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INTRODUCTION

ThiS boolk was originafly going to be the companion text Lo Tower of Groove, Prs. | and
2 As | began to ook at what was dong in the videas, | came o the realization that mare
material had to be added in order to mare fully explain whal was going on. A videa, like
any other performance, is a singular event, and there is a lotof background that is drawn
upon to make that patticular perfermance what it is. Becanse of that, | f2lt that additiona)
concepts and exercises would help drusmmers undesstand my videos more fully, which
would then betler equip them to take |his material beyond the pages of this book. | also
wanted o show how broad this subject is, and that beyand basic ability, invention is a
kev ingredient in having your own voice an the instrument. The title, The Funky Beat,
expresses the essence and tradition of this unique drumming style. Included in this boak
are the drum charts and grooves from the songs perfarmed in the Tower of Groove videos,
an explanation of the many lechnigues that are used, plus additienal conceptual and
praciical exercises that explain how i put it all logether and, more importantly, where it
all carme from. Many drummers ask questions such as “where do | begin if | want to leamn
aboul this drumming style?” or “how do | develop the sound level concept?” or “haw is
iunk related ta other drumming stvles?” These are things that | asked myself al one time;
anly through patience and perseverance did | get the answers, The goal here is 1o shed
as much fight as possible on these and sother topics and 10 “de-mystify” this entire area
af dramming. Overall, my books and vidsos showcase the type of plaving that | love the
sk, which comes from the tradition of drumset beats and that diwmser Beats became
sigrature elements in songs, A basic theme that runs throughout ol of this material,
whither written or performed, involves the apslication of seund lévels 1o the hands and
feet In my book Future Sounds 1989 Alfred Publishing), o detailed deseniption of the
sounch level concept is given with the purpose being tosillustrale thay idea throtgh
series of exercises, This text will illustrate how the sound levet conceptand other ideas
are used in the musical setting of the Tower of Groave videos and o The Funky Beat
is connecled to many areas of music far beyond the contexi of this hook,

SOUND LEVELS

WWith the exception of jazz-based tirme playing which for the most part is peneratad by the
ricle cymbal and the left foal, the three most widely used companent pans of the drumset
are the hi-hat, the snare dram, and the bass drum. These voices are the basic drumset

| cormponents that are used lor time playing in all rock styles and many world beat siyles,
All of the examples in this book are worked from these three basic voices, and then, of

course, loms, eyinbals, bells, blacks and other drumset soundds are added. The contral of

sound levels is a crucial part ol modern drumset playing and should bz at the top of the
list amongst concepts W develop that are foundational ane essential, The effect that this
creales, once developed, 18 guile musical, Yery sofl unaccented aotes an the snare drum
create another tonality within the hi-havsnare dram combination that sounds like an
adchitional hi-hat piteh. fn stucdying this technique, one discovers thal it s a fairly recen
adehtion 1o modem drimsel playving and, the pioneers were nany of the great drummers
of the James Brown bands of the 60's and early 70%s. Cenainly its not a technigue that 'ye
invented, and realistically every deummer who plays moderm msic uses this techrigue
10 samie extent. In looking at the video tapes (Tower of Gromve, Prs 1 & 2 and Talking
Dreirns! you'll notice mare variation in the stick heights than t descrbe in my book Future
sounds. That's because in o real playing situation, as you are reacting 1o the dynamics of

the music, there will B many Slirk heiobis, | sav two basic levels beeauss this tives vau
: o . pl x

a place to start feam and return 1o all the time - a *home hase,” rechnically, A consistent

appraach technically s very important and will serve vou tor 2 lifetime



THE VOCABULARY OF THE FUNKY BEAT

Asd gave all of this some thought | feli i1 necessary to include some exercises that address
the issue of basic vocabulary, Every musical style has things about it thay separate it from
other styles which can be called vocabuls v As in any language, this basic vocabulary
s used and then shaped by the user to communicate -his or her rgsica| thougihts, Part
of this involvas knowing the history of the funky groove and the players who were
respunsible for bringing it 16 us. The funk sivle that' very popular here in the 90¢% had its
beginnings in the 60's and early 707, and tha innavative drummers of the James Brown
bands (along with a few others!] were respansible for a lot of it Importart drummers
of that era whose work is well documented includes Clayton Filyau, Jabo Starks, Clyde
Stubbilefield, Melvin Parker {James Brownl, Zig Modeliste {The Meters), Grega Frrico
(Sly & The Family Stone) and Bernard Purdie (Aretha Franklin, Mongo Santamaria and
countless others) and James Gadsen with Chasles Wright & The Watts 103rd St Rhythm
Band. The Wans 103rd did a historic recording in 1970 or '71 with a singer named Arlester
Christian . ., this was called “Dyke & The Blazers” . . . unbelievable, ahead-of-its-time
Funk drumming. Rick Marotta was the first drummer that | heard playing anly the *and®
af every beal on the hi-hat in his grooves: This was at Keystone Korner in San Francisco
in 1971, Around that same time periad Rick plaved his “and” hi-hat funk on a recording
by Howard Tate called “She's A Burglar” . . . one of my favorite recordings of all time, A
very impuitant drammer whose work is not well documented i Pete DePoe. You say
“wha'? Pete DePos was the drumimer with a group from Las Angeles called REDBONE.
Redbeine had several recards out an the Epic label in the 70s, and some hit s a8 well,
Their iirst recard was a double album and on it was 4 sung called “Prehistoric Risthm® |,
the Tytic was *. ., the prehistoric rhythay with the king kong beal . ., .* This beat was
called “The King Kong” and was a eyt played on the hi-hat or the bell of the cymibal
over the 1op of Funk grooves. This rhyshn is also the same as one of the many cud rhythms
i the Puerta Rican style called Bomba. Some friends of mine in Los Anpeles lold me
abaut the *King Kong” in late 1970 or e y 1971 anel upon hearing it | was so impressed
that 1 decided 10 leam how to do it bt in my way. This “King Kong Beat” is very Latin
sounding and moved me toware lislening to more Latin music and aliempling 1o have an
=R
tspired o g large degree by Pete DePoe's King Rong Beat, the layered sticking concept
which came fram listering to Bernard Purdie, The Meters, James Brown, Ciregp Errico,
the imprevisation of Jazz and anyihing efse | could get my hands on. Then came the
process of fusing all of these elements i an all-out effort to be myselt . a process which
continues 1o this day. So, jusl as with Ny ianguage, the vocabulary of the funky groove
cantinues lo evolve, Contained in this sthcty are some (certainly not alll coardination
conrepts that I've personalized for myseli over the years. These rhythmic “cells” are pun
at lhe basic vocabulary that | use as building blocks when creating grooves. This “data
base” is conslintly being adeded 1o a5 | grow musically. However, there are certain
elements 1o 1t that are essential and are what | consider to be core concenls, These “rare®

