’s, we had a practical class where they teach you to have a good resume and these non-

musical things where it’s like a business class. For me, as a musician, business and art are 

juxtaposed. They’re different mindsets and so it makes me feel tired to think of marketing and 

the business side of it. I think we should keep on pushing that agenda. It is a different mindset 

and it can feel like it’s maybe taking away from your art or time in the practice room. That’s how 

a lot of kids feel, like it’s just a waste of time, the marketing side of things.  

LTD: It definitely is a lot of work. That’s interesting because I know you stopped for a while and 

pursued an English degree, right, like poetry?  

EH: Yes, yes. 

LTD: How did that make you feel? Did you think that helped you at all, like that act of having a 

break from music helped? 

EH: I think that did help. It helped to confirm that music was what I wanted to do and that it was 

worth the dedication. 
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LTD: Yeah, so maybe sometimes the act of pursuing something new makes you realize just how 

much you want to do the other. 

EH: Yeah. So, anyways, with your original question, the obvious answer would be recording. 

LTD: It can be anything. 

EH: I guess we kind of talked about that, I don’t know. I think it’s good to continue to push 

diversity. I feel like you always have that same talk, with any major, a frightening talk with your 

teacher where they say you need to push yourself or you won’t get a job where the market is so 

saturated. And that’s true, we do need to realize that and be prepared to be malleable. 

LTD: Yeah, I agree. Overall, what’s nice about the answers that you’re giving are that they touch 

on almost all of my questions. For my last question, is there anything that you’d like to clarify or 

add to the nature of this treatise? Anything that I haven’t talked about or anything that people 

might need, to do with the ideas behind this treatise? 

EH: I don’t think so. Like you already said, making sure nothing has to be overwhelming, and 

everything is very approachable. A big thing that we’re doing right now in the symphony is 

social media marketing, specifically the musicians. The musicians have created a separate social 

media identity apart from the management of the orchestra, so that every 2 years when we have 

to renegotiate our contract with management, it is a legal matter, and that’s when orchestras go 

on strike, during those negotiations. The past few years, when orchestras went on strike, we had 

those separate social media identities so that the community could back us up as musicians, so 

we’re trying to get followers on Facebook, Instagram, and Twitter, so that if we have to call out 

to the community and say, “This is what management is doing, we’re a separate identity, we’re 

musicians,” we can do that. A lot of that is figuring out social media, what time of day to post, 

what to post, what length of things to post, all these things are very practical. Social media has 



	   235	  

just blown up so much and, as a young musician, I would definitely be wanting to use social 

media to my advantage. You can post something so quick and it can still be high-quality.  

LTD: That’s awesome. I didn’t realize that you’ve been doing that. Have you been on strike 

since you’ve been there?  

EH: No, and we’re a pretty healthy orchestra. It’s actually an initiative that a bunch of orchestras 

have taken. It’s called “We Are the Musicians of the Utah Symphony.” I don’t think we have it 

trademarked, but orchestras have done that. The Met has one and Rob Knopper created their 

website, The Met Musicians, and it looks really slick. Minnesota has one, a lot of these top 20 

orchestras are making these identities. 

LTD: I think that’s wonderful. I hope you never have to use it like that. You’re tenured correct? 

You said “Associate”?  

EH: Yeah. 

LTD: That’s awesome. Do you think this is a place that you’d like to stay for a while? 

EH: I do. You know, when I got the job, She-e Wu said, “This will be a great stepping stone 

orchestra for you,” and those teachers are like anomalies of people. She is a crazy person, she is 

such a good musician, she knows all the marimba repertoire. I actually have one story about her 

that relates to recording. I’m working on Bach for my Utah audition, just a Bach violin sonata of 

your choice, so I’m playing the Bach G Minor Fugue, and I’ve played it for her a couple times. I 

would mainly play marimba for her. I played my entire audition for her too, and she would have 

great feedback on everything, but she was getting fed up with me on my Bach: she kept on 

wanting me to do something, but I wasn’t quite getting it and eventually she just played a good 

segment of it, and it sounded perfect, the phrasing was perfect. I had recorded that lesson, 

listened back, and put in all of the little phrasings that she put in, and it was such an effective 
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way of playing it. So, in that case, imitation was fine. Sometimes classical music isn’t as artful as 

we think and it’s sometimes just what’s going to be effective. But I used the recording to totally 

copy her, and one of the violinists that was on the audition committee Facebook messaged me 

after my audition and said that my Bach was really beautiful. 

LTD: That’s great, man. That’s a great example of a master teacher but also a good use of 

recording technology. The overall idea is that if I had this to someone or if someone decides to 

read my treatise that they will have an idea of how important technology is and basically a how-

to guide to buy, purchase, set up, edit, and produce professional level material. I think I’ll add a 

section after talking to you about how to make things easy.  

EH: Yeah, that will fit in with your budget chapter nicely. 

LTD: Exactly—easy and cheap. Speaking of, what kind of Zoom do or did you use?  

EH: I actually just replaced my Zoom 2 with an H4N. 

LTD: Does that have video on it as well? 

EH: Not video, no. Maybe it’s the H4. I’m not positive. 

LTD: Cool. I use the H1 and I’ve had this one since FSU. It’s beat up, but it works for little 

things. 

EH: Yeah, my H2 doesn’t accept batteries anymore so you had to plug it in, which really sucked. 

But, I just went to Haiti and made a short film about voodoo, and I recorded with the H4N and 

the DSLR and did interviews with a lapel mic. We had a Sony A7 camera as well. We 

interviewed this really cool voodoo drummer. He had dreadlocks and was a very charismatic guy 

and had a ton of cool stuff to say. We got him playing a couple different hand drums as well. 

LTD: That’s awesome, what do you use to edit all this stuff? 
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EH: I used Final Cut, but that was a mistake. I want to do what Dr. Parks is using, the Adobe 

Premiere or Collection or whatever. That seems like it’s the way to go. I was using Photoshop 

for some of the effects but it seemed like it was way easier to use Photoshop with Premiere.  

LTD: I have the Creative Cloud as well. I can actually edit something in Audition and it uploads 

straight into Premiere. I haven’t really messed with Photoshop. It’s a little stressful for me. 

EH: Yeah, everything’s a shortcut. But even just getting a professional headshot, just find 

someone with an iPhone 7 and do the portrait mode, it looks so good. Just go outdoors and get 

good lighting. It looks professional. 

LTD: That’s awesome. Well, is there anything else? 

EH: Not really, that’s cool though. You’re just breaking down a normal topic that we all deal 

with. 

 

END OF INTERVIEW 
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Interview with Stephen Kehner, Percussion Fellow with The New World Symphony 

Orchestra in Miami, Florida 

 

Recorded on May 31
st
, 2017, at 10 am 

 

Lonnie Thomas Dobbs: So, when did you attend FSU, specific dates, and what degrees did you 

acquire? 

Stephen Kehner: It would have been August of 2008 to April of 2012. 

LTD: Great, and what degree did you get? 

SK: BM in Percussion Performance. 

LTD: Awesome. At this point, what’s your current title at your occupation and what other 

occupations have you held?  

SK: Currently it’s Percussion Fellow at The New World Symphony, which started September 

2015 until present, but also Percussionist at Boston Philharmonic which would have been 2013-

2015, Percussionist at Boston Civic Symphony, 2012 to 2014, Extra Percussionist with the 

Atlanta Symphony, 2015, and Extra Percussionist with the Utah Symphony, 2015. 

LTD: Oh, did you go out there with Eric? 

SK: Yeah, he brought me out. It was right after I started New World. I played a week out there 

and it was really fun. 

LTD: That’s excellent. What other degrees did you obtain and what were the dates for those 

degrees? 

SK: New England Conservatory, Master of Music – Percussion Performance, September 2012 to 

May 2014, and then Graduate Diploma – Percussion Performance, NEC also, started as soon as I 



	   239	  

finished my Master’s in 2014, did the coursework in one year and did my recital while I was at 

New World so the degree date would be May 2016. I recorded it and sent it in while I was at 

New World and they gave me my degree, about a year after I had already left. It worked out 

really well and was super convenient for me, and technically I have the Master’s and the 

Diploma from NEC. 

LTD: Great, that’s awesome. So, the next set of questions are geared towards your time at FSU 

and your use of audio and video technology. Before we get into the specifics, I want to tell you a 

little bit about my topic, which you probably already read a little bit about, but basically, I want 

to talk about the impact of audio and video recording technology on the university percussion 

curriculum. My thought is that audio and video is just as important to be taught in schools as is 

performance itself. Basically, I want to argue that we should have recording Directed Individual 

Study in every school system, that students should be learning all facets of social media, what 

and what not to put on it, how to audio and video record at the professional level, and how to 

take what they’re already doing and put them in the professional light a little bit. At the same 

time, I’m going to be archiving the history of FSU’s percussion studio since Parks arrived and 

using his DIS that he created as the impetus for all of this, not that this should gear your answers 

to following questions, but that is kind of the idea that I’m going for. Definitely feel free to speak 

openly: no one will really hear this but me. The next question is, do you feel that the skills you 

acquired at FSU have assisted you in obtaining your current position, and if so, can you please 

elaborate? 

SK: Yeah, I would say the main thing from FSU is just acknowledging that stuff is important in 

your general development, whether it be recording lessons that you taught students and learning 

more about your own teaching style, things that work and don’t work, or recording your own 
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practice sessions. For me, as a performer and pursuing a career in performing, it mostly has to do 

with recording practice sessions and mock auditions, things like that where I can go back and 

evaluate my own playing, make adjustments, and critique my own skills, abilities, and 

development. From FSU and from Parks and from using the audio editing software, looking at 

video, things like that, that’s all stuff I did not do before I was at FSU and picked up while I was 

there and felt like it was important to know how this stuff works, at least at a very basic level, so 

that I could use it in my own personal practice time to get better.  

LTD: For sure. Could you cite some specific events like recording lessons or studio sessions that 

Parks had you do or encouraged you to do while you were there? 

SK: Yeah, well I think the lesson recording that he did for us, where he would send us back the 

recordings and encourage us to review certain things that he would make us play again and 

encourage us to think for ourselves and make a decision on what we liked better. Basically, 

going through the lesson and recording certain things with the intent of specifically directing us 

as students to go back later that week and listen to those spots in the lessons and evaluate what 

he had to say, those sorts of things. That was what I think was some of the most helpful stuff for 

me, personally, and there were other things too as far as recording percussion ensemble discs or 

his editing of wind ensemble shows or orchestra concerts that we had played in, those were 

really cool too just to hear him fidgeting with different things as far as the acoustic settings and 

recordings and all of that stuff. It was really neat to see and sparks a lot of enthusiasm about 

playing and going into the studio and playing well and throwing down this percussion ensemble 

piece while he’s mixing it down and having that studio camaraderie of just building something. 

But yeah, the more personal stuff for me was just the lesson, one on one, “go back and listen to 

this spot” type things.  
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LTD: Yeah, that’s awesome. As far as the lesson listening, when you went back and listened, 

what were you listening for? Was it just listening to his comments or archiving what he said or 

were you listening to the development of your playing as it was happening and hearing yourself 

getting better or worse or whatever? What were you listening for? 

SK: Yeah, it was really just going back where I could hear myself having played for him and 

then hearing his comments on what I had just done, and actually getting to hear it and hear him 

talk about it and being able to say, “Yes, he’s right about that,” or, “Oh no, I didn’t hear that the 

first time,” or, “This wasn’t coming out as clearly as I thought.” You know, sometimes maybe 

he’d want to get a little too into stuff like looking at the waveform to see if you’re really making 

a crescendo, stuff like that, but for me, it was more of just the actual listening back and hearing 

his comments on it. Or also, he was really good at demonstrating too, so being able to hear back 

to that and hearing where you’d play something then he’d play something and know it was better 

when he played it but you might not know exactly why, but having that side-by-side, AB 

comparison between him and you was really nice for me. 

LTD: That’s great. Well, this next question might apply but we can switch it, do you currently 

teach any students or have taught any? 

