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Side 1
ES:

You haven't seen my brother, huh?

EO:

No, not since the time we went over together. That was a--we had a good interview
that time.

SL:

He mentioned in the car coming over tonight about your brother, and I said I really
didn't know anything about him.

ES:

He's in bad shape. He only weighs about 103 lbs.

SL:

Where is he, is in the home?

ES:

Yeah. Eisenhower's.

SL:

Where?

ES:

Eisenhower's. Dix.well Avenue, over there, Dixwell Avenue.

SL:

Oh, yeah.

EO:

OK, this is Friday, February 11, 1977, and we are going to pick up where we left off
too long ago on another interview we had with Earl. We're at Earl Sturtze's house in
Hamden, and there' s Earl, and Sonny Lyon, and what's your name there, ugly? Ed
Classey.

EC:

Mario.

[laughter]
EO:

That's what, that's what the Swiss guys call him, Mario. [laughter] . They figure he's
too ugly to be classy.

SL:

Classy Eddy.

EO:

The last time, Earl, that I came over, I didn't have a drummer with me. I'd asked
you a lot of questions that I had about drumming and about drum styles and teaching
and musical notation and things like that, but it could have been a lot better had it
come from a drummer, so I'm going to ask these two guys to put the questions to you
first, then I'll go over some of the things we talked about last time. Matty, are there
some questions that you'd like to have Earl talk about?

SL:

Well, I think, I think we should just open it up and anything in general. Drumming,
Ed, I think what we ought to hit upon is your book, Earl. We talked on the phone
about your book and what you're doing with it, and I think it might be--

ES:

Yeah, well, I don't know who to send it to right now. [Harold] McNamara wanted
me to send a copy to him. He said he knew of some publishers down there. So I
sent him a copy, and I got this one here. The book's falling apart. I got one new
book I managed to pick up, and I'll have to start sending that out. I don't know who
to send it to.

SL:

The problem is, right now there's a market around here because I know for the
ancients, everybody's looking for it, and--

ES:

I know.

SL:

It's, it's just a question of getting going here. Right now you don' t see anything in
the picture at all.

ES:

Not right now. Stone wants to publish it. It's a funny set-up up there. The matter
of the publishing house is in Boston, but there's two owners, one of them lives in
California, and the other I think in Florida. I sent them the book. He said he was
very interested. He said, "We need an instruction book up here, too." So he had a
couple copies of it made. Guess he had it all photostatted. He didn't put it together,
bind it, he had the pages photostatted and sent it to the owners. We never got a reply
from them. He called them up by phone and everything else and never could get a
hold of them.

SL:

Earl, some questions just entered my mind right now, we're talking about questions ,
and I've been really--[unintelligible]--is there anything in all the time that you were
teaching that you would have done differently, anything at all, I mean, your teaching
background and all the pupils you had--is there anything that you would have done
differently?

ES:

I would have saved my money

[laughter]
SL:

Yeah, you probably would have had a teacher [unintelligible] but is there anything in
your mind, any regrets now, about, about drumming and, anything you wish you did
different, or is any style different, different things as far as teaching the drum?

ES:

Nothing I wish I did different as far as teaching is concerned. I've been pretty
successful accomplishment-wise, but monetarily, I've been a failure (chuckle]

EC:

That's because all drummers are cheap.

ES:

Or you work for a nonprofit organization, so you can't get what you should get.

EC:

Do you find, how different do drummers act today, say the modem drummers, in
relation to--to my, what I see going on, it seems to me to be getting away from
rudimental drumming and going more to a [unintelligible] of rhythmic drumming and
ignoring rudiments altogether. Do you find it's true, or is it my imagination?

ES:

Oh, they play rudiments, they have to play rudiments, you can' t hit a drum without
playing rudiments--

EC:

No, no--

ES:

Depending on what they're playing.

EC:

True. Good.

ES:

Because the instructor will say, "Now, you play this, " and he'll play it. And you go
to another, "And now you play this. " Now put them together, let's see how they
sound. And that's the way they work. And in fact, most of them don't even write
anything out for them. They just give them a little bit each week, and they have to
memorize it. But they don't know what they' re playing.

EC:

Mmmmm.

ES:

They have them play a paradiddle maybe, but they don't know if it's a paradiddle or
what it is.

SL;

That brings up a point now, we talk about the code, the Sturtze code. Some people
call it the Sturtze code, other people say, "Well, it's the Sturtze code as you know it,
but other guys use code, about the same type of code all the time. They even say that
Burns Moore used the code when he taught. I never heard this before, but they say it
was similar to what we were used to reading.

ES:

I don't know if Bums ever used it or not.

EO:

He used some sort of a code because I have a little book that Pace used when he took
lessons from Burns. There's some sort of a code in there.

EC:

It's just a sticking thing, left, right, flam, seven. It's probably, maybe he came out
with a- after, I don't know--Earl--

EO:

I don' t know if it's anything like Earl's because I really didn' t look that closely, but I
do have it home.

SL:

Earl, you always taught by code, and evidently it was the simplest method that you
could get the young kids to appreciate and be able, you know, to stick and know the

hands. Do you have any misgivings about that, or, as far as--do you think it's the
only rapid way you can mass produceES:

Oh, no. It's the quickest way, yeah. You' re teaching in schools, not only in schools,
anyplace where they have drum corps. They don't care whether they can read music
or not, they want to get them on the street as fast as they can. So, you teach them as
quick as you can.

EO:

Did you develop that code yourself, Earl? Did you make it up yourself?

ES:

Yeah, yeah.

EO:

Did you take it from anything, anything anybody else produced?

ES:

Nope, I never knew anybody else ever use anything like it. And I wrote it out so you
can read it, just like music. Get used to it. How fast to play the beats, how slow to
play them, just like music.

EC:

You have to be familiar with the thing you' re going to play the beat from, Earl,
that's--

ES:

Well, that's best. I used to whistle all the tunes.

EC:

All the tunes.

ES:

See all the wrinkles I got there?

[laughter]
ES:

I whistled for years, till I lost my teeth and I couldn't whistle any more.

[laughter]
EO:

Now you'll have the parrakeet whistle for us.

SL:

Yankee Doodle, anyway.

[laughter]
SL:

There is, you know, in looking back, becaµse I took music off you also, and also you
used to write both for me, really, drum corps and also private lessons, but, it almost
seems like there is no--the universal language is lost when you go to code, especially
if you get in a drum corps where there is a lot of different drummers. Lot of them
read music, a lot of them read different types of music. The Swiss have a style of
reading, the Swiss also have a code, I don't know if you noticed it.

ES:

Yeah, I know they, they--

SL:

They use a bar code.

EC:

Well, it looks like a very difficult thing to follow in relation to Earl's code.

SL:

What do you think about the way the Swiss write, the way they write their music, the
way Berger kind of introduced it, I don't know, are you familiar, have you seen any--

ES:

I'm not too familiar with it. I--

SL:

He writes the right hand on the top line and the left hand on the lower line. All the
music, music notations--

ES:

Yeah.

SL:

But that means, and a dot, a slash, or a top on a note means it would be a flam, and
no grace note for the flam, and also he gave the flam time even though--

EC:

On the tap flam he has the slash with the flag on it, that would become a tap flam and
a reverse flam tap

SL:

It's pretty, it's, but also I guess signature, Fancher used to read it right like that,
wasn't it Fancher--

EC:

It's similar to the Strube system of writing which was left and right, but Strube had
the flag with the stems and everything going in opposite directions.

SL:

Yeah.

EC:

The Swiss have the note up and down, but all of the flags and all of the stems are in
the same--and they write for the foot rather than the hand, in other words, the right
hand is the top line while, you know, and just the reverse of Strube.

ES:

If you look at it close enough you can notice that, but I would say if you're going to
write like that you might as well write regular music. It's just as easy to learn
regular music as it is to learn that.

EC:

Well, that's a different system in that it tells you which hand it is and where regular
music, if there's something out of the ordinary, you have to --

SL:

Put the--

ES:

You would put the sticking in, yeah, yeah.

SL:

This eliminates all of that.

EC:

It's difficult to understand it, but once you get used to it it is very easy to read. I can
read it faster than regular music because the sticking is right there.

ES:

When I, when I write music, I write it for myself in regular music.

EX:

Yeah.

ES:

And then if they pay for it, I write it in music and code under it.

EC:

Yeah.

ES:

If they don't pay for it, I just write it out in code. Well, like I'm working on one here

now, Ed, I write it out myself in pencil in regular music, of course you keep it for a
while and you have to keep changing it, you decide to put something else in, and then
when I finish this I'm going to put it in the code.
EO:

You were taught by Carl Froelich, right?

ES:

Yeah.

EO:

Did he teach you any music when he taught you to drum?

ES:

Well, he put some notes down. I still got the book he gave me. Just a little notebook
I got it in a drawer here.

EO:

That would be interesting to see, to see if he had any special approach to setting drum
music down.

ES:

You want to see it?

SL:

Yeah.

EO:

What was the year when you first took up drumming?

ES:

Oh, 1901 , I think.

EO:

1901. And he wasn't a drum corps drummer, was he.

ES:

I don' t think so, I don't think so.

SL:

Where did he live, Earl? Was that when you were out in --

ES:

I think he lived in Fair Haven here someplace.

SL:

Is that right? Froelich, huh?

ES:

Yeah.

SL:

Was he anything to do with -- Lancraft had a bunch of guys, where was it, Bradley
brothers that were --

ES:

Oh, they were from Stony Creek.

EO:

No, Bradleys were from Stony Creek.

SL:

No, there was somebody else, somebody else who used to lived on Clinton Avenue
who used to teach, teach drumming.

EO:

It wasn't Alex Smith? No, that's Clintonville.

SL:

It was--Clintonville?

EO:

That's where Alex lived.

[silence]
ES:

Yeah, here it is. That's what he wrote out for me.

EO:

What's this, your old uniform, Earl, over here?

ES:

That's (unintelligible] young kid, you want pictures of drummers with uniforms on,
drums and--

EO:

[laughter] Oh, that's when you played in the Humphrey corps, huh.

SL:

Was that your first corps?

ES:

Yeah.

EC:

How long did you play with them?

SL:

Well, the Humphreys were you first corps, huh?

ES:

I was ten when I started.

SL:

That's the same way Johnny Gray played with, too, he used to be a fifer, he came
into Lancraft afterwards, only for a short time. He used to be in the fife--

ES:

John Gray?

SL:

John Gray, yeah.

SL:

Cuz, he was a fireman--

EO:

That's the Humphreys over there, down at the bottom over in the comer.

EO:

Hmm. That's around 1912.

ES:

That's the only book I got. That's the only stuff he ever wrote down.

EO:

Were they, were they in the private corps, Earl, did they belong to any organizations?

ES:

They were supposed to have been sponsored by the Humphrey Fire Department.

EO:

Humphrey Fire Department.

ES:

Now, whether they paid for anything or not, I don' t know. I was only a kid and
didn' t pay any attention to the--

EO:

Didn't know and didn't care.

ES:

[laughter].

EO:

Yeah, that's quite something to have.

SL:

Was he with the, he wasn' t with the Humphreys, he just was--

ES:

No, he just instructed.

EO:

I thought I remembered you saying he was a pit drummer, wasn't he a pit drummer
down in New Haven?

ES:

I really don't know. I don't know.

EC:

Was he teaching the Humphreys?

ES:

Yeah. He was a rudimental drummer, he knew the rudiments.

EO:

Did he teach any other corps that you know of?

ES:

Not that I know of.

EO:

Oh, Burns Moore taught him?

ES:

Yeah.

EC:

Speaking of Burns Moore, I had a discussion with Ed on the way down. I was
always under the assumption that you were a pupil of Bums Moore. I found out that

He was one of Bums Moore's students.

that was a sore spot there. Could you say something on this, how this so-called
rumor got started?
[laughter]
ES:

Yeah he says, "Bums Moore taught him, " I said, "God, don't tell him that," I says,
for Christ's sake. [chuckle}

ES:

Yeah, Moore claimed that himself. My brother definitely is not himself.

[electronic noise]
EC:

He's what is known as a flabbergaster.

ES:

To add fire to it, I was judge down at the World's Fair in New York in 1940, and
Stony Creek had some, well, the Stony Creek Corps, I guess it was it was.

EO:

They had a big line down there.

ES:

And, North Branford was competing. You know, the good North Branford corps,
they had in 1940.

EO:

Yeah, the old.

ES:

And, and Lancraft, L guess. And Yalesville. anyway, North Branford, I think it
was, won. Stony Creek came in second. And I still got the newspaper. And Kelly--

EO;

Jimmy Kelly--

ES:

Jimmy Kelly. You heard about that, did you?

EC:

No, I didn't hear.

EO:

No, he didn' t.

EC:

But I know Jimmy Kelly , though.

ES:

[chuckle] Well, he was sore because North Branford beat them. So he put a big
article in the Bridgeport Herald. It used to be the Waterbury Herald, then it went to
the Bridgeport Herald--

BO:

A scandal sheet.

ES:

Yeah. And told how I cheated and gave North Branford the prize because my teacher
was teaching North Branford. And no, he said that Bums Moore was my teacher.

That's how some of that came about. And none of it was true, because Burns Moore
didn't teach it, either. They were mostly my drummers in there.
EC:

But Bums never denied it, either. [chuckle]

ES:

Bobby Redigan, and, oh, I've forgotten all of them. And Howie Keneally. And
Bums didn't teach any of them. And then he said Burns taught me, and that's why I
gave them the prize. And, gee, I wasn't the only judge anyway, Burns was judging,
too. Anyway, that came out in the paper, and I put an article in afterwards and
contradicted it all.

EC:

You probably put it in the wrong paper. You probably put it in something that nobody
read.

ES:

No, everybody read that.