elernent of that in my plaving, All of the srooves that | began to come up with were

elements are: “favorite” thythims, layerecl and, or linear stickings, accent comrel, [peErrtation,
vorce substitutions, polymeters, polyriwthms and some rudiments. Also included in this
i 15 g hasie understanding of how the dwtbims of the Caribbean, Brazil, Africa and New
Crrteans it together and even some concepts based on Indian music. Throughaut the
weds v personalized all of these idens o i my playing style and continue 1o fearn b
b gy these things in many ways. The deeper | get into studying and play ng. the

e wsetul and vatuable o persanalized drurnming vocabulary becomes. All of lhese
measures can e broken up into smialler con sponents that can then be wsed 16 create

other prooves, All the parts are inter Rangoable.



| HAND-FOOT PATTERNS

Examples 1= arg hand-foot exercises that illustrate very commeon and foundationzl B
hat, tnare drum andd bass deam interactian, They alsn show the layering concept, which
is a big pant of the way | construct grooves. The snare drum rhythm in Examples 1-4 isa
core element of my groove making and comes from the way the bass drum outlines 1. .,
you'll s2e this as you begin plaving through the exercizes,

These examples are hand patterns ., . the srare drur is the same in each bul the hi-hat
changes.
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These are bass drum patterns that can be wsed interchangeably with any ol the hane
pattems in Ex.1-4. Remember, these are only seme of 1the ways 10 put Lrooves toeethar
The purpose here is o show how /dg it
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These are examples of the finear concept and are hased upon the share drum rhyethim
fram Ex.1-4 and the bass drum of Ex.8. The term finear means one single line with rione
of the voices touching or averlapping one anather 1o form “chords.” Gary Chaffes was
the first person that | know of who applied the word lnear o this particular way of
construcling grooves,

This example is based upon the snare drum part of Ex. 1-4 (see Fx. 1—4t. Comparing the
snare‘drum part in Ex. 1=4 with the combined ki-kar and snare deum parts here in Ex. 9
shaws that the thythms are the same . . . it's the same rhythm played on two voices insiead
| of one. With one hand, play the snare drum pan in £x. 1 by itself . . . repeat this 3 fow
limes so that you become accustomed 1o the sound of it withour the other COMponents,
then move all of the unaccented notes to the hi-hat while keeping the 284 on the EMIETE
drum. Once this is comfortable begin playing the hi-hat notes with ane hand while the
ather plays the 284 snare drum . . | dant forget the bass drum!




i these examples the snare drum rhythm of £x.1-4 is now broken up between the hi-
lxatl and snare drum. The 284 remains on the snare drem. I the conlext of a groove, the

hi-hat, snare drumy and bass drem overlap (layered . . . some or all voices overiap zach

S EXAMPLES 105110

other at some poinl in a pattern or phrase forming “chords”) or appear alone finear. | .
a single line, no vaices overlapping each other). All drumming is a2 combination of thess
two sticking concepts. The variety available is infinite and we are bound only by the
limils of our musicality and personzl vision,
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As in Ex.5-8, these bass drum varizlions can be
Ex:ltt
very good examples of the fayerad concept, The

combined with the hand patterns in
12-1% This e of bacs drum Fl'i}"ifTI'l'l combined witl

these hand patterns are
layered concepl, described in Ex.10-11,

produces a thicker and somewhat busier 5aLinid,
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This exercise i based on the srare drum rythm of Ex.12-13 and is again bircken up

| Letwsen the hi-hat and srare drum,
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The bass drum part “outlings” {pg. 26 "SCCA-RUMEA, Ex.4") the snare drum pasl .. .10
“autling” refers to one pan filling in the rssts created by another part. In this case the
bags drum is filling in the rests ereated oy the snare drum part.
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The bhass drum part of Ex. 20 hecomes the hi-hat part and the bass drum part becomes
the guarter-notes.
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This is based on hand to hand 16th-notes. One hand plays the hi-h
snare drum . . . 2&4 is added 10 the snare part, accent all the quarter notes, o
others as ghosted notes. The result s a cantinuous 16th-note groove that b

