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FOREWORD

It is no exaggeration to say that there are seores of books
published on the subject of drums and druomming.  Many of
them are vseful and of great assistance : some of them are
excellent.  And they cowver between them practically every
phase of their subject. 1 zay “ practically every phase,"
because—so far as [ can discover—there is yet no book available
which deals with the work of the modern “ swing ' drummer.

In the past year or so, the ultra-rhythmic type of © swing "
work has made such rapid forward strides that it has become 2
style of first importance to every enthnsiastic percussionist,
be he professional or amatenr.  So much can be said concerning
this fascinating way of handling the rhythm that it cannot be
dealt with in the mere confines of one section of a general work
o drurmming.

I thus feel that no apelogy is needed for placing vet another
baok upon—I hope—the library shelf of the keen drummer.
I am supported in this belief by the hundreds of requests I
raceive for the information which is now placed on paper.

If dedications were in fashion, I would have liked to dedicate
this little volume to my many would-he pupils, especially those
living outside London who have paid me the compliment of
being willing to travel long distances for lessons. I only wish
I could have met them all and thanked them personally.
Unfortunately the exigencies of ' the job,” with its attendant
rehearsals, recording sessions and broadeasting, leave a hard-
waorked drummer without even a few moments to relax,

5o this book must be to all of you my apology and my
thanks. [ ask you to accept it in place of the lessons we would
willingly have had together. I have tried to write as if T were
speaking to you, in as personal a manner as possible. T want
vou to feel that the haok is for yor—to help vou, 1 hope,
towards a better understanding of vour work and improvement
in performance,
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If it should succeed in the accomplishment of these objects
for you, then I shall be more than satisfied.

In conclusion, I should like to express my great appreciation
for the valuable help extended to me by my good friend
Geoffrey Clayton on the editorial side of this book.

MAX RACON,

London.
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MAX ON “SWING”

CHATTER I

We are going to have a long talk, you and I, about modern
drumming. That being so, let us have a elear understanding
at the beginning. I hope to make you into a real ** swing *
drummer before we part company ; and later on 1 shall
give you plenty of examples to keep you busy.

Rut first of all, there are a few things T niust tell you, So
let me beg of you net to skip these first pages. Upon your
clear understanding of them definitely depends your ultimate
success.  So draw your chair up to the fire, put on a cormfy
pair of slippers, and let us get down to it!

Drumming for the dance orchestra—or “ jazz band,” as it

was called then—arrived with a bang in this
];"cﬁ'“i country some good many years ago. And a

very loud bang it was, tool Every known
kind of noise-producing object was pressed into the service of
percussion, from the motor hern to the bath tub. Theee were
the real days of the survival of the loudest: thers werd no
special orchestrations as we understand them now and almost
every number was * busked.”

At that time the jazz drummer was in hiz hey-day. Placed
in front of the band, he was framed in a kind of arch from
which suspended all his weird utensils and gadgets, So long
a5 he ran fairly wild and contributed more than his share to
the general din, the evening was considered a success. Tehythm
there was, of a kind : but the whale performance remained
very rough and ready.
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Still, every healthy infant is neisy whilst he grows ; and the
child, modern syncopation, soon passed from the nursery
stage. All worth-while musical movements go through a
period of tramsition and the new rhythmic form was no
exception. For a short time, the records of that great pioneer,
Paul Whiteman, together with the arrival in the flesh of Art
Hickman's Band, showed the public in this country the
possibilities of the new musical idiom. They saw what could
be done with carefully plenned rhythm.

I might tell you, I got one of the greatest thrills of my life
when I heard the restrained choke cymbal work of Harold
Macdonald, Paul Whiteman's drummer, at the London
Hippodrome,

Noise for its own sake was at a discount and melody came
into its proper position in the band. Mind you, rhythm was
by no means lost in consequence. The drummer was encouraged
to think what he was going to do next, instead of merely
beating about the jazz bush, And when the director had
got him to realise what was expected, he retired to hiz rightful
place as a member of the rhythm section. For a considerable
mumber of years after that, our drummer remained essential,
but not prominent. Like every other specialist, he got his
chance, on the xylophene and the vilkmaphone ; but for general
purposes, he merely became part of the solid rhythm.

But during the last few years, a definite change has been
taking place, which has brought the drummer back to his
position of former importance.  Not indeed, a5 a noise-merchant
ofce morée—those days are gone for ever—but as the acknow-
ledged leader of a super-rhythm section which was to control
the pulse of the whole band.

So important was the beating of this pulse considered that
a new npameé had to be found for it. And that name was
SWING. I cannot imagine a better name, for to me it conveys
everything that is expressed in the uwltra-modern rhythm.
And before we go any farther, I want to pass this feeling on
te you ; because, until you learn whaf it is that we are to do,
it is no use attempting to learn how it is to be achieved.
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What, then, iz this "'swing." which is the very essence of

successful rhythmic playing to-day 7 Is it

e = rhythm ? Tt is more than rhythm. It is the

e very pulse of rhytlon—ithat which beals within

thythm to give it life. Unless the essential swing is there,
the rhythm will cease to inspire : it may even cease to exist.

Swing is a very elusive thing ; but there is no mistaking it
when you hear it. It is a sense of rhythmic balance which
moves the whole band as one unit. It is a steady sweeping
movement, like the swing of the pendulum of a grandfather
clock. To amd from: to and from. The! is swing ; and
until a band gets the knack of swinging together, that band will
not be a success.  The expression of the thythm is of the same
type that you see in that super swing acquired by skilled
skaters, dancing upon ice—large regular sweeps.

Mind you, this swing is very difficult to acquire at first. It
does not come all at once, even fo the best musicians, 1 have
often heard a bunch of well-known players get together for
amusement and—experienced though they are—it will be quite
a while before they begin to swing as a wnit. In the same
way, it sometimes happens that a band noted for its swing
will lose it for a time. Lack of concentration, or over-tiredness
iz generally the cause. But when once you get " into " the
swing of the rhythm, you will find that yvou keep it, for the
simple reazon that a rhythmic movement, with its regular
pulse, is the easiest to maintain.

What is the best way to acquire swing, vou may well ask.
First and foremost, it is a question of temperament @ you must
Iike it when vou hear it and you must went to do it yoursell.
As vou know, most dance drummers have become such because
they were "' drum-minded " ; they had it * in " them to become
drummers. In just the same way, vou must have it in you
to feel that swing behind the rhythm,  As I say, it is a question
of temperament. It is, of course, partly what we call a gift.
You must have the gift of a drumming mind. But it can most
definitely be acquired by those who il

There are several ways of helping yourself to get swing into
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your work. First and foremost, you must listen to those
bands who are known to excel in this, Compare them with
others and notice the difference.  Then try and analyse their
work and discover how this difference is produced, By this
means, you will find yourselfl gradually * soaking your system ™
in swing until it enters your very blood and becomes part of
you. Having thus acquired it, the best way to produce it is
to play easily. Do not be strained or forced.  And to do this,
wou must, of course, have a certain amount of technigue.

I must needs address myself to drummers who only have a
little technique, as well as to those more advanced ; so [ am
going to run through a few " practice points ™ very shortly,
by way of refreshing curselves on these all-important matters.
I want you to have full command of your instroment.
Remember that your drums must be part of yon and you must
master them, just as you do when you ride a horse. It is no
good letting the servant be the master ! Kemember that the
drummer has a very important part te play m ewinging the
band : and a poor drummer cannot swing a band, even if it
is a good one.

And the reverse of this is equally true, Whilst I am on that

subject, | must emphasise again that a swing
Team Work hand must work as a team. One bad, careless,

or * sloppy " player will ruin the swing of a
whole band. A good drummer canmot swing a bad band.
The team musé swing together. The rhythmic ” sixth sense ™
of swing must be commeon to all of them and shared by each
member, It is an atmosphere which surrounds the band like
a eloud. So long as it covers the whole unit, that unit will
swing together. But let the cloud shift, even from one member,
and the swing will be lost by all.

I have said before that swing and rhythm are different, and
I have done my best to make this clear to you. But they
differ in vet another way ; and that is in the matter of tempo.
Rightly or wrongly, it has always seemed to mysclf that
swing ceases after numbers of a certain tempo, or speed.
Beyond a definite pace, the ” pulse ™ is too fast for real swing
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and there is really nothing but rhythm. That ever-famons
classic, " Tiger Rag,” is an outstanding example of what 1
mean. Nobody, with the best will in the world, could try to
play that with swing. It is much too fast. All one can do
i5 o keep it in sirict tempo and rhythmec. Thus—if my
theory is correct—it means that the only possible swing
tempaos lie between the extremely slow and the very fast.
Your own sense of rhythm will tell vou that this should be o,
It is very difficult to perform any rhythmic movement either
in " slow-motion " or in a rush, without a break in the steady
swing. Imagine two people sitting on a see-saw. If they
work it very slowly, there is & pause at the end of each * beat.”
If, on the contrary, they swing at great speed, they never
even reach the end of a beat ; orat the best, the whole movement
is carried through in a series of jerks. And that is not swing !
50 I think you will agree with me on this alllimportant matter
of tempa.

It may seem to some of you that I have talked at great
length on the subject of swing itzelf, but I make no apology
for doing so. I am definitely convinced that one must first
realise ™ what ™" before one tries to learm ™ how.” T hope,
however, that I have made my own ideas clear to vou. [If s0,
we can safely pass on together to the next point in our dis-
CUSSI0N,




CHAFPTER II

Now, ** swing ' off our minds, the next thing I am going to talk
to you about is practice. Before anything
else, let me tell you a story about a drummer
This drummer was no different from a!i
others. He was young ; in fact, he was hardly more than a
boy. He was an amateur and—like all bu;g.-ra—-he was madl
keen on drumming. Quite near where he lived was a l:raud?
and he used to follow that band around wherever it went,
always standing watching the drummer. He even asked t'
be allowed to carry the drummer’s kit | There came a tin :
when the manager of the band had to put out a second unith?
and naturally he looked about for the NECessary instrumen.
\L:IJillslts. Our h-;-y got to hear about this in the way that boys
il ; and, taking his courage in both hands, he went to the
manager and applied for the job, Much to evervhody's
surprise, he got it, and what is more he held it for exactly o
week ! He got the sack because he was so bad : b
Crestiallen and disillusioned, he went hnm;a- with his tail
between his legs.  But he was by no means beaten. He had
borrowed the price of his outfit and he was jolly weII] going to
see b got his money back | He went into the quistest rfu:rm
iﬁ; could find and put in a month of real hard practice, At
iem:l f:f“!imt month he was before the manager again,

Lock,” said he to the manager, " I wish you could give
:;&:;?Mhﬁr trial.  When I took the job over I was not fr:j:ng
= W:zﬂ:;ddilﬂaur: {:n:;rtnmr:ed that I could do much better

The manager was a sport, and he re-instated him. It °
speaks volumes for the month's practice that the boy held the
job from then onwards until the band completed its contract
e

How keen
ure you ¥

]
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The above is an absolutely true story. I know it is true,
because I was the boy . . . I tell you that stery for iwo
reasons, simply becanse T want to make you understand that
nobody will become a drummer without practice ; and the
second reason is that it is not the slightest use practising unless
you want to become a drummer.

I am wvery serious about this, because neither of us wants to

waste the other's time, do we 7 So I would repeat, here and
now, and with dll earnestness, that if ever you are o become a
good drummer, you must not only practise, but continue (o
practise and you must keep your practice regular. Practice,
to be effective in any way, must be absolutely regular. After
all, practice is only the formation of a new habit ; and the
way to form a habit is to repeat a thing until it becomes a
habit. And the way to repeat a thing is not just spasmodically
when you feel like it, but all day and every day until you do
it unconsciously. It then becomes so much a part of ou
that actually you don't know when you are doing it. As I
miy, the object of all practice is to create a habit.
You must, therefore, set aside a certain time each day and you
must keep that time for practising. Don't Jet
anything interfere with it if you can help it.
Tn fact, | might say to you, don’t let anything
lnterfere with it even if you camnot help it. You have just
got to make up your mind that that section of the day is set
aside for your work, and anything which interferes with it is
going to be ignored. Fifteen minutes a day—every day—at
the same time every day—and without missing a day—is a
hundred times better than zix hours on a Sunday because you
happen to feel like it, or because it is raining and you can't
go out. If you are not prepared to face this fact, then you
may as well give up the idea of becoming a good drummer, or
u pood musician of any kind, for the matter of that.

If you will not practise, then it is no good reading this book
uii drumming, as the whole idea of this book is to give you
gertain things to work up for yourself, No book will make
you a drummer—it must be in you to start with, and then
2

How to
Mitart
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practice will bring it out. If you possess a gift in this way,
vou will became a drummer ; if you keep your practice regular,
you will become a good drummer. If you have a real gift of
drumming and keep wour practice regular, then you will
become a great drummer. But unless you do all these things,
and keep on doing them, then I would rather advise vou to sel]
vour kit and go in for breeding rabbits, or something clse
where vou don’t have to do the work.

WNow, practice is divided into several parts, and T think we
had better discuss each of these parts separately.

