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Abstract

Thisis an ethnographic study of the drumline of the LSU Marching Band and the mock-
fraternity they created called Phi Bootaroota (()Br). | argue that ()Br was created as a site to
flesh out the various tensions members experience as members of the LSU drumline; they create
arite of passage ritual that functions as a carnivalesque and celebratory inversion of the system
they find themselves submerged within. Phi Boota roota marks a created articulation of the
transition members make when they become part of the larger ritual of Tigerband; itisa
voluntary or liminoid ritual that allows members to deal with the excess parts of their own
personalities and individuality while fully embracing, though at times parodying, their inherited
identity and image as members of the LSU Band.

Through the use of performative writings combined with more traditional ethnographic field
reports and descriptiong/interpretations, this thesis strives to give voice to the tensions felt within
therituals of Tigerband and ¢ Br, the tension of representation within ethnographic study, and the
tension of creative experimentation within academic writing. Throughout the study, | use the
metaphor of “audiation” to experiment with representing ethnographic experience and
knowledge. Audiation isthe practice of thinking and comprehending music with your mind, and
it functions as a pedagogical tool for creating and remembering sound. Metaphorically,
audiation illustrates an action that requires both memory and creativity; a process that gives
sound/motion to a sounding/action by re-creating it in the mind. These audiations provide a
forum for both the traditional and the inventive to resonate within the context of an ethnographic

exploration of the performance of ¢Br.



Chapter 1
Introduction
Pur pose of the Study

In his book Percussion: Drumming, Beating, Striking, John Mowitt makes the following
statement:

Thus, if sense-making is fundamental to the holding sway of collectivities, to their very

being in time, then musical sense-making, whether rhythmic or not, is an indispensable

piece of social analysis. (21)
Undoubtedly, sense- making and ethnography are similar if not identical in aims; describing
people within social settings serves little purpose if the overarching goal is not to gain some sort
of understanding or sense from it. Mowitt compares the process of sense- making to drumming
by comparing beating or striking to a series of actions, through which a beat or pattern is made.
The organization of the beat holds a significant place in understanding the music--the collective
rhythm that comes from these actions.

The rhythmic metaphor fits this project quite well: the purpose of this project isto describe
and interpret the activities of a mock-fraternal organization known as Phi Boota roota, also
known as the drumline of the LSU marching band, “The Golden Band from Tigerland.” The
members of Phi Boota roota (®Br) find part of their collective identity in their percussive role in
the larger marching band. Each week, all of the drumline members work on music and marching
drill for the upcoming halftime performances at L SU football games. Each drummer in the band
also is invited to pledge the fraternity, and through a series of rituals, the new drumline members
are welcomed as full members of ®Br.

Asthis project unfolded, | began to inquire what function/need the formation of Phi Boota
roota performg/fulfills for the members of the drumline. The drumline itself has a unique
function within the marching band setting. In his essay “The Summer Music Games,” Jonathan
Ritter explores the routine of drum corps marching bands as aritual process. Within thisritual,

the drumline functions differently from any other section of the band.



Drumlines bridge the gap between musical and visual performance, as the act of playing
isvisually transparent in ways that horn performance cannot be, just asit isauditory in
ways that the color guard isnot. Unison performance in the snare and tenor drum lines
demandsabsolute precision and is further complicated by the high skill level demanded
in rudimental drumming; pitched bass drum lines similarly demand the presence and
flawless execution of al membersto complete the melodic line. Solos do not exist in the
drumline; every component of music- making is done as a group.

