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Introduction

So you want to play drums, Jazz drums, huh? Maybe you became interested in jaze drums;-

ming because you heard 2 coneert or uwzdmg attended a clinic or read an interview bvon

of the more prominent druminers of the last thirty years such as Dennis Chambers, Vinnie
Coluiutn, D.uc Weeld, Peter Erskine, Steve (J.idd David Garibaldi, Billy Cobham, Jack
Dcfohnerte, Tony Williams or Blvin Jones, But where do yourstart? These drummers soun.d
so ditferent from ene another. They use different tumngs, cymbals, touch, rechnigue andd
grooves, and they play different types of music, Yet all of them attribute o Farge part ol their

musICalIty to a tharough stucy and knowledge of the master drummers who preceded them,

Vianic Colatuta credies Steve Gadd, Billy Cobluun and Tony Williams. Bill Iy Cobham cred-
its Tony Willums and Buddy Rich. Teay Williams credits Max Rox acly, Art Blakey, Phiily
Toc Jones, Jimmy Cobb and Roy Haynes.

All these drummers form a continuum that leads back to the be-bep era of the 1940s and
50s, and even carlier. The purpose of this book is ta help you discover, and learn from. the
mastors oj-hc—hf}p Farly innovators such as Bﬂbv 1Jodds, /urry Singleton, Gene Krupa and
Jo Jones, were exceptions to the old saying, “live musicians and a drummer” but all success-

ful "hop” plavers were ¢ knowledgeable musicians as well as gifted drumimers,

The leaders of the be-bop movement were Charlic Parker, Dizzy Gillespie, Bud Powell and
Thelonious Monk. Their compositions challenged drummers like no others had before. The v
combined Lytnmu.ﬂlv mtricate meladies and soplusticated harmonies (at times s played as
slowly ~— or rapidly — as imaginable) in ways that continuc to captivate players today.

This music requires more from a drummer th an just timekeeping. When you listen to somc
of the masters of the idiom, you hear not only a great feel, but an ac knowledgement of the
melody and the harmonic form, musical accompaniment, and logical solos. If you dig even
du,pu vau may ind that meore than one of the © newest, hippest” phrases was alre: ady being
plived by a drummer in vour grandfather’s day!

I hope this book will shed some light on this important musie, and will hel; o vou put down
the same kind of musical roots many musicians so deeply value. Subscquent volumes in this
serics will address the musical innovations of the '60s and | 70s, as well as chart reading and
interpretation.

Enjoyf
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The Ride Cymba

To w drummer, the key to playing any style of music well is re wcognizing and develoning the
fundamental clements that make the tme Aow. In contemporary nopuiar music, the
Bow is locked in by “1" und “3" on the bass drum and backbeats on 2™ and “4” with the snasn
drum. In Latin music, the time flow is determined by the dlawve. While Latun dovanmers are
netorious for 1lwrhmm adventurousness, risks are not taken at the cxpense of the elave. Sim
tlarly, in rock or funk music, although it isn't unperative that the bass drum be pirved on
dewnbears and the snare drum on backbeats, it is essential that the band teel that pusse. I
Jazz, the time flow comes from the phrasing of the ride cymbal pattern.

The pulse of jazz is a quarter-note fcel with an cighth-note wriplet subdivision. Qver the
years, different rhythmie phrases have been writien to represent this pattern. Here are the
four most common ways of notating the jazz ride cymbal pattern:

ki
p— . ——
| . J J ; !
: o ' o N S
o L}T & T - LT
0. i -
While none of these notations is completely accurate, the third examiple with the wiple:

phrasing is fairly close to the way most jazz drummers think of the ride pattern. Tnu quaricr-
note pulse is paramount, because it gives the music a sense of forward motion, W 1lh this in
mind, the phrasing begins to tuke shape and sounds like this:

Adding the hi-hat onbears 2 and 4 gives those beats more “weight,” as suggested in the ather
fide cvinbal notations.

iti; e =
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Whinie there are instances where the mide crmbal paticrn i

eht be plhrasca s b b cther
nelations, the basis

or aswinging [eel ar most tempos i ride pattern consistng o
quarter-notes ot cqual intensity with the “skap” note, the third mote of the 1o s et
and S plhaased as worripler (i softer i volune than e (quar

beats 2 and -,

ter-1otesd aned e e e

il e

Forvears it was subd that bears 2 and 4 were the most Imbortant beats 1o fee] e dass i L

e lawed Inoadl masic, mcluding jave, boats Tand 3 are the "o and "pag beats, W

ever the mwsie, people dance on "1 and “3," not 2 aid *a.° Bears 2 and b are the

y Z [ SN

of beats 1 and 3. You can't snap vour (in rers, chap your hands, ar plav the =Tt on 27
) g P ]
" unless von are weading 1M and "3 T he idea s to Hid a Dalaniee, because iMeais 3ot 3o

2and 4 are teo hieavy, the music won't groove.

Phrasing

Topractice the ride eymbal pateern, set vour metronome al« = 60 and
) | ' A

count out hoaed, T-5p-Ter,
2-wrip-let, 3- Tip-ler, 4- trip-let., By accenting the third note of (he

1

i 1 H
winlet, von wil e e
: ]

Foned s i your plirasing as well as asense of exactiy where to pince the dowsbeas .,

Nowadd the side cymbual to your counting:

Anather way to develop the desimud roundiness 1 1o cotne

s

Make sure the ¢ the four quarter-notes are plyvedat the same volume amd tha e fan o

1s noraceenie d on the ricle cymbai, althaugh vou do aceent the

POt 1N VOLT Coin
Think about wiving cach note a definite l_)cgiﬂmr]g, hut no ennding. The sound o cas: none
should be corzzceed to the nest one rather than seprarated

Sy plaving the ride panie
soare drum. The patternwill sound somewhat stiff because the snare s Lot

O i

T Ve

vou can hear . definite end to cach notwe, New play the pattes o vour Joor Lo, Ui -
sound butter bzcanse the floor tom resonates fonger than the snare, wid the otes co e
The sound veo want on the ride cymmbal is shnilar cach note should I

SUUIILTON T TN
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Sctvour metronome atd = 100 (2hipk fripless) and sing

“DeceDeedaldeecDeeduldece,” cte. Continue singing and add the side cvmbal and b

Rt SR
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Fock the quarter-naotes in with the click, Keep a consistent triplet
spacing of the skip nore and make sure theve wre no s Between
theride cvimbaland hi-huat —a peefect unison is aainst. Keep your
sound and velume consistent. Listen for and maiatis e trinlet
subdivision. Use your CD players Jooping function to loop CID o
track - and play ajong with the 8-bar bass line phrase (ate = 120), U
Lok your ride cymbal patiern in with the bass. —

Rl"p:.'uf_/br_f‘."w MIntes af quiarier-note = 120, [40, 160, 180, 200.

The fellowing exercises are designed to reinforce the swing feel on the ride cvinbal, g,
practice these exercises at various tempos. The snare rhythms must enitance the SWIng el
Play them soltly so that you don't lose your focus on the ride cymbal, Play the b ENERY

saftly, too. A good starting tempo s = 70,

CUhe quarten —nglc padie 18 paramionni becaie U QFCT Phe st setise 5] frioand v
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The [azz Sound

Farly drumscet players, like Baby Dodds and Zutty Singleten, focused their time plaving on
the bass drwm and snare dram, "Their sound was an outgrowth of the military sovle. The fec!
was march-lice, butalso ncluded elements ol swing derived from boogicnwoogic and rag-
titne piano stiles. The term “ragtime” is a derivation of “ragged-time,” MEAnIng svncopation.

Cymbals and Chnese tom-toms were used as sound effects. By the 1930s, the tnckeeping
function moved to the bass drum and hi-lat, and Tater to the bass deom and ride cvimbae S he
stare was used for comping and soloing. The tom-toms were incorporated © sesdicallv sor

variety in drum solos developed on the snare

Calfskin Heads

Plastic drum heads dido't exist i the 1930s and 19405, wind were not in widespread use untl
the mid-1960 The sound of Kenny Clarke, Max Roacly, Roy Flaynes, Art Blakey, wnd ali
the great playcrs of the bop era, is the sound of drums with calfskin heads. Calfakin heads

have a rich, pure tone with less overtone ring than plastic heads, You can teel the stick .1-;

into a caltskin head and rebound with a nice, soft spring on the upstroke. Most l,umn Dind
that calfslin Feads respond physically a lude more slowly than phstic, but most den't mid

beeause the fezland sound are so picasing. None of the plastic-coated head surtaces %o quite

like callskin er lastas long, Also, brushes feel and sound great played ona calfskin head.

Tuning

The jazz dramset usually consists of a bass drum, smare, mounted tom, and floor tom. The
drums are tuned so that cach one has a piteh and tone that blends with all the others, muach
like voices in s choir The highestvoice is the snare drum which should have both a cr ispattack

and a fatsoun . With the snares ofl) the drum should blend in perfectly with vour toms.

After making surce cach snare drum head is 1 tune with itself, experument with vour tun
Tune bath he, ds to the same pitch = how docs that sound? Now tunc the top head L'.é;'."l:l_':'.
Ay loosening sr tightening the snares. Top head looser? Bottom head tighter? fach of vour
droms has a w uiL tonal range. On the toms, the top and bottorn heads are usuali vuned o
the same pite o This tuning pives the drums an open, warm, singing tone. Because favy
dromuers at thmes use the bass deum Like a thicd hand, it 1s tuned to a tone and resoiancc
similar to that of the toms. Therelore, mulfling i1s kept to a minimum.

Tunimyg your Grums o specific pitches 1sn't necessury, but most drummers do tune their
drums in thire s or fourths to help create a mclodic flow. When tuning, I rune thic bass Jdrim
fiest, und then the snare drum. Then T rune the toms to blend in between the stare 1 ass
drum. Asfort ¢ range inwhich to tune the drums, historieally, the smaller the ensemble, the
higher the wir g of the drums. Drummers working in larger, louder ensembles tuned the

drums lower because the tower- sounding drums projected betrer through the ensemble.

