The Drummers in All of Us
ABSTRACT

People have used drums for a significant portiomoflern history. With the advent of the digitabadrums are
being reconceptualized as tools that the compuatemnow have access to in order to synthesize mWith this
increase of usage of drumming has had over thes ybsr computer has treated them as a tool of aodtthat can
be used nearly everywhere. One specific contexttths seen the usage of drums as a primary meamerface
with software is within video games especiallyhie ¥ideo game serié®ck Band andGuitar Hero, where a player
uses a drum controller to be able to play musib it game and other people. While these perifgthbedp to give
a larger audience exposure to the art and styldsuofiming, these drums are part of a larger ecoddgy
computerized drum equipment that allows peopleson drumming by doing, but at the same time caostrg
different specialized drummers with skills exclusinly to the use of that tool. This is quite eliffnt than the
usage and play of actual drum instruments. Thesénf)s are created from a semiotic analysis ofrépherals
for these two games, situated among the ecologlyeoperipherals of the community of drum peripheedllarge.
These analyses reveal implications for the designusic peripherals and for the HClI community adl.we

INTRODUCTION

Drumming has been a part of culture for a large alhuman history. Drums have been used as a srafan
communication through large battles in human hist@rums have been used as a means to rally seldi¢he call
of battle during wars, and have also been usegito them to march correctly and in unison withesgh Drums
have also been used as a means for humans to cacateuwith each other. Rural tribes of Africa tisem as a
means to communicate with each other in the tritzbadso to other tribes. They would also be a me¢arelebrate
occasions and commemorate religious activitieselb ibrums have also been a tool by musiciangéate music
from which they can sustain themselves. Percussitioupes have also used drums and other peatussi
instruments as a means to not only further theféttis technique, but also as a means to inspireranusicians to
further the medium. Musicians have also used drasrs component of rock music as a means to steuittair
sound and create a means for constant tempo adhfer musicians to be able to improvise off ofumls have
also been used to express certain situations frbiohwpeople can easily respond to. For examplen @hot is
used to signal in modern comedies for when a ja@sHappened and for the audience to laugh.

The digital age has helped humans be able to dpwwwrk in new ways, but also to be more creatifde digital
revolution has brought with it new knowledge on msynthesis, from which many different drum pegpdis have
been created. These new tools have allowed arlatgience to be able to work with drums and draoipgment in
new and interesting ways. For example, the videoapRock Band (RB) andGuitar Hero (GH) allow players to
play on a drum controller (peripheral) that alla¥s player to play rock music by matching the colan the screen
to the colored drums on the controller. Other dsufor example the drums manufactured by Roladwablayers
to not only make music from the peripheral, bubatsinterface with professional music programg.(Reason,
GarageBand). These tools have changed the way psple have thought about music, opening up many
different opportunities for people to not only leanusic and drumming, but to profit from their ua¥ith these
tools, it is expected from these contexts thatthee will continue to not only help these typesaftware survive,
but to thrive. At the same time, while these collimgeuses for these tools have demonstrated tiogitinued use, it
is my claim that they are segmenting and specigjithese types of musicians from the world of drungnat large.
To further this claim, | will give a semiotic analg of two particular drum peripherals, the comérsl for RB and
GH, situated in the ecology of electronic drum pleerals. This analysis will break down four diéfiet types of
segmentations these performers have from the lamyamunity of drummers and percussionists. Intaadil will
also describe how this analysis can provide impiboa for design and research for designers andbreesrof the
HCI community.

ELECTRONIC DRUM ECOLOGIES
Video Game Peripherals

Two of the main video game peripherals are fonideo game®ock Band andGuitar Hero. The purpose
of these peripherals are to interface with the @igames of the same names. They connect to vigiee gonsoles



through either a standard USB connection or thrauglireless connection to the actual console itsBlfice
connected, the player then follows a set pattewolafrs approaching the player (green, red, yelldwe, orange),
where the player must play the corresponding drutimie with the pattern and the music coming from ¢onole
and is judged based upon how accurate the playertie pattern from the game. Each peripheral lads a foot
pedal attachment that connects to the back ofd¢hebperipheral, from one which one can simulateuse of the
bass drum pedal on an actual drum set. The RPpipenal allows the foot pedal to connect to thedmotof the unit,
whereas the GH allows the peripheral to be “freatthg” away from the actual peripheral. Eachhefdrum
peripherals also is made out of a standard tygmastic, from which the player can use the “latélmsthem to
adjust the height of the drums accordingly. Thents on each of the peripherals have the same digsn@re”),
and are color coded along the rims of the drunthaeglayer knows which drum to hit when he/she segsattern
from the game. Both drum peripherals also makearkably similar sounds when a player hits any efith
resembling the sound one hears when one is playirggstandard practice pad. One difference betteeforms
of the two peripherals is the ordering of the cetbdrums. The RB peripheral has four colored dr(fros left to
right: yellow, red, blue, green, and orange askible pedal), while the GH drum peripheral has 3nasured, blue,
green), 2 cymbals (yellow and orange), and a kagkgh One other difference between the two pergibés that
the GH peripheral disassembles into more piecaslfals, foot pedal, stand, and drums), whereas EhpeRipheral
disassembles into fewer pieces (drums, foot peda stand). Another difference between the twieiht drum
peripherals is that the GH peripheral is a litilehizavier than the RB peripheral, so that playélisnot have the
peripheral move away from them while they are plgyon the drums themselves. Each peripheral cavitlests
own signature pair of sticks (just branded difféi@nthough they are of similar weight, texturedashape to 5A
drum sticks, meaning that they are built a littlerentowards speed than towards power of the hit fitee player.
These drum peripherals fit into the larger ecolofyyideo game drums, some of which are the onesifaatured
from Logitech, the ION drum set, the Donkey Kongados, the GH5 drums, the Band Hero drums, TaikorDr
Master drums, and the Rock Revolution drums. Athese drums are used to directly interface with t
corresponding games they were made for, but mdgftlring in either the materials used in creatihg peripheral,
the number of attachments, or the artifact usedrtke the drums themselves. The ION, Logitech5GBand
Hero, and Rock Revolution peripherals are all v@myilar in form, with the ION being made out metald can be
also used with popular creative music software @wg. The Donkey Konga bongos are meant to beglajth
the hands, but are made with a plastic shell dveattual controller. This is also true for thékdeDrum Master
drums, except these are meant to be hit with a mgiedrical stick reminiscent of those used inalagse culture.

