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First impressions are important, though often times they can be
very misleading and/or disappointing. Such is not the case when
it came to listening to and meeting Fredy Studer.
It was Fredy’s page in the Paiste Artist Profile Book that first
caught my attention as a young player. Sure there were plenty of
drummers sporting big drum kits with lots of cymbals, gongs and
sound sources, but it was the combination of Fredy’s tiny ‘bop’ kit,
peppered with an array of cymbals and a wall of gongs that attracted
me–I knew he had something different to say rhythmically and
musically. The first recording I sought out and heard was OM, and
from that point on, I was a fan for life.
Meeting Fredy is an amazing experience. Speaking with him, watching
him work and listening to him play, you realize straight away that this
is no ordinary person or player. He sees and hears things differently,
and it doesn’t take long before you do too. Whether it’s designing new
cymbals for Paiste or creating new sounds on his kit, music and art
always comes first, and always comes with integrity.
While recording in the South of France, I took the opportunity to visit
Fredy at his home in Lucerne, Switzerland–the perfect setting to spend an
afternoon with a true artist and visionary.

FREDY
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JM: I first became aware of you
when I was very young and saw
your page in the Paiste Artist Profile
Book. Of course, I knew about
Bonham, [Phil] Collins, Bruford,
Barriemore [Barlow] and others, but
I distinctly recall being drawn to your
page, because of the picture of your
kit, which was a drawing; you had a
little bop kit with a wall of big gongs
behind you, as well as some little ones
off to the side, and that, as a little
kid, really caught my attention. You,
and Pierre Favre, and Han Bennink had
such interesting setups. From there, I
sought out records that you played on
and got very familiar with you as a player
and “sound specialist.” The little bit of
background that I know about you is that
you began playing drum kit at 16, after
four years of “Basel Drumming.” What is

I

Basel Drumming, which I’m assuming has
something to do with the city, and how did you
get into it?
FS: The story is that I had been dreaming about
playing drums, in general, since I was very small.
I had the children’s drum–hitting on pans, like
almost everyone does [laughs]. I was very attracted
to drums, especially during Carnival in Basel
[Switzerland], but there were also groups like that in
Lucerne, with drums and pipes. Basel Drumming is
a kind of a groove; it’s a laid-back groove, played in
unison, and there’s a lot of dynamics–very original
drumming, and it’s from here. I was very attracted
and wanted to do that, but my parents said, “Ah,
the drum is not an instrument,” so they forced me
to play the guitar. I took two years of lessons, and
7
I still could not play or bar an F chord. C and G
was all I could play. My parents finally realized they
should listen to me, so I joined one of those “drum
and pipe” corps, and started on a rubber pad–just
the rudiments and that kind of drumming. Are you
aware of Basel Drumming?
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to the record shop and, “Wow!” I was in there listening to the record
Olé, and reading interviews with Coltrane, and he spoke about
[Karlheinz] Stockhausen, and Gamelan music, and this and that, and
so in about two years my music spectrum really exploded.

I’ll experiment before a concert and after the concert;
we experiment when we rehearse and practice;
i experiment in my room;
but on stage, i play.

JM: That explains why you didn’t go in one direction–you
went in every direction. Most people think that they have
to choose and focus on one particular style if they want to
‘make it;’ did you have any thoughts or ideas for yourself?
FR: I didn’t know what I wanted to do exactly, but it was clear I
knew what I didn’t want to do.

JM: Which was what?

FR: Commercial/mainstream; I have nothing against it, it just
doesn’t attract me.

JM: But did you not think that Hendrix was, in a way
“commercial/mainstream” since it was the newest, and
certainly most popular thing happening?
FR: I don’t think so. Of course, that’s the definition of “commercial”
and “mainstream,” but, even if he wasn’t popular, he would still be
a tremendous artist. That’s what attracted me to Hendrix. I was
also listening to the Who; I found that Mitch Mitchell was sort of a
crossover between Elvin and Keith Moon, in a way.

JM: I can see that.

Ph

JM: No, that’s why I was asking.

FS: There was a time when all the drummers in New York wanted
to know about it…I had to send books and tapes to a lot of guys.
Many years ago, Koch-Schütz-Studer played the Vancouver Jazz
Festival, the same evening together with John Zorn’s band Naked
City. After the concert our two bands had dinner together and later
on Joey Baron and myself went to my hotel room; Joey wanted me
to show him some Basel Drumming. We stayed in my room the
whole night and I showed him a specific pattern/rudiment [Doublé].
After a while he was able to play it technically, but he could not get
the right feel of it. It has to be played pretty laid-back and to get that
it needs a very specific phrasing.

