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A INTRODUCTION

A sense of rhythm exists in every person. What sets drummers
apart from the rest is that for some reason, we are more
responsive 1o its call, My goal is o help you discover the rhythms
around us, to help ke some of the mystery out of the more
difficult thythms, and to demenstrate how we can use these
rhythms in a musical way.

It seerns to me that as drummers we learn our craft in three steps.
The first is simply by being aware of rhythms. Second, and
pechaps most difficult, is by spending hours and hours practicing
and leaming our instrument. And the third ‘.nv-::rl'-_:-::s plaving with
other musicians—acquiring our musicz] experience, The Erst and
third steps cannot be learned from a music book. My goal is 1o
help you with the second step—practicing and learning our
instrument—which is what any dedicated musician spends most
of his or her dme doing. In this book we will cover most of the
areas that [ think a seripus drummer needs 10 leam.

The first chapter is based on Yechrigue and covers fndamental
strokes, mudiments, foot development and balance at the drumset.
The techniques coverad in this chapler will greztly help your
arogress in the chaprers that follow.

The second chapter explores Contemporary Styles, including
funk, jazz, fusion and rock as well a5 Brazilian and Afro-Cuban
thythms. Numerous conceptual development exercises are
included which will help you develop the necessary coordination
and independence to make your plaving more comfortable and
natural. Rather than just working on the feel of each paricular
style, the structure is broken down to help you understand the
rhythmic logic behind each.,

The third chapter examines BEythmical Conceprs which will
help further your understanding of rhythm and various
rhvthumical structures, Included in this section are discussions and
exercises involving cross chythms and polyrhythms. As with the

concepts, which will then allow you to make practical use of the
ideas by creating vour own pattems and phrases.

In the back of the book you will find pages of rhythmic notation,
These are used as rhythmic reading material (Sources) and are
applied to different examples throughout the book, These
examples include the Quarter and Sth-Note Source, 16th-
Note Source Groups af I and 1I, Accented Bih-Note Triplet
Source and Top and Bottom Exercises in I6th-Notes, 1t is
necessary o refer 10 these sources whenever they are indicated.
If you cnly play the examples in the book and fail 1o use the
natation, you won't gain the full benefit of the exercises and
concepts bheing explored,

Any exercise, whether technical or conceptual, needs ta have 2
practice procedure 1o make better and more practical use of it
You will notice that many of the exercises are accompanied by 2
recommended practice procedure. Using these practice
procedures with their accompanying metronome markings will
help you keep track of your progress and provide you with some

- acdditional incentives for your own development.

The CDsfaudio cassette contain examples of the majorty of the
exercises found here, Before cach example, yvou will hear a brief
explanation which will help you reference the written examples.
You will also notice that the examples in the book having
comesponding examples on the CDs/audio cassens will have an
indication that reads Andio Example. It's a good dea 1o
reference them whenever an exercise is giving you trouble

By reading the explanations before each exerdise, examining the
clearly notated rhythmic examples and listening to the CDs/audio
cassette, I think you will be able to grasp the concepts in much
the same way as if we were working on this material one on one,
If vou have any further questions on the materal, please feel free
to write me ¢/fo Drummers Collective, 541 Avenue of the

other sections of this bock, the goal is to internalize the thythmic  Americas, New Yock NY 10011 TSA.
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1 Technique

Il types of musicians possessing high levels of
coordination and agility acquire these skills by developing their
fechrrigue. As a drommer, the better your technique is, the easier it
will be 0o express yvoursell on the drums, Weaknesses or
inadeguacies in technigue will immediately translate into tension
and lack of comfort on your instrument. Strong, well-rounded
technicuee allosws for comfon and relaxation, and then o freedom of
moverment, ease of expression and spontansity. Technigue is not
binding and restrictivee of one's style. On the contrary, technique
provides us with the tools to make our ideas come alive on our
instrurnent

This chapter focuses on developing speed and endurance in
bhath the hands and feet. There are a few sections invalving
coordination, but the more sophisticated coordination and
independence exercises appear in the later chapters,

Correct movement is essential for good rechnigue, As hunan
beings wee all have the same physical construction; it is onby in sive
and proportion that we are diferent. Therefore, T thinle it is safe to

. PRACTICE PROCEDURE

say that when playing nidiments or combinations, the movement of
the limbs will be similar, regardless of the individual who plays
them. Consequently, many of the exercises in this chapter are
intended to help you internalize movements necessary for the
execution of various rudiments and combinations, Even though
there may be different movements among different drummers, you
can still find similarites and certain movements which can be
consicered handamental for playing the drams.

Observing an athlete will belp establish thiz point. Short-
distanee runners zll move in basically the same way. Long-distance
renners also move basically the same, but their movement is
radically different from that of shon-distance runners. There are
fundamental physical characreristics necessary for the most efficient
performance, and this holds true for swimmers, gymnasts, bicycle
riders, ball players, =tc. Regardless of the individual preforming a
specific physical sk, the movermnents will be similar when the sk
i5 being done efficienty.

The exercises and concepts discussed here will be much more
useful if there 5 a means of assimilating them. In order o property
internalize and make practical use of the exercises in this boolk, I
have inchuded a method for practicing them. After many of the
exercises vou will find a Recommended Practice Procedure and a
progress chart containing all the standard metronome markings.,
The metranome marldngs are simply 2 way of checking vour
progress on the different exercises, In the progress charnt boxes
vou will find as many as eight metroncme markings, slow o Fast
e, 100, 104, 108, 112, 116, 120, 126, 132, etc., in bold numbers.
Always bepin these exercisas at the slowest speed and work up o
the fastest, playing each of the eight speeds. When it is possible to
play faster, the slowest speed should be crossed out and the nex
fastest speed added. Always maintain a block of eight speeds.

Example:

Eight metronome markings (slow to fasth

100, 104, 108, 112, 116, 120, 126, 132

When vou are able 1o go faster than 132, cross out the slowrest
spead, in this case 100, Nowr you have: 104, 108, 112, 116, 120,

- ™ " ¥ el

The progress chart for this exercise would look like this:

40, 42, 44, 46, 48, 30, 32, 34, 35, 38, 60, 63, 66, 49, 72, 76, 80, 84
B8, 02, %4, 100, 104, 108, 112, 116, 120, 126, 132, 138, 144, 152,
160, 168, 176, 184, 192, 200, 208

After increasing your tempo the progress chan wauld look like
this:

40, 42, 44, 46, 48, 50, 52, 54, 56, 58, 60, 63, 66, 69, 72, 75, 80, B4,
a8, 92, 96, I8, 104, 108, 112, 116, 120, 126, 152, 138, 144, 152,
160, 168, 176, 184, 192, 200, 208

Where they are not indicated, you can determine for youwrself the
E:.'gi’.'! mehmnoime r:'zn:irf-fi'ugx for howsver many are tndicared by
the Recommended Practice Procedure), You should tzke care w
se1 an appropriate starting speed which will insure the proper
development of the exercise, Remember, playing an exercise
cleandy, evenly and with precision is just as important as playing
it fast.
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~_ SINGLE-STROKE ROLL EXERCISE
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& Yned. dynamic single-stroke roll is an essential part of
nique on the drums. Mastering this will enhance all

A precise a
strong techn
facets of your playing.

- A teacher of mine, Jerry Granelli, along with Joe Morello,
devised an exercise for developing a single-stroke eoll at different
rempos while increasing your endurance and speed. Ultimately, it
will help you gain a resee af speed and endurance, and as a resulg,
any playing situation will be less txing physically. The goal is to
reach 700 cownts with the metronome while playing 1&th-notes
with each hand separately, and finally 1o reach 100 couns of the
metronome playing alfernating 32nd-notes (all metronome
markings in this exercise are equivalent 1o the quarter-notel,

Example: Quarer-nole = 80

Play 16th-notes with each hand separately (four notes to the
meat) and count 1E+A, 2E+A, 3E+4, 4E+A 5., 6,7, 8.9, etc. up
o 100,

After this is accomplished, play alternating 32nd-notes up to 100
counts.

At Faster speeds this becomes virtually impossible. When 100
counts of the metronome can’t be played, three attempis should
he made with each hand separately. Record the best of those
three attempts on the accompanying chart. Then, using the
lowest attempt of the two hands, play both hands alternating
{32nc-notes) up 1o that ameount. When you have completed these
steps, move on o the next metronome marking,

The following is a description of how this exercise works in
theory, Two situations are described;  in the first example, 100
counts of the metronome are accomplished, and in the second
example, 100 counts are not,

Example 1 Quarer-note = B8

Right hand reaches 100 counts while playing 10th-notes. Left
hand reaches 100 counts while playing 16th-notes. Now play 100
counts altemarting (32nd-notes).

Example 1

MM | Right Hand | Laft Hand Hands Alternating
I . -

Example 2 Quader-note = 115

Right hand reaches only 38 counts while playing 16th-notes. Left
hand reaches only 33 counts while playing 1&th-notes, Two mare
attempts need to be made with ¢ach hand.

Right hand (second attempt) reaches 41 counts; left hand (second
anempt) réaches 35 counts.

Right hand (third attempt) reaches 37 counts; left hand (third
attempt} reaches 31 counts.

On the chart, record 41 counts for the right hand and 35 counts
for the left hand (the best atempts for each hand). Now play 35
counts alternating 3Znd-notes {33 counts was the lowest of the
best anempes berwveen the rve hands).

Each time you practice this exercise, be sure fo play it at
edch metronome marking. The siotwer markings are fust as
important as the fasicr ones because they provide the necessary
warm-up o play the faster speeds accurately. You shouwld be
striving o continually increase your speed and endurance. After
a relatively short time, vou will find that the metronome marking
at whick your are able fo reach 100 counts will increase, You will
also find that your top speed will bepin o increase. Don't {gnare
the faster speeds, Bven if you can only play one connt of a
mefronome marking (ie., quarier-note = 126), play that one
count,

Eventually vou will be able ta play more counts and meve on
1 faster speeds. IF you can play 10 counis al 144, your single-
stroke roll is in good shape. The poal of this exercise is not only
w develop the ability o play fast, but also w develop the agility
1o play clearly and with control at a full range of speeds.

Example 2

MM | Right Hand | Left Hand Hands Altemating

| |
&x | 100 | 100 | 100

115 | 41 35 35
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Mild Right Hand | Left Hand Hands Altemnating
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100
104
108
112
116

120

126 .

132

138

MM = J
Hands Separate = ‘ i ‘ ‘
Hands Alternating = ‘ i i \ i ‘:' i i

Proper movement is essential for playing a good single-stroke roll. The following points should be taken into account
when practicing this exercise:

B Make sure that your sticks follow a straight path throughout the course of their movement.
The most economical path between two points is a straight line.

B Your hands should be positioned just slightly above the playing surface.

B Male sure that your hands don't restrict the bounce of the sticks.

B Push vourself, but avoid muscle tension or strain.

There have been many occasions where I have had emidents who either didn't know much about playing drum rudiments or dida’t
understand their importance in the development of drumming. The rudiments represent years of development and experimentation,
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At 1o attain the same degree of mastery over the double-
stroke roll that you have over the single-stroke roll, All mciments,
 with the exception of the cpen and closed stroke rolls, are
' omprised of cifferent combinations and permutations of single
e double-strokes, Equal development of the single and double-
- ctrokes will help insure comect execution of all the mediments.
srooer movement for double-strokes is more complicated than
for Ei'.'.g']-E-str".‘.lk-::H. At clow speeds, there are froo movementis for
each douhle-stroke, at faster spesds only one A teacher of mine,
Jack Taylor, macle an exhaustive study concerming movement and
develapment for executing double-strcke rolls. He referred o the
demmatroke as the "A stroke” and the upstroke as the "B stroke”
The *A stroke” begins with your stick raised, finpers closed and
elbows at your side, and ends just afier the stick striles the drum
(the stick being 2-3* above the head), with the fingers open and
elhows away from your side, The "B stroke™ beging at this point

rs import

j;;i;i)Ew::rmPMENT Or THE DOUBLE-STROKE ROI1L

and strilktes the drum again, after which the fingers are immediately
closed; it ends with the stick raised and your elbows back by wour
side. Fssentially, what you have is a counter motion of the elbows
tey your hands and sticks.

It may help to imagine the elbow 25 a counterweight w the
mass of the hand and stick, The purpose of a counterweight is &0
that the motor doesn't have w work as hard

An elevator works in much the same way. There is the
passengar compartment (the hand and stick), a cable (the
forearm), which wraps around a motor (the muscles), and Anally
the counterweight ar the other end of the cable (the ¢lbow).
Because there is 4 counterweight, the primary function of the
motor i o move the cable rather than B or fowperthe elevator,

The following sequence of drawings helps illustrate the
complete cycle of movement from the “A stroke” through the *B
stroke.”
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The following exercise could be called exaggeration i
repoitions. The movement at slow speed (s exaggerated while
playing many repetitions. This method of practice will help make
the correct movement automatic, Obwicusly at faster speeds the
movernent of the arms will be reduced and become more refined
and less exapgerated; but make sure that the movement doesn't
become distorted.

Double-Stroke Roll Exercise

You will aotice that the instructions are to practice the
exercise fisst using tarndent bands. This means that your hands
play together in eafson After playing in unison, practice the
exercise hand to hand (alernating). You will notice that the
recommended starting tempo is quarter-note = 30. If you can
play this exercise at metronome marking 208, without
compromising the "A" and "B" movement, you shionldd be well
an your way to developing the correct movernent for playing
double-strokes.
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(Use this sticking when alernating hands)

RecoMMENDED PracticE PROCEDURE
Tanpem Hanps

Full Strake — Entire exercise five times (including repeats]
Masium Srroke = Enfire exercise five fimas [inl:|l.n:|'|r‘-g FEPEDIE]
&l Stroke = Entire exercise five Himes [including repeats)
AvterNATE HANDS

Full Siroke — Entire exercise five fimes {including repeats)
Medium Stroke - Enfire axercise fve fimes I:ir:c|u:'ing repeats|
&rmall Sfroke — Enfire exercise five fimes I:inn:|l..\:|ir1-g renaats]

ProGRESS CHART

A0, 42, 44 A% 48, 50, 52, 54, 54, 58, 60, 63, &6, 69,72, 74, BO, B4,
83, 92, %5, 100, 104, 108, 112, 116, 120, 126, 132, 1386, 144, 152,
140,168, 1746, 184, 192, 200, 208
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.~ SINGLE® DOUBLE-STROKE EXERCISE

This exercise combines the single and double-steokes. This
combination is necessary for executing the remaining nudiments.
The goal is to practice the following exercise while maintaining
identical textures Gsound and volume) in all of the strokes. This
will help prevent sloppy 2nd uneven execution of the other
rudiments. Play exercises 1 and 2 (twelve times) at each
metronoms marking,

ALDIcy EXAMPLE

A S

33

'RECOMMENDED PRACTICE PROCEDURE
Exsrcisa 1 = Flay 12 times ot eoch metrenome marking
Exercise 2 — F‘::::,-' 12 fimes ot sach mefronome mnrl:fng

ProGress CHART

A0, 42 A4 A& 48, 50, 52 5454, 5B, &0, 43, &6, 49, 72, 74, BO, B4,
BR, 22 94, 100, 104, 108, 112, 114, 120, 1246, 132, 138, 144, 152,
160, 168, 174, 184, 152, 200, 208

EicHT METRONOME MARKINGS (sLOW TO FAST)




_~_ PRELIMINARY EXERCISE

The paradidele arovides more possibiliies for application 1o the
drumsat than zny other rudiment. With all the different ypes of
paradicdles (sigie, dowuble, triple, paradiddle-didale, guadruple
and guiniuple paradiddies) and their comhinations, the
mossibilities for different beats and Alls are endless.

For PARADIDDIES

Avpro ExXamMPLE

This exercise is a four-bar phrase which includes single, double
and triple paradiddles, The four-bar phrase is first played leading
with the right hand, then with the left hand; this equals one time
through the exercise. Play the entire exercise eight times ar each
metronome marking. The recommended beginning tempa is
guarter-note = 100

5

RecomMENDED PRACTICE PROCEDURE
Enfire exercice Erigh‘l firmes ol eoch metronamesa -*.“.r:lr!{ing

o PrREIIMINARY EXERCISE FOR PARADIDDLE-DIDDLES

EicHT MeTROoNCME Marumes [siow 1o rasr)
BeGINNING TEMPD = QuarTER-NoTE = 100

PROGRESS CHART

A, 42 44 A4, AR, 50, 52, 54, 54, 58, 40, 63, 66, 69,72, 76, 80, 84,
88. 92 94, 100, 104, 108, 112, 116, 120, 126, 132, 138, 144, 152,
140, 168, 176, 184, 192, 200, 208

Avpio EXAMPLE

This exercise uses the paradiddle-diddle juxtaposed in four different ways. The two single-strokes that mark the beginning of the
muciment oceur in different places in edch bar, The four-bar phrase is played Ave tmes @0 each metronome marking.

The recommended beginning empo s gquarer-note = G0,
K : [
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RecomMENDED PrAcTICE PROCEDURE

Enfire axerciss five imes ot each metronome .".'-::l‘l:ing

EiGgHT METRONOME MARKINGS [SLOW TO FAST)
BrciNNING TEMPO = QUARTER-NOTE = 60

Procress CHART

AQ, 42, A4, A6, 4B, 50, 52, 54, 56, 58, 80, 63, 69, 72, 75, 80, 84, B8,
92, 94, 100, 104, 108, 112, 116, 120, 124, 132, 138, 144, 152, 140,
168, 176, 184, 192, 200, 208



A~ PRELIMINARY MurTiDrRUM ACCESS EXERCISE Avpio ExaMpPLE

The following exercise is designed to facilitate ease of movement
around the drumser, The idea is to exaggerate the movement
while playing the guarters, 8ths and 16th-nates so that the 32nd-
neotes will feel effortless. Again, as with all technical exercises,
exapperation of movement and persistent vepelition at slow
speeds will pay off later in economy of motion and ease of
execution at faster speeds.