Due to fewer spots and higher demand, competition to get into a corpsis often stiffest
for the drumline, and rehearsal for those that make it is thus that much more intense and
frequent. Asaresult, theideal of group bonding and identity, sought by the corps as a
whole, is frequently obtained much earlier and in stronger form within the drumline.
This comunitas, to use Victor Turner’s term, emerges as an egalitarian bond based on
trust in one another’ s performance and listening skills. Developed over along period of
time, the group bond itself eventually becomes a part of the performance. (Ritter)

Ritter marks the marching band as aritual process within itself, and marks the drumline members
as creating a unique comunitas within that system. Through this ethnography, | test Ritter’s
claims by analyzing the structure of Tigerband as a parent culture from which pBr emerges.
Beginning with the audition process through which drummers become members of the drumline,

| look at a number of symbols and rituals present in both the performance of Tigerband and of
®Br. The discipline of marching and music combine to produce a specific type of marcher;
through an analysis of the biomechanics of marching, we can clarify the image and values the
Tigerband culture projects, and that ®Br both reinforces and inverts. Ultimately, | argue that the
formation of ®Br, while a possible manifestation of the bond “sought by the corps as a whole,”
works as both arite of passage into the larger organization and a carnivalesgue ritual to help

reaffirm the norms of the group.



Method

This project was designed as a qualitative study, and in it | relied on ethnographic techniques
of data-gathering, interpretation, and reportage. Ethnography roots in the terms “ethno-" (people)
and “-graphy” (describing). The goal of “describing people’ isto better understand the reality of
the researched people; understanding, though, always implies an understander. When describing
any group of people, we must acknowledge the position of the peoplein their social situation; the
meanings there are plural and socially constructed. We must also acknowledge that the observer
ispositioned in asocia situation, and the observations are filtered through a perspective that is
socialy constructed and relative (as opposed to objective). AsLindlof and Taylor put it,
“Knowledge of social realities emerges from the interdependence of researcher and researched.
The researcher does not use methodological instruments. The researcher is the instrument” (11).
Astheinstrument of research, the ethnographer gathers data through submergence; by entering
into and interacting with the researched, the perspectives of both converge. The results should
reflect this subjective experience, and should be communicated through means that acknowledge
both the partiality and the subjectivity involved in the research process.

Peopl e-describing (ethnography) will always involve the description and the process of
describing, or sense making, which is never an objective method. It is messy and complex, and
requires that the researcher put any and all theory through the filter of personal interactions with
the people being researched. This process generally leads to multiple perspectives and meanings
of socia gestures; the answer is never reached in any fixed or finalized way; however, the
researcher’ s results bring new, different, and often more difficult questions to the table. The goal,
then, is better understanding, not prediction and control.

Description, especialy in using what Clifford Geertz calls “thick description,” engages the
researcher in meaning making; by engaging the details of the scene, the actions, and the
dialogue, the researcher enters into the process of making meaning out of the situation, much like
the researched. Interpretation, then, illustrates both the researcher’ s understanding of the

situation and the researcher’s own process of meaning-making. In my fieldwork, | attended many



of the drumline rehearsals, both as a section and with the entire band. | arrived early and stayed
late at most of the rehearsals, for the social interactions that surrounded the rehearsals were just
as important to me as the rehearsal s themselves. | chose not to do formal depth interviews with
drumline members, hoping to simply observe them as they interacted within the sphere of
Tigerband. My methods of data- gathering involved different types of observation and
interaction; the situation usually defined my role and the method that best fit in the moment.
Mondays were geared towards music rehearsal, so | sat, watched, listened, and jotted down my
impressions, their conversations, and whatever else caught my eye/ear/pen. The outdoor
rehearsals allowed me more mobility, more opportunities for dialogue, and the option to observe
in close proximity to the line as they marched and played. Pre- and post- rehearsal conversations
occurred in parking lots, dining halls, pick-up trucks and stairwells, and | had many
conversations with members as our paths intersected on the campus. | also researched the history
of the LSU band and ®Br online, in the LSU archives, and through interviews with band staff
and members.

Once data was collected, the interpretation process began. While my initial impressions often
led to conclusions, the primary method of processing the information was to deeply describe it.
By converting field notes to thick descriptions, | could begin to see patternsin my observations.
After compiling these descriptions, | began to look for patterns, and also began to research some
of the emerging themes and questions | had about what | had noticed. The questions and patterns
presented ideas, theories, and problems for me, especialy when it came to writing up these notes
into some form of reports. Choosing to represent voices through description (as opposed to taped
and transcribed events and conversations) proved problematic. What did | see and what did |
interpret? How honest are these descriptions?