First of all, there is the actual work vou do vourself, or the
practice proper., Let us have a look at the best way to deal
with this. T have told vou that practice to be effective must be
repular, and [ repeat thiz now 2o as to bring it more fully into
your mind, By far the most satisfactory way is to make a
plan of when vou will practise, absolutely to the hour you have
zet apart for this. My own personal opinion is that practice
is best divided inte two periods of the day with a fairly long
interval between them. Make wp your mind what yon are
going to practise in the early period, and work am it thoroughly
and te the exclusion of everything else. When wyou are
satisfied with what vou have done, then stop work and do
something else, In this way, you will let that work sink into
the zub-conscious part of your mind and vou will gradually
absorb it into your system. Later on, when you begin the
second peried of your practice, start right awav with the work
you were doing earlier in the day. You should notice an
immediate improvement as soon as vou begin to play. This
means that the habit that von are trving to get yourself into
is already beginning to form and that the wark done in the
morning has not been wasted, As soon as you have had a
run through the previous work and improved it a little, you
can go on to something elze.  All practice should be conducted
on these lines ; that is to say, begin your next practice with a
short run through the material which was being studied in the
previous period,

The next thing to remember about actual practice is that
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vou must concentrate when you are doing it ; think aITE the
time of the work which is occupying vou to the exelusion of
everything else. It is no good putting in half an hour's
practice simply for the sake of saying to yuu:sei_.f th;_Lt you hEE‘F‘E.
done thirty minutes, if all the time your mind is -:nntjupled
wondering whether it will be fine on Sunday or what will win
the 2.30. You may find concentration is rather an effort at
first, but it will soon become easier as you go along. It is
better to do ffteen minutes real concentrated practice I.h_an
thirty minutes in a hap-hazard way. You see, if you prgcuse
in what we call a ** sloppy " manner, you may form habits all
right, but they are pretiy certain to be bad habits: and all
that means a lot of extra practice to undo them and get
rid of them, with the consequent waste of time which this
involves. And for the very same reason, you should never
practise when you are tired. If you do, it will only require a
sreater effort to concentrate, and you will become still more
tired, and immediately vour practice is wasted. The hum:a::
machine is like an electric battery—it cannot do anything
productive when its energy has run out. The moment,
therefore, you find yourself not thinking of what you are doing
is the moment to stop practising, for the time being at any
rate. Then, when later on you come back fresh to your work,
you will be able to give it your undivided attention 1o the
exclusion of everything else.
The next part of your practising should consist to a great
extent in listening to the work of others, :u:n:l
fer. Tovk noticing what they do and how they do it.
Tl Take every opportunity you can of studying
the work of a good drummer. Ask yourself, when you hear
an effect that pleases you, exactly how that effect is produced.
Think over the particular beat in your mind, and see if you can
discover how you would do it yourself ; then do your best to
discover how it was done by the performer you heard. Try
and reason with yourself why the performer should use thalLt
particular beat at the place he did, Ask yourself W]:H!'UZI.EI' it
was the most suitable beat to use there, and whether it was In
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keeping with the type of number being played. This is very
mmportant, because one of the greatest secrets of successful
drumming is the ability to put in the right thing at exactly the
right place. You must always feel in your mind that a parti-
cular type of number or a particular passage in that number
definitely calls for such-and-such a treatment, or such-and-such
a beat. Always be on the look-out for new ideas in the work
of others, and try to introduce them into your own work.
When you have done this, examine them very carefully and
see if you, yourself, cannot improve upon them ; remember
that there is nothing as yet so good which is not open to im-
provement. Always remember that styles and fashions in
drumming have to be et by somebody : there is no reason
why you should not be the one to start a new fashion. You
are just as likely to do it as anybedy else ; and providing vou
make yourself the recognised authority, you are certainly just
as entitled to lead as others. So never be frightened of trying
out new ideas ; if you have carefully examined them and yon
don’t Iike them, then do not hesitate to scrap them at once.
It is only by experiment that we find the right thing: and
remember that all the above definitely comes under the heading
of practice, because it is part of your training to make you a
better drummer. It is what I would call * mental practice ™
and it is just as important as the actual work you do when yon
sit down with yvour sticks.
The next stage in your practice work is an understanding of
the music which you are going to help to make.
Plan in : : e :
Muslc Now, in this, dance musicians are in an
extremely fortunate position because, broadly
speaking, they deal entirely with the type of music which is
built up of definite phrases of a known number of bars and a
certain amount of repetition, and which never varies very
much. If you will consider 2 moment, you will see exactly
what I mean. The main-stay of the average programme is
the ordinary fox-trot ; and the chorus is the principle part of
that number. In nine cases out of every ten, the fox-trot is
built up on a definite basis of thirty-two bars. These bars are
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divided into four groups of eight ; and these eight bar phrases
never vary very much in their form. The average fox-trot
chorus lays out something in this manner :

The first eight bars consists of the main melody phrase.

The next eight bars are nsually a repetition of the first
eight bars.

The following eight bars are what we might describe
as the * middle bit ” and consist of an extra or different
type of phrase, put in to divide the chorus and for the
sake of varation.

The last eight bars are simply the first eight bars
repeated once more, finishing off with a suitable ending
or the repetition bars.

As [ say, this arrangement holds good for the majority of
fox-trot choruses ; so before going any further, let us examine
it a little more closely. You will notice that at the end of
every phrase there comes a natural * break.” This is a
break in the melody itself the drummer expresses it by
means of the pick-up beats which he uses on the last beat
previous to the opening of the next phrase. In a thirty-two
bar chorus, the main breaks appear on bars seven and eight,
fifteen and sixteen, twenty-three and twenty-four, and thirty-
one and thirty-two. You thus have a most important part
of your number easily divided up into little groups for you,
all of them following the same rule, and without any element
of surprise in them. You will have no difficalty wl‘lﬂtsn&ve:r
in thinking ahead and in knowing what is coming next. This
is one of the greatest possible helps for maintaining a geod
swing and for keeping your rhythm absolutely steady.

You will find upon examination that all other sections of
dance music come under certain known groups of bars in this
manner. For instance, the verse of a fox-trot will consist of
either eight, sixteen, twenty-four or thirty-two bars. It daes
sometimes happen that there may be a little extra bit tacked
on to the verse, but in any case, this will be in addition to
the ordinary lay-out of eight, sixteen or thirty-two bars.
This little extra bit will always be an even number of bars—
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four, eight, or twelve ; so it is perfectly easy for the dance
drummer to anticipate just what is coming next, and to under-
stand the plan upon which his music is built up.
Exactly the same rule holds good for waltzes, as waltz choruses
are invariably sixteen or thirty-two bars: and
Look Ahead the breaks cccur at the same places, namely
at the end of every guarter of the whole
chorus. Similar alzo is the plan used for writing quick-steps,
one-steps, tangos, six-eight numbers and these in three-two
tempo.  Thus you are covered for the main portion of EVEry
dance number. Naturally, in a special orchestration, there
will be various linking-up passages and so on (such as intro-
ductions, etc.) which do not come under this rule ; they are
dependent on the arrangement made by the orchestrator
himself, and vary with each individual number. As orchestra-
tions of this nature are always the subject of special rehearsals,
there is no need to worry on that account. The point T am
trying to put to you is that a d’:e drummer can always look
well ahead, because he knows from the very nature of the type
of tune which he is playing, that it always conforms to a given
plan and a given length. This makes rhythm-work very
considerably easier, because there are no surprises of any
description which might interfere with the smooth running of
the swing of the rhythm.

I think I have said everything necessary about the general
principles of practice and observation. If you will carefully
note and take to heart all the remarks I have made on the
subject, I am very certain that; not only will you find your
own practice much easier and more interesting, but also you
will get much more benefit out of your work.

CHAPTER III

The next thing we come to is the all-impoertant question of

our kit. Maost of you will have your equipment

E’;E“““"“ of drums already : but I am going to give you

a list of what it is absclutely essential you

should pessess. Here, then, is the very minimum necessary
for the work of a swing drummer |

A bass drum, with separate tension, which should not

be smaller than 28 in. by 12 in. and can with advantage

be larger than this.
A pair of spurs.
A bass-drum pedal, with a medivm-hard beater.
A snare drum,
A snare drum stand. :
At least one cymbal apd a strong holder for it.
A foot-cymbal pedal With a pair of cymbals.
A pair of sticks.
A pair of wire brushes.

These are the absolute necessaries of your kit. You can, of
course, enlarge this to any extent so far as your needs, your
taste and your pocket justify. There are many other things
which are very desirable, and which drummers in certain
jobs must, of course, have, Extra cymbals and holders, a
cow-bell, one or more tom-toms, preferably of the tunable type,
and a trap table, trap rail, or a trap console come under these
headings. But, as I say, these extras largely depend on the
necds of the individual.

 Whilst T am on the subject of kit, I would always like to
advise you to get the best you can afford, even if it means
that vou have to go without something else.  The best always
pays in the long run. When [ say ' the best,” I am not
necessarily referring to the decorative finishes which are so
popular to-day, but rather to the type of model you are gong
to use. So far as finish is concerned, that again must be a

13
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matter for individual choice, The only thing T wonld very
strongly recommend is that you go in for chromium-plating,
or some equally everlasting finish wherever possible and when-
ever you can afford it.

You have, as I say, such a wide range of choice in the matter
of your kit, that it would only be a waste of time and space
for me to give you a list of all the various types of instruments
you could buy.,  You will find this information in the catalogue
of any firm of repute ; and for me te fill up pages with technical
descriptions would not make you any better a drummer.  As
we go on, I shall only recommend the types of instruments
which I personally prefer. But there is no need to let this
influence you unduly : you choose what you like best and the
kit that makes you feel the most comfortable,

Let us now examine each portion of the kit bit by hit ;
we will take it in the order we are most likely to use it for the
moment,

In these days of precision instruments, yvou have a very wide
cheice when purchasing a snare drum, and you
will certainly be able to find something to
suit your pocket. I personally favour the
type of instrument possessing the following points. I like
my snare drum to have both internal and external snares, the
former acting on the inside of the batter head whilst the latter,
of course, are in their usual position on the snare head. This
type of drum gives you the maximum snap without too much
overtone ring which is present in some instruments. Further-
more, the nse of these two zets of snares in various combinations
gives you a very complete range of tones. Another most
convenient point about a snare drum is the little internal
damper which is now fitted to certain models. This damper
controls the tone by a slight pressure on the inside of the
batter head, and renders won absolutely independent of
weather conditions or changes of temperature, 1 shall have
more to say about this later. Get a drum where the flesh
hoops are made of metal in preference to those made of wood
(the flesh hoops, of course, are those hoops round which the

The
SBnare Drum
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drum heads are lapped). It is, by the way, a very good tip
to have a snare-drum head already lapped at home by you,
in case of an emergency. The counter hoops, which are the
hoops which come right outside and secure the flesh hoops to
the shell of the drum, should be of the type known as the
** floating head,” or * fHoater head,” as some people call it.
The advantage of these is that they are right clear of the
flesh hoop, and do not in any way damage the head or cause
it to wear. The snares are of importance, and care should be
taken to see that the snare fittings ensure their laying straight
on the head of the drum and also that no snare touches another.
It is generally best to use the type of snare fitted by the actual
manufacturers, becanse they know what most suoits the
particolar model.

When you have bought your snare drum, take care of it
just as you would any other well-made piece of apparatus.
Do not keep it in a damp place, but at the same time endeavour
not to keep it foo near a fire or anywhere where the temperature
might be very high. I was once asked by a very keen amateur
whether it was necessary to slacken the heads of the snare
drum when one had finished playing ; I need hardly assure
you that such is not only unnecessary but it is most inadvisable.
I just mention it here in case anybody else should have the
same idea in-mind. When you tighten the heads of your
dirum, you should go round each rod in a clock-wise direction,
tightening up each one a little and gradually continue until
the heads are at the tension required. Remember to keep the
znare-head slighily looser than the batter-head and don’t
forget to have the slightest smear of oil or vaseline on the
screw threads of the fittings. By these simple precautions you
will prolong the life of your snare drum and moreover it will
nol let you down at some inconvenient moment.

Snare-drum sticks are made in various kinds of wood, but of
course, hickory is best for the dance drummer.
g;:::nmm The shape, the length and the weight are
purely a matter of individual taste. I, myself,
use a medium heavy stick weighing 2 oz., 15§ in. in length
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and having a medium taper. But I repeat, vou will be happier
with the stick to which you have generally been acenstomed,
and any stick within reason that feels the most comfortable
e you is the one to use.

The next most important thing is the position of the snare
drum, both as regards the angle in relation to the ground, and
the place in front of yourself. In certain cases the usual
playing angle varies: as, for instance, when you are playing
a Rumba. I am giving vou an illustration of the angle I,
myself, use for general work ; but provided that vou keep the
angie of the drum within the indicated limits on the diagram,
you may vary this position to suit your own personal con-
vemence., You will see in F1c. 1 the position to which T refer.

Now notice the position of the drum with regard to your
body. It is essential that you sit so that you feel comfortable :
The arms must not come upwards in what I call a- ' begging
dog * attitude. Take particular note of the height of the
drum from the ground and its relation to yvourself when seated,
as well as the position in front of you. (Fic. 2).

The next thing to note iz the correct * hold ” of the sticks.
Here again, there is a fixed rule for each stick, but you have
a certain amount of latitude as to exact balance, ete., within
that rule.

The left stick should be held in the fleshy part of the join
between the thumb and the first finger, about two-thirds of
the way up (that is iwo thicds of the way from the ™ acomn *).
It should then be allowed to drop naturally on to the side of
the third finger, which is curved inwards towards the palm.
Some people allow the stick to rest on the middle joint of their
finger; but I, myself, find that 1 seem to get better control
by letting it lay on the joint nearest to the tip. The first
and second fingers then curve in towards the centre of the
palm over the stick naturally and to lie locsely on it.
Fics. 3 axp 4 will, 1 hope, help to make the above clear,

The right-hand stick is held a little nearer to the end away
from the tip. The stick is simply laid diagonally across the
palm of the hand and the fingers curled under, =0 as to cover it

14
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loosely and easily, A certain amount of control should be
felt by the tip of the little finger towards the end of the stick ;
and the ball of the thumb and the side of the middle joint of
the first finger should make themselves felt against the stick,
Look at Figs. 5 axp 6, and you will see what I mean,

The elbows should not be tucked into the ribs, but should
be in an easy position a little way away from the sides of the
body.  The whele point of such a position and the grip of the
sticks is to ensure that you are thoroughly easy and not in any
way stiff, yet at the same time that you have perfect control
in every way possible.  Will you please note particularly the
position of the elbows in Fic. 7.