Chittord Brow ., to Mel Lewis's sound on The Definitive Thad Jones, Volume I or 2. Recorded
more than thy -ty years apart, both drummers are using calfskin heads, but Max tunes very
high while M- tunes very fow. But both have a similar resonance and waemel,

To hear the sound of calfskin heads, compare Max Roach's sound on Live ar Basin Sereczwith

Time Playing
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'he Bass Drum & Hi-hat

There has been much discussion in recent years about whether or ot the fazz drummer
should play quarter-notes on the bass drum {connmonly referred to as “leathering™, AL
"hop” drummiers played time on the bass druny, and this much is clear: if the Caarter-notes
are tow Toud they will ruin the e Aow, and if the bass deam is left out the time docst tee
grounded. Drummers consider quarter-notes on the bass drum too loud if the varc audinic
il within the ensemble. They should be “felt, not heard,” as the s sayving gous. Maost ol the
drummers who play four on the oor successfully play Mat-foored, und let the beater relsound
otf the head. They use bass drums that resouate and a solter beater on te prdal, wiivh pro-

Jduces less ofa “pap” than those penerally tsed today,

Thereason drummers started playing the bass drum on a1l four quarter- notes was to rafnfr
the walking bass line of the unamplitied acoustic hass. The idea was to enhance - - not
replace or avershadow —- the w king bass part. Therefore, 1 recommend dn\dmw.“y the
kind of sef7 touch required to play the bass drum so Uit it is felt and not heard. Dot o Vilin

public unti! you can control the bass drum to the point where itenhances the thme Jow mathe
than stifting it

Often drummers play four on the floor in conjunction with the “hieet-toe” hi-hat techniaue,

]
By sy nchrenizing the four quarter-nores played on the hass dram with tie heel-toe miotior
on the hi-hat, you create a very stable tine foundation.

o ) s Make sure your hi-hat foot heel
» ) - i - . .
— .di B — —_Qfﬁ———-—-- Tands exactly with the bass drum on
o wats 1 ; darly o lam
Heel Tm Hewl Foe beats 1 and 3. Simik arly, dot s

heats 2 and +1.

Inaddition to the method just deseribed, T've seen jazz master Jimmy Cobb use anoiher tpe
of foot synchronization to enhance the groove. When [immy chooses not w play four cn e
Hoor, he'lT play beats Tand 3 with the heel of his bass dewm foot and at the sume time, Beats
Land 3 with the heel of his hi-hat {oot.

- i e Either of these foot svnchronivation
: - - : !
+ - 1 : moves” will add real aircl"‘t.’llu vour
Heel Heel time feel Try them —the PGP Vil
Heel Toc Heel Toe play with will notice the difference.

The role of the hichat is to.cnhance the groove ol the ride cvmbal. This is done by pi aving in
pertecr unison with the ride cymbal o beats 2 and 4. The sound You want 1s crisp and deh-
nite. Think of the sound of a church choir clapping along with their singing, Thee mp! s
strong, its placement definire. The clapping remtorces the Now of the rhyvihim ol the melody,

Imiagrine how the music would sownd i the o pPing was dene inahalshearted, wishv-washe

fashion ~— the music would be beteer off without the clapping. The hi-hat mae be praved
with authority, but ac the same time must stay under the ride cymbal.

Jaze drummiers generally keep their hi-hae cymbals about two inches apart. The top evmbaj
is held loosely in the cluteh — tight enough that it doesn’t slide up and down in the cluich,

but loose enough to move freely and sound open, not choked, when pluyed with st

'.\,'i\'h.
i

There are three basic foor techniques that work well for playing the hi-hat, You shauld L').PL‘"‘-

mentto find th e one that gives you a good, consistent “chick” sound. Relaxed control is the

u.ln

The thiee technques are flatfooted, heci—foe, and daniing” on the hall of your foor, Whichever

method vouuse, make sure that your motion is fluid and relaxed and that evervnote
9t

M The Artof Bop Drumming i




Cymbals

In general, bands grew progressively lauder through the 19605, 705 and 80, forcing cvimbal

manutaciurers to make thicker and heavier cymbals to mect the requiremen

s ol rthe miGe,

Theadvantages ofa thick cymbal over a thinner one are that a thicker cyvimhal s jeoder, can

cut through amplification better, and Lists longer becawse 115 more durable, The sew heas -

v

ter eymbals do what they are designed to do, butics impartant Lo keep in mind than a ovmshal

marked "Medium™ today s heavier than a “Medium” made in the 1950s.

The problent with playing jugz on a heavier ride cymbal is that
the notes of the G ride pattern dow’t Aow topethier to create the
desived cushion of swund. N heavy cymibal docsn't breathes it
sound s short, iike playing the ride pattern on vour snare drum,
The reason many jazz drummers put rivers in their cymbals is to
enhance the ipread or resonance — the cushion that connects
cach note. Ferturately, eymbal manufacturcrs are once again
making thinner ride cymbals, usually called “light” or “dry.”
These cymbals have the appropriate combination of stick attuck
(for clarity and definition) and cushion (overtanes and sproad)

o help dramimers geta flowing time feel on the ride cymbal.

The Jazz nde cymal is usually 20" or 22" in diameter, Widh this
cymbal you can create a multitude of ditferent sounds. The facr
that cymbals are thickest at tie bell and thinnest at the edpe vt

ates diftferent sound characteristios depending on where yau play.

r -
Playing Areas
Thecymbal bell js the highest-pitched, least sustaining (ot cnsh-
roning) and most projecting part of the eymbal. Playiug on the
bell is great for Latin rhythms, fusion music, and for playing
short, cutting Dgues with an ensemble.

Directly beneath he bell is the thickest pare of the body of the
cymbal. Plaving this area away frem the bell— approximately 2
ac 3 inches — will create a clean, erisp, defined sound which js
very effective when the musicnl intensity is high and you really
want to “dig in” to the cymbal. This part of the cymbal is alsa o
good cholce for playing upsempss because you can usc a light
touch and still pro,ect.

The third playing area, about midway between the bell and the
edie, s the main tine-playing arca on the ride cymbal. Iere you
can getadistinetstick sound and an appropriate amount of over-
tene build-up 1o create the cushion. The cymbal vibrates eveniy
i this area and can be plaved from very solt to very loud, yetstill
maintain its sound qualitics,
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The playing area closest to the edge generates a sound with many low overtones and Lle

stick definition. The cymbal vibrates unevenly when plaved close o the adge, but can be

controlicd il you play it with a very light touch. Play towards the edire with the should

vroot

the stick [or ceeasional soft crashes within the tine How. Faperiment with vour ride cvmb;

(il the ditterent sounding arcas. Check your ride cymbal out with different weight sticis

and difierent tp shapes. Familiarize voursell with vour ride cymbal — Jearn what it can o

tor you,

Sticks

Onee vou've found a stick that you feel comfortable with and
you know the sound possibilities of your ride cymbal, experi-
ment with “choking up” one inch on the stick. How daoes that
chanpe the sound in cach area? As dilterent volume and tempos?

Now hald the sticks at the butt, What does that do to YOur
sound? Your faciliey? Experiment with playing the shaulder of

the stick on the eymbal in the lollowing ways:

= Oceastonally, as an accent within the fime {low
* Supported by the bass druw or snare drum
.

Incach playing arca
+ Repeated shoulder notes on the bell
* Repeated shoulder notes on the edge

Inregrate these ditferent sounds into vour playing to make it

more nteresting, low better, more swinging and dvnamic.

Cio for it!
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Practicing

Forsome people who are reading this book, playing juze may be arelatively new experience, and
might feel awkward, Remember learning ro ride a bicyele? At first vou were worrizd abous
keeping your balunce; you didn’ even think about pedaling. OGnee you gained a sense of balunce

— but nota mastery of it — you could try o pedal. You still hadn't considered how Vi woulkl

steer or stop! Graduadly, it all cune together; you could ride fignre-cights and stop ona dime,
but each day until you could “do it,” you would start out by regaining vour sense of balance.

Warmin eUp

Playing with a swing feel requires asimilarsense of balance. Spacing cach note so that i lows

with relaxed forward momentum will tike a while 1o master, But it mmwss be Lhs

nothing clse you plav will feel right, orwill matter acall. The spacing of the ride cvinbd pat-
tern must beeome I ce your bhalance on a bike — it has to be there from the first second vou
startto ride, To helpachieve a consistent, swingang ride cymbal beat, | suggrest tharyou bein
cach practice sesstos with 5 or 10 nvinutes Of}')';l)’ing the ride cymbal with the COmPIng pat-
terils that are written out on page aine. This will remind youwof the proper sound and spac-
g of the triplet fecd of jaze.

The "Fun” Factor

The crums are fun to play and vou should have lun playing them. However, all drumisers a2
one time or anothe - go through periods when they Il play all day, every day tor weeks a4
ume, but still not siaprove much, The fact that ic3s so much fun to play the drunis can be
problom o itsell] because it takes discipling to stap playing {and stop having so much fun,

and soart wm‘lcing on the weaknesses in vour olaying, When a drummer plavs for Lours on

end without spending any time focusing on corrceting weaknesses, he will naprove
will improve the things that he already does pretey well. To muake the most ctfective use of

-t he

dRCATCEN,

your time at the drv ns, you should spend at least half your time correcting vour wesk

and the rest doing taat mare prumal thing we all love so much.

Reading

Reading music, and becoming n good reader, does not take away from yvour nataral feeling

music. Intagine tha: you wanted to learn about waorld history but could not read. Flow wauhi

tor
i
you fearn? What you could learn would be entirely dependent on the imired intormation
peaple told you and vour ability to remember whar you were told. Now suppose vou knew
haw ta read. You ¢ uld still fean from others, but you could also go 1o a Ihrary snd read
about the many evonts and aspects of history that nene of your contacts had any o aviods

L
of. You could also u.c your reading skills to verily information that you had been givern,

199

While music has o trong oral tradition, the reading of music in no way diminishes e tra-

ditton. Being a good reader sunply apeas the door to knowledge about all misie,

Where to Begin

How do you figure cut what to practice? By listening to recordings and live performances, b
plaving with peopls and by looking at drum: books, Take an inventory of your plaving, and
vour musictanship, Vake a list of your strong points as a player and be proud of Ui thing.
that you do well, M ake a second list of your weaknesses and commit more pPracice Line o
wnproving these arcas. You might want to break vour weaknesses into several groups. Group
I might consist of't ungs that will take only a few days o polish up. Group 2 may consist of
things thatwill take tmonth or so to improve. Group 3 e things tharwall tha will sine o e

ot so to master and Group 4 may consist of long-term, life objectives.




Look at your list of strengths and weaknesses every day. Acknowledge what you do well, but
wark every day on deereasing your weaknesses. In fact, before you sit down to practice, muke
cither a mental or, better yet, a written note of what you hope to accomplish during the prac-
tice session. Remember that you must enjoy practicing if’ you hope to retain anvthing of
musical vatue, Recording practice sessions, rehearsals, and gigs is extremely valuable becatse
it can make you more aware of your strengths and weaknesses.