During his recent visit to LSU, | spoke with Dr. Matt Spangler about my ethnography project.
| mentioned that representation continues to be my biggest issue in writing. He responded “Y eah,
we all wrestle with that one, and | think we have to as ethnographers. It should never not be an

issue.” And here begins the inner- monologue:



Did hereally say that? | think so --that’ swhat | remember himsaying. We wer e standing

inthe Black Box after theworkshop hedid, and he asked me about my research, and |

told himabout the drumlineand Phi Bootaroota, and...
| encounter the same problems when it comes to my field notes. Writing about experiences|’ve
had always highlights both what 1’ ve seen and what | obviously missed. “Every way of seeingis
away of not seeing.” | think Kenneth Burke said that, though | never heard him; | remember
Michael Bowman saying that in some form or fashion, though. Subjectivity can be both
comforting and problematic, especially when attempting to give voice to another, or the
actions/performances of that other.

One of the major problems | encountered as an ethnographer was the representation of

performed action. Performance seems elusive to any concrete anchoring in words. Music seems

to have the same problem. Consider this transcription of part of Coltrane’ s “Rhapsody #3”:

Jom Coldrane, I/Zu:lq lrfe
trancer, H’a-ol“
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The transcription contains the right notes and most of the right rhythms from the original
recording. It does not capture the sound Coltrane produces when he plays it, though. John Cage,
writing about dance (which he defines—along with music and poetry—as a "time art"), argues
that it is balance, achieved through dualistic tension, that defines an esthetic.
With clarity. . ., grace forms a duality. Together they have arelation like that of body
and soul. Clarity is cold, mathematical, inhuman, but basic and [of the] earth. . .. Graceis
warm, incalculable, human, opposed to clarity, and likethe air. . . . The two are aways
present in the time arts, endlessly, and life-givingly, opposed to each other. (24)
As | began the process of describing and interpreting the drumline, | found myself striving for
clarity in my writing, but frustratingly missing the “grace” | found in each encounter with them.
Cage noted that the tension between clarity and grace is essential for the time arts of dance,
poetry, and music; | would argue that any social science involving time or action feelsthis
tension as well. Grace and clarity are both endless and life-giving in their tension; doing away
with it would never benefit the art; instead, the interplay between the two becomes the flicker of
lifein the art’s performance. Describing and interpreting these musicians brought me deeply
within a number of tensions on a number of levels: the coexisting structure and anti-structure of
Tigerband, the need for grace in the clarifying field of ethnography, and the rule of tradition
straining against the need for invention, just to name afew. Inresponse, I’ ve adopted two
methods of writing to help me flesh out both the grace and the clarity within this project:
Ulmer’s mystory techniques and performative writings.

Gregory Ulmer introduces a method of writing he calls mystory in his book Teletheory:
Grammatology in the Age of Video. A mystory involves the use of professional, popular and
personal materials to engage an historical or social (or | would argue ethnographic) question.
When patterns emerge in the research, he encourages his students to write using a wide image;
this wide image guides the creative composition of the project. He suggests that there are three
templates that assess how the wide image provides meaning in the text:

e Feeling—as provoked by the image;