The exercise consists of four lines, the first containing quarner-
notes, the second Sth-notes, the third 16th-notes and the fourth
line, 32nd-notes. Each line is orchestrated 2round the snare, high
tom, middle tom and floor tom.

The onbite exercise s pla}'-av:! Four times at each metronomes
marking and.each line is repeated. The recommended beginning
lempo is guamer-note = G0,

When playing this exercise, pay attention to the following:

W [iff the sticks off the drums all 1he way to shoulder beight o the quarter, Sth and 16th-notes
B Concontrate on stayving relaxed while playing the 32nd-noles.
B FPractice al a sltow exough tempo 1o insure the uineard stick movement all the way 1o the 32nd-notes,

B (e alternate sticking throughowut the exercise unless othervise indicaled .

Snare Tom 1 Tom 2 Flaor Tom
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REcOMMENDED PRACTICE PROCEDURE

Enfire exercise four fimes [including repeats] at pach metrorome marking

Procress CHART

40, 42, 44, 48, 48, 50, 52, 54, 56, 58, 60, 63, 66, 69, 72, 74, 80, 84,
85,92, 96, 100, 104, 108, 112, 114, 120, 124, 132, 138, 144, 152,
140, 148, 174, 184, 192, 200, 208

Five MeTroNOME MARKINGS (SLOW TO FAST)

BeGINNING TEMPO = QUARTER-NoOTE = 60



.~ ADDITIONAL MULTIDRUM PATTERNS AUDIO EXAMPLE

e —h

The following are additional patterns offered as suggestions for
olls arcund the drumset You should practice these, as well as
any of your own patems, with the same exaggerated movement

and slow rempas described eariier in this section.
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. PRACTICING WITH BRUSHES

Recause of their design, brushes do nat provide the respopse or
bounce of sticks. Playing a pood double-stroke roll with brushes
recuires more relaxation and control than with sticks. Therefore, i
we ean perform a double-stroke roll easily with brushes, it should
he effortless with sticks. | suggest that during all technical practics
{practice devared to building speed, dexterity and endurance in
the hands) you periadically check the progress of your technique
hy playing the same exercise with both sticks and brushes.

~~_BRUSHES ® FURTHER STUDY

An example would be to play 2 léth-note double-stroke roll at
quarter-note = 100, using brushes, It will be necessary to be very
relaxed in order for the sound o be smooth and 8]l notes o be
equal in volume, Once you have reached this goal, immediately
cwiteh to sticks withowr altering your technique and play the same
roll at the same tempe. If the roll feels easier, you are heading in
the right direction; if it dossn', stop immediately and go back w
hruches, This rime. check to make sure you are very relaxed.
Continue this procedure of alternating between the brushes and
e sticks untl vou And this state of relaxabon, ease and clarioy.

sing the Single/Double-Stroke Exercise alav the exercise six times with brushes, then six times with sticks, at each metronome marking.
ﬂ (=3 LEr ¥ }

Single* Double-Stroke Exercise With Brushes

=S =T, e — £ zl 7 e e e N — . .
= R L R L R I R L R R E L R R T L
ﬂ
— | | | | { | | | | | = 1 ] 1
= i - T Pz i il = [ i) z e ] o = = |
= - - — - = =]
i 1L, E I. I E L L E L F |E E B L |
# | —= rafakl
# = —————— : :
I == d | - | | o ] | N == I | i
i i fad = i [ T o] [ ] i3 (i) ) i) L] l
R L R R T R Ton 1IN ol 1 R - R i 1
—_— e
- | I | - I
3 ] [
{1 [ [uf” [ L [ i i i f_-JI r::l r-‘J ] [t ~ = u' =l
L R E R i R L R ] L R ] | L I R
——re T e T
= S = = = = i S, - e, T i ) . E— e, i )
T R 1 o] L L R R ] R | R I ] R R
e e ot ==
E #: #‘ : ,. |
= = P T ) Fiad F] o i i 75 = ' = ] ’l
m L 7 L L R L R R I R L L R L R R

RECOMMENDED PRACTICE PROCEDURE
Exarcise 1-5ix limes with-brushes, followed by six fimes with
sticks ot each metranome marking

Exercise P-Six fimes with brushes, follewed by six fimes with
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PrOGRESS CHART

A0, 42, 44, 46, 48, 50, 52, 54, 56, 58, 40, &3, 86, 69, 72, 76, BO, 84,
88,92, 94, 100, 104, 108, 112, 116, 120, 126, 132, 138, 144, 152,
140, 168, 176, 184, 200, 208



-~ MEgTHOD FOR PRACTICING RUDIMENTAL SOLOS

Earlier in this chapter [ mentioned that a ﬁ[r(?r?.g ‘-:'-.?D:'I-:ing
knowledge of the rudiments is fundamental & Esm.::.::.-jsh'.ng ;r-__r}:-:;-ri
techrique. If you are interested in developing agility, comio,
relaxation and ease of expression on the drumset, take every
SppoTUnity o get your nediments [ogether.

Rather than isolating each rudiment and practicing it
iﬁdi\.-i.juﬂu-;r- Of LSINE Mors J'Epctitivr p':.'lC[iCE PAterns, I have
developed a method for practicing rudimental solos using
published material as my source, Flaying the rudiments in this
manner has become one of the most useful tools in the
development of my technigque. By practicing snare drum solos as
exercises, [ found that it was easier 1o spend long periods of time
developing my technique, because | was doing it in 3 more
interesting and musical fashion. The more interesting and musical
your practice is, the easier it will be.

To accompany this section, 1 have writien a 48-bar rudimental
snare drurm solo. Upon close examination, you will notice that it
contains many of the standard mdiments. This solo is offered as a
source from which to develop a madimental practice routine, The
idea is 10 become familiar enough with this piece so that you are
able to play it withour stopping or making mistakes, Once you
accomplish that, establish six conseculive metronomes markings
(slow to fast) and begin practicing the piece twice through ar
each metronome marking. You should always be siriving o
increase your speed. I you can go faster, cross out your slowest
speed and add the next highest speed,

Using this method with the rudimental solo, or any other
rudimental literamre, will give you an interesting and musical
routine for practicing rudiments. Besides increasing your
Familiarity with the rudiments, you will also be increasing vour
ability to play them at faster speeds while imtegrating them into
your technigue.

When applying this method, pay attention to the following:

B The s ds fo be played hvice gl each melronome Maning.

W [f o can go faster, cross ol the slowest speed and add the next bighest steed.

W o not sacrifice cleanliiness and precision for spead.
W Follow ail stickings and observe all accenis,

. RUDIMENTAL SOLO

AUDIO EXAMPLE
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REcOMMENDED PRACTICE PROCEDURE ProGRrRESS CHART

40, 42, A4, 46, 48, 50, 52, 54, 56, 58, 60, 63, &6, 69, 72, 76, 80, B4,
88, 92, P4, 100, 104, 108,112, 116, 120, 126, 132, 138, 144, 152,
140, 148, 176, 184, 192, 200, 208

Enfire axareise fwo fimes at each melranome marking

Six MeTroNOME MARKINGS [smw TO FAST)

practicing the rudimental solos thar was discussed earlier. The

‘Modern Rudimental “:‘A"‘Lg mastery of 2 number of rudimental solo pieces, re garcliess of the
h-:n-ul-. ar Ll'u:-r will bf_ an invaluable part of the radimental

i Pl | B N

As zn additional source of rudimental material, [ highly

recommend Charles 5, Wilcoxon's,
Solos For The Advanced Drummer.” 1 use this Iﬂ-:u.':-l-. Tyl syl -E’ILF'II‘I -



Some of the concepts which guide movement in the hands can
also be applied to the feet. One of the most important is the
practice of making one movement and producing two notes (the
double-strake). The most widely-used movemnents with the feet
invalve the execution of single and double-strokes, Maore

complicated movements involve three, four, or continuous

strokes, The following exercise is designed for developing single
and double-strokes on the bass drum. By exaggerating the
motions of the three and four strokes, the singles and doubles will

became easier 1o play.

Downstroke (D) Movement

Resting Posttion

Lipstroke (U) Movement

Striking Head

There are two movements used in this exercise: the downstroke
(D) 2nd the npstroke (). The downstroke begins with the bass
drum beater in its resting position, then strking the head and
stopping approximately 1°-2" away from the head. The beel @
raised and only the roe makes contact with the pedal. The up-
stroke starts at this position. The beater strikes the head (the heel
semains raised and conmact is mads with the ball of the foot) and
stops at the resting position. At the end of the upstroke, the heel is
lowered to the pedal, Jr fs possible to leave the bass drim beater
on the bead at the end of the upstroke. 1 ofien play this way n
louder sitzations. 1n that case, vour heel should not be lowered 1o
the pedal and the beater doesn't return 1o the resting positen.

Stopping
(1-2 inches from head)

e p—

Beginning
[1-2 inches from head]

hary srudents ask whether it is better 1o play with your heel up or
down on the pedal, My reply has aleays been that both methods
have their advantages, Flaying with the heel down gives greater
control when playing at low volume. Playing with the heel up
allows for grester power when plaving at high volume and greater
spead for plaving two or more Consecutive notes,

Bath ways also produce different sounds, With the heel down,
e el e e e e Lt R R Baee] e it is shamer

Resting Position

power when you play with your heel up. This method uses the
larger and more durable muscles of the calf. The heel-dowr
method uses the smaller, more delicate muscles of the shin.
Mevertheless, I recommend developing both while practicing
this exercise. Altermate daily between playing the exercise with the
heel up and down. You will find, however, that if you play thi
exercise with your heel down, it »ill not be possible 1o use you
toe for the dowmstroke and the ball of vour foot for the upstroke



all of the notes in the exercises are marked either “U” or "D.” The
letter “U" means play that panicular note with an upstroke or
sgpap” Moo, ‘0" means play the note with a downstroke.
[Despite the different srrokes. the sound should always be
cnnsistent

pemember, a specific movement is being learned. /n the
_,r?.-.’:’uue'-"i'?g erproise, sloiy fempos are @ mnst il e moremend
hecomes internalized.

preliminary Bass Drum Exercise

vou should alse concentrate on developing dynamics with your
hase drum, This can be done by playing the exercise with full,
medium and small strakes. This method will also aid in
increasing your sensitivity and control,

The recommended practice procedure is two metroncme
markings (slow o fast), playing the entire exercise fve tmes at
exrh metronome marking. Use this procedure with full, medium,
and small strokes. The recommended beginning tempo is
CUATTEL-NOe = 40.
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ReEcoMMENDED PRACTICE PROCEDURE
Enfire axercise fue limes ot pach metronome mnrrning with
full, madiom and small strokes

Two MEeTRoNOME MARKINGS [sLow TO FAST)
BEGINNING TEMPO = QuarTEr-NotE = 40

ProcRress CHART

40, 42 44, 46, 48, 50, 52, 54, 56, 58, 40, 63, &6, 69,72, 76, 8D, B4,
38 92 96, 100, 104,108, 112, 114, 120, 124, 132, 138, 144, 152,
140, 148, 176, 184, 192, 200, 208




. Hi-HAaT TECHNIQUE

One of the most neglected areas of technigque invalves plaving the
hi-hat. Through trial and observation, I have come upon four basic
movernents that provide the foundation for hi-hat rechnigue in a
variety of musical situations, As with the bass drum, some play

Heel Up

The toe is close to the linkage and the heel is up. This technique
is commonly used for playing upbeats in all styles of music,
inclucling uptempe straight Bth-note situations,

Avoro Exampre

Flanging

Flanging refers to the sound created by using vour foot w bring
the hi-hat cymbals together and then quickly opening them
again. It can also be thought of as making an cpen sound on the
hi-hat without using the stick. Again, the toe is close o the
linkage; however, when the heel comes down it strikes the
foctboard just in front of the heel plate. This causes the cymbals
to bounce off each other. It is espedally effective in Afro-Cuban
ar fusion sitations.

exclusively with their heel up, some with their heel down, Other
rock their foot, some flange their hi-har, 2nd a few drummers, such
as Tony Williams, move their heel from side 1o side. The folloming
are brief descriptions and itlustrations of each technique.

Rocking (or “beel - toe”)

The toe is close to the linkage on the upbeats, and the heel
cames down on the downbeats, When the toe is down, the heel
i5 up; when the heel is down, the toe is up. This is a more
traditicnzl way of playing upbeats in jazz, Afro-Cuban and
Brazilian music and is also a prerequisite for learning how 1o
JSangethe hi-hat.

Side to Side

- r

The toe is approximately two inches back fram the linkage and
the heel is slightly up and moving from one side of the footheard
o the ather. This movement has its advanra 2es because it dossn'
compele with gravity—there isn't much lifting of the leg 1o get
the sound, Rather than the straight up-and-down maotion of the
heel (which causes the leg to move up and down), the heel
moves from side 1o side, which reduces the up-and-down motion
of the leg. This technique is especially useful for sustained fast
tempos where Sth-notes are being played on the hi-hat. An
exaggerated movement of touching the heel to the floor on either
side of the foot board will help internalize the “side to side”
technique,




PRE]JMINARY Hi- I—Lu MD‘VFME.“JT Eﬂﬂcrbﬁ

This is a four-line exercise, The frst line consists of upbeats on
the hi-hat with the previously described heel-up technigue. The
cecond line is upheats with the recking motion, The third line has
sontinuous Sh-notes flanging on the downbeats and closing the
hi-hat on the upheats. In the fourth line, you play continucus Bth-
notes using the side w0 side technique.

The recommended practice procedure is six melronome markings {slowr o fasth.
The recommended beginning tempo is quarter-noe = 61,

Heel Up
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RECOMMENDED PRACTICE PROCEDURE PrROGRESS CHART

Entire exercize six fimes ot each mefronome marking A0 472, A4 A& 48, 50, 52, 54, 56, 58, &0, 63, 66, 69, 72, 76, BO, B4,
BA. 92 94, 100, 104, 108, 112, 114, 120, 124, 132, 138, 144, 152,
140, 148, 174, 184, 192, 200, 208

Six MeTRoNOME MARKINGS (SLOW TO FAST)
BEGINNING TEMPO - nunmm-Hm ﬁn




— BALANCE

I have heard students complain that while executing certdin
grooves or figures involving both feet, they feel awkward or off-
halanes at the drumset, Obviously, they need o overcome this
awkwardness in order to play naturally and effectively, My
salution is to approach the way we use our feet at the drumset in
much the same way as we walk and run. When we walk, we
have o have both feet on the ground momentarily as we switch
froom one foot 1o the other, IF we don't, we will lose our balance,
When we run, it is no longer necessary to have both feet
touching the E]'-::rl'lj'n::. as we switch fram one foot 1o the ather, Our
speed creates momentum that enables us to switch in mid-air
without losing our balance. In effect, we are making innumerable
smiadl leaps.

Ta me, walking is much the same as playving slower tempos
or figures that have a lat of space. In order 10 help maintain
balance, | leave my bass drum beater on the head or put my heel
down on my bass dram pedal berween notes. When 1 open my
hi-hat for long notes, T put my heel down, IF [ were to open my
hi-hat with my heel up on a long note, while playing the bass
druny, T would feel like 1 was falling towards my hi-hat due to 2
momentary lack of support. However, if [ keep my heel down

while opening my hi-kat, 1 have suppornt and balance. Jist as in
walking, when the period of transition (space between the nowes)
is long, we need the stability of our feet on the ground.

Playing faster tempos or figures thar have lile space is like
running. In these instances, it is not necessary o leave the beater
on the bass drum head, or put your heel down when opening the
hi-hat. The next note, or combinations between the feet, will
scon follow and there isn't time for gravity to take effect and put
one off-balance. Because the period of time berween opening
and closing the hi-hat is shom, the drumimer, like the runnper, uses
his momentumn @ help carry him along,

The remaining section of this chapter, and paris of the orher
chapters, are devoted to developing steed, coordination and
Galance between the foet. There will be many fimes in working
omn this when improper movement of the fecr will resull in
imbalance, Try to remember: on long apen notes, put your beel
doipn ot your Bi-bat and/or rest the bass drum beater on 1he
head, or leave your beel down on your bass drum pedal, On
shont riodes, eetr vour beels up,

Armro EXAMPLE

The three previous sections addressed bass drum rechnique, hi-hat
technigue and balance betweeen the feet. This exercize is designed o
coardinate all three concepts.

The accompanying exercise is based on plaving aiternating
1Gth-ncies on the snare drum. When you see the hi-hat and bass
cram written i oo, play the hi-hat instead of the snare. The hi-
hat is opened at the same tdme Cadtd wour fooi) and cdosed on the
fellorving 1Eth-note, All domnbears and “&'s" will be played with the

i land, and all “e's™ and "a's™ will be played with the left hand

Repeat each line and play the entine exercise al quaner-note = 60 as
2 wam-up; then play the exercise straight through with no nepeats.
The recommended practice procedure is eight metroncme markings
{slow to fast), playing the entire exercise two times at each
rmeronmme marking.

When there are two hi-hat/bass drum combinations in
sucoession, don't close the hi-har in bereeen the notes—Ileave it
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[Hannmmmnzu PracTicE PROCEDURE -

Enlire exercise by Hmes at goch metronome |1'|t:|r'-:'|-.-|g

o
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perfect oppormunity Lo expenment with
and
s |

This exercise presenis
balance berween the feet As | mentioned earlier, short open

'l 1 [ e ey
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EicHT METRONOME MARKINGS [SLOW TO FAST)

PrOGRESS CHART

40, 42 44, A&, 4B, 50, 52, 54, 56, 58, 60, 63, 66, 69, 72,76, 80, B4,
38 97 94, 100,104, 108, 112, 114,120, 125,132, 138, 144,152,
160, 148, 176, 184, 192, 200, 208

yaur heel down, Therefore, in a one-note combination, open
vour hi-hat with your heel up, #nd in a two-nete combination,
e spma e B AT e maE YeT el down



. PRELIMINARY HI-HAT/Bass DRUM EXERCISE® FURTHER STUDY U0 LY @i

Using the same exercise, all the notes played on the snare drum
can be converted into 32ndenote double-strokes. This example
uses the frst two lines from the Preliminary Hi-Hat Bass D

Exercise
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2 Contemporary Styles

his chapter focuses on the conceptual development of
contemporary styles or feels. Leamning about many different styles
is part of what it means 1o be an accomplished, versatile and
musical player. I have sought to provide conceprual develop-
mental exercises thar run the full gamur of woday's music. We will
explore styles ranging from funk, jazz, fusion and rock to
Brazilian, Afro-Cuban and Afro-Cuban 6/8's.