‘ but not aff the Tath-notas are en the hi-har.
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SEXAMPLES 26-20
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Variations adding some other accents to the snare drum part,
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S EXAMPLES 30-33:; SRR drum variations,
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A linear example of The “King Kong” beat. Flay the hi-hat thythm on the bell of the
cymbal and &th-notes with the left foot hi-hat,
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Two variations of The "King Kong” beat that layer the hand parts. Layering is very useful
o dor substituting one voice for another, |a Ex 35, for example, play rhibell instead of rvhihat
while the Ihisnare drum ghosted notes are played on the left hi-hat . ., keep 2 & 4 an
the snare drum.
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el tarasv ) "DO% Cascara” . . | cascara is a Spanish word meaning "shell.” In Afro-Cuban music
‘ this refers to the “shell” ar side of the timbales and 75 the name of a specitic thythen that
is played on the side of the timbales.
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Here are some variations on the “King Kong” rhythm, To me Lhese are like cascars and
| e themn that way in cerain seclions of songs. Ex.38-39 can be reversed just hike
casears, Hint beat three becomes beat onell!

ETTIREI®E  These show the “King Keng” rhythm (48], its permutation {411 and a variation of the
permutation (42} Ex.42 is one of my favarite grooves, This two-beat phrase combingd
with others can be pretty outrageous. The bass drum part comes fram the snare drum
rhythm, The notes in parentheses can be omitied.
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The “King Kong” concept and all its related grooves are extremely wselul. For all you
lans of Brazilian music here is a seriously funky version of the Partido Alta thythrm based
on the “King Kong.”
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The Swiss Arrmw Triplet (44], For me, this is one of the most useful snare drum rudiments.
When the “King Kong” became a part of my drumming, the sticking led me te the Swiss
Army Triplet, which led me to many new grooves and ideas. Ex.45 is a variation of the
Swiss Army Triplet that became & faundalional sticking concepl in my playing,
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This is the sticking from Ex.45,

I “Squib Cakes”

>g X o

N |

but as 16th-notes. | used this sticking concept in many
Tewer OF Power songs and continue to use it today, | used this in the organ solo on

-+ it was played over a samba foot ostinalo while adding random accents.
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"Soul Vaccination® | .
area of playing,

Jwithout the “King Kong Beat,” | never would have gotten to this
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This is typical of the type of grocves that many of us were
P knew about the “King Kang * It's the same thythm but played on the bass drum,

doing in 1970 and was before
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The bass drum pant moved (o

This is basically the same groove, but in 1980 after bain

8 pounded with disca music.
the hi-hat and the hi-hat accents became the bass drum part.
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some of the tools that | use to build grooves, The mare | gol into it, the more | was
| amazed at the numbers of components used in the creative process, Many new ideas
come from learning how to use what you already have. Your musical identity becomas
| maore clearly defined the deeper vou go intoe yourself,

‘ Leveloping a vocabulary for vourself takes time . . . all of your life, in fact. These ars



BUILDING THE FUNKY BEAT

T.H-;—t- following examples are in the style of what | call “The |ames Brown Beat.”
Obwviously, there isn‘t a singular “bear” in any style, and the drummers of the great
jarmes Brown bands were noted for lremendous creativity and variety. But in my mind
there is one groove that largely defines what this type of drumming is about, Here is
my version of this classic groove . |, . .
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There are many variations to this groove, and for me this particular beat, along with

the “znd” of 2 or the “and” of 4 snare accent {check out the songs “Soul Power,” “Sex
Machine,” “Cold Sweat,” *| Got That Feelin’,” "Super Bad,” “There It Is* . . .} and

"The King Kong,” beeame the basic rhythmic cells that all my funky grooves came from.
The “and” of 2 or the *and” of 4 snare drum accent was an important inngvation by
the James Brown drummers because it showed that as long as the groove was there, the
snare accent could be placed anywhere. The purpose here is to give a basic idea of
how drumset beats can be buill, By using The James Brown Beat as a model, we can see
where (o hegin placing accented sirokes, ghosted strokes, s1c. This study and the grooves
to “Color Complex” are based upon these basic concepts. The missing element hare,
which can’l be notated, is the "attituda® that makes all of this drumming work. This |
can't fully explain other than to say thal T know it’s there because | can hear it on all of
those great James Brown recordings. Things changed dramatically for me when | began
te visualize the recorded performances | was listening to. The subtleties and nuances
of a drummer’s musical personality became much more evident when | began to listen
beyond the actual "licks” and tuned into how they used what they knew. This ability to
use vocabulary intelligently is developed over time and is a common trait amongst all
great drummers. When | listen to any great drummer in any siyle there is an attitude, a
certain conviction that goes bevond what can bewritten inany book . . L it's the extra
element in a performance that impacts the listener, if you can hear it .. . then vou can
do it .. doitand you'll get il