SK: I don’t teach any regular students. I sometimes do occasional work in public schools where I 

show up for like an afternoon, but that’s pretty loose and pretty irregular, it’s usually just 

community outreach through New World so I don’t have any regular students currently. 

LTD: Okay, then maybe we can switch this question around. You mentioned before about 

recording your practice sessions. How else have you used recording technology to further your 

career, maybe talking about specifics of “I used this and advanced in this audition,” something 

along those lines? How are you currently implementing this technology for yourself? 
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SK: What I do now is mostly recording practice sessions with a Zoom, the one with video and 

audio, I think the Q-something, but just a handheld and battery powered Zoom. That’s the 

primary piece of technology that I use in my practice sessions, and that’s part of the audition 

preparation plan that I’ve developed, a 2- to 3-month process usually. There’s a specific part of 

my process where I start recording and I’ll maybe record like the whole snare drum list or the 

whole xylophone list or something, then go back and as it gets closer to the audition date I will 

record mock auditions, both video and audio, so I can see and hear what I’m doing. That’s all 

pretty much from the Zoom which goes into my computer, and I’m not putting it into editing 

software or anything. I’m just listening back, pausing, rewinding, and listening again. That’s the 

primary thing, and every now and then I’ve used slow-mo on my phone to record a snare drum 

roll or some xylophone playing or some cymbals to really see my motion slowed down and see 

what I’m doing. 

LTD: Yeah, that’s awesome. Especially the iPhone 6 or 7, those things are ridiculous. So, I’m 

curious, what have been some of the outcomes of your recording process and slowing down 

yourself? What have been some outcomes within your playing? 

SK: Well, with my roll, I slowed it down and realized that my right and left hands weren’t 

playing the same space within a triple bounce orchestral roll, with my left hand being more 

spaced out than my right, making the roll sound a little uneven and a little wavy. So, that showed 

me that I needed to close up my left hand and squeeze a little harder to compensate. With 

cymbals, just seeing the contact points really helped. I got to a point pretty recently, like within 

the last year, where I discovered that I was using too much wrist in my cymbal stroke. I had been 

messing with some new techniques but I wasn’t really getting anywhere, but I realized I was 

doing more of a bass drum or snare drum stroke except with cymbals and it was not working. I 
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don’t recommend it. I messed with that and found that if I pivot more, like from the shoulders, 

where my elbows and wrists are sort of supple and not tight or tense but still locked, with the 

initiation coming from my shoulders and chest and upper back, it was much better. That was 

something I could see, like in video, and I could hear a more consistent sound where I wasn’t 

pocketing as much. 

LTD: Wow, and this is with a Zoom or your phone? 

SK: Yeah, exactly. 

LTD: That’s really specific detail that you’re talking about.  

SK: Yeah man, and that’s the kind of thing, like I was saying, where I just got to a point in my 

cymbal playing where I realized this isn’t working and professionals and colleagues were telling 

me that it’s not working so I needed to figure out how to make this better. As a performer, when 

going through auditions and stuff, that just isn’t acceptable. The cymbals have to sound good and 

if they don’t, I’m not going to get anywhere. I needed to see what I was doing and break it down. 

Like you said, it gets very specific to get feedback on that kind of stuff. 

LTD: And this was just something you keep with you at all times, anytime you’re practicing? 

SK: Yeah. Like I said, I don’t always record when I’m practicing, but there’s a specific point 

about halfway through my preparation where I do start recording things and listening back, all 

the way up to the week before auditions when I start recording mock auditions and listening back 

to that. 

LTD: That’s great. Maybe we can move to a new question. What would you say some of the 

current trends are within your field as far as technology is concerned? You mentioned the 

recording practice. Do you think, as far as the orchestral track, people are doing anything else 

with technology? 



	   244	  

SK: Oh yeah, people are definitely doing some crazy stuff. That’s most of the extent that I would 

say what I do, but, for example, I have a colleague at New World that’s into all kinds of crazy 

stuff. I can sum up what he does. He has Ableton on his computer, so he can control beats per 

minute on everything, most excerpts he’s actually programmed the rhythms into Ableton so 

they’re digitized and quantized exactly and metronomically perfect, and then he plays along with 

them. So, he gets the feeling of “this is what it feels like to play this quantized, computer 

perfect.” For me, that would have mixed results, as things wouldn’t sound natural since it’s so 

square, but that is a tool that he uses that is pretty complex. He can slow it down and it still be 

metronomically perfect for him to play along with. That’s one thing that he does, but another 

thing that he does that I actually started doing too since he showed me is the program, Amazing 

Slow Downer. We actually started using that for excerpts and you can actually link it to your 

Spotify playlist, make an excerpt playlist on Spotify, and make loops in your excerpt spots, 

which you can then slow down or speed up. That’s part of my process also, so after I’ve sort of 

gotten everything in my hands I will play with the recordings but the recordings are all slowed 

down 75% of the tempo or 50% if I’m going really, really low. I can then work up to speed by 

just doing reps along with the music, but at 80%, where you can really hear everything that you 

can’t going at full speed. 

LTD: That’s awesome. And you said this is part of the three-month plan that you do? 

SK: Yeah, lately it’s become a bigger part of what I’ve been doing. Amazing Slow Downer, App 

Store, I think it’s like $15, and I just download it right onto my phone. Then, I just link it to my 

Spotify account and download whatever I need to for that orchestra audition, and with that, you 

can find unlimited recordings of pieces so I can find my favorite one or a few different ones and 

play along with them. It’s really, really helpful. 
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LTD: That’s awesome. Those are two great examples. On the flip side of that, what do you think 

some of the biggest shortcomings are for university percussionists today and how would you like 

to see them change? 

SK: That’s interesting. I would say maybe since there’s a massive exposure to so many things, 

how there’s electronic music and world music and so many things that are really cool and so 

much to learn about, I think that the basics on essential instruments, keyboard, snare drum, 

timpani, and accessories, they get left behind. You have these kids that come out of these 

programs and can do these amazing things on one of those, maybe an amazing marimba player 

or a fantastic hand drummer, whatever it happens to be, or maybe they just know a little bit about 

all of those things and have knowledge about how to program a Malletkat or about Latin music, 

but have a snare drum roll that isn’t very good. It’s like, you’ve been there for 4 years and you’re 

kind of okay at everything, but not great. For me, I wish I spent more time as an undergrad just 

playing out of the Green book and roll exercises and really building technique. I just feel like the 

foundation starts to slip if you spend all this time exploring all this other stuff, which is really 

cool, but there has to be an effort to really care for the fundamentals and the foundation for 

playing the essential instruments. That would be my main thing. It’s all cool but you might get 

carried away and at the end of all of it, you can only kind of do a little bit on all of the 

instruments, but can’t play any of them with a really solid foundation.  

LTD: For sure. Well, on the flip side of that, we have people that specialize in certain things that 

get degrees in drum set or go to a school where it’s predominantly marimba playing. What are 

your thoughts on specializing? 

SK: I would say that’s definitely appropriate, but not for undergrad—only for graduate schools. I 

think the crucial thing, like I said, is to get that foundation on everything and get exposed to all 
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of that and have the ability to explore. But, in graduate school, it’s okay to say, “Okay, I really 

want to focus on marimba,” or, “I want to focus on being a soloist,” or whatever it happens to be. 

To me, it seems like that’s the proper time to worry about that. 

LTD: That’s great. So, if you could encourage a current student pursuing percussion to explore 

an additional avenue in conjunction with their degree, what would it be and why? It can be 

anything, like if you could redo it for you, what would you do outside of music or in music? 

Basically an additional study or something else. 

SK: Well, for me personally, I was so worried about just hanging in the curriculum with the 

percussion studio that I learned how to play world instruments like congas or drum set, but never 

learned any grooves. I wouldn’t have any experience in a salsa band or steel band or a jazz 

combo. I mean I can function on those instruments, but without ever playing live and with other 

musicians within those, it is a weak spot in my own development. I don’t have any experience or 

exposure to playing in world music ensembles or jazz ensembles since my focus was so much on 

orchestra and large ensemble and individual development. So, yeah, I wish that my percussion 

education had been a little more diverse. I mean we were so slammed at FSU with percussion 

ensemble stuff that I don’t think that it was even really possible, which is okay and I think it 

obviously turned out okay for me and for most people that go there, but again for us, we did get a 

good exposure and foundation in the technology side of it and I had to take a required music 

technology class at FSU and I know that’s becoming more of a thing. But yeah, for me it was 

more just like “Man, if I had spent even a semester in a jazz combo or in a salsa band, that would 

have paid off a lot at this point.”  

LTD: Yeah, I mean things were pretty slammed at FSU for sure, especially for undergrad. I 

mean you guys were really busy. 
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SK: Yeah, I mean there’s just a ton of ensembles, and I mean the grad students had to deal with 

teaching and with all of us. But yeah, it just stayed pretty busy and I felt that if Parks had some 

teaching also, in a team with him, who could help take some burden off or help share it, it would 

probably help a lot. It would take some stress off of him too. But, that’s neither here nor there I 

guess. 

LTD: For sure, that’s great. This isn’t part of my questions, but I’m just curious, if we took you 

now, for example, you’re talking about the world music and drum set stuff—and for me it would 

be conga playing for sure, but there is a deficiency—what would you say someone should do in 

that situation? Say they’ve gone through their degrees, got their Master’s, maybe they specialize 

or have a Doctorate, what would you do to figure that out or how would you incorporate that into 

your life?  

SK: Yeah, now that school has passed and you’re in the real world, I don’t know. For me, I 

actually got a lot better at drum set when I got to NEC because I had to take a history class and I 

ended up taking a John Coltrane class about his life and music, and a lot of it was just listening, 

so the next time I sat down at a drum set I actually had a much better feel, and I realized that I 

had just been listening to Coltrane all semester. It was kind of crazy. I hadn’t practiced that 

much, but just by listening to it a lot, it worked. So that’s one thing that I realized, just by 

listening a lot and playing along with it on my own, it made a huge difference, and that’s what 

I’m saying about the playing live and along with charts. That’s all I can really think of, just 

putting your ears on and playing yourself. I mean, if you have people that can play that music, 

then going to them would obviously be the ideal thing, but I’m in an orchestra and there’s not too 

many people that can do that.  
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LTD: Of course, and you definitely went a specialized route for sure. One of my last questions is 

kind of similar to the one that I just asked but it doesn’t have to be overarching, it can be 

specific. So, besides the general percussion curriculum, all of the technology stuff that you talked 

about that you incorporated and that your friends incorporated, what are some real specific 

skillsets that students need to have to really pursue a career in this field?  

SK: Oh yeah, I looked over your questions and I was really interested in this question. Such a big 

thing about what we do is interactions with people, and musicians spend so much time holed up 

in a room, working on stuff on their own, that it’s sometimes easy to fall into weird or 

unconventional social habits, especially for orchestra musicians who spend maybe more time 

than most in a room working on a 30-second clip of Beethoven or whatever. It can take a very 

real toll on your ability to interact and have really productive and fulfilling relationships in a 

professional way. It’s like, “Yeah, that person’s a great player but I’m not calling them. They’re 

incredibly strange and I can’t talk to them and I can’t ask them to do things differently because 

it’s too difficult.” So, that was one of the best things about FSU that maybe doesn’t happen as 

well in maybe conservatories or whatever, which is the socializing of the studio and talking to 

people and meeting people that are doing different things and having those friendships and 

connections and working with those people day in and day out and having it be a positive, 

productive environment. It was all really good and since going to a conservatory for a Master’s, I 

see a lot of those young kids that were my age when I was at FSU and I felt way better adjusted 

than they were, and at the time it is the most important to play your instrument well, which is 

true, but at the end of that day I’ve been in situations and heard people say “That person’s a great 

player, but I’m not calling them to play with my orchestra” for that reason. It really detracts from 

one’s professional development when that becomes an issue, and that part of it was more 
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important than I realized at the time and it made me even more grateful to have gone through 

FSU because, without knowing it, that was something that rubbed off on me in a positive way. 

LTD: Yeah, that’s great. I can’t imagine going from FSU to a really strict conservatory and I’m 

sure you saw some interesting things. 