JM: What exactly is it?

[Fredy pulls out a snare drum and a pair of brushes, and demonstrates.]

JM: So there are very specific patterns and phrases–
rudiments per se.
FS: Yes. And you know, Gene Krupa came to Basel several times
to march.

JM: I had no idea. But I can certainly see how it would have
attracted him, with all that you’re playing, and attracted you;
it’s not only very rhythmic, but also very catchy and it does
groove.
FS: And for a little kid to see that... Then finally at sixteen I found a
guy who had a drum kit. Every Saturday, he was playing to Beatles
records, and when he took a break to go to the restaurant to have a
beer, I could sit on his drums. That was the beginning of playing the
drum kit, and soon after, I got a very cheap, used drum kit.
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JM: Was it an easy transition to the kit?

FS: The biggest problem I had was that I was able to play rudiments
quite well, but I didn’t understand the drum kit as a whole instrument;
I had only concentrated on the hands. I needed about two years to
get rid of that drumming, and to really get into playing the drum kit.

JM: Aside from that guy playing to records, were you
listening to anyone in particular that influenced you?

FR: Growing up at that time in Switzerland, there wasn’t a lot on the
radio–you had Swiss folk music, operas, corny German pop songs
and marching music, nothing else. Then when the Beat Movement
in England started, it came over here and each Saturday there was
a Hit Parade program on the radio; The Beatles, The Stones… we
were hanging on the radio listening to every song, and this was the
first music I heard that really attracted me. Then of course, through
the Stones, I found out about their idols and started listening to the
real Blues musicians: Muddy Waters, Howling Wolf, Memphis Slim.
Also, white bands like The Animals, and later, Spencer Davis. But,
the big thing for me was Hendrix. I was very happy in January ’67,
sitting in the second row at the Marquee Club in London…I heard
The Experience.

JM: That must have been life-changing.

FS: It was just by a miracle, an accident. I saved the life of someone
who wanted to commit suicide. I had the feeling, “I have to go
there…” I went, and called the police, and that saved him. And
because of that, he invited me to travel to London. I knew already
that Hendrix was playing there, so I thought, “Let’s go!” Mitch Mitchell
was my first idol! I was reading in an interview from him, that one
important drummer for him was Elvin Jones playing in the John
Coltrane Quartet. I never heard about that, so I went immediately

FR: Then, I was listening to Gamelan music, African Senegal drum
music and especially Indian music; I was so into it…it just blew my
mind. I have a love for music in general.

JM: Me too, a love for good music, in general.

FS: [Laughs] Of course, after Hendrix, it was difficult for me with what
came next in rock music at that time. Zeppelin was great…[John]
Bonham was fantastic…but after Hendrix, in 1969, my girlfriend got
me the double album of Tony Williams Lifetime, Emergency!

JM: Oh, man!
FR: You know.

JM: Yeah, I know. Chaffee turned me on to that one and it
seriously blew my mind. For me, it was the first time I heard
where Vinnie [Colaiuta] got a lot of his stuff early on.
FR: Yeah! Also, early Weather Report with Alphonse Mouzon and
later with the great Eric Gravatt, and Bitches Brew [Miles Davis]
with Jack DeJohnette. And after Coltrane, we were listening to
Archie Shepp, Pharoah Saunders, Albert Ayler, all the great black
music. Also, listening to European improvised music, which was
different again, Captain Beefheart, and at the same time, James
Brown, Zigaboo Modeliste and The Meters, plus contemporary
classical music; it was all fantastic.

JM: Being into such a wide variety of music must have
made it very easy, or very hard to find people to play with!
[Laughs]

FS: That’s when we founded OM in 1972. Before that, I played here
and there with a jazz-rock band in Switzerland, not very great, but
we opened up for Tony Williams Lifetime, two evenings. After that I
couldn’t touch a stick for a couple of weeks [laughs]. With OM, we
were four different individuals, but interested in the same kind of
music. It was that kind of ‘electric jazz,’ not jazz-rock, not fusion. It
was more open, but still grooved. We liked that a lot.

