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INTRODUCTION 

The public school band program is an activity that has 

grown rapidly since it was first introduced into the school curric

ulum. Bands have increased in number and size and involve thousands 

of young men and women students throughout the nation. Many tax 

dollars are invested in facilities and equipment; therefore, a con

stant demand is being made for better-organized and meaningful 

programs. 

Organization of the band program involves many avenues of 

student development, not the least of which is that of leadership. 

Many band directors have found that a band run by student leaders 

is an. organization that takes a :nore active interest in its work. · 

Positions of leadership that can be attained, in most cases, are 

drum major, president, vice-preside~t, secretary-treasurer, class 

representative, uniform chairman, librarian, and ·majorette. 

All band offices demand certain qualities of leadership; 

however, the position of drum major demands more than any other. 

Drum majoring involves honor, pride, loyalty, dign~ty, mental and 

physical stamina, spirit and confidence, all qualities that are 

developed in the marching band. The capable drum major can be one 

of the most dynamic and motivating elements in the marching band 

program. However, the position of drum major · is often sadly mis

understood and neglected due to the inexperience of band directors 

1 



2 

with regard to drum majoring techniques~ and due to the lack of 

written material on the subject. A set of guidelines could do much 

to rectify this situation and bring the field of drum majoring to 

its full status, thereby enabling the marching band to more nearly 

realize its full potential. 

This report will establish guidelines for the public school 

drum major. These guidelines will be based on pertinent information 

in related written sources and the personal experience of the author 

in the area of drum majoring. This experience includes five years 

of drum majoring and nine years of private and group teaching. 



CHAPTER I 

HISTORICAL BACKGROUND 

The position of drum major dates back to the 1500's when many 

of the European military forces used a small drtim and fife corps to 

provide a cadence for marching. The dr\un cadences were learned by 

rote~ and since recruits for the corps were usually inexperienced, 

a man was needed to train the instrumentalists ·and keep the cadence 

organized. This man was called the "Drom Mayor" or "Phife Mayor." 

(19:776) An exp~rienced man well versed in the arts of "droming" 

and nphifing" was usually chosen. He received little compensation 

for his efforts, other than being given the best equipment. (5:25) 

The status . of the drum major increased greatly as the drum 

and fife corps increased in size. He received more pay and a more 

distinguished uniform but continued to perform as a drmnmer with the 

group. Then gradually, as organization became more important, the 

drum major was the person to set and maintain tempo for the group. 

He left his drum and moved to the front of the corps when his group 

combined with other instruments to form a military ·band. (5:25) 

This change in status _is documented in Henry Farmer's book, Handel's 

Kettledrums and Other Papers on Military Music. 

This reference to the Drum Major marching with--i.e., 
in front of--the band is borne out by another letter, a 
most precious one, because of the pother made over the 
march which, presumably, did not please General Brome, 
himself .a drummer originally: . 
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"Woolwich, 18th May, 1789 

"Sir, 
"The General liked the Musick at the Guard Mounting last 
week, but was disappointed with the March. He says that 
the Music Major .(Master) must have the plummett in prac- . 
tieing the March so that perfect time is given. Two 
drummers .of the Regiment mus t come to practice with the 
Band of Musick and the Drum Major must come with them. 
It is necessary that the Drum Major always marches in 
front of the Band of Musick as he did formerly. This 
General Brome says. 

"I am. 
"J. Maclead, Capt., Brigade 

Major (5:25-26) 

At this time the Drum Major used a plumme t instead of a baton. 

"The plunune t was a piece of ·lead on a string used pendulum fashion, 

the swing of which regulated the precise tempo of the march." (5:26) 

Another somewhat curious duty of the drum major and the corps 

had to do with punishment of military offenders. Not only did the 

drum major employ a "Cat O'Nine Tails" in his training, but he was 

also required to instruct his charges in its use. (23:25) The asso-

ciation of the band with punishment persisted as late as the American 

Civil War when "drumming out of the se rvice" was a common practice. 

(9 :139) 

The establishment of tradition where the drum major " 

was generally the most lavishly dress ed man in the regiment • " 
was noted as early as 1782. (19:777) The plummet was replaced by a 

st.aff which was considered part of his insignia. One of the oldest 

examples of this mark of office is still preserved at the Honorable 

Artillery Company of'London, dated 1671. (19:777) The staves of 



captured enemies ·were treasured items for many military units and 

were usually displayed with pride. The drum major used his staff 
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in correcting " ••• the drummers which fail in their duty." (19: 

777) However, the main use of the staff was to maintain tempo and 

to give signals to the corps. This was established by Charles James 

in his Military Companion, 1805, stating that the drum major was 

required to turn it " ••• with an easy air one round, so as to 

keep time, and plant it at every fourth pace." (19:777) The use of 

the baton was relied upon greatly by the band since verbal commands 

could not be heard. As many as seventeen commands were issued by 

the baton alone. The staff, however, was usually exchanged for a 

drum when battle took place. (19:777) 

The European drum major was, and still is, a dignified indi

vidual in the military service. (See Figure 1.) His whole manner 

is one of pride and tradition which can be seen as he marches in a 

stately, grandiQse manner. Every movement and every gesture is done 

with dignity. The drum major has become a symbol for the European 

military service. · 

In 1798, the United States Congress acted to authorize a 

Marine Band made up of a drum major, a fife major, and thirty-two 

drums and· fifes. (21:442) The· Marine Band is the oldest American 

military band and was the only band in Washington until the 1830's. 

(9:15) However, the Regular Army, from the r~volution on, author

ized .every regiment to have a drum major whose duty it was to group 

each company's musicians into a band. In subsequent years, the drum 
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Fig. 1.--Europe~n Military Drum Major 
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major lost much of his dignity in the American military services, 

whose troops were considerably wanting in organization and pride 

~wing to a lack of tradition, and men to teach it. 