Other Game Ecologies

While video game peripherals comprise a numerowsuatrof drum peripherals, they are not the onlyofet
electronic drums consumers can buy or build. Thuendner can also create homemade drum peripherajzemid a
substantial amount of money on professional drurasdan be used to directly interface with a compfdr music
synthesis. Two of the more well-known homemaderdperipherals are “the ultimate view” (ultimate)dahe
silent drum (silent). The ultimate drum periphésah rectangular layout that has special areagmsd for
different color combinations of the games mentioeadier. This allows a player to play the chémsn the guitar
tracks of these games on the drum set itself. fdbkepedal is then used as the guitar's whammy Bae ultimate
is a thin peripheral comprised of metal, and isshua shell over the electrical equipment undeiméavhich
makes it function to the games as a guitar comtrollThe silent is a thin sheet of cloth thatasked up to a camera
and speaker system and is played similar to bongétsen a player places their hands on the silethstarts to play
it, synthesized sounds come out, without the plageing to actually have to strike the drum to teéhe sounds
from the instrument itself, hence its name.

Another important set of drum peripherals that peajpn buy and utilize are professional drum peipls. These
are expensive pieces of musical equipment thadmigtallow a person to play them like drums, but etso
synthesize music and other sounds through strikiag “heads”. Four examples of these are druors the
following companies TrapKat, Roland, Korg, and Zdie TrapKat is a drum synthesizer in the shapeladlf-
octagon that allows the player to not only playdiféerent areas of the peripheral with their ssickut allows
multiple sounds to be played at the same time ayipy different zones of sounds on the actual perigl itself.
The Roland HPD-15 is synthesizer that allows aglay play the different rubber areas of the druith eheir
hands (or sticks), capable of producing a wideetgmf different sounds and is capable of interfgavith a
computer and many different professional music @ot. The Korg Wavedrum is a 13” diameter drunt igha
capable of producing thousands of different sowambsis capable of changing sounds based upon tedrtim is



struck by the player, and is also capable of bplaged on a traditional snare drum stand. Thedfems are large
units that contain many different sized drum head¢hem that allow a player to play them in a hamial and
vertical fashion, but also have controls that canlify the sounds coming out of each of them. Tteytake a
wide variety of different physical forms, rangingiin a wooden-veneer rectangle to a sleek-looking bl
boomerang, all full of different drum heads andtools.

DRUM PERIPHERALS AS STATUS SYMBOLS

The RB and GH drums, as part of the community e€tebnic drum peripherals, speak as status synaidle
performer who are playing them. These periphetiddsv pretty much any person who has two handstalide to
pick up a set of sticks to be able to start jamnangy on the drums themselves. The performer van &irn off
the “fail” settings on the games to really sit #n@nd jam on the drums to one’s content. Thesaglare also the
standard equipment that come with these gameyratty much anyone who has enough money to pathéor
game can be able to play these. The other vide geeripherals mentioned above cost more than gtasdard
drum peripherals, showcasing how much money thi@peer has invested into being able to play thesaeas. In
addition, these drums enable the performer to betatplay the drum set, but at a much simplerllefe
sophistication. For example, these peripheralst d@aturally allow the performer’s hands to crosbereas on a
real drum set a performer’s hands are naturallgsgd on the high hat and the snare drum. In addi player has
only access to one bass drum pedal, restrictingtthes of music the person can be able to playraliy on the
drum set (unless the game associated with the daimmakes a simplified pattern of metal songsekample, then
this is not true, but even still doesn’t fully alaneself to play all of the notes of metal songs)addition, these
drums don’t allow for rolls to be translated to tfeemes they are associated with, which is an eakeatt of a
drummer’s repertoire — a performer has to constahihk about using only single or double strokegplay the
songs, making the performer much more like a reothesizer than a natural performer on a stagehwhese
games are trying to convey. In addition, the pldges to hit these drums quite hard for the gameéck up the
signal sent from these drums, taking out the gfitit the performer to showcase different dynankitiss like piano
— everything must be sent to the games as a metzaiolouder for the game to pick it up. Thisaygf play is
very reminiscent of the cultural phenoenomon ofmali from the Muppets, famous for not only playihg drums
very loudly, but also very spasmodically. Sucdagbis games is equivalent to playing on theserdrilike Animal
does, and the games even reward the player invehyswith the ANIMAL! achievement. These drums al®o very
rarely seen online (e.g. on YouTube) when gamerslaowcasing their talents with these games, ae tir@ims
aren’t capable of performing accurately and relias the harder songs. These peripherals are gipdar more
expensive peripherals like the ION (about 100-16l0ags more) so that the performer can then be @abledeotape
oneself playing the games and then superimposgtgotithe actual video game footage in AfterEffedhe
peripherals from RB and GH are then seen as aofigaing a new person to these games and the wbrld
drumming, even if the person already has knowleddleese areas. These help to define differestafetisers in
this manner, which is quite different from the realrld, where a performer’s skill is not just abeotume and
accuracy — it's about showmanship and technique vital human qualities of the experience of drumgnivhich
these peripherals don’t take into account and rswve from the play of these games. These druenalso
different types of fashion for the performer, ag @an showcase their level of enthusiasm with ifferdnt
cymbals and other attachments one can add to duggements (like modding) to allow for a more pea@ed
experience with these games, and also allow onesgHt closer to actually having a drum set-likpezience. This
is a little easier to do with the GH peripheraljtas built to hand cymbals already, but the qoawmt-like RB
peripheral is really more meant for just playingtbose four drums and bass pedal. So if a plagetsva better
experience with these games and these tools, argtag to not only realize what they want, but &la® to find the
amount of money to shell out for these tools, whi@my gamers simply don't have. In addition, thesepherals
speak of the different types of play they shouldvalfor. As mentioned earlier, the RB periphegairore like a
guad tom from a typical marching band. It is disr in the fact that the drums are all the saire, @and that the
green tom is used as a symbol, which isn’t the edsn playing the quad toms (these would use thewend red
or the red and blue as “home” drums where patt@@played on and the others used for fills andraffects).
The type of play emphasized by the marching baweérg technical and rhythmic in nature, and showsdke
techniques and variable sounds that are a resthiegflayer. But the actual drums aren’t usedhii; way and all
have the same sounds. The GH peripheral alsorstften this, but also allows the player the freedo play like
a drum set and utilize the cymbals as part of ghlely, which are also incorporated into the gambis type of style
is very closely related to the style of westerrkraghere a performer utilizes cymbals and one efdtums to keep
time and the rest of the cymbals are used for &ffaied coloring of the sound (even though the Giipperal