BUILDING THE FUNKY BEAT EXERCISES
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IMPROVISATION AND ORCHESTRATION

Improvisation and orchestration are two concepts that | use a lot Une lerstanding the
difference between the two is very important. These two concepds are in all the music
we play and once understood can give lots of insight as to how 1o approach a musical
sitwation. Playing in an improvisational way means that the parts played are going to be
tooser and more unstruciured. Playing in an orchestrated way means that the parts played
will be basically the same most of the time and are designed to fit specific sections or
figures within the songs, A particular performance can lean one way ar the other depending
an the performers’ mood or the type of song being played. My first exposure 1o this was
my grammar school concert band, where, as in classical music, the parts are written out
and there is no improvisatian. My firsl exposure to improvised music was in my high
school jazz big band, Also in this context was my first exposure to how bath CONCepts
work tagether in popular music. The jazz big band is where | learned to match the
sounds of the drumsel to different sections in the band . . | low brass, saxes and long
notes with lower drums and cymbals; higher brass and short notes with the snare and
smaller crashes. | also leamed how to combine this with phrasing so that | could support
the musical figures in a song as dynamically as possible. All of the "rules” of playing in

| aband and a rhythm section | fearned from playing in a big band . . . this was my training
ground {The Tower of Power experience was just like playing in a big band except we
were using eighth-notes and sixteenth-notes instead of triplets). Over time and through
experience, | leamned to apply all of those “rules” in my own way, | alsa learmed from
fistening 1o and sometimes watching greal big band deummers such as Sonny Payne
with the Count Basie Orchestra and Jake Hanna with Woody Herman and then trying
my best to copy them. Eventually | was able 1o adapt these concepts 10 all of the music
| played as | learned other styles and was affected by ather influences.

As we move into the video material, take things bevand the actual ideas I'm playing
and ook at how the drum parts 1o the songs are constructed. Keep in mind that these
songs and music in general can be approached in many different whays, Inthe Tover of
Croove videos and in The Fupky Beat I'm endeavoring to demonstrate my way of doing
things. Try some of the ideas, learn from them, bul remember . . . how would you do it
if the: drum chair was yours?

Warner Bros. Sound Stage. Burbank, CA. Tower of Paver Recording with archesira: “Bolow Lis, Al the
City Lights,” Back to Caklend alhu



A4-N MATTER

This particular piece can be more improvisational than archestrated, but certainly the
two concepts work together in this tune, The parts that | play the same all the time in
the piece are the main groove, which is behind the melody, and the bridge. The solo
section is more open and can change a lot. The pan | play in this section is specific, but
played in an improvised way as opposed lo a static drurn machine-like part that doesn’t
change. The beginning solo section begins with a funk groove in the hip-hop style, but
it could be anything. Then, in the second half of the solo, it allernates between that hip
hop feel with the backbeat to a straight-ahead jazz feel. Funk with a swing feel is not
new by any means. James Brown's drummers were doing it in the mid-60', as was Zig
Modeliste with the Melers. When | was in the Tower of Power we aleo played these son
of grooves and at times 1 would play our sangs with either a straight 16th-note feel or
with a swing feel. The mid-60's saw the birth of funk drumming which evelved into the
fusion style of the 80°%. The funk of the 90's appears 1o be a return to the 60’s and 70,
with a deeper world beat influence added to it. it's really amazing how things recvcle,
If you want to know about the roots of funk drumming though, you have to study the
60°s and the early 70's. There was lots of innovation during that time, and even though
the funk style is still evolving, much of the basic vocabulary that we all use was
invented then.

4-N MATTER GROGVES

MAIN GROOVE _RIDE CYMBAL
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3 o0 A-8 MATTER

2/ gy P HORVATH/N. STACHE

- d = = \ = —a—"' o o "

_ a-J» -)Jﬂi-:lra-:ﬁ-z-& HH % -ﬁﬁ%‘J %&&J -J-J’-Eﬂiﬁ}:ﬁ i-:laJ‘
:_‘:‘}___: [ -3 & _ = 'l:_
e e e = ===

e T=— = 2= = == = ¥

% AUD BASS, KYERS, 4NS/8 BARS, AT B3, INS/4 BARS
AT D55, 4X5/8 BARS

 MELODY.TAE 240 BUING AT D.5.
TAKE BOTH ENDINGS AT D.5.5.

: Bt i PLAY 4
o : : :
E—;ﬂ—"—f i p S s F.d ya TE ! - E—
T Fa ra P P 2 i Vo 3 +

g
e

— | T T ]
e e o i e e e e i
| Z £
| Bl e g -
.,,;l i if ,/ ,f !.f ;’ ff !_f ,f ," _rf '”_':f i ,’ ,f jf .

| i
F = /“.J /J“/I Y el =
I 1 = Fa r i e = Fd i Fd F A - ol Fd v
:_L;_ / Fal it Fad F i i A _.!_.._; il A
; = *\ - h‘u - Bt sae s e rr g
™~ [T T Ay I \
a7 SR P W L AJJ;J]__.ix;.zJ::uv_ = ——0 b5

= —F——F =

KYED, SOLO..L54 BARS) (YED. CUE TO HERT SECTION)

]
P

(A
= =

]

VRUM, SOLO

T =+

.55, AL CO0A

T P FF F FFFF I IS FFF 7

5 A —_— ] i - IR T
o . x--/J s 28 /P > J—j‘jj Y fh = i
.__._ : __:i — ‘,.ff.. - f"r ff !.r /’ ? /i i

24




O TR ST oy e aFSSS Es
‘ Doca Rumba’ Is called thal because of the two main grooves the sonit is based upon:

"soca " which is from Tiinidad, and “rumba,” which is an Afro-Cuban rhythm. The hasic
grooves played in the piece are Ex.1-7 and alternats soca grooves in Ex.8-14.