Now, I have very often been asked what is the correct position

on the head for the sticks to roll. My answer
The Rall to thisis that there is no actual correct position,

and that it is again a matter for individual
choice. Some drummers play with their sticks apart, others
use them close together. One drummer will play towards the
top of the drum, another with equally good results on the lower
part of the head If you are playing on a dual-snare drum,
always be careful to avoid that portion of the head which
lies over the actual internal snares, I, myself, play in the
position shown in F1g. 8, rather near to the body, But you will
notice from the dotted lines that I do net necessarily keep the
sticks in one position, but move them over a certain area.
I do this more or less naturally, becanse I am trying to express
the swing of the music by my own swing of the body, which
causes the sticks to move inside the area shown. T attach a
great deal of importance to this easy swaying, provided it is
not overdone ; it helps you to feel the swing of the piece and
prevents you from being stiff or starchy,

In other words, be as natural and easy as possible.  If not,
your position is wrong.

Having decided upon the easiest position in which to play
a snare drum, the next best thing to do is to begin playing it |
It is at this point that I think a little checking up of a few
rudiments wouldn’t do us any harm: don’t you agree with

MAX ON “ 5WING *
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me ¢ The object I have in my mind is for you te be sare that
you are striking the head cleanly and with a good snap, bringing
the stick clear away ‘from it withont any tendency to loiter
about on the vellum. This ability to strike the head cleanly
and to get cleanly away is most important, because it is the
mn.lj.-' method by which it is possible to produce good tone
Will you, therefore, examine yourself very closely to be sure‘
that you are on the right lines. The actual bounce of the
stick plays a leading part in a good roll. By * bounce,” I
mean the natural rebound of the stick after it has stru-ckrthe
head. When starting to practise a roll (LL—RR), vou deliber-
ately strike the head twice with each hand; using a wrist
action with each blow. But as the roll quickens, vou strike
the head once fone wrist action) and let the stick |:tu::|um:E once
{ome rehﬂund}—making two " notes ™ or “ taps " with the
left hand ; and you repeat this process with the right hand
When playing a roll which gradually increases in speed the;
change-over from the * twostrike ” to the * 5rr1'l-:t-:and-
bounce ™ technique must nof be noticeabie.

Pllﬁr_se do not raise an objection to going through these
rudiments once more : there are definite reasons why I wish
you to do this. The exercises which follow are the best that
have ever beem devised for giving the drummer absolute
cmh'ﬂf..and that is where they are so useful to the swing
percussionist.  True, they were originally intended for 24
march tempo only. But I do not hesitate to remind you ::lf
them as the finest method for general practice.  Whenever
ﬂ!'.l.}? of them, or any part of them, is used in owr work T will
give you the practical application later. ;

I would be very glad, therefore, if you would now do a little

Practice separate practice with each hand. Whatever

i T you do with the right hand, you cught to be
_ able to do equally well with the left, 20 that
both hz_mdf: are under your complete control, because most
chumm_mg 15 done from the wrist. You will naturally find it
more difficult at first to control the left hand because, you see
maost of us are right-handed. But this is one of those ESsEn}iﬂlp

MAX ON " SWING " 23

things which you must absclutely be able to do—absoludely !
Please, therefore, practise the [ollowing exercise very slowly,
very steadily and very evenly until you are satisfied with
wyoursell,

5 LELE LELR LELR LRLE

Now, please, practise example 2. You will see that this is
similar to the first example, but the odd beats (beats 1 and 3)
are now taken by the right hand.

Ex.3 ELREL BLEL ELEL ELARL
Bl 105 ST e o (] R (] R T [ e o] e Wl

When you are satisfied with the above, I think you might
put in a little time practising the moll. I suppose I need
hardly mention the fact that the roll is made up of two beats
in each hand alternatively, thus :

When you are satisfhed with this, then try the roll beginning
with the right hand instead of the left, thus:

Ex.8 pgpp1 RRELL RELLERLL RELLERLL

I want you, please, to work these two rolls up to a steady
gpeed, keeping them dead even. If you are the least bit
uncertain, will you remember for the moment that evenness
is very much more important than speed ; so please keep at
it and make of your roll the very best job vou know. If you
make a mistake, hesitate or stumble, then stop at once and go
. B
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I:ra.r:*k again to the beginning and work up your roll once more.
It is only in this way that you will ever get an even crisp roll,
If you wish to be satisfied with your roll, it must conform
with the following description. Tt must be dead even, at
whatever speed you play it. Every beat must be of equal
length and the intervals between each must also be of equal
length.  There must be no accent on any beal. When you are
playing a roll which gradually increases in speed, all the above
holds goed. But in addition, the speed-increase must be
dead even in pace and must work up gradually and smoothly.
Once again, there must be no accented beat, nor must there
be any break or jerkiness. The effect must be just like an
express train—gradually and evenly working up a steady
speed. IF this is quite clear, we can now CALCTY O,

We will next, I think, practise the five-stroke roll, the
EE."'-"E]'l-ﬁtmkf roll and the nine-stroke roll, for all of which I
give examples below. Remember, the five-stroke roll consists
of five bounces, the last of which must he brought off with a
good definite ** snap,” to mark the end of the roll. The hand
that begins the roll also finishes it

EELLE L EEETIL

In the seven-stroke roll there are, of course, seven bounces :
and the roll finishes on the opposite hand from which jt begins.

Ex.6 LLRRLLE LLERLELE

ERL LERIL ERLLRRTIL
I{I. the nine-stroke roll, there are nine bounces, The roll
begins and ends on the same hand,

Ex.¥ LLRELLRE
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Make sure that you get these off pat. Generally speaking,
you will not need a longer roll than the nine-stroke roll ; but
it will be good practice for you if you try to increase the length
of these and make them into eleven-stroke, thirteen-stroke
and so on.  Next, just check up on a few more mudimentary
beats such as the flams, the paradidles, etc. T am giving wyou
examples below, and I would ask wou to work these up in
the same way that yvou did the roll, until you are quite
certain of yvour control over them. I have marked each

‘of these examples in the ordinary mannmer and then in

the reverse: that is te say, starting with the right hand,
and then starting with the left hand, as I want to work them
up so that vou can play either with absolute ease. T hawve
not necessarily followed the ordinary conventional method of
giving these rudiments. Where necessary 1 have adapted
them to show how they form the basic technique of some
dance rhythms. They will be more useful to you thus.

{a) is the ordinary paradidle, and, as in the roll, should
be practised slowly, gradually increasing speed.

{b) is the same as (a) with the addition of accents,
which please note carefully, and which gceur in the
first beat of each group of four.

fc) is an exercise introducing the flam. This, as you all
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know, cansists of 4 grace-ndte preceding the beat
]'-'t":l]_'rltl'.

_l‘x'uw have a short practice at the single stroke rall. T have
glven you an example of this below and marked it for practics
Leginning with the left hand, and also with the right hand
I want yon to get both this and the double stroke rofl pr:rfe-:l.]»:
slmo-f:»th, just as if it was one long note, and I want no -a:!-:‘.ﬂc.r;e'
i gither roll. | repeat, this is very important, and if voy
ﬁnf_[ yoursell going wrong, stop at once and start over ag;in
It 15 only by this method that you will really pull vm:rse]t:
tagether and bring perfection ta vour work, :

Ex. I.iRLR L:RI,LR LELR LRLGBR
i TR | T T,

i L = e
i e
ELARL RLEREL R

I
LEBEL RLEL

Wherever possible, you should always practise on the snare
pe b1 drum itzelf. It sometimes happens, however,
A that permanent rolling on a snare drum is not
the very best way to make yourself the life
and soul of any houschold nor to endear vourselfl to its inhabit-
ants. T have known it befare now to be the cause of Ivet*_-,r
much broken crockery, and a considerable amount of unusyal
language. Should your own surroundings be likely to induce
any of this, then the only thing for it is to make use of a practice
pad. If you do this, then you should he very careful to have
the pad at the correct angle, in the same way as you would the
snare drum itself. It is possible to obtain a'pad which is
set at the correct angle, so that all ¥ou need do is 1o lay it
upen a chair in front of you, Another method of practi-::_e is
to play the beats on your own knee. To do this, the left leg
should be crossed over the right, as illustrated in Fre. 9
.In any case, I recommend this method for frequent use, because
1t gives a very good command ever Your work.  Furthermore
fl.il Yo r!ned te put in a little practice is a pair of sticks, whic];
15 sometlines very convenient,
Here iz another exercise which T want you to practise ve;-y
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Fig. @
careflully, simply to get perfect control over each stick by dfself
and without necessarily having in mind any work with the
other stick. I want you to play single beats with each stick
at a very steady pace, graduvally increasing that pace until
you get it from four in a bar up to eight in a bar, Do this
first with the right hand, and then with the left hand as shown
in the examples below.  Actually the musical notation of the
first example is not perfect becavse it does not give you the
intermediate stages. What I want vou to do is to begin as
shown in the first two bars and gradually to work up the pace
until you finish as shown in the last two bars.  Will you try
this with each hand, please 7 When you are happy with this,
practize the second example, paying particular attention to
the walue of the dotied notes. Then try the third example,
with Both sticks together, Le., striking the head at the same
time, Each beat is made by both sticks af onee.
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Pay particular attention to the value of the dotted-note
examples.  You mmst give these notes their correct values.
I want them to sound as they would if you were playing
“ Pop goes the Weasel ” and nof of even length, as in * The
British Grenadiers.”

It is a good thing to test the clearness and smap of your roll
by occasionally practising it with the snares thrown off. That
remark applies almost to any exercise : 50 would you, please,
do this from time to time,

Some drommers attempt to damp their snare drum by
making use of a piece of cloth or handkerchief laid on the head,
I do not advise this for several reasons.  First of all, the pressire
of the cloth or the handkerchief is quite considerably heavy
and it cuts out all the ring; and a spare drum without a
suspicion of ring is absolutely toneless. Moreover, this method
of procedure is based on quite a mistaken theory, because you
are simply trying to do by mechanical means what you should
be able to perform yourself ; and any damper which lies on
the head of the drum and depends upon gravity for its pressure
is bound to be useless because it is not under any other form

i’
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of control. I, mysell, have not uzed a damper of this nature
for years.

1f, however, you must use a damper, the only kind you can
possibly use iz the internal type which works by pressure on
the interior of the batter head. The point about this method
of damping is that it is instantly adjustable for pressure and
at the very best it only just barely touches the drum. You
should mot uze any other mechanical means of tone control
on the snare drum.




CHAFTER IV

We next come to the bass drum. As I told yvou when we
e were discussing kit in general, the size of the
B Dirsiin bass druom which is generally best suited for

average work is not less than 26 in. by 12 in.
Naturally, this is guided to a certain extent by the work yon
are doing or the size of band with which you generally pPlay,
and also, not unnaturally, by your pocket. But do not get
2 bass drum which is too small because it will not, in any cir-
cumstances, be really satisfactory and give you that tone which
is s0 necessary. Perhaps I need hardly mention that separate
tension to the heads goes without saying these days.

Whilst, as [ =zaid, a certain slight suspicion of a ring gives
life to a snare drum, the reverse holds good in the case of the
larger member of the drum family. A bass drum should not
possess any ring whatsoever ;| and one of the difficulties with
a new mmstrument is that it dees have a certain amount of riﬂ;g
about it. The cure in this case i3 to use a damper or dampers.
Before applying these, we have to make up our mind as to the
type of tone we wish to produce from the instrument : we
can then set about doing our best to get that tone exact. We
do not want a very heavy boom, nor do we want a dull thud.
The tone I want you to get is a definite beat with just sufficient
overtone for the actnal “ note,” as it were, to hold itself on
for the length of the beat which may be necessary. When
you have nothing but a thud, you only get a staccato note : on
the other hand, beats which simply boom merge into each
other in one long note and give a very muddy effect. This
- causes an entire loss of rhythm, whereas the staccato beats
are not strong enough to give proper balance. Thus we arrive
at the question of correct damping. There are various
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contrivances to produce this; and like every other piece of
percussion apparatus, they have been greatly improved by
the evolution which has taken place during recent years. In
the early days, a rod or anything which extended parallel with
the actual head of the drum, was fixed, or clipped, or screwed
on to one of the hoops and a mixed collection of cloths of various
kinds was pushed or wedged between the head and the rod.

It was all very well o far as it went, but it did not go
very far; half the evening was spent adjusting these owing
to changes of temperature, and the other half in pushing them
back into position when they fell out, After that, somebody
had the brain-wave of fixing them by a kind of clip ; but even
this was not satisfactory, becanse the whole affair was not
sufficiently rigid or reliable. The result was that an enter-
prising firm put npon the market the ordinary round damper—
a very useful and ingenious article. Eriefly, the damper
consists of a round felt pad fixed on to a rod, which is
itself connected to the hoop by means of a screwing clip.
Using this clip as the centre, the rod itself can deseribe an
are on the head of the drum and be screwed into any desired
position within the circumference of that arc.  In addition to
this, the pad can be screwed and locked so that it exerts
any given amount of pressure upon the head. These adjust-
ments ensure rigidity and freedom from trouble, and they
also permit of an infinite variety of tenes to suit the drum,
the performer and the atmospheric conditions in which he
happens to be working at the time. Moreover, if necessary,
more than one of these dampers may be used.

The very latest idea in damping the bass drum, however,
consists of the application of the internal control idea te that
instrument. As in the case of the snare drum, the damper
works on the inside of the head upon which the playing is
dorie and gives a truer tone effect, becanse the pressure can,
in consequence of the position of the damper, be so very much
lighter. Sometimes there is a damper on each head.