doesn’t get the specific locations of these cymbafsect). With these types of play styles affarfiem these
peripherals, the performer can easily be mistakesdmeone they are not, and are also clothecesetHifferent
types of play styles and is up to conversationk wiher players and observations of the actual stige of the
performer if they play like the peripheral wantsrito. These types of clothing then bring up asmotjuestion: is
the performer actually performing like the stamsytlare emulating on the screen through the usatiesé
controllers? If we were to think of these perfonoes as technically accurate performances, theartheer is an
obvious yes, as these are tools that help the gdragavork with reward the rhythmic accuracy of gesformer.
But if we were to think if the performance of thebams as actually like a real performance wheegoes to a
concert hall or a stadium, then the answer bec@amesnphatic no: these tools take away a greatodi¢laé
complexity and beauty of drumming that allows perfers to showcase their talents to wide audienvcete also
being personas behind the actual peripheral/druitsstt From outside this peripheral ecology, mias and
performers from the other ecologies see the “comsemse’ which simultaneously validates and megstifiem."
[pp13 hebdige]. Itis quite obvious that thesejase simply tools to play with these games andé¢hgames only,
and that members outside of the gaming communitycoane in and pick up how to use these instrumeanetsy
quickly, whereas members inside the gaming communait to learn how to interface with these toolthm way
the games were rewarding. These peripherals theonfie a marker of the “gamer”, a person who sperods of
his/her time in front of a television or computeomitor playing video games for most of their lif€his is a sign of
their identity they are happy to show but are &seping dormant inside of them, but is a sourceabfe in playing
these games [pp3 hebdige]. These are the diffeypas of “faces” the gamers hold onto while playithe duality
of drummer and gamer, and always risk the blurahthe boundaries so that they can be able to isspoéher
gamers at certain times, while trying to impregisgind other musicians saying that they “know” hovplay
drums, when it is pretty obvious they only know himamatch colors and respond to patterns [pp61th$mihese
types of peripherals show which types of behavieragcceptable by the games and the people aroemd[fip64
psmith]. In dealing with these as fashion andmsitins of the self in what a person can be capafhdaying with
these peripherals, we can see these as similechoologies of the self, where one can inscribig theughts and
feelings into the peripheral, but then externalimm to others to show the type of “face” they waitiers to see
them as [entwistle]. Also, these drums exploit t\geople have seen as familiar when looking attiiens
themselves, and these are used to help experieingedners play the games, but to also bring in neapfe to
these games [dourish ppl]. These fashions ardimksml exactly to what type of class of perforrtieg person is
able to become while using these tools [davis pfi%lese cues are not explicitly stated, but ateeraundercoded
through these peripherals themselves and throughghge of these games in the gaming communityrandthe
outsider’s perspective on these peripherals [dawisl]. These artifacts create the behaviors meati@bove help
to elicit these identities and different sociabtdrthrough their use and materiality, and canrdurie to their
agency not only in the game, but in wanting toreaore about the world of percussion and it's ‘&htécal and
practical accomplishment which draws on accumulatesial and cultural knowledge” (Entwistle, 3134
maeve]. Interms of what the players can do ingdmaes, these are the basic tools to get the psgfanoticed, but
are only on the first step of becoming a star eaghming world, and possibly recognized by the danens in the
real world community as well, similar to crane’sebvation that ""Thc right suit lllight not YOlbtplaces of power.
But the wrong suit 1l1light not get you anywheralat' 111" [pp2 — crane]. These are all the symbglowers of the
artifiact in creating the different statuses of pit@yers [crane]

DRUM PERIPHERALS AS MUSICAL INSTRUMENTS

The RB and GH drum peripherals are more thansfastis symbols and simple controllers used tofexter
with their corresponding video games. These perigls are also musical instruments in and of thbrase The
physical forms of these peripherals directly coatemthat they are to be used as musical instrumé&dth of the
RB and GH peripherals are directly composed oftprapads, along with the other ecologies of drarigherals.
These mean that these peripherals are means tblypeactice the skills need to become a real dnem and are
used in large sessions of practice with actual oiarss at an amateurish level. Real drum setseaddmarching
band equipment are both brought in when the pedoimtaking their skills from an amateurish le¥bg practice
pads, to the professional level, the actual drunipegent. In addition, these peripherals can bgguldo produce
multiple sounds on their own right, regardleséyt are connected to a gaming console. Theseheedls do have
the sounds of rim shots, rolls, cymbals, and d#ffietoms due to the different sounds they maketHauperformer
has to interpret the sounds they are hearing awdvéith the other performers to realize the aatmagic coming
from these instruments (even though these sourddii@ctly not close to real drums and cymbal)ese
peripherals also have some other similarities be@mteal drum equipment, increasing the believigtili these