Setting Goals -

The goal of being the best drummer youcan be is admirable, but
probably not specific enough to get you where you wauat to go.
Years ago, President John F. Kennedy focused the psyche of the
American people and directed the development of our space
program when he suid, “We're going to put a man on the moon
by the cnd of the decade!” Compare this specific goal to the ) Tony William.
desire to “Tlave the best space program.” teewrsy Notesand Vo

Twsed ta practice ol
cveryday’ from abus
abon? 1962 1t wowi i d

whole peried eom "

clie weas bapperning.

v AT

Competition -

People arc competitive by nature. While certain aspeets of the music business are very com-
petitive, the playing of music is not a competition, Yet, people still like to comparce both how
they play, and their level of success, with that of others. Iiguring out where vou stand can he
anenlightening and stimulating process. The knowledge that others have worked harder and
become more complete musicians than you should encourage you to work harder and
become more serious about climinating your weaknesses. Unfortunatcly, some people
become discouraged and frustrated when they realize that their playing is not as “topether”
as they would like, or that semeone younger plays better than they do.

Tony Williams, born in 1945, burst onto the music scenc in

1963. At the age of 17, he was playing with Miles Davis and —

sounding great. Steve Gadd, also born in 1945, first started Tused to practice an,

making waves in the music scenc in 1975, at age 30. Lmagine & ""Lf"bf "59""""' SR R
how different the music scene would be today if a youny Steve cid, from ibe 8 foEn IS e
Gadd became frustrated by comparing himself to Tony in 1964 s bl B

or 65 and stopped playing. They both are great players who have
inlluenced many. Everyone develops at their own pace. Elvin
Jones made his first record at age 29. Axt Blakey started Jeading
the Jaze Messengers at age 37, Remember, music is a life-long

Elvin Jone-

Yroms Nores i Do

b
pursuit, and meaniagful improvement takes time.
Inspiration
An aspect of practicing that cannot be overlooked is listening to —
recordings and going to sce live performances. We are very fortu- Whencver Max, or Buddy, or Elvir,
nate that a number of the innovators from the be-bop era are still or Ray Hiynes orany gosd drammer
performing today. Seeing a master play is an invaluable experi- wnandonn, if Lot warkin
ence that will help you {eel and understand the music better, T g wihere sy
Philly Joc jone:
Nadern Dirorn:
February The
e dre of Bop Drumming Time Plaving
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“Playing jazz drums, you have to -
kitote how to play the [ride] cymbal
beat and you have to kitow hoto to
coordinate that with the hi-hat and
coordinate that with the bass drim
_and the left hand. The only way 1
leariied ho'w to do that was by
playing this jazz beat [on the ride],
ching-n-ding, ching-a-ding,
chiyg-a-ding, ching-n-ding. Iean .
plafjiat beat constantly without
everstopping it. I can play a whole
butich of other stuff with iy left
hand.and never change Hat, I can
play dhat bgnt constantly through all
this other Stuff. Now, to be able to

)
X °  Tony Williams
t

+

1990

justa? that is an accomplishment.”
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Onee you've developed a flowing ride cymbal pattern, the next step is to work on comping.

The word “comp™ comes [rom accomipany or corploment, Comping wdens are Jesivned 1o
! 3 ! ping £
accompany and complement both your swinging ride cymbal and the entive band.,
Comping is donce {or several reasons:
* To enhance the grocve,
* To add variety to the ume flow,
«To suppart ar stunulate the soloist;

* Asaresponse to an idea just played by anather band mumber

Comping 1s nor done:

* To display technique;
* To diszupt the time flow;
= To overshadow the soloist;

= Becausc you are bored “just playing time.”

[nterdependence

The comping exercises in this book combine a steady ride cymbal and hi-hat patters with

“moving” parts on the snarc and bass drum. In the past, exercises like these have been called

“independence studies.” Independence is @ misnomer because the Jast thing a drusiner
wants is his limbs to work independenthy. Whar you should work tor s whao I call seeernio-

pendence, where cach limb knows exactly what the others are doing and how thev war

i

togedfier, not independendy. When you can hear how a comples syvicopated conping ties
relates to the nide cymbal, it becomes easier to learn and will seand better when vou plav iz,
Dot think of vour limbs as having four independent binins. Instead, visualize four o
pendent parts that world together wo create the whoele swinging groove.

You will notice that these comping exercises are nat written using triplets but are plaved with
a triplet [ecking, This is achieved by “swinging the cighth-notes.” I juzz, all the eighth-noies
arc swung. In order to swing the cighth-notes vou must fewrn to “feel™ the upbeat as the thind
note of a triplet.

Flere s a bar of "straight” 8th-notes: Now phved with s

seotny food:

L I ! I | 1 |
- —’]’lj:l;,—i_“_“i:“:i':iz;i_j__ )

Off-beat Sth-notes:

N N

: ! o amm me. I
::I ’_J i it

This 8th-note phrase:

:ﬂ;—*__l[—-}_ B g _ PR Voo ‘ L ﬁ:’:”'

sounds ke this:

| N
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Comp Example 1 |

Cractice the foliowing comping ideas with a steady, swinging ride cymbal beat. Plav the hi-
hat softly with some “snap” in perfect unison with the ride cymbal on beats 2 and 4. Plav
quarter-notes on the bass drum softly, don’t mash the beater into the head.
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Remember, think of the triplet pulse and swing the eighth-notes. Play cach two-bar phrase
until it prooves. Practice with a click; a good tempo to start with isJ = 180,
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Pacing

Once you are comfortable playing these comping excreises, the next step is to develop a sense

of how to use them musically. A pood way to lewn ro comp musically is to play cach rwo-har

phrase twice, then play four-bars of tune without comping. This exereise will show you

type of musical pacing or density between comping and time playing, Remember that vour
comping ideas must accompany and complement the plaving of the other musicians. Add an

occasional accent, vary the dynamics, or play some of the comp ligures on the oms to change

the feel of the phrase.

The slash marks in the second stave are 2 form of musical shor-hand meaning “continuc the
normal time lecel

"

Now go on to the next two-har phrase and play it the same way:

NN

NN

|

EB:_—;}i_‘fj_jf:ll_“_ :

Pl—

”?:niﬂr—ci

o —_

ib:jft::@ﬁ;z:?‘l::zggzz

and so on, through all the two-har phrases. When un wlea is repeated in this taskion, it

called a “rifll”
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Rhythmic Transpoéition

Graups ol four-bar phrases are the basis of almost all jazz tunes. In the carly days, jazz musi-
cians would start their solo 1deas at the beginning ol cach four-bar phrasc. As the musicians
became more sophisticated, the phrasing began to change. Solo ideas became jess predicrabic
or symmetrical because they started at different points within the Tour-bar phrasc.

|
"
)
\
|
|
N
N\
\
_N_:_
\
\,
N

Notice that the ideas you played in bars 1 and 2 of the first four-bar phrasc sound quite dif-
terent when played in bars 2 and 3 of the second four-bar phrase. In order ro hear the differ-
ence, you must feel beat 1 of each four-bar phrase. Don't feel the beginning of cach comping
idea as the *17 of each phrase. This idea of moving identical rhythms from onc place to
another is called réyrbmic transposition.

Checlout these thythmic transpositions:

T e e e

| N
,v_j__m gL - -
:H.— s F h{ 7 y P p o — — // —~ y s _Il */(——,,

Now o through cach phrase in Comp Fxercise 1, transposing the rhythm in the three ditfor-
ent ways ©just deseribed. Count out foud to be sure that you are feeling both of the four-har
phrases and the way the comping ideas “lay” over the time. Make sure that the ride cvmbal iy
swinging throughout. Once this is comfortable, spend some time improvising i1 this man-

ner. Play along with CD track 4.

Artaf Bop Dramming
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Comp Example 2

Comp Excreise 2 expands on Comp Fxercise 1 with triplet-based 1deas. Although these exer-
cises are busier than the carlier ones, you must maintain the same focused ride cymbal sound.
The inclination will be to accent the “skip” notes on the ride cymbal but i fyouaccent the ride
cymbal in conjunction with ti‘c left hand you will lose the strong forwird monentum of the
quarter-noete puise. Start at4 = 80.
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»

Practice Comp Exercise 2 the same way you practiced Conmp Exercise 1.

Keep the ride eymbal, bass drum and hi-hat swinging,

* Play cach phrase a number of times, until it fecls good; then go on to the next.

Make cach phrase into a ff by playing it twice, followed by four bars of time.
Ina four-bar structure transpose cach phrase as you did with the previous con npis
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Comping with the Bass Drum

Drammers troms the carly days through the swing era comped almost exclusively with the

snare drum. With the emergence of bebop, drumuers begran using the bass drum tor comp-
g as well.

The bass drum's frst step outside.of strict timekeeping was playing iselated accents, called
“dropping bombs” Gradually, drummers Kenny Clarke, Are Blakey and especially Max
Roach, Roy Haynes and Shelly Manne began to incorparate the bass drum more sctively
o their comping vacabulary by using it alinost like a third hand.

To develop vour “third hand,” ga back to Comp Fxercise 1, Play time on theride eymbaland
"2 andFavith the hi-hat, Daont play quarter-notes with the bass deun but rather, play cach
two-harcompingideawith the bass druny untilicfeels good. Be carcful to keep the ride cym-

Dalsteady, as il want to po watls the bass dram,

=R o
—_ P —

v ¥

Now slow down the tempo and play Comp Exercise 2 with the bass drum while the ride

cymbad and hi-hat swing. With your left hand you vin play a cross-stick on beat four.

i v
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_ Comp Example 3

Comp Exereise 3 tatroduces two-voice comping ideas with the snare drum and bass dium. Think
of the two volces as having a conversation and, as always, keep the ride cymbal and hi-kat steady,
Remember, your comping shouldn't overpower the flow of the ride eymbal, Beginat. = 90.
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i “Deon't think of vour limbs as havin ¢ four independent brains. Dustead, Visualize four imcr:z’qﬁrrm’cr:.

“.\-/} paris that work ropether o create the whole swinging groove.”
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Comp bxample 4

Comp Exercise 4 expands on Comp Fxercise 3 to include triplet-based figures.

Start at .- a80.
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»

Experiment with Comp Excreises 1-4 by,

- Improvising similar comping ideas of your own Displacing the figures in four- bar phrace-
* Playing a two-bar figure, then improvising a complimentary two-bar response

- Iliiminating the hi-hat on beats 2 and 4 » Playing quarter-notes with the hi-har

* Substituting the hi-hat for the bass drum
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Accompanying a Soloist

Now that you've Jdeveloped the physical and mental techniques of comping, the probicm
remains: “When Jdo 1 comp — what is the right time?” This question can only be answared
by yvour cars. You must listen to the people youare playing with and always know where vou
are i the song form.