The Civil War saw an increase in military bands containing 

a variety of instruments, primarily of the brass family; still, the 

drum and fife corps remained very popular, and certainly the easiest 

and cheapest to outfit. (9:157) The drum major was still the instruc-

tor of the drum, but in many cases assumed the position· of the present-

day band director. It was the drum major's duty to drill the young 

boys who were the famous drummer boys of the Civil War. But as the 

variety of instruments increased, instruction on all of them was 

usually necessary since many of the volunteers were not musicians. 

(9:122) Many of the regimental bands, because of poor musicianship 

and discipline, were a sorry lot. Sometimes the only good thing 

about the band would be the drum major: 

the regiment was proud of the drum major, William Whaley, 
whose "lofty pomposity" so impressed General McClellan at a 
mammoth review that the General took off his hat as Whaley 
strutted past at the head of the band. But Whaley was so over
come by this recognition which took place whil,e he "was indulg
ing in a top loftical gyration of his baton" that he dropped 
the baton! From the heights of glory poor Whaley plunged into 
the deepest gulf of despair. (9:46-47) 

The military bands of today have greatly improved instru-

mentally and musically. The drum major still holds a higher rank 

than the ordinary bandsman; however, his responsibilities have 

changed. (10:10) He still instructs the band · in marching procedures 



of drill and signal recognition, but the responsibility of instru

mental instruction and organization has been given to a warrant 

officer who assumes the position of band director. (10:10) 
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The American military drum major does not retain the pres

tigious status of the European drum major for rather superficial 

reasons. The American drum major's uniform is identical to the 

ordinary bandsman, except perhaps for the rank insignia. (See 

Figure 2.) His· baton is a plain implement, and his movements in 

the use of baton signals are likew·ise simple. On the other hand, 

the European drum major has an elaborate uniform which is different 

from the ordinary bandsman in design and accessories. His baton is 

fancy and decorative, and his movements in the use of baton signals 

are elaborate and showy_. 

The American college drum major was derived from the mili

tary element. Bands were common in the early land grant colleges 

which were designed to train potential military personnel. (21:444) 

Consequently, "the extension of the R. O. T.C. after World War I, as 

· well as the great popularity of football ••• " created a new 

function for the marching band on ' college campuses. (21:444) The 

drum major's function also changed particularly as marching styles 

changed. Bands began using yard lines instead of simply the field 

itself •. Six steps to every five yards changed to eight steps to 

every five yards. lhese changes caused band directors to take con

trol of the marching. band since the relative inexperience and the 

immaturity of the drum major prevented him from securing proper 
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Fig. 2.--Western Military Drum Major . 
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marching band techniques. However, he drilled students in basic 

fundamentals and other related activities. 

The college and public school 'drum majors have adapted a com

bination of the European and American military dress. The uniform is 

usually more elaborate than the ordinary bandsman's in order to dis

tinguish him from the other members. (See Figure 3.) The drum major 

has also adopted the European ~ shako, a tall, fur-covered hat; however, 

the lighter, shorter baton is used instead of the cumbersome staff. 

The school drum major's uniform is similar to the European military 

uniform but usually is .less elaborate. 

American school drum majors have created a style of their own. 

The "Big Ten" colleges have been responsible to a great extent for 

this move. Since less emphasis was placed on giving signals to the 

band, more emphasis could be given to strutting and showmanship. 

Flashy baton maneuvers, for show and in giving signals, were made 

easier by the smaller baton. Some drum majors today use the even 

smaller majorette baton for elaborate twirling maneuvers, but in so 

doing they are trespassing upon the majorette's style, which is ·a 

style of its own. Having to get from one side of the field to the 

other quickly caused the "Big Ten" drum major to employ the running 

"goose step. n The change to . different marching styles enabled the 

drum major to exercise considerable individual creativity • 

.The scho·ol drum major has regained much of the prestige of 

the old European military drum major. Even though their styles are 

different in many ways, the American drum major has been able to 

bring back some of this great European flavor. 
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. CHAPTER II 

PERSONAL ~RAITS 

The drum major must possess strong personal traits in specific 

areas to maintain the image he so vitally needs. He is, more than any 

other, the individual that "reflects the character of the organization 

that be represents." (4:49) 

The drum major is usually the only student band officer who is 

directly in .command of the marching band. His responsibility is great, 

for not only are his fellow students guided by his actions, but the 

general public is also viewing the band under his leadership. The 

influence that a drum major can have with his pee~s and the general 

public will have a lasting effect upon the band. For these reasons, 

the drum major has to demonstrate strong, unque~tioned leadership. 

It is difficult to find a person with this ready-made ability, but it 

is not difficult to develop this ability in a person who has the nec

essary potential. 

The drum major or the candidate for drum major should be in 

good physical health. (6:17) He must be physically fit in order to 

withstand strenuous exercise or exertion without collapsing. Most 

bandsmen will testify to . the fact that being ·in the marching band 

is a ·strenuous activity. Realization of this has led many school 

systems to give physical education credit for marching band activi

ties. The drum major has' even more demanding duties than the regular 
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bandsman, therefore his physical requirements are greater. He will 

often have to whistle, signal, and conduct when the band is playing. 

These are diffic.ult requirements that p.eed physical and mental stam:

ina. (6:19) The long parade is the best proof of the necessity for 

stamina. A list of exercises that contribute directly to physical 

fitness for the drum major can be found in the Appendix. Physical 

health also involves more than exercise. Adequate amounts of rest 

are needed, and a sensible diet is also necessary. 

Good posture is essential for drum majoring. The drum major 

should guard against the common fault of becoming lazy and relaxing 

into a sloppy position. After all, the director may want to use 

him as an example for correct posture. Carriage needs to express 

outwardly what words can never say. "Are you proud?" "Are you . 

alert?" "Are you confident?" "Do you enjoy your work?" "Do you 

represent the greatest group in the world?" These are questions 

that the drum major will want to answer without words. 