e “Metaphysics’—what the image reveals about what the world is like, how things are or
how the world works;
e Morality—agiven thefirst two points, how one should live (what one must do). (Internet
Invention 10)
While doing fieldwork, writing descriptions and researching some of the items that were
emerging in this project, | stumbled across my wide image for this writing process. audiation.
Audiation is the practice of thinking and comprehending music with your mind, and it functions
as apedagogical tool for creating and remembering sound. Dr. Thom Mason, author of The Art
of Hearing, breaks down the ear training skills that “a good musician must have’ into six parts:
1. Theability to look at and audiate rhythms and rhythmic patterns from a written page.
2. Theability to look at and audiate melodic material from a written page.
3. Theability to look at and audiate chord progressions from a written page.
4. The ability to hear, audiate and transcribe rhythmic material to awritten page.
5. The ability to hear, audiate and transcribe melodic material to awritten page.
6. The ability to hear, audiate and transcribe harmonic material to awritten page. (ix)
Note that audiating has two primary functions here: one of creating and one of remembering.
When a person audiates, they create sound and recall it simultaneously, whether it be melodic,
harmonic or rhythmic (and often all three at once).
99 bottles of beer on the wall
99 Bottles of beer
Take one down, passit around
98 bottles of beer on the wall
98 bottles of beer on ...
Some of you read those lines. Some of you recognized the song and sang along. Some of
you are still singing along. | apologize for doing that to you—»but | did it to show you that you

already know how to audiate. Any song that gets stuck in your head is an audiated event for you.



Y ou can hear it though there’ s no sounding; you are actually creating a sound by remembering
the song internally, and though there' s no song playing, you can hear it over and over again.

The links between audiation and ethnography rang true for me both asamusician and a
performative writer. Symbolic representation, whether musical, written, or material, depends on
both arecall of meaning from experience and a creating of meaning in the moment. Music, or
rather, notated music, signifies action; the notes on a page convey specific pitches, specific
rhythms and specific styles. When we write ethnographic notes, we represent, and in ways
recreate, actions to convey specific things that were said or done. We recall and create, much like
ajazz musician draws from theoretical knowledge and experience to play ariff or chorus. For all
that the notated music can show, however, there are thingsit cannot show. Like the earlier
Burke/Bowman quote suggests, away of seeing (or writing) isaway of not seeing (or writing).
Writing seems to remove or replace as much as it represents, a problem numerous scholarsin
history, performance, and ethnography have been wrestling with for awhile. | would argue that
resolving thistension is not the goal; rather, to give room to both would allow the music to
sound, so to speak. Audiation became my wide image for this project because it represents an
action that allows text to become music and music to become text. The sound is never robbed
from the description of the sounding.

In an attempt to keep the sound in these soundings, | chose to use personal performative
writings, or audiations, throughout this project. According to Della Pollock in “ Performing
Writing,” performative writing may have the following characteristics:

e [tisevocative, meaning “it works metaphorically to render absence present” (80)

e [tismetonymic. “It isaself-conscioudly partial or incomplete rendering that takes its

pulse from the difference rather than the identity between the linguistic symbol and the
thing it is meant to represent.” (82-3)
e [tissubjective: “what | want to call performative writing does not project aself . . . as

much as arelation of being and knowing that cuts back and forth across multiple



divisions among selves, contexts, affiliations such that, as Elspeth Probyn notes, ‘ the self
isnot simply put forward, but . . . isreworked in its enunciation.”” (86-87)
e [tisnervous, “neither willing nor able to stop moving”. (91)
e [tissituational, quoting “aworld that is always already performative.” (92)
e [tisconsequential, and “meant to make a difference.” (95)
How do we capture performed actions and performing people on a page? How do we allow the
subject of our writing to re-act, to resonate, through our writings? The audiations represent my
own struggles and experiments with interpretation and my position within the ethnographic
situation. By acknowledging the existence of the personal, popular, and professional texts within
thisthesis, and by giving them an opportunity to resonate with and against one another, creating
fresh meaningsin new dialogues, holes, and collisions, this project highlights both the process
of meaning- making and the meanings made as |local, subjective, and unfinished.
Significance
The contexts of the significance of this project are personal and professional. The
consuming mythology of LSU to the native Louisianan is a hard one to escape. | was bornin
Baton Rouge, | grew up in Baton Rouge, and | lived and breathed this town and all of its
characteristics, both good and bad. This also meant that | would “bleed purple and gold,” the
L SU school colors, whether | wanted to or not. Growing up, we always listened to the football
games on the radio; even when they were televised, my grandfather insisted we listen to Jim
Hawthorne call the game on WJIBO instead of the announcers on TV. Sometimes the time delay
was alittle disturbing, but I always felt more connected to the game and, in away, the
community when we listened to Hawthorne. Y ou could hear the crowds, you could hear the calls,
and you could always, always hear the band.
Band is another mythology | couldn’t escape; being born in my family meant playing some
sort of instrument. My mom and dad met while marching in LSU’ s band, the Golden Band from
Tigerland. My dad went on to be the Assistant Band Director at LSU for afew years, then a