JM: What I find so interesting is you’ve made a career and a
musical life out of doing what very few seem to do or set out

to do. Most of the things that I know you for, which I want
to talk about, is non-conformist. Nothing to do with being
popular, commercial or mainstream, as you said, and yet
there’s a living to be made…
FR: Yes, but I must say–I’ve never made a living just by playing.
Because, I was with Paiste since 1970, doing different things–
drummer service, cymbal testing, working in sound development–
until ’78. That gave me the room to do this music. In ’78, I changed
to being just a freelance consultant in sound development, which
is approximately three days a month. That gave me some secure
income and the freedom to do what I like. Otherwise, I would have
had to teach, which is not my thing. I do workshops once in a while
at music universities because they ask specifically for me, so I am
able to show my concepts. But, to only play for a living you must
be Tony Williams [laughs].

JM: You’ve mentioned Tony Williams a few times already–
just curious; yellow Gretsch.

FS: As I did mention before, when we were opening for the Tony
Williams Lifetime, Tony played his small jazz kit, which was yellow. I just
liked this color. I always say my Gretsch kit is my yellow Lamborghini.

JM: Lets talk about the solo drum stuff for a bit. Not only are
you one of the first guys to go down that road–so I’d like
to know where a lot of the inspiration and influence came
from–but there’s a big difference between a drum solo and
solo drums–and you’ve got both down. When you go out
and do a concert tour of solo drumming, do you have a
concept in mind, in the same way as when you’re going out
on the road and playing the same music every night, but it
changes a little bit? Or, is every night and gig completely
different? You sit down at the drums, you’re not thinking
about what your going to do, you just pick up whatever’s in
front of you and you go from there. Is there a set structure?
FR: Absolutely. I wouldn’t call it “composed,” because composed is
a big word to me, but it’s a concept composition which has kind of
a dramaturgy, different parts…. I try to stick to that, but at the same
time, I try to be as free as possible. Which is very hard. When I am
with a band and there is a drum solo, I never play it the same. This is
just maybe five minutes of a whole context, which is a whole show.
And a lot depends on the acoustics, the mood, the groove, the
audience–it’s different and it changes every night. The solo thing–
which I haven’t done many times–I work on. I’m trying to release
something next year. I had to have material that was demanding for
me–this mix of groove and noise, a sound. Not, play a groove and
then play noise, but to put that together. Looking for unexpected
sounds, that is what I am interested in and working on. This works
with so-called “prepared drums” [similar to prepared piano].

JM: When you are soloing or playing solo drums, are you
thinking, if you want to call it a composition, in terms of:
verse, chorus, bridge, in that you have a repeating theme
or themes to come back around to? Or are you thinking of
it in parts: Part A, Part B, Part C, Part D, and you just move
from one to the other?
FR: More the latter. But it also can be that one part comes around
again as a conclusion– something like that. But it’s not an A, B,
bridge, verse, riff structure.

JM: How does that differ, if it does at all, when you’re playing
in your duos and multiple-drummer outfits? Sometimes it’s
two guys, sometimes its eight guys. I’ve done a couple of
double-drummer gigs before and it really takes a lot of thought
035
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for the two to work together so that you’re not playing all over
each other or doubling up too much and canceling each other
out. You find the spaces and work things out. What goes into
getting these projects together? I would imagine, the more
players, the more it needs to be spelled out.
FR: Yeah. The eight-drummer thing, for instance, Pierre wrote the
music for that. I was just one drummer part of that. Playing and
executing, of course there are all these little spots where you could
do a free improvisation, but only as a sparkling spot. With Jojo
[Mayer], he has been to Lucerne and to my rehearsal room; he
showed me things, I showed him things. We played two, maybe
three times in a concert setting. One was with other musicians, one
with just the two of us playing the drums. We worked on concepts,
but since we didn’t have a lot of time, it was pretty rudimental
stuff. Stuff he worked on and brought in, stuff that I had worked on
and brought in. The solo stuff–this has been a long development
and concentration that I have been working on for several years.
Certain things, I found I wasn’t ‘on the spot’ and had to develop
more. Not to get more complicated, but to be more on the point
and more specific and at the same time, more loose and more free.

FR: Both ways, it depends on the situation.

JM: What’s an example of something you made that didn’t exist,
because it was something you were hearing in your head?