S0CA-RUMBA GROOVES

DLIUIERRF R Rd  These examples are based on the songo style and go with the rumba sections of the
L}

piece. The specific type of ruriba being played by the conga drummers is called
| Buaguanco. Sange, which originated in Cuba. is a cortinuously evolving style that
‘ cornbines Caribbean, Brazilian and African rhythme with the thvthms of funk, rock
and jazz. What allows a1l of these rhythms ta work 1ogether so smoothly s that they
| all have Alrica as their common denominatar,
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The next raythm, which is the main section of the song, is based on the soca rhythm,

Soca, which is from Trinidad, is dance music and is = rhwythim that's related to calypso.

This version uses “four on the floor” or a guarter-nate bass drum on every beat and

| the hi-hal opening and closing on 1he “and* of every beat . ., that's right . | . a “disco”
rhythm. You might think it's kind of corny, but, really, in a musical context, it works

| quite well and is very comman in steel drum music,
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SUCACALYFSD VAR

The secand variation of this is slightly ditfferent. The leit hand snare rhythm is being
autlined by the right hand on the hi-hat. Outlining is a very common concept in all types
af drumming and most players do it naturally, All it means 15 that one hand plays a rhythm
while the opposite hand plays in all the rests, This creates a continuous sixteenth-nofe
feel without playing single-strokes. Look at the example and it's very apparent what this
is, As in the video, try playing just the hand parts and observe how this concept works.

i ‘»J>J ).J_I_:__V “,J ‘."\_ b 0, |

This example is the same pattern but with the right hand playing the right hi-hat and
adds the left foot hi-hat playing unison quarter-notes along with the bass drum,

SOCASCAYPED VAR S

f
R |

This example substitutes ripghl hand cowbell or cymbal bell for right hand hi-hat. Try

experimenting with alternate bell sounds, the side of the floor tom, the rims of the snare
or any of the other drums, Many different combinations of sounds will work to simulate
drumset and percussion together
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- EXAMPLES 8-14- [EESITSRITS soca/calypso grooves
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THE TOWER OF POWER

work . .

"MAN FROM THE PAST" / NP SECTION

Thrn::uughrau[ the years, a lot of people have asked ma about the Tower of Power, | was
a member of the band for 10 years. It was, at the time, my life . . . my love . .. my

. and my school, Basically, what | know today | began learning as a member of
the Tower of Power, We were 2 greal team with a great chemisiry and for a lime were
fortunate enough to make some great music. Our dream was to be a great band, It was
an epportunity where we all had the chance to experiment and were encouraged to try
many differant things, At the time, all the ideas that | was hearing | tried to put 10 use,
Because of this | was able to grow and to develop my own voice on the instrument.

This example is from a song written by vocalist Lenny Williams called *A Man From
The Past.” This song is on the Back To Oakland recording which was done in Seattle,
Washington in 1973, It's a bwo-meastie pattern that ends with an unusual turnaround
and is used az a ride-out on the end of the song.
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Mhis example s (he Opening 10 a song called “Squib Cakes” which was written and named
by our kevboardist Chester Thampson, This song is also on the Back To Oakland LP.
When Chesler joined the group we had the basic tracks to Tower of Power completed
and added him at the end. To me his coniribution te our music completed the jazz side
of it. With him and Lenny Pickett we could go anywhere musically, Also, when C.T, joined
us it compieted our rhythm section aned o be honest Fve never been in a situation like
that since. We rarely had to discuss what we did because we listened to sach other so
well. C.T. was the ultimate team playar who came into a situation that had a definite
persanality and he made all the adjustments in his musical personality to fit cur style.
He was the glue in our rhythm section,
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This example is on the recording called fo The Slor, which was done at the Recored Plantin
Sausalito, Califarnia in the summer of 1975, The song /s Litled “On The Serious Side.” This
is a good example of the type of funk we played that was based on an unusual groove. |

was alsa during (his sumimer that Live And In Living Color was recorded,

“ON THE SERIOUS SIDE
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This example is the main groove from a song called “Soul Vaccination.” which is an
the Tower of Power recording. This entire piece was one of my first attemnypts at playing

[ Brooves that weren’t built around the 2 & 4 snare concepl. We recorded this track along
with “What Is Hip?” in 1972 in San Francisco, California at Wally Heider's upstairs in
studio "D." Many important recordings were done at that studio. | remember sitting on
the stairs outside studie “A” listening to Andy Newmark as he was recording tracks for
3l Slone's Fresh,

S EXAMPLE 4558

"SOUL VACCINATION
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This is the intro section of "Soul Yaccination * | pu rposely avoided “2 & 47 1vpe parts
on this lune.
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The sticking that | use here comes from the Swiss Arrny Triplet used as T6th-notes in 4/4
and not as an actual triplet, This makes 2 cycle of three bars of 44 time which | would
randomly apely in even numbers of bars. | started applying this to hi-hat, snare crum,
and bass drum and then learned how to improvise accents while mainlaining the Swiss
Armyy Triplet sticking, This idea worked so well and | liked it so much that | used it in
many TOP songs. One good example of how | used concept in a very improvisational
way is during the argan solo in “Squib Cakes ™ | played this sticking and then
improvised accents over a samba ostinata with rriy feet




Lxample 7 s also from the in The Siop recording. This is the main Broave 1o a sang

| called “Vigala Par Noche” and shows an emerging Latin influence, The song was pul
together by Bruce Conte, our guitarist, and rysell in our rehearsal hall one day. We
then got Greg Adams, our arranger as well as one of cur rumpet plavers, 1o do all the
| horms, Example & is the video version,