The intermal control is adjusted by means of one small
screw which can be manipulated even during performance, a
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fact which is of no little convenience. The internal control is

further handy because it never has to be removed and conse-

quently is always ready for use or adjustment at a moment’s
notice. Although at the time of writing these words, internal

- damping for bass drums is quite a new feature by certain
leading firms, there is no doubt that it will gradually become
more or less universal. In any case, [ imagine it is to be
certain that the firms in question will it it to all their better-
class bass drums. If you are not the Jucky possessor of ane
of these drums, then the best thing for you to do is to produce
the required tone by means of one or more of the round type
of dampers described above,

Tension your bass drum up very tightly : some drummers
recommend that it be brought right up to the note C. By
this means and with the use of dampers, you will obtain exactly
the right tone.

During the course of an evening’s work the foot must beat
the bass drum by means of the pedal a great
number of times. [ have not as yet worked
out how many, bat it must run into thousands !
That being the case, we must definitely look for a pedal which
2 going to give us the least effort to manipulate.

The reader has a very wide choice in the modern pedals of
to-day, both as regards price and type. Most of the modemn
pedals are very good indeed, and show an unbelievable im-
provement on those of a few years back. In choosing your
pedal, there are two things for which you must definitely look,
and unless you are satisfied that these are present, then you
should not purchase the pedal. One of these is the all-important
ease of action of which 1 spoke above, and the other is that
feature which is known as self-alignment. This simply means
that the pedal must be able to adjust itself to any unevenness
of the floor and particnlarly to the fact that when it is screwed
on to a drum, it will be slightly raised from the floor ; and in
consequence, unless there is a certain amount of correct ** give ™
with the pedal, the latter will wobble about unevenly between
the flat floor and the hoop. This will not only cause a great

The Foot
Peslal
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deal of discomfort, but it will throw the beating angle out of
the true and will actvally cause the drum itzelf to wobble.
There was a lot of trouble with the old style of pedal which
used to kick up badly at the heel, particularly when one had
to play with the drums on a carpet.  So look out very carefully
for this particular feature, and if necessary test your prospective
purchase in actpal operation on a drum.

When fitting your spurs to the front of the bass drum, be

careful to place them zo that the front iz raised off the floor
to the same extent as the pedal cawnses the back to be. In
this way, you are certain of your bass drum not only being
level, but also, with the right tvpe of pedal, of its remaining
absolutely rigid and without wobble.
Let us now see what we can do to improve our control over the
bass drum. The most modern style 15 to play
four beats in 2 bar in a fox-trot. In the early
days of jazz, it was also the fashion to play
four beats to the bar, varying them with syncopated heats,
After a while, this was dropped in favour of two in a bar, the
two being played on beats one and three, together with the
type of beat which is shown below :

Bazsz Drum
Practice

T T T
1 1 1

—

After a few years of this kind of thing, the bass-drum beat
returned te the old-fashioned four-in-a-bar and there it has
stayed. This became more general with the increasing
popularity of the * hot " style of playing ; and if you think
it out for 2 moment or so, you will find that it is not at all
unnatural for the drummer instinctively to play four in a bar,
Go and watch -some good orchestra performing, and have a
look at any instrumentalist, particularly those in the front
row, such as the trumpet and the saxophone players at their
work. As you know, they all beat time as they play; and



34 MAX ON ~ SWING ™

you will find that, as a3 rule, every “ hot " instrumentalist
beats four in a bar with his foot. Then what is more natural
than for the drummer to do exactly the same thing, transferring
his beats by means of the foot pedal on to hiz instrument
itself ?

Most fox-trot numbers to-day are, as I say, played at four
beats to the bar; the best practice, therefore, to give vou
complete control is to do a little work with the foot pedal,
only beating a slow and very steady beat of four beats to the
bar in erdinary common time. Wil you, therefore, be so good

as to do this next, as shown here,
' .
i i | ]

Ex11
Having dealt for the moment with the work of the right foot,
e Eei the logical nrde-_r seems to be that we should
PRty turn our attention to the other one now. So

let us see what choice we have in the matter
of foot-cymbal pedals.

Generally speaking, theze come into two classes: those
which operate near the ground, and the type where the actual
cymbals are separated from the pedal itself by means of a tall
de or stand about three feet high. So far as the low type
is concerned, some are made of wood, but most are now made
of metal, and more or less fold up. They do not differ very
greatly in price, o that you may be guided entirely by your
own preference. I believe I am correct when I say that the
metal type, but made of a similar pattern as the old wooden
type, is the more popular. The main points to lock for when
purchasing are sturdiness of build, ease of action, a comfortable
* feel,” and some comtrivance whereby the pedal is prevented
from slipping about the floor. -

The taller type is popularly known as the * High-Hat »
cymbal pedal. The advantage of this particular kind is that,
whilst it i, of course, operated in the usual way by the foot,
it brings the cymbals to a level where they can be employed
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for hand work also. It serves a double purpose; and if vou
can only afford the one type of cymbal pedal, then [ suggest
you get a High-Hat model, because a little later on I am going
to show you how to employ this in combination with the
hands.

Opinions differ again on the question of the best tvpe of
cymbals to be used in conjunction with the pedal. The ideal
is, of courze, a pair of Zildjian cymbals, but they are rather
costly. If you feel you can run to these, then by all means
get them because you will never begrudge having done so.
They should be of medinm thickness. II, however, vou do
not feel disposed to go to this expense, then any reasonably
gomd quality eymbals will serve. You can get a very good
effect by using an ordinary cymbal for the top and the lower
one consisting of a cup cymbal. 1 do not recommend the
employment of two cup cymbals for the simple reason that
separate use is to be made of the top cymbal later, as I mentioned
above ; and for this purpose, it must be larger than the lower
one. A pair of cup cymbalz mmst, of course, be equal in size.
The size of the cymbals should be 10in. for the lowerand 11 in.
for the top.

I am going to give yvou a couple of simple exercises which
employ the bass drum and the foot cymbals.  You may think
that all this is unnecessary and ridiculous, but you must
believe me when I tell you that it is not so. My own personal
teaching experience has taught me to realise that it s fatal
to leave ont any point which does not make tuition absolutely
complete. Many of you already know much of that which has
gone before, and a great many of you may be actually putting
it into vour work. To these 1 would say, you must remember
those people who are taking up this book with the idea of
learning everyihing there is te be known about swing dance
drumming, and it is only fair to them that I should leave
nothing open which might give rise to any doubt as to what
i# correct. So do not grodge the time taken in looking over
these exercises : it will do none of us any harm to run through
them, and to make quite sure that we ourselves are on the
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right lines. In Exercise 12, I am giving you an example of
four-in-a-bar on the bass drum with the after-beats taken by
the cymbals. 1 want you, please, very carefully to note the
accent on these after-beats which, whilst heing very marked,
should not be too heavy.

In the next example, we are going to play four-in-a-bar, both
on the bass drum and on the cymbals. Please note your
after-beat accent as before. I repeat, I do not want these
too heavy—they must be more in the nature of a kind of
" stress ™ on the particular beat. T should be glad if you would
try these two exercises over very carefully, please.

Ex. 13
Cymbal ; = - 1‘-:- o = =
i S S S

Well, you have been very patient up to now, but I am certain
b that we shall both be rewarded by this
ﬁ:f'm particular virtue. Having checked up on all
this essential material, we are going to start
right away into the actual swing work., 5o, back we go ta the
snare-drum ; but in the examples which follow, I want vou to
play everything together with its pedal and cymbal pedal
accompaniment, unless I remark to the contrary at any point.
By doing this, you will become accostomed to playing pedal
work antomatically, when yon will thus be free to concentrate
on the manual part of the performance.

Just before I conclude, I want to give you a picture showing
vou what, in my opinion, is the correct and the most comfortable
position for both feet in relation to the rest of the body and
the lay-out of vour kit. Will you please study Fie. 10.

MAX ON " SWING "
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CHAPTER V

The swing drummer must, first and foremost, get these two
golden rules well into his head. And not only
into his head, but into his playing as well.
Copy them out if you like, and fix them up in
a prominent position where you can’t fail to see them. Here
they are :

1. Do the right thing in the right place.

2. A simple thing well done sounds very much better
than a complicated thing performed badly,

If you will but get these into your system, you will find that
your drumming immediately improves, and that this effect
is definitely noticeable by your leader. There is absolutely
no point in putting in a beat, quite irrespective of whether it
is suitable to the particular passage or piece or not, just
becanse you happen to fancy it, or because you have just
finished learning it. Mint sauce is a most excellent thing if
it is used in its right place—with roast lamb : if you use it
with roast beef, it doesn’t make the mint sauce bad - it is
merely in its wrong place. Do you see what I mean ?

And how often have I not heard a drummer who was getting
along quite nicely and keeping a good steady swinging tempo,
suddenly decide that he would like to put in a very showy
beat ¢ Waiting for his opportunity at the next break, off
goes our drummer friend into some kind of complication which
needed at least a fortnight’s practice before it was wished on
a long-suffering leader. You can imagine the effect | It is an
unfortunate thing that good playing for a couple of hours
does not usually call as much attention to itself az does one
mistake which only takes a couple of seconds @ o think this

s

Two Hules

=
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out before you start something of which von are not quite
certain.

All beats used in swing drumming are merely complications,
or buildings-up, of primary basic beats. [If
you were to get them down on paper and take
them te pieces bit by bit, and were to strip
them of all their trimmings, you would then come down to the
bare bones of one or other of a series of foundation rhythms of
fquite a simple type. So what [ propose to do here is to go
the reverse way about it ; I am gring to take one or two of
these basic beats, bit by bit, and build up on them, until we
get some quite complicated beats, Thus you will see exactly
how beats are constructed, and furthermore, yvou will know
how to set about compesing and inventing your own. It will
make it much more simple, too, when you are trying to examine
the work of anybedy else if you realise this method of structure ;
that is why I told you earlier on in thizs book that it was very
necessary for you to analyse everything, and examine just how
it was brought about,

In putting theze beats down on paper for you, I am going
to use an unorthodox method of writing them ; when I sy
that this method is “ unorthedox,” or net wsuwal, T simply
mean that it does not conform with the old-fashioned methad
of teaching people how to play a drum. This is really a very
good thing, because the old style always left you wondering
which band you were going to use to play a particular beat in
a bar. 5o in all examples where it is actually possible, I am
going to separate the two hands on the printed music stave,
I shall place the left hand towards the tep of the stave and
the right hand on the lower portion. My reason for this is
simply that the modern style of drumming is not necessarily
made up of " hand-to-hand * beating, like the older school
was.  You will notice this for vourself as we proceed : in fact,
in some examples you will see that we use both hands at once.
In order to make the examples as simple as possible to the
eye, and to avoid confusion, T am leaving ont the part for the
bass drum and the foot cymbal, but in all the exercizes which

4
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fellow I am taking it for granted that you will play four beats
to the bar on the bass drum and two after-beats on the cymbals,
unless I tell vou to the contrary anywhere. As I mentioned
a little earlier, the object of this is to ensure that your foot-work
becomes antomatic so as to leave von free to concentrate on
the snare drum. I am particularly anxious that, whatever
else vou may do, you do not become automatic or mechanical
on the snare drum. Never play a snare drum as if you were
wound up and guaranteed to give so many beats to the second :
play it as if you liked it, as if you enjoyed playing it, and try
to fodt as if vou enjoyed playing it, too! You can't hope that
anybody will take pleasure in listening to yon if you wear a
permanent frown or set your jaw, and appear as if the whole
thing were a real effert.  So, as the photographer says, * look
pleasant please and smile a little |~

All the examples given below are to be taken at a mediom
slow tempo. First of all I want you to play two bars with
the right hand only, thus:

Ex. 15 - ] n =

M:—P—# g . i.: “"'F—'—p—"ﬂ"" 3
| I | [ I I

Then I want vou to play the same thing, but to add a * erush
= roll with the left hand on the after-beats
_l.':;msh wpen \Deats 2 and 4). T want to explain this crush

roll rather in detail here, becanse it is used a
considerable amount in swing drumming. The actual effect
gounds like a kind of stifled bounce 20 far as the roll is coneerned
and it i5 produced as follows. Immediately the left-hand
stick strikes the head, it s pressed, as it were, into the head
itself, thus crushing down or choking the natural tendency of
the stick to bounce. You will, of course, produce a bounce,
but the tone of that bounce will be very different. Please
look at the example |

.
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Now I am going to give you the next variation, building up
on this basic beat. You will see that we are going te play
four beats in the bar with both hands.  This titee you perform
the ordinary single beat with vour right hand, and four crush
rolls in a bar with the left. I want you to note particularly
the accent, or extra stress, which is to mark the after-beat.
Here is your example :

i {5 &
= TR i
= == o S )

So far, so good. But I think we would like to add a little
more interest and life to this particular beat so as to get it
more swingy. In order te do this, I have taken the next step
forward by varying the right hand. Note carefully, please, the

dotted notes and be sure that you give them their proper
correet value.  Practise this example until vou are ahsolutely
certain of it.

Ex. 1% . e S .
L

E bt |

I take this opportunity of reminding vou that you are still

playing your four-in-a-har on the bass drum, and your after-

beats with the foot-cymbal pedal. T am now going to add still

further life to the last example by building it up in two more

stages. Practise very carefully exercizes 18 and 19 and pay
particular attention to the accents.

Ex.1B

) =
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I don't want vou to think that this progress is too slow.
Believe me when I tell you that this is the only way to set
about becoming a real swing drummer, whatever nonsense
you may have read or heard to the contrary elsewhere. I,
myself, had to build up my own work in just such a manner
as you and I are deing together now,

I think that we will paunse a little time now in an attempt to
s develop the same work in the left hand
i Eand You remember exercise 10F If not, then

glance back at it, and read again the remarks
which go with it. As before, I am going to reverse the work
of the two hands with a slight alteration in the right ; and the
following three examples have that distinct object in view :

Ex.20

Please note the after-beats only play the crush rolls in
these examples; and I want you to mark the slight accent
clearly. But I also want you to play crush rolls in all right-
hand beats in Exs. 21 and 22, by wayv of an alternative.