These exercises attempt to do more than just provide a
sampling of grooves. The ability to really play in 2 number of
different feels stems from the conceptual development and
understanding of those different feels—not from learning a few
grooves, In these conceptual development exercises, we will oy
to gain an understanding of the logic or rhythmic concepts
underlying each of these styles, so that playing them becomes

—~. FUNK CONCEPTS

more natural, The goal is to be able to express your individuality
within a particular style. Anyone who has played in a wide
variety of situations knows that having a number of different
styles at your disposal, and being able to play them all with
feeling, is a welcomed skill.

Listening is also a very unportant aspect of leamning new
evles. An accomplished player is also an accomplished Hsterner,
Seek out recordings of different sryles and try 1o imitate what the
drummers are doing, Imitation is a natural process of learning
and even of developing your own individuality. Don't be self
conscions aboul cofmang something that has alread)y boen done,
especially if it was done well How else can you discover what
basn 't been done before?

- T

“Growd, Wake me fendd” said Paul Jackson on the Headhunters
album. (not to be confused with the Herbie Hancock record alsc
entitled Headbunters). God answered Paul's request by making the
entire San Francisco East Bay funky. If there is one style of music
that the San Francisco bay area can lay claim to, It is funk, or, in
local Jargon, “East Bay Grease" Bands such as Sly and the Family
Stone, Cold Blood, The Pointer Sisters, and of course Tower of

Fower all evolved out of the experimentation with Afro-Cuban,
thythm and blues and Motown influences that was happening
iny the rniddle o late 505 in the Bay Area

I was bormn, raised, and did mest of my musical study in the
Bay Area, 50 naturally | have a strong affinity with funk music.
Consequently, a large section of this chapter is devaoted to funk
rhythms.

W All lirnbs plaving off each other without any ostinatos,

Fuank rhythms for the drums can be broken up into fowr basic afifiroaches:

B A steady pattem or o8tinato in the hands combined with a syncopated pattemn in the bass diom.
W An ostinato in the bass drum part and a syncopated pattemn in the hands.

B "Linear phrased funk,” where unison notes betwesn the hands and the feet, or between the hands themselves, are very uncommon.

Funk is often categorized with labels like "half-time funk ®
“guarter-nole funk,” "Sth-note funk,” “16th-note funk,” "funk-
Latin” etc. These categories refer to specific types of feels. All
well-rounded pldyers have internalized personzl libraries of
grooves that fit all these different feels, and have the abilicy o
play them using any one of the four approaches, They are also

mrr

capable of adapting and altering their grooves to compliment
different styles of music within the funk genre. The first part of
this chapter focuses on developing these different funk styles, as
well as developing the coordination necessary for playing in a
wide variery of funk situations.



. SIX-WAY BEAT

This exercise is a conceptual study based on the fArst approach,
an ostinato with the hands and the bass dram part is syncopated.
First, work on getting the hand pattern comfortable while paying
strict attention to the open and closed hi-hat indications and
snare drum accents. All unaceented snare drum notes should be
in sharp contrast 1o the accented notes. These "soft" notes are

Six-Way Beat—Hand Ostinato Pattern

Avpio ExaseLr

commoniy referred o as sympathetic or ghost notes, Their name
describes the way they should be plaved, A wide spread in
dynamics on the snare is one of the main components of =
successful groove, If all the snare drum nores are plaved at o
near the same volume, the bear will sound clumerad and the Sl
will he compramised.
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Below are six different bass drum patterns added o the hand ostinato pattern:

Six-Way Beal with Bass Drum Patterns
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A~ Sx-WaAYy BEAT® FURTHER STUDY

Play this exercise after all six bass drum patterns have been
mastered. Here, you simply combine segments of the previous six
lines in arder o create more melodic phrases, I have written 2
four-bar phrase to illustrate how you can combine the different

Avnro EXAMPLE

bass doam patterns, You should learn how 1o play this phrase, and
then move on o creating your own phrases and randomly
combine the six bass drum patterns As a further varation, vou car
substitute the cymbal, prefesably the bell, for the hi-hat

(ch = Q L'.' - 0 ( - 0 = = o
=g | T x;=i e e EEECEETE Hi s
P e T e o r i B e o i =
o ¥ » = - T & -' -
G = @ -~ 0 B e e =~ 0
= [ ==
| | = | | | _ | |
= ' - ' —E—J—I g I A — d ] i“
- [ o r"i-‘”"' - & =, @

~_“1 ‘A’ 4” FUNK

This exercise is called "7 ‘A’ 4" Funk because it relates 1o the
Iocation of the snare drum notes. The first snare dnum note of the
pattern is on the last 16th-note of beat 1 ("a”), and the second
note is on beat 4. Moving the backbeat from beat 2 to the “a" of
beat 1 was made famous by Harvey Mason on Herbie Hancock's
tune "Chameleon” (from the Headbusniers album). I think of it as
an orchestration or substitute for playing the ‘bass drum on the “a”
of heat 1. Bass lines often have this note in their rhythmical
framework.

Beass Dyrum and Snare Combinations
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Aupio EXaMPLE

Consequently, this groove is a refreshing alternative to straight
and 4" on the snare and the bass drum on the "a" of "1."

The first and second funk approaches are covered in thi
exercise. You have differenmt bass drum patterns against a steach
snare pattern, applied to the four various ride patterns. Whil
playing Ride Partern 1, play each of the five bass drum and snar
combinations. Then do the same with ride patterns 2, 3 and 4.
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Example: Ride Pattern #1 with Bass Drum and Snare Drum Combinations A—E

Avpio EXAMPLE
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. FUNK APPLICATION B AUDIO EXAMPLY

This exercise, which also wvtilizes the first Funk approach, offers further possibilities for development of coordination and
independence, Thers are sight ride patterns and each is played over 2 constantly changing bass drum rhythm. On your bass drum,
play the notation from the fGrh-Note Soroce-Groups of f and [T

Ride Patterns
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Funk Application Example

This example uses Ride Pattern #1 combined with the bass dnum playing the notation from the frst four bars of the 16th-Note Sowrce
Groups of I Remember, all the vide patievns are to be pla yed against the notation from the 10th-Note Sonrce-Groups af I
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When this has been accomplished, apply the same method wtilizing 16th-Nate Sonree-Groufis rf I,
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~_STEPPING STONE PROCEDURE

Lot me offer a sugmestion for developing a type of coordination  figuring out where and how all the different Timbs fall together, 1
where one or more limbs are plaving a constantly repeating  feel it is better and more musical to play the repeating parts at a
pattern and another limb is playing a syncopated part. Instead of  faster, more realistic tempo, and build up the syncopated parts
plaving the patterns at very slow tempos znd mathematically  #nofe by note,

Example: Using Ride Pattern #1 from the previous page and the first bar from the 16th- Note Sowrce-Groufs of I
[1] Play the ride pattern al quarter-note = 1040, [2] Once the ride pattem is comfortable, add the first note {played
120 B 4 - |

an the hass drum) and onfythe first note from the above
mentioned bar, Always contiue playving the rde pattemns.
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[Bl-Once step two is comfortable, add the next note (the “a” of"17) [l Onee the new addition feels comfortable, add the next note
: T T [ . T L
while continuing to play the dde pattem. Again, don't stop {the "a" of "2"} and s0 on.
playing the constant parts
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It is impervative that new notes wot be added unfil hase already betng played become comfortable and relaxed. Qiberwise the flon
ard the groove will be disturbed.

The advantages of this methoed are threefold. First, because the F]'.]'.'.l.”’j.". 252 Im.ll'[ of huildi_ng up the sg:rncc-]:uaced part note
constant parts are being played at more realistic tempos, there i note, il i easier to .]uQQE aln-:il have control over the :.:r.z:mrfrcy o
mare fecling 1o the particular groove, It i= more musical and each nul::._’[’he hale-l: idea is to I_:-renk down 2 gTOOVE Or pamer
definitely less tedious from a learning standpoint. - and build it up piece by piece, 5:151::4._-:1 of s:lc:-wmg it dc.q}-n in i

Second, becavse the constant parts are being played  entirety and then gmdu:_:]l}r ::p-':r:-:l_mgljr up. Threaughout the bool
contintously, they become established and narural much sooner  this method for developing coordination will be referred 1o as th
than if they were played at slower, mose laborious tempos. Stepping Stone Procedure.

. i
PR S oot el Ay Al s iy ) fite B ) e e T e e e e



~ LINEAR FUNK

Limear fink, as explained in the fourth approach, whereby 16th-
notes are broken up berween the ride, snare, hi-hat and bass
drum, has made its mark as the “hip” way to play funk with
players like Steve Gadd, Dave Garibaldi and Dave Weckl,

This way of playing funk offérs the possibility of more
syncopated and modem-sounding grooves, It also repressnis a

.
s
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The Quarter and Stb-Note Source provides the notation this
linear funk study. There are guidelines that must be followed in
order o ﬂpp]}r 13H-nore linear fnk phrasing (o the notaion. As
itlustrated in the accompanying Lingar funeg exercise, each type
of note, or note and rest combination, is assigned a speciiic ride,

Whenever you see an
Sth-note, substiture i

with this phrase: Iy this equivalent phrase:

Quarter-notes, Sth-notes tisd o 8th-notes and Bth-
neles followed by an Bth-note rest, are subatitoted

very different approach to plaving ensemble figures. For instance,
an zccent on the "&" of “4" doesn't necessarily have 1o be a crash.
It is possible 1o play the accent on vour hi-hat withour the bass
drum, or on your snare, of at the same time have the accent
integrated into your beat. For me, linear funk offers the most
challenging and intricate way to play a unk groove,

enare and bass drum phrase which we will call Linear
Substitutions. At first, the application will be slow; however, the
method is simple, You merely subsiitute the appropriate phrase
for its equivalent note or note and rest combination.

CQuarer-notes followed by a quarter-
note cest are substituted by this
equivalent phrase:
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Dotted guarter-notes orf guarter-notes
followed by an Sth-note rest are sub-
stituted Ly this equivalent phrase:

= =

or |
=T = Y T _i_.,_.d..i R
e

Datted guarter-notes followed by an Sth-note
rest or quarter-notes followed by two Bthe-note
rests are substinuted by this equivalent phnse:

_ e
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The example below uses the first twvo bars of the third line from the Quarter and Sth-Note Source:
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This tvpe of application, wherehy a phrase, pattern or rudiment is
subssitated for a specific note or note and rest combination will
be refemed 10 a5 2 Concepitual Application Study, A nondown

E—‘T__] Cuarter-note =

—

S ﬁ*!
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E| Ath-note =
[F—

@ Dratted quarer-note =

=, de=l

@ Cuarter-note fellororect bar an Sth-note rest =

5 = &

of the substitutions for these two bars is as follows (please refer
o the example as you read this description), beginning in the fArst
biar of the third line:

€] Doted quarter-note follomed by an Ath-note rest =
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. LINEAR FUNK® FURTHER STUDY Auvpio Exampik |

Thie exercise incorporates an accent on the third bear of each bar  the note on beat 3 is on the hi-hat, you must accent it and re-
in order to create o “backbeat.” Incorporating a backbeat in every  orchestraie the note onto the snare. Remember that all
Har will make this application sound much mare like a groove. I unzecented spare cdrum notes are o be considersd ghost notes.
vou are already playing a note on the snare drum on beat 3, Play them softly, This example uses the same two bars as the
simply accent it. If, however, as in the second bar of the example, previous example.

Without Backbeat
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. ADDITIONAL LINEAR GROOVES

AUpro EXAMPLE

Here are three additionz] linear grooves that vou might enjoy:
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. SwING TIME CONVERSION

in this exercise, we conven standard quarer and Hth-note notatdon
into a triplet feel, This makes it possible to read standard notation
and instantznecusly convert it into a "swing” or shuftle feel. Every
drummer should possess this skill, because 99% of the charts
written for swing and shuffle feels will appear in standard quarer
and Bth-note notation, This skill is also valuable because it allows
us 1o completely reinterpret all standard notation into swing time
for the purpose of developing technical exercises, grooves, fills,
coordination concepts and solos, In the sections that follow, we
will frequently employ swing tfime conversion.

I have used the first too bars from the Quarter and Sth-Not
Sowrce as an example. These two bars are superimposed over
bars of Sth-note trhplets and finally convernted into swing time,

Basically, there are only two points 0 remember: first, the
downbests in the orginal standard notation remain downbears
Second, all upbeats correspond to the third note of the riplet o
their respective beats (1 tnp LET, 2 trip LET, 3 trip LET, 4 trip LET)
If you have an upbeat writen on the “&" of beat 1, it will be playes
at the same time as would the last note of the tdplet on bear 1.

Let's take a look at a breakdown of the example:

B The only complicated part of this conversion process is dealing with the upbeats (notes on the “&" of beats 1, 2, 3 ar 4.
In the first bar there are upbeats on the “&" of beats 1 and 2. In the second bar we have upbeats on the "&" of beats 2 and 4.

B The “triplet transposition” shows how the upbeats are repositioned 1o the third note of the riplet on beats 1 and 2, (in the firs
bar), and the third note of the triplet on beats 3 and 4 in the second bar, These notes are also marked with an asterisk ().

B The conversion shows what remains after you 1ake out all the unaccented notes of the wriplet transposition.
The downbeats have remained and the upbeats are now moved 1o the third note of a riplet grouping,

——

* # 4o *
Quarter-Eighth o N * | o N
=1 TR N 1 |
¥ * * *
-3 > I=>=272 i = 3 == F 3 = 3 =
(=
Triplet L | el e e e e e e el e [ ey
Transposition e e - ‘!
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. - fice o] N | | | N M
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Apply the Swing Time Conversion concept o all of the Quarter
and Sth-Note Source. First play alternating Sth-note triplets and
accent the notation as described in the previous instructions.
Then, by leaving our the unaccented notes, play the notation in
swing time. Master this abiliry, It will be a valuable skill
throughout your playing sndeavors.



A Lty EXAMiLE

. SHUFFLE APPLICATION

This section focuses on developing coordination and inde-
pendence for the shuffle feel. Here we use the quamer and 8th-
note notation that [ have supplied. The exercise is based on
CONVErting e notation o swing time and applying the converted
notation 1o shufile ride patterns, This application s identical in
concept 1o the earlier section entitled Funk Application

There are five double-time and two half-stime shuffle ride pat-
terns, each of which is plaved over the bass drum plaving the
Chuarter and Sth-Note Sanree in swing time,

Shuffle Rides | in piwisitoms® b, sy
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The cample uses ride pattern #1, along with the frst four bars of the Carter and Sth-Note Source. As mentioned before, if you
encounter coordination difficultizs, implement the Srgpping Stone Procedure described earlier in this chapter,
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o~ SWING TRIPLETS

After reviewing my playing experience and honestly taking stock
of my strengths, would consider myself more a progressive
fusion player than a jazz player. In my opinion drummers like
Elvin jones, Tony Williams, Jack Defohnette and Al Foster, 10
mame a few, are fazz players. However, if T were 1o single out
one exercise that has heiped me the maost in becoming proficient
ar playing jazz, it would have o be this Swing Triplets exercise.
This exercise provides a strong practical foundation for
playing jazz. [t siresses extensive use of all four limbs and helps
earablish the ipler feel necessary for playing jazz. Much of the
phrasing in swing playing stems fram the use of triplets
(including broken triplet groupings and “orchestrating” triplets),

<. SWING TRIPLET EXERCISE

I this stody, your bass drum will be playing, 7 suwing time, the
notation from the Quarter and Sth-Note Source, On your ricle
cymibal, you will also play the notation in swing fme o that your
ass drum and ride cymbal will be playing in unison. On your
snare drum, you will be flling in all the triplet notes that are not
being played on your ride cym wal. Your hi-hat can be played on "2
znd 47 or on all four quanec-notes

Take 2 look at the example below, The thythm that is playsd
on your bass drum and ride cymbal is taken from the first two bars
of the Quarter and Sth-Nate Source. Since you are playing in

Swing Triplets Example

Thic section is aimed at initiating this process. OF course it does
not constitute 21l there is to know about playing jaze.

As with any musical stvle, proficency in jaze playing requires
2 Jat of listening and further independence exercises, Seek our all
the jazz recordings you can and search for the roots of this
Amecican art form. Drummers like Philly Joe Jones, Max Roach,
Art Blakey, Billy Higgins, Elvin Jones and Grady Tate are some of
the zll rime grear jgzz drummers, It 8 imponant that you gain
insight a5 to where the feeland phbrasing of fazz comes from. The
emphasis of this Swing Triplets exercise 15 © allow vou 1o get
vour foot in the door and help you play jazz better and more
camfortably. %

Avpro ExAaMPLE

swing time, there are wiplel spaces or "gaps” in the ride pattern
These spaces are filled in with notes played on the snare deum, Ir
arher words, all the notes within continuous Sth-note tiplet
where the ride cymbal # rof played, gre played on the snare drum

More specifically, you will notice that the ride cymbal is on th
first and third notes of the tiplet on “1,7" and the third note of th
triplet on *2" (in the first bar of the example). The snare drum, i
turm, is played on the second note of the triplet on "1 and the fir:
and second notes of the triplet on "2." Examining the musi
exampie should help clarify the concept.
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A SWING ® ALTERATIONS

[ have devised rwo rules or alterations w help with playing this
svercise at faster speeds. When. you apply the Suing Triplet
Exercise 1o the entire Quarter and Sth-Note Source you will
nerice instances where there are three, four and sometimes five

consecutive notes being played on the snare drum. The purpc
of the alterations is to break up the larger groupings of sna
notes so that at the most, only fuo conseculive nates are bei
played on the snare drum.