SK: Yeah, I’ve seen some really great players. These kids play really well and at that point in my 

life I was looking to specialize so I wasn’t too worried what those kids were doing or anything 

but it’s just funny to notice now that some kids could play really well and yet still be weird and 

difficult to work with. That’s not going to help you later on. 

LTD: For sure. How would you say for someone to fix that kind of stuff?  

SK: That’s tricky. A lot of it is more personality-driven and you are a certain way, but the best 

way to fix it would be to be a part of a studio like FSU that is different. They get into that 

environment where it is really closed and really focused and that really just aids in making things 

even more difficult for them when it comes to like social development. But, going to a place with 

a positive, bright, exciting, collegial environment can really fix a lot of that stuff and open up 

your eyes to not being dark or antisocial. It doesn’t have to be like that.  

LTD: Sure, and that’s definitely something to consider when taking auditions for schools and 

stuff. That’s great man. That’s a very powerful thing that we can sometimes lose track of, 

especially in this day and age when everything is so saturated. My last question is open to you. 

You kind of know the vibe of my treatise and what I’m after. Is there anything that you want to 

add that maybe I skipped or needs clarification or any closing comments that you have for me? 

SK: My overall feeling is that, since I’ve gotten older and have continued working on becoming 

a professional performer, I’ve realized that some of these technological tools that are available to 

us now that weren’t in the past can be amazing and helpful and can really make the difference in 
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someone’s development and career, ultimately. But, at the end of the day, one needs to realize 

that this is a tool to develop. That’s how I felt about my buddy’s Ableton thing, I mean is this 

serving your playing, since the ultimate goal is to develop your playing and become the best 

player that you can be? And this is a cool and neat thing that you’ve done with this program, but 

at the end of the day, is this really helping you get better or not? That is the ultimate thing, just 

your development and ability with the instruments. That, and what we were just talking about, 

making music with other people and being able to work with others in a productive way. It can 

all change the trajectory of your career if it isn’t used or done the right way, as it can be 

dangerous if it isn’t used as a tool but as the focus. I think a lot of kids probably get distracted 

with that stuff if they don’t have someone reminding them, “Hey, this is what this is for. This is 

to help you.”  

LTD: I think that’s perfect man. Very well stated. You’ve definitely hit on some great points, 

especially given your field and how specific and competitive it is. I think you’ve really shined 

some light that will help, especially in some of the chapters that I’m writing. One of the things 

I’m going to try to do is give a breakdown of different tiers of recording and how to teach it, and 

one would be this overarching idea of “Here’s the stuff that you need to get better as an 

individual,” and “Here’s the stuff you should do in the practice room,” that kind of thing. I really 

think doing something specific with an orchestral track would be cool. Also, as far as being that 

your path is so competitive, you talked about how being a good person and being collegial is 

important and I think those are great points. 

SK: Of course, I’m happy to talk to you and it’s good to catch up a little bit and hear about your 

research and everything and to be a part of it.  

LTD: Thank you so much, I really appreciate it.  
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SK: Right on. Good luck to you and the rest of the interviews and writing and stuff, I know it’s a 

long process. 

LTD: It’s been fun so far so thanks again. I’ll catch you later.  

SK: Alright, bye. 

LTD: Bye. 

 

END OF INTERVIEW 
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Interview with Dr. Omar Carmenates, Associate Professor of Percussion at Furman 

University 

 

Recorded on June 5
th

, 2017 

 

Lonnie Thomas Dobbs: Are you okay with me audio recording this conversation, knowing that 

Dr. Parks and the members of my committee will have access to it?  

Omar Carmenates: Yeah.  

LTD: Okay, I just have to get that out, and I’ll start the recorder just to make sure I don’t miss 

anything. So, my topic has changed a little bit, as you can tell, but since I emailed you it has not 

changed. The title is “Implementing Audio and Video Technology into the University Percussion 

Curriculum,” and the idea is that it will be a “How-To Guide For Dummies.” It is multi-faceted 

for what it’s going to do, but basically, the interviews will be the basic foundation for everything 

that I do. I’ve already sent out about 30+ questionnaires and they’re all kind of asking the same 

questions, like what I’m going to ask you, but yours are a little different. Basically, what I’m 

going to do is use the information that I get from you to prove the point that audio and video 

recording technology needs to be implemented just as much as practicing or percussion ensemble 

in the university percussion curriculum. The same thing with professionalism courses, 

networking, CV, just the norm, making that more of a structure. Then, I’ll go through and talk 

about how to set up a session or how to do pictures, just a how-to guide. The first couple 

questions I have are just standard questions to get out of the way: when did you attend Florida 

State University, specific dates, and what were the degrees that you acquired? 
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OC: August 2006 to December 2009. In 2008, I left to get my job at Furman and then finished 

the degree in 2009.  

LTD: That’s great, and what is your current title and occupation? 

OC: I am the Associate Professor of Percussion at Furman University. 

LTD: Great. Before this appointment, did you hold any other titles or occupations of note? 

OC: Nope, I was a student.  

LTD: I understand. If you don’t mind, could you briefly go over your other degrees and where 

they were from? 

OC: Yeah, I have a Bachelor’s in Music Education from the University of Central Florida and a 

Master’s in Music Performance from the University of North Texas.  

LTD: Perfect, and before I continue, there was a subset question that I forgot about. Can you 

please list a couple of the titles that you’ve held non-academically, as far as anything of note 

marching-wise or anything like that? 

OC: Sure, I can talk a little bit about the drum corps side of it. I was the Percussion Captain and 

Arranger for the Boston Crusaders, also for the Spirit of Atlanta, and currently, I’m a front 

ensemble arranger for the Cadets. 

LTD: Perfect, I would say that’s a lot of marching. Those are kind of the general questions and, 

before we dive into the specifics of the treatise, are there any questions that you have for me? 

OC: No, I don’t think so. 

LTD: Perfect, so the next question is, do you feel like the skills that you acquired at FSU assisted 

you in obtaining your current position and, if so, could you please elaborate?  

OC: Are we still talking about in relation to audio and video stuff or are we talking general? 

LTD: General—any skills that you acquired. 
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OC: Yeah, definitely. I would say that I was a very unfinished product when I arrived at Florida 

State. I had a lot of rawness to me that Dr. Parks helped tighten up a little bit. I had some great 

experiences playing at Carnegie hall with him and also the first PASIC win that we had. I got to 

play on that and played a solo on it. Those high-pressure situations really tightened out my 

playing and his really big focus on accuracy and being real, specific with the way you learn 

music and practice, that was something I had never had before so those were all skills that 

definitely helped me. In addition, Parks has a great network that he was able to put me into for 

help and support. The fact that he was a Furman Alum I’m sure helped in some way with my job, 

but nevertheless, he really helps his students find jobs. When it was my turn, he was like, “Here 

are some jobs: go apply for them,” which aided the process.  

LTD: Absolutely. You talked specifically for a second about the high-pressure situations. Can 

you talk a little bit about the routines that you would go through, maybe specifically for the 

PASIC show or the Carnegie show? Can you talk about his method for preparing you guys for 

that?  

OC: Yeah. It was a bit intermingled because I was still trying to figure out my routine at the 

same time because I was never taught how to practice. I was a pretty terrible “practicer.” Before 

FSU, I was never taught how to practice slow, what it meant, muscle memory, metronome work, 

which I’m sure he used with you like he did everyone. Like the Porgy and Bess with the 

metronome on 16ths or hands separate. He taught a lot of specific concepts to specific excerpts 

or repertoire, but I was able to apply them further and to other things. The other part of that too is 

honestly, for me—and he’ll laugh when he hears this—I don’t think he does it anymore, but he 

used to stack us up after ensemble auditions and write down the last 4 of our Social so we knew 

what place we came in, and my first 2 semesters—maybe more—I came in next to last and dead 
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last. Those were hard bumps to swallow, but those were the turning points for me that helped me 

get my game together. Everyone reacts differently to feedback like that, but for me, it was like, 

“Okay, here it is: I have to start figuring something out because what I’m doing is not working.” 

And then, the spring of my first year—I was there for two full academic years—we had the 

Carnegie show, which I wasn’t on initially. I was in the back, waiting my turn for something the 

next year when one of the members of the ensemble got engaged and was going to have his 

wedding, so I got pulled on a little bit before the rehearsals started. Those rehearsals and the 

PASIC rehearsals, at least in my head, went very similar. They were at odd hours, and, well, the 

way he teaches percussion ensemble isn’t really any different. You would come in for the first 

rehearsal and the expectation is very high as far as the preparation—and you had to know that or 

learn it very quickly—then you would arrive, show up, and play. The difference here with the 

Carnegie show is that, I remember there was one piece specifically, David Skidmore’s 

“Unknown Kind,” where he and I were splitting two vibe parts. We never really collaborated up 

to that point on anything. We were literally playing next to each other and that taught me a lot. I 

felt like I could feel time and rhythm the way Parks does and that was a big step forward for me. 

Then, the PASIC show in the fall, he really put me out there and gave me a solo on one of the 

pieces. I felt like I had a leadership role in putting some of the pieces together, I got to arrange a 

few sections of a piece, and knowing those things were going to happen at PASIC, it put me in 

that high-pressure situation knowing I had to live up to the responsibility that I was given. 

LTD: Sure, that’s a lot of pressure.  

OC: Yeah, and we all had to experience it, but it was a lot in a short period of time for someone 

that was as raw as me coming in. The learning curve was steep but I’m glad that I had it.  
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LTD: For sure. So, you would definitely say that the level of expectation and the things that he 

was putting you under while you were a student were very similar to real world situations and 

that he was getting you prepared for that sort of thing?  

OC: Yeah, without a doubt. I mean, the difference being is that we had more rehearsals than 

most professional groups have. There was this odd correlation where we were expected to come 

in completely slammed and ready to go, but in the back of our mind, we knew that we had like 

twelve rehearsals. Obviously, it wouldn’t fly if you came into a rehearsal unprepared, but that 

was a disconnect that I always found funny and I was glad that we always got done early. Within 

3 rehearsals, we were pretty much ready to go and we got to spend the next 9 really nitpicking, 

and I really started feeling that on the third time around, which, my third semester, was the 

PASIC semester. I remember three or four weeks before just being bored with the rep, and I 

don’t mean bored in a bad way, but when we set up for rehearsal, I just knew it was going to be 

great. Then, you started looking for problems that sometimes weren’t there and you could play 

all these funny mind games with yourself, but you know. That taught me a lot about getting 

ready early over getting ready at the last minute and that’s definitely a professional mindset that 

you have to have and that I’ve carried with me.  

LTD: For sure. That’s great, man. Well, as far as involving technology into what he was doing, 

can you talk about some of the various technology hardware or software that he was using during 

this time that you were there?  

OC: Well, he was just starting to really get into it the summer before PASIC. That was when we 

just recorded our tape and that summer was when he started crazy reading manuals. I remember 

going on the Carnegie trip not really thinking at all about that. We didn’t record rehearsals really 

unless we wanted to with our GoPros or Zooms or whatever, but there wasn’t just regular 
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recording going on. Then the summer happened, and we started in the fall and he was getting 

into recording things after he read manuals all summer and we started recording rehearsals pretty 

regularly. That would have been Fall 2007. I don’t even really remember what we were using 

then other than I remember getting the Earthworks mics from Ruby Diamond I think, but I don’t 

remember what kind of interface we were using or really much of anything since it was so new at 

the time—none of us were really into it at that point.  

LTD: Of course. So he was just kind of getting himself started, that kind of thing? 

OC: Yeah, and then the next year or two was when he really started going crazy about it, and it’s 

gotten where it has gotten from there.  

LTD: Sure. Would you say in your current studio, do you use any of these technology 

implements? 