The above rhythmic beats can be used in almost any swingy
fox-trot as basic beats: that is to say, as foundation beats
upon which you can build up. Later on, I shall give you
others based on them. These will not be fnsfead of them, but
in addition to them, as accompanying beats for hot solo choruses,
or rhythmic last choruses. I have told you to practise these
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beats at a medium slow tempo, for the simple reasen that they
are suitable for numbers of this tvpe. Generally speaking,
they are unsuitable for faster numbers ; there are other methods
of prodocing the same, or similar, effects in quicker numbers
of this type, and I shall deal with these later on.
In this next section, I wish you, please, to continue the foot-
work just as before, In the examples which
Short Rells follos, I shall have to return ta the conventional
method of notation, because of the length of
the rolls which occur in them. Tt is impossible to separate
the ralls for both hands, as [ expect vou realise. Flease look
at example 23,

Ex.23 . == = =

=
e I |
L |

Now, this is the ordinary after-beat roll and is useful for
practice and contrel only. I would not advocate it as it
stands for rhythmic work. But see how, by the simple
addition of just one beat, the whole thing is lifted rhythmically
and made very much more interesting :

EI. 3‘*& = =" o

E L __ L RL... L BRL..L RL

I want vou to make this roll as cloze as you possibly
can: in fact, it has got to sound like a continuous * buzz.”
Accent the beginning of the roll and start on the left hand and
finish on the left hand, not forgetting of course, to produce a
good snap to mark the finish. Now you will see.why I was
so anxious for you to be sure of your five-, seven- and mine-
stroke rolls,  Vou realise, of course, that the slower the number
is, the longer becomes the roll ; and the gquicker the number
the shorter the roll. You will notice that I have marked
the correct hands in this example, and that the note played
in between the rplls should be played with the right hand.
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Alternatively, when you practise this with the roll starting
with the right hand, the exira note will then be played on the
left hand. You might practise this exercise * in reverse ™
straight away.

Example 24 was an example of an after-beat roll. Let us
now see what we can make of an on-the-beat roll, thus:

- s —a——1

=F H

Be careful in the above to * snap up ' the last beat of the
roll, bringing it off smartly with a strong accent. Here is the
same roll with the addition of the extra note used in the previous
example :

Ex.26 :r_,q i—-\}ﬁ = :-—l__._.q
e === ==

Now remember, I want a very good accent on the last beat
of this roll, too,
Here is another type of roll, which has the advantage of giving
additional lift to your work. Strictly speaking,
this is not really a legitimate roll, judged by
old-time methods ; but we are dealing with
swing drumming which itself censists of special effects ; and
I am going to show you the best way to produce these particular
effects. I am very much afraid that if anybody should say
that they are not useful in legitimate work, or when one is on
the march, then I am scrry—not for ourselves, but for those
people who imagine that this type of swing drumming takes
place when an army is marching |

The drag roll is suitable both for the medium-tempo number
and the fast type; and vou should be able to perform it with
either hand. We are going to try, first of all, with the left
hand, and I want you to follow the examples very carefully,
of courge.  First of all look at example 27 which vou will see
is an ordinary four-in-a-bar played by the right hand. Note
the accents.

The
Drag Kol
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Ex.27

| 1 1 ] ] | 1 i
i} = = — —

Now we are going to add the left hand on the after-beat.
To produce the effect I require, you must drag the left-hand
stick across the drum-head with a sweeping moetion, as shown
in the accompanying illustration.
This dragging effect must be
carried out for the full value
of beat Z, finishing up on the
very beginning of beat 3 by
one snappy ftap. Then take
your stick back in preparation
for exactly the same movement
on beat 4, finishing, of course,
with your final snappy tap on
the first beat of the next bar.
Please study the ilustration
very carcfully and follow that
by trving to put it into practice
upon example 28, Realise, of .
course, that the hand producing £
this drag roll holds the stick ¥
loosely enough for it to ' bounce Fig. 11
a roll for itself ** between the first and last position of the hand.
When this 15 perfect, the same " buzz™ effect should be
heard as mentioned after example 24.

The picture (Fic. 11) shows you the exact position for the
start and for the finish of the drag roll with the left hand and
also shows you the sweep of the stick across the head. Please
look at this figure, and then try example 28, trying to produce
the same eiffect.

= =

Ex. %—-}QA P— Mﬁ
| | 1
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Now let us vary this a little in the right hand so as to give
an added lift to the rhythm.

Ex.29 .'- :% %_JJ_,—\_A__}’_“J—jﬁ—ﬁ
R : I &w-

Just as you have done previously, I want you to work the
drag into a real * lilty " thythm. The type of rhythm required
iz best produced by playing eight beats to the bar with the
right hand, thus :

Now, the above is a good swing rhythm for almest any
fox-trot except the type known as the ' sweet melody ”
variety. At that stage of the performance when you feel
that the band has really got going and is working up for a
real hot swing, then you " swing out "' on this rhythm yourself,
and see how well it works in.

Now will you please reverse the hands in examples 28, 29
and 30.

A very great improvement to rhythm, and also one which
gives a very marked variety, is the use of the

“Rim Shots " pim of the snare-drum by striking it with the
stick.

The rim-shot, so far as the right hand is concerned, is produced
by drepping the wrist slightly and by taking a little firmer
grip of the stick with the hand (so that you feel the stick
against the lower part of the thumb and the palm of the hand)
and then by striking the rim and the drum-head at the same
time cleanly with the stick. On exactly how much rim you
nse and how much drum-head, or whether vou use the rim
only or the amount of pressure uszed and the position of the
stick where you strike the rim, depends the quality or tone of

MAX OB ¢ SWING ™

47




48 MAX OV ~SWING ™

the beat produced. A great deal of this is impossible to
describe on paper, and T must leave it to your own sense of
what sounds best in the right place. In the beat T am going
to show you just now, I strike the rim three inches up the
stick, as you will see in the illustration ; but T suggest that
you experiment for yourself, and find out exactly what different
effects you can get and remember just the best way of producing
these. Kemember to get a good elear rim shot in example 31,
which iz exactly the same as example 30, except for the rim
shot on the after-beat. Frc. 12 is an illustration of the rim-
shot referred to above, and here is the example mentioned.

% = Denoles rim shat

The right-hand drag roll is produced across the head of the
drum in a reverse manner from the left-hand one ; that is to
5ay, you move from the centre towards the rim of the drum in
a right direction. This is because, by this means, the stick
is always in its best position on the drum-head to produce
the accents at the points on which they come, The fullest
tone is in the centre of the head. Look at Fie. 13, and you
will see the starting and finishing positions for the right-hand
drag roll, together with an indication of the part of the drum
covered.

The drag roll played on the “ on ™ beat (i.c., starting on beats
1 and 3) is very useful for extremely fast

The On-best - 5

Drag numbers. It is very appropriate also for
rhythmic and for hot choruses ; and in places

like these it forms an excellent background rhythm. Here jsan

example :

Ex.32 ].i
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Now let us vary this by the addition of an extra note :

Now, there is nothing very complicated about a roll in which
one or more accents are introduced. It is

ol simply a long steady roll with the accents
o stréﬂ:h:l whﬂ-errf they ::1: marked in the music,

or where you feel they should come if you are not pla}rin{s_,r from
music. One of its advantages is that it is very useful in fast
rnumbers. In erder to obtain these accents, all you want to
do is to crush in the roll at the points where they occur. When
you are practising the accented roll, I want you to try it both
ways : that is to say, work it oul to get the accent on the lefi-
hand beat, then on the right-hand beat. Here is an example :

= = = s

Ex.84
= T

I think I have now given you sufficient material for the
moment for you to be able to construct quite a passable
chorus. So, I suggest that you put on your gramophone and
accompany a chorus, making use of what you have already
been shown. Take what you think are the most suitable
rhythms, and blend them together into a good snappy rhythmic
accompaniment, and one which is absolutely suitable to the
music you are following. You must vary them, adapt them,
and improve them as seems best to you. T cannot tell you
everything that could be done in any particular phrase or
chorus : it is quite impossible for me to give you all the
combinations of rhythms that might occur, because they run
into millions., There docs come a point in every kind of
tuition where your own creative sense begins and the work of
the teacher leaves off : this is just such a position. But what
I can do is to give you an example of half a chorus (16 bars)
in which I have made use of the type of material I have already
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given you. So before you start to work ont your own choros
I suggest that you run through the example below, just to
see l':n:aw the hnking up of this various material works out.
It will be very good practice for your sight reading. But, let
me beg of you, do not use this example as a “ stock phrase,”
to 1?3 employed with thankfulness whenever you are hard u;: !
It is only an example: so please treat it as such. It might
be possible to attempt a chapter—nay, a whole book—on
extemporising from a printed drom part. But this would
surely be a task not worth attempting, for no drum part

ci?ntqlains the essence of any piece. The interpretation les
within the artist himself—and not in any words of mine.

Thesign ¥ means play the bar exaetly s in the previous har

CHAPTER VI

If there is any one thing which is more important than anything
elee in the structure of music and particularly
Accents rhythmic music, that one thing is accents—
their correct playing, and their correct placing.

The whole of swing drumming definitely depends on this
business of correct accenting ; and it is so important, that
unless you understand it and get it right, you will never be a
good swing drummer.

After all, when we come to think of it, it is accent which
puts the semse into any sound of any description, or any
collection of sounds. Take speech, for instance: the very
same thing applies in the spoken word as it does in the musical
sound. This is so much so, that an alteration of accent on a
couple of sentences composed of the very same words will
alter the sense of cach sentence.  Let me give you an example.
Suppose we take the following sentence : Jack says, © Henry
iz a fool.” Now it is very clear in this sentence that the man
who has been described as a fool is Henry. Very well : now
let us look at the same sentence but with a different accent.
“ Jack,” says Henry, “ is a fool.”” Now here you have exactly
the same words in exactly the same order ; and yet, this fime
it is Jack who is in the unfortunate position of being a fool.
Instead of reading those sentences, speak both of them aloud,
as if vou were talking to somebody else, and accent them in
such a way that you make it clearly understood in each caze
which is the man speaking and which is the man who is being
called a fool. You will see that in order to do this, you have
but to change the accent, although you do not alter the order
of the words one bit. Now, do you see how important it is
that accents should be correct ? 1 mention thisat the particular

51
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stage I am doing here, because from now on, accents are going
to play an increasingly important part in the production of
thythm in the examples which I am going to give you; so
please make absolutely certain that vou clearly understand
the above. And I need hardly ask you to do me the favour
of paying particular attention te alf the accents as they are
marked in the examples; if you do not, these examples will
sound quite different, and you will wonder why they are not
effective and good swing style. And the answer will not be
because of any fault of my own. '

You will remember that I told you in an earlier stage of our
studies that music was split up into various
phrazes of an even number of bars, Well, as
you know (because your musical sense will tell
you so), these phrases themselves can be split up again into a
still smaller number of bars, the minimum being two. The
successful performance of a chorus depends upon three main
things :

1. Correct plrasing.  This gives smoothness and point to
the whole thing,

2. Keeping the rhndhm sleady throngh a phrase.

3. The correct linking-up or joiming of each phrase. On
the well-accented and smooth blending of each phrase
depend: the smooth running of the whele of the
chorus. If this is not done, then the performance
sounds jerky and uneven and detached. Tt is for this
reason that definite lead-in beats are used at the
end of phrases. These are ako sometimes called
“ pick-up beats ™ or “ lift beats " ; and these names
indicate exactly the purpose of this type of beat. It
is to link the chorus into one smooth whole and at the
same time to mark the phrases by giving each one a
lead-in to the next one, thus lifting up the rhythm.
Pick-up beats can be produced by any legitimate
means. with the correct use of accents and clean
forceful playing where they appear. One favourite
method is the use of the bass drum to force theze

Lead-in
Beaxts
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beats home. This is generally done by continuing
the work of the foot pedal on the bass drum, but
at the same time supplementing it by striking the head
of the bass drum with the dght-hand snare-drum stick.
When this idea first began te find favour, it took the shape of

quite an elementary lead-in thus :

Ex.88 Right 5.D.sticken B.D head Jo
=1 —— i
Bass Drum = = e Gl

This advanced a little, as you see below ;
Ex.87 RightSDstickon B.D.head E:’l I
BD. = = = s B

and then this was followed by :

B8 15 D.stick on BV head ?-q
Ex Elgh i — E -l

I
L 11

o = =

B.D. = Ea

About this time, the Charleston beat began to make itself
popular ; and this was used as a lead-in to a great extent.
Here is an example of it :

Ex 29 The'Charleston'beat. Right &Ihstick on B.D-bead =

= = .

CE O R L e
- -

B.D. = =

A further improvement in this type of pick-up beat and a
more modern one i3 shown below :
=

»
r i
r

Ex50 Eight 8 D.stickonB.I head
E:I = = <
B.Dh = = = = .

Mow, remember, that these beats are all struck as indicated
with the snare-drum stick on the bass drum, but the pedal
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still continues to beat four-in-a-bar. T would like you to
practise these and think out some further ones for yourself,
bearing in mind the object of them as explained above.

Although I have given you these pick-up beats on the bass
drum, they can, as [ say, be produced on anything—cymbal,
snare drum, or what you will. The main points are correct
position and accents.

This should be quite sufficient to show you what I mean
by lead-in beats generally and their importance in connection
with correct phrasing. I shall be giving you further examples
of theze beats later, on various types of instruments and effects,
auﬂImntyoutobnahletnremgnisethemwhmmm
them, so that we do not waste our time going over the whole
thing again. So will you kindly be sure that yon understand
the foregoing very clearly.

I take it there is hardly any need for me to explain to you why

the thythm which follows is called jig rhythm.
Jig Rhythm The reason is, of course, that it is simply the

old traditional rhythm of the Irish Jig and
Scottich Reel. You know that famous old tune, ** The Keel
Row,” and tunes of a similar nature, based on the dotted
quaver or the dotted crochet ? This is the basis of the ordinary
swing jig rhythm.