- s SWING ®* ALTERATION I

This rule applies to spaces between notes which are greater than
a quarter-nate and begin on a douwnbear The accompanying
example uses the second bar from the notation (Duarter and
Srh-Note Source). You will notice that berween beat 2 and the "&"
of hear 3, there is & space grealer than a quarter-note.
Consequently, there are four notes in succession on the snare. In
order to break up these notes, you must move the snare note that
is on the dountbest within the space, to the cymbal.

Lock at the music example below. The note in question 18
the snare note on beat 3. With the alteration, it is now played on

Avpro ExXAaMPLE

the cymbal. [t is also helpful to remember that if a space hegins
on beat 1, and is greater than a quarler-note, e snare note on
kear 2 will be played on the cymbal. If a space begins on beal 2,
and is greater than a quamer-note, the snare note on beat 3 will
he plaved on the cymbal, as it is in the example. IF the game
happens on beat 3, the snare note on beat 4 will be played on the
cymbal. Finally, if the same happéens on beat 4, the snare note on
beat 1 of the next bar will be played on the cymbal. Look for the
places in the Quarter and Sth- Note Source where Alteration
applies and practice the example with the alteration.

—_— e e e ————

Alteration [

. SWING ® ALTERATION Il

Swdng Alteration [T applies 1o spaces between notes which are
greater than a quarier-note and begin on an upbeat The
following example uses the fisst and second hars of the third line
in the Quarter and Sth-Nole Source. You will notice that
Alteration | applies to the space between beat 2 and the “&" of
beatr 3 (the space is longer than a guarter-note and it hegins on a
dounibear, However, the space from the &7 of beat 3 in the first
bar ta the “&" of beat 1 in the second bar is where Alleration IJ
will apply (the space is greater than a quaner-note and il hegins
an an upbeat )
Alteration Twill also apply to the space from the "&° of heat
1 £y heat 3 in the second bar, The nates in question for Alrerarion
If are the third note of the twriplet on "4” in the first bar and the
Alteration [

Alveranon I

Arnio EXAMPLE

first note of the wiplet on “17 in the second bar. Also in question
is the third nore of the triplet on beat 2 of the second bar.
Normally these notes would be played on the snare dram;
noweaver, with the alteration, they are played on the cymbal.

Ali notes thar are on the third beat of & triglet within a space
swhere Alteration Il applies will be playved on the cymbal instead
af the snare,

Furthermore, if there is a downbeat directly following the
third nore of a triplet, it is zlso moved 10 the cymbal, The first
note of the wiplet on beat 1 of the second bar exemplifies this.
Play the example both with and withour the alteration so thar you
hecome accustamed o the concept of Alferation [

Alreration [
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In order to make practical use of the Swing Triplets, you should observe the following:
e

M The snare drum has to be played softly. Sometimes the snare is accented while playing jazz; however, within the context o
Swing Trplets exercise, it is net, o

B The bass drum also has to be plaved lightly. Swing is punctuared maore from the cymbal than the bass drum. If the bass dﬁ-}_ﬁ
played too loud, the feel will be too heavy. When playing swing, don't approach playing your bass drum as though you <o
playing a funk or rock groove, A ;

™ Remember that you are playing triplets and not 8th or 16th-notes, The triplet feel is the basis of swing time. Without it, yoigis
won't be swinging. _

B After you have mastered the application of the Swing Triplets 1o the Cuarter and Sih-Note Sottrce, try 1o break up the Notayic
Play two bars of time and then two bars from the notation. Or play four bars of time followed by four bars from the notatian

| Or play six bars of time and rwo bars from the notation. Experiment with all different combinztions.
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~~ SWING* FURTHER STUDY

This exercise will help establish a greater degres of independence  This means that the snare will never play more than fwoe DO
beraeen your rde cymbal and snare drum, and berween your fide  successior. It remains exactly the same as in the previous me
cymbal and bass drum, Initially, this study for the Swing Trglets  when your nde cymbal was included. The only difference no
may prove to be more difficult than the previous method.  that the ride cymbal is playing its own steady pattern, If vou 14
Mevertheless, it is useful in leaming how to play swing tme where ook at the example, you will notice that what is wrimen for
the ride cyrbal maintains the steady swing ride and the snare and  snare ared the bass drum is identical to the altered exampl
bass drem continue to have syncopated interplay, Alteration II. Practice this slowly, as it will take same time t0

Essentially, your snare drum and bass drum play in exactly the  comfortable with the concept. The Stepping Stone Procediere I
same way as the previous method. The bass drum plays the  be useful here, The accompanying example uses the first
notation in swing time and the snare plays all the unaccented wiplet  second bars from the third line af the Quarier and Sth-Note S0

notes. Continue to apply the coneepts of Swing Alteraiions [ and 7, o
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. BrAZILIAN RHYTHMS ® SAMBA

The samba is one of the most popular musical styles of Brazil.
The rhythm of samba is famous worldwide and has become a
necessary parl of every drummer’s vocabulary. This section will
fearure exercices for the development of your feet, as well as
exercises [or independence between the feet and hands.

e SAMBA ® PRELMI__NARY Bass DruM AND HInHm_.* EXERCISE

Ariney ExXAnMPL

Veur feet have to be strong and independent in order o play a
samba, First begin by practicing the bass doum exercise (with a
metronome) along with the different hi-hat patterms.

Heel L2
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I you have difficulty executing the hi-hat patterns, refe

Playing a samba requires a much different approach than playing
funk or rock, Remember that sambas should be light. They should
create a “floating” feeling, With the exception of the surdo drum
{the cversized floor tom-like dram that is playved with a mallet), all
Brazilian percussion instruments are high-pitched and soft or light
in texture, In order to emulate their sounds on the doums, sambas
showld be played lightly and delicately. You should also stive to
have an even balance on the drumset while playing a samba.

It thould be noted that Bmzilian music is traditfonally wriften
it 244 [ have written the rhyibms in <4/4 fo make it eqsier 1o
apply the Source Matevial, which i also writtent tn 44,

I ——————r
TR ACE H°
» to the bi-hat techwical section on pages 18 and 19.

Don't let any individual part of your set, such as your snare, |
dnim, hi-hat or cymbal, dominate or overpower the other pars.

Airto Moreira, Robertinho Silva (Milion Nacimentio, Toni
Hora) and Tea Lima (Dizvan, studio sessions), among others,
masters of the samba. Try listening to any recordings with th
drummers to get a better sense of the samba feel. In gene
listening to any Brazilian music will help your understanding
samba,



. SAMBA ®* PRELIMINARY HAND PATTERNS

Applyving these four hand pattems will help solidify vour feet and
insure proper execution of the bass drum rhythm. Pay close
attention to the notes your bass drum plays in unison with these
preliminary hand pattérns, namely, all downbeats and “a's."

____________ -

A good working tempo range for playing sambas is quaner-note
120138, Try to develep this exercise up o that range of spee,
This will provide a sirong foundation for the hand and COgy
dination exercises on the upcoming pages.
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Next, we will add the [ollowing eleven hand rhythms, Play these
over the bass drumshi-hat patterns, with your hands in unison,
one hand on the snare and the other on the cymbal. Ohserve all
accents, Accents make the difference between a rhythm played
with feeling (a groove) and just a bunch of nozes.

Ao ExXAMPLE
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—~_SAMBA ®* FURTHER STUDY [

AUDIO EXAMPLE

In this exercise we begin to develop a greater degree of
independence for playing sambas, Set a geal for yourself of being
able to play whatever you want over the samba foot pattems.

The following six ride patierns are o be played over zll
eleven hand rhythms from pages 36-37. While playing the first

Ride Patterns

ride pattern with the right hand, play each of the eleven hand
rhythms with the left hand. Then move on to the second ride
pattern and play all eleven hand rhythms against it. Do the same
with the third, fourth, fifth and sixth ride patterns. The example
shews each ride pattern aver the first hand rhythm

Example With Hand Riythm #1
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. SAMBA ®* FURTHER STUDY I1

This study adds another dimension of independence by
developing your ability 10 play many different accents and accent
groupings while plaving alternating 1oth-notes, Uiilizing the 16th-
note notation in the 1686-Note Scurce-Groups of [ and [T, you

sinply accent the alternating 10th-notes that correspond to the
notation. In other words, you accent the notation that [ have
supplied while playing alternating 16th-notes. This example uses
the first four bars from 16th-Note Source-Groups of 1,
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. SAMBA *® FURTHER STUDY III

Here, the same ideas in independence are stressed as in the
previcus exerdse, except that Sth-note wiplets are used instead of
1th-notes. As you become able o play both this and the 16th-
note accentuation from Fusther Stady I, numerous possibilities
for Alls and solas will open up.

Use the 8th-note riplet notation that 1 have supplied
CAccented Sth-Note Triplet Sorrce) over the samba hass dram/hi-
hat patems.

Ao EXAMPLE

First, play the notation using alrermare sticking, then with unison
sticking, and fnally, substitute flams for the existing accents. All
zccents that fall on the #Aghe stick become right-hand flams. all
accents thar fall on the left srick become lefi-hand flams.

The examples use the first bar from the Accemtad Sth-Noie
Tripler Source. Each example is written according to the
instractions,

- 3
1 P LT |
Alternate =
Sticking = -‘L-’—f; I
b . = 3
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Unison T - =
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AUDio EXAMPLE

o~ SAMBA ®* FURTHER STUDY IV

Nodice that this ride pattemn is orchestrated between the ride cymbal
and the Hoor tom.

The example uses the O
Growbs Of One.

The following exercise is the most difficult independence
application for the samba. Your left hand plays the nomrtion from the
16th-Note Source-Grougs of T and 1T Your dght hand plays the ride
patterns from Samba/Furiber Study f, and also the orchestrated

first four bars from the 7aib-Nore Sowce

"Tek, 2e&, e 428" dde pamem that is writen below.
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~~ SAMBA * TwO HAND PATTERNS AUDIO EXAMPLE
Here are Ave tero-hand patterns, | often use the fiest three in fesion semings, while the fourth and ffih mere closely resemble traditiona

samba rhythms. As before, play these pamemns over tha samba hass drum/hi-hat combinations.
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. SAMBA HAND ORIENTATION

The purpose of this section is to try to clear up any
misconceptions or misunderstandings concerning samba hand
patterns. It has been my observation that mast drummers, with
the exception of those from Brazil, are unclear as to precisely
what to play with their hands in order to make a samba feel
authentic. It is common to find drummers proficient at playing

the samba bass drurn ostinato, yet vague with regard to the hand
pattems played over the bass drum, This ambiguity distracts from
the samba feel even if the bass dnum ostinato is played correctly.
It is important to understand that a very specific hand orientation
is necessary in order o play a genuine samba,

o “SAMBA CLAVE”

Below are two rhythms which [ call the samba clave. In teaditonal
Brazilian music, there is no "clave” thythm, as there is in Afro-Cuban
music, However, these next two rhythms senve 2 similar purpose in
Brazilian music as does the clave in Afro-Cuban. The “samba clave”
provides an underlying rhythmie structure and orientation that is
essential when performing a samba, While working with Tania Maria,
I realized that these rhythms, or abbreviations of them, were
dominant in sambas. Then, after listening to numerous Brazilian
recorcds, T noticed that they occur throughout the music on almaost
every instrument, [ heard the rhythms on the percussion instruments
(cuica, pandeiro, mmborim, ago-go bells, whistles), on the guitar,
piano, hass, and of course, on the drums. Eventually [ stareed to

=
= N []

incorporate these thythmes into my hand pattems in order 1o produce
a samba with 2 samba feel

Yon will notice that these o thythms are basically the reverse
of ane another, Consequently, it is important © determine which
rhythm is being emphasized by the music, so that your hand
orientation will be appropriate. If the music is emphasizing the first
chythra and your hand paterns are hased on the second, the feel will
b awloaard, The same is tue in Afro-Cuban music. Mamely, if the
music and percussion is based on a 2:3 clave and your beat is based
om a 3:2 clave, the drums will clash with the rest of the nstruments. It
isn't necessary 10 play these rhythms verbatim, but rather to
incorporate their strecture into your hand patterns,

|
[

A~ SURDO ACCENTUATIONS

Below you will find five patterns which illustrate different
accentuations that are played on the Brazilian surdo drums. The
surdo is an essential part of the samba rhythm. Therefore it is very
useful 1o incorporate some of the rhythms played on the surdos into
vour hand patterns while playing sambas. This can be easily

[1]

o

accomplished by playing beats 2 and 4 on your floor tom. Patems
2 3 4 and 5 illustmate vanations on the basic "2 and 4" of the surdo.
I have Found that varous combinzicns of the Sterdo Accentfuarions
and the samba clave are invaluable in creating hand patemns that
make for a mue samba feel.
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~_PERSONAL RIDE PATTERNS

Here are three hand patterns which T often use in playing a
samba. The second patern combines elements of the samba
clave and the Surdo Accenfuations, Try (o create your own
patterns, employing the samba clave and the Surdo
Accentuations. Your sambas will benefit immensely from this
type of approach.
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Avptr EXAMPLE,

T

. BAIAO

Like the samba, the baido (pronounced “by-cun") is a prevalent
musical and rhythmic style from Brazil, Due to its constantly
repeating rhythm, the baido can be classified a5 an ostinato. In
my opinion, there are three bass drum astinatos that regquirs
squally advanced degrees of independence and coordination:
sambea, baido and the Afro-Cuban tumbeao. This stdy is based
on the baido.

e BﬂLiﬂ'PRELEﬂNﬁRY ]:,XERCISE

e ———e—— T U ¢ w8 e i ——— ——

This exercise illustrates two possibilities for hi-hat patterns, to be
played along with the baido bass drum figure. In patten A, you
play the hi-hat on upbeats. In pattern B, you flange the hi-hat on
the downlbeats and n:l ~se it on the upbeats. Master both examples
before moving on.
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The general purpese of this section is o provide exercises and
independence studies o make the baido as flexible as the samba.
I am particularly attracted to the baiio because it has more
thythmic space than the samba and it seems o propel the tme
more. Also, due 1o the syncopated bass drum ling, the downbeats
aren't as labored as they zre in the samba. In addition, the baido
offers wonderful groove and solo possibilities

Avpro EXAMPLE




At Examerr

~~ BATAO* HAaND EXAMPLE

In this exercise you accent the notation from the 16th-Note
Source—Chroups of I and I while playing alternating 16th-notes
over the bass drum/hi-hat pattern. This offers numerous
possibilities for fills or sclos over the baifo. As a wanm-up o this

exercise, play alternating 16th-notes, without the accenrs, on the
snare drum. Then move on to accenting the notation. The
Stepping Storze Procedure is very helpful here. The example uses
the first four bars from the 16th-NMore Sotrce—Cronups OfF 7

~_ BAIAO® FURTHER STUDY I

Avnro ExXaMeLe

This exercise opens up new passibilities for fills and soles over
the baido by wsing roll combinations. Here, all wunaccented notes
of the aliemating 16th notes from the previous exercise (which
uses the Toth-Note Sowrce-Groups of Tand IT) are converted inte
A2nd-neile dogeble-strolzes,

In other waords, i vou have 2 right-handed unaccented 16th-nate,
you simply replace it with a right-handed 32nd-note double-
stroke, Left-handed unaccented 16th-notes become lefi-handed
3lnd-note double-strokes. The example uses the first four bars
from the I6th-Note Sowrce—Groubs of 1.

i
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_ Barao FURTHER STUDY Il * RIDE PATTERNS

A Exasrrr

Now we will increase the coordination level of the baido by
aclding indspendence between the hands. Play each of the six dif-
ferent ride patterns illustrated in the samba section with the right
hand, and play the notaton from the 7Gih-Note Source=CGroufs of
I and [Twith the left hand.

vou will And these combinations very challenging at frst. 1 sug-
gest that you use the Stepping Stone Procedure, The [ollowing
examples illustrate all six nde pattems coupled with the first rvo-
mars of the 16Gth-Note Source-Groups af [,
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. AFRO-CUBAN RHYTHMS

S

—

Afro-Cubzn rhythms, like Brazilian chythms, are influencing
music all over the world. A solid working knowledge of these
rhythms is imperative if you want to be a versatile player. T am
called upon in praciically every playing situation o execure some
sort of Latin or Afro-Cuban feel. These rhivthms represent the

The Basic Five:

main foundation for many of the grooves we hear on th
drumset. In this section, [ will Uy o give you a practical guide £
applying Afro-Cuban rhythms to the dromset. After many years
study, pracice and playing, ! have come up with an assormme:
of drnumset applications for what 1 call The Aasic fue.

_— . = = —

Mozambique Guaguanco
When playing Afro-Cuban rhythms, it is vital that you understand
the function of the elave (pronounced “clab-vay™). It is an integral
part of these rhythms. Sometimes T think of clave as the glue or
“centering force” that hinds them together. With its syncopated
parern, it anchors the rhythms, because at all times some part of
the clave can be heard. The beauty of it is that while there may be
unisons of any given rhythm with the clave, there will also be
courtterboint. Consider that in your basic Latin ensemble, there
il be at least four percussicnises. Sormething i3 needed to hold all
that rhythm together, The clave serves this purpose perfectly,

Mambo

Songo Afro-Cuban 6/8

Think of the clave not only as a centering force but also as
foundation on which to build. Onee you get used to it you w
always weleome ils accompaniment.

As you become mere involved with Afro-Cuban rhythms, yo
will discover that the clave is classified as either son or remb
clave. [t also may be either a 3:2 or 2:3 clave, Tt is a 3:2 ol
when the bar that has three notes comes before the bar that b
two notes, A 23 clave i the reverse of this. The onby differen:
hetween son clave and rumba clave is that in son clave, the thi
note of the har with threee notes is o/ beat 4, whereas in mamb
clave, the third note is on the “and™ of heat 4.