ES:

[chuckle]

EC:

No, they' ve been under that impression for quite a while.

ES:

Well, I apologize. Burns, Burns never taught Danny English, either.

EC;

Just who did Bums Moore teach?

ES:

Oh, he taught--

EO:

Bill Pace.

ES:

Cervato, did you ever hear of him? He was a good guy. He was with the St. Francis
Orphan Asylum. And he says he taught the Paradiddle Joe, you've heard of him.

EC:

Yeah, I've heard of him, yeah. I've heard that he didn't.

ES:

Well, I don't know whether he did or not.

SL:

This Halftime written out here, it's pretty good.

ES:

What?

SL:

The Halftime, the Halftime drumbeat the way you have it written out here.

ES:

Yeah.

SL:

The other thing, at the end of the book, OK, I looked at it, and it says "5 cents, no
10 cents for Munson's lawn--"

ES:

Oh yeah, yeah. [laughter]

SL:

"A nickel for Warner's lawn--"

[laughter]
SL:

"Gorman's, and Gorman's, and [unintelligible] Gorman's--"

EO:

Christ, the last time 'I had my lawn cut it cost me $15.00. How many nickel lawns
did you give out?

[laughter]
SL:

That's interesting about Burns. Bums was, in my time he used to, well, he taught St.
Brendan's, the junior corps, right? He used to have the junior North Branford corps.

ES:

He taught St. Brendan's for a while, I don't know how long it was. And then I took
them when I come out of the service they wanted me to go over.

EO:

Yeah.

SL:

Right. Then he taught General [
corps.

EO:

Yeah, I remember. Grady's, Grady's--

ES:

And he taught Waterbury Times.

SL:

That's right, yeah.

ES:

That's the last corps he taught. They only had one snare drummer left, the last time
Moore went up there. He died shortly after.

EC:

Then he became a judge and didn't have to teach anymore.

ES:

He never judged too much.

EO:

He judged a lot in New York. He probably judged more in New York than he did in
Connecticut.

EC:

New York. More in New York. Well, no, they didn't know him as well as they did
in Connecticut.

SL:

He, he did a lot of symphony work, with tymps.

ES:

Yeah, he played with the symphony. He was a good pit man.

] with New Britain, that was a combination

SL:

He did a lot of pit work, I guess. He did it with, Fritzie Bauer, was it?

ES:

Fritzie Bayer.

SL:

That was a pupil of his, too, wasn't it?

ES:

I think so, I think so.

EO:

Yeah, he taught Fancher.

ES:

Yeah, Fancher was a pupil of his, right.

EO:

And he taught Von Deck, Bob. Tell us about George Gallagher. You told me one
time he was the drummer to beat when you were--

ES:

Ah, don't ask me really how good he was, he died when I was 12 years old. You
know, he must have been a good drummer. He won the state title I think four years
in a row. I was always under the impression it was seven, and it was four.

EO:

Did he have anything about his style that you remember particularly?

ES:

Well, his stance. It was said that most all of the ancients were in those days. They
way he's standing there now, that's the way most of your ancient drummers stood.
They stood like that.

EC:

Yeah.

EO:

One foot out behind the other.

ES:

Yeah.

EO:

Yeah, rest that big drum.

ES:

Yeah, yeah.

SL:

Smitty, Smitty, we were talking to Smitty one time, we were talking about a style of
drumming, and Smitty had a style, a distinctive style of his own. There was that
"roll 'em" type style.

EO:

That's an old style.

EC:

Yeah.

ES:

That's where a lot of them--

EC:

Yeah, they--

SL:

Well, I think, and Eddie was there at the time, and we said, "Well, you know,
where'd we get away from that style, because there's Moodus and the rest of them,
they kind of use that, this type--and I think he said, you were the one who probably
contributed mainly to that.

ES:

Well, I think--

EO:

That's what he said, he said that you had--

SL:

Removing that rolling style into a Paris style.

EO:

I asked Earl the same question the last time I was over here, the last place, and he
said that also Bums Moore drummed that s--

SL:

Did he?

EO:

similar style to his. Isn't that what you said, you said Burns Moore didn't used that
big R, so--

ES:

Well, Burns didn't use that, no.

EO:

Well, I guess it was probably a whole bunch of guys at the same time that kind of
converted it over to--

EC:

Because I remember when I was younger that most of the corps, well the ancient
corps were all from Connecticut, and they either had an outside roll or an inside roll,
they either had it one way or another--

EO:

They used to almost dance.

EC:

They had under--

[laughter]
ES:

Weren't you at the Lancraft old timer's night a couple of years ago when they had
them two old timers there?

EC:

Yup.

ES:

One of them was doing that, he wasn't even touching the drum though.

[laughter]
SL

The motion was the important part.

ES:

Quigley was standing next to him, and they said to Quigley, "Hey Quigley, you' re
not together with him."

[laughter]
EO:

The old guys from the Creek drummed that way, too, you would see that with
Bradley when they were drumming.

EC:

Bradley, yeah.

ES:

Yeah?

EC:

Used to stroke it, go up and down it now.

SL:

Yeah, that's, that's interesting, that's something that's kind of lost now.

EC:

It was a unique style.

EO;

Yeah, a lot of that stuff has gotten lost, that's why we want to get as much down as
we can get down.

EC:

First off, we're getting into playing faster stuff now, you couldn't very well now use
that, I mean, you got to have plenty of time to do it.

SL:

[unintelligible] but do you remember the corps in the, it must have been around the
time of the GAR corps or something, they had, when you were a small boy, was it--

ES:

I don't remember any of the GAR corps.

SL:

No?

ES:

Never heard of their sound.

EO:

That's a good question. I've often wondered if the, if the soldiers that came back
contributed anything to the local style of playing.

ES:

Yeah, I wouldn't know, I wouldn't know.

EO:

How was Frank Fancher as a drummer?

EC:

I was going to ask him that, I mean--

ES:

He was a good drummer, but he was limited.

EC:

He was the best in his day, I guess.

ES:

Well, as I told you [chuckle] he--

EC:

He won all the competitions.

ES:

He intimidated the judges.

EO:

He was big enough to do it.

ES:

Sure, I've seen him play the wrong rudiment and everything else, he still wins. Great
stuff. Still wins.

EC:

What, what--

ES:

I'm telling about it. When I was only a little kid, he was going to beat me up.

EO:

[chuckle]

EC:

As long as we opened the door, using names, in your opinion, how good of a
drummer was Burns Moore?

ES:

Burns was a good drummer.

EC:

I mean, would you say he was an exceptional drummer?

ES:

Yeah, I would.

EC:

Maybe I saw him late in my years--

ES:

For that time. I don't want to, I don't like to use names, either.

EO:

Why not? This is the only--

ES:

Mitch Markovitch was here.

EC:

[unintelligible] bass drummer.

ES:

And we got to talking, and I mentioned a few names, and I didn't know it, but he had
his tape on. I didn' t even know he had a tape with him. He had the tape on, and he
was going to write an article on it. And I said, "Oh, geez, don't mention any names
I mentioned there, so--

EC:

Yeah, I think we ought to mention names.

ES:

Haven't seen any article, he was going to send--

EC:

It's the only way we are going to get any information on anything.

EO:

That's right, if we can't, if we don't have somebody talk about it now, it's going to
be forgotten forever, and we don' t want that to happen. It's all part of the history,
it's all part of the history. It's something that we're all involved in.

ES:

Burns was very stubborn.

EC:

Another Moeller, huh.

ES:

He could be wrong, but he'd never admit it. You could prove it to him, but no
matter how you'd try to prove it to him he'd never even listen. In fact, a fellow out
in South Bend, Indiana, he wrote a drum solo, and he had all the rhythms in it, and it
was a pretty good solo, and Bums goes out to the NARD convention, I don't know if
it was St. Louis or where it was, and this fellow from South Bend was there, too, and
the fellow gave him the music and says, "Hey, how do you like this solo, Burns?"
He wouldn' t even look at it. He said, "Oh, heck, that's that's no good. That's no
good." He wouldn't even look at it. Just said it was no good.

EC:

[chuckle] As far as I know of, Moeller was the same way.

EO:

Yeah, Moeller was a stubborn old guy.

EC:

A stubborn old guy.

ES:

I had an argument with him down at Goldie's one time. Goldie's Music Store? And
well, he was telling me he judged a week before over at West Point, and he judged
with a fellow name of Bill Kiffer.

EO:

Oh, a Marine, Marine drummer.

ES:

Yeah, Marine Band. And Stratford was competing there that time. And, they played
sevens. I used to give them seven stroke rolls instead of five. Later on they started
playing the high, faster cadence, and it changed to fives. Well then they were playing
sevens. And Burns thought that was what they should be playing. So after the contest
Burns says to Bill Kieffer, he says, "What do you think that corps from Stratford?"
Bill said, "They were all right." He says, "All right. They got a good drum
section." He says, "They were playing seven stroke rolls in 6/8 time. " Bums says,
"Yeah, that's good.
Well, he said, "They should have been playing fives in 6/8
time. " And Burns gave him an argument. So Bums was telling me. Burns really
got mad at him. That's the way he talked to me about it. And I said, "Well. I said,
"He's right." "What do you mean, he's right?" And then he bent my ear.
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EO:

[laughter]

ES:

And I said, "Well, you haven't got as much time to play a roll in 6/8 as you have in
2/4." You know, you're playing the roll in between two eighth notes. You got three
eighth notes in a measure, and you got to get the roll between two eighth notes. You

haven't got as much time in 6/8 as you do.in 2/4/ When you play a roll between two
eighth notes and there's only four in a measure, you understand what I mean? So I
wrote it down and showed him. He wouldn't even both looking at it.
EO:

[chuckle]

ES:

He wanted to take me over to Dean Smith over at Yale School of Music, he bet me a
hundred dollars, and there was musicians in there, and I showed them the music, and
I said, "What do you think?" Nobody would say a word, they wouldn't argue with
Burns.

[laughter]
EO:

Well, he was pretty big, too.

ES:

Yeah.

SL:

He was very stubborn.

ES:

Well, he was very stubborn. He had that reputation. Being Thick, they all called
him thick.

EO:

Thick?

ES:

Yeah, it means he was stubborn. He wouldn't risk--well, he was a good man. One
of the things.

EX:

He was a really good drummer.

ES:

The only thing he couldn't do is play a seven stroke roll. And he admired everybody
else that played them.

[laughter]
ES:

I don' t know if he couldn' t or what. He always played sixes. He couldn't bound that
first left beat.

EC:

So did I, I did it for years.

EO:

You still do it, right?

EC:

No, I got away from that.

EO:

How was Jimmy Ryan as a drummer?

ES:

Ryan was a good drummer. Course I never seen him drum since he was a kid. He
was only about eighteen, nineteen years old the last time I heard him drum.

EO:

Was that when he was with Yalesville?

ES:

Yeah.

EC:

Was he one of yours, or one of Burns's?

ES:

No, h took lessons from Bums, yeah, he took lessons from Burns.

EO:

I remember Rippinger telling me once what a great style he had, what a graceful
drummer he was.

EC:

Well, he seemed to drum with ease. He had a beautiful roll.

ES:

He was a big kid, too.

EC:

Yeah, he was a big kid.

EO:

How about Dan English? Who taught him?

ES:

Danny, he was self-taught. He really learned over at Lancraft. He used to go to their
rehearsal and pick it up over there. Burns always said he taught him, but he didn't.
Danny used to go down to Burns and talk with him, like we're talking now, between
pupils. When a pupil didn't show up, why Danny would go up and they'd chew the
fat. But he never taught Danny.

EO:

How good a drummer was Danny?

ES:

Danny was a good drummer. Well, by the standards at that time.

EO:

Was there anything that you remember particularly about his style of drumming or the
way he drummed?

ES:

Well, I remember he would take about two minutes to go into a rudiment and he'd
come out in about twenty seconds.

EO:

[chuckle]

ES:

I used to ask him "Why? Why do you come out so quick?" "Yeah, why you guys
taking so much time?"

EO:

He's got a point there [chuckle].

SL:

The other thing is why he'd take so long to go into it.
I

[laughter]
EC:

If you were in a hurry, you--

ES:

And the fast he'd play, the higher he'd raise his sticks instead of holding them lower.
As you get faster, you gradually get lower, not the rolls so much but your taps and
your other rudiments. You got accents that are up here, and your taps are down
there. And he'd start with his taps down there, but the faster he'd get the higher his
taps would go. So when he got real fast, the accents didn't stand out enough because
the taps were too hard. I remember those things. I remember Larry Stone in Boston
called my attention to that. Danny was on the stand one time. He said, "Why does he
pick them taps up higher when he gets faster?" Before I had never noticed it.

EC:

What kind of a drummer was Larry Stone?

ES:

Never heard him drum. Just--

EC:

That's too bad. I heard so much about him and I, people like yourself, I ask about
him, they never heard him drum. I guess I read in the paper of being a very fine-well, he was more of a band drummer, wasn't he?

ES:

A band drummer and I think the theater, too, I think it was.

EC:

And, you see, he wasn't drum corps. I understood he was a very fine drummer but I
never came across anybody, of course, being all the way up in Boston away from
everybody else, you know, it's kind of tough.

SL:

Was Larry the one that ran the studio?

ES:

Who?

SL:

Larry was the one who ran the studio, or was that his brother?

ES:

No, it was his father, I think. I don't know if ever did. That was his father. George
B. Stone, I think it was.

EC:

George B. Stone, yeah.

ES:

It still goes by that name, George B. Stone.

EO:

Do you think that drum styles have changed appreciably over the years, the style of
drumming?

ES:

Yeah.

EO:

Do you think it's changed for the better?

-~

ES:

I think now these M&M corps--

EO:

Well, now, before we get into that, let's just say within the ancient corps or standstill
type corps--

EC:

The trend in the ancient corps.