OC: Yeah, I use them in various facets—not always for recording. It’s an interesting situation 

because I have a student that’s a Bachelor’s of Arts major that is a kind of percussionist, kind of 

cellist, kind of composer, and she has wide-ranging interests, but she’s really interested in the 

recording technology thing. So, every semester that she’s been here, I’ve tried to give her one 

different experience in percussion ensemble where we have a piece--like we did Andrea 

Mazzariello’s “Electrobot,” which is four MIDI controllers, and she had to learn how to set that 

up for us. She kind of became our electronics person. Last January, we did a tour going down to 

the McCormick Marimba Festival and we did Michael Laurello’s “Spine” where we used a 

synthesizer instead of a piano and she was responsible for setting that up, EQing it, making sure 

it sounded good in the hall, live mixing, all of that stuff. This past semester, we actually played 

David Molk’s “Dreams,” which is a percussion trio with electronic accompaniment, and there’s a 

tape part—the piece is like techno and EDM inspired—and David actually gives you the MIDI 
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stems if you want them so you can plug them into Logic or Ableton, which Mary, my student, 

was already versed in. You can create your own sounds or your own mix, so she did that for us 

and was responsible for running the wireless clicks and all that. So, every semester, I don’t have 

a set routine, but I just look at the lay of the land with my students and see what opportunities 

there are for them to learn things like this. I’ve always had one or two that are paid recording 

engineers for the department that record all of our dress rehearsals and concerts and that already 

know how to work the console up in our booth.  

LTD: That’s great. So basically, you’re taking the idea of recording technology and 

incorporating it and delegating it to your students and having them learn? 

OC: Yeah, and that’s a lesson I learned the hard way. My second year, I got a grant to create this 

system of recording lessons that would involve recording them—and this was primitive at the 

time; I’m sure it would be easier now—but I was recording the lessons and putting them into a 

Furman-based storage system which wasn’t Dropbox or anything like that. The students were 

then required to listen to their recordings and I wouldn’t record the whole hour, just a few 

specific takes, and they would have to write up a one paragraph reflection every week and bring 

it in to the next lesson. We would then listen to the recording and talk about it, and it was a great 

idea, but doing that fifteen times a week, from an administrative standpoint, got a little 

burdensome. Over time, that morphed into more of a delegated “Let’s teach you how to do this, 

then you can do it for us” thing.  

LTD: Which is smart, since they’re learning a skill that they can use outside of school. 

OC: Exactly, and I already know how to use this stuff, so there’s no point in me setting it up for 

them and having it run. Even if the quality suffers a little bit, it’s more to throw them in there and 

teach them how to do it on the fly. That’s the way that I’ve done it the past few years. 
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LTD: That’s cool. Still on the technology side of things, what do you think are the current trends 

in our field as far as the implementation of this technology? Do you think most people are doing 

something similar, do you see it going a different way, what do you think is going on?  

OC: Yeah, I think there’s three points to that. Me, teaching at an all undergraduate school, think 

there is a strong need for this skill and usage of these skills—audio and video technology—for 

prescreens to grad schools. So many grad schools require them now and, especially as an 

undergraduate professor with no grad students—and the only thing I think about is getting my 

students into grad school and a job—I’m always thinking in the back of my head about a well-

done prescreen video. What kind of advantage would that have over a not-so-well-done one, 

even if the playing is equal? I think there is still a subconscious effect there of who makes it to 

the prescreens, so for the past three or four years I’ve been trying to push students to do that on 

their own and I’ll walk them through it and do it over if I need to, but I need to teach them the 

quality that is needed for these prescreens. Then, I think for performance majors that get past 

prescreens or ed majors that go into teaching and maybe decide to go play on the side, having an 

audio and video portfolio, even if it’s just one or two YouTube videos, is so important. You see 

so many people doing that now that if you want to have a presence, you have to know how to do 

it yourself because most people don’t have the money to hire out a videographer and an audio 

person for fifteen different pieces that they want to put up. So even on YouTube, if you’re able to 

do a half-decent video with HD and half-decent audio, it’s going to be okay—it doesn’t have to 

be studio quality. It helps, obviously, but in my opinion, it doesn’t have to be. It’s really just 

about getting the presence out there. That’s really important, in terms of entrepreneurship and 

self-sufficiency, to teach those skills because those are the skills of the 21st century, even the 

20th to an extent. The third one of those, so there’s grad school, your professional career, and 
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then I really think teaching. I think there is a growing demand and I think one or two generations 

from now there is going to be a constant demand for learning how to do this and an expectation 

that we do teach it in our curriculums. And not just to percussion studios, but whole music 

departments, and I know it has a requirement in some way, but I can’t help but think it’s going to 

be increased or increasingly harped upon, that we need to be teaching our students to be versatile 

and fluent in technology.  

LTD: So, you definitely see this—audio and video recording and self-promotion—things like 

that, that’s going to be something you think is going to be ingrained in the curriculum soon? 

OC: I mean yeah, it’s ingrained in the kids when they get there. Most kids already have a 

YouTube channel with a couple videos in it, for better or for worse, and the more you can teach 

them for those to be high quality and high impact, the better they will look and the better your 

department will look. Not to mention the increased prevalence of streaming concerts and online 

viewing of live events and those kinds of things. I think as a whole and as a music community, 

we’re starting to figure out what to do with that—how to monetize it or whatever—since we can 

stream anything, all the time. But you can’t make a living on that and we’re all still trying to 

figure out how to deal with that, but eventually, we’re going to figure that out, and the people 

that have the know-how for that are going to be the people that are making a living. Gone are the 

days that you sit in a practice room and play and become the best player that you possibly can, 

play a couple concerts, and people will hire you for a self-sufficient solo career. That’s not the 

case anymore. You have to be able to put yourself out there online, you have to be able to work a 

click track since a lot of pieces are requiring that, and you have to be able to be self-sufficient 

from a technology standpoint to be a soloist or half-decent working chamber musician. 
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LTD: I 100% agree and it’s nice that you just said that because that’s actually a subset of the 

chapter that I’m working on right now. I almost quoted something along those lines that talked 

about the fact that you can’t just be a good player anymore; professionalism is so much more.  

OC: Exactly, because there are so many good players that can do this other stuff now too, so the 

bar is raised.  

LTD: Sure. How do you think networking and personality and stuff like that—how much do you 

think that plays into this?  

OC: Well, you still have to play well, and you still have to be a good person, you still have to be 

a pleasure to be around and dependable. You can always tell when there are musicians that don’t 

have that and are overly present online versus the other way around, and it’s always better to 

earn your reputation through live playing with people rather than earning it online. But, the 

online component can only help an already good, professional musician. Being present online 

doesn’t make you a good musician; you have to be a good musician first. You have to be 

dependable; you have to show up on time. Those skills still have to be taught and still have to be 

there because nothing replaces that; no amount of YouTube hits could ever replace that. 

LTD: That’s great. It does seem surprising to me that we’re still dealing with some of those 

issues. 

OC: I think that’s going to be eternal. I think that’s going to be one of those things that never 

goes away, like teaching kids a Bb scale. I don’t have an extensive career under my belt but 

having done nine years of teaching undergrads—and this is going to sound shrewd—but they 

don’t get any smarter at 18 years old when they come through the door. They always have the 

same problems. 

LTD: If it’s alright with you, I’m going to quote that verbatim. 
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OC: As long as you keep the, “I’m not trying to sound shrewd” part. 

LTD: Absolutely. You might have already touched on this next one, but what are some of the 

biggest shortcomings in university percussionists today, specifically university percussionists—

any level? 

OC: Well, I’ll speak towards the undergraduate first since I’m in it the most. This could be 

regional or just where I’m at, but I feel like the biggest shortcomings, and what I see over and 

over again, is just this diminished sense of musical curiosity and musical ear. And I don’t mean 

the ability to pick out a minor/major 7th chord versus a major/minor 7th chord or whatever. I 

mean, well, the focus is so much on technique in high school I think and this could be the 

marching thing or maybe because of competitions—it has no single cause—but as high school 

teachers get better and competition becomes more a part of the high school musical experience, I 

think there’s a little bit more teaching to the test going on there. Like, “Here’s our show,” or 

“Here’s what we’re going to practice to play at PASIC or WGI or whatever,” and “You need to 

learn those notes this way,” and there isn’t a sense of students being able to change and adapt. 

When I get students, I feel like I’m undoing habits more than expanding upon a good musical 

base. I can teach major scales and I can teach repertoire all day long, but it’s really hard to teach 

musical concepts, to teach touch and tone, because you have to change a zebra’s stripes that way 

and expand upon the way that students hear music and hear their instrument. I overwhelmingly 

get students that just want to play notes, and I think this is a universal problem—I was brought 

up the same way—but if I look at my older predecessors and older college professors in their 60s 

and 70s and 80s, they seem to have such an ear for tone, more so than chops and technique, and 

my generation and maybe further on down seems the opposite. 
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LTD: I definitely agree. I’m just curious on what your thoughts are: do you think it’s more of an 

exposure level and not listening to the right kind of music or is it because they’re basically 

driven into this standardized test version of music learning? How do we change it?  

OC: From my personal experience—and I’m not going to speak for anyone else, and this is me 

talking as a marching guy—but I really feel like it’s the presence of competition in the high 

school music curriculum. I see so many kids go through WGI and they learn their six-minute 

show but they don’t learn the concepts behind playing those six minutes. Or they learn their fall 

marching band show but they don’t learn the concepts that go into that. And also, those marching 

activities, if they’re overused and the kids are overexposed to it, they learn one instrument for all 

four years. I get students that played zero keyboard, or I get students that played only keyboard, 

and I find the overwhelming cause being the marching thing. Don’t get me wrong, the marching 

thing is not bad; I would not be who I am if it wasn’t for the marching activity. I learned 

Shostakovich through drum corps. But, along with that hyperspecialized training that marching 

arts gives, you have to balance that with an exposure to being curious to play things other ways, 

and that requires an ear for tone production. Like, if you squeeze the stick a little bit more here or 

if you hold back a little bit more here, what kind of sound did that make? Try changing this 

mallet, you know? At the 18-year-old-coming-into-undergraduate level, I feel like that’s what 

students are lacking in terms of seeing change over the years. Beyond that level—and this one’s 

hard because, on one hand, you’ve got to play the latest and greatest repertoire to get into grad 

schools and play it extremely well—I mean you don’t always have to, but you have to sound 

good and play repertoire that is substantial. So there’s sort of a sense I get, especially with the 

undergraduates. I feel bad because it’s the performance majors’ last semesters and that is all we 

talk about: their auditions and audition rep. Whereas I would love to teach a semester of Afro-
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Cuban drumming or something else, but it’s like, “Eh, we can do that on the side, but let’s get 

ready for your grad school audition because that’s what’s going to get you to the next step.” And 

I’m guilty of it, a little bit of the teaching to the test to get your students to the next level and get 

them prepared. 

LTD: Yeah, but it’s the hope that the next level will get them even further. 

OC: Exactly, and if they’re not getting into grad school, it’s not helping me at all, and it’s not 

helping them at all. Sure, maybe they can play congas, but they didn’t get that next level of 

exposure, so it’s really hard because I guess in the long-term sense, you can’t teach anything in a 

semester. I used to think you could. It takes years to teach practice methods, years to teach Afro-

Cuban, years to teach steel pan. You can expose it to them in a semester, but to have any 

meaningful and lasting fluency I think it really takes years. So it’s up to us as professors not to 

wait until the last minute to give our students a wide variety of things. I feel that the skillset 

that’s being asked as percussionists in the professional world is a little different than what we’re 

teaching them, and that’s where I was going. You know, how many students are going to make a 

living playing Khan Variations? Some of them will for sure, but what about the student that can 

play some rags and has a great online portfolio of them playing rags with a band they created, 

and they gig around town making a perfectly good living playing musical theater things or 

whatever because they’re known as the resident xylophonist? It’s just teaching our students that 

there are other avenues besides that, besides the straight-through grad school, get a college job—

of which I’m guilty of because that’s exactly what I did—but just teaching students that there are 

other avenues and how technology and fluency in that is going to help those paths, I think that’s 

really important.  
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LTD: I think that’s great. I think your comments might have answered some of these last couple 

questions, but I’ll ask anyways. This next one, if you could encourage a student pursuing a 

degree in percussion to do something else in conjunction with that—it doesn’t have to be music 

related, it doesn’t have to be audio and video related, just anything in conjunction with what 

they’re doing at the university level—what would you choose? 