3:2 Son Clave
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There is a specific cowbell par that accompanies the clave, which is called the cascara, It is sometimes plaved with both hands on
the shell of the timbales. Due to the relationship of the cascara part to the clave, it can also appear in two forms, one the reverse of the

ather. The cascara part which accompanies the 3:2 elave looks like this:

Cascara with 3:2 Son Clave
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Cascara with 3:2 Rurnha Clave
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The cascama part which accompanies the 2:3 clave looks like this:
Cascara with 2:3 Son Clave
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Avpiy EXAMPLE



“pistening is mandatory! Seek oul those records that have the

original, "legit" sryles and also the more contemporary records. By
listening, you will get mare in touch with how these rhythms
<hould sound and Jfeel. You will find out how they work in
ensemble situations and what the bass player plays. Also, ey to get
together with sOme percussionists Lo hear how the rhythms sound
and work on the instruments for which they were intended, and
how they fit in on the drumset.

Avpro EXamMpPiLe

. MOZAMBIQUE

snare drum accent on the “&" of beat 4, or the "&" of
first pattern. All cowbell shythms can be played on the

The mezambique (prenounced "moh-zam-bee-kay™) drumset pattern can have a
bear 2. Below are three pamerns with three alternate bass drum rhwvthms for the
hell of the cymbal, The mozambique is based on the 23 clave
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~~ GUAGUANCO

Before you play the first guaguanco {(prenounced “wah-wahn-
kob") thythm, take some dme to familiacize yourself with the way
the cascara pam (on the cymbal or cowbell) combines with the
tom, snare and bass drum parts. You will notice that the
prientation is reversed, depending upon whether the pattern is in
2:3 or 3:2 clave,

When playing the guaguanco rhythm with a percussionist, it

can be more colorful if the drumset player plays the guaguance
based on the 3:2 clave. The drumset chythm will be answering
the percussion rhythm, which is based on the 2:3 clave.

Guaguanco (3:2)

Avpro Exisierr

It should also be noted that waditionally the guaguanco rhythm is
based on the 2:3 clave,

OfF the five guaguance patterns that follow, Numbers 1, Z and
3 are based on the 3:2 clave. Here, the drums will be ansvernng
the percussionist, Traditionally the melodic line "lays” over the 2-
part, such as in panems 4 and 5. It is also possible o reverse
these patterns so that they are based on the 2:3 clave, Patterns 4
and 3 are based on the 2.3 clave, Patterns 2-5 were created by
percussionist and fellow weacher, Frank Malabe,
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Guaguanco (2:3)
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. MAMBO

—

Here are two mambo patlems, the frst of which is the raditicnal
' bell pattern. Motice that there ars “optional” notes in the pamern
chown in parenthesis { ). These notes indicare where the mambo
bell pattem can b varied.

Ao Exampere

Experiment with plaving the bell pavern by playing all of the
aptional notes, then some of them, and finally drop them all cut.

The second pattern is & groove that incorporates elements of
the mambo bell patern and the 2:3 clave, The mambao is based
on the 2:3 clave.

Mambo (2:3) : 2
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A SONGO

The senge is one of the most recently-developed Afro-Cuban
rhythms. It deserves special attention because it wasn't created on
congas ar Umbales but rather on the drumset. Thanks o the
inventiveness of Jose “Changuite” Quintana, drummer/limbalero
with the Cuban group Los Van Van, we now have an Afro-Cuban
shythm which originated on the drumset.

Songo Patterns

Avnro EXAMPLE

I have included four songo patterns, along with three possibilities
for “optiong] variations.” While playing the songo, it is possible to
slip one of these varations in as a substitute for the first bar every
four bars. This will make your songe sound *looser.” Patiern 4 is
another Frank Malabe creation. The songo is based on the 2:3
clave,

My personal preference is to play the hi-har on beats 2 and 4
with mv fool; however, it is traditionally played on beats 1 and 3.
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. AFRO-CUBAN® ALTERNATIVE GROQVES

After vears af experimentation, 1 have come up with some variations on the more traditional Afra-Cuban 1'h1r'[hm5_ With the exception
of the songo, none of the Afro-Cuban chythms were designed for the drumset, and often seem to sound better on hand percussion

than they do on the drumset. This dilemma prompted me o find alternatives.

. COMMON ACCENTS

Here is a rhythmic phrase, or group of accents, that is inherent in the mozambique, puaguanco, mambo and songo:
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If you take a moment o look over the above-mentioned rhythms,
vou will find that they all contain some orchestrated form of
these Commot Accenls.

With this in mind, 1 felt it would be interesting 10 come up
with grooves based on the Common Accents, but oriented to the
drumset, The songo does deserve special mention and could be
considered an allernative itself. First, it §s a rhythm that was
created on the drumser. Second, due 1o its rhythmic striucture, it
fits in easily with many of the traditional Afro-Cuban rhythms.
Third, the Common Accents are very clear in the songo rhythm.

Common Accent Patlterns

T T TR

And finally, once you become comfonable playing, orchestrting
and making adaptations of the songo, you will find that it
becomes a style and (eel all unto itself,

The Ff}ll-:':-wl:'tg patterns are a way of adap[ing Afro-Cuban
rythms to make them “fit bener” on the drumset, Patterns 1, 2
and 3 are hased on the Common Accenf concept. Try 1o come up
with your own grooves based on these accents and then get
ngether with @ percussionist.

Arnio Exanuerir
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[t is generally accepted that the 4/4 clave evolved from the 6/8'.
The original &8 clave can be found in African rhythms hundreds
of years old. While practicing, notice that the 6/8 and 4/4 claves
sound very similar, despite their drastically different sounding
cowhell thythms.

To hear 6/8% played in a contermnporary setting, [ recomanend
Chick Corea's album Towchstone Alex Acuna's performance is, in
my opinion, one of the best 6/8's on drumset recorded o date. It
would alse be advisable to get a hold of some traditionzl
recordings in 678, o better understand this feel and where it
cornes fron

6/8 Cowbell Rbythm (Nanigo) with 6/8 Clave on Cross-stick

-+

The examples below illustrate three possible wavs w notate the
&8 cowbell thythm over the &/8 clave. The fizst is the traditional
method, the second is the way it would look in 4/4 time. The
third, T feel, is the most peactical way to notare the /8 cowbell
rhvthm and clave,

Generally in contemporary semings, becavse of the way that
648 is wrilten, counted, or felt, it i more appropriate, [ feel, 1o
notate it in one bar rather than in two bars or in 4/4.
Comsequently, 1 have chasen o write out all the 578 in cne har.
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.. 6/8 To 4/4 CONVERSION

This example

gth-note in &8 is equivalent 1o the halfnote in 474, it is oossible to analyze

This is done as follows:

dlustrates how the 678 cowbell thythm and clave relates to the 474 cowbell thythm and its clave. Provided that the dotted
and compare the teo rhythms and their respective claves.

1 Ser 2 metronome or drum machine to play the dotted Sth-nate pulse.
2 Play the &/8 cowbell rhythem along with iis clave to this pulse.
3 When this is comfortable, switch o playing the 4/4 cowbell thythm and its clave. Keep in mind that even though the pulse

remains the same, it's now equivalent to the half-note in 4/4,

4 Keep swiching back an
the roo claves hack and forth.

d forth herseen 6/8 and 474 untl it feels naral, then try 1o leave out both cowbell rhythms anc just play

‘

~_ 0/ 8 AND COUNTERPARTS

Arvpro EXAMPLE

&5 and Counterparts Is an exercise in combining the 6/8 cowbell chythm along with the dotted 8th-note p
wo African &/8's. Get well acquainted with the primary rhythm before anempting any one of the
Procedure if necessary.

number of counter thythms indigencus

fve counter thythms. This will prove to be 2 serious exercise in coordination. Remember to use the Stepping Stone

Primary Rbythm

Lt i
0P
Counter Rbytbm 2

Bl continues

Counter Rb ythm 4

Counter Rbytbm 1
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Counter Rbythm 3
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attern with the bass doum, to a



- ALTERNATIVE GROOVES IN 6/8

Here are a few mare patterns which may help provide you with
drumset-oriented alternatives o traditional rhythms, Pattern #6
was created by Frank Malabe, Groove #8 s an anticipatory
riptirm. After playing the first two bars, keep repeating the
second TWo.,

1]

Avoie ExXAMpeLe

All the ride parts can be played either on the hi-hat or the bell of
the eymbal As with 2ll the patems that [ have written, play the
unaccented snare notes softly (ust a reminder),
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~_TUMBAO

In the previous sections, we explored a number of Afro-Cuban
rhythms and covered some aliematives to the traditicnal rhythms.
Here, we will go a step further in the same direction.

Tumbao means bass. It usually refers to the bass line or the
rhythm played on the lowest conga drum. One night [ heard
Dave Weckl and Anthony Jackson playing with Michel Camilo,
and I was struck by their unique, modern 2pproach o playing
Afro-Cuban chythms. It was a new and refreshing alternative, one
which sounded more appropriate on the instruments they were
playing. Essentially, they were weating the tumbao as if they were
playing a funk ostinzto, On his bass drum, Dave was playing the
rhythm of the Afro-Cuban tumbag (bass par) and on tap of this
he played patterns which, while derived from Afro-Cuban

Baido* Tumbao Ostinato Comparison

Al Baido ostinato

—

[ Y]
L TP

bt

rhythms, were totally innovative in this context, That was the
heauty of it he could have played more traditional-type phrases,
but he chose not to. The pattern with his bass drum was enough
o convey the Afro-Cuban feel,

Another advantage of this approach is that playing a part on
the drumset that is complimentary o the traditional rhythms,
rather than imitative of them, leaves more room for the
percussionist.

The procedure for studying and applying this exercise is the
same @5 in the baida section, except that the bass drum notes on
bests 1 and 3 are omitted, When these notes are cmitted from the
b:,ﬂﬁe::— ostinato and the rh‘:-"[hm is converted to cut-time, the hass
drum pattermn becomes the same as the rhythm of the common
Afro-Cuban bass line, or umban.

g——=—x

Convering te oul time = tumbad

=

e =
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The following six examples illustrate the Afro-Cuban bass
drum/hi-hat cetinate, along with the six ride patterns from the
haiio section. However, notice that the pamsmms are now wriiien
in cut-time.

Ride Patlerns In Cut-T; ir_ﬂe
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Ao EXAMPLE

Ride

Rigles wrf 1um]:u.-::u
L (iL >J 3,1‘
o)

J &)
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Ride Ride w/ tumbao

Fp il R

Ricle w/ mumbao




Tumbao* Ride Pattern Example: Ao ExAsMperr

Play all six ride patterns the same as in the baifo ostinato section
aver all the notation from the Quarter and Sth-Note Source. This
example shows the Afro-Cuban tumbac bass drum and hi-hat
pattern with the first ride pamermn. This is coupled wath the left hand
playing the nottion from the first eight bars of the Cwarter and
8th-Note Source.
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Now apply the remaining ride patterns to the Qudarder and Sib-Mote Sonrce.
. TuMBAO® FURTHER STUDY I AUDIO EXAMPLE

Mow, while continuing the tumbao pattermn on your bass drum ancl hi-har, play aliernating Bth-nates on the snare drum and aocent the
notation from the Quarier and 8th-Note Source,




-~ TuMBAO ® FURTHER STUDY II AuD10 EXAMPLE

Here we embellish Further Study T by changing all unaccented
notes into i6th-note dowble-strokes. This exercise, along with the
others, will greatly increase your independence in playing the
rumbao ostinato, The example uses the first eight bars from the
Chearier arid Sib-Nore Source.
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o TuMBAO ® PERSONAL RIDE PATTERNS Arnio EXAMPLE

Here are some additional ride patterns of mine which I use while
playing the tumbao bass dnum rhythm, Again, try o come up
with some of your own




3 Rbytbmical Concepts

his chapter is devoted to the explorstion of All and solo concepis. 1t is by far the most advanced chapter of this book, due o the leve] of
difficulny of the exercises and concepts it covers, A hrief classification of the subjests to be coversd is as follows:

B Rolls, including mult-aceented condensed phrasing, and combining five, seven, and nine-stroke rolls

B Paradiddles—conceptual application studies for 10th-note, 16th-note triplet and 32nd-note paradiddles,

B Cross-rhythms and cross-rhythmical applications.

B Multiple hand and foot applications of =ix and nine-stroke rolls.

B Hand and foot combinations, including linear phrasing.

B Polyrhythms and polyrhythmical applications.

B Orchestrated, polyrhythmic and cross-rhythmical flam and paradiddle zpplications.

Careful study of the two previous chapters is recommended
before you hegin this chapter. You will be much beter prepared
1o explore these concepts if vou have mastered the materizl in
chapters 1 and 2. As in the second chapter, the main emphasis
here is o provide and llustrate concepts that will enalble you o
invent your own patterns. This should be your goal as you study
this material. Instead of just adding some new "licks”™ o vour
repertoire, try 1o gain an undercstanding of the logic and feel
behind these concepts so that you can make them your own. In
short, work wward playing in your own volce,

Many sections of this chapter make use of rudiments,
sometimes played very fast so a strong technieal and rudimental
foundation is necessary, IF vou don't already feel confident of
vour technical ability, I suggest that you spend more time with
the frst chaprer.

Everything in this chapter is geared toward practicz] application
These concepts are intended to be played with ather musicians.
Have fun with them—don't labor over them because of technical
handicaps.

Most sections of this chapter have recommended tempos or
metronome markings as “goals” which I feel i3 a necessary and
appropriate way to apply these concepts, There ace also
recommended practice procedures, i.e. “Eight metronome
markings—slow 10 fast" Refer o the beginning of the book for
an explanation of this procedure. AN sections should be practiced
with a melronome or dnum machine,

fodern cross-rhythmic and polyrhythmic concepts will be
explored. It 15 essential that you have a clear understanding of the
common pulse as you work on these congepts, Metronomes and
drim machines are the perfect toals for this,



. RorLiNG IN TRIPLETS

This exercise is designed to build your roffing skills for fills and
solos, By developing the ability o play triplet rolls in addition 1o
16:h and 32nd-nore ralls, you incresse the number of situations
where rolls can be applied.

For instance, if you are playing tempos that are wo slow for 16th-
note rolls and too fast for 32ad-note rolls, triplet rolls work
perfecthy. Trplet rolls are also very useful for playing fills or solos
in swing and shuffl= feels.

. ROLLING IN TRIPLETS® STEP I

This first siep is necessary for applying 16th-note wiplet double-
strokes ta existing quarter and Sth-note natation. While playing
alternating Sth-note triplers, accent the triplet notes that
correspond o the notation from the Quenrter and Sth-Note Source
(this, of course, is done Ia “swing time.” Refer back 1o to the

SN ) |

Swing Thme Conversion section in the second chaprer if you are
unclear about convening standard notation into swing time). The
example uses the first four bars from the Quarter and Sth-Note
Souree, and illustrates how the notation corresponds to altemating
Ath-note triplets which have been accented accordingly,
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~ ROLLING IN TRIPLETS* STEP 11

Avpro EXAMPLE

Nowe we will add double-smokes to all the unaccented notes (notes
of the triplets that do not correspond to the notation in the Quarser
and Sth-Note Sowurce). Look at the music example below and
ieolate the first beat. The first and third notes of the triplet on beat 1
are accented, the second note is not. The unaccented note
becomes a double-stroke.

e e

| D

Keep in mind that all right-handed uwnaccented notes become
right-handed dowble-strokes, and all lefi-handed unaccented notes
become lefi-handed double-sirakes.

Using the triplet roll concept, play the entire Cuarer and StH-
Note Sowrce at a slow tempo, When you feel comfortable with the
exercise, use the practice procedure of eight metronome markings,
slow to Fast. A suggested goal for speed is quaner-note = 200,
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Procress CHART

4D, 42, A4, 46, 4B, 50, 52, 54, 56, 58, 40, 63, 64, 69,72, 76, 80, B4,
88,52, 94, 100, 104, 108,112, 114, 120, 124, 132, 138, 144, 152,
140,168, 176, 184, 152, 200, 208

RECOMMENDED PRACTICE PROCEDURE
Enfire exercise one tima at each mefronome marking



~~ ROLLING IN TRIPLETS ® FURTHER STUDY I Wit TOoMS Aupro Exampr

Here is a suggestion for orchestrating the triplat rolls, In this
exercise, vou play the gocented notes on the toms instead of the
snare, For startess, play the right-hand accents on the low (floor)
tom, and the lefi-hand accents on the high tom, as in the example
below,

-~ Rﬂume IN TRIPLETS ® FURTHER STUDY I me Accm TS {}N CYMBAILS

Aupro EXanpis

Here is another sugpestion for orchestrating the tdplet rolls. In this on the cymbals, so orchestraling every other accent might feel
exercise, epery otber accent is played on the cymbals in unison  bit awhward ar first, With 2 Bde practice it will start (o feel mor
with the bass drum. The comman tendency is to play gperyaccent comforable and the end result will be much more interesti ng.




A RDLLING IN TRIP[ETS (As AppLIED TO THE ACCENTED STe-NOTE TRIPLET SOURCE)

Applving loth-note triplet rolls to existing notation is taken a step
further in this section. Here, you will be using the Accented St5-
Note Triplat Source. Application of 16th-note triplet rolls 1o the
Accented Sth-Note Tripler Source is 2 simpler process than It i3

. ROLLING IN TRIPLETS * STEP II

with the Quarter and Sth-Note Source. Since the notation is
already written n Bthi-note tmplets, it isn't necessary to apply any
SWINZ UMe conversion.