band director in a Baton Rouge area high school. My mom teaches children’ s piano and voice,



and has done so since she was in college. We grew up singing at family gatherings, at church, in
choirs, at assemblies at school, playing in jazz bands, concert bands, marching bands, rock
bands, musicals. you name it, I’ ve probably played in amusic group like it somehow. | started
playing piano when | was three, clarinet and sax when | was in fifth grade, and began marching
band when | entered high school. I'm a band nerd to the core, and in some way | alwayswill be.

These worlds collide in the LSU marching band: one of my goals as a high school student was
to march in the Golden Band from Tigerland. Why? Next to marching for a professional drum
corps, the college marching band was the highest level of competition in this particular genre of
music-making. LSU had areputation for being one of the best college bands in the nation
(whether thiswas alocal or national reputation is debatable, though it seemsto be a bit of both).
All | remember from my first football game in Tiger Stadium is the band marching the pre-game
show. In high school, we used to transcribe drum cadences and brass parts from the LSU shows
after we' d seen them. Making music was to be our job, and L SU was where we wanted to punch
in.

My link to drummers began in middle school. Whenever you join the middle school band,
there are two instruments everyone wants to play: saxophone and drums. | played the clarinet.
By the time you got to be in the advanced band at my middle school, you were happy enough to
play what you played--being in the top group was both fun and challenging. There was one
group, however, that got to play their own group solo, something they had written themselves, in
front of the whole school: the drummers.

When | was in seventh grade, my best friend Kyle, a French horn player, Chris, atrumpet
player, and Jill, adrummer, got to play their own drum solo in front of the entire school. | can
remember every bit of that solo to this day: Kyle on snare, Chris on quads and Jill on bass drum.
It was composed of parts of LSU’s drum cadence, Central High's drum cadence, and alittle
something they made up themselves. Everyone loved it.

| went on to high school, then college at L SU, playing in the band at both schools. | marched

in LSU’s“Golden Band from Tigerland” for four years, leading the mellophone section for my

10



last two, and had a blast playing music with other musicians. The people in the band were always
like family to me, perhaps because of my family’slink to the band, and | still keep in contact
with alot of the people | played alongside in the past. And | loved playing in the mellophone
section in Tigerband. But even now, if you were to go watch the band warm up before a football
game, though every section would be outside warming up at the same time, only one section
draws a crowd--the drummers.

People always love drums--at least most of the people | know, and I’ ve always felt strangely
drawn to them. If | wander in amusic store for long enough, | always find the drum sets, the
drumsticks, the djembe or the conga--something to drum on. The drumline of most of the bands |
had marched in works the same way for me- they draw me. Maybe it’ s because drums are one of
the few instruments that have never come naturally to me; maybe it’ s because | wanted to sign
up for drums in middle school, but my parents wouldn’t have it because of the noise I’d bring
home with me every day. When it came time to pick a group of people to study for my
ethnography class, | immediately went to the band, and specifically to the drumline. Why? 1 till
don’'t know entirely. Hopefully this whole process can aid me in understanding the personal and
cultural significance of being a member of Tigerband, as well as being a drummer in that band.