Hand-to-hand playing is an extremely ueeful accomplishment
in jig rhythm; so here is where the rather uninteresting
exercises and rudiments we had to go through at first are about
to help us a great deal. You might try a hand-tohand
example in this rhythm now :

Next, let us try the same example, playing two with each
hand, thus :

™ — - — = ki H h
e S d 9o e e - w —
. . . . . |
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And after this, we will play the same passage in paradiddle
style, as vou see below :

Ex53 L_F ELERE

- — — — — e —_ — ——
- 1'—‘1 I — L O LT T L .
rm :

E LE BL BL LE LB RL BL L

I want you to wnderstand that the last three examples are
simply illostrations of the beats themselves; the accents,
which gives these beats meaning, are coming later on.
Examples 41 to 44 are the basis of all the strokes vsed in this
type of beat, and a study of them will give you the exact
idea as to the mechanics of producing them. Now we are
gring to repeat them with accents and rim-shots, showing youn
how this makes the very same things sound entirely different.

You remember example 41 7 Well, I am going to repeat it
again below here just to remind you. Here it is:

T
BE LRE LE LR L E LE LRE LE L

Now let us try the effect of a few accents. 'We will, first of
all, accent the beats of the right hand, thus ;

{

L BL EL RL B L BL BEL EL B

I want you to play these right-hand accents in the centre of
the head zo that you give them their foll fone value., Youo see
how very different this accenting makes the whole passage,
don't you ? It is much more like a real jig.

Now I want you to add a rim-shot with the rght hand.
We require a particular tone of rim-shot here, and to produce
it, you must strike the rim with the right drum-stick, only 1in.
away from the acorn tip. If you will look at Fic. 14, you will
see very clearly exactly what I mean.

Lf this is quite clear to you, we will now add the rim-zhot to
example 45 :
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L BL EL RL ELIL RL RL RL R
%= Danotes Rim-Skot in exnmples which follow

[ want you to note the accents very carefully as they fall,
and remember to mark them clearly. And now, as usual, I
want you to ge back a little and reverse the hands for these
examples, starting with your right hand, and in due course
playing your rim-shots with your left hand. You produce
this rim-shot in exactly the same way as you did with the right;
and I want you to aim at getting precisely the same tone as
you did with the other hand. By the way, try the effect of
playing four-in-a-bar with both Bass Drum and Foot Cymbals
in thiz example.

Wext let us try a erush in the place of the rim-shet. I want
this to be a small, very clean and very neat crush, Here is an
example :

Our next step is to get a little more syncopation into the
whole thing, and particularly zo far as the

Building-u .
#aill ki e g~ actual rim-shots are concerned @

Ex. 48

The work of each hand is moest impertant in the above
example ; and as the accents and rim-shots fall in varyimg
positions and with varying hands, I want you to bring them
out cleanly and accurately, making a very definite job of this
passage. In other words, I want you to play it without any
hesitation, just as if you were very certain of it indeed. We
will now take a more ndvanced versien of the above :
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The above passage is a really good useful swingy rhythim
which can be employed almost right through any jig chorus.
That being so, yon will naturally take every step to become
thoroughly familiar with and thoroughly accustomed to if.
By the way, whilst I am on the subject of these examples, [
don't want you just to stumble through them to see * what it
s all about,” and then immediately to forget them.  Whenever
T tell you that they are a good solid beat which can be used
in your practical work, then [ expect you to take the trouble
to master them and get them into your system in zuch a way
that they become absolutely part of you, and so that you don't
hawve to think or make any conscious effort when you wish te
produce them. Although they are described here merely as
examples, they are solid working beats which are going to
stand you in very good stead and add to your repettoire.

Now we come to a different type of effect. 1t is more brilliant
and decidedly more showy ; but at the same time it i3 maore
difficult. It is well worth your while to give it very careful
study, however, because it is the beginning of the more come-
plicated types which are to follow. It has got to be 5[udie_d
and practised very carefully, because unless you produce it
correctly it sounds very bad ; so do not hurry the practice of
it, and do not attempt to include it into your repertoire until
you are absolutely sure of it. 1t is an effect which produces
ihree distinct tones. First of all let us look at it in actual

muzic.

vou will see that there are four rim-shots in each bar, and
that these are played by the left and the right hand alternately.
I want vou to produee a different tone in the rim-shots of each
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hand. You will thus get the drum-head tone and two rim-shot
tones, making three in all. The left rim-shot has to be played
1in. from the tip of the stick, as illustrated in figure 14 ; and
the right rim-shot, 3 in. from the tip of the stick, as shown in
figure 12 The accents in each case are produced on the
rim-shots, which must come out clear and snappy.

We will now begin, I think, to introduce the triplet into jig
time. The triplet is more suited to this time
than to any other, and it is particularly
appropriate when used in copjunction with the
jig rhythm. Here iz a simple example which [ would like

The Triplet

I want you to regard the above simply as an exercise and
not as a particularly valuable beat. But in example 52, I
have elaborated this so as to make it into guite a useful playing
beat.  Please look at it :

Now let us try this very effective beat, which is made up of
altermate bars of dotted crochets and triplets. Please practise
this example very carefully.

In order to get a little more “ bite ” and accent into the
above, we will add rim-shots on the triplets, thus :

N
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We will now add still further accents by the use of rim-shots
in the first bar:

Notice carefully these extra accents, produced, as I say, by
means of the rim-chots and see what a great improvement this
makes to the whole passage. 1 want you to practise example
55 until you have got it off absolutely ™ pat ™ ; it is a very
nseful stock thythm, although in reality it is quite simple.

Retracing our steps a little, and leaving the triplets for a
couple of examples, will yon please examine the new rhythm

Now, this is the type of beat which you could safely run
throngh most of a chorus in jig time. But pcrsuna]i].r,. whilst
[ am all against chopping and changing thythms about in very
short passages, 1 am definitely not in favour of runiing one
particular beat all the way through thirty-two bars., You will
remember what I told vou earlier about the division of the
average fox-trot chorus? Well, you should endeavour to
match your beats with these same divisions in the melody.
For instance, you can, if you like, play one beat right through
the Frst sixteen bars. You should then make a chmg_e_inr
the next eight bars: but you may return to your original
beat, or a slight variation, for the final eight bars of the chorus.
_In this way vour rhythm plot will match the melody plot of
the composer, and does not sound uninteresting and monotonous.
We will now examine example 56, but using a different type
of beating ; I refer to the paradiddle arrange-

The Paradiddle ment of the hands as shown below :
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The object of this is to enable you to produce your two-tone
rim-shots and to get the same three-tone effect that you
produced with example 50, The whole tone of this example
sourdls very fine when you have breught it to perfection.
Furthermore, it is an exceedingly flashy and showy beat—it
{ooks very good indeed. Although it may strike you as being
a little complicated at first, it is quite easy to perform when
.- once you have got it off pat. Please practise it very carefully,
because it is well worth the trouble,

Here is another good stock rhythm for jig chorus work

T Bl B

|ﬁ L) E
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= oak notes

I want you to note that each of the left-hand beats in bar 2
i5 played in the manner known as ** ghost " notes. A ghost
note simply means a very quiet beat indeed. What you have
got to do is to bring your stick to the head of the drum and barely
to touch it ; you more or less suggest the note rather than
actually play it, simply making the slightest possible sound.

I want vou now to study example 59,

T B T e

Ex.59

L BL RL EERRLHRLRELEEL E

It is abzolutely necessary in the above that you should play
the last two rim-shets with the right hand. Pay particular
attention, therefore to the arrangement of the beating which
brings the hands into the correct rotation for doing this.

I want you, please, by way of a variation, to play examples
33, 54, 58 and 59 not only with the foot cymbals on the after-
beats, but also with four beats in a bar with both pedal and
cymbals,

Now we amrive at a rhythm which is popularly known as
T the * n'dij}g“ rhythm. Occasionally, on some
Rhythm orchestrations, and particulardly American

orchestrations, you will find the words ** ride
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it " over the last chorus, This simply means “let it go alli
put " - and the term has probably been used because it
rather describes the attitude of the band, who swing up amnd
down and sway their bodies exactly the same way as if they
were, in fact, riding a horse at a good pace. The drummer
himself joins in this riding movement, because 1.n playing the
thythm which [ give you in example 60, .hl% ha.mis and
arms swing back and ferward from the elbows in just the same
wav as if he were holding the reins. Leok at the example,

please,

You will see that there is a strong accent on the after-Leats.
When vou play this rhythm, the sticks are dragged backwards
and forwards across the drum-head away from you and then
towards you. When you push them away from you, you
make a sort of digging movement, as if you wereltr;.rmg to
push them right down into the drum-head ; and this forward
digging movement must come on the ﬁi:f!r_']".llf__"d after-beat. It.
is a peculiar effect and one that is rather difficult tl:lr {les.-:nl;lm :
but if vou will study the example and then play 't.' pushing
out from the elbows in the way I have tried to explain above,
you will get exactly what is meant Dy this goed forceful beat.




CHAFTER VII

We can now turn ocur attention to another Very important
portion of the drummer's egquipment for
Cymbals producing rhythmic passages: the cymbal.
Not unmaturally, one has had to answer a
great number of questions regarding the best cymbals to use
for dance work, the make, the price, how to choose them, and
so on. May I, therefore, open this section by giving you a
few brief hints.
First of all, let me say that a cymbal is a very peculiar thing ;
i you  never can tell " with a cymbal. By this
i I mean that, although there are naturally
qualities of cymbals and makes which you
would examine first if you want the best, there is always that
interesting possibility that you might happen to pick up just
exactly what you wanted in a most unexpected way. For
instance, I, myself, once found a curious-looking second-hand
cymbal which | managed to secure for the modest price of 5s.
That cymbal had a perfectly marvellous recording tone and
it just so happened that it was exactly suited to the work for
which I required it. But this kind of thing is rather the
exception than the rule.  5till, one gets a fancy for a particular
cymbal and within certain recognised limits, it is quite legitimate
to be guided by this fancy. I have my own ideas about
cymbals, and I very often try to add to my collection without
success for the simple reason that other drummers share these
views with me. Here is a case in point. Some little time
ago there came over to this country a very famous American
Band, including an equally famous American drummer. I
went several times to hear him and greatly admired his work.
Amongst his equipment, T was particularly struck by the tone

62
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of a certain cymbal. It was quite an ordinary cymbal, worth
perhaps a couple of pounds or so but—oh, that tone ! T asked
the drummer whether he would care to dispose of the cymbal
and he smiled very knowingly at me when he replied in the
negative. He had got hold of an extra special find in the
cymbal line and he knew it ; and what is more, he knew that
I knew it. At the time, T thought that life would not be worth
living unless I possessed this cymbal; and eventually I
finished up by offering him a ten-pound note for it. The
drummer still smiled : and a week or 5o later he returned to
America—and the cymbal went back there with him. It was
a great disappointment to me.

However, things like the above only happen once in & while.
When it comes to the normal run, and we
have to purchase a cymbal, then there are
other methaods.  First of all, let me say very
definitely indeed that if you can enly afford one cymbal, then
by all means go for the very best : do without something else
for the time being rather than have only ene cymbal which is
not the best that money can buy. The best cymbals for dance
work to-day are the Zildjian cymbals, There seems to be a
certain amount of misunderstanding about cymbals manu-
factured by the Zildjian family, owing possibly to views and
information which have been made public by pecple who are
not in possession of the real facts.  Zildjian cymbals are made,
and have been made, by one Turkish family for centuries;
you can always tell them, because the name is stamped right
into the eymbal and none iz genuine without that name,
You will not find the name on any but a genuine Zildjian
cymbal, because misuse of it would render the culprit liable
to prosecution. The Zildjian family possess a certain secret
in connection with the manufacture of cymbals and this secret
has been handed from father to son for generations. So far
as we understand it, it is not chiefly the correct propertion of
the metals used, but it is a question of the exact degree of
heat employed at the fusing point of these metals ; on that
appears to depend the superiority of cymbals manufactured

Only the
Best
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under this name. Zildjian cymbals are manufactured in two
places: the K. Zildjians in their original birth-place at
Constantinople, and the A, or Avedis Zildjian, by the senior
member of the family, who possesses the secret process and
is using it in the United States of America. The reason
for his removal of the manufacturing of this product to another
country was two-fold. In the first place it was conmected
with the high import duty on foreign instruments, obvipusly
to be aveided if they were manufactured in the country itseli.
In the second place, it occurred to this particular Mr. Zildjian,
andd mot without considerable reazon, that if ke manufaciured
these cymbals in America, he would be in close personal contact
with some of the most important drommers in the world using
his preduct, and could thus manufacture them to a specification
more nearly approaching their own ideal, by working directly
to their requirements. This seems a very logical view-point ;
and it is, therefore, reasonable to suppose that the Awedis
Zildjan cymbals are the very best which can be procured for
dance work.

If, as I say, you can only afford one cymbal, then buy a
12 in. Avedis Ziljian. This should not be of the thick type
such as 5 used for orchestral work, nor should it be, in my
opinion, of the extreme ** paper-thin ™ kind manufactured and
recommended in some quarters. The reason against the very
thick type is that, for the style of work to which you are going
to put it, it does not answer quickly enough. The case against
extreme thinness is that this type of cymbal is inclined to
respond so very quickly that when we are using it fer ** choke ™
cymbal work, it gives hardly any “ tone ™ on the choked beat.
We must leek for a cymbal which strikes the happy medium
between these fwo, and you find it in the medium-thick
cymbal, perhaps very slightly on the thin side.