peripherals as actual instruments. They contamilasi customization latches in use, but not in fotanallow th
player to arrange the heights and locations of sohtiee pieces of the peripherals. They don’tudel simple
wingnuts featured on metallic drum stands thatvakoperformer to feel the tightness in the staritarbe readily
able to customize it in different situations (altlgh the time needed to set up these peripherglstes shorter than
with real drums). This quickness emphasizes thetjpe nature of these instruments and the fattleg can be
used as an instrument to make sounds that cannsé&eoed “like” percussion. These practice pade hhve two
other connotations to the actual drum periphethé&ssociality of the peripherals and the throwavessgnof the
actual peripheral. Traditionally, practice pads mreant to be used in solitude, and is used inlengtbups of
musicians to not only have other musicians heathrhygoing on behind them, but to get percussionistee and
hear other types of music on top of their differgpies of materiality and form the differences insic created
from them. This is true with these peripheralsghay can be used in more situations in solitude thith others
(e.g. playing by one’s self, playing online witlefids versus playing in a collocated setting)addition, practice
pads are meant to be tossed aside once one is daprend ready to start playing on the real druhosen actual
drum peripherals. They are also meant as a sutestithen one cannot be able to play at all. Tikisson is also
present in the case of these peripherals, as ¢o#iebl equipment inside of them or the plastiaeimg of them
breaks down and is desttoryed after some use &itoildrum heads, but much more expensive to ref)leBut the
periperhals can pretty much be replaeced and theway, rather than still be continued to be usethé case of
real drums. With this notion of these peripheral®iaving properties of actual instruments, they alsd up definig
what amounts of fun and engagement people canwiéivehem. First, as mentioned previously, theurelt
properties of these peripherals define certaingyggreferred play styles with them. As suclorié doesn’t have
the skills in these other genres of music or cabeadble to perform in these genres, then thabpadr will not
find that peripheral fun and engaging, and vicesaerin addition, since they are a small part ®fstem to be used
with a game where all of the “musical” contenttige playing of these peripherals by themselved ling types of
sounds created by them and exclude all of the eitsod the game and the experience of playing stage with
real drums in front of an energetic crowd. In @iddi, the fun of these peripherals is also defibgthow much time
one can put into them to learn how to use thentedely as instruments and as tools within the gai®e if one
doesn’t have time to put into these objects, thénihteraction will not lead to the desired regidlfun. In addition,
with the usage of these peripherals in differestaaontexts, the performers who perform with theithend up
having different meanings of these as tools capafbbeeating music, and depending on the diffenet@ractions
people might have with others using these tools,rmaay or may not think of these as real instrumentgist mere
objects that are an affront to real musicians ghBér goes on to argue that «' the meaning of suiogg is derived
from. or arises out of, the social interaclion thaé has with one's fellows' (1969: 2.)" [psmith@s different
musical tools, they may be used as a step to eithet to play more music, or want to be engaget! aiher
members of the gaming community. As such, thenlagrof this instrument is a “right of passage” foe
performer to learn in order to journey further ieither realm [psmith]. When learned correctlydoeativiely), this
instrument can be used as a tool to gain fansta#pn, respect, or just self-respect. This typkearning will help
people to not only feel a sense of pride, but ellp them to avoid any embarrassment about usegptils
improperly, and also not be seen using these togeoperly. [psmith] These tools allow one toeddape or
perform publicly for a select audience to be ablafpreciate and interpret them in a meaningful, wamgilar and
dissimilar to a real performance from actual pesmrssts. And these meanings that performers laadtdience
bring to the table when these instruments not belp to reaffirm that these peripherals are adhsttuments being
used in a performance not only for the game, huthfe entertainment of the audience, it allows petplabel
these gamers as musicians and people worthy ottiatbeand respect. These meanings and constrgatidhnot
help the musicians grow and reflect on their exgare, but will help to be the “key role” that wallow them to
move on in their social life and real life [pp 65npith]. On the flipside, these labels that ar@eisged with these
players may also end up being derogatory to thedrbensubjugated by them, as seasoned percussioragtenjoy
playing these peripherals and may be labeled agiganvhereas gamers might want to use these pegiples a
means to become percussionsists by the worldge,|&ut cannot due to the “obviousness’ of thesiplperals as
nothing more than mere toys for games. [psmith Bbis is a wide issue that is up to the intersubjig of the
audience and the performer themselves, and unfaelyn this is also an issue that is deep to tieeabworld of the
music field as well [dourish]. Also these peripdierare also worthy of being called instrumentghag help to
complete the mise en scene of the game and therpenfice as well. The drums make actual soundaglthie
performance of the songs, and must be there irr fwdéhe songs to be completed for a “full expede” with the
song, and an even more meaningfull experiencesiptirformer plays on harder difficulties and is aesed for
more intricate play styles. This experience igdiy part of the mise en scene because it seovid§the action of
the songs and the performance, along with beimgattical buildup to revealing the players’ scand performance



in the song itself and is also the “convincing aspitere” of actual play [lacey]. Also these peripltgeserve as
instruments, as they have a natural tendency g lmthers to the game and become part of the azglieWwhen one
hears one playing on these drum peripherals, oo@kithat someone is playing one of these gamegthands
brought into the area where the musician is tcondt see what is going on , but what the musicsaactually
playing [barzell maeve]. This is very interestiag,because this is a cue to different commurthiasis meaningful
and can either create more interactions amonggeranor have this music be considered as noisehiidren
make in front of their television, merely beingimgle nuisance. These peripherals also bring @phan important
question: when do these instruments allow the pexo to become visible, and also the music? Niyutae
music becomes viewable whenever someone is stadiplgy on it, as sound is being created durimgattual
play, and is being enhanced through the introdoatitthe tracks of the video games. The partidifscomes
recognizable when sound is being created, butfémes into the background during the play of tHeaanusic,
but becomes present again when star power/overdriagtivated, and then fading back and forth.sType of play
is also reminiscent of actual rock music, wher@wripn of the time the drummer is there providiragkground
sonical support for the song, and occasionally iging color with fills, making his/her presence kmoagain to the
listener and audience.