There are several personality traits required for leadership. 

The first of these is confidence which the drum major displays through 

his actions. Decisions need to be supported with the attitude that he 

has made the right choice. But if a mistake is made, it should be 

admitted. The drum major will be confronted with many decision-making 

situations· concerning individual student problems or the entire band 

in rehearsal and performan~e, and to gain proper self-confidence and 

the confidence of his fellow s tudents, he must make intelligent choices. 

TEXAS TECH UBRARY 
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The most difficult problem to solve for the drum major is to realize 

that he cannot please everyone when he makes a decision, since his 

decisions are for the betterment of the entire group. Preferential 

treatment of friends should not occur since it will interfere with 

the drum major 's obligations of office: he must be fair to everyone. 

In a position that by its very nature embodies considerable 

authority, masculinity is a prerequisite. The drum major .must make 

and execute many decisions. He must be ·abl~ to give loud and clear 

commands, covering the full repertory of good marching band technique, 

and he must see that the commands are carried out, that is, he must 

be able to enforce his authority. A suitable, masculine personality 

will not only gain the respect of the band, but will also ensure its 

cooperation. 

Loyalty is a vital element in the success of a leader. (14: 

80) The drum major has a responsibility to display loyalty to his 

band director, band, and school. Sometimes he may disagree with a 

decision of the band director. However, it would be a breach of 

loyalty to his band to discuss these disagreements with others, an 

offense which would only result in disrespect for its perpetrator. 

The drum majo·r will · d·iscover that a band working under a loyal leader 

will have a sense of security that makes the members happy and pro

ductive in their work. (1:104) "Such loyalty. covers duty, promptness, 

keeping one's. promise, steadfastness in adversity , and humbleness of 

spirit." (1:104) 
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Spirit is one of the most important motivational elements of 

the band . The drum major's efforts to stimulate spirit will have a 

great effect upon the band, "be cause spirit is contagious. It 

spreads rapidly to all members, and frequently becomes incurable." 

(19 : 44) To stimulate sp.iri t, the drum major can lead slogans shouted 

by the band in unison, such as, "We are the best band," or, "We are 

number one. 11 These seem juvenile but they will actually work with 

even a college band. Reminding the band that they are out to win 

the half- time will help to motivate the rehearsal . Chants to and 

from the field are morale boosters. 

The drum major, more than any other officer of the band, is 

a living example of leadership. Other band members will wish to com

ply with the rules if the drum major adheres to them. The drum major 

displays his ability for all to see; there fore he is quickly subject 

to criticism. He must apply hi mself to his studies , for his status 

is known by the entire student body. The image he is trying to create 

can be deflated quickly by~ any unsightly behavior even beyond the realm 

of the school campus. He is on trial every day by all who know his 

position. 

The drum major is in a unique pos ition with regard to manage

ment of the band. He can and must know all the members of the band, 

not only their names but also something about their homelife and their 

strengths and weaknesses. That he can do this enables the drum major 

to better evaluate the bandsmen's abilities and to be more sensitive 
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to their particular problems. The drum major can be of great help 

to the band director through his constructive assistance with regard 

to band personnel. Of course, he must exercise tact and discretion 

in these matters. 

It is clear that positive personal traits are absolu~ely 

essential to successful drum ~ajoring. The qualities mentioned may 

pertain to the perfect drum major, but they are qualities that all 

drum majors should strive to achieve. 



CHAPTER III 

BATON MANIPULATIONS 

Selection of the Baton ------
The drum major is an individual on the marching field, for 

his duties and position are different from any other bandsman. He 

should represent his office with as much distinction as possible. 

He certainly must not try to act, look, or perform like a major-

ette, and accordingly must not use a majorette's baton. The drum 

major's baton, along with his uniform, is his badge of office. 

There are two manufacturers of drum major batons. They 

are the Ken Chrome Company and the Carpenter Company. The Ken 

Chrome Company makes two models of batons. The junior model is 

an all-metal baton with chrome plating, and is manufactured in 

three lengths: 38 inches, 40 inches, and 45 inches. The regula-

tion military baton is a hardwood baton with a chrome-plated metal 

ball and is made in three sizes: 42 inches, 44 inches, and 49 

inches. The Carpenter Company makes one model of drum major baton. 

The signal baton is an all-metal baton with chrome plating and is 

manufactured in three sizes: 38 inches, 40 inches, and 45 inches. 

The shorter, lighter baton will be the easier one to maneuver, 

however, the drum major should select a baton that suits his needs 

and purposes. 

17 
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Fundamentals 

Just as the musician must have good technique, that is, the 

ability to perform well all the techni'cal skills required in playing 

his instrument, so must the drum major possess a good technique in 

handling the baton. This technique is based on fundamentals which 

must be properly learned. 

Most drum majors know ·very little about the use of the ba~on; 

therefore they are cautious about handling it for fear of becoming 

embarrassed. This fear will usually disappear when the fundamentals 

are mastered. 

The baton fundamentals given here were designed through a 

system of trial and error over a period of sev.eral years. All sig

nals, unless of an unusual nature, are made in a vertical plane, and 

the fundamentals are designed accordingly. The fundamentals should 

be performed in both the right and left hand. In all of the funda

mentals the ball of the baton will rotate between the arm and the 

body with the tip rotating on the outside of the arm. 

Forward Arm Twirl 

Position.--The baton lies in the palm of the hand with the 

thumb toward the tip . ~f the baton. For smooth action, the baton 

should be secured between the thumb and below the third joint of the 

first finger. The other fingers are to be used to help the rotating 

motion of the baton only. The baton should not be gripped tightly 

with the en tire hand. . 
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Execution.--The baton is twirled vertically in a forward 

motion to the side of the body. (See Figure 4.) 