FR: The solo is a good example of specific things we do with KochSchütz-Studer. Not really tunes, but looking for something and then
thinking, “Oh, I have something which could help take the music in
the direction we could be looking for.” For example–my acoustic/
electronic department–I know that for a particular sustaining
ride, I will play with my mallets. Just that can change something
completely, instead of playing a ride pattern the normal way with a
stick. There are things, which are prepared, but I never form a band
or a project because I have stuff I want to throw in.

JM: Music is always first and then you find what to put into it.
FR: Absolutely. That’s why the bands or projects I’m working with
are musically pretty open. There is always a possibility for any
sound. If it fits, it fits. It’s never just about the art for itself. That
doesn’t mean anything.

JM: Do you find when working with another drummer or
drummers, that they have to have some understanding
of your concepts–of what, how and why you do what you
do–or can you play with anybody and make it work?

FR: Thank you. Probably, you know, I do that
by nature. As I told you, the development, you
take a common rhythm and then you change
the sounds and you turn it around and it opens
up a completely different world where you start
to work on it again. It’s never-ending, and that attracts me. Just to use
sounds, which are surprising to myself, and to others...and create
a specific atmosphere. I work, and maybe one day–no results, and
maybe another day–BAM, I never did that before. But it’s never just
one thing; it’s a little bit of everything–rhythm, melody, sounds…

various places you’re playing, and do you cater to that, or
do you approach it all the same?

JM: Like you said, from a sound perspective, it’s neverending and you’re still finding new sounds and ways to play
things. Another area of drumming today, which I’m sure
you’re familiar with, is the super-human chops that a lot
of guys are pulling off. As a player, where you do go and
perform on your own, as well as do clinics and festivals,
do you have any thoughts about so many drummers these
days that are playing like machines? I would imagine when
you play, you have an audience that knows who you are and
what you do, but many “drum audiences” at clinics and drum
festivals are often expecting these super-human feats.

JM: You mentioned The Hendrix Project, what exactly is
it? And before you answer that; the person whose life you
saved that took you to London to see Hendrix back in ’67;
did you keep in touch with him, and does he know about
your career and all you’ve done?

FR: I think there are enough examples that music still comes first.
Of course, if the audience is expecting a circus, they wont go to a
concert where they can expect music. The people that want to hear
music; you have to reach them, you have to try to touch them. Also, I
don’t see the difference between “head” music and “feelings” music–
some music will always be more intellectual than the other, but if it’s
honest and if it’s strong, it gives something to the audience and you
feel that the audience gives something back to you. And as soon as
the cycle is rolling, the concert is happening. So, those people that
want to do the super-human thing, they can do it, it doesn’t affect me.

JM: Do you find a big difference in your audiences in the

FR: No, it’s different, of course. However, I prefer to play in front
of 500 people than to 20. Sometimes the most extreme stuff I’m
doing, it’s natural that the audience is much smaller; it’s a niche
of a niche of a niche. In general, that’s always why I like to do the
Hendrix project; it’s different than when playing improvised music.
My approach to it and the meaning is the same. I don’t make it like:
Now it’s show time, or whatever.

FS: To answer your second question first: it’s very, very sad. Years
later he tried to kill himself a second time and it worked. He’s not
alive anymore.
The Hendrix Project, Christy Doran and myself started in 1993.
It was the idea to interpret the music of Jimi Hendrix. For us this
works. It would not work if we would–let’s say–try to interpret the
music of Charles Mingus or Charlie Parker, even if we do like this
music very much. But Hendrix, that’s our roots. The first band we
had was with Phil Minton, Django Bates [later Tom Cora] and Amin
Ali. And then after a longer break we formed a second band, with
Erika Stucky and first Kim Clarke on electric bass, but now for
about 15 years we’re playing with the great Jamaaladeen Tacuma.

JM: And how about Phall Fatale? I really like it–such cool
stuff, very modern and very hip; you must love playing in
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FS: He played a solo concert, I went and we
got introduced to each other. Then he invited
me to the loft of the band Wilco. They were
preparing for a tour and we played, just a
drum duo, in the corner by ourselves. He told
me he has several records of mine, and he
sent me some of his. He has one CD called
Mobile, with a song called “Monkey Chant;”
it’s the Ramayana Monkey Chant: more than
200 men squat in tight concentric circles
around a small central space reserved for
the chief protagonists. Suddenly their sharp
cries of “tjak” begin. I listened and sent him
an email that said: “Congratulations, it’s for
me, a masterpiece.” So, this for instance,
is a person I could see myself playing with.
And I could see Tony Buck…he’s from

JM: When you’re soloing for an
audience, are you thinking more
rhythmically or more melodically? And,
are you also taking into consideration
the magical and mystical sense of it
too? What I mean is, when watching
you play before, of course, rhythmically
you’re playing some fantastic ostinatos,
with independence and polyrhythms,
but when you’re making those really
great “electronic” sounds, I couldn’t
help but smile and be amazed at what
you were coming up with. That’s the
mystical part of your playing that I’m
talking about. It’s very magical. It takes
a lot to impress me, and I’m blown away
here hanging with you.

c

JM: Glenn’s wonderful. I’ve yet to meet
him, but I like his playing very much.