DRUM PERIPHERALS AS THE DRUMMER’S PERSONA

These peripherals are also speak to the drummideiali of us, allowing the performer to bring dlir inner
persona, learn the basics of drumming, and alsa kred attempt to bring the skills these to othrents and drum
peripherals. Since the peripherals themselvepratty simplistic and are a reduced set of actuaind, it is much
less of a burden for someone who has no trainiqgcioup the play of these instruments. All a parseeds to do
is then pick up the sticks and follow the advicehsf tutorial menus, or just sit away and try tokhat the
instrument to learn the specific charts to pickhipskills. After playing, one is closer to haviag experience
closer to that of an actual performer who is betimdrum set and actually creating music. In taoldi when one
looks at ones play during the performance, theaadl the proficiency one has with this tool give®imation
away about the performer. For example, the wayhaes one’s drumsticks or the ways a performeresdheir
arms gives away if they have been playing for longiods of time on the peripheral. For thoséwsitkeener eye,
this is a cue to them that can be used as a meatart conversations about drumming, music, oregeim general.
In addition, these peripherals elicit these diffetypes of connoiserushop such that one’s expegigrith the tool
will either help them to want to play more and digaore music, drumming, and take lessons or fawpfe with
more talent from to get the appreciation for reaihdming. The opposite can also be true, wher@énformer can
have such a bad experience from the use or aestlodtinese peripherals such that the player caaaise oneself
from the gaming community, as these aren’t actualy drums that one can create muysic — one tisrjoskeying
around and just following a set pattern, a crititisommon to most of the music and simlulation gaorethe
market today (e.g. Dance Dance Revolution, IIDX H®}o, etc.). From these tools, one can also $ext type of
player is expected from each of these periphet@somplement the play styles mentioned earlidre persona of
the player who can play the RB peripherals is sareewho has a little more skill in actual drummirgglight on
their sticking, and can quickly move from drum tomh to be able to read the complex patterns theedata the
player read. The drums of this peripheral arsitllated on the same physical level, such thahit necessary to
move one’s sticks to play a cymbal or other ausgligercussion instruments. In addition, the pegiphalso
assumes the player is right handed, as the drumhsitt used for more of the fill and color effegtbgereas the
drums that receive the most abuse for keeping éira¢owards the left, as these are very similaeébdrum sets.
The peripherzl also assumes the player can movgy fast, as the drums are literally placed adjatemach other
and are the same size. This means that the gayend them has fast wrists that can move from tsickide and
use these drums and have a lot of margin for esmthat don't hit the rims very often while actyallaying, which
has the tendency to throw off the player. Sotype of peripheral elicits the technical and fland professionality
of the actual drummer who makes a lot of moneye G persona elicited from the peripheral is ora iha little
more wild than that from the RB peripheral. Thesance of cymbals first opens up the possibilitheoplayer that
they are meant to go wild have fun hitting a lostfff, which is a common notion of what drummimgigopular
musicians do (which isn’t true). In addition, floem of actually having a drum set as the actuépperal, while
giving a more accurate vision of what playing behéndrum set, still allows a person to be wildpase distance
has to be covered by their arms and wrists dutiegattual play. The separation of the bass drutalgeom the
actual peripheral as well also helps to encourgenld nature, as when one is stamping on theahahit, the
pedal receives the energy from one’s motion and tagises it to start moving, even though the rfetteo
peripheral is stationary. In addition, the blackure of the GH peripheral also is darker, andensteek, which



appeals to more of the wild side in the self, wherthe RB controller is made out of silvers angifreemediating
the marching and technical sides of drumming (aralso reflected in the play charts as well ingames
themselves). The GH controller also appeals tauiteeside in the drummer in all of us, since thastic and rubber
nature can actually sustain a lot of damage fraagegek of most ages, and still be able to produgrats to the
game about which drums are being hit. The RB otlett while made of the same materials, doesrgtipce the
same exact sounds and feels differently, moredikactual quad tom from marching band, which ispgaainful
to lift, and most of all, difficult to maintain pperly and is always looked after to make sure ésict fall over.
These also connotate that the player of the RBrobbeit is more refined and older, whereas the pemaying the
GH controller is younger, more wild, and readytartsbanging away from day one. There is much roare taken
into playing the RB controller. The RB controllsralso corded, which means that the player iskédcinto” play
for a set amount of time and also has to bringctiroller out of a closet in order to play. THedication is also
seen in the persona of the refined percussionistpldlys marching music and is dedicated to pratiice. This is
different in the case of the GH controller. Beaitss wireless, the performer can take it out patlit away at any
time, allowing their inner rocker to come out dgriset periods of time, and then be shoved backim@loset
during the rest of the time of their lives (thisalso seen in the aesthetics of the games, whenesB8a refined
stage show to showcase the player as the centiee afowd’s attention, whereas GH is set in a wiialsomic
world where the player can just hack away and bi thner rock demigod — kind of like Jack Blackrishis
movies — School of Rock). These play styles shawa@ry clearly what types of personas are medne fgaying
behind these different peripherals, and the gaewand these personas accordingly. The playerthare
subordinated to these types of play styles, and adept to them to not only learn the types of pesferred by the
games themselves, but also the styles of playddtbby the peripherals themselves. So if one doescessarily
fitinto either one of these two distinct and radlig different personas, then the game ultimatendises their
abilities by subsequently failing them and notwilty the music that the person wants to performlateh to play
through their TV or computer monitor. [pp2 hebdigehen the player doesn't really have all that mo€a choice
if he/she wants to keep a conversation going wighgame — either one can adapt one’s play styieatch that
from the games and the peripherals, or one canvetth@mselves from this community and try to joidifferent
community of percussionists/drummers/gamers, di@ae this community altogether [pp2 hebdige]hais
very interesting about this is that these go agaihsit the games were originally intended to doictvlis allow the
person inside of each of us play rock music andloé thousands of other rockers in playing ouricnwkich
defines us — essentially slamming the door on demtities that we have taken so long to compose awe through
our experiences with the world and the people atausr These different ways of life that are revedrtly the
games aren’t always rewarded by the real worldef@mple, most neighbors will yell at garage bamlde are
trying to create music, citing reasons of annoyaaraevolume levels. These games are doing the #ange if one
doesn’t have the music at its highest levels arismit striking these peripherals with all of theirength (granted
its due to the limitations of the technology, thistjust as important because it was designedsmtanner). These
are also the different types of values which aveléal in these two different communities and instiits of rock
[pp6 hebdige]. Itis also interesting to thinktloése personas as being capable of being brougbhauwhim, just
like poping in a DVD into our computer. These garaad these peripherals allow us to instantly bectirase
rockers and become our own movie star. As suctgre@cting out our owen role, which has been desig
through the use of these peripherals, and sometméghwe are subjugated by them from the desigifetese
peripherals. [hebdige] These two different pegigits then become tokens of the hegemony betweegaine
designers, musicians, and ordinary gamers. Gapugrghese games and are expecting to have a goed They
willingly consent to the loss of dollars on themdeto be able to subscribe to this experience aalditionally shell
out more money to be able to play online with asheFhe game designers of these games have ctiaésel
experiences such that the experiences resultimg tih@m appear to be quite natural and awesomehihéy are
while one is in the flow of the experience whilayhg with these peripherals. The designers hbh the
materials and power to them to create these experjavithout asking any gamers how they would vwaupiay or
how to live as stars within these worlds that aeated. They have the power over the experierere®is have and
are placing their role as dominant master in dagidvhat rocks, what's lame, what’s considered faetting, and
what is considered just average. This is verylsi@ito the ideas of Marx: "To understand this paia should
refer to Maa: The ideas of the ruling class areviery epoch the ruling ideas, i.e. the class wtidhe ruling
material force of society is at the same timeditgg intductual force. The class which has the mseaf material
production at its disposal, has control at the same over the means of mental production, sodeatrally
speaking, the ideas of those who lack the meanseotal production are subject to it. The rulingasi@are nothing
more than the ideal expression of the dominant niahtelationships grasped as ideas; hence ofalaionships
which make the one class the ruling class, theedfoe ideas of its dominance. (Marx and EngelsQL9His is the