( 
) 

Fig. 4.--Forward Arm Twirl 

Exchanging Hands . --The baton should be exchanged in a smooth 

manner so as not to stop the moving action. At the end of a revolu-

tion, the tip of the baton crosses in front of the body to the opposite 

side and is exchanged to the other hand with the palm up and the thumb 

tolvard the tip. (See Figure 5 . ) 

rig. 5.--Execution of Change from Right Forward 
to Left Forward Arm Twirl. 

Checkpoint: For best results it is recommended that a 
pattern be established with these fundamentals. For 
example, the drum major should perform five revolutions 
in the right hand, then pass the baton to the left hand, 
do five .revolutions in the left hand, then pass it back 
to the right, and so on . This will help to perfect skills 
in speed, timing, and smoothness. 
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Back Arm Twirl ----

Position.--The baton lies in the palm of the hand with the 

thumb toward the tip of the baton. The baton should. be gripped in 

the same manner as the forward arm twirl. The other fingers should 

be-held loosely as in the forward arm twirl. 

Execution.--The baton is twirle!3 vertically in a backward 

motion to the side of the body. (See Figure 6.) 

{ 
-~ 

Fig. 6.--Back Arm Twirl 

Exchanging Hands.--At the end of a revolution, the baton is 

exchanged to the opposite side to the other hand in the same manner 

as the forward arm twirl, the only difference being in the direction 

the baton is rotated. (See Figure 7.) 

t 
~ 7 

Fig. 7.--Execution of Change from Back to 
Left Back Arm Twirl 



Checkpo·int: 1. It is re.commended that these maneuvers 
to be done on an outdoor, grassy, soft surface. The 
beginner is apt. to be "all thumbs" at first and this 
will help guard against damage to .furniture and baton, 
and injury to the student. 

2. It is important that the baton stay perpendicular to 
the ground. In order to check and see if this is happen
ing, use the reflection of an outdoor plate glass window 
or on sunny days, the shadow of the student will help. 

Forward Wrist Twirl 

Position.--The baton is gripped palm down with the thumb 

toward the ball of the baton. For smooth action, it is secured 

between the thumb at the first joint, and the first finger, 

between the second and third joints. The other fingers should 

help the motion of the baton rather than gripping it tightly. 

(See Figure 8.) 

.die 
Fig. 8.--Hand Position for Wrist Twirl 

Execution.--The baton is twirled vertically in a forward 

motion to the side of the body. 

Exchanging Hands.:--At the end of a revolution, the tip of 

the baton crosses in front of the l:!ody to the opposite side and is 
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exchanged to· the other hand with the palm down and the thumb toward 

the ball. 



Checkpoint: Stand at an attention position when perform
ing fundamentals, heels together, chest out, stomach in, 
and shoulders back. Put the empty hand on the hip. Make 
sure the finger tips are tightly together. Assume a posi
tion of authority at all times. This is good practice. 

Back Wrist Twirl 

Position.--The baton is gripped in the same manner as the 

forward wrist twirl. · However, the baton is gripped at the first 

joint of the thuinb and the first joint of the first finger. 

Execution.--The baton is twirled vertically in a backward 

motion to the side of the .body. (See Figure 9.) 

Fig. ·9. --Back Wrist Twirl 

Exchanging Hands.--At the end of a revolution, the baton is 

exchanged to the opposite side to the other hand in the same manner 
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as the forward wrist twirl, .with the baton rot~ting in the opposite · 

direction. 

Checkpoint: L To help muscle strength and control, the 
hand can be moved up and down slowly as the fundamentals 
are executeli. 



Fig. 10.--Balance Point of Drum Major's Baton 

2. The ·ideal control p.oint for twirling the baton would 
be at the center of balance, except that this usually is 
too far toward the tip of the baton for maximum control. 
(See Figure 10.) The ball will sometimes strike the 
elbow or rib cage when twirled from this position. The 
best control point is eight to ten inches from the ball. 
(See Figure 11. ) · 

Fig. 11.-~Proper Grip Position of Drum Major's 
Baton · 

3. Most batons have a cord wrapped in a crisscross fashion 
around the baton. This cord· helps to maintain the hand posi
tion on the baton and prevents the hand from sliding. · It 
also may produce blisters. Practice should be in moderate 
amounts at first in order to gradually toughen the hands. 

Field Maneuvers 

A uniform pattern of baton signals has not been firmly 

established. {6:19) Even military bands have varied their styles 

through the years. Despite this, some positions of the baton have 

become known as basic. Whatever the style, the· band must known 

exactly what each signal means. The signals to be discussed will 
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be related to two styles of marching:. six steps to every five yards, 

and the faster eight steps to every five yards. The only diffe~ence 

that is found between the six to five marching style and the eight 

to five marching style is in the execution signals. Many bands use 

the "double command system" where the same command is given twice 

for the eight ·· to five style and the whistles reflect those commands. 

For example, the verbal command for forward- march is given as "For-

ward march--Forward march. it The whistle execution would be four' 

consecutive whistles. This rule holds true for all of the moving 

commands of the eight to five marching style. Therefore, only the 

military six to five marching style will be given in order to sim-

plify the illustration of execution. 

Attention 

Position.--The heels should be together with the toes at a 

45 degree angle. · The shoulders should be back and the spine slightly 

arched with the. chest up and the stomach in. The hands are placed on 
. . 

the hips with the finger tips together and the wrists straight. The 

baton is placed in the right hand and lies along the right arm. (See 

Figures 12 and 13.) 

At Ease 

At ease is a position that is maintained when the band is in 

a semi-relaxed ~ituation. 

Position.-~The feet are separated and the baton tip rests on 

the ground while the hands rest on the ball of the baton. (See 

Figure 14.) 
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Fig. 12. --Side View of At tent ion Position. · 

Fig. 13.--Front View of Attention Position. 

Fig. 14.--At Ease Position. 

Parade Rest 

Parade rest is a position of rest where the bandsmen remain 

silent and almost motionless in preparation for coming to attention. 