VUELA POR NOCHE" (vintn VERSION)
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This & the wriginal photo thal was used for (fe Terwier of Power albium, Rick Stovens jc singing fead andd Jogt shortly anter e
fHfaues s ke, The photo was taken by Bruc e Sreinberg af Winterland in San Francieca in the fall of 1972, sheetlv after v
Ackilec] o Thampson and our leael singer, Lenay Willlams, The cover arl was Aiready done, s Brura Stefoberg fwha did alf
oo gttt ceneers) fnseied Chester ang Lenag il the cover art from phoios 1aken a1 g different showe



This example is the groove from a song called “The Oukland Stroke.” This is from the
Back To Qakdand recording andl was almost kind of an afterthought in the process of
making that recard. All the recording was basically done and Emilio Castillo, the fourider
and leader of the group, after assessing all we had dore, decided that we needed ome
meore song to make the project complete, We didn’l really have anyining finished that
we liked, sowe got tagether and played a vel unnamed groove, written months before,
that we were looking for an opportunily 1o use. This became “The Oaldland Strake.” This
was our most successiul atempl at the “non-2 & 4" concept. Actually the idea for this

| came from a rehearsal at Emilio Castillo’s house afmast a year earlier, | put the groove

| togethers playing on a Remo practice pad zet,
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L5 EXAMPLE 10 1

"EBONY JTAM®

“Ebony lam® was written by Chester Thompsen and was in the TOP tradition of
instrarnental music. We used 1o open a lot of our shows with original instrumentals.

i

10 J | fu o j L i
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o L E e  “Drop it In The Slot” was also from the recording called In The Siot. This is the groove

irom the bridge section.

"PROP IT IN THE SLOT" / BRIDGE SECTION
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“Can't You See” was fram the Back To Qaxland recording and was one of my favorite
live performance tunes.

"CAN'T YOU SEE°
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(NTRODY T

Here is the intro groave from “What |s Hip?” This song was inspired by the Freddy King
song called “Going Down.” “What Is Hip?” was also released as a single and when the
song was re-mixed for the 45 version it was discovered that the bass drum had been
muted by mistake during the intro of the album version. Nice! Any bass drum that can
be heard on the intro of the album version was from microphone leakage.
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BLACK NINE

Black Nine is a funk tune, with two Latin sections that are in the songo-funk style.

BLACK NEINE GROOVES

This example is very much like soca or calypso using a stick across the rim, the right
hi-hat, sometimes quartar-notas with my left foot, and then the bass drum is playing
hasicalby the back beat of the pattern on “two and” and “four and.” The first secticon of
| thie tune is built on this groove.

ENTRO”A! SECTION
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EECTDE M This is a percussion ensemble salo . . o drumset and batd drums. The drumset part is
in the songo style and accompanies the batd drums. The clave is 5-2. The bata dlrums
| aie playing the second “road” [section] for “Cchosi® in the Oru Seco. Many differsnt
| approaches can work here combining funk and Afre-Caribbean rhythms,

BATA SECTION
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L L
S EXAMPLES This goes with the ensemble section that sets up the keyboard solo. The same basic

groove is used for this section and for the keyboard solo itself. Again many rhiythrns
will work here, so don't hesitate Lo experiment.

ENSEMBLE SECTION/ORGAN 5040 [_INTERCHANGEABLE WITH EX4)
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THE B-3 SOL0 GROOVE.THIS 1S A VARIATIGN OF EXAMSLE 2.

The B-3 solo groove. This is a varation of Example 1.
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ENP SECTION

ACCENT SP.UAND OF FEAT 7

The finzl section of the tune was just an afterthought. As we were putting the tune
together, we came up with this interesting songo-funk groove, so we tacked it on the end.
The songn drimsst styvle was invented in Cuba in the early 7's by a man named Blas
Eguas, whowas a member of the popular Cuban graup “Los Van Van.” and then
developed to an incradibile level of creativity by his replacement, losé Lujs CQuintana ar
as he is more widely known, “Changuito,” Songo is a cambination of hand drum arid
drumset parls and, believe i or ot the arigingl concept had no cymbals in it only
drumset and

a piece of bamboo, Charguite added cymbals later as his playing style evolved, If YL
understand that the songo and funk styles are related, then vou can corme up with same
very intetesting things. It was as a member of the Tower of Power that | discovered the
“power” of grooves that were repatitive but were not the tradlitional “2 & 4” on the snare
drum, | got this idea from listening to Latin music whers the groove is there but without
a drumset. Funk, jazz and all Caribbean styles (this includes Brazilian music) fis together
s0-easily because the oot is African. We Rave 4 very strong African presence in the
music that we play here in Narth America. All of the innovations in funk dremming can
be traced to the rich musical traditions of New Otleans and then to Africa. The concept
of clave, which most people associate with. Latin ar Afro-Cuban music, is in some form
ar another in all musics of the Caribbean as well as WESErn pop music. 5ongo is very
wide open in terms of content becauss it's constantly evolving as it is combined with
other styles. Tome, this adds excitemeant, freshness and an unpredictability to our modern
drumset language, Songo is not a drum heat but a style of music; @ style of playing that
comprises many, many elements, As fong as you keep that in perspective, the stile will
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-ﬂ,,,_h BLACK NINE
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Timre are six grooves that appear in this song afid all are inthe East Bay style.