OC: This is interesting because I teach at a liberal arts school, so I have this happen all of the 

time. I feel like it really depends on the student and, I think, going back to your previous 

question, that we need to tell students when it’s okay to supplement or split your academic focus 

to other fields. It’s okay. I even have a student—you know her—that went back and got a second 

degree in sustainability and is killing it figuring out ways to mix sustainability and music. The 

BA degree student that I mentioned earlier, she’s probably going to have a job as a recording 

person of some sort. She’s really interested in that and I even got her an internship with the 

Cadets this summer. She’s spending three months with them as their audio engineer. It’s a team, 

she’s one of three and she’s spending all summer learning how to solder cables and run cable and 

learning MainStage and learning the protocol to communicate across computers and 

microphones, how to wire up microphones, all of that stuff. 

LTD: That’s amazing. She would never learn that if you had not gotten her this opportunity. 

OC: Exactly, and at a liberal arts school I kind of have that flexibility to say, “Hey, you have this 

interest, I see it, how about we take some of our playing time and I’ll give you a little bit of extra 

time in this and nourish this other thing that you have an interest in.” 

LTD: And that’s something that you think you couldn’t do at, let’s just say, Florida State or 

something? 
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OC: I think they can, but it’s built into the psyche at Furman. There are so many students that get 

double majors or make their own majors; it’s built into the liberal arts mindset. From a student 

experience, like day-to-day, Tuesday to Wednesday, the experience of a liberal arts student to a 

state school student is not all that different in this day and age. We’re all trying to fill in the gaps 

that we all see in our curriculum. A student at Florida State can double major, a student at 

Furman can get a very high and intense music performance degree, but obviously, with Furman 

being a liberal arts school, it’s just easier to go into those secondary fields; it’s built into their 

general ed requirements. You can do any of that anywhere, but as a teacher it’s more of 

recognizing it and telling a student that it’s okay to do that, to tell them, “I know you came into 

this being a performance major, and you can get that degree, but why don’t you look into this 

other field since you seem to have an interest in it and it would be wrong of me to see that and 

not tell you?” 

LTD: Yeah, because you never know what’s going to spark their imagination, it could change 

everything. That’s excellent, man. I didn’t know about your student. What’s her name? Can I 

ask? 

OC: Yeah, Mary Lindsey. 

LTD: I don’t think I’ve met her. That’s great. 

OC: Yeah, and then to add onto that, Justin and Emma that you know, Justin for two years has 

had that Furman Advantage Summer Fellowship with me where he helps me edit scores and 

create click tracks and put together audio files from the last two Psathas recording sessions, and 

right now, actually right now, they’re filming prescreens on their own. I don’t have to deal with 

it because of what they learned in those internships. 

LTD: That’s invaluable. That’s awesome.  



	   267	  

OC: Yeah, so you know it’s not a direct approach, I didn’t teach them how to do it but they 

learned over the course of those internships and now they’re applying it on their own. Like, 

Emma’s running the AV for Justin and Justin is running it for Emma, they’re helping each other 

out. 

LTD: That’s awesome. Again, it seems like there’s a theme too to what you’re saying, obviously 

you have to have high-level performance skills and you have to be a good person and you have 

to show up and do your job like everyone should, but you’re also saying a lot, that they need to 

have these outside skills and not be afraid to try new things and pretty much give your students 

every opportunity that you see that they might enjoy. 

OC: Yeah, because you know, I think gone are the days where you graduate from your undergrad 

and you get a job, or you go to grad school and you train with the timpanist in the orchestra that 

you want to play in, and you just wait your turn and then boom, you get in, those days are long 

gone. The days are long gone that you can get a college teaching job without a Doctorate degree, 

so it’s a matter of picking your course but also being willing to recognize when to get those 

secondary skills and to have them if you want them, and if not, and if you want to be God’s gift 

to marimba, you have to realize what it takes. It’s going to be 12 hours a day in the practice room 

and a certain amount of luck before you make it. So, you can go the hyperspecialized path or you 

can go the more broadened path, but I think helping a student recognize those options is 

important.  

LTD: I agree. I’ll ask this question but I think you’ve already answered it, I just want to cover it; 

besides all of the technology advancements, anything music-related or even outside, are there 

any additional skillsets like personality-wise or anything that you think students need to acquire 

to just be successful in this field? 
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OC: They need to know how to write an email. And not just an email--they need to know how to 

correspond digitally with a superior and recognize a superior to a submissive--maybe that’s a bad 

word--how about a superior to a subordinate relationship, and they need to learn how to work 

professionally in that environment. Communication has gotten so informal in the past fifteen 

years so that skill has sort of been lost or deemphasized. Like, the first time a student texts me at 

11 o’ clock at night I just don’t answer, and the next morning I pull them into my office and say, 

“I’m here, I’m your buddy and all and we’re going to spend the next four years together, but this 

isn’t how this works.” And I do take time and physically coach my students through this, and 

even their freshman year, I don’t let them send an email to a professor without letting me read it 

first and then I’ll give them guidance. I actually just came upon a blog post from a professor 

about how to write a professional email and I’m actually going to pass it out to all of my students 

in the fall. 

LTD: Oh wow. Can I get that from you actually?  

OC: Yeah, when I get to my computer I’ll forward it to you. And I don’t think it’s just me being 

a professor and having a bloated ego or anything, but it’s legitimately teaching a student how to 

correspond with a superior that they don’t know, and how to make sure that impression and 

communication is as professional and clean and formal as possible, because that has a bearing on 

your professional career. 

LTD: Yes. And not that it’s a lost skill or anything, but ultimately the people that these students 

are going to be talking to are generally older, even older than us, and they’re used to that 

environment where it’s almost just expected of certain generations to talk like that. 

OC: Yeah, and you know in a way you can’t blame them, because most of those students come 

up with only cell phones, I think our generation was the last one without them, and so they grow 
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up texting their friends and texting their parents, with their parents being the only adults that they 

text. Maybe they give their phone number to their high school teacher or drumline instructor or 

something, but even that is not the most formal of circumstances. So, in a way I don’t blame 

them, because they grow up feeling and thinking communication is an informal thing, which 

isn’t a bad thing, we just need to teach them that when they get to college they need to be big 

boys and big girls and learn how to type with correct syntax and correct sentences and no emojis 

and no “lol”s and just say thank you and sincerely and all those things, because it matters. 

LTD: It does. So, you would say too, especially at the freshman level, that you’re constantly 

reinforcing professionalism and things like that? 

OC: Oh yeah, the freshman year for my students is about two things: professionalism and 

practice methods. Obviously, I teach more than that, but everything ties back into that, how to 

practice and how to be a pro. Honestly, my spiel is that you’ll never get a student that’s ever as 

receptive to new information as a freshman, and if you’re trying to change a junior or a senior, 

it’s a lot harder. So, I take the freshman year and really emphasize those things, the things that 

are conceptual and habitual, I try to teach them in the freshman year.  

LTD: That’s great man. Well, the last thing I have is very open-ended, it’s: do you have anything 

else that you want to expound upon or just say, closing statements kind of thing, is there 

anything that you want to talk about? 

OC: I don’t think so, no. I think we covered a lot and your questions seem to range across a lot of 

topics that are both closely and distantly related to audio and video technology, so I think that’s 

important. I think the other skillset, maybe one other thing to leave you with, the one that has 

become invaluable for me, is organizational software. You know this, but learning how to 

organize a group of people through team management, because students these days are digitally 
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fluent and that’s their primary mode of communication. Emails are, to us, maybe the pen and 

quill, so when you deal with organizing a team of 18-21-year-olds, I’ve come to find that 

organization through team management software has really changed completely the way I run 

the studio. I use Basecamp, which you know, and through there is where we share all of our 

recordings or “text” each other if we need to. I know there’s different software out there, but that 

aspect of technology is really important too as our students become more digitally engaged and 

as they grow up with it. It’s only going to go further from here. This batch of students, I guess 

the rising freshman this coming year, they’ll be 18 which means they’ll have been born in the 

year 2000. That means that they literally don’t know what it’s like without a computer or without 

a smartphone or without internet, and I think we need to meet them in the middle. I have a lot of 

colleagues that make students do it the old way and come to them or maybe they don’t answer 

emails and only do in-person communication and do that older way of looking at it, but I’m 

trying to meet these students halfway. I’ll communicate with you digitally, like through these 

specific avenues, but you have to learn how to communicate professionally through these devices 

and through this software. That’s going to be an important skill for them.  

LTD: That’s great. And again, coming full circle, the things that you’re talking about are 

definitely professionalism, do the job, but you’re always coming back to exposing them to new 

things and it seems like, more than not, something technology-related has come up. It might just 

be the century that we live in now, like you said the freshman coming in are going to be born in 

the Facebook generation and it seems like technology has weaved its way into what you do, a lot. 

OC: Oh yeah, and that’s come from a need from me, maybe subconsciously, to meet my students 

in that space and how to interact professionally in that space and make it something that we’ll all 
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learn from and that helps me communicate faster, because like I said, no one reads an email 

anymore.  

LTD: That’s true, and it’s hilarious because I know my students get it on their phone. 

OC: I should take that back: no one reads an email thinking that it’s urgent anymore. You can’t 

email someone and say, “Hey, I need help moving these things in the studio.” You email if you 

need something tomorrow, or the next day. But, if you need something right now, you have to 

find another way of communicating that still has to be professional.  

LTD: That’s great, man. That’s pretty much it for what I have as far as questions are concerned. I 

really think that the answers you have given assist me in proving my point. 

OC: Good, because I went into this thing thinking I wouldn’t have anything to offer.  

LTD: No, it’s awesome. I’ve only selected five people to interview and the rest are 

questionnaires. The specific people I’ve asked have all succeeded in a high level within our field. 

I’m going to be interviewing Syd and Hopkins and Matt Jordan and people like that, so it’s like 

everyone has touched on technology in a different way—at the university level, at the orchestral 

level, at the marketing level, things like that—so I really feel like your specific niche and the 

things that you’re doing are really helpful. 

OC: Can I add one thing that you just reminded me of? 

LTD: Sure. 

OC: The marching thing: I feel like since I have a background in it I need to mention this. The 

time is either here or coming soon where people can make a living doing this. I mean people are 

starting to make a living, like Matt Filosa, that are writing charts and putting them into digital 

notation software and Logic and all of these other technologies. The fluency in that is also 

important, and gone are the days that we can write off the marching activity as this dinosaur or 
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this uneducational thing where the drill sergeant screams at you all day. It’s not that anymore, 

and from an audio standpoint, the time is here or coming very soon where people can make a 

living being audio engineers for the marching arts. There are audio guys that just do that: they 

counsel groups year-round or they have their own groups. My lead engineer for the Cadets—

that’s what he does. I mean he’s a 24-year-old that also works part-time at a restaurant, but he’s 

putting together his living that way. I think the audio technology fluency is going to become an 

increasingly important role in that field too, and in some ways, a more important part of that than 

the university percussion studio because every marching band is going to have one. Every 

marching band is going to need sound design and a sound system and someone that knows how 

to set it up and how to run it. I just see this trend, and if someone really wants to get into it, they 

can do this for a living too. It won’t be the greatest full-time, full benefits job right now, but 

who’s to say it couldn’t be down the road. We don’t know what the job market is going to look 

like, even in four years, but in a way, the 30-35 is the new 24-26 in terms of age because the job 

market is just so different. It’s okay to not find full-time work until your mid-thirties. It happens. 

You have to learn how to piece together your side hustles to make a full living for years, and 

eventually, you find your full-time job and you make it. But yeah, I feel like the marching arts is 

going to be important. I had to drop that one in there. 

LTD: I think it’s great. I think that’s something, like you said, that a lot of people, myself 

included, have written off at times. 