Position~--The tip of the baton rests on. the ground to the 

outside arch·. of the right foot or the middle of the baton rests 



behind the calf of the right leg. The right hand holds the baton 

with the thumb toward the tip and the arm held stiffly • . The left 

hand is placed in the small of the back with the finger tips held 

tightly together. (See Figure 15.) 

Fig. 15.--Parade Rest Position. 

· Salute 
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Salute is used to recogniz.e special people or things, such as 

honored dignitaries, the flag, the school song, or The Star Spangled 

Banner. It takes the place of the civilian's removing his hat. The 

salute is alway~ given from a position of attention. 

Execution.--The baton is rotated one-half revolution, cross

ing the body with the tip down and the ball up, perpendicular to the 

ground. The baton is ·held between the thumb and the third joint of 

the first finger. The back of the hand should be facing toward the 

front with the finger tips held tightly together. The left hand can 

help steady the baton by holding it in the same manner as the right 

hand. {See Figure 16.) 



Fig. 16.--Drum Major ·Salute. 

Forward March 

Forward march is always given from the attention position. 

The tempo of the m~rch is being established during this command so 

the signal must be given accordingly. 

Execution.--The baton is lifted and brought forward in a 

one-quarter revolution with a long preparatory whistle. (See 

Figures 17 and 18.) 

Fig . 17.--Front View of Preparatory Position 
. of Forward March. 
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The baton · is brought back to the chest on a silent movement and then 

moved out again on a short execution movement and whistle·. (See 

Figure 18~) 



Right Flank 

Fig. 18.--Side View of Execution of Forward 
March Signal. 
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Execution.--The baton is brought from the hip to the starting 

position which is under the right arm. On count four, the head is 

turned to the right and the arm pulls the baton perpendicular to the 

ground. (See Figures 19 and 20.) 

Fig. ·19.--Preparatory Position for Right Flank. 

Fig. 20.--Preparatory Position for Right Flank. 
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On. count one, the right arm extends to the right of the body, 

baton perpendicular to the ground, along with one long blast of the 

whistle. On count four, the arm folds back to the body in prepara

t i on for the execution whistle. The execution whistle and signal 

should follow on the next count. (See Figure 21.) 

Fig. 21.--Execution of Right Flank. 

Left Flank 

Left flank is executed in a manner similar to the right flank. 

The only difference is bringing the baton to· the left arm position. 

Exchanging Sides.--The baton is rotated one-half revolution 

in the right hand, crossing the body with the tip of the baton, and 

tucking the baton under the left arm. The baton is held in the palm 

of the left hand with· the thumb toward the ball. (See Figures 22 and 

23.) 

Fig. 22.--Baton Exchange for Left Flank. 
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Fig. 23.--Exchange Completed for .Left Flank. 

To the Rear 

The drum ~ajar faces the band and marches backward while 

executing this· command. This maneuver is similar to the forward 

march signal except that. the band is moving and the drum major is 

facing the band. (See Figures 17 and 18.) 

Execution .--A one-quarter rotation of the baton is given . 

in a forward arm twirl. On count four, the arm returns to the 

body to execute the final whistle of execution on an outward lunge 

of the next count. 

Counter March 

Counter march is the same as to the rear signal except the 

drum major executes the maneuver on the yard line on wh~ch he wants 

the band to counter march. He gives the signal while marching 

through the band which automatically positions him in front of the 

band after the counter march. The congestion of bandsmen is usually 

great at the point of execution and marching between them is awkward .• 
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Right Oblique 

Right oblique is given like a forward march signal. The only 

exception is that it is given on the march with the baton held at a 

45 degree angle to the right of the body. (See Figures 24 and 25.) 

Fig. 24~--P~eparatory Movement for Right Oblique. 

Fig. 25.--Execution of Right Oblique. 

Left Oblique 

Le~t oblique is executed exactly like the right oblique 

except that the baton is .manipulated at a 45 degree angle to the 

left of the body. (See Figure 26.) 

The drum major faces the band and marches backward. while 

giving this command. 
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Fig. 26.--Execution of Left Oblique. 

Execution.--The drum major, brings the baton to a horizontal 

position, waist level .with the tip of the baton pointing to his left. 

On count four, the elbows move up to the preparatory position. The 

preparatory signal is given on count one of the next sequence with 

the hands raised over the head, arms stiff, accompanied with one 

long blast of the whistle. The palms of the hands should be perpen

dicular to the ground with the finger tips together to st!engthen 

the command. The execution whistle and movement are given on the 

first count of the next sequence with a short whistle blast and 

movement downward. (See Figures 27-29.) 

Fig. 27.--First Stage Preparatory Movement for Halt. 



Fig. 28.--Second Stage Preparatory Movement for Halt~ 

Fig. 29.--Execution of Preparatory Command for Halt. 

Parade Maneuvers 

Right Column 

Execution.--Right column is given with the baton raised 

over the head with a stiff arm. The tip of the baton is pointed 

at a 90 degree angle to the right side of the body. (See Figure 

30.) On count one, the arm moves to the right with one long blast 

of the whistle for the preparatory signal. The execution comes on 

count one of the next sequence as the arm jerks to the right with 

one short blast of the whistle. 
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Fig. 30.--Execution of Right Column. 

Left Column 

Left column is given in the same manner as the right column 

with the exception being in the direction· the baton is pointed. The 

tip of the baton points to the left at a 90 _· degree angle,.horizontal 

to the ground. (See Figure 31.) 

Fig. 31.--Exe~ution of Left Column. 

Decreas e Front 

When the front is d~creased only the front rank need be aware 

of the signal. The remainder of the band will simply follow them. The 

drum major turns and faces the band while· marching backward during the 

execution of this signal. 



Execution.--The baton is brought to chest level, horizontal 

to the ground with the tip of the baton pointing to the left of the 

body.. (See Figure 32.) 