FR: He’s unbelievable. Great spirit. I like the
stuff he is doing with Wayne Shorter. He is
really advanced, I would say [laughs].

i
Tas

FR: Several guys, but one, which we played
together once when I was four months in
Chicago, was Glenn Kotche.

JM: So are you.

gan

JM: Are there any guys out there that
come to mind, that you’d like to do
some collaborating and playing with?

FR: Yeah, but he’s on such a high level!

Dra

i never form a band or a project because
i have stuff i want to throw in.

if the audience is expecting a circus , they won’t
go to a concert where they can expect music.

JM: I could see you and Brian Blade together.

to:

FR: To me, it’s just like meeting people. You have so many different
characters, but if each one is open-minded, not close-minded,
then I think I could play with anybody. If I see that somebody’s
idea of sounds is not that advanced, then I
wouldn’t force it. I could find out what is and
isn’t possible, and maybe it helps if I hold
back… but we can still create something
together. You need that respect for the other
musicians. Plus I can always also learn from
the others.

Australia. He’s more like Paul Lovens and
Han Bennink, but also playing great beats.
This I could see…

Pho

JM: With regard to the solo that you played earlier, it
sounded like a sound-effects library. You created so many
sounds, which most would never know could come from
drums and cymbals, in the way that most think of them–
using a violin bow on the edge of a cymbal; hitting the edge
of an upside down cup chime, while pushing the butt end
of a stick into it on your floor tom; playing a mini China on
your snare with a mallet and brush… Where do these ideas
come from? Do you have a room full of objects and just try

a bit of everything with anything, or, do you have a sound,
a concept in your head first, and then think, “Oh, I think if I
use this on this and strike it this way, it might do this.”
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a project where you can groove hard, as well as be free
enough to use and do whatever you want to create those
grooves.
FS: I had this idea in my mind for many years: to have a band
that is playing songs but also playing improvisation. This needed
musicians which have a love for songs but at the same time
for improvised music and being able to play that–not easy to
find. Finally I found the two women, Joy Frempong and Joana
Aderi– both singers and playing electronics and keys. Then we
did auditions for a bass player. After two days we heard two bass
players and we could not make a decision–both were great. We
were thinking of a guitar player and after a while Joy said: let’s keep
both bass players. Now we have two double-bass players, John
Edwards and Daniel Sailer, and that’s the band.

JM: Earlier, you said something very interesting about when

Eight Fredy’s To Study Studer

experiment. That’s why I say: “Whatever music I play, I play rock
and roll.” That sounds weird, but here’s the meaning behind it: the
forms are different, but like rock and roll, you’re not thinking, “Oh,
what interesting thing could I do here?” You just play. You have to
be on the spot, in the moment. If something happens, you don’t
have the feeling that you play with it, you feel that it plays with you.
It’s a flow, which is to get into this other sphere. That’s the best
time. That’s magic. Then you’re one step above normal.

OM

A Retrospective

(ECM)

“This is a CD compilation of the four vinyl-albums we recorded for the JAPO/ ECM label with OM for the JAPO/
ECM label in the mid-seventies and early eighties. OM was my first important band and existed between 1972
and 1982. Included are two tunes from the album Kirikuki, one from Rautionaha and one from OM with Dom
Um Romao plus the whole last recording named Cerberus.”

JM: I’m reminded of a time years ago when I went to see
Paul Motian playing a free jazz gig. I enjoyed it, and I
learned a lot from it, but one thing that really hit me was
I didn’t know if he was playing well or not, in the bigger
context, and I was wondering if he knew he was playing
well or not. I looked around at the audience and it was hard
to tell who was into it or not.