ES:

Yeah, well, they became more finesse as we were saying before. They used to roll in
or out and they'd dip, bend their legs and dip down. Never stood at military
attention. And now there's more finesse. Now we pick them up, you hold the taps
down because they' re supposed to be softer than the accents, and that's the way you
make them softer. In those days, everything was hard.

EO:

Do you think the changes have been for the better?

ES:

Oh, yeah. Up to a point, up to a certain era.

EO:

Well, how about expounding on just what you mean by that.

ES:

Well, up to the--when the M&M corps started playing modem music, when they
started getting valves on their bugles and all that stuff, well you could play all this
modem jazz. Before that, an orchestra drummer could never play with a drum corps.
You know, they were all way down there. And they never knew anything about
rudiments. They never could play with a drum corps because a drum corps was
entirely different, different type of drumming. But, when these M&Ms started playing
all this modern jazz, that was right up the orchestra drummer's alley. So then, they
started getting into M&M corps. Then he started teaching them the way he was
taught.

EC:

And the influence was--

ES:

That's why you see them now with their arms way back here, sticks way down here
and your fingers open. So then, they started teaching the M&M drummers, and they
finally became just like orchestra drummers, which is what they are today. There's a
couple corps that aren't. The Skyliners, I don't think they are. I haven't seen them
in 2-3 years, though. And the Hurricanes weren't, the last time I saw them they
weren't.

SL:

But, that, that effect is also, because it is such a novelty, it's been pulled into what
we call the 110 or 120 type drum corps--

EO:

Standstill corps--

SL:

Pulled away from the marching and maneuvering and it's gone into the standstills.

EO:

And I think there's a backlash going into the ancients, don't you?

SL:

Oh, yeah.

EC:

Well, you have these influx of kids that have put so much time into the M&Ms and
moderns, and they finally decide they're going to go ancient, but they carry that
influence to, and it's, it spills right, we can see that in our own corps. We've got a
variety of different styles today than we had ten years ago.

ES:

One thing I would like to bring up right now, I've been going to write an article, in
fact, I started something that appeals to drum instructors, to teach the standard
rudiments, the standard drum beats as we call them standard. Like your Halftime,
Army 2/4, Downfall of Paris, and all that. So we can continue with our jam
sessions. It's got to the point that now we can't have jam sessions anymore, because
nobody knows the same drum beat. They're all different. I think M&Ms, the only
stuff they know is what the corps plays. They can't play anything else. And it's got
that way in the standstills, all they know is what the corps plays.

EC:

Well, you get into a jam sessions and they call one particular fife song, and most of
the fifers know approximately how it goes, but then every drummer plays his own
corps' version of the beat to that thing, and all you got is a big rumble of noise.

ES:

Yeah.

EO:

Yeah, well, that's one thing, but as Earl said, some of them don't know the beat at
all. Because they haven't been grounded in using--

EC:

Using only the beat they were taught in their corps, which is a different beat besides
the snare that--

EO:

They probably weren't taught Halftime at all. Some of these guys--

EC:

Yeah, that's what I'm saying [unintelligible] your basic beats.

ES:

You take most of your drummers that have started drumming, say, even as far back
as 15 or 20 years ago, now you mention the Halftime tune, they don't know what
you' re talking about. Really.

SL:

That's because the musical arrangements are different. When, when I started, Earl, it
was "Legion Glory [versolier?] and the solos were Halftime or Army 2/4. But now
it's all different arrangements to the tunes that the corps are playing. Consequently,
there's no room for Halftime or Army 2/4 as a corps beat.

ES:

Yeah.

SL:

So what you're saying, what you're proposing is that exercises along with teaching
drum corps music should be maintained, like a Halftime or an Army 2/4.

ES:

Yeah.

SL:

Just so they would be exposed--

ES:

Yeah. The instructor should teach them so we'd still have Army--

EC:

They should be just as important as teaching you the rudiments.

SL:

Now we go back to, Earl, the instructors are facing the same problems that you were
facing--get them out on the street.

ES:

They what?

SL:

You got to get them out on the street to keep people happy. Now, how you going to,
how you going to teach a kid all this side beats which we might call standards--

ES:

Yeah.

SL:

--if you got to get your corps out on the street? You going to teach them--

ES:

I teach them all those beats.

SL:

Well--

ES:

Always have.

SL:

I'm not talking about an ancient corps, I'm talking about the modern corps--

ES:

No, I'm not, either. Even the modern corps, I teach them, the modern drummers
their Halftime and Army 2/4 and all that stuff. Most of them forget it now, though.

SL:

Yeah.

ES:

Because there's no music.

EC:

Yeah, yeah, there's no need for it.

SL:

I think, you know, I think The Company's done something with the book, because the
book has come out and standardized drum, drumming to fife tunes, somewhat, that
do, that are accepted by the drum corps. So that's one phase that's probably a help to
The Company.

EO:

That's a good idea all the way around, though. It's just like somebody learning to
speak English without having to learn the alphabet or without having read anything
worthwhile and then suddenly start writing books without having read a book or done
any literary exercise.

SL:

I think it goes right back to the basics of what you're saying, Earl. The basics are the
rudiments, and the rudiments are not being taught, so consequently if they don't have
time to teach the rudiments, they' re not going to have time to teach these other beats
because the standard rudiments--

EC:

The standard beats.

SL:

They're not teaching rudiments. They' re teaching the rudiments slow, and they're
teaching it fast. They're not teaching it in between, running it down and running it
up. What they're losing is the finesse which you said has come about, which is being
lost right now. The finesse is really being lost in the drummer. And that was only
because of the era that you lived in and taught it. The method you taught. But I think
right now it's "get them out on the street, and given them rhythmatic patterns." They
give it to them slowly and they give it to them fast, and that's where it's going.

ES:

Well, it's always been that way, they want to get them out on the streets as fast as
they can.

SL:

Oh yeah, of course, of course.

ES:

In the old days, we had those, well, Halftime and maybe go with 2-3 other different
songs. So you could get them out quick. Where today, they make up their own
drum beats, and every song has different beats--

BO:

They use different music.

ES:

In fact, some of your teachers today, they want to make up something original, and
they can't do it, so they take some of these standard beats and they change them
around.

SL:

Yeah.

EC;

So--

ES:

So the kids can't play the standards anyway.

SL:

Right. I was going to bring that point up, because what they 're doing is they take a
Halftime--

ES:

Yeah.

SL:

And change the Halftime--

EX:

Jazz it up.

SL:

Even, you can even see it with "The Downfall of Paris."

ES:

Oh yeah, yeah, I know it.

SL:

"The Downfall of Paris, " there's many variations of it now, which is, you know.
The standard that we know is being lost.

EO:

You think there's a breakdown in the quality of drumming?

ES:

I think that probably the kids today would be better drummers than they were years
ago if they were taught the same. I think they would.

EC:

[unintelligible] instruction, yeah.

SL:

Why do you say that?

ES:

Because they play some real difficult stuff. Not rudimentally, maybe, but beats they
make up themself, and they're real difficult. And they can do a good job of it. And
then they don't have to play them slow, they can play them fast, too, three-beat rolls,
4-beat rolls, flams with one hand, this hand here and change hands with them, 3-4
one way and shift right away to the other one. Playing real fast.

EC:

I've followed, instructing to some of these kids, these M&Ms, and start talking
rudiments to them and, you know, you start explaining it to them, geez, their eyeballs
hanging out like a [unintelligible], "geez, why don't I know that?" you know, and
"boy, if we had that we could use it over here and there," and they're realizing that if
they had the proper instruction in the rudiments, they could adopt these same
rudiments to the same things that they are doing, and use it other ways besides.

EO:

Well, at the present time, M&M is a completely different animal than what we'd be
involved in.

EX:

Oh, yeah.

EO:

I'm more concerned with pointing out your points of view on the non M&M corps,
the ancients and/or the standstill types of corps that we're familiar with right now.
The M&M corps, I know they've gone completely in different directions because they
don't even use the same instruments anymore, right?

ES:

But the M&M type of drumming, well, even the bugle parts, they're rubbing off on
the standstills.

EO:

Yeah, there's no two ways about that.

EC:

[unintelligible]

EO:

And the odd thing is, that there was a time, there was a time when probably all of the
good drumming, or most of the good drumming was in the ancient corps, and then it

seemed to drift out, off to the other, nonancient corps. And then for a while, some
of the M&M corps had some extremely fine drum lines, before they went into these
tymp-toms, and all these crazy things right now. And I know, you mentioned once
that you don't much care for the direction that the M&M corps have taken now.
ES:

Oh, yeah.

EO:

It's not really drumming as we know it--

SL:

They're going into band pieces.

EC:

It's simply-- they should be a standstill band.

ES:

I tell you, drumming is just like everything else. You take baseball, boxing, racing,
[unintelligible], they're breaking records all around. It shows that they're better
today than they were years ago. And drumming is the same way. But they're not
being taught correctly.

SL:

You know, I'll differ on that. They're doing it today because the equipment is a lot
better today than it was in our time.

EC:

Oh--

ES:

Oh, in some cases, but you take these runners. I remember when they said that
nobody would ever be able to run their, what is it, a hundred yards in ten seconds?

SL;

Yeah.

ES:

They do it way under ten seconds today.

SL:

OK. That's physically the same, right. But the pole vault, when they put that,
they come up with the bamboo, with the --

ES:

Yeah, that's--

SL:

[unintelligible]. But I will say, that the--

EC:

[unintelligible] Maybe, maybe--

SL:

It has to be, Yes, that's true. But the, I say, one of the things that probably made the
drums, the drum line great in marching and maneuvering, or even the standstill, is the
plastic heads.

ES:

Is the what? Plastic heads?

SL:

Plastic heads. They made drumming almost like drumming on a desktop. It's hard,
and the response is always there.

ES:

Yeah.

SL:

When we were starting out, we had a row on the bottom, we just tried--you couldn't
get that thing tight. You were drumming on a pillow all the time. [unintelligible]

EC:

You were drumming on a skin, you had a soft--

ES:

Yeah, but you get your drum tighten enough, you can play it just as good as you can
on a plastic head. You get it tight enough and get it tuned up right.

EO:

You know, we've been talking about M&M corps, and it seems to me that the M&M
corps of, say, right before WWII and right after WWII are just like the ancients today
as far as they relate to the M&M corps that we have now. They're so completely
different. They were much more of a traditional type corps. How did you rate some
of the drum lines of, say, the interstate circuit corps before WWII and right after
WWII? You know, corps like Hackensack and East Orange and naturally Stratford
and Gennantown, Pennsylvania.

ES:

They weren't very good then, either. We go back further than that, they were WWI
veterans. They were terrible.

EO:

They were.

ES:

National champions and, oh, you wouldn't even know they ever took a lesson, some
of them. But they'd go to these conventions and win the national championship. But
then, after WWII and some of these young lads started going in, they would be taught
different and they became good drummers. But, outside of around here, you didn't
find time. You didn't find them down in Hackensack, not the real good ones.

EO:

They looked good, I've often wondered if the--1 looked at pictures, they looked good.
I've often wondered what kind of talent they had. How about Harvey Seeds in Miami
when Mott went down, did they develop anything?

ES:

Yup, they were terrible.

EO:

They were.

ES:

Drum line, as a corps, as a whole, they made a nice appearance and played good.

EO:

Oh, yeah, they must've.

ES:

Did good drill.

EO:

Yeah, I remember the time they come out playing Halftime to "Moon Over Miami. "
That was a great, 1946, I guess, the time you went down with Stratford. That was
their big thing. How was Mott as a drummer?

ES:

[unintelligible] you were asking about it. He was just a mediocre.

EO:

Who taught Mott, did Burns Moore teach Mott?

ES:

I think he did. I think he did.

EC:

There's a--

ES:

I remember Mott made some remark at Bums Moore one time as he, well, he was in
good shape, he said, "I think I could take down Earl Sturtze." So I challenged him.
I told him I'd play left-handed. I never heard anything from him. [chuckle]

EO:

I never knew him, but I remember hearing about him, he judged in the New York
Association.

ES:

Yeah, I forget this tape is on, here.

EC:

That's all right. Sturtze, did-

EO:

Oh, that's all right, that's all right.

SL:

This is how we find these things out.

EC:

You talking champions and so forth like you said, WWI and they were horrible, and
they were national champs. Mott, and I agree with you, he was a helluva lot younger
than you are, maybe not that much younger, Vinnie Mott to me never was an
exceptional drummer, but he was a national champ. American Legion national champ.

EO:

1936.

EC:

1936.

EO:

Yeah, then Von Deck took in in '37, and I understand Mott used his influence to
make sure they didn't have a contest again. [chuckle]

EC:

Bob Von Deck to me was the only guy who ever held that championship that was
worth his powder.

EO:

Yeah, he was fine drummer.

EX:

A very fine drummer.

ES:

He was the [unintelligible], the best of them. WWI. Yeah.

EC:

And up to the day he tied me, he was still better than a lot of them.

ES:

You know, one of those old WWI veterans are drummers, they won the nationals, I
don' t know what year it was, late '20s maybe early '30s. He still beat the old bass
drum. He's 86 years old, I think it is now.

EO:

Who's he with?

ES:

Well, he plays with the Shriners, now. The Shriners drum corps.

EO:

In Connecticut?

ES:

No, in Pennsylvania, Pittsburgh. Bill Hammond his name is.

EO:

Oh, is he still alive?

ES:

Yeah, he's still--

EO:

You know, I've read articles he wrote he back in the '30s. Very--

ES:

Yeah, yeah.

EO:

He wrote an article on the origin of the fife one time that I have, I have home.

ES:

Yeah.

EO:

Do you happen to have his address?

ES:

No, but I could get it for you.