Ao EXAMPLE

The following exercise is identical ta Step [T of the previous section. All unaccenied notes hecome 16th-note triplet double-strokes.
Thne example uses the st four bars of #1 from the Accented Brh-Note Triplet Sovrce.
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RecommENDED PrAcCTICE PROCEDURE
Hq:,r numbers 1 = 10, faur firmes of each matroneme m-:rking

~~_ TRIPLET ROLLS* EKAMPLE I

ProGreEss CHART

AD. A2 AA 46, A8, 5D, 52, 54, 56, 58, &0, &3, 46, &9, 72, 74, 80, B4
B8 92 94 100, 104, 108, 112, 114, 120, 124, 132, 138, 144, 152,
160,188, 174, 184, 192, 200, 208

EicHT MEeTRONOME MARKINGS [SLOW TO FAST)

When using the Accerfed Sth-Note Triplar Source marerial, you
will notice that oocasionally accents ocour on the second note of
the triplet groupings. Previously, all accents have been an either
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the first or third notes of the triplets. The following example
lustrates the “inside” accents by using the Arst four bars of =3
from the Accented Sth-Note Triplet Sowrce.
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-~ TwiPLer RorLs e ExampLE III

The nest two examples, which are not based on any extra source
material, represent an interssting way 1o use tiplet rolls, and the
resulting Agures are polychythmic. In this example, every iripled
note played with the rght band is accented.

e l'_:ll- - ——y et :

Accenting in this manner accenuates the quarer-note triplet. The

sccompanying example shows how the accents line up with
guarter-note triplets

= TRIPLET Ro11s® EXAMPLE IV

I

In this example, every triplet note played with the left hand is
accented. This emphasizes the quarer-note triplet starting on the
second note of the Sth-note triplet on beat 1.

The following example shows how the accents line up with the
Justaposed quarter-nate rplets.




AT:::P/ Borrom EXERCISES IN TRIPLETS AND 16TH~NGTE5

Avnio EXAMPLE

This section explores a number of possibilities for developing
combinations herween the hands {the “top") and the bass drum
(the “hotiom™. After hearing Tony Williams play awesome
combinations between his hands and his bass drum, [ felt
compelled 1o fipure out some éxercises that would help me
develop 2 similar ability, Using the Accenfed Stbh-Nofe Triplet
Source, I was able o come up with a method for improving my

hand/foot coordination and develop what I call Top/'Bofrom
cormbinations.

Applyving these o the drumset, both in wplet and 16th-note
Form, @5 fairly simple. You merely play all the accented notes with
vour hands i wsison and substinute 2ll the wnaccented nofes with
your bass drum. 1 usually split my hands up around the drumser,
ie., lefi hand on snare, dght hand on floor tom.

=1 on the first page of the Accenred Sth-Note Triplet Source would ook like this:
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Letters A and B, of the Top/Bottom Exercises In 16th-Notes, would look like this:
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Practice haoth the triplet and 16th-nate Top/Baticm combinations
at a slow tempo, paving close attention to the accuracy and
evermess of the triplets and 16ths, as well as the balance berween
vour hands and foot. Once vou feel comfonable, gradually

increase the speed. Eventually vou should be able o StllFIF all the

) o = L B e P [ e e T L b R e S e s s
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becomes natural 1o play combinations like this during fills or
salos. Incorporating your bass drum amid hand figures will
greatly increase your [l and scolo capabiliny, as well as elevating
and adding color to your overall playing.

I might add L'-h-:r, these exercises provide the perfect
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A~ TRIPLET AND 16TH-NOTE FLAMS

The exercises in this section are designed to improve your ability  The first exercise utilizes the accompanying Sth-Note Triplet Flam
1o play flams. Your goal should bBe o make flams an integral part  Notation and employs "Swiss Triplet Sticking.” Swiss triplet
of vour playing vocabulary. As with the Top/Bottom  slicking is a more economical way than the tradidonal American
combinations, the drumming of Tony Williams was my main  method o execute the rudiment called the flam accent
inspiration in developing these flam exercises.

Flam Accent* American Sticking
3 g 3
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Flant Accent+ Swiss Sticking
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Clase ohservation of the tea flam examples shows thar the Swiss method requires only fio succesive strokes in each hand, whereas
the American method requires three, Due o this "energy-saving” feature, I decided to use Swiss sticking in the flammed Sth-note

rriplets whenever possible, Be sure 1o check out the stickings
Avpro EXAMPLE

8th-Note Triplet Flam Notation

Simile
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RecomMeNDED PRACTICE PROCEDURE Procress CHART

A0, 42, Ad, 45, 48, 50, 52, 54, 56, 58, &0, 43, &%, &%, 72, 74, BO, 84,
BE. 92,946,100, 104, 108, 112, 116, 120, 124, 132, 138, 144, 152,
140, 168, 176, 184, 192, 200, 208

Enfire exarcise five fimes at eoch metronome marking



I'viplet-to-16th-Note Conversion

T

This exercise converts the flammed Sth-nate riplets into 16th-notes. The 16th-note conversion uses the same sticking as the original

g
riplet exercise. Here is an fllustration of how the first four bars of the Sib-Note Triplet Flam MNotation are converted into 16th-note flam
notETion:

F o 3 3 .
porT=ciin r:-:-"dﬁ'-_:"pr-ﬂ'. IIPIET T _ﬂ:-.:-'r_._m i :-m-'ﬂ i:lﬂ‘:".'l"'"ﬁ-ﬁ"':'lﬁ?d“l VIFFEZSCoTes i e EXTRIIRTIE:
5 15 B J | J J b b J
B @ B @v'ﬁ&*“vﬁﬂ*w'ﬁ- ﬁ':'“ 'ﬁf'iﬂw-eﬁﬂ-d:-- F :::::e E -L"-rr_ﬁ
e ] T e Bt s R e et vl ] :~‘: o i Fa SH BRI Th R L Fa

16th-Note Flam Notalion
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RECOMMENDED PRACTICE PROCEDURE ProGRESS CHART
Enfire exercise five fimes ot sach metransme marking 40, 42, A4, 46, 48, 50, 52, 54, 55, 58, 40, 63,66, 49, 72, 756, 80, B4,
a8, 2, 94, ]G‘:‘ :Eh'! ]I:IE 112 114,120, 124, 132, 138, 144, 152,




~_16TH-NOTE PARADIDDLE APPLICATION

In the second chapter, T introduced what I called a Conceitual
Application Study, a process by which a phrase, pattern or
combination is substituted for a specific note or note and rest
combination from given materizl. This section is another
Conceptual Application Study which uses the Quarter and Sib-
Note Source. The application of 1éth-note paradiddles covered
here will be especially helpful in increasing speed and
endurance, building agility around the drumset, and increzsing
your fill and solo capabilities.

Substitutions

gth-notes are substituted by tovo 16th-notes, played either RL or LR

h}. =

L L R

Carter-notes,
petradiddies

RLER LRLL

I was originally introduced to this study through a similar system
devised by Kenwood Dennard. His approach used Ted Reed's
nock Syncopation For The Modern Drummer, which [
recommend a5 an additional source for guarter and Bth-note
notation. Every type of note (8ths, quaners and dotred quarters)
and every type of note and rest combination is assigned a specific
16sh-note paradiddle. The exception is the Sib-nofe where i is
assipned only two 16ik-nates, played either RL or LR

— = = s

quarter-nate rests, fth-notes tied to Sthenotes, and Sth-notes followed by an Sthenote rest are substituted by single

Dotted quamter-notes or guarter-notes followed by an Sth-note rest are substituted by dowbie paradideies.

af

T (| ]
wy Tl i ok

RLRLRER LR

Doted quanar-notes followed by an Bth-note rest or quanernotes followed by tevo Bth-note rests are substituied by triple paradiddles.

of : : ar

ALRLRLER  LRLRLRLL

Before attempting to play this paradiddle application, T suggest that

you simply play alternating 16th-notes and accent the notation.

This will help familiarize you with the way the 16th-note paradiddle application will sound. Here is an example using the first twa bars

fram the third line of the Quearter and Sth-Note Source.

|




MNow that you know what is assigned to each type of note and each note and rest combinaton, simply substitute the appropriaie
paradiddle for its corresponding note, or nowe and rest combination. The Arst example uses the first and second bars from the third line
of the Oraner and Sth-Note Souwrce, The notation and substinutions for these two bars is as follows:

16th-Note Paradiddle Applications Example Atpio EXAMPLE

¥ 2 3 (&

i
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i e TS T i

e ——T

(I Quarnter-note—nplay a single paradiddle,
@ Ouarter-note followed by an Sth-note rest—pilay a doubls paradidedle.
@ Doned quarter-note followed by an Bth-note rest—nlay a triple paradiddle.
i Dotted guarter-note—play a double paradiddle.
& Sth-note—play two 16ths (KL (You play RL because there is a
left hand stroke preceding the 8th-nore.)
B Ouarter-note—play a single paradiddle,

(ty Bth-note——play two 16ths (LR)
becauss a right hand stroke
precedes the Sth-note.

Practice this application slowly until the concept hecomes familiar. Onece you feel comfartable with i, apply the paradiddle substintions
to the sntire Quarter and Sth-Note Source. The Recommended FPractice Procedure 13 eight metronome markings (slow 1o fast) A
suggested geal for speed is guarter-note = 208,

RecomMENDED PracTicCE PROCEDURE ProGress CHART

Enifire exercise one fime ot each mefraneme marking 40 42 24, 46, 48, 50, 52, 54, 5%, 58, 80, 43, &4, &9, 72, 76, BB, BO,
8d, 92, 96, 100, 104, 108, 112, 115, 120, 125, 132, 138, 144, 152,
140, 1468, 174, 184, 192, 200, 208

EIGHT METRONOME MARKINGS [SLOW TO FAST)
GoaL - Quarter-Note = 208

~ 16TH-NOTE PARADIDDLE APPLICATION ® FURTHER STUDY AUDIO EXAMPLE

In this study, all the accents are plaved on the cyvinbals. Keep in All righthand accents are plaved on crash oymbals, and all lefi-
mind that the first note of each subsiitution i3 the one that will hand accents are playved on the open and then closed hi-hat. The
example vses the Arst and second bars, from the first line of the

conrespond fo the notdation.
Chiarter and Sth-Note Source.

i |
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ReconMENDED PRAcCTICE PROCEDURE ProGRrRESS CHART

40, 42, A4, 44, 48, 50, 52, 54, 556, 58, 60, 63, 64, 69, 72, 76, 80, 84,
88,92, 96, 100, 104, 108, 112, 114, 120, 126, 132, 138, 144, 152,
180, 148, 176, 184, 192, 200 208

P 5 r I -
Entire exercise one fime ot each matronomea marsing

EicHT METRONOME MARKINGS {SLOW TO FAST)
GoaL - Quarter-Note = 208
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~_ 16TH-NOTE TRIPLET PARADIDDLE APPLICATION

This neXt exercise is identical in concept to the 15th-note
paradiddle application of the previous section. Here, however,
ioth-note friplet paradiddles are being applied. It should be
ohvious that ceraln tempos will not be approprizte for straight
léth-nare paradiddles, being either too slowr or too Tast In such
instances, loth-note friplsf paradiddles will provide the perfect
altermative,

You will notice that there 15 4 complete listing of all the
different trpes of paradiddle substitutions, except for the Sth-noie

Substitutions

on an wpbear In that instance you would play fwo 16th-notes in
tripler form, either vight to feft hand or left 1o right hand. As in the
previous section, simply substitute the appropriate paradiddle for
its comresponding note or note and rest combination.

Since 16th-note rriplets are being used, the notation wont
work unless it is converted to swing time (refer to the “Swing
Time Conversion " section of the second chapter),

Ath-notes or Sth-note resis on downbeats are substituted by single paradiddles:

h or
=

| B

RLRR AR,

Bth-notes on upbears are substituted by two 16th notes in triplet form—played either RL or LR:

B oo S

L

B

Cuarter-notes, quarter-note rests, 8th-notes tied 1o Bth-notes, and Brh-notes followed by an Sth-note rest (on whbeatsor downbeals) are

substituted by douile paradiddies

RLRLRR LRLELIL

Dotted quarter-notes on dowrnbaals are substituted by a double and single paradiddle combination:

RERLERRLEELE I_I{LHT.IHLHH

Joltedd quarter- S5 oOr fuarier- 5 o an Ath-n rest o tehfeeris are substitoted by feinfe baraelidellos
Dotted quarter-notes or quarer-notes followed by an 8th-note rest on wpbeals are substituied by friple paradiddies

| ar o v o o 1 AL e '

| I ] i | JEa]
11- i ) ¥ | | T :
= T " HIHLRI:R_H-- LELRLELL

Start off by playing swaight alternating 16th-note triplets, and accent the notation in swing time. This will help you hear how it will
sound when you I:.-egjn a]‘:-l'_rl}i'iz‘.g the 16th-nots triplet paradiddles. It is helpful to remember that all downbeats will remain domnbeats,
and all upbeats will be played on the % note of each 16th-note tiplet,

Example of downbeats:

= g e & = 5
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Example of upbeats:




An example of the nowtion accented amid aliernating lfzh-note wiplets follows, The notation is the third line of the Quarter and Sib-
Nate Source.

Brc,

Onee you are comfonable with this, begin the triplet paradicdle  guarter-note = 138. The substitution example uses the first two
suhstitutions. 1 recommend practicing this ac eight metronome  bars of the third line from the same notation, A description of the
markings (slow to fast), with a sugpgested goal for speed being notation and the substitutions for thess two bars is as follows:

16th-Note Triplet Paradiddle Application Example

(1 & (3 @ &) (Y i () )
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T Quarter-note—substitute a double paradiddle.
@ Ouarter-note—substitute a double paradiddie,
@ 8th note rest on a downbeat—substitite an ynaccenied single paradiddle.,
@ Dotted quarter-noie on an upbeat—substitute a triple paradiddle,
& Sth note rest on a downbeat—substitute an unaccented single paradiddle.
i Daotted quarter-note on-an upbeat—substinite a wriple
paradiddle.
¢ Bth-note on a downbeat—substitute a single
paradiddle.
& Quarter-note—substitute a double
paradiddie.

@ Sth-note on an
upbeat—substitute
two 16th-notes in
triplet form (Fght to
left hand).

REcOMMENDED PracTicCE PROCEDURE ProGRESS CHART

Enfire exercise one fime ot each metronoma morking AQ. 42, 44, 45, 4B, 50, 52, 54, 56, 58, 60, 63, 65, &%, 72, 74, B0, Bd,
88, 92, 94,100, 104, 108, 112, 114, 120, 126, 132, 138, 144, 132,
160, 168, 174, 184, 192, 200, 208

Eickr MetroNoME MARKINGS (sLow TO FasT)
GoaL - QuARTER=NoTE = 138




Avpio ExXAaMPLE

This exercise is the same idea as the Further Studyin the previous
section. All accents (notes corresponding to the notation) are
p]a::,rﬁ:q! on the cymbals: dght-hand accents on the cmash combal,
lefi-hand accents on the open and then closed hi-hat.

Remember that paradiddles which begin on rests are unaccented.
The example uses the first two bars from the first line of the
Chearter and Snh-Note Jource.
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~_0ODD RUFFs® A STUDY IN CRrOSS-RHYTHMS

e

Now we come to a conceptual study of cross-rhythms. This section
explores how different cross-rhythms interact with a given pulse (in
4/4 time) and with each other. Cross-rhythms should not be
confused with polvrhythms. The enon cross-rbpthm refers 10 odd
groupings of notes, such as 8th, 16th or 32nd-notes, played in
succession, The odd groupings usually consist of three, five, six,
seven, nine or ten notes. When these are played in succession, the
first beat of each grouping does not coinctde wRth the downbeais of
eren-bar groppings (such as two, four, or eight-bar groupings).
Cross-rhythms cross over the barlines of evenbar groups.

Polyrbypthms ("poly™ meaning sl are two or more rhythms
played simultaneously against oné another, Common polyrhythms
include 3 against 2, 3 agains: 4, 3 against 4, and 4 apainst 6.

The downbeats of each riythm coimcide with one ancther, creating
sriisonts. For example, the polyrhythm 3 against 2 is three evenly-
spaced beats played at the same Ume as two evenly-spaced beats.
The fArst beat of both rhythms occurs at the same fime in every
measure or every time the polyrhythm is played

However, the first beat of an odd grouping in a cross-rhythm will
nof coincide with a downbeat for many bars. When it does, it will
oocur in an odd number of bars. For example, a cross-thythm in 4/4
time, where every group of three l4-nates is accented, will require
three full measures before an ascent will coincide with a downbeat.
Another example would be a cross-rthythm in 4/4 time where every
group of five 16-notes is accented. Here, five full measures are
reguired before an accent will eoincide with a downbear.
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Odd Ruffs* Two-Bar Phrases

The Odd Ruffs exercise illustrates five two-bar phrases of 1oth-
notes, in which three, four, five, six and seven-note groupings are
accented. Two 32nd-notes begin each grouping. You may
recognize the groups of three: this was a lick made famous by
Billy Cobham. The two 32nd-notes are a nice deviation from the
more traditional-sounding cross-rhythms.

Practice each of these tiwo-bar phrases with a metronome, It
is important that you learn to feel the time throwgh the cross-
rhythms, Playing cross-rhythms by calculation (i.e., executing
cross-rhythms by calculating that there are t2n groups of three
16th-notes in a two-bar phrase, plus a few extra 16ths), rather
than by feeling, will result in a tentative and uncertain execution.