OC: And it’s not for everyone, and that’s fine. I feel like Dr. Jekyll and Mr. Hyde because a part 

of me says, when teaching lessons, “Oh, this marching thing, ehhhh,” but I’m literally in the 

airport right now going to do drum corps for a week. It was part of my side hustle too. When I 

was at Florida State, I was running the Boston Crusaders; that’s what helped pay the bills.  
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LTD: That’s great insight, thanks. Again, sorry for taking up an hour of your time, but I really 

feel like this was really enlightening and I think it’s really going to add to the paper. I can strike 

anything you don’t want, but overall, when people read the transcript, I think they’ll have a lot to 

gain.  

OC: I’m glad to help. 

 

END OF INTERVIEW 
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Lonnie Thomas Dobbs: Before we get started, do you mind if I audio record this conversation? 

Matt Jordan: That’s totally fine. I know that you have all of your human subject stuff to do. 

LTD: Yes, so you’re okay with that?  

MJ: Yes, totally fine.  

LTD: Great. Well, the first couple questions are really plain and simple—just kind of preliminary 

things before we dive into some deeper ones. So, when did you attend Florida State University? 

MJ: I was there from Fall 2010 until Spring of 2012. Then, I will be actually, as you are doing, 

finishing up my degree here, and I am already re-registered for the Fall and the Spring.  

LTD: Good for you, man. Congratulations. 

MJ: Thank you. So I’ll be doing exactly what you’re doing.  

LTD: Yeah, it’s a fun time. It’s definitely taken me a while to get going with it, but it’s 

happening. So, what’s your current title and occupation?  

MJ: I have a few, so I’ll list the 3 main ones. I’m the Concert Percussion Marketing Manager for 

Pearl Drums and Adams Musical Instruments—that’s my first position—I’m also an Adjunct 

Professor of Percussion at Middle Tennessee State University, and I am also the Front Ensemble 

Arranger for Music City Mystique. 

LTD: Great. Would you mind listing some previous occupations that you’ve held before this? 
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MJ: Absolutely. I was the Director of Media at Row-Loff Productions for two years, I was the 

Front Ensemble Arranger for Phantom Regiment from 2011-2014, as well as one of the Front 

Ensemble Arrangers for Carolina Crown in 2015. We actually split that responsibility.  

LTD: That’s great. I’m just kind of getting a list of things going. So, what are your other degrees 

and where did you get them from? 

MJ: I’m in progress for a DM degree from Florida State in Percussion Performance, a Master’s 

in Percussion Performance from the University of North Texas, and a Bachelor’s of Music in 

Percussion Performance from Middle Tennessee State University.  

LTD: Awesome. Those are the preliminary questions, just to qualify everything that’s coming. 

Now we will dive into some more in-depth questions, so feel free to elaborate as far as you’d like 

with any of these. The first one is, do you feel that the skills you acquired at FSU assisted you at 

obtaining your current position or one of your current positions? 

MJ: Absolutely, indirectly and directly both. One of the things that I did at Florida State and 

went to Florida State intending to do, was the audio recording side of things that Parks has set 

up. One of the things that allowed me to do when I got out of FSU and came back to Nashville 

was become the Director of Media at Row-Loff, where I was in charge of both doing the audio 

and video recording as well as the editing for their YouTube videos and promotions, things of 

that nature. So, that helped alley-oop me into things as well into my Pearl job, where my 

experience with marketing through Row-Loff ended up being a benefit for my application at 

Pearl. Also, still today at Pearl, I do all of our concert percussion recording; we actually just 

finished building a multi-$100,000 studio up here at Pearl. So, anything with concert percussion, 

I’m typically the one doing all of the recording and editing for that.  
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LTD: That’s awesome. You talked specifically that you went to FSU to kind of gain more 

experience with the audio and video recording. Can you talk about some of the technologies that 

Parks was implementing during your time there? 

MJ: Absolutely. I was already pretty familiar and already pretty deep into the audio and 

electronics component, both from a teaching and a performance perspective, even in my 

undergrad and my master’s, but one of the things that I really wanted to do was get into more of 

the true audio, like CD recording and production or live recording and production. Parks was 

doing a lot of those things like recording a CD and producing a CD in an almost studio, 

controlled environment. I really wanted to get that experience and be with a teacher that knew it 

at the level that I did, if not better. I wanted to be able to collaborate and work with that person 

rather than it being that I knew more than the teacher in that particular avenue. Since Parks had 

experience in that, it was a great benefit and during my time there, one of the things that I really 

enjoyed was that we were very collaborative in learning new things about it together. On the 

video side, I was the one who kind of helped push him into the video side a little bit, so we kind 

of learned together on how the video stuff worked.  

LTD: That’s awesome. So a true collaboration between student and teacher?  

MJ: Absolutely, and that was a very helpful side of that. I’ve always learned as a student when 

somebody else comes in with a problem and the collaborative environment of how to solve that 

problem, where it doesn’t just come from somebody saying, “This is how you do this,” but 

instead somebody saying, “Here’s a problem—how can we solve this?” Doing the research and 

necessary experimentation to come up with a solution that really helps you is necessary because 

you don’t only learn that one thing, you actually learn four or five things on the way to that one 
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thing—things that you didn’t realize that you needed to learn that you end up finding out on the 

path of exploration.  

LTD: Cool. So, you cited some video components when he was first getting off the ground with 

that. Since I’m sure he started with audio first, what were some things that you were a part of 

there, like you said album recordings—did you help engineer any of those or were you 

performing on those? What were some avenues that you were doing that were new to you at 

FSU? 

MJ: I think the biggest thing that I jumped into was the actual audio editing. I worked a lot with 

Parks on taking a multi-path recording. Let’s say somebody is recording a marimba solo. There’s 

actually one thing that crossed over that was kind of interesting. I had recorded a colleague of 

mine in North Texas, Rod Costerman, who had composed a few beautiful pieces for marimba 

and vibraphone. So we had access to the big hall at North Texas for a few hours, and so I, with 

my nice components and mics and audio interface, recorded him, but with really no distinct plan 

on how to edit it down, so one of the first big projects that I did with Parks when I got there was 

talking through the process of, “Cool, the recording sounds great, but how do we now splice it 

together and put the edits in and take this bar from this one and this bar from the other one,” and 

all of that. So, that project, even though I had started it before I was at FSU, was the first real 

time that I had gotten into the audio editing side of things. At the same time, Parks and I don’t 

use the same tools. I’m a Mac person who uses Logic all of the time and he’s a PC person that 

uses Audition and some other programs, so a lot of it was helpful since he would explain what he 

was doing in his program and it would be fun for me to try to figure out what I needed to do in 

mine. There was a lot of exploration of programs trying to learn how to get to that point since 

every program is different and has strengths. Some of the strengths of Audition, which I still 
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have to this day and use with Logic, are the noise reduction side of things and the spectral editing 

that you can use to get rid of noises and things that programs like Logic don’t really do well or 

are not intended to do well.  

LTD: Absolutely. All of these are very detailed things and really on a professional side—pretty 

advanced for any degree that is not a recording engineer degree. How did you notice these 

technology things interacting with the other students at FSU? How was he using technology 

there with everyone else? 

MJ: That’s a great question. I’d say that the nice thing about it at FSU was that technology was 

not put, at least when I was there, as a forefront of what the goal of the degree was, but if you 

showed an interest in it and wanted to dig in deeper, there was a possibility to do more with it. 

From an undergrad perspective, and even from some grad students that weren’t interested in 

audio stuff, it was really used as more of a teaching tool of recording lessons—being able to play 

back, being able to record graduate auditions and those prescreening type of CDs, or 

prescreening for an orchestra job—those types of things. It was more used as a tool for teaching 

than it was a separate entity, and I think that flexibility of how it was approached was really 

helpful. I would say that when I was there, there weren’t very many students that were diving 

into it from the perspective of performance with electronics, really more approaching it as more 

of the recording and teaching tool—maybe 80-90% of the people that were there—and then there 

were the few people like me, Matt Filosa, Luis, who were using the electronics in a different 

way: using some of those tools to turn it into live performance.  

LTD: Cool. What you just said as far as taking technology and recording lessons and ensemble 

recordings and using it as a teaching tool and promotion, you’re saying that you and some others 

went and used it in live performance. That kind of blends into this next question, and feel free to 
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elaborate more, but what would you say are the current trends within your field as far as 

implementing technology?  

MJ: That’s a great question. Let me answer for each job. With my Pearl position, the integration 

of electronics is really crucial because online marketing has turned into the main way to market 

anything. I mean, people don’t buy a concert snare drum anymore based on just word of mouth; 

they want to go and see a YouTube video of it, they want to hear it, pretty much touch it without 

touching it. That’s one of the things that we do in our job at Pearl. We try to create these 

marketing materials and videos and audio files so people can actually know, if they have good 

headphones or good speakers, they can know what that drum actually sounds like or know what 

that marimba sounds like and really feel comfortable making a choice from a physical 

perspective, that’s one of our biggest goals and one of our biggest pushes from a marketing 

perspective for the past years and going forward. People don’t read magazines anymore to figure 

out what to buy, they use an online component as a way to do it, so the skills that I gained from 

learning how to record and do video editing and assemble a package of information to a 

digestible amount were crucial. Not all of our videos at Pearl are full performance videos, 

sometimes it’s a matter of just picking the best parts of a piece that get the sound on an 

instrument across, or even composing excerpts specifically for that just to hear the instrument 

play soft well or play mezzo forte well or play rolls well, and really go from there. So, from an 

audio and recording side, the biggest thing at Pearl is using it as a marketing tool. For my 

position at MTSU, it’s a little bit different because I teach students directly at my house, our 

facilities are not such that we could do the type of recording we did at FSU where the studio is 

wired up and all lessons happen at the studio and so it’s easy to record. Unfortunately, we don’t 

have those kinds of facilities, all lessons happen in individual practice rooms so it would be way 
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too much technical setup to do that type of thing there. Luckily, at my house, I have a setup 

that’s relatively similar to the FSU studio and I have marimba, vibes, timpani, snare drums, the 

instruments that most students are studying, and I have all of those prewired up at home. So, I 

actually do a very similar thing to what Parks does where I record the lessons, and I don’t 

typically do it as often, I don’t do an every lesson recording, but if the student is wanting to play 

something back or needing to hear what they sound like, that’s where that comes in. And that’s 

mostly just a time management thing, to deal with all of that recording and making sure it’s in 

everyone’s folders and all of that, especially with the schedule that I have to do lessons on since I 

have a full-time job, I tend to use it more as a special use tool more so than an every lesson tool. 

But, I also ended up doing a few audio production and arranging lessons, which is one of the 

things that we have flexible at MTSU, once a student passes their upper division they are 

allowed to study whatever they want with a teacher. It’s really nice, because if somebody wants 

to study hand drumming they can, if they want to study arranging they can, if they want to study 

recording techniques they can, so it’s a very flexible setup. I’ve had probably 5 or 6 students 

over the past 4 or 5 years that have taken arranging lessons with me, I’ve had 2 that did arranging 

and live electronics and live recording, there’s no class at MTSU for learning the basics or 

recording even though we have one of the best recording programs in the world, it’s more 

designed for people that are actually in that program. You can’t just take a survey of recording 

class and cover all the basics on mic types, so the students treat that lesson as their survey course 

for electronics, so if they had to play a piece with a backing track and a click track separately, the 

audience wouldn’t hear, learning how to do live processing, learning how to record and do basic 

editing, those are all things I typically try to cover in lessons. On the Music City Mystique side, I 

do all of the system setup and engineering of all of that, and one of the things that has really 
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helped on that end is—and I wouldn’t say that I learned the stuff at FSU through a formal 

education, Parks wasn’t teaching me how to set up a PA system—but over the processes of doing 

things like PASIC where we put everything through our own system and having different 

channels run, most people don’t come in with 20 something of their own mics with their 

channels with them, we really kind of took it to the next level in terms of that. So, those 

experiences and being able to experiment a little bit with those types of things really enabled 

what we tried to do at Mystique this past year. We actually ended up doing like 5.3 surround 

sound, we did some things with wireless miking and wireless in-ears, some of the technology 

things that I was doing around my time at FSU and North Texas ended up making it into some of 

the things from an arranging and design perspective with Mystique. Even though I didn’t 

mention the Bluecoats thing, one of the things that I am doing this summer is I am one of the 

music ensemble coordinators for the Bluecoats, and one of the things that we’re doing and one of 

the reasons that I was brought on board is that we’ve gotten pretty heavy into using things like 

wireless in-ears or wireless mics or surround sound or quadraphonic sound, and one of the 

reasons they brought me on board was that they needed somebody who could speak intelligently 

from a percussion perspective and most importantly from an electronics perspective. Somebody 

who could really cover the range of that was really important to them. Even from just a freelance 

arranging perspective, the people who do well in the arranging world are the people that can 

integrate electronics seamlessly, so a knowledge of how those things work is what really allows 

those people to be successful at what they do, even for just a percussion arranging perspective. 