EO:

Yeah, I'd like to send him some copies of the paper because I think he'd be
interested.

ES:

Where are they--

EC:

He should be on the Jaybird list.

ES:

Look up under the Association, Connecticut Fifers and Drummers, it goes, visits him
every year. He's a Shriner. They get together every year and go to the--

EO:

I'd love to contact him if you could get his address. I think he, I think he's the one
that organized the, that Pioneers corps in Pittsburgh that went for quite a while.
Remember, they were up to a couple of musters? They wore the big hats, the blue
Civil War uniforms? I didn't realize he was still alive.

ES:

Yeah, he's still alive.

EC;

He's 80-some-odd, huh.

ES:

Yeah.

EO:

How does, how does judging differ today than, say, in the good old days? Judging
individuals and lines.

ES:

You want to, you want to go back to the real old days--

EO:

Well, yeah.

ES:

Well, all you had to be was, the first selectman of the town of something, and they
made you a judge.

EO:

That's good.

[chuckle]
ES:

Sure.

EO:

In the old days they didn't have any talented people doing the judging.

ES:

Not many of them. Well, once in a while you would get one, very seldom.

SL:

Smitty used to say that if you played the fiddle, you were a judge. [unintelligible] or
anything like that, you'd be the judge you were playing for.

EO:

Well, how about, how about when they started using drummers to judge drummers,
how was the mode of judging, how did it differ than it developed into later on?

ES:

Well, it, it got a little better then, technically. You take Bob Ward, for an example.
Bob started judging M&Ms.

EO:

Yeah, I remember him doing--

ES:

I think he lasted for one contest.

EO:

Yeah, he gave out terrible marks.

ES:

From Bridgeport.

EO:

[chuckle] I was there. They had to get him off the field with police.

ES:

Yeah.

[laughter]
ES:

Oh, his wife was pleading, "Don't hurt him, don't, don't touch him, don't hurt him."

[laughter]
SL:

Well, that's because the corps owed him points when they were coming off.

[laughter]
ES;

Yeah, well, these drummers get the idea as I was telling you right now, these
M&M drummers are lousy drummers, really, individually. And they get that
in their mind, they go out there, and they want to show that they're, they're so
much of a better drummer than the M&Ms that they think the M&Ms stink, so
they mark them way down. In fact, some of them, they do. The corps owes
them points when they get to them. But you need, you got to, you got to try
not to add insult to injury when you are out there judging.

EC:

You have to be a simple mind.

ES:

You see, you got way down near zero, hey you stop marking, so.

EO:

Well, I remember one time, you remember Max Welter, the old German who judged
bugles down in New York?

ES:

Oh, yeah, the fellow with the beard.

EO:

Yeah, somebody asked him once, "how come you gave my Lionel such a low mark?"
He says, "Because you stinked."

[laughter]
EO:

Your wife had a run-in with him.

EC:

"How do we get a better mark?" "Lionel will do better."

[laughter]

'

EO:

Oh, he was a tough bird.

EC:

I tell you one thing, though, you mention the one with his low marks. He forced the
bugle lines to go out and get proper instruction and improvements.

EO:

He raised the level of New York bugling.

EC:

He raised the level of New York bugling. I mean--

EO:

Way up.

EC:

I was in the--

SL:

That's when the C bugles when the G bugles were still in. That's

EC:

I was in the [unintelligible]

EO:

Several corps went out and did damn good jobs, but, due to him.

EC:

Well, because he forced-- a lot of times, he became the instructor, or he
recommended somebody in the area.

ES:

When I stop to think of it, I used to judge them, they [unintelligible] go out almost
every weekend, sometimes Saturday, some--well, for five bucks. Travel down to
New York, way down to Long Island sometimes.

SL:

Talk about New York style, New York does a definite, fifing in New York was a
tremendous asset, I think it probably helped Connecticut more than anything else, I
think drumming in Connecticut probably helped New York, because there was so
many more, people just had more--yeah, well, that was the way it was, this was the
drumming area, and that was the fifing area.

EC:

New York where the drummers are.

SL:

What would you say, were probably the outstanding corps as you remember,
remember from New York? I imagine Kirk, Kirk has to be one of them, I think.

ES:

There was better corps down there than the Kirks, though. What was that corps that
gets to "Turkey in the Straw" --

EO:

Well, that, that was, that's what became the Regimentals. That was St. Anselm's.

ES:

St. Anselm's.

EC:

St. Anselm's was a good corps.

ES:

They had a good corps.

EO:

Yeah, they became the Regimentals, subsequently.

ES:

I can' t remember the names of the corps. Who was it Johnny Woods played with?

EO:

Johnny Woods played originally with the K of C, and then he went to St. Anselm's.

ES:

K of C. They were pretty good, too.

EO:

4th degree.

EC:

St. Anselm's was in Brooklyn.

ES:

St. Benedict's was a good corps.

EC:

St. Benedict's was--

SL:

What, what period are you talking about, now, are you talking--

ES:

Well, just before WWII.

SL:

Is that right?

EC:

You talking around 1936, 1938, in the area of that. St. Benedict's came along, you
see, St. Benedict's was an offshoot of St. Anselm's because Father Robert, who was
the, what would you call him--

EO:

The moderator.

EC:

The moderator of the corps, they transferred him to the St. Benedict's area, and he
immediately had to have a drum corps. So then he hired the same instructors from
St. Anselm's to go up to St. Benedict's and form a corps. And that evolved into the
Melrose corps which was a combination of the kids that got too old to be juniors, and
they came from St. Anselm's and St. Benedict's and became the Melrose. Then the
Melrose eventually evolved into the New York Regimentals.

ES:

I can't remember --

EC:

It was all an offshoot of St. Anselm's.

ES:

--the kid's name who taught them, now, Ray, he used to do a good job with them.

EO:

That taught what, the St.--

ES:

St. Benedict's for one, one that played "turkey in the Straw," St. Anselm's you say?

EO:

What, the drum or the fife?

ES:

The drums.

EC:

Well, my father taught all the drummers for a while

EO:

His father taught them for a while then Tommy Heath.

EC:

Tommy Heath took over. Tommy Heath was a very fine instructor, a very fine
instructor.

ES:

Tommy Heath.

EO:

Yeah, Tommy Heath.

EC:

He didn't have the greatest style in the world, but he could teach very well. Well,
my father wasn't all that good of a drummer, either, but he was an instructor.

EO:

Yeah, neither were you.

EC :

Well, I'm still not. But, he was a very fine instructor. He, he could get across to
them. He knew what he wanted them to do.

ES:

Yeah.

EC:

He was a very, well, he was a musician.

EO:

On the last tape that we made, you mentioned Hal Moffat. And, since then, Sonny
asked, Sonny had mentioned having met him down in Washington, and Gallagher
mentioned it, and Gallagher wrote me a letter and said that Moffat had gone to
Switzerland with Burns Moore when he was 12 years old. I was wondering if you
knew anything about that. You mentioned that he was a judge, well, I guess you
knew him, right. I don't know, I just know the name.

ES:

Yeah, no, I judged with him a lot up there. I never heard him drum.

EO;

He was from Connecticut, though.

ES:

Derby.

EO:

Who had he played with?

ES:

I don't know that, either. I don't know.

SL:

He's still in Pennsylvania. He works for a horn company now, I think it is.

ES:

Yeah, he's in Pennsylvania. He's been in Pennsylvania for quite a few years now.
He was originally from Derby.

SL:

Did you ever, tell me, did you ever get involved with drum makers around the state
here or in New York or, did you ever--

ES:

Only [Lars Articks]

SL:

Oh, just [Lars] , in this particular order--

EO:

Just incidentally, mentioning [Lars} , just got a note from [Lars'} granddaughter,
wanted me to put a piece in the paper, Lar just having celebrated their fiftieth
wedding anniversary. In January. How do you like that.

ES:

I think that yesterday was my eighteenth.

[chuckle]
ES:

Nineteenth. What am I talking about.

EX:

Good thing you were sitting up here when you said that.

[laughter]
EO:

Yeah, that's safe.

laughter]
EO:

Yeah, Earl, tell me a little about Joe Hathaway.

ES:

Well, Joe was a, well, he was a fairly good drummer for those days.

EO:

Was he from California or--

ES:

No, not originally, he was originally from Chicago. I think I told you once before,
he came here to the convention one time, and he saw the individual drumming
contests, well, he was so impressed, he never heard anything like it, he couldn't
believe his eyes and his ears. So he made up his mind, he wasn't going to miss the
next convention. So him and his wife, the following year, they left Chicago to come
to the convention, and they got around, I think, South Bend, Indiana, and his car
broke down. And he couldn't get it fixed in time to get up here. And he got so
upset that he had a nervous breakdown, and he was in the asylum for quite a while,
in a mental institution. And, well, finally he come out of it all right, but he still was
not, no never I, I judged with him after that. Well, I drove in a car with him lots of
times, or a few times, why, he'd go through red lights and everything else. He just,
said he didn't see them.

EO:

Is he still alive now?

ES:

Huh? No, he's dead and gone. Moved out to the desert out in California, he died
out there. He's been dead now for 10-15 years.

EO:

He's the one that was running those rudimental drummer association contests.

ES:

Yeah, yeah.

EO:

The last one I heard about was in St. Louis. I don't know if it was anything I ever--

SL:

That's the Regimentals right there.

ES:

I think I went to the last one. Yeah.

EO:

It looks as though he made all the medals himself, he probably did.

ES:

Yeah, yeah. He made the trophies, too , I think. Big trophies, remember the
trophies, Frank? He got a picture.

EO:

I didn't know he made trophies. I knew he had medals.

ES:

Yeah, he had a big trophy he made himself. I got a picture around here someplace of
it.

EC:

That's different than the NARD, right.

EO:

Yeah.

ES:

Yeah.

EC:

This is what, the National--

EO:

Rudimental Drummers Association. And then there was the ADA, they were the ones
that had the thing in 1940, the American Drummers Association. How about Odell
Chapman? Is he around? Do you remember much about him?

ES:

I don't think I ever heard him drum, I don' t remember. He was pretty popular in
Connecticut here, in Massachusetts, too.

EO:

Made a lot of drums.

ES:

Yeah, a drum maker, and he sponsored a corps, Odell Chapman ancient corps. Doc
Wheeler, did you ever hear of him?

EO:

I know of him, but I don't know enough about him. I'd like to have you tell me a
little about him.

ES:

Well, he was a real drum nut. I don't even know if he was a drummer himself. He
was --

EO:

From what he wrote, he, he said he was a drummer.

ES:

Well, he was crazy over drumming. He was a dentist. He followed the drum corps
all over. Especially when they had individual drumming competitions. In fact, he
put so much time in with drum corps that he started losing his practice. And he
finally did lose his practice. And he became a mental case and committed suicide.
They used to say he committed suicide because he went crazy over drumming. Well,
maybe you could say that. He lost his practice and everything because of drumming.
So, that's all I really know about him.

EO:

He was a very well-informed person, and he wrote a lot of articles in publications that
came out in the '20s. He was a great historian, a great drum corps historian. He had
his finger on a lot of information.

ES:

This Johnny Fagin, you ever hear of him?

EO:

Yeah, he was, they were in the same corps from what I understand.

ES:

Johnny was a good drummer.

EO:

Grand Army, yeah.

ES:

Yeah. [unintelligible]

EO:

He was good.

ES:

Yeah.

EO:

How, how was his style, was his style different from the Connecticut style in
any way?

ES:

No, just about the same.

SL

Where was be from:

ES:

Massachusetts.

EO:

Yeah, they were in the Worcester Continentals and then they had a Grand Army
corps, too.

SL:

That was about the only area that had, had --

EO:

As far as I know, they were going about WWI until the '20s, right? The Worcester
Continentals. I think they were the only ancient corps.

ES:

Yeah. They lasted, no, they went longer than the '20s. They must have gone into
the ' 30s. Johnny Fagin, he had five years he lost both legs, so he spent the last few

years in bed practically. He had no legs. And, Ted Kurtz went up to see him, and
he said John cried like a baby. He was a pretty good drummer.
SL:

Ted, Teddy Kurtz, when did you run into Teddy Kurtz, through pipe-bending in the
Brass City?

ES:

Geez, I've known Ted since I was a kid.

SL:

Is that right?

ES:

Ted's older than I am.

EO:

Yeah, Ted's in his, probably in his 80s.

ES:

Close to it.

EC:

How old are you Earl?

ES:

75.

EC:

75.

ES:

Never thought I'd live that long [chuckle] I never knew how anybody could live that
long.

EC:

You are almost as old as I am

ES:

[chuckle]

EO:

Ted lost his wife, did you know that?

ES:

Yes, I know, yeah. I didn't know it until a long time after.

EO:

Yeah, he's a good old guy. He's a good--he's a drum corps character but a good
drum corps man, done a lot for drum corps.

SL:

He's a sharp guy.

EO:

Yeah. How about Frank Howard, was he much of a drummer?

SL:

Yeah, this , this is the name I wanted.

EO:

He taught Smitty.

SL:

Yeah, that's the name I wanted, I came out with Bradley. But [unintelligible] was
from around Clinton area someplace.

ES:

Yeah, he lived over that way.

SL:

He was the one who probably--

BO:

Founders of Lancraft.

SL:

Right, and was also a drum instructor.

ES:

Yeah, yeah. He taught Johnny Smith.

EO:

Yeah, Johnny told me that.

ES:

Well, I never heard Frank drum when he was in his prime. I only heard him drum
when he was in his 60s, probably.

SL:

But he might, he had--an old style, yeah, roll 'em style, I think Smitty used to call it.
Roll 'em style. He was, [unintelligible], that's the surprising part to me that, they
were, part of it the drummers in that particular area before Lancraft, the originators
of Lancraft.