When vou feel comfortable with the rao-bar phrases, try playing
four-bar phrases. This will further your understanding of cross-
rhiythms and increase your ability to feel them. In order to play
complicated figures such as cross-rhythms, a strong sense of time
and pulse is necessary. Consequently it stands 10 reason that your
averall sense of time will be strengthened as a result of leaming
how to play cross-thythms. Develop the speed of the two-bar
phrases sa that you can play them at a minimum tempo of
quarter-note = 120,
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- _~_ COMBINED SEGMENTS

——

The groups listed below, leters A-Q, offer a number of suggestions for combining the different odd groupings. All the groups are

ey | B ] H JAa T =
aquivalent to two bars in 44 time.
The first group, Letter A (37 3/ 3/ 5/ 5/ 5/ 4/ 4. indicates an odd grouping of 3" i played three times.
=_ e

maa s e )
Then an odd grouping of "3" g ": J -J played three times, and finally a grouping of “4" J':i ) J J S0 THNes,

(4 musical notation it looks like this:

Combined Segments* Example A—3/3/3/5/5/5/ 4/ 4 AUDIO EXAMPLE

LAl

- T “a:ga:.uif"'_ﬁa_i-- Lf_—.Hai.:.Bmt e ==

3 ) 3 3
& number of examples have indications of "+ 4, “+* 1, *+" 2, etc. This means that it is necessary to add thar number of 16th-notes in
arder to Al the total complement of thirty-two 16th-notes in a twvo-bar phrase.

Letter B (37 3/ 6/ 6/ 3/ 5+4) indicates that you play a group of *37 to Umes, a group of A" o Times, 2 group of "5" twe tmes, and
finally that you must add an additonal four 16th-notes. In musical notation it looks ifke this:

Combined Segments * Example B—3/ 3/ 6/ 6/5/ 5+4

e i e p T i T BT i
5 ) & o 5 o +4
Practice all of these caombinations until you are comfortable with themn. Again, [ suggest a mibinim speed of quarter-note = 126
Groups beginning with *37 Groups beginning with “4" Groups beginning with “37
e e L R D 4/4/5/5/5/3/3/3 G 5/5/5/6/6/3%2
B 3/3/6/675/5%3% E 4/3/3/3/6/6/6+1 H 5/6/6/7/7+1
C 3L TITIE A4 F S i I 5/5/5/ 7/ 4/ 442
Groups beginning with “6” Groups beginning with “77
T G/GSS5/ 474 ) 4+3 M TI6/6/5 /545
K G/fT7/T/3/505/3 N T/T/i3/3/4404
* G/G6/F6/3/5/75+1 0 TSTL5543 /5%

~~_ (JRCHESTRATIONS

The following are a number of suggestions for orchestrating the Gdld Rusffs. The first example uses the group of three 1éth-notes.

s A0 2ff, 2T
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You can apply these crchestrations to all of the different groupings. This will expand the possibilities for warking with the Odd Rufs
anel will at the same time increase your proficiency at playing cross-rhythms around the drumset. Applying the same orchestrations 1o

the grouping of "§'s” gives us this:

Odd Ruffs® Orchestrations (5's)
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This section represents a very important concept, that of
rhythmical awareness, Cross-thythms are the initiation into the
more progressive and complicated forms of rhythmic structure.
The ability to play cross-rhythms freely is a necessary component
for 2 mars musical form of expression on the drums. It makes

vour playing more interesting, All the great drummers use Cross-
rhythms extensively and freely. Spend 2 good deal of time on
cross-rhythmical applications and explore as many clifferent rypes
of crogs-riythms as you can

o {}_DD RUFFS* FURTHER STI__TDY I

Here is an alternative application for the different groupings of
the Odd Ruffs. Simply substitute a 16th-note flam for the two
37nd-notes at the beginning of each grouping. The following
examples show how the Odd Ruffs grouping will look when the

a2nd-notes are replaced by a 1&th-note flam, The sticking indi-
cated is what I consider the maost economical way to play these
figures. If my sticking suggestions seem awlkward, don’t feel
bound by them.
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First practice all of the two-bar phrases of the Odd R, using fams. When this is comfortable, apply the flams (o the Combinea
Segments of the Odd Ruffs. The example uses the first combination (Lemer A): 3/ 3/ 3/ 5/ 5/ 5/ 4/ 4.

Odd Ruffs* Further Study I: Combined Segmenis Example

Aunio .Em"lr.l_w:'?




. ODD RUFFs ® FURTHER STUDY II
Mow we will replace zll 16th-notes with 32nd-notes. For [ have given examples of each grouping 25 it sl appear when all
sxample, the criginal group of "3's” consisis of two 32nd-notes  16th-notes are replaced by 32nd-notes. Also notice that every
and two 16th-notes. When the 16th-notes are replaced with 32nd-  resulting 32nd-note phrase is assigned a specific type of
notes, you end up with six A2nd-notes, oaradiddie or combination of paradiddles, These are as follows:

B=o - A The “3's” become a double paradiddle.

e B The “4's* become a triple paradiddle.

€ The *5's” become a single and double paradiddle combination, or my own Hgure which 1 call 2 quintuple paradiddle,
D The “0's" become twvo double paradiddles,

E The “7's" become a combination of two single paradiddles and one double paradiddie.

practice all the two-bar phrases of the Odd Buffs using the 32nd-note phrases listed below, and make sure that you substitute the
- appropriate paradiddies, When this is comfortable, apply the 32nd-nate phrases with their corresponding paradiddles o the
Combined Segments of the Odd Riyfjs. The example below uses the first combination (Letter A): 3/ 3/ 3/ 5/ 5/ 5/ 4/ 4.

32nd-Note Groupings

B a F
: 25 | =

RLERLELRLL ELELEELRLELL
i orLELLELELERER or LELELLRELRLRR
R arRELELELERLL
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Odd Ruffs= Furtber Study II:t Example Letter A With 32nd-Notes

AupIO EXAMPLE

F R L :R® . EULRURLERLR L RLRLERLEG®RHERIMI ER®

LR B LR

Ultimately, [ encourage you to make up your own phrases Cnce you have worked out some Rgures of your own, you can
equivalent to three, four, five, six or seven 16th-nates. The reason apply them to the Combined Segments and, in doing so, you wil
For this Odd Ruffs section is to provide you with 2 method for have made good use of the Odd Fuffs method o develop vous
developing cross-rhythmical playing. own style of cross-rhythrnical plaving.
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—~_ ODD PARADIDDIES ® FIVES AND SEVENS IN 32ND-NOTES

There are many possibilities for paradiddles beyond the commeon
singles, doubles and triples. Here, we will explore paradiddles
equivalent to five or seven, 16th-noes. Since these odd paradiddles
are equivalent 1o odd groupings of 16th-notes, they will be cross-
thythmic in namre and will provide cross-rhythmic applications that
g0 beyond the previous Odd Frgffs section,

1 HAEe R R OL R T R L o Lier Lk R L
2 jo R P S (R + e+ S ¢ S e o] e S R
3 P [T A e L] e ATk En o e b S BT

The second Odd Paradiddie, labeled "7's,” has two stickings, This
is simply a combination of two single paradiddles and one
double paradiddle, or two single paradiddles and one para-
diddle-diddle. Here again we are dealing with 32nd-notes
Consequently, fourfeen 3Znd-notes is equivalent 10 seven 1ith-
notes.

P

R RorL R L L
| B L] i Bl o] B T

R R R Ll
LR RDL ELL R

Practice both of these odd paradiddles with all the different
stickings before moving on to the taro-har combinations.

The frst Odd Paradiddle, labeled “3's," has three different stickings.
Since we're dealing with 32nd-notes, remember that ten 32nd-notes
eruals five 16h-notes, The first sticking is simply a combination of
a single and a double paradiddle. The second sticking is called a
quadniple paradiddle. The thind sticking, which 1 introduced in the
previous section, is called & guintuple paradiddle.
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'~5:: o~ OpD PARADIDDLE Tw0O-BAR COMBINATIONS

T e - =

Avnio Examp i

The next example offers a method by which the Odd Paradiddles along with the single and double paradiddies, can be combined to
farm twa-bar phrases. First, each wwpe of paradiddle is assigned a number:

Single paradiddles = 1
Double paradiddles = 2
Fives =5

Levens = 7

The numbers are then combined to form two-bar phrases. Bemember that 2l these paradiddles are in 32nd-note form. The example
illustrates the two-bar combination 5/ 5/ 5/ 7/ 1/ 2/ 2/ 1. The breakdown is as follows:

5/ 5/ 5/ The “Odd Paradiddle/5's™ — played three tmes.
T The "Odd Paradiddle/7's" - played cne time.
1f A single paradiddle — played one time.

272/ A double paradiddle — played two times.

i/ A single paradiddle — played one time.

This exampls 15 equivalent to a mwa-bar phrase. Practice the E‘.-:‘E:l'r‘.s‘ﬂe until vou become amiliar with combining the different paradiddles.

= OTHER ODD PARADIDDLE COMBINATIONS

Here are three more suggestions for paradiddle combinations equaling rwa bars. Don’t forget to invent your own phrases!
=L TST5/5/17/2F2
ar 1S2I2 288 T

#¥3 5/T/1/5/T/2/2

~~ (DD PARADIDDILES® FURTHER STUDY

As a suggesiion for orchestrating these different combinations, Al pamadiddies that begin with the right band, are played on the
crchestrate the paradiddles exactly as instructed before, where  crash cymbal and all paradiddles that begin with the /g band, are
1wh-note pamdiddles and 16th-nate wiplet paradiddles are applied  played on the apenand (then closed) hi-bat.

to the Quardr and SiG-Note Solirce.
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. MULTI-ACCENTED CONDENSED PHRASING

The exercises in rthis section are designed Lo Improve your ability  Follow all sticking and pay special attention to the sticking in the
1o play various double-stroke combinations, both in 16th-note coverch line, which contains an eight-note phrase, followred by 2
triplets, and 32nd-notes, and to intersperse single-stroke dccents  seven-note phrase.

writhin the rolls. T have wnien seven, teeo-bar examples, or “lines”

wrhich will be used as source material for the combinations. The sticking is as follows:

practice all seven two-bar phrases until you can play them comfortably at quaner-note = 126,

Condensed Phrasing “Lines”
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~~ COMBINED ONE-BAR GROUPINGS = TwO BARS

The following exercise combines one bar from one line along with a bar from a different line. You can cornbine either the first or
second-bar from the first line indicated with the first or second bar from the other line that is indicated. In letter "A” for example, you
play one bar from "line 1" follewed by ane-bar from “line 2," Lenter "A” could be played as follows:

Letter “A”

1st Bar From Line 1 1st Bar From Line 2
& & & B o () i &
- - - - - — == = = e -
| Tk | 1
|

LS T

e

o n

FLLRELLRLLRLLRRLRELRRLAREL

e —

FLLERLRLLRRLRLLERLRLLERL

Combined 1 Bar Groupings = 2 Bars

I Lines 5 &7
J Lines 6 &
K Lines 4 &
&6 I Lines 3 & 5

A Linesl &2 E Lines1 &6

B Lines1&3 E Lines 1 &7
3 a5
2

Lo R |

C Lines1 &4 G Lines
D Lines 1 &5 H Lines

AUDIO EXAMPLE

~ COMBINED SEGMENTS = Two BARS

Here we have some more extensive and intricate combinations of  finally the seventh and eighth beats from line 5. In this example

the seven different lines. REefer o the downhbeats from the seven
lines as 1,2 3,4, 5 6, 7, 8mherthan 1, 2, 3, 4 -
“A" instructs you to play the first and second beats from line 1,
followed by the third, fourth, fifth and sixth heats from line 4, and

1225 A Temer

the ffth and sixth beats of line 4 are equivalent to the St and
second beats of the second-bar of line 4. The seventh and eighth
heats of line 3 are equivalent o the thind and fourth beats of the
second-barof line 5. Letter "A™ looks like this:

Example Of “Letter A” [Line 1 (Beats 1, 2) + Line 4 (Beals 3, 4, 5, 6) + Line 5 (Beals 7, §)]

Line 5

Line 1 Line 4

&
— e =

-

T

L LELLRLLRLLEL RRELREL RRLL RL RRLLRL RRLLRLLRRL RRLLRL

It may also be helpful 1o write our each example. (Don't Farget,
the numbers that appear in the parentheses refer to the beats that
are playved from the line indicated.}

At first, this method might seem 2 bit confusing. However, it will
help If you remember that whenever you are instructed 1o play
the fifth, sixth, seventh or eiphth beats from any given line, it i3
the same as playing the first, second, third or fourth beats from
the secorid-barof that line,

A Line 1 (Beats 1,7} + Line 4 (Beats 3, 4, 5, 6 = Line 5 (Beats 7.58)
B Line3{l 2)+Line5 (3 4 + Line & 3,6, 7,8
C Line7(1,2 3.4 +Lined(5 6.7 8

D Line1(l, 2 3]+ Line 3 (4, 5, 6} + Line 6 (7, 8)

-
—
Mot

E Line35(1 2 3,4) +Line 6(5, 6} + Line 1 (7, 8)

-
[
ol

FE Line 7(1, 2 %)+ Line 3{& 3, )+ Line 1 {7, 8)
G Line3(1 2)+Line 1 (3, 4 + Line 5(5,6,7, 8)

H Line 6(1, 2 3)+ Line 5 (& 3)+ Line 3 (6) + Line 4 (7, 8)

I Line7(1 2 3 4)+Line (5 6,7)+Line 1(8)



. JuxtapPoSITION OF THE SIX-STROKE ROLL (PARADIDDLE-DIDDLE)

The six-stroke roll, also known as the paradiddle-diddle, is 2  In other words, we are shifting the stasing position of the six-
familiar and widely-used rudiment in classical and contemporary  swoke roll in relaton © the downbeat. The resulting figures are
drumming swvles. However, the possibilities for uxtaposiion of  then combined and orchestrated.

the six-stroke roll are somewhat less well-known. To fuxtapose The following example illustrates five different juxtapositions
something means to shift or move its position in relation 1o for the six-stroke roll. You will notice that the two single strokes,
something having a fixed position, In this section we will practice  which initiate the roll are enclosed in boxes. For each position, the
starting the roll an different notes within 1&th-note triplets. baxes coincide with different notes of the 10th-note tnplets.

ey
1. [E TR R R L :
2. R R s L L
$an. B NabEael Rss
4 B I IE R I L
3. R ¥ i R L 3
= SIX-STROKE ROLL ® PRELIMINARY EXERCISE I AUDIO EXAMPLE

This exercise puts the Ave different juxtapositions together in a  Once you get this five-bar phrase up o speed, you will begin o
five-bar phrase. Motice that it is necessary to reverse the sicking  hear the different qualities of each position, as well as the
every lme you repeat the phrase. Practice this exercise until you  different possibilities for fills and solos,

can play it comfortably at quarer-note = 144.

R:-:J,!liLRRLJ,'IH,R'N L'ETLRHL"E.'EL T{JLLRHT RILL REL RL L RRIL RILL RR[L
LLRRILELLRRLRLLRRILRLLRRLR LIRRLLRLRRLLIRLIRRL LIRLJRRLLIR
g 5 8 5
=l = == =

s—

LLRLHRLI.RI_|RRLLHLR
RE|LR/LLRRELRLLRRILEL
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A~ Sm—_‘_jmoxﬁ RoLLe FURTHER STUDY I

The next example illustrates two possibilities [or orchestrating the six-stroke roll, One is 1o play the single-strokes of the roll (either RL
or LR) on the cymbals along with the bass drum. The other is to play the double strolees of the roll on the toms. The example uses both

the first and second juxtapositions,

- 6

- = (i} - &

i

—
L]
ma
=
£

. SIX-STROKE ROIL® FURTHER STUDY Il

Here, the two single-strakes of the six-stroke roll are replaced by
two bass drum notes. This can also be considered an exercise in
linear phrasing, These types of linear phrases, in which a double
on the bass drum Is interspersed with singles or doubles in the
hands, can be heard in the playing of Tony Williams, Jack
Delahneme, Steve Gadd, and more recently, Dave Weok] and
Vinnie Colaiuta.

The example below uses the frst juxtaposition. MNotice that
out of the six 16th-note wiplets, two notes are played on the bass

drum and the other four are played on the spare. (The four notes
on the spare need not be restricted 1o just the snare. When these
notes are orchestrated on other doums, vou will end up with a
incredible array of combinations.) You will also notice that 1 have
written three different stickings for the four snare drum notes.
These “alternate” stickings further increass the possibilities of
orchestration for the six-stroke roll. Develop this example 50 that
you can play it comfortably ar quaner-nore = 1332,

g g g g
m _|_|' m
_ 1 [roes ! 1 ! — |
{i ] !: ll [ Il ll J F. | Jr_ ; ! __J .lr w J—E:
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AUpio ExXaMPLE

o SI-STROKE ROI1Le® PRELIMINARY EXERCISE II

vou can leave it on the snare drum, so as to avoid playing three

bass drum notes in a row which would end to slow down the
exercice. Practice using all three aliemate stickings from Six-Stroke =
FolbFumber Study IT. Develop this exercise so that you can play it
comfortably at quarer-note = 112,

Now let's combine twva of the previous concepts, oamely, the five
different juxapositions and replacing the two single-strokes of the
six-stroke roll, with two bass drom notes. You will notice that all of
the single-strokes in the five-bar phrase from Exercise #1 are
replaced by the bass drum. At the end of the third bar you will

notice an asterisk (), Instead of playing this note on the bass drum,

e F

L '_'. — i =3 = o — ==w =8 ——

& 8 = B 6 6 g &
o rsas | ewew e sess sews | FEEs sses | =
e T & e r L s Wi

6 6 & 6

k| - = j_= i
] IJJ T = ] - -} I.I?
[ BT e - o [ B =

. SIX-STROKE RoOI1L® FURTHER STUDY III

pattern from Furtber Study I for the four snare notes (LELLY. This
application will make the six-stroke roll, regardless of the
juxtapaosition, look ke this:

In this exercise, [ suggest playing two notes on the cymbal along
with the previous bass drum substitutions. With your right hand,
play a cymbal, preferably the ride, along with ¢ach bass drum
note, Due (o sticking constraints, you must use the third sticking

Here again, you need not restrict the four snare notes to the snare drum. Experiment with playing these notes on ather drums.
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- This exercise expancds the siz-stroke roll ideas ta nine 16th-notes in

== triplet form. In each patern, the sticking is similar, the main
- difference being that they are juxtaposed. Practice each pamern
= separately in order 1 get comfortable with their stickings. Then -y

-~ SIX-STROKE ROLL® ADDITIONAL PATTERNS

Avnio EXAMPLE

to play each in a two-bar phrase. Do this with a metronome as You
will be playing a cross-rhythm. The example is a two-bar phrase
using the third patiern.

g g
|_I | | ) z| | |a:'_| | j | -L
J_ P — - P - F— T %
- R - = 5 = -
e R e B E B L & R E T T
g
IS e
1 T— e — = LJ
oS e e
RN p e TR

Example of a Two-Bar Phrase

& &
Ty sy

ST T

—r— XX
Wi,

sy 3w
ERLRELLRELLERLEBELLRLLERELRL

The following exercise combines the six-stroke roll, and the
groups of nine, using the third group of nine from Addional
Fatterns and the allered six-stroke roll from Fusther Siudy J05
Again, you should use a metronome and be able to play the
example at guarter-note = 132,

~~ SIX-STROKE ROLL*®FURTHER STUDY IV

L

| Sl R L L R L S R I P 1

& (5 [ 2 & & & ()
i e s = . . P e
= P e — R . = >
RRLRLLEELRLLRLLERBRLRERLILRRL RLLELLERRLRLERRLRLLRLLRRI
L il T y I [ I I i
f 5 & 9 & 2] 3

The phrases that result from combining the six-stroke rell and the
groups of nine are fantastic in their sound and in the unusual
cross-rhythimical combinations that they create. Ar first, keeping
track of the time might prove somewhat confusing.