If your pocket allows you to run to more than one cymbal,
then you should mext possess vourself of an 11 in. cymbal,
slightly thinner than your first, and of a Iittle higher pitch.
In this case, your first 12 in. cymbal may, with advantage, be
just a shade thickeér than it would be were von only using one.
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If you can still go to another, then you may indulge in the
extra Iuxury of a 10in. or Ilin. paper-thin instrument ;
there arc many fine effects possible with cymbals of this nature.
In choosing a cymbal, there are several things to look for
The first is, generally speaking, to find one
Don't Hurry which takes your perzonal fancy : what may
suit one person may not meceszarily be liked
by another. You might have to look through 2 or 3 dozen
before you find your ideal; but this iz rather an extreme
possibility. At any rate, you should not merely grab the first
that is offered you, but should take an opportunity of going
quietly and carefully through the stock available. [, mysell,
have well over a dozen cymbals which [ have bought at various
times as my fancy took me. Next, you want to examine the
cymbal for the thickness of which I spoke earlier. Do not
judge this by the edge alone, because very often cymbals taper
towards the edge. Slide it between your fingers and thumb
and see whether it also appears to be of a reasonable thinmess
further towards the centre. Here is another point which 1
bave always found as a good guide, speaking persomally.
Examine the shape of the cup of the cymbal : I have always
found that the flatter {or less dome-shaped) is the cup, the
betier is the tone of the cymbal. I have been informed by
people who should know that this actually has nothing whatever
to do with the tone. That may be so; and therefore, I have
no hesitation is stating this contradiction here. All that I do
say is, that in my own experience, I have noticed that cymbals
having the best ione have so happened to possess a flatter
cup ; but this, of course, may be pure chance. Lastly, perhaps,
I need hardly remind you to take the final precaution of looking
once again for the manufacturer’s name on the cymbal itself.
It has been the desire of musical instrument manufacturers for
a very long time to produce something which
Suspension would held the cymbal firmly on its arm and
which would avoid any other metal in contact
with the metal of the cymbal, and yet at the same time would
allow it to move or rock freely. In the old days, drummers
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were up to all sorts of dodges with pieces of cloth, felt, springs
and rubber to achieve this desired effect.  Most of the attempis
were unsatisfactory because they did not last long. There
has now been produced a very cffective little gadget which
seems 1o zolve the problem permanently and in a satisfactory
manner. It consists of a cop which fits easily on to the top
of the cymbal post and is retained in this pesition by a leather
loop preventing it falling down. The cup itself is provided
with a thick felt washer and the whole thing is fitted on to
the cymbal and lefi permanently there. In no case does the
cymbal itself come inte contact with any other metal. This
cup is so excellent, and te my mind so very essential a thing to
have, that I have illustrated it for you in Fic. 15, and advise

you to possess the pecessary mumber for your own cymbal
outhit.

Fig. 15

There are many different views on the position in which the

cymbal should be placed in relation to yourself
Position and to the rest of your kit. None of these is

wrong provided that youn choose a position
where the cymbal is available absolutely instantly and where
it does not interfere with any other working part of your
cutfit. Should you place it on your bass drum, you must have
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it so that it can be got at in a flash ; but you must be careful
that it does not interfere with easy access to such things as
your temple blocks. Nothing sounds waorse than an accidental
cymbal crash at the wrong place. Some people like 2 cymbal
fixed to their snare-drum stand by an exira attachment.
Very good, so long, again, as it is easy to get at, and does not
interfere with the snare drum, nor yet entail any risk of over-
turning that instrument. In other words, speed of access is
everything.
There is very little to be said on the subject of striking a
cymbal to obtain a crash, except to mention
Eﬂ::; that it must be a clean crash. Therefore,
strike your cymbal about the cenire of your
stick with a sharp, glancing blow, getting the stick clear of the
cymbal as soon as it hits it. De net strike straight down on
to the cymbal, leaving your stick so that the cymbal touches
it more than once : in this way, you would only get an untidy
“ sizzling " crash, which was not clean. Nor mmst you strike
the cymbal too near the tip of your stick. It is obviously
thinner there, and will not bring oui the full tone of the
cymbal. Choke or stop the crash with the left hand, pre-
ferably with the fingers under and the thumb on the top of
the cymbal. You realise, of course, that the length, or duration,
of the sound of the crash is decided by when you choke the
cymbal with the left hand.
Upon the exact position of the hands and the sticks depends
the fascinating tones which may be obtained
when beating the cymbal in rhythm. A great
deal of information concerning these tones and
the methed of producing them is impossible to place accurately
on paper ; =o the reader is advized to experiment as much as
possible in this section for himself, and whenever he gets-an
effect which particularly pleases him, to remember how it is
preduced so that ke can bring it np again whenever he wishes.
Let us first of all take the position of the hands for the first
style of rthythmic beating. In the first place, the stick should
be held in the left hand in the position shown in Fig. 16.

Rhythimic
Cymbal Playing
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The inner joint of the thumb holds the stick against the
palm of the hand, and the thumb itself should be bent slightly
inwards to support the stick. The thumb and stick would then
be underneath the cymbal with the fingers of the same hand
on the top, in such a way as to allow the stick to lie inwards
about half-an-mnch from the edge of the cymbal ; it should not
be right up against the edge. Fics. 17 and 18 should make
this amply clear, T think.

The beating of the cymbal is, of course, produced by the
right hand, 2o the entire cymbal contrel is in the care of the
left hand. You should, therefore, be very particular to follow
these directions accurately, and to make sure that everything
is being done in the proper manner.

The right hand holds the stick as usual, but the grip of the
forefinger and thumb is just a little bit firmer. The little
finger acts as a kind of buffer to control the rebound of the
stick. Notice this hold and the general position of the hand,
as shown in Fic. 19

When playing, tilt the cymbal slightly away from you;
that is to say, the portion nearest your hands should be higher
from the ground, as shown in Tra. 2.

Now, although the left-hand fingers are raized for open
beats, the cymbal still touches the palm of the hand slightly
during these beats. I might mention that this is so much the
case that when I have been playing for a long evening, I have
quite a noticeable mark running across the palm of my left
hand. I bave mentioned that there are =0 many different
ways of producing different tones with a cymbal that personal
experiment i3 necessaryv. A great deal has to do with the
individual, and naot a little with the formation of hiz own hand.
If one has a thin hand, the tone will show quite an appreciable
difference from that produced by a hand more generously
covered. With a fuller hand, the actual Aesh forms a damper
for the cymbal and will influence its tone ; s0 I urge you to
experiment for yourself. You know the type of tone you are
striving to obfain; so what you must do is to try various
methods of producing it until you get exactly that which
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satisfies you. Just one word of warning: don't strive for a
tone that you may have heard on a record. Most likely it
was obtained from a cymbal that would be useless except in a
recording studie ! :

We will now examine the method of producing what I call
the ordinary open and closed cymbal beating
The Beats in thythm. I have explained to you that this

is very difficult to describe exactly on paper;
nevertheless, by careful examination of each of the examples

which follow, together with the description accompanying .'

them, you will be able to produce exactly the effect required.
You will notice in example 61 and onwards, T have made use
of two tones and used two signe to mark them. The notes
over which there are a cross are the closed cymbal tones

that is to say, your left hand grips the cymbal completely, as
before described, and damps the sound. The other notes

s

with an " o " above them are the open cymbal beats ; and on
these, the fingers of the left hand are raised slightly, and
pressure upon the eymbal is generally slackened. First of all
practise each beat separately, simply in order to gain control
and to understand just what we are doing.  So will you please
try the closed form of beat given in the following example :

Ex.61 * i it i ey 5|
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* = left band closed
Very good. Now try the open beat in just the same way.

HEEE

-t |
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o= left band open

You must produce four separate beats in each bar; and I
think you may find that this is not quite so easy as it looks
at first sight. As soon as youn are satisfied with both these
examples done slowly, I want you to repeat them, gradnally
increasing the tempo until you get them as fast as you can,
keeping each beat clean. Be careful in example 62 to choke
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Fig. 20
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at the end of each beat. In order to produce the correct type
of beat in this exercise, you will find that your hands are
working in contrary motion against each other. That is to say,
as your right hand comes down and strikes the cymbal with
the stick, the fingers of your left hand rise in the opposite
direction. It iz thiz reversed motion of the hands which
makes control rather difficult at speed ; in view of the fact,
however, that this is a very important piece of technique to
acquire, you should spare mo pains over this exercise. Do
not take the hand right off the cymbal unless you wish the
note to be prolonged for a considerable duration ; if you move
the hand too far away, you will get’ a confused sound. The
top, or fleshy part of the palm nearest the roots of the fingers
should remain in contact with the cymbal,

Let us now try to combine these beats

o
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Just as before, the hands work against each other on the
open beats and these are choked cleanly off immediately
before the next closed beat. Now I want you to look wvery
carefully at the next example :

Bigs N g% oM e % &
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Although this may appear at first sight to be exactly the
same as example 63, nevertheless, there is a very distinet
difference which you will notice when you have followed the
instructions below.  You produce this phrasze in the following
manner. (Bar 1) Beat | is played in the usual way, just as
you produced it in example §3. Beat 2 is also struck and
produced in the wsual manner for open beats, but you held it
open until you come to beat 3. At the. exac! poind of atlack,
or beginning of beat 3, you strike the beat with the right

hand, a¢ the same {ime choking with the left hand. The hands
will then come down upon the cymbal together. From beat 4

Tyl
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and onwards, the open and closed beats operate in pairs in
just exactly the same way as [ have explained above. You
will see that 1 have marked these groups with ordinary musical
ties ; you must be particular in seeing that the left hand
produces its open beat for the full dwration of time shown in
the music on each open note : I trust that this is quite clear
to you.

Let us next try to put the above into practical use. We
will examine a simple rhythm with accents on

g the after-beats,

You will ohserve in this case that no notes are tied, and that
each one is a separate unit. Play the rhythm and produce
the effect exactly as shown in the musical notation ; ne other
effect will do.

It may occur to you from now onwards that quite a number of

these rhythmic beats on the cymbal seem the
Style same as those I have been giving you on the

spare drum.  This seemz o suitable opportunity
to explain that, whilst this is very probably the case, it is a
guestion of individual style. You see, a musician who has
cultivated an individual method of expression is generally
known by his own style, and this individuality is bound to
show, whatever instrument he may be playing upon. In just
the same way a painter is known and his work recognised by
his own peculiar style; it does not matter whether he is
painting a landscape or a portrait: his style will still be
recognised through both pieces of work, Omne has very often
had a great deal of amusement with friends, by putting on
new gramophone records, and picking out individual artists
by some personal trick of theirs or by their general style of
playing. And so it is with these rhythmic beats. Whatever
instrument is used to produce them, they are my own individual
style, and as such I must naturally offer them to you,
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Building Up
Having, I hope, made the above quite clear, we will now
proceed with the next example.

¥ D X X © X X

You will see that the above example is nothing more nor
less than an amplification of example 65.  Both these examples
show the first method of playing an after-beat and are good
and handy to have in your repertoire. I remind you once
again of the absence of ties, joining an open to a closed note ;
thus the open beats are to be cut to their value exactly as
shown. Always take particular care to see whether these ties
are present or not, and play the music exactly as it is in this
example, not forgetting the accents. Now let us go on to a
more modern type of after-beat. We will take this in two
stages, examining first of all the mere bare-bones of the effect.
These are shown in example G7.

Eﬂ- o i& iu o “_i'c' O :.i'r (] ;:'E-
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You will see that in this beat we have made use of the
holding-over of the open beat until the actual contact of the
stick for beat 2. Choke beat 1 simultaneously with the
production of the after-beat.  In order to produce the necessary
length of sound in the first beat, you will lightly withdraw the
contact of the left stick from the lower face of the cymbal,
Slide it the merest trifle towards the edge, at the same {ime
balancing the stick, as it were, on the thumb. The fleshy part
of the palm (as explained before) remains in certain contact
with the cymbal, but experiments by you, yourself, must
decide exactly how much.

Now examine the finished beat in cxample GB.
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The procedure is exactly the same as that nsed in example
87, but the after-beat duration has been split into two in order
to produce the proper thythmic effect, or the necessary ™ lift."
Be very careful to make your accents clean and neat and to
make the closing of the beat and the striking of the next beat
exactly match, with a strong accent on the after-beat.

Now here is another example on similar lines to the previous
ones.

This is, as a matter of fact, a basic beat. It can be used as -
it stands @ but it also can be built up into something more
elaborate, and we are going to do this next. I want to impress
upon you again that all these beats can be built up in hundreds
of different ways. I can only give you a few examples here,
and the rest is up to you. Ten minutes experiment with a
basic type of beat should produce numerous variations, most
of them good. For obvious reasons it is quite impossible to
go on simply printing ksts of variations In any case, you
will never exercise your own inventive power, or produce an
individual style if all you do is to copy exactly anything I
may give vou, and get me te de all yeur thinking for you.

Meanwhile, first of all play example 69 exactly as it is written
and note the ties as previously. Now look at the next example :

You will see that this is an elaboration of example 89;
forthermore it is a combination of open notes which are tied
on to the next closed beat and also those which are cut off
sharp. So follow the musical notation exactly, and play just
what is written. Our next example is another variation of
the same beat, constructed with the object of producing

greater swing.
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Now let us look at the following :

This is a beat where the constant contact of the cymbal
with the fleshy part of the palm is exceedingly useful ; vou
will remember that I spoke about this a little earlier on.  Your
open and your closed beats are being played in pairs {of each)
and great attention should be paid to the production of the
open beats. The open beats have to be clearly marked as
such, but they must not make too much of a sizzling sound.
The fingers of the left hand remain open all the time during
the production of each pair of open beats (that is to say, each
beat is not choked by the left-hand fingers separately) : and
this is where great care has to be exercised in controlling the
beats properly, so as to make them two distinctly separate
beats without any slurring over.