ES:

He had this. I don't know. I don' t know any others outside of Frank Howard. Oh,
my teacher, I think he came from over there, I'm not sure. And George Cook, I
don't know if he came from that part of the city or not.

EO:

George was a fine bass drummer.

ES:

Yeah.

EO:

He was a very old man when I saw him play, and he was good. He was good.

SL:

Well, what was Moore from, was Moore from the, the--

ES:

Moore was from--

EO:

Nova Scotia.

ES:

Nova Scotia, yeah.

EO:

Pictune, Nova Scotia.

Side 2.
EO:

--we' re talking about Jack Lenihan, how he used to give first prize awards to Eddy
Classey, but of course, we know that Jack Lenihan went deaf at a very early age, and
he didn't see too well.

[laughter]
EO:

How about Frank Martin, how was he as a drummer?

ES:

Ah, he weren't bad, he weren' t outstanding, but he weren't a bad drummer.

EC:

He was good in his day.

ES:

Yeah.

EC:

He thought he was better than what he was.

ES:

Yeah.

EO:

He did a lot for drumming in New York.

ES:

Yeah, I know he did.

EO:

Probably he and Kenny Lemley's father should be credited with bringing the
Connecticut style of drumming down to New York. Weren't they, I don't know if
they had the open style down there before then.

EC:

Well, like they say, they must've been the back door of the Kirk to introduce the--

EO:

Yeah, there was still Kirk at that time.

ES:

There used to be a girl drummer down there, Ruth Fields, you ever know her?

EO:

Oh, yeah, I heard of a Ruth O'Neill, though.

ES:

Oh, Ruth O'Neill, I mean O'Neill, Yeah, Ruth O'Neill.

EO:

I read about her.

ES:

She still alive?

EO:

If she is, she must be in her 70s. I've often wondered that. Her father was, her
father and brother were drummers, too.

EC:

She would be about my age.

ES:

Yeah, that's right.

EC:

Where was she from:

EO:

Queens. Queens or Brooklyn.

EC:

Well, there's an old woman out there now. That's a drummer.

SL:

Where?

EC:

She's probably 65, 68, she went to Westbrook, her and her mother.

EO:

That could be here. Geez, wouldn't that be funny if--

EC:

She's a professional drummer. She has a, she has a Civil War Drum that she brought
up to Pat.

EC:

Well, Pat, she was at the stairs, she had the drum there, she was talking to Pat about
it.

ES:

Gee, check up on her.

EO:

That would be funny if that was here because--

EC:

I'll, I'll ask Pat. Pat owes her money.

EO:

--1 hope [unintelligible] that she were alive. I read a lot about her but never knew
her.

EC:

Her songs, songs like that.

EO:

Her father was a drummer in the regular army, and he was a famous drummer and
drum major. And he was a judge. And it's funny how all these things tie together
over the years. I remember one time interviewing an old timer in New York, and I
asked him who taught him, and he was taught by Harry O'Neill, greatest drummer in
the world. And you know, he went on and on. And then I was, and later on I was
interviewing old Harold Baldwin, old Sig Baldwin, and I said, "How were the New
York drummers, Sig." "They were pretty good." And he says, "There was one faker
down there called Harry O'Neill."

[laughter]
EO:

He had both sides of the coin.

SL:

Faker, huh. He must have ran into him on a bad night.

[laughter]
EO:

But that would be interesting. Try to find out from Pat.

EC:

I'll find out from Pat.

EC:

Last week the guy come up to get a couple of drums from me, his name was Bob
Riley from out on the island there, and he an old Moeller pupil, and he was
mentioning, I think he said Ruth O'Neill.

EO:

That might be her.

EC:

He's out around Queens--

EO:

She would be in her late 60s, then.

EC:

--or maybe a little farther out on the island there, and they got another corps going
there, and she's in that area where he is now.

EO:

Well, there was an article about her.

EC:

Hell Bay, where's Hell Bay? Hell bay Drum Band is the name of the corps they got
going there.

EO:

But a couple of issues back, Bill Moore did an article in the, in the paper, and he was
reminiscing about Frank Fancher and Ruth O'Neill competing against each other.
And he said Fancher used, he was a real gentleman, he used to tighten her drum and
tune it up, and she would smile sweetly, and he says Fancher, ever the gentleman,
would nod and say, "You go first." Probably was sabotaging her drum [chuckle]

ES:

Oh, Frank made me feel like two cents one time. He had a nice drum, that particular
time, tuned up nice. I was admiring it while he was drumming, and I said, "Gee,
that sounds good, that drum." He said, "You want to take it in competition?" I said,
"Yeah, can I?" He said, "Sure." I was only a kid, 12, 13 years old. So he set the
drum down on the grass and when he called me I picked his drum up and started
going. "Hey! Where you going with that?" he says. Then he goes over and gives me
hell and he takes the drum off me and makes me feel like--

EO:

[laughter]

ES:

[chuckle]

SL:

A psychological battle, he was running there.

[chuckle]
EO:

How long did you play with Lancraft?

ES:

Ah, gee, I don't know. 4-5 years, I guess.

EO:

Was that your first senior corps?

ES:

Yeah.

SL:

Humphreys wasn't a senior corps?

ES:

No, yeah, the Humphreys was a senior corps.

EO:

Oh, were they senior, too? When did you join Lancraft?

ES:

Well, 1915, I guess, 14, 15. I think I stayed there till, well, I stayed there till I went
to Waterbury, went to Bridgeport. I left there in ' 18. 1918.

EO:

So you moved down to Bridgeport. Who did you play with when you went down that
way?

ES:

I didn't drum at all for a number of years.

EO:

Oh. When did you join Yalesville?

ES:

Well, that was after, oh dear, I can't remember, you know.

EX:

Were you with Yalesville when--

ES:

I went to Yalesville I think the same time I was playing with Lancraft, at the latter
part of the time that I was with Lancraft.

SL:

Well, Smitty did the same thing.

EO:

Smitty taught Yalesville.

SL:

Well, Smitty used to play with Yalesville when he was with Lancraft.

EO:

He played with both corps in 1910, and Yalesville won. [chuckle] The first time out.
The funny thing is, I got that story from two sides, too, because Smitty told us about
it, and how down in New London and they won, and then I played a tape that I had
gotten from George Cook, and he says, "God, that was an awful day. It rained like
hell." He says, "We lost, but the judges weren't nothing but damn violin players."
[chuckle] What drummers made the most lasting impression on you? Anybody you
can pick out of the air? For various reasons.

ES:

The one that comes to mind is one of my pupils from Bridgeport. He was the best
drummer I ever taught.

EO:

Who was he?

ES:

The name was, you know him, now, I can' t think of it.

SL:

He's in the Army now, isn't he?

ES:

Yeah. He's making a career out of it, yeah.

EO:

How long ago was it that you taught him?

SL:

He must be 27 or 28 years old.

ES:

Oh, I started teaching down there in 1959 or '60.

EO:

That recently, huh?

ES:

Yeah.

SL:

He used to march in another corps, St. Ann's, down in Bridgeport.

ES:

Yeah.

SL:

And, they don't march with another drum corps. I think they dissolved afterwards, I
think they broke up this summer. Did they become [unintelligible]

ES:

Oh, they, they, half of them left and went with another corps. They had two corps
then, one was St. Ann's and the other was--

SL:

Well, St. Ann's was an old corps, too, Earl, because I remember when I first started
drumming I used to go down with you down to Bridgeport.

ES:

I taught St. Ann's when they--

SL:

This was years, years ago.

ES:

I taught them years ago, too. I taught them before WWII.

SL:

Around '40. '41 in there.

ES:

Yeah, I was teaching them then. In fact, the one that organized the last corps, he's a
[unintelligible] down there for me, Bill Higgey.

SL:

Was a kid. Yeah. Right, right.

EO:

Who were some of the other drummers that come to mind when you think about--

EC:

If you say Frank, you'll make me sick. You know, I mean, who would you say was
your best pupil.

ES:

Prior to 1960.

Tommy Manion, Manion, Manion.

EC:

With the exception of Tommy who you just mentioned. Who was your best pupil up
until then?

ES:

Well, I don't know, maybe Johnny Bogner. He's another one who started with the
same corps, St. Ann's. You' ve heard of him.

EO:

No.

SL:

Johnny was with the Hurricanes.

ES:

Yeah, he taught the Hurricanes a while back. Well, him and Ray Louis both of them
teaching them. Well, he was a good one from south New Jers--Mattatuck corps.

EC:

We don' t talk about that one.

EO:

Before he went to pot, right?

ES:

That [Sengratti], he's drumming better now than any of those drummers in his area,
because they're there, than any of them are now, including Bobby Redican, Howie
Keneally, or any of them. You kept at it, steady.

SL:

Yeah.

ES:

Most of them gave it up quite a few years ago.

SL:

Took a long time to sink in.

ES:

[chuckle]

EO:

Well, you were out of it for a long time, though.

EC:

Yeah, he had to, he had to come back.

EO:

Then we dragged him into the Mariners.

[chuckle]

·,

EO:

He didn' t want to come out at first because we wore short pants. Remember that?

SL:

Gee, I don' t want to wear those pants, I look bad enough as it is. It's been, Stratford
was a place where I thought we were really going to break drum lines, and Earl, after
WWII, and it never materialized. We had all the talent in the world for drummers
down there, but we could never put them down there, bring them down. Frankie, we
tried to get Quigley, and we were trying to get, well, mostly Lancraft. These guys
Keneally, and Redigan, all of them, they come down, they never last. They just
swept off.

EO:

They probably weren't inclined to do all the work, and I can, I can't blame them.

EC:

Yeah, but the work is dedicated.

ES:

Have to work too hard.

EO:

Oh that's a lot of work for that stuff. .

ES:

We had a lot of good drummers in there at different times. Zig Travis was down
there too, for a while. Ziggy never could play fast enough to play with them.

EO:

No.

SL:

Ziggy, Ziggy was a strange drummer. Ziggy, if you listen to him drum, he never
impressed me as a good drummer. But listen to him on individuals, when he's rolling,
he was a different guy all together.

EC:

Ziggy,. Ziggy was like another Pace. He was very mechanical, he wasn't nice to
watch.

EO:

It's on tape, I'm going to play it for him.

EC:

I know it's on tape.

EO:

[laughter]

EC:

I already told--

SL:

I don't know whether you' re impressed or not, Earl, but you know, I didn't mind,
Ziggy was a strange--

EC:

He sounded good, like, like Sonny said, in competition he would roll all the
rudiments down. He had a fast roll in competition. But then take those rudiments
that you ran down, now put them all together and play something with it, then where
do you go from there, I mean, that's what counts.

ES:

Well, I never put him in a class with Bobby Redigan or Howie Keneally, or even
Rozek. Rozek was a good drummer. He was not a pupil of mine although he took
lessons from me at different places.

SL:

I'll refine that, Earl. Rozek was not a drummer when he came to Earl, because I
knew Rozak before he went, he used to play with Seymour--Ansonia.

ES:

Ansonia.

SL:

And when Earl got a hold of him he whipped him into shape, and Rozek was a
dedicated type person, when he went to conventions, one convention in Pennsylvania,
all he did was stand in front of the mirror all the time and drum. You know. And
that's how he was. He would--ten hours a day , he would do that.

EO:

Did he play with Stratford?

SL:

He never made the line. He played with St. Francis.

ES:

Yeah. Oh, he was down Stratford for a while, Rozek was.

SL:

He never made the line.

EC:

He sounds as though--

SL:

He never made the line.

ES:

I remember--

SL:

We took him to a convention with us, and when we got back he dropped out. He
never made the line. He made St. Francis. I think he was--that was because he was
individually oriented, and I think that's the reason also Sturtze was over there, so he
went, went. I think Earl probably brought him over there.

ES:

He was a good musician.

SL:

Excellent musician, yeah.

EC:

He sounds like the Stopka of the drums.

SL:

He, he, he stopped drumming just like this, I understand. And he went --

ES:

Caller for square dances.

SL:

Yeah, a little more refined, and then, what they do is they take a bunch of records
and they go in and have this square dance or round dance or whatever.

EO:

Square dance, disco-type.

SL:

It's not a square dance as we know it, it's kind of figure dancing, you know, Western
style-type dancing, that's what he was doing the last I know.

ES:

Oh, he--

SL:

He was a nice little drummer. He was a nice drummer.

ES:

I think, want a Rolaid?

EC:

Yeah, I might as well, it might help my roll.

ES:

My throat gets dry.

SL;

Well, there were some other kids, too. No no thanks. How about Drake?
Remember Drake? You knew Drake, I'm sure.

ES:

He was a good drummer.

SL:

He was out of County Home.

ES:

Yeah.

SL:

[unintelligible] knew him, but Earl was probably the guy when County Home was
deteriorating and falling apart, and the kids were being shoved out into various areas,
Earl took this kid and brought him up to Meriden and got him in with a family living
in Meriden and put him into Washington Park to straighten the kid out and give him
some kind of benefits.

ES:

He was in a, in the boy's school up there, reformatory.

SL:

Well, he ended up there.

ES:

When I took him out he was in the reformatory. He tried to set the County Home on
fire.

SL:

Yeah. There's a lot of incidents like that I'm sure that he's not bringing out, but it's
just his life in drum corps. He's, not only was he a teacher, he was interested in his
pupils, I mean, to do anything like that, to pull him out.

EO:

What happened to this kid?

ES:

Well, he finally became a prize fighter. I don't think he got very far. Then he went
in the Navy, I think he got married when he came out, and then he became a lush,
and then I think he straightened himself out, and him and his wife broke up, you
know.

EC:

A regular drum corps guy.

ES:

I don't know where he is now.

SL:

I haven't seen him in years. I haven't seen him in years.

ES:

The last I knew he was working for Bob Reno, used car. Bob Reno in Wallingford?