ESCARE FROM OAKLAND GROOVES

The main drum groove for this song is an inventicn of one of the saNT’s COMPOsErs,
Narbert Stachel, The ides for this groove was inspired by “The Oakland Stroke,” &
[awer af Power song with a two-bar signature drum beat (see Tower of Power Grooves).
There are many similarities in the two grooves. by version of Norbert's original was
stylized to fit ny particular sticking concepts. “emember that all of those little unaccented
[ahosted) notes are the glue that holds evarvthing together on the inside of all these
groaves, Without those soft notes there would he a lot of holes in everything.

e

&
+

These grooves are used during the saxaphone solo and as the solo builds. Bx.d, 4 are
variations of Fx.2 and are basically the same rhythmically with the addition of ather

votees such as cowball and cymbal bietl.
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This s the groows that | use in the last section that precades the drum solo. This groove was

inspired by the great grooves of Entiqus PlA, the drummer with frakere. Irakere, one of Cubats
finzst-and mast innovative bands, was one of the first groups o successilly combine Afro-
Cuban folldaric music, rack and jazz: PI3, whe plavs drumser, timbales, as well as bata, has
lecl the way for many with 2 unique blerding of madermn and falkloric drumming styles.

The drum solo concepl was again inspired by Afro-Cuban music, whers the timbalera
| solos over & percussion vamp.
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LAKESIDE SHUFFLE

J.azz, funk, West African, Afro-Cuban, Brazilian and all the Caribhean stvles fit together
sorwell that if vou will use your imagination, the passibilities far creative groove making are
enclless. First you must become familiar with all of these different styles of music. Once that
is done the creative process can begin, Becoming familiar® means acquiring a working
| knowledge of these musical elements. This is very time consuming because it lierally
| takes years to accomplish and requires a great deal of patience, focus and discipline,
“Lakeside Shuffle” is played with a 6/8 feel throughout and also includes a straight-
ahead jazz section, As is the case with all of the other tunes, ma ny different grooves will
work here, The 6/8 feel is one that is at times very “foreign” to drumsel players because
it is played primarily on hand drums and is very commen to the folkloric musics of
Africa and Cuba. I'm not an expert on these styles by any means, but even with a small
amount of accurate knowledpe | was able to come up with some interesting things 1o
play in this piece. In most of the grooves used here, the 6/8 clave or 6/8 hell paltern is
present. Also, | say 6/8 even though the song is in 4/4. Why? Because the 6/8 clave is 3
two-measure phrase based on 12 eighth-notes. In one bar of 4/4 lime using triplets there
are 12 eighth-notes. 4/4 i< equal 1o 12/8. 4/4 also equals two bars of #/8 time.

(RUMEA CLAVE WRITTEN 8ELOW EACH MEASURE) J
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lechnically this interpretation of §/8 is based on 3 dotted quarler-nate . . . three eighth-
aoles Lo each datted quarer,
| LAKESIDE SHUFFLE GROOVES
SERLNLCERERE  This is half-time triplet style funk with the right hand playing the 6/8 clave pattern on
the hi-hat or on the ride cymbal. The right hand part can also be playved on a cowbell.
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SEEXAMPLES 3-5.-"

These grovves are used in building the sax solo and are based on Wee Adrican drumming,
The basic pattermn came from one of the drummers with the Nigerian Dance Company
and then | adapted it to drumset,
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This is & shutile but with a triplet feel. | tilled in the tripslets so that Hhe section weauld
fiave a similar feel 1o the rest of the song.
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" o LAKESIDE SHUFFLE
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THE BOX

The Box,™ a composition by Bay Area comgeoser’keyboardisl Frank Mantin, is a sONg
with a lot of things going on in i1, | view this COMPOSiton as more of a suite. A suile can
have many different sections or movements in it. Again, as in some of the other pisges,
Pwas inspired by Afre-Caribbean music, One of the things that was very appealing to
me, a5 well as challenging, was thal the song wasn't in a funk style and that it had no
real defined grooves in any of the sections, Because of this | was free 1o experiment. The
678 seclion was the first partof the tune that | worked on and then the rest evalved the
more | played the piece. Actually, it's still evolving!

The sang biegins with a short rubato piano solo and then the time is set by the bass line.
I this intra section there are some fills which can be improvised or prohestrated, | elected
the orchestrated varisty becauss the section requires a certain level of excitement that
must be there every time. With the erehiestrated fills | could build something that would
be spectacular and would also have “built-in® excitement. Several different fills can he
| coenstructed that can be used at any time,

THE BOX GROOGVES

This is the "almost-reggas” section. fnitially | thought of playing sisteenths on the hi-hat
arel 2 & 4 on the bass drum. Then | thaught of a groove that Bernard Purdie used to play
that was regoae-inspired and finally decided upon building & gan that included both ideas,

The inspiration for these nex| grooves comes from Afro-Cuban talkloric mmusic, The 68
‘ lime feels found in West African and Afre-Cuban folkloric music arc

tvery unusual and is
mastly unexplored territory for dramser of

ayers, This example has the right hand playing
| claveean a bell and the el Baned aliing fﬂr‘-‘i‘ﬁ-‘@ring e appiaite hane by fi,‘[ing imall
the rests! the clave part on the hihat,
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The clave part is moved to the ride eymbal, the left hand stays on the hi-hat and also plays
the snare drum on beat four. The bass drum is on the “a” of beatl one in each mieasure,
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D BEHIND CONGA SOLO

The stickings are very important, However, if you came up with an alternate sticking
that works just as well, dont be afraid to 1ry it, As you can see there are many, many
ways 10 play 6/8. Check out West African Rhythims for the Drumset (81995 Manhattan
Music Publications] if you're interested in more information on 68 rhythms and what
can be dong with them,
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Thiz groove is in the sango style. Remember that sango is a style and not a beat. In
order 1o fully understand the level of sephistication thal songo oflers; vou must realize
that it is a bend of many things. Pop, funk, and jazz, as well as the many fotkloric
musical traditions of the Caribbean, Brazil and West Africa, come logether 1o give
songo its personality.
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This is a funkier approach to the &/8 grooves that appear in this piece. The bell part is
the traditional 6/8 bell thythm with half-time funk undemeath.
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BY FRANK MARTIN

PIAND RUBATD,.,
BASS SETS THRAE.