As the soloist plays, you (the accompanist) must rccogni’xc what the solr)i*it 1s tryingg to do.

Jazz solos are not ane-dimensional. They have shapes — “peaks” and “valleys.” You must be

i syne with the saloist in his or her solo. Basically, a soloist can do one of three thingn

= Build toa ciimux
+ Comedown from a chimax
*+ Coast

Building toa Climax

Every time you play, your goal should be to generate a good feel and maintain VOGLT A i
the form of the tune. o addition, as a soloist develops his or her solo, the accampanist mu-s
both support and encourage that development.

To illuserate the point, imagine a telephone conversation going something like this:
L5t Person: Doy, D happy. Liust found a great nevw ride cymbeal.

2nd Person: That’s great. Can [ hear it sometime?

Sare You can. 1t sounds so warm mm’_ﬁ'n/'.s'grmr fo ,’J/.-z}' an, teo!

Td like to Find s cymbal like that someday.

1T come across another onc, U be sure o tolf you absut £,

YWhen can ] come over and hear your new cyvinbal?

Came goer right sow if youd fike.

I'm en my way.

Both people are liitening to cach other, they're interested in what each has to say and respond
to cach other in a friendly and supportive way,

What it the conversation went like this:

13t Person. day s bappy. it found a great new ride cymébal.

2nc Person: That's nice.

S Sounds warm and Jeels good to piay on.

Fommm.

Velt, just thought Id tell you about i, Bye.

Click.

Now suppose they were having a musical conversation, T'he first per-
son 1s the solotst ard the second 15 the drumimer.

Which music wor.ld you enjoy more?

Comping
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When a soloist increases the intensity, so should the drummer. This can be done in 4 num-
ber of ways, Art Blakey would help a soloist build his solo by gradually increasing the Liten-
sity of the groove itself. Each chorus would “busn™a livtle harder thar the previous one, Plaily
Toc Jones would increase the tension by playing repeated “riffs” behind the soloiss

A
]
I

1
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all

Coming Down from a Climax

Coming down from a climax involves gradually thinning out the comping density, returning
to the normal level of intensity, and being aware that the solajst may build again, or end the
sola, or be unsure of where to g0 [EXL.

Coasting

Everyone has felt the intensity of someonc building a solo to a climax, Weve all expericneed the
cooling ofl after a climax, but what is coasting? Coasting means that the soloist 15t sure i he
wants to build more intensity and play a few more choruses or end the solo. When a soloiet i

coasting, a musical drummer can help shape the music.

I the dnmmmer just lays down a swinging groove for the solaist (which is dificuls cinnrh i
itsell), the solo will probably end soon. But if the drummer initiates some action by comping.n
away that “pushes” the saloist — generates some spatks — chances are the soloist will respond
by building the solo again. You must discover what each soloist necds, 1fyou push too hard vou
might overpower the solo, if you lay back too much, the music may die, Listen to the music vou
are playing and hear how the soloist is reacting in order to decide what is apprapriate lor that
.
The great thing about improvised music is that if vou're really in tune with the peopic vou paay
with, your songs can sound completely different each time you play them.

solelst on that tunc oo that day. Another version mught go ina completely difierent direct

No jazz solo takes the same shape twice. This s whyit's crucial to listen to the solaist. [T he thinks
he 1s building to a climax, you should be right there with him swinging hard and increasing vous
intensity (by comping) to push him farther. Flowever, ifa soloist is Lutdding to a climax but vou
think he’s winding down because you lost your concentration or weren't reafly hearing, the music
will not reach its full potential, and the soloist will be unhappy and feel that “you weren't plaving
with me.”

Scasoned players are completely aware of what the soloist is doing without thinking about build-
ing or cousting. The goal is to get to the point where the improvisations and comping ideas hinp-
pen naturally and are directed by your ears and intuition, rather than by thinking or puar

g,
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Listening/Song Structure

Most jazz son zs are built on one of two forms. The first is the dwes Jorm, which ie 12
divided into three four-bar plirases. Lach 12-bar cycleis called a chorus,

The second s the rrandard voug form, which is 32 measures divided into tour o whi-bar
phrases. The cight-bar phirases are generally designared as A(8) AR B(D) A, T
pletion of cack 32-bar eycle is a chorus.

U U0t

In'a 32-bar tune, the first cight bars (A) introduces the melody and harmons. T
cight bars {A) usually repeats the first, The third cight-har section (B) is generall
melady in a difterent key. This scction is often called the bridge. "The time feel {Latin, twe-
beat, swing, et }fquLlCl‘ll‘l} changes during the bridge. The lust cight-bar section (A

he second

;\ JdTTeAw

S isuen-
crally areturn .o the melody, harmeny and feel of the first (A). Listen to the play-adong tune

“Tast Week,” *What is This Tt hing Called?,” “Satch and Diz," and “Qut in the Opu T ey
are cach 32 measures long and use the same AABA song form. “School Davs” 1 o 12-kur
form and the ballad *Octaber® uses an 8-bar form.

3h Comping




Awareness

The 32-bar AABA standard song form and the 12-bar blues form arc by far the most cam-
mon structures used in jazz. These forms repeat over and over during a jazz solo. Charhe
Parker wasn't just playing anything he wanted off the top of his head — every notc and every
phrase was in relation to the form (harmonic movement) of the particular song he was plaving,

As a drummer, you too must know where you are in the song at all times. The form of the
tune you are playing repeats over and over. The soloist you accompany may play solos from
just one chorus to ten choruses or more, You must keep track of where the beginni ngof every
charus is, where the bridge is, and so on. Develop your scnse of the harmenic movement by
listening to records and figuring out the form of cach song. Fee/ the harmonic movement,

"The drimmer, tfheh aware of s

V0]

a whoic mzdm.c'zr i term o form;

and meisdy and chord charnges, wizk
sut actually studying, be can become
awarc of these thin s and wse tlen:

J’Jl‘i}‘:/{?]. ng Fen '!)f.;"’v he Py N I

ablc to namie what Jmn‘gc g

Jediones another, be can semse it In fazz
the rcr:xir‘g f that thing i just

s

'rr portant as knowing.

Shelly Manne
Digrvn Beur
June 1747
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“There's akways the dagtge
souiiding infman, You'te 1

\\
by

tobliged to take a breath before youdg,
something. Wind players are obhg e K

to be human, they have penods,.
question marks, exclamation mm'ky
phrases. But there's always tie ! o
_danger, with people who play ptano
percussion, or strmg mstmmcuts,
of not creating phrases that speak .
otit to people.” '
Max Roaclh
Modern Drummer
1979




5010 Structure

Drum solos can vary in length from onc measure to as long as the drummer desires. Short
solos can serve as a transition from onc section of a tune to another or change the fvel or

mooed. Longer solos are used for exchanging ideas (as in “trading” 4%, 8%, or choruses) or to
feature the drummer

Whatever the purposc ot the solo, the drum soloist’s ideas should be plaved in a musical fash-
on with a swinging feel and should relate to the music being played. A good solo on any
mstrument is one thatis played in the style of the tune, feels rood and telis astory. There arc
many ways to develop a selo, including theme and variation, call and response, dynamic con-
trasts, tersion and release, and textural changes.

Long solos consist of four and eipht-bar phrases, which in turn T fallone the Driprac
are made up of one-bar ideas. To develop a musical soloing style bas rakeorn und =
we will begin by Jooking at one-bar phrases. 1 pickup the last foiri
Sty s

One_bar Phrases LmpraTisation on .’lr i ,..f.:‘:f RESALER

of the SRt

The one-bar phrases in this book are not included because they
are “hot licks,” or the “hippest” stulf, They are mecant ta be used
to deveiop the kind of musical logic and melodic phrasing that
all the great jaze players employed. When soloing Max Roach,
Kenny Clarke, Philly Joe Jones and Roy Haynes didn't Just play
what they had practiced and memorized. These masters played off the melodic motifs of the
song and developed ideas that the other soloists presented in their solos. It's taken for pranted
that they knew the melody and form of the songs and had good tine, a swinging fecl, and the
technique necessary to execute their ideas.

Elvin Jone:
Do Bes

AV AP N Y
wndros el

b

People still listen to these drummers thirty, forty, even filty years later not only because they
swing so hard but because they developed thicir musicin a logical way, The key to bringing
sense of musical logic to your soloing is listeniag as you pl: ay, and building cach new idea on

what was played previously. Don't think about patterns or stickang. Listen to the music —
vour 1deas will evolve from that.

Music is a 1'1v1guagc Your pl: aying communicates with those you arc playing with, and with

the audience. Listen towhat youare playing. Develop your ideas, Don't ramble — say some-
thing memorable when you play.

& Theddrt of Hop Drumiming Selomng




One bar Phrases

To begin, play

cach one-bar phrase at a comfurtable tempo — try . =120,
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Developing Musical Phrases

Step 1 —Repetition
MNow trade [Gars wich yourscllz play four burs o time Tollowed by the one-har ddea repeaicg

taur times (four bars). o this until the phirases [low together.

; P-}kjji_-‘_!:i:: ‘_-f__j\,,:r, i : - — : Vs S v _:_,“
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otep 2~ Orchestrating Phrases

Now archestrate {move) the ideas around the set while trading fours. 1Tere arg some of the
melodic possibilitios:
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Step 3— Adding Rests to the Phrase

The next step is to use rests to create space, or thythmic displacement, within
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Step 4~ Rests within the Phrase

Now talee out notes within the phrase for more thythmic interest,
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Now orchestrate these ideas.
Step 5 — Rhythmic Elasticity
Letss—ter-e-tr-c-Fithe rhythm ~— spread it out so that it sounds slower:
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Three-beat Phrases

One of the most frequeat rhythmic devices used by all the be-bop greats involves repeating
ideas that are only three beats long over a 4/4 pulse. Most any of the 1-bar phrases can be
transformed into a three-beat phrase by omitting cither the first or last beat of a phrase.

For example: 3

- N T

— J__LV,

Becomes this figure when you remove the fourth beat;

— i"“‘

N CTL N [T N ™ N T

e e S P I o B e~ e P2 A A A

3 3 3 i

/ o I

et = e ~~,_ﬁtm-t—c:1u——¢m-

= v Ca

Now orchestrate the three-beat phrases around the sct.