SL:

Oh year, Pontiac-Buick?

EO:

How was Howie Keneally when he was--

ES:

Howie was a good drummer, a really good drummer.

SL:

Howie was a late bloomer. Would you say that?

ES:

What?

SL:

A late bloomer. He would, he came along slow, and then all of a sudden he became
very good, blossomed out.

ES:

Howie has won more medals, as you know, more individual prizes than any other
drummer.

EO:

Is that right?

ES:

Yeah, he stuck with it longer. Howie, he went on individuals for a good many years.
Of course, you figure in the old days, too, when I was competing, if you had two
chances a year, you were very fortunate.

SL:

Now they have then every week.

ES:

Two of them.

EC:

Saturdays and Sundays.

ES:

I had a pupil who won six medals in one contest.

EO:

[chuckle]

ES:

Sure, he won on individual snare, individual [unintelligible], quartet, [unintelligible],
rudimental bass drumming, and he come out with six medals anyway. Yeah, young
Larry [Lesio]. You know Larry. From Washington Park.

EO:

The name is--

ES:

He's judging now one of the judges.

EO:

You say that Howie was a better drummer than Bobby Redigan?

ES:

No, I wouldn't say that. Redigan was more polished. Redigan had a nice free style.
Redigan--Redigan took lessons from Moore first, I don't know how long, but he
never really amounted to much until I had him, I guess, for a year or two and he
started winning.

EO;

When he was in Washington Park:

ES:

Yeah. Yeah. In fact, he was one of them--I saw him go out in individuals in Devon
before I taught him, and I remember saying, "Gee, that was a kid who would make a
good drummer." And then he came to me afterwards in Washington Park. Started
taking lessons from me. Turned out to be good.

EO:

How about some of the New York drummers. How do you think George Rippinger
was when he was in his heyday?

ES:

Well, he wasn't in a class with Redigan or Keneally. Let's see, who would I put him
in a class with today? He wasn't nowhere as near as good as Quigley. He wasn' t as
good as Eldrick.

SL:

You remember Ginger, from the Kirks?

EC:

I think Ginger was a better drummer than George.

ES:

Yeah, I think he was Ginger. There was another one down there I'm trying to think
that was pretty good.

EO:

Eric Perriloux.

ES:

Yeah, Eric. I think Eric was the best one down there when I used to judge down
there. Myers? Was there a lad down there Myers?

EO:

Al Myers?

ES:

Yeah, yeah. He wasn't as good as the others.

EO:

Les Parks, Les Parks used to freeze up on the individual stand.

ES:

Les was, well, he did too much orchestra work to be a good drummer.

EO:

Well, he would freeze up on the individual stand. No nerve at all. He wrote some
great stuff.

ES:

Yeah, he used to write some good stuff.

EO:

I, I'm going to ask, ask, I'm going to give you the names of some old local corps to
see what ones you remember, and which you can tell us a little something about.
How about Quinnipiac Post? Is that familiar to you?

SL:

East Grand Avenue? East Grand Avenue Post?

ES:

I don' t remember ever hearing about the corps.

SL:

I've got a picture of the bass drum.

ES:

Have you?

SL:

It was one of the ones I kept.

ES:

That was before my time.

EO:

How about the Bunnell corps?

ES:

I never saw them, although I heard of them.

EO:

And the Morris corps of New Haven?

ES:

I heard of them but never saw them that I know of.

EO:

I've seen some reference to the Second Regiment of New Haven which I imagine
probably was the National Guard, probably not the Foot Guard. Did you ever know
them to have a fife and drum corps?

ES:

No, I've heard of them but never knew them.

EO:

How about Orange, there's a--1 have a reference to an ancient corps in Orange.
Edgewood?

ES:

Oh, the Edgewoods, yeah.

EO;

What can you tell us about them?

ES:

Oh, they had a great big corps. In fact--

EO:

When were they going?

ES:

Oh, they were gone when I started judging, drumming lessons, and I guess then
continued until the late '20s and maybe into the '30s.

EO:

Were they a uniformed corps?

ES:

Oh yeah.

EO:

Did they wear a modem--contemporary style uni--they were a--

ES:

No ancient uniform. Fatigue uniform.

EO:

Anybody in there that went on to other drum corps?

ES:

Yeah. Harry Lawton, did you ever know of him?

EO:

Hal Lawton, yeah, I know the name.

ES:

And, can't remember the old timers now. There were quite a few of them. Several
of them I remember at Lancraft after. Hal Lawton was a pretty good drummer there.
Trying to think of his name now--

EO:

Wouldn't have been one of the Klings , would it?

ES:

No, no. They never played in Yatesville or the Edgewoods. Marty [Conjable].

EO:

[Conjable}, yeah, I've heard of that name.

ES:

Yeah.

EO:

Was he a good drummer?

ES:

Yeah. Well, good for his age.

EO:

How about the American Graphophone, have you ever seen them?

ES:

I think I have, yeah, but I don't remember much about them.

EO:

It was one of Fancher's outfits. I think Kenny's father played with them, too. How
about the Hubbard of Middletown?

ES:

I don' t remember anything about them.

EO:

The Eagles of Plantsville.

ES:

Don' t remember anything about them.

EO:

The old Glastonbury corps?

ES:

Yeah, I heard of them. They were in existence when I was a kid then.

EO:

Do you remember anything about them?

ES:

No, just that I've seen them at drum corps contests.

EO:

How about the Foote corps of New Haven?

ES:

[unintelligible]

EO:

The Warner Brothers Grenadiers?

ES:

Waterbury?

EO:

Warner Brothers Grenadiers.

ES:

Warner Brothers. Oh, yeah, they were in existence.

EO:

Were they a pretty good corps?

ES:

Yeah, they, well they were the corps before the Artie Engines of Milford.

EO:

OK, that was another corps I wanted to--

ES:

I don't remember the Artie Engines that much.

EO:

The Artie Engines were--

ES:

Fancher played with them, too.

EO:

Yeah, that--when was the Artie Engines founded, in the ;30s?

ES:

Yeah.

EO:

How about the Talcottville corps?

ES:

Yeah, they were in existence when I used to go out aq.d play.

EO:

I have a photograph of them at home. It's got to be that big. That was given to me
by old Pete Mietzner. It's so big I had to shove it back into the attic.

SL:

Are these all fife corps?

EO:

These are all ancient corps.

SL:

Yeah.

ES:

Was Talcottville ancient? I thought they were modern.

EO:

I'm talking about the Talcottville ancient corps, about WWI. They wore a blue
fatigue style uniform, this much I know about them.

ES:

Maybe they were ancient, I don't know. I was thinking they were a modem corps.

EO:

The Unquowa corps from Fairfield.

ES:

I don't know if I've ever seen them, I think I've heard of them.

EO:

The Pacific Engine, how were they.

ES:

Yeah, they had a pretty good corps. They were fife, drum and bugle, if I remember.
They were not ancient.

EO;

Well, the--the pictures I have, there was, maybe there were two Pacific Engines.
This was , they wore a fire uniform.

ES:

Oh, oh, that's right. Pacific. They were ancient. I was thinking of the Twentieth
Century.

EO:

Oh, Twentieth Fleet.

ES:

Twentieth Fleet. Yeah.

EO:

How about the Montrose corps, does that sound familiar to you? That was in New
Haven.

ES:

Yeah, I heard of them.

EO:

Where were they? Was that the outfit that [Teeter] was with?

ES:

Yeah.

EO:

Oh, is this the outfit that Ted Kurtz says [Teeter] stole the treasury?

ES:

Yeah.

[laughter]
EO;

·\d--°"' L1~Gl,jv< & f} ~,))

Every time I mention [Teeter's] name he says, "Yeah, [Teeter] stole the treasury the
corporal got." I asked [Teeter] about it, that's why when, Bill and I interviewed
[Teeter] and he did mention the Montrose corps, but he didn't mention the treasury.

[laughter]
ES:

I think [Teeter] organized the Montrose.

EO:

Yeah, I think, I better look in that--

ES:

He did.

SL:

Piccolo, and, and, piccolo and flute. Yeah, piccolo and flute.

ES:

Yeah, they had 3-4 of them here at one time. Manchester had one, and T.M. Russell
from Middletown, and--not the Maples, Stamford, Stamford--

EO:

Orientals.

ES:

Orientals, yeah.

EO:

How were they?

ES:

Well, you mean individual drumming-wise, or what?

EO:

Well, the musical, the results, what was the overall musical results?

ES:

Well, good. Good. they were very good, nice music. Flute and piccolo.

EO:

Guess I came along too late to appreciate it, I guess.

ES:

I mentioned that to somebody here not too long ago, he was talking about organizing
a drum corps, and I mentioned the flute and piccolo [unintelligible] band.

EO:

Yeah, that was a, that was a regular class in the com-- Association, wasn't it.

ES:

Yeah. Yeah. Flute and piccolo, yeah.

EO:

Yeah, I heard a lot about them, but I , I think the last--right after the war there was a
still a corps in Willimanset, Massachusetts, Marine Piccolo and Drum Corps. They
might have been one of the last ones in the area. I vaguely remember them. I don't
remember if they were any good.

SL;

What do you know about Pop Gomperts, I mean, did you run into him in drum corps,
or--

ES:

Jimmy Gomperts? Oh, yeah, yeah. I've known him for years. Yeah.

EO:

He was a comical old guy, wasn't he.

ES:

Yeah. Well, he was an old guy when he died, but I knew him when he was young.
He was always older than me.

[chuckle]
EC:

I remember him when he was with the Twentieth Fleet.

EO:

They had a good corps, the Twentieth Fleet.

ES:

Yeah.

EO:

How was, how was Jim as a drummer?

ES:

Well, he was limited, too. They only had to play the long roll and the flams, and
drum solo, why, he'd probably do a pretty good job. He won the state one time.

SL:

Yeah, be won, he won the first Dan English trophy.

ES:

But nobody ever knew how he did it. In fact, he told everybody before the contest
that he was going to win.

EC:

Speaking of Dan English--

ES:

I know everybody figured he bought it.

EC:

I think be can play just rolls and flams, and the guy was all set. Oh, back around,
say the middle '30s and maybe up into pretty close in the '40s, very fine drummers
were going out and competing and playing Halftime twice through, straight, and this
was a very common thing, and they didn' t take the chance to play something difficult.

ES:

Oh, well, in those old days, if anybody could play "The Downfall of Paris," they
were considered outstanding. Now, the kids today, I teach them "The Downfall of
Paris" and that's a beginner's exercise.

EC:

That's an exercise. That's all, that's all [unintelligible]

ES:

Sure. After that [unintelligible].

EC:

Well, same with the fife. All it is is a good fife exercise, really.

ES:

Sure.

EC:

You mentioned before, Ed, you mentioned the name Kling. I wonder if you were
referring to Howie Kling.

EO:

Yeah, weren't there a few, there were a couple of Klings.

EC:

Howie Kling--

[unintelligible]
EC:

What kind of a drummer was Howie Kling? Did you know him at all?

SL:

The name I can remember. I don't know anything about him.

EC:

I don't remember him. I remember him one time bragging that he could play a threestroke roll and then--

EO:

Oddly enough, he was Wardie's uncle, you know.

EC:

Oh, yeah? Well, he was bragging he could do a three-stroke roll, he thought he was
great onions, and then Bob Von Deck come over and played a four-stroke roll, you
know, and shot him right down. Then he took off and went in another direction.

ES:

Howie, was, he was limited, too. He was all right with the long roll and the flams
and maybe the seven-stroke roll, and a few of them, it's like Fancher was.

EC:

I wonder--

ES:

Fancher could only play about six or seven rudiments, because you never had to play
them all in those days.

EC:

I wonder how these fellows lived, turned out if they were challenged to do more, if
any of them was required, or like today, we have a challenge, they' re always looking
to do something more, and I can see the other guy. There was no challenge in those
days, really, to, I mean, to an accomplished drummer, or anything. I've often
wondered, in your opinion, how maybe some of these guys would have fared if they
did have a challenge and a reason to accomplish a little bit more. Do you think they
could've made it, or do you think they would, none of them as far as they were and
that was it.

ES:

Oh, they probably could've. There was no incentive to go any farther.

EC:

No incentive as far as the age. This is what I'm going at.

ES:

I used to practice all the time. I could play one as good as I could the other.

EC:

Well, you were a fanatic.

ES:

And I caught, I caught Fancher, he was going to make a fool of me, and I made a
fool of him instead. And I was only a kid. A lot of rhythms he couldn't play. Some
of them he didn't even know how they went. He hadn't played them in so long, at
that time.

EO:

Well, I think a good benefit also is the fact that today we see the results of a lot of
different instructors teaching other instructors and developing these styles and
constantly improving things over the years. I think it's even more noticeable on the
fife. The fifing has come up to such a tremendously high level as to be unbelievable
to me. I think the fifing is on far in advance of the level of drumming.

SL:

The level of drumming, the level of drum has dropped.

EC:

I heard you say that, and I think if the Connecticut Association keeps going the way
they' re going to do, they' re going, they're going to eliminate rudimental drumming
altogether. They're losing the island now.

ES:

Oh yeah.

EC:

They way, they way [unintelligible]

SL:

No question about that.

EC:

They're losing the island of rudimental drumming.

SL:

They want to eliminate the rudiments, is that right?

ES:

Well, you win a contest, the only thing they play is the long roll and some of them,
some of them just a solo.

SL:

I was at one meeting with Charlie Poole. And Charlie Poole got up and I was saying,
"Put the rudiments back in." They were only playing the long roll, one rudiment,
and a selection. He wanted to take the extra rudiment out.

EC:

Who, Charlie Poole?

SL:

Just play a selection. And I said, "They ought to increase it. I think that they're
losing the art form that you are supposed to have here."