Fredy Studer

Seven Songs

(Intu it ion)

“The first recording I did under my own name. The whole process took about eight years. Almost none of the
included musicians played together–it was done by overdub, though it sounds like it was played together. The
reason I did so was that I knew all the musicians included (I played with all of them), but musically, some of
them would never play together because their aesthetics were too different and far away from each other. But
I knew how and where all the different “inputs” would fit in the final “collage.”

Christy Doran/Stephan Wittwer/Fredy Studer

Red Twist & Tuned Arrow

(ECM)

“This is not a typical ECM record and unfortunately the band just existed for two years. It was a great band,
but at the same time, very difficult because the two guitar players, Doran and Wittwer, were very different from
each other–like fire and water. The band started around 1985 and we were already using sampling, sequencer
and all that stuff. That was the time where I started to mix grooves and open improvisation and I decided not to
use any electronics myself. I was interested to experiment and find “electronic” sounds, which were produced
acoustically by prepared drums and so on.”

Charlie Mariano Group

Plum Island

(Moon)

“To play in the band of such a great musician as Charlie Mariano was fantastic. I did learn so much - it was
learning by doing.”

Koch-Schütz-Studer

a great concert of improvised musc is
one of the greatest music.
A bad concert is the worst music I can
imagine, because it means nothing.
to:

Pho

people reference you playing “experimental music.” You
said, when they’re listening to you or watching you perform,
that’s the time that you’re not experimenting.
FR: Yeah. That’s why I don’t like the term “experimental music.” I
know it’s used sometimes, if nobody finds a label for it, but when I
play, I don’t experiment. I’ll experiment before a concert and after
the concert; we experiment when we rehearse and practice; I
experiment in my room; but on stage, I play.

JM: Okay, but when you’re on stage and you’re working with
these new ideas and developments, there has to be times when
magic happens. So, wouldn’t you consider that “experimenting”
and then all of the sudden something great happens?
FR: Yeah, but, if it surprises me, that’s the difference. This is the
goal you are looking for all the time. It’s not that it’s an intellectual
038
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Hardcore Chambermusic

(Int akt)

“This Trio with Hans Koch and Martin Schütz is still existing, after 25 years! Again, with our first album, Hardcore
Chambermusic, we developed and discovered new ground. We were and still are a trio existing out of three
“analog” musicians plus a fourth “digital” musician–the computer. This was a groundbreaking record (recorded
at Martin Bisi’s studio in Brooklyn) and I’m still proud of it.”

Robyn Schulkowsky-Fredy Studer-Joey Baron

Fra

Because on one hand, you can take two drum sticks and
throw them out there at your drum kit, hit a few things, make
some sounds, no time, no meter, and it can work and sound
cool with how it’s mixing with the other instruments…or it
may not, and sound like shit.
When I go out on tour and do a drum solo, or perform a clinic
or at a drum festival, I’m very conscious of what I’m playing. I
know that if I play something that’s a little too ‘out’– polyrhythms
or metric modulations–there are some people in the audience
that might think I’m making a mistake or I’m not playing well.
Even if I am playing everything correct, I sometimes am fearful
of presenting myself in ways that don’t necessarily relate to the
average drummer in the audience. Does that ever come into
play with you or are you at such a place where that’s not even
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Armadillo

(New World)

“I work together with Robyn Schulkowsky since the late eighties. She brought me into playing a few
contemporary classical compositions of John Cage, Steve Reich, Charles Ives and Edgard Varèse (being an
autodidact). Since the beginning of the nineties she worked on a composition of herself for three drummers/
percussionists. Trough out all the years I was part of it (also helping Robyn to develop the composition), the third
musician changed several times. But since Joey Baron is part of our trio it really works and rolls. Robyn finished
the composition and we played it live several times and recorded it. It’s something really unique. There’s a lot
of unison playing and it sounds like it would be played by one musician and at the same time it’s clear, that it’s
played by three individual souls.”

Doran-Stucky-Studer-Tacuma Play The Music Of Jimi Hendrix Call Me Helium

(Doubl e Moon)

“This is one of my last released recordings and it gives an impression how we interpret the music of Jimi, which
is not an easy thing to do. But the band is playing great - the spirit is there.”
TRA CKS

Phall Fatale

Moonlit Bang Bang

(Qil in Records /Sl owf oo t Records)

01-02

“This is the brand new and second album of Phall Fatale. It was produced by Roli Mosimann

and I really can recommend it–the music is happening and the sound of the recording is also
happening.”
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a thought; never enters your mind?