Fig. 32.--Preparatory Signal for Decrease Front. 
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The drum major gives one long blast of the whistle as a preparation 

signal. The execution signal is a short blast of the whistle with 

the hands sliding to the center of the baton shaft. (See Figure 33.) 

Fig. 33.--Execution Signal for Decrease Front. 

Increase Front 

Increase front . is just the reverse of the decrease. front 

signal. The drum maj·or is ~gain facing the band and is marching 

backward. He brings the baton to a chest high level, horizontal 

to the ground, but this time his hands are in the center of the 

shaft. (See Figure 34.) 



Fig. 34.--Preparatoty Signal for Increase Front. 

One long preparatory whistle is given on count one of the sequence. 

Then. with a short blast of the whistle, the hands are moved back 

to the ends of the baton.. (See F1.· g re 35 ) u • 

Fig. 35.--Execution Signal for Increase Front. 

Roll Off ----
Roll off has to be a signal that the drum section, which is 
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usually in the center . of the band, can see and understand. Most drum 

cadences are in sequences of sixteen counts; therefore, the drum major 

must execute the signal soon enough to give the drummers time to pre-

pare for it, which will usually fall on count four or eight of the 

drum cadence. · This will give the section leader enough time to signal 
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the rest of the drummers, so a clean roll off can be executed. If it 

is given at. the end of a cadence, the chances are good that a drummer, 

if he is not paying ~trict attention, will continue with the cadence 

while the rest of the section rolls off. This confuses the band. 

Some students will try_ to play while others will not, which will make 

the band look disorganized _and will most likely embarass them. This 

signal, above all parade maneuvers, should be practiced diligently 

beforehand with the entire drum section so that there will be no 

doubt as to what is being done. Consideration for the drummers · should 

be exercised. They need extra time to organi ze the execution of the 

roll off. 

Execution.--The drum major faces the band so that the signal 

can be clearly heard. The baton should be raised high over the head 

with the ball up and the tight hand on the tip. Then, on the proper 

count of the cadence, the drum major gives a long whistle blast while 

rotating the baton in a circular motion. (See Figure 36.) The drum 

major then turns around and continues marching down the street. 

Fig. 36.--Execution of Roll Off. 



Halt While Playing 

Sometimes it is necessary to halt the band while playing. 

Parades are notorious for_ bogging down. ·All preparatory signals 

are given the same as for a regular halt. The execution signal, 

however, is. different. 
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Execution.--The baton is held high over the head in a hor

izontal position to the ground with the tip of the baton pointing 

to the left of the body. (See Figure 37.) 

Fig. 37.--First Stage Execution of Halt While Playing. 

The execution signal and whistle involve moving the right 

hand to chest level while the left hand remains stationary. {See 

Figure 38.) 

Fig. 38.--Second Stage Execution of Halt While Playing. 
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Mark Time ----
Often the band is only slowed dmvn temporarily and stopping 

and starting will involve more movements and time to execute; there

fore, marking time is an important movement •. This signal can also 

be used for marking time while playing. This movement will be a 

gradual slowing down into the mark time position. Therefore, only 

the first several ranks need be aware of the actual signal. 

Execution.--The signal is given facing the band· with the 

drum major marching backward. The baton is held at chest level in 

a horizontal position to the ground with the tip held in the left 

hand pointing to the left side of the body. The baton is moved in 

short, silent horizontal forward motions toward the band. (See 

Figure 39.) 

Fig. 39.--Execution of Mark Time. 

The movements are to con.tinue until the entire band assumes 

a mark time position. To move the band out from a mark time position, 

the drum major m~kes one movement and one whistle. The baton is held 

at chest level again and is brought from approximately two feet _from 

the body to the chest . in one quick movement and whistle. (See Figures 

40 and 41.) 



Fig . 40.--First Stage Execution of Step Off 
From Mark Time. 

Fig. 41.--Second Stage Execution of Step Off 
From Mark Time. 

Conducting While Stationary 

Instruments .!!£ 

Execution.--The drum major assumes an attention position. 

The preparatory signal is one long whistle blast. The hands. are 

then brought up, elbows straight and arms stiff, · on one short blast 

of the whistle to signify instruments up. The arms should be at a 

45 degree angle from the body with -the finger tips of the left hand 

together • . (See Figure 42 . ) 
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Fig. 42.--Execution Signal for Instruments . Up. · 

Conducting 

Conducting on the field should not vary from the conducting 

used by the director. The students are familiar with his style; 

therefore, the drum major needs to copy it as closely as possible. 

Most of . the time the drum major .will need to .use both hands while 

conducting. The band is usually spread across the field and dis

tances between the drum maJor and players are great. 

Every conducting pattern needs to be preceded by a preparatory 

beat to set tempo and bring all students in together. (See Figure 43.) 

Added emphasis will be given to the down beat of the conducting pat

tern if the drum major will raise his body with his toes on the 

preparatory movement. 

Fig. 4·3.--Preparatory Beat of Conducting Pattern. 
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If the band is at an angle from the drum major so that it 

is unable to see him, then whistles will be necessary to set the 

tempo. 

The fastest .and easiest patterns to learn are the basic 

2/4, 3/4, and 4/4 patterns. Conducting the following patterns in 

a mirror or the reflection of an outside plate glass window will 

help the drum major to sharpen and smooth his style. (See Figures 

44-46.) 

Fig. 44.--2/4 Conducting Pattern. 

' ' 
Fig. 45.--3/4 Conducting Pattern. 

Fig. 46.--4/4 Conducting Pattern. 



Conducting While Marching 

Conducting on the march is a simple and easy procedure. 

It is best to use the up-down pattern for all conducting while 

on the march. (See Figure 47.) 