basis of Antonio Gramsci's" [pp15, 16 hebdige] Theation of this hegemenoy will continue to keepanly
gamers attracted to what is being made, but thémtdn will continue to be the source of strongate and
redesign within this community [pp 19 hebdige].e$h peripherals are also technologies of theaetescribed by
Focalut. 'Technologies of self', according to Fault; permit individuals to effect by their own nmseor with the
help of others a certain number of operations eir thwn bodies and souls, thoughts, conduct andoféging so
as to transform themselves in order to attain tacestate of happiness, purity. wisdom, perfectoimmortality.
(Foucault 1988: 18)" [pp4 entwistle] They are thggpes of technologies as they allow these pesstinbe created
for the player to reach a state of happiness amtlermnonet such that they will continue to keep ipigyand also
get closer to the idol status of being a rock dewhithat the games put the player in. These teolgies are also
allowing the player to be directly embodied withfirese characters and themselves, as not only degdayer have
to move their bodies to be able to use the instnintit these peripherals allow the player to exhiite “cultural
"skills," abilities, and understandings that wepssively gain from the cultural world in which \eee embedded.”
[pp9 dourish] These drum peripherals are alssthrge of the tacit knowledge that is used bygssibnal
drummers and is exposed through the games andége wf the peripherals [dourish]. The games e
usage of the tacit knowledge to match the pattiertise most efficient manner. The more knowledueplayer has
about drumming, which is a learned set of techrsqueque to this field and as tacit knowledge tsthoutside the
field, can be quite astounding and making the gamaed and the peripherals inaccessible to a widéeeage, even
though the games themselves are supposed to bmmgpenk music to any player. Each type of plagem go back
and forth through these peripherals, btu they attthch different levels of meaning and vaues omtfpp 13 davis].
Since these peripherals can be seen as the drusohettiing needed to be worn for each game, thxg@iegences
with the games will help determine what types otlogs they will be willing to wear to use for edithe they play
(even though both drum peripherals can be usedeitiiier game). In this light, these drums becdmea fprimary
means for creating the experiences with the gahmswant to play, and will then subsequently atthehvalues
and the experiences created from the Ipay intodiijsct and be brought to life again through subsatplay
sessions with these peripherals. These drumsaalstothes, as expected from these games encaheagerrect
use of these peripherals with their games, alsavshe game’s commitment to having the player ugeghrticular
peripheral with these games as a symbol of thesegand the success of the player, and producésdge of the
gamer that other gamers can latch onto at tournendrhis then becomes the proper status for theeg#o be the
ultimate drummer at tournaments, and makes “vigthle player’'s] commitment to the life" [pp8 enttled that is
evoked by these periphjerals. Not only are théerdnt levels of success within the games ancctimamunities,
but these are also showing the different persoaasytplayed by these instruments [lacey]. Theglayust also
spend time committed to learning this persona hedkills needed to have success in these gamakgrsio how
Goffman studied members in prison [psmith]. Thasepherals are then akin to the props studietdisgtudy,
where these elicit the individuality of the perf@nand the personas embedded within their souttemdouls of the
objects themselves. [entwistle]