THE BOX
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COBRA

Th'n; is another compoesition by Frank Martin and is in the fusion style. Fusion uses a
lat of the funk vacabulary but goes a lot desper, Try inventing some of your own grooves
for this {une.

COBRA GROOVES

This groove, as do some of the others in the piece, requires two hi-hats, The right hand
| plays on the right hi-hat and the left hand plays on the left hi-hat
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Here t substitute a bell for the right hand hi-hat. The left hand stays an the left hi-hat
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#  Flay the ride cymbal with both hands . . . the right hand on the bell, the left hand on the
I apen part of the cymbal and also the small tom on beats twe and four,
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The keyboard solo groove:
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This two-bar groove was inspired by the polymetric concepts of Gary Chaffee. His
bocks (available fram Warner Bros. Publications) are a must for anyone interested |
developing polyrhythms and polyrmeters,

This groove is based on a 9/16 patiemn, Look at the first nine sixteenth-notes ang Su
will see it. This is two single paradideles followed by a bass drum note . . . 9 notes wo
bars of 4/4 can be subdivided many ways. In this particular example I'm playing th:
| 16 over the 4/4, If | wanted to ca rry this out all the way so that the 9/16 proove ¢ €8
back 1o beat one where it started it would 1ake nine bars of 4/4 time. Court the 4/4 2 U
nommally would ... “Te&alefkalesadnegar The 9/16 groove repeats ev ;
nine sisteenth-notes. In order lo make this fit within two bars of 4/4 same notes haw (©
be deleted or else there would be 106 many. In two bars of 4/4 there are 32 sixteen
notes ... 94 =36, . that's four too many. subtract four notes and il fits, Literall
what's being played is three bars of 9/16 and one bar of 516 .. . the total number
stuteenths is 32 or two bars of 4/4. This is 2 very advanced rhythmic cancent and can @ <2
a long time o develop becayse your car must be trained to hear both meters tagathe
As Lsupgested before, try inventing some of yaur own thythms for this song as well
all of the others. The goal here is to fined what works for you, That lakes time and ploy
of patience. When presented with new music we're all faced with trying to come uy
with fdieas that work, All of the material in this text should be looked at as example:
thinking creatively when presented with a musical prablem, As | asked hefore, what
wotld vou do if 1he drum chair was yours?
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COBRA

BY FRANK MARTIN
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CONCLUSION

WHEI‘I [ first jeined the Tower of Power the listening that | was doing =et the tane for
the kind of drummer that | wanted to become. | was listening 1o jazz, Latin music, and
lots of funk. Those shree elements really were the three mosl important elements in
music to me, stylistically anyway. Those things today remain my favorite music in terms
of styles. So, all that I've tried Lo explain here is an extension of all of these things that

| 'was trying to develop in my earlier years. | spent a lot time listening to the Meters.
That was one of the best bands ever, with possibly one of the greatest funk drummers in
history . . . Zip Modelisie. Zig (along with the James Brown drummers and a few others)
is responsible for a lot of the vocabulary that we use taday. | listened to a lot of Flvin
Jones, Tomy Williams, Jack Delohnetie and Grady Tate, as well as kig band drummers
like Sonny Payne with the Count Basie Orchestra and Jake Hanna with Woody Herman.
At that time, even though | was being influenced by Latin music, | knew very little if
Ayt about € The ove hing, § wndersiood or sure, Ihough, was The unmidakabie
groove, The feeling of Latin music really influenced ma a lar, and [ tried 1o incorparate
bell patterns and things like that into the grooves that | was plaving in the Tower of
Power, along with many ather ideas. When | was |7 vears old, | decided that if | was
going to be a drummer, lor better or for worse | didn't want 1o sound like anyone else.

I was going to do my best not to copy anyone. | want my creative efforts ta stand
alone. This is a motivating principle of mine and has always been. | never copy anyong
unless it's something so cool thal it has io be copied and ther it becomes guicle oul
of respect for its originator, You know . . . that il can’t be changed because 1's so preat.
Ortherwise, | think that it behooves any of us who play this instrument ta be exacily whal
and who we are on the instrument . . . play it exactly how we hear it There's no reason
to be a clone. There are so many really great drummers these days but sometimes 1|
seems like there's a lol of the same drummer. The great ones are very individual and they
have their own voice that they've developed an the instiument If they did it then | can
do it too, No one argues about handwriting. Everyone has different handwriling, anc
teally, what you are musically has its own imprint . . . vour own signature, What | am |
must accept and live with. | think its far beter 1o assess what vl are musically and then
take it somewhere than 1o constantly be copying somenne else. Then your achievements
are based on your own efforts, Ultimately this is far mare rewarding,
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