So yeah, that gives you about 6 different avenues in how technology is involved.  

LTD: Yeah, it definitely sounds like your hands are touching a lot of different things as far as 

technology is concerned, especially in our field. There’s a couple questions that I wanted to ask 
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about each of those, but first, on the marching side of things, where do you see technology going 

in the marching world? It seems to have exploded and for someone like you that’s in the midst of 

all of it, where do you see it going? 

MJ: I think the biggest push right now is that for so long, marching activity just relied on the fact 

that it was “hard” to play with everybody spread across the field. You might have a snare 

drummer on the 20-yard line side 1 but the trumpets are on side 2, 20-yard line, and you have to 

figure out solutions on how to deal with that. Sometimes it’s just that you have to anticipate by a 

16th note, so for members, it was a lot of times not that fun to play the show either because to 

you, the show doesn’t sound very good. You just end up finding this weird mix of voodoo and 

little tiny cheats to make it work, so I think the biggest push recently from groups like Bluecoats 

and Cadets and Cavaliers is this push for things like wireless in-ears for the marching members 

that are key, maybe you saw problems with them just being able to hear themselves in time from 

across the field, you could have a wireless mic and a wireless set of in-ears on the same person, 

so they can listen to the mic on somebody else and have that routed to their in-ears in order to 

make sure that they’re in time with that person. That’s going to be the next big push, because 

outdoors, when you’re talking about marching band Drum Corps, I don’t see much push towards 

the video side of things, but with WGI video has been a big push over the past few years. We 

integrated video at Music City Mystique in 2014 and 2015, and over the past few years, 2016 

and 2017, we ended up integrating lighting so we had DMX controlled lighting and that’s again 

something we had to figure out on our own. We took it upon ourselves to not only learn how to 

use DMX but also how to actually integrate it within a MIDI environment like Logic or 

MainStage, and also how to build light fixtures. In 2016 and 2017, we weren’t using off-the-shelf 
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light fixtures, we were actually building these props and learning how DMX worked well enough 

to be able to integrate them.  

LTD: So, would you say, speaking from an outsider that never competed in DCI or WGI, there’s 

certain ideas or thoughts or stigmas when it comes to marching percussion, and it seems like 

now, it could have been forever but it seems like now, someone that’s involved with it whether 

on the writing or arranging or even performing side, you’re getting way more than just technical 

drumming experience. It sounds like you could be really marketable in many facets when you get 

out of DCI or WGI, would you say that’s true? 

MJ: Absolutely, and I think the biggest thing that people don’t realize is that, maybe 60-70% of 

the percussion jobs that are out there are actually jobs that involve marching percussion, whether 

it be being an assistant director of a marching band in a college while still teaching lessons or 

being the full-time percussion guys while still teaching the drumline or being a full-time 

percussion specialist in Texas where you’re full-time percussion and you’re having to deal with 

all of those different avenues of marching arts. I think the important thing is that if you haven’t 

experienced it at a high level, whether it be BOA or WGI or DCI, you don’t understand what that 

activity is about in order to teach it. If you’ve never been in an orchestra, you’re not going to 

teach someone how to play excerpts. It’s a very similar type of thing, and I feel it’s about 

diversifying your possibilities for income as well, that’s one of the big things that I was trying to 

do when I was younger was knowing I didn’t march my last years of Drum Corps and I didn’t 

march my last years of WGI because I felt like I got the experience I needed to, so I moved onto 

things like the Stephens camp and doing these other things to get me these different types of 

experiences that would diversify my training. So, I think that a lot of times, and I also think that 

the stigma of Drum Corps has gone away at least on the percussion side, maybe sometimes still 
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from the brass perspective it gets that, but that is going away as well. 9 out of the top 12 brass 

caption heads in DCI are all either doctors or have active university positions, and it’s not that far 

from that on percussion, maybe 6 out of the 12 percussion faculty members are either doctors or 

active percussion performers. For example, with the Bluecoats you have Tom Rarick who is 

performing with the Air Force Band in Washington DC, he is a percussion arranger. You have 

Ryan Kilgore who is a musical ensemble coordinator, doctor, who teaches at Capital University. 

With Cadets, you have Dr. Omar Carmenates doing all of the front ensemble arranging stuff, I 

could go on and go on. At this point, the pedagogy that’s happening at Drum Corps is really on 

the same level as university pedagogy, it’s just a different thing. Very rarely now do you have 

the groups that aren’t being treated well and are getting beaten into the ground, most groups are 

working very smart and very hard so you have a much higher level of performance. What these 

groups are trying now, from both a WGI and DCI perspective, is pretty absurd compared to when 

I marched 12-13 years ago. In Music City Mystique, the things that we were doing back then that 

were winning WGI wouldn’t even be accepted in finals in A class now. The progression and 

pedagogy of the activity has advanced to the point where it’s just about diversification. Similarly 

so, I feel like there are people that invest too much in WGI and DCI and marching activities and 

don’t ever supply enough on the other end, but I also think there’s a lot of concert percussionists 

that don’t diversify enough towards the marching side. 

LTD: Agreed. I think that statement leads nicely into that next question, what would you say are 

the biggest shortcomings found in university percussionists today and how would you like to see 

them change?  

MJ: I think the biggest think I see is an overemphasis on career paths or instruments that aren’t 

going to be your major bread-winner. I play actively, I play with the Nashville Symphony on a 
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regular basis, I play actively all around and I don’t think I’ve played serious marimba repertoire 

in a long time. The things that I spend the most time doing, especially not being a full-time 

orchestral percussionist, are playing triangle, cymbals, bass drum, all of the accessory 

instruments. The thing is, if you don’t sound good at those instruments, you won’t get called 

back. The biggest lack of focus, when it comes to percussion performance, is the accessory 

instruments and making sure that you understand all of the accessory instruments at the same 

level. Even sounding good on congas and bongos and timbales, to the point where you don’t 

stick out, I don’t think you need to be a virtuoso on all of those but you need to understand the 

styles and understand the way that they work enough to sound remotely authentic. From the 

electronics perspective, I think the important thing to look at is that any skill that you add to your 

repertoire is just increasing your value to a potential employer. Let’s say you know how to work 

a Malletkat, you’re going to get some pit orchestra gigs that you wouldn’t have gotten if you 

don’t understand electronics. If you know how to do some basic recording or recording of 

lessons, that might get you that extra advantage. If both people played Merlin equally well in a 

college interview but one person knows how to do audio recording, that’s your ticket. I actually 

remember an article with somebody talking about an unfair advantage, and as a student, you’re 

going to want to figure out what your unfair advantage is going to be. Whether that is electronics 

or hand drumming, the thing that few university students have or are learning or working on, 

have every student figure that out and what that is going to be. It doesn’t have to be audio 

recording, but that’s a great start to giving your students that unfair advantage.  

LTD: Yeah, I like that. This could probably be partly answered by what you just said but let’s 

just say you’re the professor and you have a percussion student that is pursuing a percussion 
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performance degree, what would you advise them to study or do outside the realm of percussion 

that could make them be more marketable? 

MJ: Honestly, I think marketable is a great word because marketing is a great thing to study. 

Entrepreneurship classes, marketing classes, any sort of audio or technology classes, anything 

that makes it where you not only understand how to move your hands in time but also how to get 

down the road from a business perspective, how to do taxes, how to take care of yourself 

financially and also to know what it takes to do that. If you have an entrepreneurship-minded 

thought process, you’re going to know that, “cool, if I want to perform professionally then I have 

to take X gigs, X amount, to make this a full-time job.” It gets out of the mindset of, “cool, I 

made $150 on this gig,” and more to the point of, “I made $150 but what do I need to do to make 

this a livable salary and what other avenues do I have to get to that point?” 

LTD: Yeah, so basically just finding out what all the things you can do to make a living are.  

MJ: Absolutely, and that’s the reason that I feel like I’m doing well for myself right now, 

because from a young age I started doing that. Besides Pearl, my full-time job that should be 

paying me a salary, I don’t think there’s any other avenue that makes more for me than any 

other. I make just as much performing with the Symphony as I do arranging as I do in 

technology. If any of those were to reduce, let’s say I didn’t play with the Symphony anymore, I 

could easily make that up by trying to do more in another avenue. Having that option is really 

nice and being able to have that flexibility if situations change. 

LTD: Absolutely, being sure that you have a bag of tricks and that you’re ready to do whatever 

you need to. One more, this kind of just came to me just now, what have you seen in your 

environments that are kind of like “no-nos,” the things that people just shouldn’t do? 
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MJ: That’s a deep question, let me think about that. I think the number one is that you have to 

have confidence without cockiness. I feel like a lot of students come in with this air of, “I don’t 

need to learn that,” or even if you have a teacher that you don’t like all of the information they 

present, you learn in both directions. Even if there’s something that you don’t agree with, you 

learn more about how you feel about something by disagreeing with somebody. The important 

thing is to be open and have that conversation, be open to disagree but do it in a way that you’re 

learning. That’s the biggest thing that I notice, occasionally people will shut themselves off to 

that type of information and to not be excited. When I was a sophomore or junior in college I 

wanted to strictly be in the orchestra, so I had no desire to learn about hand drums or drumset 

and if I look back, when I finally made the decision that, “well, I’m here, and this isn’t the 

strongest place to be a marimba performer, maybe I should try some of the things that MTSU is 

strong at,” all of a sudden that became my strength. You have to realize that sometimes the 

situation that you’re in, you have to exploit it and use it for its strengths.  

LTD: That’s great. At this point, I only have one last question, it’s kind of open-ended, is there 

anything that you would like to add or state knowing the breadth of my topic, is there anything 

that you would like to say? 

MJ: I think that we covered quite a bit of it. If I think of anything else I will let you know but I 

think I pretty much covered it all. 

LTD: Well, Matt, I really appreciate your time, I know that it’s valuable so thank you very much. 

MJ: Absolutely, man. We’ll talk soon and definitely send me a draft when you get to that point. 

LTD: Will do. Thanks so much. 