DRUM PERIPHERALS AS QUESTIONS ON ART AND PHILOSOPHY

As these drum peripherals not only create andt @lifferent types of status symbols in the gamind drumming
communities, different types of musical styles, difterent types of personas that should be plajfiege
instruments, they also are creating a conversatiout the art and philosophy of drumming. Tradiiidy,
drumming has been thought of an art that used dvaigls and/or sticks on analog cylindrical vesthels created
sound upon striking. Now, with the creation ofg¢beligital drum peripherals, and the introductibthe electrical
equipment inside of them, the lines are startinggoome blurred as to what constitutes a drum drat the art of
drumming is. As these different personas are eckahe “type” of person who is able to becomeuaraner is
much more broad as to the physical person whoitéelsind the drum set, but only a certain typpefson is
actually playing the drum peripherals, as thesghperals end up creating only two different typéplayers. In
addition, these peripherals also use the formtodditional drum set, but their materiality isrtietwooden keel of
the drum set, or the roughness of the actual dremd$ithemselves, but instead a simple combinafioubber and
plastic combined with electrical equipment. Whhlese drums end up functioning as drums when treey a
connected to the system that will display the patt®ne is supposed to play, they aren’t physiahilyns but yet
still creating the sounds of actual drums as theicalitrack and patterns are being displayed os¢heen. In
addition, these drums are also drawing upon thdieéahgultural references mentioned by the consitbnabf these
drums. The RB drums, with their structure and desic referenes to the metal stands and the rfrtfeeadrums
speak of a more structured player, and one is mante refined and has more polished skills. ThedBin kit
speaks to the ANIMAL inside all of us, who just w&to sit back and start wailing away on the druffibis is due



to the black aesthetics of the drums themselvesgalith the inclusion of the cymbals and the d#fe layerings
of the actual drums themselves. These drums alstha question if this is the direction of whdre medium of
drumming is going. Will it continue to stay an &mainteraction, or will the introduction of theperipherals cause
the medium of drumming to become a digital onegfnmers only? For some, these drums representifelds a
standard of aesthetic excellence: 'the best thabban thought and said in the world' (Arnold, )86&8d it derived
from an appreciation of 'classic' aesthetic forppf hebdige] Also, will the best of the drum pkegpals only be a
smaller set of actual drums, or will the drumstef future incorporate more and more attachmentsreord drums
people have to buty to stick on top of their norp&dipherals. In the case of the real drums,ishimt the case, as
the drummer can move freely from one instrumerrtother, and attach more equipment based uporetiteto
add/subtract different sounds and new equipmergdbapon the amount of surface one has availaliteeta, or
upgrade to a more sophisticated unit. One camidontith drum peripherals, but in the case of tamgs in which
they interface with, they don’t produce any addiibsounds from the game, and the standard setofgcan
actually change sounds based upon what the designdrthe actual music deems fitting. This istyipe of
embedded ideology of the designers have placed e instruments to amkethem instruments of éineegonly,
even though they contain mych more value thantfustsimple function [pp13, pp18 hebdige]. Thesews also
change the mise en scene of what a performaneeésfl. Before the creation of these instrumehts, t
performance of music consisted of actual drumstireea home-like or concert hall-like setting fouch
participants actually play the analog instrumemMsw these instruments are changing what is acbkpfar these
types of interactions to include the usage of edeit equipment and gaming consoles that can be tosgroduce
music of different generations that people can ghayrhg the use of plastic and rubber drums. &ldesms can
also be either montage with different sounds fraoengames or montage with different drums to produséde
variety of color in sounds to create a new stamcw/ioat the art of drumming is, along with the féwt there is a
technical (electrical) and gaming set of credestideded to be considered a good performer [lad&yth such,
performers can be much more aware of what thegaireg now, especially with their new personas whlkgying
these instruments and the communities which araexpap by becoming these people. This new tygeefon
must then be managed by the player to know wheshbdias gone too far in becoming this person,asnaye
alientate oneself from other players out there,raag have to seek other bands to work with [ente]istThese
drums also end up changing the nature of what¢hebmaintence of what drumming is. With thesepgbeerals,
there is no tuning, no reskinning of the drum headsd no changing of the sounds the drums makéodue
differences in air temperature. These periphéha&s become automatically maintained by the gamédte audio
tracks themselves of the game, making the drunplperal then a transparent tool to be used to tahspeself
into the world of rock [pp5 bolter] and one’s “adiinvolvement and engagement [with the game aadrétks]
and the interface” [pp6 bolter]. In actual drummithe drum is a vehicle for one to become totiatignersed in the
sounds of the drums and the sounds created bythike meople in the band, so one only has to foauhe phrases
and sound on is making, rather than focusing direct the patterns and minute actions that theggegarequire the
player to focus on. The actual drums are morer&flactive interface [bolter], where the vieweiirisited to reflect
on her relationship to the work of art or on thegass and the various physical and cultural costefgproduction.”
[bolter]. So, ultimately, should these instrumedmgsused as means to allow the player to focub@technical side
of drumming, or the flowing nature of the phrased the community of sound the player is a part offese
peripherals are saying that technical play is muoie desirable, and helping to show other desighetshese are
the types of behaviors that are much more desiedablicreating other drum peripherals in the futwiich is more
typical of a beginning drummer, but not of one whioas been playing for a longer amount of time &itleast
some experience (who then views his work with then$ as a means to provide sound without beingfarssl
with or distorted by worrying about the technicatialectrical sides to the notes he is playingtfst). Designers
and players of these instruments will have to oeften the direction they are wanting to take theodrumming
with these tools, as these peripherals are creatoanpvergence of different realities that are gpdirought into
reality when the player presses the on button ein tonsole [bolter].