EO:

I think this is something that would be worth talking a little more on the tape. This is
an important--

EC:

Instead of making things more difficult, you're looking for a champion or something,
instead of making it more difficult, they're making it easier and easier to attract more
people to compete in it, and they're losing everything altogether.

ES:

Not only in drumming, but it seems to be in everything else today. They are losing
the fundamentals of everything. In your schools, reading, writing, arithmetic, they
don't teach you the fundamentals. They start at the end of the book instead of the
beginning.

SL:

You know, I think, your book is still the Association accepted method of drumming
right--

ES:

Yeah, yeah.

SL:

But that's not really true either, because most of the stuff that is being played today is
rhythmatic patterns, what I see all these corps out there doing.

ES:

Oh, I've changed--

SL:

You changed the rhythmatic pattern in addition, huh. But I think, you know--

ES:

I've kept the standard rudiments for competitions, individual competition. But for
corps playing, I've got a lot of different patterns they can play.

SL:

Les Parks came out with a style that was kind of, was a dropped style from what we
were used to doing, and you're style was kind of a high-up, wide open type style, and
when Les came in he came in with this very close style which was everything that
started from about here, and probably was one of the things that has changed a little
bit. I won' t say it's not--

ES:

Well, Les was an orchestra drummer before he came into rudimental.

EO:

No, no, he was a rudimental drummer first, because he started in the same corps as I
did in 1936.

ES:

Yeah, well he did a lot of orchestra work.

EO:

Well, he did. He was a drum corps drummer, and then he went to the service, and
he came out and he went to Julliard. And he studied, studied serious music. And he
worked a little bit as a drum corps--as an orche--but not much because his personality
was such that he couldn't get jobs. So he played with Fred Waring for a little while,
he played a couple of dance jobs, but he didn't play that much orchestra. But he did
have a very fine classical background because of having gone to Julliard. But his idea
of bringing the sticks down wasn't really, didn't stem from Julliard, it stemmed from
some of the old instructors in New York who used to drum close to the drum. And in
New York they used to be called "regimental style. 11 Nothing, no con--no connection
with the term "New York Regimentals, 11 they just took that. But the National Guard
drummers used to drum close to the drum, and it was his idea to bring it back down
there so he could get more rudiments in. And I remember, oddly enough, too, when
one of the first times that I played with the Sons of Liberty in East Haven, old Alec
Smith was there. You remember old Alec? And Alec had been the Connecticut state
champion, I think 1892 or something like that, and I said to him, "How'd you like the
corps, Alec?" And he says, "Good. Good. 11 He says, "They kept the sticks down
where they belong. Not up the god damn" (he didn' t say "god damn, 11 i don't think
he cursed) "not up in the air all the time. 11 There was another old timer, an old time
ancient drummer, who claimed that he learned drumming close. So, probably, these
styles have gone, changed through the years.

ES:

Well, some of the teachers in the old days, they had a shelf over the pad, they put the
pad here and they'd have a shelf built right over it so you couldn' t pick them up. You
had to put the sticks in. They couldn't raise them more than six or eight inches.

EC:

In other words, it looks like it's here again drumming, they made a complete cycle.

EO:

Yeah, and there's nothing new under the sun, we know that.

ES:

Teacher's like Les Parks, he used to teach the drummers, he'd make them hold a
book under their arm and drum without moving their arms.

BO:

And they tell me that during the Civil War at the field music school on Governor's
Island, they used to hold drumsticks under their arm, and if they dropped the
drumsticks they'd whack them across the knuckles. So, these are all old, all different
old styles that went through various stages of popularity.

EC:

This is your Regimentals.

SL:

I think, I think we got off the track a little bit when we were talking about the
fundamentals--

ES:

Yeah.

SL:

And your interpretation is that they go back to fundamentals maybe we'll have
rudimental drummers again, that's what you said.

ES:

Yeah. I won't say they'd be any better than they are today, drummers today, I think
they could become better rudimental drummers than we did.

BO:

I think everything has improved over the years, and that everything will continue to
improve.

EC:

I think one of the reasons you mentioned before, is you had instructors teaching their
pupils how to become instructors and , and the pupils of all these masters, then he
becomes better than the master, and then it stands to reason that with all that we
have, many more instructors now, some good, some bad, some better than others-more instructors today than we had years ago, not as Earl said earlier, we had some
of these orchestra drummers that have gotten rid of the other bit, now the trend is
wagging in the other direction. That seems to be because of the instructors that they
have.

BO:

You got to change the trend in drumming, there's a different trend in fifing, but it's
not so, it's not at such a wide angle, not such a tangent to your--

EC:

Well, we have to have a better source of instructors, that's what the deal is.

ES:

Well, I've had pupils, I had a pupil up in Newtown one time. He only learned six or
eight rudiments. He couldn't play good, and I taught him the Halftime, anyway , he
had enough so that he could play the Halftime, but not good, really bad. And he got
a job teaching the drummers over at the high school. Paid for it. Finley, I don't
know if you knew him or not. He was with St. Ann. He was a tenor drummer.
And he goes over to the New York state now and teaches snare drumming. He didn't
know anything about it, he was a tenor drummer. Another one down there, Harris.
Another one do the same thing.

EO:

In the old days, they used to call that "moxie, " didn't you?

[chuckle.]
EC:

The really good feature of the thing is that he wrote each Halftime and a couple of
other beats.

EO:

He teaches badly, huh.

ES:

It goes to show you, some of these M&M corps, you don't really have to be a
drummer. No, you just play a few beats, they don't know what they' re playing. And
today, each one plays a little bit, and somebody else fills in between and plays a little
bit so it sounds like a whole lot. But they all are playing just a little.

SL:

Earl what's--they play parts.

EO:

Earl, what's your definition of the term "ancient" in drum corps?

ES:

Well, it always has been that ancient play 110, moderns play 120, rudim--128.

EO:

Do you think there's anything other than that, other than the combination of sound or
the combination of instrumentation?

ES:

Oh, there today, yeah. Well, your ancients are supposed to play ancient songs,
ancient tunes, but the fifes still do. You probably jazz it up a little bit, too, don' t
you? I know the drummers do, with these ancient drummers now, they' re really
playing modern music to ancient songs. You find it that way?

SL:

Well, I think it's a change that, you're putting in the rudiments that you know, and to
fit in with the music. We do change it. You're playing eight rolls and double
accents on the rolls--

ES:

Eight rolls, they're old. They're six-stroke rolls, eight rolls, eight-stroke rolls.

EC:

Yeah, but nobody played them. Nobody played them because they weren't part of the
26.

ES:

Yeah, They don't play them--

SL:

They don't play them, And I think where we' re going now, I think that we have a
fifer writing some drum parts for us that are really crazy. But if it's fun to do, I
think we should do it.

EC:

This is what I meant before, I guess, we made in our own corps. We have a
different style today than we had ten years ago. A different sound altogether. But if
you do it well, there shouldn't be anything wrong with it. As long as you don't lose

what you had before. So, we take what we have today and we still use what we had
yesterday or ten years ago, as long as we don't drop along the way in favor of
something brand new.
SL:

There's a point we haven't hit here, I just got to go off the track for a minute, get off
the track--

ES:

Have another beer, huh?

SL:

No, stay there. No.

EC:

I'll go get it.

[laughter]
ES:

Tell Ronnie, tell Ronnie.

SL:

This is what I'm going to talk about, is Ronnie. Because nobody talks about Ronnie
too much.

EC:

You going to have one, Earl?

ES:

No, I can't drink that.

SL:

Probably Ronnie was, was probably the most accomplished drummer, female
drummer we've seen around in a long time. And, not too many people know that
about her.

EO:

She won the prize at the World's Fair in 1940, didn't she?

ES:

Yeah, but she really didn't have much competition there. I think there was another
girl, one girl. She won the Connecticut once, a female.

SL:

Ronnie played with the old Legion corps in Milford Legion, the last time I saw her
drum. That was with the Cooperman brothers and, who else was down there.

ES:

Yeah, yeah. Joe Gaudet.

SL:

Gaudet, Coopers, Marty was in the line down there. But she also played with, played
with the, was it the Hormel? She fifed--

ES:

Yeah, she was the only one I ever knew who got kicked out of a corps because she
was too good.

EO:

Who was that, Spamettes?

ES:

That was, yeah, Spamettes.

EO:

Your kidding. [laughter]

SL:

When'd Ronnie start, Earl?

ES:

1935 .

SL;

1935, who was she with then?

ES:

Devon Schools.

EO:

Devon Schools? Yeah, that was a, didn't Baldwin have something to do with that?

ES:

Yeah, he was the fife instructor.

EO:

I've got some old picture of Devon School, but I think it's before that.

SL:

Did Ronnie go in the--she was in the service, wasn't she?

ES:

Yeah, that's her favorite band, when she was in the service.

SL:

And then after that she played--

ES:

She played with the orchestra when she was in the service, too, the band and the
orchestra.

SL:

And then, she was, she was always taught by you?

ES:

Yeah.

SL:

The Devon school system and right through and into the service and out, and then she
went with Lakey's corps, was it Lakey's corps?

ES:

That was Hormel's.

SL:

Hormel, right. And after that Milford and, and--

ES:

And she played down in New York. Did she play in Hinckley? Did they have a
corps in Hinckley down there for a while? She played with them.

EO:

Yeah, that's right. For a short time, Cathy was going to be drum major of that thing.
[chuckle]

SL:

So that's it. I don't think too many people know this.

EO:

No , that's right. She's in Earl's shadow all the time. [chuckle]

SL:

Just like an old [unintelligible]

ES:

Oh, she's crazy over the organ now, she--

EO:

You know, I'll tell you who does a fan--who did a fantastic job playing the organ, I
don' t know if you ever heard Art Gomperts play the organ. He's a fine, he's a
fabulous musician anyway, and he used to play this real cool, cool jazz on there and
do the greatest job you ever heard in your life. Art, you know, Pop's son, Art..

ES:

Yeah, yeah.

EO:

Oh, what a fine musician.

EC:

You remember Arty?

EO:

Oh, yeah. Thank you. Remember him on the organ? Oh, what a job.

SL:

Did you know his son?

[mechanical noise]
ES:

Let's put it up up here.

SL;

I saw you take lessons from Earl.

EC:

Sit down?

SL:

Now you sit down, you drum on one side, he drums on the other.

ES:

I use that when I teach them music. That's the same one you took lessons on, Matty.
Yeah, that's the same one. The only horse I ever had.

EO:

At least the only horse's ass, right?

[laughter]
EO:

I couldn't resist that.

ES:

Yeah, got a new board on top there.

EC:

Earl was thinking that, but he was too much of a gentleman to say that.

EO:

Right. He's the only gentleman here. How was the Father Mathews from Hartford?
I've heard a lot about them.

ES:

They were a good modern corps.

EO:

What were they , fife and drum or fife, drum and bugle?

ES:

Fife and drum. They were--

SL:

That brings up a point, when you talk about Hartford. How about Noah Webster?

EO:

Earl, probably, probably Earl might never have even seen them because they were a
noncompetitive thing, they were just a parade group.

ES:

I remember the name.

SL:

You remember [Korjak]?

ES:

Who:

EO:

[Korjak] Zliokowski. He's the one that's carving the mountain. I'm sure you
wouldn't remember them. That's a completely different world, the world of Noah
Webster. I had good times with that corps, though. They were a very slow, ancient,
ancient, ancient. They learned from Mattatuck, and then they slowed it down.

SL:

Well, this is Soistman's pride and joy. When he first came up and saw them--

EO:

Yeah, that's the first ancient corps that he saw.

SL:

It was his pride and joy, and he went back. Saw how they drummed.

EO:

I was with, I was with them when he met Noah Webster, we were all together at the
West Hartford Armory, and I remember him saying, "Geez, my dad used to tell me
about the New England corps." And Noah Webster was not a good corps, but they
had a lot of vim and verve and boy, they could make a lot of noise. But they had
something there that captured him..

EC:

They were in the same category as Moodus and Mattatuck are--

EO:

No, they weren' t, they weren't up to what Matta--Moodus is what we know. They,
they had enough charm to really captivate Buck.

SL:

Well, they had an unusual uniform, too.

EO:

Well, the unusual part was the hat that [Korjak] made. See, he, everything else was
the old Putnam Phalanx drum corps uniform. He got that through some devious
means, by what--he joined the Putnam Phalanx he probably stole all the uniforms
from the drum corps.

EC:

They, they had a lady [unintelligible]

EO:

--the old drum corps. That was his mother-in-law. That was his mother-in-law. And
the hat, he fashioned after some sort of a Polish hat and put that big feather in it. It
did look pretty , pretty striking.

[noise]
ES:

Yeah, I think fifing has improved a lot, too.

EO:

Oh, fifing has improved remarkably well. It is impossible to consider how far fifing
is over in advance over what it was when I first started playing.

ES:

My brother was a good fifer for those days. But today, he could never do what you
fellows do.

EO:

Those guys do a lot better than most of us are doing right now. We have some
young fellows in the corps that are playing things that--unbelievable, really
unbelievable.

SL:

Yeah, and they got the tone that goes with it.

EO;

See, they started out, they started out as drum corps fifers, though. They didn't come
in. Probably some of the problems in the drumming is nondrumcorps people who just
came in and started putting their ideas and their points of view in without having a
drum corps grounding. These kids are at least originally drum corps people, like
Sturtze--like Parks, though. He was originally a drum corps drummer, and then they
learned additional information and just built on that.

ES:

Yeah, everything. Every walk of life, everything seems to be improved. Even
crime's is improving. Crap, you hear on television the other day , they cost of
teenagers robbing, they robbed several people? And even while the police were
chasing them, they were stopping and robbing people, while they were being chased.

EO:

It's a different world, no two ways about that.

ES:

Boy.