·Fig. 47.--Execution of Conducting While Marching. 
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The band is usually not as concerned with the patterns as they are 

with the tempo and the beat itself. This is usually established 

when the drum major gives the forward march signal or with the drum 

section when tempos are changed. Patterns that involve outward side 

movements as in Figure 46 can throw the drum major off balance if 

conducted properly and will feel extremely awkward. It is important 

that when the drum major is conducting on the march his muscles be 

involved with his marching and conducting rather than being involved 

with trying to maintain control and balance. 

Conducting while on the march is actually only for show, 

today. The music is usually so well rehearsed that the tempos are 

firmly established with the students long before the production of 

the marching _show. For this reason, the drum major will find it 
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less tiring to conduct with one hand instead of two. Also, over long 

distances, the . w~ight of the .baton will fatigue the right arm. The 

use of ·different positions of the paton will not only rest the arm 

but will also add flash to the marching. For example, if the baton 

is held under the arm as in Figure 48 and the up-down conducting 

pattern is used, the arm will be rested greatly. (See Figure 4'8.) 

Fig. 48.--Carrying Position for Parade. 



CHAPTER IV 

FIELD cm1MA.Nn 

Many aspects of the mental and physical preparation of the 

drum major have been covered, but the field command represents the 

actual performance of the drum major's duties. The drum major is 

virtually the commanding officer of ·the marching band, and his 

organization and performance of duties will have a great effect 

upon the smooth operation of the marching unit. (16:151) 

Over a period of time, signals have evolved with a set 

pattern of execution. This system usually consists of a prepara

tory signal to obtain the bandsmen's attention, followed by an 

execution signal to indicate the task to be performed. (16:160) 

This can be made from two consecutive words or whistles. However, 

.the whistles are usually accompanied with baton movements to con

firm the necessary signals. One preparatory signal and one execu

tion signal is called the "single command system." The "double 

command system," a recent innovation, consists of one preparatory 

signal and two execution signals. The advocates of the double 

command system feel that it is better than the single command 

system, because it permits the command to be heard better, estab

lishes a better tempo to follow, and gives the band a longer time 

to prepare for the execution of the command. · Especially those bands 
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that use the faster tempos and the eight to five marching style find 

the double command system easier to use. This system eliminates the 

guess work in cadence calling, because ·the signal is always given 

either on the yard line or midway between two yard lines. 

The drum major's baton and whistle signals, together with 
the_ vocal commands, _comprise his only method of communica
tion with the bands~en. It is essential, then, that these 
signals be given clearly and that they be descriptive of 
the movement to be executed. (16:160) 

Whistle and vocal commands are vital to the manipulation of any band. 

If the command is not given properly, the result could be disastrous. 

The drum major must realize that the band is simply a mirror, and it 

will reflect only an image of the command it has been given. Sloppy 

commands will receive sloppy reactions, and similarly, snappy commands 

breed snappy reactions. (7:209) If the band does not react in the 

anticipated manner, the signal given needs to be checked. 

The drum major should have a · good clear voice. Verbal com-

mands are used in situations where whistles will be distracting or 

where whistles are not necessary to gain the attention of the marching 

unit. This duty will require a strong voice but not an especially 

loud one. Many drum majors have the false idea that they must yell to 

gain the attention of the band. Yelling is not only unnecessary, but 

it could damage the voc~ cords, especially of a male student in the 

secondary sChools who is stil~ · going through voice change. Thus, the 

drum major needs to be carefully instructed in the proper usage of the 

voice. (16:153) . The -best vocal commands come when the air column is 

well supported by the diaphragm. Giving vocal commands can be compared 



47 

with· the playing of a musical instrument: just a~ the big, beautiful 

tone is produced on the wind instrument only when the air column is 

well supported, so will the voice and the verbal commands be audible 

for long distances only when well supported.· 

Due to the great distances that vocal commands must travel, 

the drum major ·will find that the norma~ pronunciation of commands 

will be muffled or not clearly heard. This is due mainly to the 

construction of the words themselves. When the words are broken 

into syllables, it is . found that many of the commands have "soft 

syllable" sounds. It is necessary to reconstruct the commands so 

that all the syllables have "harsh" sounds. The following station-

ary commands have been broken down for better pronunciation for 

field performance: 

Band attention 

Right face 

Left face 

About face 

Half right face 

Half left ·face 

Forward march 

/ 
Ban ah-ten-hut , 
Ruh-hite hace 

;' 
Lay-heft hace 

. _, 
Uh-buh-hout hace 

~ 
Half ruh-hite hace , 
Half lay-heft hace 

Forward harch 

When spoken slowly these commands will have a strange sound. How

ever, when given with snap and emphasis on the correct syllable, 

they will assist the drum major in being understood distinctly for 

great distances. 



Whistle commands should be executed in the same manner as 

verbal commands. The same number of whistles should be given as 
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the number of words in the verbal command. This will be less con

fusing to the band and easier for them to learn. The drum major 

needs to remember that just as in giving verbal commands, the 

whistle signal will be· executed in the same manner in which it is 

given. All whistle signals should be snappy. In blowing the 

whistle, the air column should be well supported as in playing a 

musical instrument, and the tongue should be used in starting and 

stopping the flow of air to make the signal crisp. The drum major 

will need to be selective in choosing a good whistle. The reliable 

whistle is one that has been tried and tested. If a metal whistle 

is used, a piece of adhesive tape wrapped around the end will make 

a good cushion for the teeth. The whistle should be designed so 

that a chain or cord, long enough to slip easily around the neck, 

can be attached securely to it. The cord should be long enough to 

allow the whistle to be placed in the mouth without binding the neck 

area. A spare whistle kept in a pocket or pinned under the uniform 

front might save an embarrassing moment if a cord or chain should 

break during a performance. 

Other duties of the drum major are not as essential as giving 

. verbal and whistle signals, · but they are still necessary. The drum 

majo·r can save .much rehearsal time if he can check roil.:l and place 

substitutes in the missing spots, thus relieving the director of an 

added burden. · The drum major should also be able to call cadence for 
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the band, because the marching warm-up can be greatly enhanced if the 

drum major can take over this task. He will not only be better pre

pared to drill fundamentals but he will also be prepared to take over 

the band at any given time if he knows the procedure for doing so. 