CONCLUSION

Drumming is an activity that has been used by [efip many years for many different reasons: for
communication, for art, for performance, and favdarctivity. Currently, drumming has been takemw iatdigitial
activity that is used to interface with video garaed computers as instruments of sound synth¥¥ith the
creation of these tools, though, their productias &lso created a segmentation of users who ad¢mbte these
tools in different ways. These types of tools (leomade, game controllers, and professional) aremgtmaking
these users specialized, but are also changinggtivee of what drumming is now and for the futukdore



specifically, the drum peripherals from GH and RB being used as a status symbol for the playeryizg them
to only create a certain specialized range of sptima$e tools are only giving the users a pre-ssde@mount of
skills to interface with the drums, and are alsangjing the nature of the philosophy of what drumgm

The above analysis has been performed on a vepjadjized set of tools used for entertainment psepo
but this analysis can also give insights to desigaad the HCI research community about how peaygaising
musical tools for fun and any other purposes theyld/like to have. Very simply, these tools orifyp® a subset
of the possibilities used to create music with ¢heésums. As such, it is important to the succésstiacts like
these that designers have some knowledge of mndis@nme experience creating and playing musidesfgners
cannot have access to these tools, they shoulieteexperienced drummers or conduct ethnographic
observations to discover the nuances of drummiagdan be used to create a successful tool. dditian,
peripherals like these are also changing how pebpi& about music and how it can be created. Wshsdesigners
and researchers should be well aware of how pegpisume and want to create music. With the natitteese
tools changing very quickly, designers and reseaschhould be aware of how they will be changing people
view and define what music is, let alone decide floevmusic should be played and created for otioguiay.

Also, with the creation of specialized tools sushtegse peripherals for music creation, these &l and
produce more passion and energy from the indivigediormers playing with these tools. When thigation
happens, designers and researchers should bewzek af the different types of people they willdlenging, but
may end up causing new art forms and divisionsuofent artistic trends as well. As such, desigaeis
researchers should spend time reflecting uponhbies used to construct and create these insttsrfe@mpeople’s
enjoyment and livelihood. These tools are more fbat a means to create music — these tools elietth more of
people’s experience and desires when they are btaug. These tools are also a means for peopeatttice their
skills and be able to transfer them to other tygfdastruments in the same community, which thdaats under
study don’t do so well. It is also important téleet on what types of skills the artifacts we ¢eewill be giving to
people, along with instilling them with the potexifpassion to want to venture outside of theifasts and engage
with other skills and artifacts in the same communiAnother important aspect of these artifactsdfesigners and
researchers to reflect on is to investigate nog bolw people bring their passions to these arfdmit also what
types of behaviors that will be elicited from thesgfacts. While it is important to analyze hoeople will be
utilizing the artifacts in the contexts they wik Initially used in, it is even more important &alize how the
experience of the artifact might change their viewd beliefs. For example, after using these dvaripherals,
some people may want to learn actually how to grayns or learn how to record professional videogte use on
the web. Designers should be prepared for sortteese situations and give people the best possiplerience to
take away from these objects such that the expmriean be built upon to create more rich and frlékperiences
from other people and artifacts later in laters@ldesigners should also be aware of the potestiiti in thinking
caused by the creation of their artifacts. Fomgxa, with the creation of these drum peripherady tmave
experienced musicians detest the artifacts angebple who work with them, as they aren’t “real”siians”, and
vice versa (with gamers thinking professionalstacehighbrow to use their tools to play games aseeHun
virtually). These situations should be preparadram a design standpoint as much as the betterdkpected)
situations mentioned previously. Again it is imaoit to reflect on what new skills your tools vii# giving to
people and how they might want to learn more/tramifeir skills to other media — designers shoegiepared to
create such experiences that might not only enhpeople’s creativity, but instill passion for learg and fun to the
point that people will want to go and do new thittgst they wouldn’t normally do (e.g. play musidlie “real”
world, talk to new people about music, learn howettord and videotape music, help promote music).eAbove
all, with these takeaways, it is important to realhow important the use of ethnography is in rgfthe right
experience. These drum peripherals were createdthé western model of the drum set, and lookinigow
professional musicians play music and then thaée&pce is transferred over to the gaming commuriityould
be a much better experience for this communitythade peripherals been studied over time beforggbeieased
to see how people would interact with them, suel &m optimal experience can be created, withautfiang the
initial intent of the actual objects that are beiemediated through these games. These periphasatsentioned
above, make a very good effort at remediating tiiesh equipment professionals use, but from theége they end
up allowing people to specialize themselves andenth&mselves better drummers in only certain castew/e will
need to understand as much as possible from tal&iagd learning from people about what they wauot meed
from such artifacts that create music and othéstariartifacts, open to everyone. Cognitive maugbf fun or
experience in these types of situations will ndptiesigners gain a holistic understanding of hawsicy fun,
creativity, and other important factors in this lpem space will affect people and what they dordfteir use of
these objects. Another important step neededlfdesigners realize what they are doing with thesgherals is



the deep skewing of the use of these instrumentgréatice, which speaks to the fact of the costextuse of these
artifacts. These change the “game” of music iatgrgy that drumming and these tools are really mimarpersonal
and practice use, and shouldn’t be brought outtimgoublic space, even though these objects ayepeetable.
This type of analysis also helps the research comitynias these objects will help us to see how tdreyuseful to
learning more about how these artifacts speak tooeiment and embodied interaction. From Dourisl&gnition:
"Embodiment is the properiy of our engagement wighworld that allows us to make it meaningful... theation,
manipulation, and sharing of meaning through engaggeraction with artifacts.” [pp15 dourish]. Hee
peripherals allow people to be engaged in the atetef these artifacts that are extremely meaningffey allow
people to play and become with games, music, agativity software. These artifacts are also stgrto be used in
a more social setting (a multiplayer setting inthee of games, and a potential audience in ther situations),
that allow the performer to be able to learn mdreuh their performance, but also how meaningfuirthe
performance was to other people. Designers shmikvare of this type of interaction with theséaaets such that
they can learn how to utilize this design in otbentexts in addition to just music and gaming -eottontexts do
have much to be benefitted from this type of deep@ersonal interaction with the artifacts thaftoeagaging and
enormous experiences such as these. Lastly, @esighould also be aware of the political statemmaine] these
artifacts are creating, whether they are expligtrzot. These tools are speaking to potentialsugeia similar way
that clothing does, to say whom should be usingith@s designers, we should be aware of thesememsle find
that allow them to engage in an interaction sucthigsand try to expose ourselves to these biasts@es to open
our artifacts to as wide an audience as possitadide for no one to be excluded from such deepraedningful
interactions.
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