SL:

How about the, how about McDermott. You used to have some run-ins with
McDermott all the time in the Connecticut Association. Yeah, McDermott was kind
of a politician I guess, in drum corps, and he, you know, Sturtze, the problem was,
he liked Earl Sturtze's drum line, he can't say he didn' t because he always gave them
98. There was no differentiation between a drum line that was good and a drum line
that was bad. So, you know, he, for years, "Old 98" was around, gave them 98,
everybody was happy in the Association. No problems.

EO:

He used to go to New York and give everybody 100. [laughter]

EC:

Who, McDermott?

EO:

He'd do it, right or wrong.

ES:

I caught him napping one time.

EC:

Son of a gun, McDermott.

ES:

And then when I put on a clinic, [unintelligible] all one winner. St. Francis. and we
had a meeting down at Bridgeport, Father Cahone, Father Cahone was--

EO:

Blessed Sacrament.

ES:

Blessed Sacrament. And there was two of them, probably ten or twelve come to visit
me. And Mackie judged, the week before that. And he gave Lancraft 98, and
Yalesville 98, and Stony Creek 98, and all the rest of them. And on Yalesville's
sheet he wrote "Very good job, boys." But he didn't write that on any of the others.
So at this meeting I says, "Hey, " I says, "By the way, I says, "How come you wrote
'very good job, boys' on Yalesville's score sheet last week?" Oh, he says, "I thought
they did a good job. I thought they did a better job than any of them." And I says,
"How come you gave everybody the same score, 98?" And he didn't know what to
say, he turned as red as a beet. He didn't know what to say.

EC:

Well, if they did a better job he should've given them a better mark.

ES:

That's what I told him.

SL:

Did they, did they, did he teach Blessed Sacrament, or was it Gomperts who taught
the Blessed Sacrament?

EO:

Gomperts, I thought.

SL:

Gomperts.

ES:

I don't remember.

EC:

I remember in New York he gave 100+.

EO;

Yeah, I heard about that. He gave so many corps 100 that another corps came out, it
was St. Anselm's wasn't it?

EC:

They didn't know what to do, it was a tie.

unintelligible]

.

/

EO:

[laughter] Well, a classic story about him. In 1941, he gave 13 corps in New York
100% in the same contest. And he probably thought they'd be as happy as hell, but
they weren't. They compared marks, and they got very indignant, as this one thought
they were better than the next one, and the following week, he judged again, and he
knocked everybody way down. And the very next day after the second contest was
the Association meeting, and he was supposed to be called up on charges. He figured
by knocking all these things down, it would cool th.ings off. But what he didn't take
into consideration was that flukey sheet they had in New York, where you got so
much points for playing ten rudiments, so many points for playing the ten rudiments
correctly. And he hadn't broken this thing down the right way. Excuse me. So
Sunday was the day Pearl Harbor was bombed. I remember, they brought up this
thing about McDermott, "Well, he's not here, we can't, let's let it go for now. " And
this Jerry Mahoney from the St. Anselm's corps, and he said, "That man gave my
corps credit for one terrible rudiment. And I want to know if it was the first third,
the second third, or the third third. " And that' s the last time McDermott every
judged in New York.

ES:

Is Jerry still around?

EO:

No, he died several years ago.

ES:

Oh, did he? Yeah?

EO:

Yeah. He was the great--

EO:

He was an IRA bridge blower from the last troubles.

ES:

I used to go out with him quite a lot when I'd be down there judging.

EC:

Yeah, he was quite a guy.

EO:

Ever see the 4.5 he used to carry in the glove compartment?

ES:

He and Ginger. I remember one night Ginger was going by a street light and there
were a lot of flags flying around. He reached up and grabbed a handful of them and
he--

[laughter]
SL:

What Ginger was this?

EO:

Ginger [Closer]

SL:

Oh, Bird?

EC:

I think Ginger was to me the only member of Kirk that was sociable that I remember.

EO:

No, I belonged to Kirk. [laughter]

EC:

Yeah, he was the only one who mingled with other people and didn't have his nose in
the air, you know.

ES:

He's still alive, you know.

EC:

Yeah. Kenny said he saw him and he's pure white. He owns, he owns a machine
shop or something. He's about my age.

ES:

What are you using on your hair.

EC:

Pardon?

ES:

What are you using on your hair.

EO:

Horse manure.

[laughter]
EC:

I keep it short.

ES:

I'm going down to make a cup of coffee.

EO:

Now, Earl, before you go down, how was Jimmy Woods as a drummer.

ES:

Who?

EO:

Jimmy Woods.

ES:

Jimmy was pretty good. He was pretty good. He wasn't outstanding.

EC:

Jimmy was very nervous.

ES:

He was a good drum [unintelligible] Jimmy used to come up from Brooklyn
and take lessons from me.

EO:

I know, you told me that once that he used to come up.

ES:

He come up one time and I forgot about him coming, and I was down in
Stratford to a [unintelligible], and my uncle had to come down and get me.
I'll be right up.

EO:

Yeah, and I remember once Wally told me he was with a corps that Smitty was
teaching, and he said Smitty would come up so drunk that he couldn't get out of the

corps, the car. And he used to sit in the car and direct the drum line through the
window.
[laughter]
EO:

Because if he opened the door he would have fallen flat on his face.

[unintelligible]
EO:

What a great old guy.

SL:

I remember, and this wasn't so long ago the night Earl brought him over to the kids'
rehearsal, and he brought Smitty over, and of course Smitty was supposed to hang
around there watching the kids and everything else, so this Smitty wanders off, he
takes off. You know, right up to [
] or [
] someplace. Remember that?

ES:

Oh, oh. Johnny Smith, Johnny Smith. Right.

SL:

So Earl comes out, he's looking for Smitty and he can't find him. He was looking all
over for him. He didn't know whether he fell down or what happened.

ES:

I even got the police department looking for him.

[laughter]
ES:

They were looking all over for him.

SL:

All these kids are around finding old men. One kid brought a guy down, "Put him in
the car and lock him in there." It was some old man they found.

[laughter]
SL:

I don't know whether you knew this or not, but anyway, Smitty comes back, he got a
taxi or something. He came back, right?

ES:

Yeah, yeah.

SL:

He was back in time, what the hell was everybody worried about?

[laughter]
EO:

What was this, North Branford.

SL:

Earl was around there, scratching his head.

ES:

I'd taken him up to Meriden, South Meriden to the American Legion one night, and
he was setting at the bar. Now, I taught in another room, out in the back, and he
was in the bar. I walked out there to see if he was all right, and he had told
everybody it was his birthday, and they were all buying booze. Yeah, he was
plastered. He was plastered. We got back to the home, and he couldn't get in, the
doors were locked, I had a helluva a time. I don't remember how--oh, the janitor
finally heard us and he came out and came around the back and let him in.

EO:

I remember Wally said that they took him back from one of our rehearsals, and they
gave him, I guess they gave Wally hell for keeping him sober.

SL:

I can still picture him down at Lancraft Hall at the old timers night, no I guess it
wasn't old timers night, a get together they had down there. He was tanked.

EO:

What? That's the time we got him drunk, wasn't it?. It was a meeting, and they
were having a meeting--

SL:

Yeah, yeah, yeah.

EO:

And [ ] kept running shots over to him. He finally turned around and said,
"What's this all about, anyway?" I said, "Oh, it's about some rope." "Tell them to
buy the god damn rope, I'll pay for it."

[laughter]
EO:

The way Eldrick was president, he rapped the gavel, "Be quiet over there." That's
the best thing that ever happened at one of their meetings.

SL:

You talked about going out to contests on a motorcycle.

ES:

Oh, yeah, him and Ray Rimley.

EO:

That's in that little book, there are several recollections there.

ES:

He had a side car.

EO:

Called it the Old Gray Mare.

SL:

Isn't that something.

ES:

Old [

] stiff, too.

[laughter]
EC:

You think they had a side car, Rimley?

SL:

Oh yeah, he was a wild man, though, Earl, wasn' t he? Was he a wild man?

ES:

Yeah. Yeah, yeah.

EO:

You know, reading some of these things--

SL:

I'm on the outs with Lancraft and most all of the other corps.

EO:

You know, but the funny thing is, everybody in Lancraft seemed to be the same way
at that time. Looking in this book, they were all drinkers and they were all hell
raisers, and they all grew up and grew older to be the most conservative people in the
world. But you find out about F.X. and all these guys going out and stealing blankets
and throwing things out windows and doing all these terrible things that if a teenager
did it today they'd have him locked up. From what I understand, Lancraft was a
helluva lot worse in their heyday.

EC:

You mean, they were the Mariners of their day.

EO:

Worse. They were worse.

[laughter]
EC:

Maybe that's why they look down their nose at us.

ES:

That's all right. I saw him a couple of days ago, in a store down here.

SL:

[unintelligible]

ES:

Yeah, F.X. O'Connell. In a store down here, the A&P. Was surprised to see him.

SL:

What the hell 's he doing here?

ES:

He came up to see his sister. I don't know how he got over here, I asked him, he
came over here for something, and--

EC:

You have to get a hold of him--

SL:

I've got to get him warmed up.

EC:

He'll warm up in a Jaybirds.

ES:

He comes down here every few months, from New York.

EO:

I'll have to get him warmed up for that. He was perfect for that. That's Jaybird's
Day was a good day.

SL:

They're going to bring him back, I guess, for the old timer's night at Lancraft.

EO:

He makes all the difference in the world.

SL:

I hate to see him come back to Lancraft you know.

EC:

It'll take the edge of ours.

ES:

F .X. you talking about.

EO:

Oh, he's a great MC.

ES:

Yeah.

EC:

How close is the Lancraft room down there?

SL;

Well, they organized in April, wasn't it. Or was it May. [unintelligible] to June.

EO:

Let's go over the list and make sure we got a good date and then we'll pick it and let
everybody else steer clear of it.

EC:

[unintelligible]

SL:

Yeah, I figure it will give me a little better room. June isn't too bad, for rain, either.

EO:

Yeah.

SL:

So I think June, it'll be in June sometime.

EO:

Earl, were the ancient corps in the old days on a friendly relationship with each
other?

ES:

Oh, yeah.

EO:

They get along well with each other? Did they get together and have a fast together-oh, that's a bad term, did they get together and have rackets? Did they invite each
other?

ES:

I don't recall rackets, but I do remember after they passed the judges stand, most of
them parades, the ancients would all get together and make one big corps. See, you
could do it in those days because they all played the same. The same drum beats, the
same tunes. Today, you couldn't do that, you couldn't pick up any of those standard
beats. None of the other corps do it, either.

EO:

Oh, we still play the same beats. We play our own stuff, and we play the standard
beats, too.

ES:

Oh, well, that's good. Because most of them can't.

EO:

How about corps like Mattatuck, do you remember them way back, a long time ago?

ES:

Yeah, but that was any, well they're not any better now than they were then.

EO;

They're no different, huh.

ES:

They were an drum corps, they were mostly all drums.

SL:

Earl, what did you think of the Swiss corps that you saw. You saw the Radabangs--

EO:

The VKB.

SL:

--the VKB--

EO:

The Swiss Mariners.

SL:

You saw the [unintelligible]

EO:

Well, that was, they went out as the STV, I think that was a pick-up group, I don't
think they are the same organization anyway.

ES:

They aren't, they aren't classed with the drummers over here, I don't think. I know I
watched them down at the-[unintelligible]

ES:

--when you come out and start playing with them, all the difference, it was night and
day. I heard, Matty comes out there, and the rest of them playing down here, and
the way they hold the sticks--

BO:

They hold the sticks differently.

SL;

They have a different style, no question about it.

ES:

Oh, sure, entirely different.

SL:

They have a unique style, it's--

ES:

It's unique to us. It's not unique to them. We're probably just as unique to them as
they are to us.

EC:

I think they have an easier time, adapting to our style as we do to adopting to what
they do. Because some of the figures they use are so far from what we do, do, where
most of our stuff, rhythmic-wise or rudimentally-wise, they're familiar with, even

though they use them differently. I think that they adapt easier to us than we do to
them.
ES:

Oh, I noticed that. Ken, Ken was, Lemely was working a long time on some of their
stuff. I guess he never did get it good.

EO:

He got it, but he still plays it with American accents.

EC:

What we think that Kenny does well they say no, it's not Swiss, it's not Basel.

EO:

They say it's fine, but you can see he's playing American style.

EC:

The same as we can see why, they're Swiss and they're playing our style, and though
it's not, well we don't recognize it ourselves, it still has the Swiss influence. They do
adopt easier to our style than we do to them.

SL:

That's because we're putting them on their feet. And they're a little bit
[unintelligible]

EC:

Yeah, yeah.

EO:

I've got an article that Dr. Berger wrote, and it explains how, I made a photostat, I'll
try to find it, and he does write for the lifting of the foot. And one of the reasons is
that they're so antimilitary, they don't want to be a militarized group. And they play
basically Fastnacht or carnival. So rather than, he said that the German style is with
the foot down, their style is the lift, you know, for the foot being lifted up.

EC:

They purposely do it --

EO:

It's an interesting little page. I'll put it, dig it out and show it to you. I think it
explains a little about the philosophy of their drumming.

SL:

Did you ever run in to Goute--I'm sorry, Eddie, I didn't mean to cut you off. Did
you ever run into Goute?

EO:

Robert Goute from Paris.

[unintelligible]
ES:

I got one of his books over there.

EO:

He was never in the Company there.

ES:

I've got one of his books over there. I haven't even had a chance to look it over, I
got it, started having trouble with my eye. Did you ever find out why we started off
with our left foot?

EO:

I think it has something to do with the pike carriers of the Middle Ages. Something to
do with that.

ES:

With the right arm, that's what it has something to do with. You take your lead,
most people, they're right-handed, they take the lead with their right. And it's the
left foot that goes out with your right arm.