To review, solos can be developed in a number of different ways:
+ Repetition

« Orchestration

= Dynamics

Adding rests to create thythmic displacement

* Omitting notes in the phrase

* Stretching os contracting the thythm
+ Uscof three-heat motifs

As you can see, you can get a lot of musical mileage out of a simple idea:

M ] 1 1
» o

+

If you use creative logic.
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Look what happens when you intraduce a second idea — A — _t'k' S e
the second one-bar phrasc: 4 - e e —
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Here are some orchestrational ideas for four of the other one-bar phrases
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And so on. Now archestrate, using dynamics and adding rests within the one-bar nhrases.
. g uy i

Another effective idea is to use rolls to connect phrascs.
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The "stick on stick” sound is also useful.
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Developing Longer Solos

Students often teil me they don't know what to play when they arc asked 1o solo. The truth is

you don't need an Immense vocabulary to play a solo if you develop your ideas fully. To plav

longer solos — achorus or several choruses —use a wozif (some phrase that is especiatly mens-

orabic) (rom the mclody of the song as an opening statement or “question,” and play an appro

riate “answer” 17 you try this, you will find it helps you develop a larical and meladic solo.
I ) b ») Pl I g

N S
_H_/_L? D —

Question |

i

Answer |
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Ty

Quesuon 1

(]

L

Answer 2

——

T Ay A

=

Answer 1 as a question

S

Answer 2

:13_7;_;* i 1/5:

.

Answer | as o question

Question | a8 an answer

Thais format forces you to remember what you've just played. If you camt remember i, then ve

probably weren”: thinking melodically, When you arc thinking melodicaily, vou're plavi
“makes more s¢ e’ and becomes more memorable to vou, the band and the audicnee,
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As vou can hear, by using just three ideas:
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an interesting and musically logical solo was created.
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(Question and Answer Solo Number 2

Here’s another solo using the samce format. Can you hear the logic? The melody? The gues-
tions and answers?
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A great way to improve your soloing s te learn someone else’s solo. Collect solo ideas from
the recomine aded Listening Clds, Learn the ideas by car or by transeribing tihiem and then
integrate these new ideas Into your own soloing vocabulary.
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"Mt; brush rechmque reaﬂy«

e developed to its present level by
watching old masters like Stdncy
Catlett, Jo Jones, Keg Johinson and

O'Neil Speucer. I had a chance to

check out O"Neil Spencer when he,
was with John Kirby's band, To me;
he was a master. Today brushes
arert’t used as much as they were -
oiice, but brush techiique is
bcauhfu! and some of He guys skl
remember these things.” :

Max Roach",
from Notes and Tones §
by Art Taylor {
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48 Brushes

Brushes

Legend has it that the brushes of today originated in New Orleans. In the carly 1900s, New
Orleans dru.nmers were locking for a way to create a different, softer sound than they couid

get from sticks. Today’s brushes are the grandehildren of the flv swatters used by New
Orleans drummers to achieve this effect,

Brushes preduce a warm, smooth-fowin sound at lower volumes and at ajl tempos, Good
P ' L 13
brush playing requires many of the same skills as laying with sticks, such as maintainine a
playingg req ), piaying ; g
rood feel and sound, listening to and accompanying the solaist, and knowing how to salo.

The biggest cifference between playing with brushes and playing with sticks is the Way vou
achicve a goo d sound. Playing with brushes requires a type of sustained motion (particularly
with the left nand) that is completely different from playing with sticks.

I have found -hat most students make dramatic improvements in their brush playisg ence thev
realize that tf ¢ left hand must make its circling patterns in time. This is done by gendy leading
the brushes over the head, Don't push the brush into the head — sweep it over the head.

Brush Pattern 1 — Basic Pattern

The most common brush pattern is as follows: The right hand plays the ride cymbal pattern
while the left hand circles clockwise in half-notes. The hands cross on beats 2 and 4. Don™
push the left srush into the head. Strive for a left hand where yau can't hear the brush change
dircctions. T e sound should be as smooth and consistent as possible. This versatile brush
pattern soumis good at most tempos.
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Ballad Patterns

This next pattern is great for ballads. Each band cireles in quarter-notes, coming towards the
other on the beat. Puralitde weipht on cach brush o help spell out the quarter-note pulse:
.;;' ‘

Recorded sequence — two bars cach patiern.

Straight Eighth-note Ballad

On some ballads, the melady s plaved swith o strasgho 5

......

note feeling. The rhythm section mustamnediaels oo

nize whether the melody 1s being playved with a swing el
an cighth-note feel and provide the spprepriace supyent
Both brushes stav on the head at 2l nmes,

Py R
T | |

L

swing Ballad Variation

In this variation the right hard plays the ride cymbal
g play ¥
pattern, and the left hand circles in quarter-nates.

R ‘ i
N4 J"“J’_‘“J""‘d"“t"“a’_“o"‘“-
(U4 » . - ’
L | | ‘
RH
,2a,3,4a
®
LH
1,2,3, 4
K
R | —
N4 s M ee L
Uy o . . .
L
¥ ) . . ,
The ilrt of Bo‘p Drumming Brushe- 4




Uptempo Patterns

This next pattern is used for uptemypo playing, The
hands splitup the ride cymibal pattern:

Be sure to have ene of vour hands sweeping atall times;

don' 11 off the head until the other land Juas started,

——
L » Ll

|
,_D j @ r - -
L g . .

Tlere are two ustempa patterns that Jack Defohnette showed me. Pay special attention to the svnchronizane o
with the hi-hat because the coordination is a lictle awkward, The Jeft h and sweeps on beats 1and 20
hand taps on beats 2 and 4 and sweeps on the “ands”™ of beats 2 and 4.
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Hereis a grear sounding pattern that cain be used ina variety of tempos:

in A c o 2{: F 1

JAgainst 2 ree
~ first heard Marty Morell play a pattern like thiswith the Bl Evans Trie in the carly 705, Notice
that the left hund plays a small cirele within a circle, The sound of the left hand should be per-
fectly smuooth sxeept for accent pulses as noted. A good-sounding right hand variation wouid be
to sweep the vght hand from beatr 1 to 2 and from 3 to 4. T s will help thicken Uiz sound.

£
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Flere’s a patte.n Llvin jones plays frequentdy. Fle uses

a counterclocikwise circle in the left hand and pushes

the brush inte the head slightly on beats 2 and 4,

, - ; L
Tlercs u swinging pattern that van be slaved Wt oo

pos. Brush master 5d hiproen aecs otun woimmear o

record, Oscar Peterson's At The e Bane an

stops oncach beat,

R
Ny - e . LA 4
UL o . . .

L.

Brush Patterns in 3/4

The lett hand makes a small fast cirele for bear T and a

slow larpe cirele for beats 2 and 3.

On the CD, cach pattern in 3/4 is repeated four times.

l 4!{{42__ F’ ; J . ; j
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Here are two more Marty Morell type patierns in 474

o]

2" ;
Ve

In this pattern, the left hand sweeps accented dotted
quarter-notes starting on beat 2. The hi-hat plays the
“and” of beat 1 and beat 3, Viennese style:

Woc Are of Bop Drumming Brusies 5
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Brushes

- . - . g . -
Now a vanation with the lefi-hand viraiing in qRriur-noies,

® L O)+3

When playing with brushes, make surc that your bass drum and hi-ha
ume of the brushes. Play the bass drum and the hi-hat s softly as you
ities of their sound.

The patterns :lescribed here are by no means the only “good” anes. But

tare inn balaince with the vol-

. . T R
ST WAL O IO The s -

kay

morder o sound oed win:

brushes, you st lay down a solid foundation. Practice with brushes for 15 or 20 minutes cach ¢

untid you get = good swing feel at all tempos. For inspiration, there are many recordimee: L,
i 3 gl

with his own zroups; Philly Joe Jones with Miles Davis or Wynton
Ahmad Jamal; Joe Morello with Dave Brubeck; Ed Thigpen with O

Shelly Manrz, Larry Bunker and Marty Morell with Bill Frans; and Kenny Washi

Tommy [Flan agan,
£

choda

o qvae

Kellvy Verneld Fourier witl
sear Peterson; Paur Moo

noton wil
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“Uhis seetion vl brictly explain a number of different “feels” thia: Juzz drammers are ofies
required to play.

The Shuffle

The shuffle is a rhythm in 4/4 with a w*t]kmi__ feel, It creates a strong trance-like groove by
playing all the cighth-notes in the bar. As always, swing the eighth-notes. Bepin ate = 100,

|
Ky

= iRl
T TF T
A= A aHE b=
T — ‘:-'}7 ——
—F T fr [ f 1

%:-:— P e —

These rhythms may be played on the ride cymbal, half~open hi-hat, or a “china” ¢ yribal. [is
generally best o stay with one variation and lock the time up. This rhythm grovves hard and
will really rorap if you stick wich it. Listen to Art Blakey (on Maanin®, Gr ady Tate and Mej
Lewis, all ma:ters of the shuffle. On CD track 30, we play the A sections of “Last Week™ with
a shuffle feel.
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Playing in 2"

When a leader or band member asks for a “2-feel,” therbass player plays half-note-hased
rhythms (beats 1 and 3) rather than a “walking” quarter-note pulse, The drummer in turn
will play a more relaxed groove, which can be done by playing fewer quarter-notc based

rhythms on the ride cymbal.

NN L) SENIN N e

% ] T ¥ - ! b .
= 1 1 1 X Lo T
x = X X X X = >
(Because playing in “2" is less active, you must be sure to keep things popping -~ play wit,
the some snap and don't let the music sound sleepy or bogged down, Keep the hi-hat crisp.)
Anather way to play in “2” is to play time on the hi-hat. To da this, use your foot to hold the
two cymbals about a quarter of an inch apart. Position your Icft thumb on the top cymbal and
your fiagers on the bottom cymbal. Use your left hand instead of your foot to close the cvm-
bals on beats 2 and 4. The will be smoother — without the snap.
c c
v__ﬂ ‘g Xi KX )(| A b4 }J
—--/
A nicevariation is to close the cymbals with your hand on the “and” of ¢ither beat 1 or beat 3
— like this:
¢ c
ml i
| | < I
T i ) —4 - —4 )4 R % % = )4 -
T3 e
ele.
Don't squeeze the cymbals together, Just gently damipen the sound without stopping the flow
of the thythm.
Try this variation:
S0 R N I e S e I I e B O s B s s
- - P X A XX = . X KX . N '*"‘
o S o = :

Lpe sirt of Bop Drumming

Listen to the tune “Last Week” (CID track 30) — we play the bridge with a “2-fecl.”




3/4 Waltz

Many jazz tuncs are written in 3/4. Standard tuncs that were e oniginally written in 4/9 can be
converted to 374 for a change of pace.

The three most common ways to play 374 are:
I In*1”
The bass player plays a dotred half-note on beat 1 and lets it sustain for the entire measure,

2 In®3"”

The buss player plays three quarter-notes to the bar to give astrong “walking” fecl, similar

wwalking in 4/4.