FR: No. That’s probably why it’s natural that I am not in a popular
field, because for me, it’s always the music. Of course, I try to
reach people… I’m not thinking, “F*ck the audience.” I have a great
respect for each person who comes to listen to that music.

JM: I understand that. But are there times where you feel
like you didn’t really play very well? Because, and I mean
no disrespect, if you’re just kind of making it up as you go
along, and anything goes, who would know? Certainly not
the audience. For me, if I wasn’t playing well, I would know.
Maybe I didn’t feel my groove was happening, or maybe I
felt like I wasn’t playing well with dynamics, But you have the
opportunity to do anything you want, and no one’s the wiser.

FR: No, no, no. I know that very well. One night with Koch-SchützStuder, we were improvising at the end of a tour in Japan and all
the circumstances were great–the PA was great, the audience was
great, everything was great, but the gig was just shit; no inspiration.
And you can’t explain it, you just don’t know why. Of course, for the
audience it was still okay, but we knew that was a very bad night,
and we had no idea why.

JM: It just didn’t click.

FR: Right, it didn’t click. And of course, this is always a bad feeling, to feel
or think I played shit or not very good. When that happens, sometimes I
think I know now what I have to practice, which is the opposite of when
it was a great concert, “Yea, let’s go have some beers!”

JM: It’s hard for me to relate, because of what I said before.
If I’m in the audience listening, and you guys are, for lack of
a better term, “making it up” every night, just seeing what’s
going to happen, it would be hard for me to ever know if it
was a good night or a bad night, which has nothing to do
with me enjoying it.
FR: This may have to do with not having a lot of experience
listening to that music or going to a lot of concerts like that. For
instance, if you were looking at an abstract painting and you’re
experienced in that, you know if it’s good; but there are people
who say, “Oh, Jackson Pollock, any monkey can do that.” Which
is not true. They’re just not as familiar with it as you are. This is
the same with abstract music. There aren’t the usual parameters,
melodies, harmonics and maybe there is no steady groove, so the
only parameters you have are the abstract ones.

JM: That makes perfect sense.

FS: There are people playing improvised music and they just fool
around, it’s nothing, horrible. For me, a great concert of improvised
music is one of the greatest music. A bad concert is the worst music
I can imagine, because it means nothing. If you have experience,
you know pretty fast, if it’s happening or if it means nothing.

JM: Do you find that to venture into new territory, is it new
instruments that make that happen? Or is it new thoughts
and concepts that make it happen?
FR: Both. I’ve been playing with Koch-Schütz-Studer since
1997, and we still go further and further. The newest instrument
is the laptop, which I think, there is a lot of rubbish going on with
laptops, but it’s also fantastic. Mostly it comes down to imagination.
Sometimes you’re staring at the clouds and you get an idea, and
out of that, something develops. It’s important to have the initial
thought, but then also to catch it. You go with it, otherwise it’s gone.

JM: To do that though you’ve got to be open and you’ve got
to be aware of everything that’s around you.
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FR: Yeah, this is a great part of life I think [laughs].

JM: I agree, but not everybody sees that. Lots of people are
only focused and driven to follow what they believe is the
way they’re told things are supposed to be…in music too.
FR: Yeah. But for me, in music, if I just get an idea, or the feeling:
that’s a real meaning, and immediately, I’m there. Then there’s
always the possibility of–that’s not exactly my taste, but the respect
is there and the awareness that it means something. This is cool.
It also depends on how close you are or not, but I can learn from
anything. Even if it’s far away from me, but maybe I get an idea…
[snaps finger] “ah,” and that will lead to something.

JM: Right, it starts you on a path and one thing leads to
another. You mentioned before how early on you started
working with Paiste. How did that come about?

FR: A guitarist/singer and a bass player from Lucerne were playing
in Rome, and they asked me if I would come down and join them.

JM: You mean to play?

FS: Yeah, playing covers. They were very much into Cream at
that time. I went down there, and they had a manager, but we
were living in a hole, beating down the rats, and nothing to eating,
we had to steal apples…it was really horrible. They were always
saying, “It’s going to get better,” let’s practice,” do this and that; after
six or seven weeks, I knew that’s not what I’m looking for. I went
back to Switzerland and I knew Pierre [Favre], he was at Paiste
and I called him, “I’m looking for a half-day job. I don’t want to work
the whole day, I want to practice and play,” and it was possible. I
started doing anything… testing cymbals, and this and that. I grew
into it and I grew closer to Robert [Paiste]. Then Pierre left to do
a radio orchestra in Zurich, and slowly, but surely I took his place.