As a student in communication studies, and specifically performance studies, the significance
of aproject like this becomes harder to gauge, but not impossible. This project directly engages
the body, the doing, the performance of ®Br. It also brings together a number of performative
writing techniques to further explore/complicate the idea of what counts as qualitative, scholarly
research in communication and performance studies. The tension of integrating new
performative writing techniques into the academic landscape proves to evoke tensions that could,
with a proper balance of grace and clarity, make some incredible art. By integrating ideas from
Della Pollock, Gregory Ulmer and Michael Jarrett, among others, | hope to create an
ethnographic project that both describes the doing of something and does something itself; a

project that moves, that performs.
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Finally, ®Br functions to bring out the tension in their own crossover situation; the drumline
creates arite of passage ritual that functions as a carnivalesgue and celebratory inversion of the
system they find themselves submerged within. | argue that pBr marks a created articulation of
the transition members make when they become part of the larger ritual of Tigerband; itisa
voluntary or liminoid ritual (as used by Turner, From Ritual to Theater, 21-59) that allows
members to deal with the excess parts of their own personalities and individuality while fully
embracing, though at times parodying, their inherited identity and image as members of the LSU
Band. This project illustrates the necessary function of ritual and carnival in social systems

rooted in discipline and routine.
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Chapter 2

Making the Band

Fellow Drummers,

My name is Jonathan Helmers and | will be Drumline Captain for the 2003 marching
season. Thiswill be my sixth and final year marching with the line and I’ m looking
forward to having a great football season. The team seems ready and willing to bring us
back to the SEC Championship and the “ Golden Band fromTigerland” is basking in the
glory of the Sudler Trophy for collegiate marching band excellence. The sceneis set and
we are looking for dedicated, talented, hardworking percussionists to help us support the
team and represent the University in the best manner we can.

| will be assisted this year by avery qualified colleague of mine, Gordie Sizemore.
Gordieis afifth year member of the line and a dear buddy of mine. Together we have
compiled this year’ s handbook to include all the classic school music but also some new
exercises that will help us play better as an ensemble.

Returning Members: Thisyear will be just like last year. We will start the auditions
on August 15", Thisisa Friday and it will allow us an extraday to cover new charts.
Before the auditions we will have a small meeting to discuss the procedure we will
follow, and then we'll jJump right into auditions. Please have al the new exercises
memorized and review any material you might have struggled with last year.

New Members. This handbook contains all the music you will need to know. Please
come prepared with all exercises, cadences, and school songs memorized. The audition

excerpts do not need to be memorized but they should be worked on enough to play them
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clearly at the indicated tempos and dynamics. There will be sight-reading also, so be
ready to play.

The auditions will be held on August 15™ in the order of snares, tenors, basses, and
then cymbals. After each selection is done we will announce who made it and move on
to the next section.

The important thing to remember is not to let your nerves affect you. We know that
auditions create alot of stressfor musicians but they are a crucial part of our job.

At first, it may seem like alot but thisis a precursor to the rest of the season.
Members of the drumline are expected to memorize new music each week and be able to
play and march it cleanly inaline. From the start, if you have a good method of
practicing and working hard you will enjoy marching but if you don’'t you will be playing
catch up alot.

If anyone knows of someone who is planning to attend LSU and isinterested in the
drumline, but didn’t get a handbook, please have them contact the band hall (225-578-
2384). If anyone has questions you can call Gordie [personal number | or myself
[personal number, email address ]. | look forward to seeing everyone on August 15

Have agreat summer,
Jonathan Helmers, Drumline Captain
(Drumline Handbook 4)
This letter from Helmersisthe third in a series of introductory lettersin “ The Golden Band
from Tigerland LSU Drumline Handbook 2003.” Thefirst letter from Roy King, Assistant
Director of Bands at L SU, and the second letter from Brian Dell, one of the Graduate Assistants,

function similarly, though I will highlight the content differences. These three letters act asa
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prologue to the auditioning process, a process that ultimately acts as a gateway into both
drumline and Tigerband membership. All drumline members are Tigerband members, but not all
Tigerband members are drumline members. From the first entry into the organization, this
differentiation becomes tangible for the drumline members. In this chapter, | analyze elements
of the Tigerband handbook, the music of the drumline, and the uniform worn by Tigerband in all
its performances in order to better understand the culture from which ®Br emerges, as well as
some of the expectations placed on members of the drumline from within the line and without.
The Drumline Handbook
Roy King'sletter clearly explains the primary function of the handbook: “ The purpose of this

booklet is to familiarize you with the drumline audition process’ (LSU Bands 2). Four of the six
sections deal specifically with the audition materials. audition excerpts, warm- ups, cadences and
beats, and school songs; the other two sections include the introduction letters from King, Dell,
and Helmers, the marching drumline guidelines, and the adjudication forms for the audition. The
three letters each offer different perspectives on the drumline from different positions within the
power structure of the band department. On the “ General Information” page of both handbooks
wefind thislist of positionsin the department:

Frank B. Wickes, Director of Bands

Linda R. Moorhouse, Associate Director of Bands

Roy M. King, Assistant Director of Bands

Roger Wattam, Instrument Technician

Laura Launey, Assistant Instrument Technician

LindaB. Saucier, Department Secretary

Brian P. Ddll, Graduate A ssistant

15



James Spinazzola, Graduate Assistant

LisaMartin, Graduate Assistant (Drumline Handbook 1)
Thereisalso alist of student positions, including Helmers as Drum Captain. The hierarchy of
leadership positionsis linked to experience, education, function and pay. The ladder starts at the

bottom rung of basic band membership and climbs up to the Director of Bands position.

Wickes, Moorehouse, King

Administration, Repair

Graduate Assistants

Drum Major

Section Leaders/Captains

Band Members

All band members receive a $640 music scholarship for participating in the marching band.
According to the information in the Tiger Band handbook, all of the section leaders/captains

except one (junior) are classified as seniors at LSU, and most have at |east four years of
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experience on the field with Tigerband. Craig Davis performs as the drum major, who functions
as the conductor of the band. Beyond the drum major, we enter into graduate students, who
perform their duties as part of the fulfillment of their assistantship/fellowship with the School of
Music. Above the Grad Assistants we find King, Moorhouse and Wickes, who are full time
faculty at L SU; their biographies are found on the second page of the handbook.

Note that the further up we travel on the diagram, the further away we get from the actual
performance of music. This phenomenon could explain the different takes on the audition
process we find in the drumline handbook. King (who played on the LSU drumlinein his
undergraduate days, and along with Scooter Wooten was responsible for Phi Boota roota' s
founding at LSU in 1981) writes, “Do not let the contents of this handbook intimidate you. We
invite any LSU student with an interest in the drumline to audition” (Drumline Handbook 2).
Dell, being both a percussionist and the graduate assistant assigned to work with the drumline,
addressed the technical parts of the audition processin his letter.

It is highly recommended that you have everything in this booklet memorized before

August 15" except for the audition material. Please pay careful attention to stickings,

accents, dynamics, and other nuances that may be on the page. (Drumline Handbook 4)
Helmers issues a warning to the auditionee: “ The important thing to remember is not to let your
nerves affect you. We know that auditions create alot of stressfor musicians but they are a
crucial part of our job” (Drumline Handbook 5). Both King and Helmers acknowledge that the
audition poses some sort of threat; King, however, encourages the auditionee to abandon the
thoughts of intimidation, while Helmers gives the monster big fangs and creepy claws. The stress
of the audition isreal to Helmers, and King's dismissal of these stresses illustrates the distance

between the authorities who direct and the musicians who play.
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Dell’ sletter plays the gap between this performer/director binary (interestingly enough, Dell
was the only non-drumline/®Br member other than myself who regularly attended drumline
rehearsals and made the voyage on pledge night); hisletter addresses both the audition and some
of the goals of the line for the upcoming year, goals set by him and the two captains. These two
goals offer an accurate metaphoric representation of the split identity of the drumline members:
the percussionists and the ®Br members.

The two captains and | have several goals for the upcoming year, one of which isthe
development of esprit de corps among the section. We highly encourage everyone to
socialize and get to know others around you. Being a part of a college marching band
and drumline is not only about music making and drumming, but creating friendships and
memories of alifetime.