3 Broken“3" {te!

The bass payer plays rhiythms based on dotred quarter-notes. [o all three forms, the
dxummur} Aays a similar lype ofp.nl

3
[ — | { [rm—
Nl ]
Th==— = ;

&) * 60 | T

However, the emphasis changes depending on the feel. When play ing 0 1,” the bass drum
and hi-hat are the center of the time while the ride cymbal and hi-hat are less driv ing Wh
playing in ‘3,' the ride cymbal and hi-hat are more focused and J driving wlile the bass d,'. Y
and snure play lighter. 1n the broken *3” feel, the lelt hand is more Prominent.

On the tune “Sarch and Diz” (CD erack 1 or 44) the Ascetions of the head and prano soio s
played with n “1." During the sux solo the A section is played in “3."

Flere is an example of 1 3/4 pattern that works well in a Latin-juee {ecl:

] ]

A % ‘

|chn

};rh.:
I
I
i

Check out Ma: Roacly’s recording, fawz in 347 Time, for some swingng playing in 374,
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Samba -

The samba is a Brazitian thythm in 2/4 that “swings” in its own way. The eighth-nozes are
played straight, not “rounded.” Don'tlet the ride cymbal sound Like swing. Tt should bevery
straight, but relaxed. The patterns that your right hand and your feet are playing should
really lock togethier and ereate the forward momenun, Don't play the bass drum too Toudiy.
The sound should be very even and balanecd between your hands and feet

=90-120
F—T 1 | ' g
R SR o K b ) o \I EJ >£ f
TR w » Sl L T & & 1]
—t 4 = -
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There are many different traditional samba chythms which can be incorporated into javz. Ax
with any style of music, make an attempt to “get to the source” and hear the original artats,
Ltis worth knowing the work of contemporary Brazilian artists such as Milton Nascimento,
Tvan Lins, Jovee, Jorge Ben, Chico Buarque, Iiane Ehas, Gal Casta, Beth Carvallio, s
Regina, Gilberto Gil and Djavan. Also look for recordings lfeaturing Brazilian drummers
Do Ui Rowae, Airto Morcira, Dudulka 12a Tonscea, and Portunho,

12/8 Feel

This rhythm also known as nanige, bembe, or Afro-Cudan 678, 1s perhaps the grandfather of the
modern jazz tide cymbal pattern. The 12/8 teel can be played for an entire song or used to
chinge the mood within a song. Two masters ol the 12/8 groove are Llvin Jones and Art Blakey.
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Mambo

The mambo is an Afra-Cuban thythm in 4/4. Traditionally played on timbales, the mambo
pattern can be adapted for use on the drumset.

Traditional Application

iy S

. 1
—

(o) (&)

The mambo craze of the 1950s influenced drummers such as Max Roach and Art Biaker,
who adapted the chythm and feel of the mambo to the bop rhythms of their time. T
mambo pattern was a it more rounded and improvised than the traditional inambe, and can

be played with cither a straight eighth-note or swing [ecl:

Jazz Adaptation

.= 140-240

SO

|
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To hear Afro-Cuban grooves and jazz paired with standards by Thelonious Mank, Miles Davic,
Wavne Shorter wnd others, check out recordings by Jerry Gonzalez and The For Apache band
with Steve Bertios on drums and percussion. Other drummers 1o look for are Ignacio Berroa
with Dizzy Gill=spic; and Robby Aseen with Ruben Blades and Diave Valentin,

Uptempo Playing -

Drummuers Max Roach, Philly Jec Janes, Jake Hanna and athers can be heard on recaris

playing tempos «s (ast as J = 400. TTow?

The playing of untempo jazz requires subtle changes in the phrasing of both the ride cymibil
pattern and conping. At tempos below J = 270, you must maintain the triplet spacing we've
been working an; but between J=270and )= 300, your ride cymbal pattern and complng will
“flatten out.” The triplet phrasing changes to a mare straight-cighth-note spacing. Muin-
taining the triplet spacing above J =300 will create an edgy stiffness 1 your playing and tend
o stific the flow of those you accompany. The comping can include triplets, hut will be
mainly eighth- and quarter-note-based.

In order to be avle to play uptempos you must practice playing uptempos. One R STHRO A
practice all the ideas in this hook is to play along with records and try e “cop the feei” ot thic
masters. Practic g uptempos with records is espectally valuable because it shows Vol exastiv
how lar you bave ta gro to be able to do what you must be able to do.

60 ¢ Morc Jare Essentials



Endurance and Speed

In practicing uptempos, it is important to recognize that there are two components which work
together, but must be practiced separately: endurance and speed. You need them both, but you
must develop eadurance before speed,

To improve your endurance, work on sustaining a moderately fast pace for a long time, say 15
minutes. It best to keep the ride eymbal pattern very consistent — really focus on the sound
and feel you are creating, and stay relaxed.

While the hi-hat stays on “2 and 4,” interject an occasional comping idea with the snare drum
or bass drum, but dou't let your comping take away from the ride cymbal — this is a ride cym-
bal exercise. Practice with a metronome in half-notes clicking on beats 1 and 3 or beats 2 and 4.
The tempo should be just fast enough so that you have to push yourself a Little to finisk the last
few minutes, Keep a record of the tempo you started with and how long you could sustain 1t
increase the tempo five BPM (beats per minute) cvery few days as your conditioning improves.

Uptempo “Sprint” Exercise

To play faster, you must practice playing faster. After you've heen working on the endurance
cxercise for a week or two, vou will have an idea of what you can do, as well as havirg the
endurance to do it. Now you must push your upper limit in short bursts to cventually increase
your endurance tempo. Do thisby taking a tempo 10 o 20 BPM laster than vour endurance
tempo and do “sprints.” If you're playing for 15 minutes atd = 100, then set your metroname
at 120 and play the following:

Elght measures atd = 120, followed by sixteen measures atd = 120.

4120
J-120 8 16

—tf—: Mw:%

repeat 10x

In ather words, cight bars of regulur time followed by sixteen bars of double-time. The cight
bars of regular time are the “recovery” phase, while the sixteen bars of double- time are the
sprint phase. The click will be on all four quarter-notes in the first half and on “1 and 3" 1n
the sprint phase. Shift the hi-hat to double-time as well.

Be sure you are warmed up before you do this. In the sprint phase, play lightly but stay focused
and relaxed. Try to incorporate all your resources — wrist, fingers and arm. As you get
stronger, you can inerease the intervals to sixteen bars of regular time and thirty-two bars of
double-time. Remember that i you are pl;iyingJ = 150 ar faster, the 4/4 section will have a
definite triplet feel, while the double-timie section will flatten out to a more straight cighth-
nate {eeling. On the tune “Out In The Open” (CD track 39) the ride cymbal patrern is flat-
tened out in this manner due to the tempo.

i slrt of Bop Dvmming More JTazz Essentiale




- “The drums should be as musicaflty Y
- supportive of the composition astite |4
. restof the instrusients. And thig: -~

should beMormal. This shouldn't e
soimething excepfiapal. When iy,
Miear a dvignmer playing musically
Youe shodldn’t say, " Ol my! Jsn't -
R that unustial?” 1t should be normal.
Mt's a mubical instritment, playing
Roith otkéi‘r mysical mstruments.” g
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Lead Sheets

There are a number of different ways that a band leader can intreduce new music to a sroup.
In most small group situations, the leader will supply identical “lead sheets” for cach tine 1o
cich member of the group. Lead sheets contain the melody, chard changes, dynamics and
usually some information about the style (i.c., “medium swing”) of the song. Each plaver is
expected to know how to read the lead shect and ereate the appropriate musical part on their
instrument. The lead sheet gives a drummer the four erucial clements needed to play a new
song in a musical fashion — style, form, melodic shape, and dynamic. Lead sheets don't con-
tain “beats.” The drummer must create the appropriate feel based an the style indicated on
the sheet (ballad, “2-feel,” shutfle, calypso, ete.).

Drum Parts

Some lcaders write specific parts, as in a big band, for cacl instrument. A good drum part
willindicate the style, the important rhythmic information from the melody, show the for
and the dynamics. Drum parts dont contain the actual mclody or chord changes, but mavuse
descriptive words to suggest the melodic or harmonic mood such as “smoothly" "huild” or
“less mrense” and so on.

“You'll hear it”

A third scenario finds the leader without music for the drusmsner. I'm often told, “You don’t
need 2 part — you'll hear it.” Experienced players can hear a tune once or twice and be ahie
to sound good playing it if they ask the leader the right questions about the song beforet s
counted off:

o,

* What s the style or feel — sticks or brushes?
* What is the form?

.

What about dynamics (A scetions loud, bridge saft, cte)?

With this information, which a leader can relay to vou in a fow seconds, you have amuch beter
L . -
chance ot not only sounding like you “hear it,” but like you “know it.” When vou are told “voull
hear it just ask, “What's the feel and the form?” The leader will sav somethine like, “MNediuim
1 ’ )j &
up, swing, 20-bar torm, five 4-bar phrascs. On the head there’s a stop on beat one of tie S
phrase. Come back in on the second Phrase.” Remember what he tells vouvand o for 1!

Sinee lead sheets provide more musical information than drum parts, I'm inchuding the lead
sheets for you to use when you play along with these tracks. Lead sheets don't el vou
whether to use sticks or brushes, or where all the “hits” (accents) are. You must make the
appropriate musical choices about how to accompany the melody. Playing “School Days,"”
choose to play brushes but sticks would have worked cqually as well. O “Last Week” ]
played the A sections with a shuffle feel, but that is not the only approach that wili comipli-
ment the song, Experiment — play cach track with sticks then with brushes. Trv switching
between sticks and brushes within a song.

My compositions and our renditions of them reflect our broad SXPUTICTCCS 45 MUSICTANS A5
as such include some “post-bop” influcnces, Work on achieving a irue, pure bop feel ana
vocabulary, then experiment by introducing clements from your own CXPETICICCs as a4 mus.-

cian. The more thoroughly you understand the past, the more clearly you can sec the funire,

oAt of Bop Direim ming
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Form:
* Play the head twice
* Two chorus bass solo
* Two chorus piane solo
* Play the head once and go to the coda
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Last Week
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Form:
* Play the head once
-+ Two chorus sax solo
* Two chorus piano solo (First chorus AAB)
* Play the head once to fine
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What Is This Thing Called>
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Play the head once

2 chorus sax solo

2 chorus piano solo

1 chorus trading 4’

1 chorus trading 2>
Play the head once .md 20
dluctly to coda
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Form:

* Play the head once

* One chorus sax solo

*  Onc chorus piano solo

*  One chorus bass solo

* Play the head once to fine
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Séttch & Diz
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Form:
* Play the head once
*  Two chorus piano sclo
* Two chorus sax solo
* Play the head once to fine
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Prrcr Out I;l The Open

Up swing (J=300)
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Recommended Liétening

Once I was speaking on the telephone with the late Stu Martin, a fine jazz drummer. In the
background I could hear a very abstract series of “bleeps and blats™ which certainly didn't sound
anything like music to me. When Tasked, “What's that noise in the background®” 5w told me
that he was trying to learn about synthesizers and scquencers and that since their “language”
was torcign to him he was learning just what these things did by letting the synthesizer “play”
randomly twenty-four hours a day so that he would be totally immersed in its language.