JM: Other than just being there, who taught you, or how did you
learn about the mechanics of what goes into making a cymbal?

FR: Robert Paiste, he was my teacher. I could teach him a little bit
also because he didn’t know all the music I knew. I bought records
for him and we had nights drinking wine and listening to so much
music. I explained to him about that specific ride of Tony on Miles
Smiles, and Steve Gadd, this, that, all kinds of things. He came to
jazz festivals; he was listening to all kinds of music. Of course he
knew a lot before because of Pierre, but I could add to and intensify
it. We were really working together strongly.
Also, once in a while, we would take advice from other
drummers, endorsees. I had a lot of contact with our players–
talking about sounds, what they like, what they would like to see
changed, this and that. I signed [John] Bonham; I was hanging with
him for two nights, just talking about Zigaboo…
Then, since ’78, I started doing just Sound Development. Five
years, six years ago Robert stopped completely. But 11-12 years
ago, I told him that I needed an apprentice, that’s why we got Kaspar
[Rast] in. And now we are in a transition, Kaspar is taking over.

JM: So you’re going to retire from Paiste soon?

FR: Yeah, maybe in a year or two, something like that. That’s the
plan of the company.

JM: And at that point, much more playing?

FR: Yeah! The playing goes on! It doesn’t get less. Music is still
my life. There are a few things will change, but the music goes on.

JM: Were there some cymbals or ideas in particular that
you can tell me that you designed for Paiste that were
brand new and completely from your head?
FR: It’s never only my head, but for instance with the Sound
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my Gretsch kit is my yellow Lamborghini.

ggler

Photo: Ben Hu

JM: How long did it take to get it right for him?

Creation, at that time, we were trying to get into what we now have
much better with the Masters.

JM: I would imagine you were instrumental in working with
Vinnie. If you don’t mind me asking… Vinnie comes in and
says, what? And how do you take him down a particular
road to get to where he was happy with the Modern
Essentials?
FR: Ah, that was very easy! When he first came to Nottwil, we
were already working to make a modern Formula 602 line. The
same alloy, but more wild and less sterile. We had experience with
the Masters already with completely new kinds of hammering and
processing, stuff like that. So, we had a few prototypes and we
showed them to Vinnie.

JM: Which is a mixture of the Masters with the new line of
the Formula 602.
FR: Yeah.

JM: How close were you to what he wanted?

FS: He liked it in general, but said two things: he wanted them
lower in sound and more volume.

JM: Not so bright, and louder.

FR: Yes. Of course we knew immediately what to do.

JM: For the reader of Drumhead that doesn’t know anything
about this–what do you do?
FR: We had to change the shape and we had to change the
hammering to get lower, and we had to do things in the heating
process to get it louder.
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FS: He came a few months later, we worked on it and that was the
video. The first one, he just hit the ride and said, “Unbelievable.” There
was still some fine-tuning, so he came a third time, and that was it.
So we were lucky that from our side, we were already on the way…
It could have been that he had a completely different idea and our
work would have taken longer. I’ve known [Vinnie] for a long time
and when we had the Masters ready at NAMM, I called him, “If you
are around and if you have time, maybe you could pass by, I want
to show you something.”

JM: This was before he came over [to Paiste].

FR: Yes. We stayed in contact. I told him if he felt like coming to
Paiste, any time, just let me know. And then he did.
There were two great drummers that we made mistakes with back
many years ago. When I was still doing drummer service, before ‘78,
Paiste got over-crowded with too many drummers being endorsed,
so they decided to put a two-month hold–a radical stop–before
signing anyone new. One drummer was Vinnie, he was with Zappa
at the time, and the other drummer was Simon Phillips, and I had to
write them both a letter: “Sorry, but at this time we have to refuse an
agreement…”

JM: Oh really? It’s funny you should say because I
remember asking Simon about a couple of photos that are
out there of him playing Paiste when he was very young.
FR: Yeah, when he was with Jack Bruce.

JM: That’s right. I asked him and he said something like,
“Paiste was my first endorsement, but it came and went
very quickly.”
FR: I’m still unhappy about that. It was the order from the top, but I
was the asshole who signed the letter.
WEBFEET
fredystuder.ch
paiste.com • drummerworld.com • phallfatale.com
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