The drum major should know the marching show well enough to help the 

band director rehearse it. It is easier for the drum major to run 

through the ranks correcting minor problems than for the director. 

This will keep the band on its toes and help stimulate the needed 

spark of pr~de in performance. Obviously the drum major can be a 

great asset to the marching unit, if he is utilized to his full 

talent. 

Many directors recently have found the use of the drum sec

tion advantageous for issuing signals, such as forward march, roll 

off, and halt. (32:78) This is done because the drum section can be 

heard more easily than a whistle, especially over the sound of the 

band while playing. · However, the drum major can still be utilized 

for signals when the occasion demands, and he must be prepared to 

do so. Since the drum major is apt to be utilized mainly as a drill

master, his time for performance preparation is shortened. The drum 

major should prepare his own marching duties after the field show is 

in the finishing stages. This will give him an opportunity to dis

play maneuvers that will complement the band show. Finally, the 

superior drum major must always be alert to unplanned situations since 

mistakes happen even -with the best bands. In such a situation, the 

drum major can. really display his worth. 



CHAPTER V 

SUMMARY 

Developing the drum ma]or for the secondary schools is an 

important phase of the marching band program. The drum major main

tains the strongest position of student'leadership within the march-

ing band; therefore, he is being continuously observed by the public· 

and by his peers. · He must display spirit, enthusiasm, pride, honor, 

alertness, and dignity in a manner that will benefit the marching 

band. The drum major must be a master in public relations since his 

relationship to students and adults is vital to the betterment of 

the band program. These phases of development have been neglected, 

however, by band directors who lack knowledge of essential drum 

major traits and skills. 

This report has been designed to establish a set of guide-

lines for the drum major. To better understand the tradition of 

drum majoring, a chapter has been included on its historical back-

ground. To aid in the selection and training of the drum major, 

chapters describing the requisite personal traits of the drum major, 

basic baton fundamentals and baton maneuvers, and suggestions for 

field command have been included. Study and practice of the material 

presented should aid greatly in the development of the well-rounded 

drum major. 
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APPENDIX 

SELECTED EXERCISES FOR DRUM MAJORING 

Push-ups 

Purpose: 

To develop the muscles of the chest, shoulder, and arms. 

Position : 

The subject should assume a prone (face down) position 

on the floor with the body in a straight line. The weight of the 

body is on the toes and the hands. The arms are straight. 

ExerCise: 

On count one, the subje~t bends his elbows and touches his 

chest to the . floor. On count two, he pushes up again to the starting 

position. The subject should .start with five push-ups each day and 

progress to .twenty-five. 

Leg and Arm Criss-Crosses 

Purpose: 

To increase the strength of the muscles in the hip and lower 

abdominal area. Also, .to increase ·the strength of the thighs and the 

legs. 

Position: 

The subject should assume a supine (on the back) position on 

the floor. 

54 



55 

Exercise: 

The subject raises his shoulders, hands, and feet approxi

mately six inches off the floor. He slowly crosses and uncrosses 

the hands and the feet alternately without resting. The subject 

should keep the arms and the legs extended throughout the exercise 

and maintain strong tension in them. The subject should begin with 

fifteen criss-crosses and then progress to fifty or more. 

Fig. 49--Crisscross 

Kneeling Leg Bends 

Purpose: 

To stretch and strengthen the muscles of the upper legs. 

Position: 

The subject is in a kneeling position with his back in 

straight alignment with his hips and upper legs. His arms are at 

his sides. 
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Exercise: 

While. keeping the hips, upper legs, and back in straight 

alignment, the subject slowly leans backward toward his feet. At 

first he should go backward only as far as it is possible to do so 

without bending any other part of his body. He then slowly returns 

to the starting position without any ch~nge in the body alignment. 

It is important to maintain strong tension in all body parts. The 

subject should beg·in with five backward leans and progress up to 

fifteen. Also, the distance that the body can lean backward toward 

the feet should be ~rogressively increased. 

Fig. 50.--Knee Bends 

Toe Rais.e s· 

Purpose.: · 

To stretch and strengthen the muscles which extend and flex 

the ankles and the knee$ . 

Position: 

The subject· should stand with his feet slightly apart arid 

his arms at his sides . 



Exercise: 

The subject should slowly raise hiq heels as far off the 

floor as possible. He then returns slowly to the starting posi

tion and continues on downward while bending the knees. The .sub

ject should go down only as far as it is possible to go keeping 

the feet flat on the floor. He returns to the starting .position 

and begins the sequence over again. Throughout the exercise, he 

should keep the body alignment perfectly straight and tense all 

body muscles continuously. The subject should begin with twenty 

toe raises and progress to seventy-five or more. 

The Hurdle 

Purpose 

To stretch the muscles of the legs. 

Position: 
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The subject sits on the floor with his right leg straight 

forward and .his left leg moved back to his left side to form a right 

angle to his right leg. The left knee is bent and the heel is pulled 

back behind the hips as far as possible. 

Exercise: 

The subject should grasp his right knee with both hands and 

very slowly lower his trunk until his chest touches his right knee. 

He should keep both knees flat on the floor • . Pressing the chest all 

· the way to the. knee may not be possible at first, but this is the 

objective. He should alternate positions and perform the same mo·ve

ments to the ext~nded leg. 



Bench Stepping 

Purpose: 

To develop cardiorespiratory endurance and strength and 

endurance of the legs. 

Exercise: 

The subject steps up and down on a twenty-inch bench or 

chair. At first, he should continue for one minute at the rate 

of thirty steps per minute, and then build progressively to a 

period of five minutes. He should alternate legs and make sure 

the legs are fully extended when on the bench. 
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