To be fluent in any style of music, you must know the “dialect.” The discography that follows
consists of some of the classic recordings of the bebop era (roughly 1945-1560). All the great
players Lknow have studied hundreds of recordings and have listened to and probably own a
thousand or more jazz recordings. For the jazz novice, a trip to the record store can be daunt-
ing, with thousands of titles to choose from. To Lelp you start your own immersion process,
[ recommend six widely available classic CDs as a2 supplement to the material in this book.
These recordings can secve as both a reference and a source of inspiration, when related to the
concepts found in the book. Study the feel; learn the tuncs. Transcribe any comping and solo
ideas you like, and play along with the music.

These are the six CDs I recommend:

Artist Title Label
Clifford Brown & Max Roach Clifford Brown &8 Max Roach Emarcy
Art Blakey & The Jazz Messcngers Moanin' Blue Note
Rov Haynes We Three Prestige
Miles Davis Milestones Columbia
Art Pepper Art Pepper + Eleven Contempeorary
Thelonious Monk Monk’s Drveam Columbia

These Cls showease both the music and their musical drummers in formats from trio to big
band. Max Roach, Art Blakey, Roy Haynes and Philly Joc Jones are among the most influentia
drummers of all time. Ar¢ Pepper + Eleven is a large group featuring a very musical groover, Mel
Lewis. Knowledge of the music of Thelonious Monk is essential for any jazz musician and
Moni's drummer Frankic Dunlop is a much overlooked swinger.,

lFollowing is a bricf synopsis of cach recording which includes information about cach tunc.
Some of the tracks include recommendations for working on your ride cymbal phrasing. Play

along with “"RC1,” and work your way up to RC2 and RC3,

4 The sdre of Bop Drumming




Max Roach

Clifford Brown & Max Roach (1954-55)

Max and Clifford lead onc of the most popular and
influential bands of the 1950s. Check out their

swinging feel, awarencss of form, and meclodic soloing -

throughout. Max provides a differcnt texture for cach
soloist.

“Delilah”

Tempo Medium

Intro 16~bar intro

Form 32-bar AABA

A section in “2” with mallets

B scction In “4” with sticks

Solo section In “4” with sticks/brushes during
piano solo

Drum solo(s) Trading “4's” leads to one chorus
drum solo with mallets

“Parisian Thoroughfarc”

Tempo Medium

Intro Long intro double-time feel
Form 32-bar AABA

A section Double-time feel

B section in“4”

Solo section in "4 /brushes during piano solo
Drumsolo(s)  Trading “4's™ leads to one chorus

drum solo
“Blues Walk”
Temn po I\’chium—up
Intro Last 4 bars of tune
Form (2-bar blucs

Selosection  “Riff” backgrounds used to build
mtensity during solos

Trading “4's"and 4-bar send-off scts
ap a six chorus drum solo. Listen for
the horns trading 4's-, 2's-, 1’s- and
~/2-bar phrascs.

Dirum solo(s)

“Daahoud”

Tempo Medium (RC3)

TForm 32-bar AABA with a 4-har
coda—Listen to Max “play” the
melody

Solo section 32-bar AABA

Drumsclo(s)  One chorus

“Joy Spring”

Tempo Medium {(RC2)
Intra 8 bars
Form 12-bar AABA with rice brush

playing throughout
Drumsolo(s)  ‘Trading “4’s” leads to one chorus
drum solo

721 Appendix

“Jordu”

Tempo

Medium (RCH
Form 32-bar AABA

A scetion Stop time
B scction In“4"
Solo section Tnta”
“What Am [ Here For”
Tempo Up
Intro 8 bars
Form 32-bar (16+16 form; and 4-tar 1a;

;Lh'
on the head

Drumsola(s) 1 chorus drum solo



Art Blakey

Moarin” (1958)

Art’s driving time fecl, use of dynamics to support the
soloist, rift based comping, great shuffle playing and
impassioned soloing fire up the band. Listen for how
cach soloist picks up ideas from the previous one.

“Moanin”™

Tempo Medium-tempo (Shuffic #1)

Form 32-bar AABA

A scction Stap time

B section Shuftle

“Are You Real?”

Tempo Medium (RC 3) e

Intro 12-bar intro G et

Form 36-bar (8-8-8-12) ABAB

Drumsolo(s)  Trading “4’s” with Art playing last
eight

“‘Along Came Betty”

Tempo Medium-slow “4” (RC 1)

Form 34-bar ABCD (8-8-8-10)

Listen for: Great relaxed swing feel Art comps
1x the spaces the soloists leave in
their lines

“The Drum Thunder Suite”

Form A scries of ensemble “send-offs” and
interludes connected together by
melodic drum soloing with mallets
and sticks. Each section creates a
different mood from the ferocious
opening to the lighter middle and
swinging finalc.

“Blues March”

Tempo Medium (Shuffle #2)

Form 12-bar blues march shufflc with
open-ended march-like drum solo
interludes

“Come Rain or Come Shine”

Tempo Medium in “4" (RC2)
TForm 32-bar ABAC with stop-time
an head.

Great “walking” swing fecl

f‘bcArf of Bap Drumminy
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Roy Haynes

We Three (1958)

Like Mux Rouach and Art Blakey, Roy is onc of the
proncering “musical” drummers of the bop era.
Known for his loose swing feel, crisp comping, and
melodic soloing, Roy has cited “We Three” as one of
his favorite recordings.

“Reflection”

Tempo

Intro

Form

A section

B section
Solo section
Drum solo(s)

“Sugar Ray”

Tempo
Tarm
Asection

B scction

C scetion
Solo section

Medium-tempo (RC 4)
18 bars

32-bar AABA

“Latin”

Stop time

T 4”

1 charus

Medium {(RC 2)

24-bar ABC {head Played twice)
Stop time

12/8 fecl

Stop time

16-bar form, starting in “2,” evolving
nto “4”

Drum solo(s) 1 chorus

“Solitaire”
Tempo Ballad with brushes
I'arm 32-bar AABA with some umplied
double-time
“After Hours”
Tempo Slow Blues (RC 1)
Form 12-bar blues form with some mmplied

double-time “27 feel

“Sneakin’ Around”

Tempo
Intro

Form

Sole section
Drum solos

Medium (RC 3)

3 bars

32-bar AABA ("2 feel during head)
In“4”

Trading “4's"

“Tadd’s Delight”

Tempo
Intro

Form

Sola scetion
Dirum solos

Appendix

Medium-up (RC 5)

A bars

32-bar AABA (2 feel during head)
Tn“g4”

Trading 45 leads to 1 chorus drum
solo




Philly Joe Jones

Milestones (1958)

Philly Joc Jones, Red Garland and Paul Chambers are
the thythm section. They support the soleists in their
most burning or subitle moments. Check out Joc's
smoking uptempo playing and his slick, alnast
rudimental soloing.

“Dr. Jekyll”

Tempo Uptempo in“4"

Form 12-Lar blucs

Drum solo(s)  Miles trades 8% and 4% Joe takes o
two and a hall chorus solo

“Sid’s Ahead”
Tempo Medium-slow (RC 1) A
Foarm 12-bar blues in “2”
Solo section In “4” some implicd double-time
feel
Drum solofs) 4"
“Two Bass Hit”
Terpo Up
Intro 3 bars
Form ABCD (16-16-8-163
Salo section 12-bar bluces
Listen for: Intricate arrangement with hip
drum interludes
Riffcom ping

“Mues”

Tempo Medium-up (RC 3)
Form AABA (8-8-16-8)
Listen for: Cross-stick placement
“Billy Boy” (trio)
Tempo Up-tempo with bruslhes and sticks
Intro 16 bars
Form AABA (16-16-8-18)

Slick arrangement played by
a tight trio
Creative and swinging 4"

“Straight No Chaser”

Tempo Medium {RC 2)
TForm 12-bar-blucs in “4™

Lbddre of Bop Drumming

Amendy

~1
A




Mel Lewis \RT PEPOES

Art Pepper + Eleven (1959)

Mel's buoyant dmec fecl, supportive comping, ensemble
set-ups and use of eymlals (including riding on the
hi-hat) to support the difTerent ensemble passages.

“Moaove”
Tempo Medium-up
Tatro 7 bars
IF'orm 32-bar AABA
A section Tn “4" -
B scction I 2" y ',
c . g / (o
Solo section In“4 Lk
7R
“Groovin’ High” e
Contumporar G0 =730
Tempo Medium-tempo
Tntro 6 bars 14 W + 2 I3
' ; alkin’ Shoes
Lorm 32 bars (16-16) Sho
First 16 in“2” TCm]NJ ;\‘1(‘,diklm-'.cm:,ﬂ.r> in " RO A,
Sccond 16 Th“g4” Tatro 4 hars
Solo section In“g4” Form 32-bar AABA
Tcad Brushes
“ i » . R }
OP‘-“’ De Funk Solo section In 4" with sticks
Tempao Medium (RC 4) “A ”
: nthropolo
Tntre 8 burs rop BY
Form 12-bar blues in “4” Tempo Medium
Listen for: Me!l plays around the ensemble Intro 10 harsin "2
figures Higures during shout Form 32-bar AABA
chorus A section JETR
B section nm2"

119 . X p - ”n . .. . _ s .
Round I\'h(}-ﬂlght Solosection:  First chorus of volo soction
e Ao e VL 2
[empe Bailad As use "de S yui-_ll_ o
YForm AABA 22 bars B section wses pedilin i
Listen for: Brushes going in and out of double- _ . buhfc:ﬂln_fv‘,“ charuse:

time fecl Listen tor: Meis "3 et o
119 - * Lh

“Four Brothaors” ‘Airegin
Tempo Medium-up in “4” (RC 5) Tempo Medivm-in }

Form 32-bar AABA Intro 12-bar Laun feel
Form ABAC{&-12-8-4,

“Shaw 'Nuff” Listen for: Mel plays sparseiv G s S
. . arrangement
Tempo Uptempo “4 5 L
Intro 24 bars “Walkin"

Form 32-bar AABA with 8-bar send off N N
Listen for: Mef’s driving but relaxed uptempo Tempo Medium-slow [RC
ride cymbal playing Intro S bars L .
Form 12-harbluesin "2

“Bernic’s Tune” Selo section Inta
Tempo Medium-tempo in “4” {RC 2) “Donna Lee”

Tntro 10 bars . L
Form 32-bar AABA Tempo Medniz-upn
Listen for: Mel's intro fill suggests the melody IP tro Ei b;}:s o

- : Form 32-har [ 16-16.
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Frankie Dunlop

Monk's Dream (1962)

Monk was one of the pioncering bop composers. His
tunes are a “must know” for anyone playing this music
and their angular motion makes them great to play.
On this CD, his quartet is in top form with drummer
Frankic Dunlep’s infectious swing feel and snappy
comping bringing it all tagether.