The second important issue is the introduction of a height system. This system will
includefive levels: level 1 = 3 inches, level 2 = 6 inches, level 3 =9 inches, level 4 =12
inches, and level 5= 15 inches. Grasping thiswill take time, but will help take the sound
of the line to another level. Please memorize these levels and incorporate them in your
practice of this packet. (Drumline Handbook 4)

Curioudly, the phrase esprit de corps here seems to suggest developing friendships more than the
development of a corporate identity or spirit; in my observations of the drumline, ®Br actsasa
the surname for thisidentity, or even as a mechanism to ensure this esprit de corps finds a
“corpse,” asocia “body” to inhabit. Here also we see the goal of creating alasting memory or
history; creating a history is something the performance of music cannot in and of itself do.

Note also how the desire for esprit de corps supercedes the new performative additions; the

primary goal of Dell, Helmers and Sizemore (the other Drum Captain) is to develop this sense of
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corporate identity. Perhaps this plays into the notion of being part of a“band,” not only in the
sense of agroup, but in the idea of being banded together. Without this cohesive connection, the
group cannot function as a whole, which becomes quite crucial when considering the nature of
the band they were joining: a 325- member wind and percussion group that attemptsto play their
parts of a corresponding piece of music together while marching in complicated formations on a
football field. Without this esprit de corps, the kinds of performances this band is designed to
perform might not happen.
The Guidelines
Directly following the letters from the leadership staff we find a section entitled “Marching
Drumline Guidelines,” in which topics like behavior/attitude, equipment, sticks and heads,
attendance, and other rules are addressed. The behavioral section is presented first, and the rules
areclearly laid out:
The conduct of the drumline members at all functionsis adirect reflection on the
Tigerband and, in turn, the university asawhole. Thisincludes all rehearsals, warm-ups,
and performances asindividuals and a unit. It isimportant that the exemplary reputation
of the band and the drumline not be tarnished by the misconduct of its member; you must
remember that everything we do is observed and noted by fellow percussionist, LSU
students, alumni, and fans as well as faculty and the administration. It is crucial that we
set and maintain alevel of professionalism while exemplifying percussion and
musi cianship. (Drumline Handbook 6)
It is here that the drumline members are introduced to their position of representation; the
drumline represents the band, L SU, good “conduct,” professionalism, musicianship and

percussion(-ness). In order to play this part properly, members should not use foul language,
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obscene gestures, disrespect people, and should refrain from using alcohol or any illegal drugs
prior to/during a performance; they should take care of their equipment and play as a group.
“THOU SHALT NOT HACK [mindlessly doodle on your instrument]. We will start together
and end together asa group” (Drumline Handbook 6). Here we hear the esprit de corps, though it
is not evoked or developed as much as created through this regul ation.

Other rules include the memorization of music before performances, the tuning of the drums,
and the learning of drill. Rehearsals are to be arrived at 15 minutes early to ensure proper warm-
ups:. “to arrive when rehearsal startsisto arrive 15 minutes late!” (Drumline Handbook 7). These
regulations ensure that the proper image is displayed to all who may see. Making the drumline
means not only playing a successful audition, but submitting to the guidelines of the

organization.

The Music

The last four sections of the manual are dedicated to the music of the audition, which is
played throughout the season. The system of notated music the band functions within requires

knowledge of the fundamentals. Here are some music basics:

Time

Signature Measure Dynamics Mult-Measure
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Cut Time Repeaal Ghost
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John Cage wrote, “Music is an oversimplification of the situation we are actually in” (qgtd. in
Jarrett ix). This metaphor works quite nicely (on anumber of levels) in light of the complexity of
the music played by the LSU drumline. The drumline’s composition foreshadows the technical
and aural complications within its music: four different types of instruments, all with different
designs and purposes, played by multiple musiciansto create asingle “maker” of sound. If we
were to dissect the drum set, the anatomy would seem quite similar; the same types of drums are
used, though differing because one percussionist playsthem all. However, by dividing the types
of drums up into specialized sections, the skill level required on each instrument increases

greatly. Compare this exercise for drum set
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