END OF INTERVIEW 
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APPENDIX D 

 

CHAPTER TWO TABLES 

 
 

Table D.1 Typical Ensemble Assignments 

Ensemble Rehearsal Obligations Rehearsal 
Times 

Preparation 
Time 

Instrument setup 

Marching 
Band 

(Football) 

Fall 
(Spring Depends on 

post-season) 

10-20 Hours 
Per Week  

(not including 
post-season) 

1-3 hours 
practice time 

N/A  

Athletic Band 
(Basketball 

Band)  

Spring/ 
Fall (Depending on 

University Start times) 

4-10 hours per 
week (This is 

including 
Games) 

0-1 hour per 
week 

N/A 

University 
Drumline 

Fall/Spring/Light 
Summer 

In tandem with 
other Athletic 
Performance 
Ensembles 

 
4-6 hours per 

week 
depending on 

the needs of the 
group 

1-3 hours per 
week 

N/A 

Wind 
Ensemble 

(Band) 

Fall/Spring 4-6 hours per 
week 

1-2 hours per 
week 

(Typically) 

10-40 minutes 
for rehearsals 

 
30-60 for gear 
moves and re-

setting 
 

30-60 for 
disassembly and 
return gear move 
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Table D.1 Continued 

Ensemble Rehearsal Obligations Rehearsal 
Times 

Preparation 
Time 

Instrument setup 

Orchestra Fall/Spring  4-6 hours per 
week 

1-2 hours per 
week 

(Typically) 

10-40 minutes 
for rehearsals 

 
30-60 for gear 
moves and re-

setting 
 

30-60 for 
disassembly and 
return gear move 

Percussion 
Ensemble  

Fall/Spring 2-4 hours per 
week 

1-6 hours per 
week 

(depends on 
the difficulty 
of the piece) 

10-40 minutes 
for rehearsals 

 
30-60 for gear 
moves and re-

setting 
 

30-60 for 
disassembly and 
return gear move 

Jazz Band Fall/Spring 2-4 hours per 
week 

1-2 hours per 
week 

10-20 minutes 
for rehearsals 

 
20-40 for hear 
movies and re-

setting 
 

20-40 for 
disassembly and 
return gear move 
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Table D.1 Continued 

Ensemble Rehearsal Obligations Rehearsal 
Times 

Preparation 
Time 

Instrument setup 

New Music 
Ensemble 

Fall/Spring 2-4 hours per 
week 

1-4 hours per 
week 

(Depends on 
the difficulty 
of the piece) 

10-40 minutes 
for rehearsals 

 
30-60 for gear 
moves and re-

setting 
 

30-60 for 
disassembly and 
return gear move 

World Music 
Ensembles 

Fall/Spring 2-4 hours per 
week  

1-2 hours per 
week 

(Depends on 
the difficulty 
of the piece) 

N/A 

Professional 
Ensembles 

(Paid) 

Fall/Spring/Summer Times vary  Times vary  10-40 minutes 
for rehearsals 

 
30-60 for gear 
moves and re-

setting 
 

30-60 for 
disassembly and 
return gear move 

Community 
Ensembles 

Fall/Spring/Summer Times vary  Times vary  10-40 minutes 
for rehearsals 

 
30-60 for gear 
moves and re-

setting 
 

30-60 for 
disassembly and 
return gear move 

	  
 
 
 
 

 



	   291	  

Undergraduate Curriculum: Performance and Education 

 

Table D.2: Performance Degree Structure Overview  

Category  Course(s) Additional Information 

Performance 6-8 Semesters of Large 
Ensemble 

 
Recitals (Junior and Senior) 

 
8 Semesters of Applied 

Lessons 
 

Athletic Performing Groups 

Band, Orchestra, Percussion 
Ensemble Chamber Groups 

 
One-Two Per Degree 

 
20-40 Hours a Week of 

Practice 
 

Marching Band, Pep Band, 
Drumline 

Pedagogy/Performance 
Hybrid  

Applied Lessons 
 

Studio Class 
 

Pedagogy/Literature Class 
 

Class Piano 
 

Music Theory  
 

Sight Singing and Ear 
Training 

 
Music History 

 
Music Technology 

 
Advanced Theory/History  

Weekly 
 

1-2 Hours Per Week 
 

1-2 Semesters 
 

2-4 Semesters 
 

2-4 Semesters 
 

2-4 Semesters 
 
 

2-4 Semesters 
 

1 Semester 
 

2-3 Semesters 

Practice  Applied Lesson Preparation 
 

Large Ensemble Preparation 
 

Percussion Ensemble 
Preparation 

 
Additional Preparation  

20-30 Hours Per Week 
 

2-6 Hours Per Week 
 

2-6 Hours Per Week 
 
 

2-4 Hours Per Week 
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Table	  D.2: Continued  

Category  Course(s) Additional Information 

Adjudication  Applied Lessons 
 

Ensemble Rehearsals and 
Performances 

 
Juries 

 
Barrier 

 
Ensemble Placement 

Auditions 
 

Recital (Junior/Senior) 
 

Studio Class 
 

Professional Auditions 

Weekly Grade 
 

Daily 
 
 

Semester Grade 
 

Semester/Yearly Grade  
 

Semester/Yearly 
 
 

1-2 Per Degree 
 

Weekly 
 

By Appointment 

General Education Courses  35-45 Credit Hours Over Four Years 

Electives Course 2-10 Credit Hours Over Four Years 

Total Credits Hours: ~120 

 

 

Table D.3: Music Education Degree Structure Overview  

Category  Course(s) Additional Information 

Performance 4-8 Semesters of Ensembles 
 
 

1-4 Semesters Athletic 
Performing Groups 

 
4-6 Semesters Principal 

Applied Lessons 
 

4-6 Semester of Non-Principal 
Instrument Assessment  

 
Studio Class 

 
Recital (Senior) 

Band, Orchestra, Percussion 
Ensemble 

 
Marching Band, Pep Band, 

Drumline 
 

Percussion 
 
 

Woodwinds, Brass, Strings, 
Other 

 
Weekly 

 
1 Per Degree 
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Table D.3 Continued 

Category  Course(s) Additional Information 

Pedagogy/Performance 
Hybrid 

Applied Lessons 
 

Studio Class 
 

Pedagogy/Literature Class 
 

Class Piano 
 

Music Theory  
 

Sight Singing and Ear 
Training 

 
Music History 

 
Music Technology 

 
Advanced Theory/History 

Course 
 

Non-Principal Instrument 
Classes 

 
Marching Band Techniques 

 
Jazz Band Techniques 

Weekly 
 

1-2 Hours Per Week 
 

1-2 Semesters 
 

2-4 Semesters 
 

2-4 Semesters 
 

2-4 Semesters 
 
 

2-4 Semesters 
 

1 Semester 
 

2-3 Semesters 
 
 

Woodwinds, Brass, Strings, 
Other 

 
1-2 Semesters 

 
1-2 Semesters 

Practice  Applied Lesson Preparation 
 

Large Ensemble Preparation 
 

Percussion Ensemble 
Preparation 

 
Non-Principal Instrument 

Assignments 
 

Additional Preparation  

10-20 Hours Per Week 
 

1-4 Hours Per Week 
 

1-4 Hours Per Week 
 
 

4-8 Hours Per Week 
 
 

2-4 Hours Per Week 
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Table D.3 Continued 

Category  Course(s) Additional Information 

Adjudication Applied Lessons 
 

1 Senior Project/Practicum  
 

Ensemble Rehearsals and 
Performances 

 
Juries 

 
Barrier 

 
Ensemble Placement 

Auditions 
 

Recital  
 

Studio Class 
 

Non-Principal Instrument 
Technique Classes 

 
Professional Auditions 

Weekly Grade 
 

Required for Completion of 
Degree  
Daily 

 
 

Semester Grade 
 

Semester/Yearly Grade  
 

Semester/Yearly 
 
 

 1 Per Degree 
 

Weekly 
 

4-6 Semesters 
 
 

By Appointment 

Additional Education Courses 20-30 Credit Hours  

General Studies Courses 30-40 Credit Hours  

Elective Course 2-10 Credit Hours  

Total Credit Hours: ~125-135  
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Master’s Degree Curriculum  

Table D.4: Master’s Performance Degree Structure Overview 

Category Course(s) Additional Information 

Performance 2-4 Semesters of Large 
Ensemble  

 
Applied Lesson 

 
1-2 Recital(s) 

 
1 Comprehensive 

Examination/Thesis 

Band, Orchestra, Percussion 
Ensemble, Chamber Ensemble 

 
4 Semesters 

 
Yearly/Once For Degree 

 
Required for Completion of 

Degree 

Pedagogy/Performance 
Hybrid 

Music Bibliography 
 

Pedagogy Course 

1 Semester 
 

2-3 Semesters 

Practice Applied Lesson Preparation 
 

Large Ensemble Preparation 
 

Percussion Ensemble 
Preparation 

 
Additional Preparation and 

Opportunities  

20-30 Hours Per Week 
 

2-6 Hours Per Week 
 

2-6 Hours Per Week 
 
 

2-4 Hours Per Week 

Adjudication Applied Lessons 
 

1 Comprehensive 
Examination/Thesis 

 
Ensemble Rehearsals and 

Performances 
 

Ensemble Placement 
Auditions 

 
1-2 Recital(s)  

 
Studio Class 

 
Professional Auditions 

Weekly Grade 
 

Required for Completion of 
Degree 

 
Daily 

 
 

Semester/Yearly 
 
 

1-2 Per Degree 
 

Weekly 
 

By Appointment 

Elective Courses 4-8 Credit Hours 2-3 Semesters 

Total Credit Hours: ~32 
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Table D.5: Master’s Music Education Degree Structure Overview 

Category Course(s) Additional Information 

Performance  1-2 Semesters Applied Lesson On Principal Instrument 

Pedagogy/Performance 
Hybrid 

Classroom Management and 
Behavior Management 

Courses 
 

Music Bibliography  

2-3 Semesters 
 
 
 

1-2 Semesters  

Practice Conducting 
 

Rehearsal Preparation/Lesson 
Planning 

2-6 Hours Per Week 
 

2-6 Hours Per Week 

Adjudication  Thesis/Thesis Defense 
 
 

Comprehensive Examinations 
 
 

Applied Lesson(s) 
 

Seminar/Lecture Courses 

Required for Completion of 
Degree 

 
Required for Completion of 

Degree 
 

1-2 semesters 
 

2-4 Semesters 

General Education Courses 3-6 Classes  Depend on the institution 

Elective Courses 2-5 Credit Hours  

Total Credit Hours: ~32 

 

 

Doctoral Curriculum  

Table D.6: Doctoral Performance Degree Structure Overview 

Category Course(s) Additional Information 

Performance 6 Semesters Applied Lessons 
 
 

Large Ensemble  
 

Recitals (Solo, Chamber, 
Lecture, Concerto) 

Band, Orchestra, Percussion 
Ensemble, Chamber  

 
1-6 Semesters 

 
2-5 Per Degree 
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Table D.6: Continued 
	  

Category Course(s) Additional Information 

Pedagogy/Performance 
Hybrid 

Applied Lessons 
 

Percussion Pedagogy 
 

Studio Class 
 

Bibliography  
 

Music History/Theory 

3-6 Semesters 
 

1-2 Semesters 
 

Weekly 
 

1-2 Semesters 
 

1-3 Semesters 

Practice Applied Lesson Preparation 
 

Large Ensemble Preparation 
 

Percussion Ensemble 
Preparation 

 
Recital Preparation 

 
Additional Preparation and 

Opportunities  

20-30 Hours Per Week 
 

2-6 Hours Per Week 
 

2-6 Hours Per Week 
 
 

See Applied Lesson Above 
 

2-4 hours per week 

Adjudication Applied Lessons 
 

1 Comprehensive 
Examination/Preliminary 

Examination 
 

1 Dissertation/Treatise 
 
 

Ensemble Rehearsals and 
Performances 

 
Ensemble Placement 

Auditions 
 

3-5 Recitals 
 

Studio Class 
 

Professional Auditions 

Weekly Grade 
 

Required for Completion of 
Degree 

 
 

Required for Completion of 
Degree 

 
Daily 

 
 

Semester/Yearly 
 
 

3-5 Per Degree 
 

Weekly 
 

By Appointment 

Elective Courses 25-35 Courses  

Total Credits Hours: ~64 
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Table D.7: Doctoral Music Education Degree Structure Overview 

Category Courses Additional Information 

Performance N/A N/A 

Pedagogy/Performance 
Hybrid 

Music Bibliography 
 

½ Degree is Pedagogy 
Courses 

1 Semester 
 

4-6 Semesters 

Practice Large Ensemble Preparation 
 

Percussion Ensemble 
Preparation 

 
Additional Preparation and 

Opportunities  

2-6 Hours Per Week 
 

2-6 Hours Per Week 
 
 

2-4 hours per week 

Adjudication Applied Lessons 
 

1 Preliminary Examination 
Exam  

 
1 Dissertation  

 
 

Rehearsals & Performances 
Studio Class 

 
Professional Interviews 

1-2 Semesters 
 

Required for Completion of 
Degree 

 
Required for Completion of 

Degree 
 

Conducting/Coaching 
Weekly 

 
By Appointment 

Elective Courses 20-30 Credit Hours 4-6 Semesters 

Total Credit Hours: ~64 
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