“*Monk’s Dream”
Tempo Medism-tempo (RC 2)
Form 32-lar AABA
Al scction In“2"
B section In“4”

Solo scetion

“Body and Soul”
Salo plane
Form 32-bar AABA Tempo
Intro
“Bright Mississippi” lorm
] Listen for:
Tempo Medium-up (RC 4)
Form 32-bar tune (16+16) based on “Sweet
Georgia Brown”
Listen for: Mank and Frankie play off each
other behind the tenor solo
“Five Spot Blues”
Tempo Medium-tempo (RC 3)
Form 12-bar blues
First chorus of head is in “2"
Solo section In 4"
Lisien for: Qand A comping on the head and
throughout
“Bolivar Blues”
Tempo Medium-slow (RC 1)
Torm 12-bar blues

Selo section

In “4” Frankie comps in just the right
places

Heuad in “27
I “4”

“Just A Gigolo”

Form
“Byc-Ya”

Tempao
Intro

Form

A section

B section
Solo section
Drum soles

The A ,“,r'r;‘:,‘f, !)?'.’I.'?.'?.’T;.’.? fr

Solo piano

16 Lurs AB

Medium (RC5)
8 bars

32-bar AABA
In“2”

In®4”

In “47

1 chorus

“Sweetand Lovely”

Slow 2"

4 bars

32-bar AABA
Great “27 feel



General Discography

Louis Belison
With Duke Ellington (Hest Coase Parsy); as a leader (Lhirderbird),
Ast Blakey

With the Jazz Messengers (Moanin, Live ar B;‘..I'(J’/(I.‘P}(U,' with I'ank Mobley (Soul Station,
Roll Call);with Thelonious Monk (B/n.('cy and Monk, Thefonious Monk and foin Coltrarie;,

Sid Catlett

With Louis Armstrong (Louis Armstrong amd the A1 Stars, The Complete Keynote Sesiians .
Kenny Clarke

With the Modern Jazz Quartet (La Ronds); with Miles Davis {Bags Groove, Miles Dawis
and the Modern fazz Giants); with Dexter Gordon (Cur Man in Paris); with Dizzy Giilespic

(The Giant); with Cannonball Adderley (Presenting Ca;zfz9m}rzflAa'dm'f}{y); with Sonny
Roilins (dix En Provence); with Donald Byrd {Byrd’s Hiord),

Jimmy Cobb

With Miles Davis (K Qf Blue, Live at the Biackhawol, Live at Stockholn, Miles and Meoni ur
Newpars), with Wynton Kelly (Smokin' at the Llalf Notey, with W Montgomery (Fuil House.
Frankic Dunlop

With "Thelonio 1s Monk (Monks Diream, Criss Cross),

Vernell Fournier

Wit Ahmad Jumal (Live at the Pershing).

Al Harewcod

With Curtis Fuller (Blues-eere).

Louis Hayes

With Cannonbal] Adderley (At the Laghtbouse); with Joe Henderson ¢ 7he Kicker): with
THorce Silver (towin' Away the Biues).

Roy Haynzs

Asaleader (e Three, Gue In The Afiernoon); with McCoy Tyner (Reachin r Fortdi; with
Thelonious Mank (1n Action); with Steve Lacy (The Straight Horn of Steve Lacyy.

Billy Higgins

With Lee Morgpran (The Stdewinder); with Dexter Gordon (Generation): with Omette
Coleman (Some Tring Flve).

JoJones

Asaleader (v, Percussion and Bass, The Lissential fo Jones): with Count Basic { The Best of
Connt Basie); wih Lester Young (Prez At 1is Fery Bost ).

Philly Joe [ones

With Miles Dav s (Milestones, Relaxin’); with the Sonny Clarke Trio {Coo! Srruesin Jowith
Mile Tackson {Bags Meets Wes); with Son ny Rollins (Newk's Timej; with Hank Mobley

{ Workout, Neo Rovm for Squares); with Art Pepper (dre Pepper Meees The Riythm Scetion
with Wynton Kelly (Pane, Kelly ut Midnight); with John Coltrane (Bwe Trane).

Tiny Kahn

With Stan Getz and Ji mmy Rainey (Live af Steryuidlc).
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Gene Krupa

As wleader (Drummer Man, The Gene Krupa Stery); With Benny Goodman 7Lize w/
Carncgie Hall).

Mel Lewis

With Art Pepper (Are Pepper + 11); as aleader (Mel Lewis and Friends, The Dicfinitive Thad
Jones Vols. 1and 2); with Terry Gibbs (Dream Band Val. 1-5).

Shelly Manne

As aleader (Manne Kind, Live at the Blackhawk—Val. 1-5); with Bill Evans (Empathyj;with
Sonny Rellins ( Way Our West).

Joe Morello
With Dave Brubeck (Live at Carncgic Hall),

Paul Motian

With Bill Evans (Village Vanguard Sessions).

Charlie Persip

With Diezy Gillespie (Dizzys Ducts, Sunwny Side Up, Birds Works),

Buddy Rich

Asaleader (The Monster); with Charlic Packer (Charlic Parker with Strings).
Ben Riley

With Thelonious Monk (Live as the It Club); with Sonny Rollins { The Bridze).
Max Roach

With Cliftord Brown (Clifford Brown and Max Roach, Live at Basin Street A with Charlie Parker
(Bird: The Savay Recordings); with Senny Rollins (Freedom Suite); as a leader £ Converiation, fuzz i
I/ Time ).

Pete “LaRoca” Sims

With Joe Henderson (Page One, Qur Thing); with Jackic Mclean (New Sail/).
O’Necil Spencer

With John Kirby (Bess of the Bass).

Arxthur Taylor

With Red Garland (f Garland of Red); with Joha Coltranc (Trancing In, Sou! Trane, Giant
Steps )y with Thelonious Monk (Live at Town [all).

Ed Thigpen

With Oscar Peterson (Affinity, We Get Requests).

Dave Tough

With Woody Herman (His First Herd, The Thundering Herd).
Chick Webb

Asaleader (A4 Legend Vol 1, King of the Savey Val. 2.

Shadow Wilson

With Tllinois Jacquet (The Black Veivet Band).
Compilation Recordings

On Impulse Records (The Drums, The Bi ¢ Beat, The Soul of Jazz Percussion).
Drummer-less Recording (For Play-along)

Jim Hall ( fazz Guirar); Wynton Keily (Pians); Monty Adexander/Ray Brown/Herb Lllis
{Triple Trear); Oscar Peterson (And the Bassists, The Trioy Bill Evans (atuition, Underciir-
rent); Nat King Cole (any trio recording).

TR At sl Ban Dirnsoning
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Books and Videos |

Drumset Methods

Herlin Riley wnd Johnny Vidacovich (NVew Oricans fazz 0 Second Linc Drwmming); John
Ramsay (Are Yiakeys fazz Messages); Jim Chapin (ddvanced Techniques for the Modern
Dremmer Vsl 7 and 2); Ted Reed (Syrrcapa!z'ou); Rick Mattingly (Creative Timckccp:'rry‘;
Zd Seph (Fiseatial Techniques for Drum Set); Keith Copeland {Creative Coordination;;
steve Hought n (Essensial Styles Vols. 1and 2); Ron Fink {Drumset Reading); Jack
DefJohnette ai L Charles Perry (The dre af Modern Jazz Drumming).

Snare Dr um Technique and Reading Methods
George Lawrence Stone (Srick Contral); Joc Morello (Master Studies); Charles S. Wilcoxin
(Modern Rudiiental Swing Solos); John Pratt (74 Modern Contest Selss); Mitchell Peters

(Odud Meter R dimental Etudes); Anthony Cirone (Portraiss in Rbythm); Fred Albright
(Riythinic Analysis).

Brush M:thods

Philly Joc Jones (Brass Artusery); Ed Thigpen (The Sonnd af Brushes).

Adro-Culbian/Brazilian Methods

Frank Malube 1nd Bob Weiner (Afro-Cuban Rhythms for Drumses); Duduka Da Fonseca
and Bob Weiner (Brazifian Riythms for Drumset); Robby Ameen and Lincoln Goines
(i Funkifying the Clave); Airto Moreira and Dan Thress (Rhythms and Colors/Lister and Play).

General

Ron Spagnards (7 e Great Jazz Drummers); Burt Korall (Drummin' Men); Charlie Persip
{How Not to Pioy the Drams); Bob Moscs {(Drum Wisdsm): Burton Kaplan (Musicians Prac-
tice Lag); Mick .y Hart {Drumm ing at the Edge of Magic); Art Taylor (Nozes and ‘Fo nesk
Mike Henness, (Klost: The Story of Kenny Clarke); Gene Lees (Meet Me at Jim and dndysj;
James Loche (1 fensal Toughness Training for Sports); David Lichman (Self ~Portrait of a
Jazz Musician).

Instructic nal Videos

Herlin Riley (iagtinme and Beyond); Jack DeJohnette (Musical L2xpression on the Drumset);
Clayton Cameron (T e Living Art of Brushes); Elvin Jones (Differcnt Drummer); Peter
Trskine (Lvcry thing is Timekecping); Ed Thigpen (The Essenee of Brushes); Joe Marello

( The Natural A proach to Technigue).

Video Performance

CGene Krupa (/12 Legend); Mel Lewis (Live in ferusalem); Art Blakey (The fazz Messen-
Lers, 1964 in far an); Wynton Marsalis (Blues and Swing); Vony Williams (New York Live);
Johin Scoficld (i fve 3 Ways, with John Riley and Marvin “Smitty” Smith }; Thelonious
Monk (. Straigh: No Chaser, Monk In Japan’63).