81

Wwith a fittle bit of practice you will begin ta hear the time through
these figures, Try to come up with your own combinations using
the six-stroke roll and the groups of nine.




This section combines linear phrasing (using combinations
between your hands and bass drom) with some of the cross-
chythmic concepts discussed earlier. These exercises could be
called eross-rhythmical linear phrases.

Below are six linear phrases, or “sources,” which will be used
in making extended linear phrases. All the phrases are composed
of 160notes armanged in groups of 3's, 4's, 3's, &'s, 7' and 8.

There are numerous other possibilities for combinations of the
individual phrases, and [ encourzge you [0 Come up with your
own. Practicing each phrase individually until it feels comforable,
This will make it easier for vou to combine shart phrases 1o make

lenger phrases

= 1 T3 T e '

RLRI- R
LRLER L

&g i ;——._—rqq—q_ E?f; =g #—‘-‘_i
a1 I Ea=—C —— |
=l = = | 5 2 o == ==

BELRL
LRLEL

. Tope BOTTOM PRELIMINARY EXERCISE

RL®
R

This exercise is a two-bar phrase employing 4's and §'s. T suggest
practicing this exercise first because i will help initate the
Top/Bottom Linear Phrasing idea that is being explored. The
sticking indicated can lead with either hand, A recammended

zoal is quarter-note = 184,

_i__ LY | y =l

-

. Two-BAR COMBINATIONS

Finally, we have Two-Bar Combinations, which utilize all of the
previously illustrared phrases. For the purposes of creating tWo-
har combinations, or combinations of any length, each phrase
has been assipned a specific number: ¥'s = 3, 4's = 4, 53's = 3, &' =
G, 7s=7,8s=8

T u-'c--B_-::i Eﬂﬂf{:ﬁnntiﬂﬂ-—#/ 4{ 5,_’ | 5/ ;T,f 6/ 3

My first sugpestion, 4/ 4/ 5/ 5/ 5/ 6/ 3, is accompanied by a
wrinen example. T have supphied four more combinations, all of
auhich equal rwo bars of 4/4 time. Try to come up with your own
combinaticns and don't limit yourself 1o two-bar phrases. The
longer the combination, the more musical it will sound.

4 e 5 = e . D 6 B
[ r R | [ 1 1 I RG] i |
P 2 e
- el e B Bl = e e e e = ———
o s ™ S B s I S ——
: — a S

Additional Combinations:
67 7L 7B 4
G/ 856/ 8/ 4
s/ 5/ 3/ 3/ 47 6/ 6/
G/ 4/ 6/ 4/ 7/ 5, Etc.

F T '.'_‘L

=
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_ 1t would be unusual fnr a dremmer not w0 have come geross the  Unlike cross-rhpthms, the downbeats of polyrhythms coincide
- erm “polyrhythm® It is, however, a widely misused and mis-  with one ancther, The most common polyrhythm ic *3 against 2,7
anderstood term, Polyrbythm refers to two or more rhythms o which three evenly-spaced beats are played within the same
played against one anacther at the same ime. time frame as two evenly-spaced beats, Their downbeats are
played in unison:
. T 4 .
3 against 2 | | )J

Another common polychythm is “3 against 4" where 3 evenly-spaced beats are played within the same time frame as four evenly-
spaced beats. Again, the downbears of each rhythm are in unison:

3 against 4 i = )

y

= i
el

" This saction will introduce a method for figuring out different  triplers to the metronome and accent every group of four noses.

polyrhythms and offer some sugpestions for polyrhythmic  This results in the accents coinciding with a half-note triplet,

phrases. This is nol by any means 4 complete guide to  Then try Sth-note wiplets, accenting ewery! group of to notes.

A polyrhythms. There are twa kooks that [ would recommend  This results in the accents coinciding with a quanter-note triplet.
} which will add to your polyrhythmic knowledge and ability. One The example illusirates how the quarter- and half-note triplets are

an is Fred Albright's Rbpehmic Analysis, and the other is Gary  superimposed over Sth-note triplets. When this is comfortable,
W Chaffes's Patterrs Vol. L fast eliminate the unaccented notes and you will be left with the
R Cer comforable with the polychythms 3 against 47 and “0  appropriate polyrhythms. The first example shows how the
against 4," as these are the most common. Using a metroname polyrhythms “3 against 4" (which is equivalent to a half-note

b which will be squivalent to the quarter-note in 44 time, try triplet), “6 against 4" (equivalent to two quarter-note wiplets), and
L playing half-note triplets (%3 against 4'2 and quarter-note triplets 'S against 4 line up against the quarter-note in 474 time. Notice
("6 against 4" against it. If this proves too difficult, play Sth-note  that half of "6 against 47 would be "3 against 2%

. POLYRHYTHM CHART _AUDIO EXAMPLE
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. PROCEDURE FOR POLYRHYTHMIC EXECUTION

The following is a step-by-step description for figuring out
polyrhythms. This will work for any polyrhythm having no more
than two rhythms. The polyrhythm 5 against 4" is used as an
example and the process is written out, Study this method and try
using it to figure out other polyrhytims.

The second example illustrates the polyrhythm 7 against 3.°
Here, while plaving seven notes per quarter-niote in 34 time, you
accent every group of three notes.

5 US. 4

Cnce you have followed this procedure for whatever polyrhythm
you are working on, simply eliminate the unaccented notes and
you will be left with the appropriate polyrhythm. Always use a
metronome when working with polyrhythms. It is easy o get
fooled into helieving vou are executing them correctly when in
fact you might not be. Take your dme. Eventually you will begin
to hear the different palyrhythms

Step 1 The first number (3 vs. 4) is the number of notes per beat (i.e., play five notes per beat).

The second number {5 vs. 4) indicates the tme signature being played against (i.e,, the tme signature is 440,

The second number (5 vs. 4) also indicates the frequency of the accents (ie., every group of four notes of the quintuplets (5's)

Step 2
Step 3
15 accenied).
Step 4 While plaving five notes per quarter-nate in 474 time, you acoenl every group of four notes.
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At ExAsMpLr:

=~ POLYRHYTHMIC PARADIDDLES

':;__: “rhis section deals with the concept of single, double and tiple

% 5% paradiddles in triplet form and further explores the polyrhythmic

e q.ﬁmies of the quarer- and hzii-note mples. As you study and play
the exercises in this section, playing in 4/4 time, keep these three
lyasic rules in mind:

1 When playing single-paradiddles in 16th-note triplet form, the first
note of each paradiddle coincides s the gratersrote el

2 When playing double-paradiddies in 16th-note miplet form, the
first note of each double paradiddle coincides with the quarer-noe.

3 When playing bipfeparadiddles in 16th-note mplet fomm, the fiest
note of each triple paradiddie coincides with the half-note biplet,

The example below llustrates all thwee rules. On top, there Is one
bar of quaner-notes in 44 time. Beneath this, thers are two quarter-
note triplets which line up with single paradiddles in 16th-note
triplet form. Then you have double paradiddles in 1Gth-note wiplet
form which line up with the quanernote, Finally, there is a half-note
triplet which lines up with wiple paradiddles in 16th-note triplet
form. We shall refer to the single paradiddles as “Line 1," the double
paradiddles as "Line 2," and the uiple paradiddles as "Line 3."

When practicing, it is helpful ©o remember the following points:

B Consecutive single paradiddles in 16th-note triplet form are
analogous o the polyrhythm “6 against 4."

W Consecutive double paradiddies in 16th-note triples form are
analogous to the quaner-note

B Consccutive triple paradiddles in 16th-note trplet form are
analopous 1o the polerhythm *3 against 4.7

Polyrbythmic Paradiddles
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~~ ONE-BAR COMBINATIONS

Here are a number of suggestions for putting together complete
bars of the three different paradiddies from the 3 "lines” of the
previous page. Leter “A" instructs vou o play Line 1 (one bar of
single paradiddles in 16th-note triplet form) and then Line 2 (one
bar of double paradiddles in 16th-note triplet form.

Example« Letter "A” Line 1 & Line 2

& 4 ::_E:

= T‘Wfi_:_l Buts

A 3'.-‘45:._:: EXAMPLE

[n letter "B® vou play Line 1 {one-bar of single paradiddles in
16th-note triplet form) and then Line 3 (one bar of iriple
paradiddles in 1&th-note triplet form), Practice each until they are
combarahle, using a metronome.

- P -
= =

s a—

RLRTL?LLRLW‘.'{LR

LRLERLRLL
I I ]

|1 S S 3R O N U 4

A Line 1 & Line 2
B Line 1 & Line 3
C Line 2 & Line 3
I Line 2 & Line 1
E Line 3 & [ine 1

e C-:::-Mfswrn Pmmmnms

This exercise offers sugpestions for cre .-.*tinh interesring
polyrhythmic phrases by combining the three triplet par :1-:1|-:.tdl1'_‘$
in different ways. All of these combinations equal two bars in 4/4
tme. Lemer "A” is three single paradiddles from Line 1 followed by

Two BARS

F Line 3 & Line 2
G Line 1 repeated
H Line 2 repeated
I Line 3 repeatecd

Avpio EXaMpPLE

Below, you will find written examples of letters A and B. The
possibilities are endless and provide a wezalth of solo material,
Similar to the other 16th-note triplet concepts that have been
discussed, these figures will provide combinations for fills and

solos where 16ths or 32nds might be ingpproprizie. Again, ose
MELrONnmE.

six double paradiddles from Line 2, Letter “B” is three single a
paradiddles from Line 1, followed by two double paracicdelles

from Line 2 and three triple paradiddles from Line 3.

fl_] Line 1 (Three Single Paradiddles) + Line 2 (Six Double Paradiddles)
g g & g & L]
= = = = (=) = [=) (=] = (=) = (=) =~ (=)

=

?L'ERLHLLI{”R;{LRIF{IIE

I LA el o B S A 1 B
[ I Il

RLER o P L P ) T8 PR PR L
—Rrar_ .l | 11 |
Single Sinple  Single Doulile Dioulle Douhble Daukle Poable [enable

'B| Line 1 (Three Single Paradiddles) + Line 2 (Two Double Paradiddles) + Line 3
(Three Triple Paradiddles)

&
e G 55 = (=)

_ _ri-_j-ﬁl_lﬂj:ﬁ:ﬂ'_mm_l—f -

e

N

RL?RIQIIRIQRLRL[E[L&LF‘H

R L RTRLLRL?.LR_ERLRLRLRLL
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Triple

RER
!

ouhle

Single Dioubl Tripie Triple

Single  Single
@ Line 1 ifour single paradiddles) + Line 3 (four triple paradiddies)

Line 3 (two triple paradiddles) + Line 1 (five single paradiddles) + Line 2 (two double paradiddle)
E'] Line 1 {rwo single paradiddles) + Line 3 (two triple paraciddles) + Line 2 {four double paradiddies)

El Line 2 (two double paradiddles) + Line 1 {one single paradiddle) + Line 3 (four triple paradiddles)
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" A~ POLYRHYTHMIC SUGGESTIONS

AUDIO EXAMPLE

This section lays out a number of polyrhythmic combinations, organized into four different calegones. It is not meant as a complete listing
11 the nolyrhvthmic possibilities in these four catepories, but simply a selection of ideas that will serve as an introduction to the
S polyriny F B! } &

enormaous range of polrhythmical playing.

“3 against 47 Idiom

“3 against 4" represents one of the mest common polyrhytiunic Remember that when you accent or build & phrase arcund four
categories. You can hear combinations of this type in much jazz-  beals of Brh-note triplets or eight beais of 1Gih-note triplets, it will
time playing, fusion fills and solos, and especially in the sole  be equivalent to a Balf-note tiplet (3 apgainst ), This will be
phrases of Afro-Cuban drummers. The ideas given here are based  helpful 1o keep in mind when you are figuring out your own
on either Bth or 16th-note triplets, combinations.
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“5 against 4" Idiom

45 sominst 47 is somewhat more elusive than "3 against 4.7 It will require more time and practice before you can hear how the two thythms
sound rogether. Using the Frocedure for Polyrlpimmic oecuiion from the previous section will help you get this idea down Faster.




"4 against 6" Idiom

‘AUDIO EXAMPLE

“4 against 4" is more common #nd more accessible than "5 against
4. You can hear combinations of this type in jazz, Iusion and
Afro-Cuban playing. In the second and third examples, you will
see "§:3" written above each group of four 1&th-notes. This means
that in the same space where you would normally be playing
three 16th-notes in G/8 time, you are now playing fowr 10th-notes,

Each group of four 16th-notes is in iself a polyrhythm. Henee, the
second and third examples can be thought of as a polyrhythm
within a polyrhythm, One thing o remember s that all four
examples for *4 againgt & colncide with the dotted Sth-nole in 6/8
time.
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“4 against 3" Idiom

"4 against 3° can be heard maostly in jazz or jazesfusion plaving, In
the second example, take notice of the "4:3" indication. Here,
where vou would normally be plaving three 14th-notes in 374

ime, you zre now playing fouwr 1oth-notes.
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. ADDITIONAL FramM CONCEPTS

- B

This section, which I put together with the help of Frank Raiz,
combines the polyrhythms, cross-thythms and fam applications
covered in this chapter, The purpose of this is to offer ideas ar
supgestions for putting these concepts together. It is not intended
a5 an exercise with specific practice procedures, or o develop &
specific concept

These phrases are made up of 16th-notes, Sth-note iplets and
16th-note triplets. In addition, weé will use the concept of
ixtaposition in this section. Specific sticking has been included for

all the phrases. These stickings are basically an offshoot of the
Swiss triplet sticking, which I find to be the most economical way
o play these patterns. However, if you find that a different sticking
is more comfortable for you, feel free to employ it

Letter “A" contains 16th-note phrases using groupings of three,
four, five and seven notes, Please note that the groupings of seven
16th-nemes are a combination of three and four-note groupings. All
of these phrases are then juxtaposed by one 1Gih-note so that they
start om the second 1Gth-note of beat I (the "e" of beat 1),

Juxtaposed

R = L Ln R Lb LR L

T = L e v M A
e — R - —
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Additional Flam Concepts, cont.

Letter "B contains Sth-note triplet phrases using groupings of
three, four (which is equivalent o the polyrhythm "3 against 4"
five and seven notes. Here again, the seven-note groupings are a
combination of three and four-note groupings. All of these
phrases are juxtaposed by one note, sO that they start on the
secard note of the triplet on beat 1
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AUDIO EXAMPLE

Additional Flam Cotnicepis, coil.

= : - i T F TEL a3 - = T » ' i o
Letter e emntains 1oth-note '_l_'l_:_'l.ll".l J'}l-“—ases U-E'a:-l.g Erﬂuplnm ,\_}r are du_lE]'E'jjlt 1Tk h_"l.:-t I\.I-II:‘;.' are constrected from rr‘?.!-’f:".'-?ri"l'r:' [.:I.I-.-:E.Ef..ﬁ E"f
three, four {equivalent to the palyrhythm "3 against 2%, seven and  three and five-note groupings and three and four-noie groupings.
five notes. Again, the seven-note groupings are & combination of Here, the phrases of thrée, four, and seven notes are uxtaposed
three and four-note groupings; however, the five-nate groupings by one nate.
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Additional Flam Conceptis, cotit.

Even though the 16th-note triplet phrases labeled *5's” consist of [ have written 16th-notes over the 16th-nowe triplet phrases where
cight and seven notes respectively, they coincide with five-ncte  the first and third notes of each five-nofe grouping is accented. This
groupings of 1éth-notes. The flams will oocur at the same fime as  illusirates how the accents of the 16th-notes and fams of the 16t-
would the first and third notes of five-note grovpings of 18th-notes.  note triplets coincide with each other.
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_~_FrAM CONCEPTS ® FURTHER STUDY I

Here are four suggestions for orchestrating the Addirional Flam Concepts, Since the smallest grouping consists of three notes, each of
‘hese orchestrations can be applied to any of the phrases in this section.

.~ Fr.AM CONCEPTS ® FURTHER STUDY II AUDIO EXAMPLE

This study explores the possibility of combining diffenent pliases in
regular and juxtaposed form. I have written one example o
ilustrate the numercus rthythmic possibilities that exist when the
regular and juxtaposed forms are combined. Notice that it is
sometimes necessary 1o alter the original stickings of the regular
forms in order o ustapose cermain figures.

As always when working with polyrhythmie and cross-rhythmic
phrases, use & metronome. This section explores crogs-rhythims that
haven't been discussed so far, namely the Sthenote and 1éth-note
wiplet phrases labeled "3's" and *7's.”

Nota: “J* and “R° after the numbers indicate what phrases are
uxtaposed and which are regular.
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