Jig Rhythm of the Cymbal

I think we ought now to examine a few examples of pure
jig thythm, formed by using the principles we have been
discussing in this chapter. Look at this one :

The value of examples like the abave lies in the correct
placing and the correct playing of the accents. Will you,
therefore, note these accents very carefully and also pay
attention to the fact that the open notes of these examples
are cut off before the following closed notes and not tied over
to them. Now examine the next example which is nothing
more nor less than Ex. 73 entirely reversed.
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You will see that the closed and open notes are reversed
and this causes the accent to appear at different positions in
the bar ; on the other hand, you will observe that the accent
still falls on the open notes. I will now give you a four-bar
phrase in rhythmic sequence which is a good all-round useful
jig thythm. Notice once again, that the accents fall on the
open beats.

Go through both of the above very carefully indeed so as
to make sure that you are quite clear in your own mind
regarding the position of the open and the closed beats. 1
remind you once again of the clean cutting-off of the open
beats before the next closed beats which follow them. Here
is a slightly difierent type of jig rhythm :
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Please practise this carefully and notice the particular form
of syncopation which appears in bar 2.

And now, as I say, with this material and my descriptions
and illustrations telling you how to produce the effects required,
I think you have plenty upon which to set to work and from
it to build up vour own ideas and elaborate mine. That
being the case, we will now turn our attention to the second
type of cymbal playing.

In the first style of playing cvmbals, the left stick had a sole
duty—ithe tazsk of producing the open note,

The Second - : : :
Style of whilst the right hand was entirely responsible
Rhythmic for the actual beats struck. We are now

Crinbal Beatiog going to use the left hand in soch 2 manner
that, whilst it continues to be responsible for the choking of
the beat where neceszary, it is also geoing te play its part in
striking a certain number of these beats as well as the right
hand. The left-hand stick must now be held in a different
manner from the previons method. Hold the left hand up
with the palm towards your body. Now, place the left-hand
stick so that the tip is pointing towards the left, and the butt
end towards the right, across your body. Held the stick in
such 2 way that the tips of fingers two and three touch it and
support it about a third of its length from the buit end,
go that the rest of the stick continues its journey towards the
left, being held firmly by the roots of the thumb and forefinger.
You will see an illustration of this in Fic. 21, and I would be
glad if you would study it.

The position is, in fact, much similar to that used for holding
a pen when writing in the right hand except, of course, instead
of the forefinger and second finger touching the pen, it is the
second and the third finger.

The stick is now placed onderneath the cymbal, keeping
the position indicated, the palm upwards and the thumb on
the top of the cymbal. The exact position of the two sticks
in relation to each other is shown in Fic. 22.

The thumb must always be in the position to grip the cymbal
steadily ; because, whilst it is the raising and lowering of the
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fingers and the stick of the left hand which is responsible for
the beat, it is the thumb which is responsible for kecping the
“ whaole outfit " together.

The best thing for us to do is to get ourselves accustomed to
the control of alternate beating with the Ieft and the right
hand ; so will you look at example 78.

Brog- L R LR TR ORI LR
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Practise this example very slowly at first, making quite
sure that you are in control of each beat.  Produce the right-
hand beat in the ordinary manner as before, and the left-hand
beat by dropping the stick as if it were on a hinge between
~ the thumb and the cymbal, and bringing it up again exactly
on the beat by the pressure of the fingers below it. As soon
as you are thoroughly familiar with the actual technical side
of producing this, I then want you to practise it till you get
it right up to a good steady speed.  You will be greatly
helped in this by sloping the cymbal in the correct manner for
the easier production of these beats. Fic. 23 shows you this.

Rhythms produced by this particular method of beating
are generally mest suitable for fast numbers. That being the
case, you should always examine these examples with the idea
in your mind that as soon as you are familiar with them
played slowly, you will have to work them up to good speed
for use in their proper place. So will you examine example 79
on these lines, playing it first of all slowly and noting carefully
which hands take the beats and then producing it at a good
steady speed,

Triplets
We will now pass on to an example making use of the
triplet :
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It is very necessary to practise this until you can work it
up into a really fast tempo. As a matter of fact, as soon as
you get enough technique to produce these examples at speed,
you will find them very much easier than when they are done
in, as it were, slow motion, You see, the very thythm of the

Fig. 23

number helps the beat over, and makes it easier to produce

when it is done up to its proper tempo. .
Example 80 is a rather interesting choice. It is the actual

beat used in the number * When Gimble hits the Cymbal,”
Brunswick record No. 01501(a), which appears after the phrase
" Now then, Goopy Geer, Play that piano by uar.'_' I know
there was a great deal of interest shown in this particular beat
at the time, because I got over a hundred letters about it

when the record was pru-duced !
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Practical Use

I am now going to give you a complete eight-bar example ;

BELE RLEER LELERILETL
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The object of this is to avoid giving you several little phrases,
and also to help you to realise how these phrases are joined
together so as to form one complete passage. This will aid
your own work in linking ep various beats and blending them
smoothly. As a matter of fact, the above example would
prove very useful to a drummer in a stop chorus, where the
rest of the band is only playing on the first and fourth beat in
each bar,

Now, at first sight these eight bars may convey nothing to
you, but simply represent a confused jumble of beats in
your mind. Before you examine them as a whole, you have
got to split them up into their various phrases and consider
these separately. So, beginning at bar 1, take this passage
two bars at a time, studying them carefully. Each two bars
reprezents a small phrase; and you will netice on’ the last
beat of each second bar, that the beat lifts up or carries the
phrase on to the next bar for the beginning of the following
phrase. This iz an excellent example of what correct phrasing

means, and I particularly want you to study it from this

1
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view-point. Notice also how the accents help the expression
of the phrasing. I don't want you to be in a hurry examining
this example: there is too much in it for that. The first
thing you have got to do is to memorise the thythm : den't
worry about playing it on your eymbal for the moment. Get
it into your head in sections of two bars at a time ; this will
help you to express it properly when you come to the actual
playing. This passage iz well worth all the time you care to
ive it.

Let us now examine one or two jig rhythms in this second
method of cymbal beating. These, of course,
follow the ordinary tempo of the jig rhythm

and conform to the style associated with it.
=
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Notice carefully which hands are used in the above, and
obeerve that the accents are taken with the right hand. You
should try to produce a very slight amount of ring on each
accented beat ; vou will produce this by a little easing up of
the pressure in the left hand, particularly where the thumb
is concerned. Here is another good jig rh}rthm -

EHRLRBRLEE—'BL EL RL R

Onee again, give a slightly open ring on the accented beat,
and be careful to follow the accents and phrasing exactly. 1
will give you a final example just to show how variations can
be obtained en more or less similar ideas.

ExB-l:"'
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The wsval remarks apply to this. And once again I wonld
impress upen you that variations are so numerous that to give
you any more at this point would merely turn this chapter
into a kind of musical dictionary. Think out, therefore, for

yourself other good beats based on the above.

Regarding the foot-work during the cymbal beating, you
should use the pedal at the ordinary four-in-a-bar, but the
cymbal on the after-beat only. You can change if vou like
and try the variety of wsing four foot-cymbals as well as four

bass-drum beats ; but whatever you do, make up your mind
at the beginning of the passage and stick to it. Don’t chop
and change during a passage | Se far as the jig rhythms are
concerned, vou should use the foot cymbal four-in-a-bar,

CHAPTER W¥III

We now come to the consideration of the ever-popular wire
brush ; and first of all it would be well to

Wire Brushes  examine the kinds which are available to us.
_ These are three in number: the collapsible
wire brushes, where the wires themselves can be drawn into
the handle, the rigid tvpe with wooden handles, and the rigid
type with aluminium handles. Each individual drummer
should use the type to which he is already accustomed, and
not necessarily change over to any other type because of any
remarks of mine which may follow, or on account of any
personal preference which I, myself, may have. Actually, I
use the wooden handle type, because they appear to me to

" _be well balanced and not too heavy. They further give me

the impression of being more like an ordinary snare-drum
stick. Amnother point in favour of the rigid type of brush is
that the spread of the wire is not usually so great as in the
other kind ; this is an advantage when you are * swishing "
the brushes to and fro across the drum head, becanse they do
not take up so much individual room, thus leaving more space
for movement.
50 far as the holding of wire brushes is concerned, they are
gripped more or less like an ordinary snare-
The Hold drum stick for the nsnal type of playing. And
I am going to get you to play with the wire
brushes in very much the same manner as you would with the
ordinary snare-drum sticks. The only difference is, of course,
that where you get a roll with the snare-drum sticks, you will
produce a " swish " with one or other of the brushes. This
swish is produced by drawing one or other of these brushes in

Eh]
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a eross-ways direction over the head of the drum. Here are
two illustrations (Fres. 24 and 25) showing the areas covered
by both.
The beats are produced with wire brushes in just the same way
as they are with the ordinary snare-drum
The Beats stick. As with sticks, the hands often play
together : so in some of our examples, to make
the position quite clear, we will again separate the work of
the itwo hands. As before, the left hand appears at the top
of the stave and the right hand at the bottom.

o] :

18

Sz

The above example is just a simple little thythm. Now, I
want you to help the expression of swing in this by the mowve-
ment of your own body, in exactly the same way as dancers do.
I don't mean to say that you have got io sway about in an
exaggerated fashion ; but let your arms and wrists and hands
work freely, moving the wire brushes gracefully across the
drum head in such a way that the accents are played towards
the centre of the head. As a matter of fact, you will find this
type of thing very much easier to play in this way than if
you did it in a stiff and stilted manner.

You will, of course, find that wire brushes have not so much
natural bounce az the ordinary hickory stick ; so you want
to help the staccato or snappy effect by the manner in which
you attack each beat. Strike the drum-head cleanly, and
bring the brush away smartly. To nse rather an Irish expression,
“let vour hands be on the tips of their toes all the time."

Just as in previous basic beats, example 85 can be varied
almost indefinitely. It is given you to use as it stands and
also as a pattern or plot upon which to build up other similar

BEAX ON 5WING ™

Fig. 24
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rhythmic variations. [ think it will only be necessary for
me to give you a couple more examples in this style, just as
a hint showing you what can be done with a little experimenting.

Ex.86 L

Regarding example 87, you will notice that the left hand
plays “ ghost ™ notes im the manner previously described
for use with snare-drum sticks. That is to say, the merest

touch is neceszary with the left-hand brush, just to indicate
the beat and nmo more. By the way, in case this example

should appear awkward in its split-up form at first sight, [ have
placed the ordinary conventional manner of writing above it

Jig thythms produced with thé wire brushes are extremely

effective, particularly in solo or vocal choruses |
Jig Rhythms they are capable of producing a very fine

swing indeed. Here is an example of the 3

ordinary jig thythm which I would like you to practise both
ways: that is to say, starting with the left hand and then

afterwards with the right hand. so as to give you complete

control.

MAX ON - SWING® -]

Now try the same thing, playing two beats with each hand,
and practising by starting first with your left and then with
your right hand.

R EL LE RL L R BL LR RL L
The next example represents a very fascinating jig rhjftl?n‘r
indeed : note carefully the accents, put all ti?e expressive
swing you can into your movernent when playing, and you
should produce a very fine rhythm.

I have told you that the swishing effect produced by the wire

brushes takes the place of the erdinary roll
* Swish ™ with the hickory stick. Try a few of these.
Pt The first thing to do is to see that your hands
are well separated, and that the brushes are not liable to inter-
fere with each other in their course across the drum-head.
When playing the swish with the left hand, the actual effect
iteelf should begin towards the centre of the drum-head, and
your arm should carry the brush away with a swing towards
the left side of the rim, in a sort of paint-brush movement.
You must be particular to accent the beginning of each swish
very definitely. Here is an example which [ should like you
to try ; you will notice that in this and other examples which
follow, I have used a special musical sign te indicate the
notes npon which the swish is to be played.

= — = =

R g

& = ‘swiak’ the wire brsh
Having studied this example as it is written, I would now
like you to reverse your hands, playing the eight beats with
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the left hand, and producing the swish with the right hand. ]
Start your swish in the centre of the drum-head as before,
and carry your hand with a swing away to the right. It is: :
very necessary for you to learn contrel of this efiect so that

you can produce it with either hand equally easily. The next :

example shows you a swish produced at the on-beats of each
bar, starting in the first and third beats. Practise this exercise
both ways so that you ean produce the swish with either hand
as before. Notice that the accents are still on the a.[tr:r—bﬂa.tsl.

E:.ilﬂﬁﬁ‘.ﬁ“.j!:i'

3 —
& = "swish’ the wire brush
Now with the added semi-guavers which you will notice
example 93 is extremely effective in a very snappy number,
Note the accents very carefully.

I:.xa:np_le 94 iz another very useful rhythm for jig work.
Once again I call your pariicular attention to the accents,
because the correct interpretation entirely depends on them.
In a later example, you will see the only difference is in one
accent ; so this proves how careful one must be. [Ex. $9).

In numbers which are played at a slower tempo, a very

steady open roll with the wire brushes is extremel i
o ; v effective,
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In the above example, see that you get a good accent on
heats 1 and 3 and a very clean, even, single-brush roll on beats
2 and 4. Please practise this until you have got it absolutely
under control, when you can then consider the next example,
which is a thythmic interpretation of Example 95 and a great
improvement thereon.

The next effect to which I would like to call your attention is
The a wire-brush style of playing somewhat similar
« Feathering ** to the drag roll with the snare-drum sticks.
Heat The only difference is that the beats themselves
are a little more * open,” or more definitely separated from
each other. We call this effect the * feathering beat,” and, as
I say, it is a kind of one-handed roll.

To produce this feathering beat, part of the wire brush does
not actually leave the head at all. Starting with the right
hand at the outside of the drum, you leave about one-third of
the wires on the drum-head and tremble the hand, as it were,
towards the centre of the drum, causing, by this vibration of
the hand, eight distinct beats to be played. Flease practise
thie, until, as with the other effects T have shown, you have it
absolutely under your contral. ;

We will now try a continuons swish, which may be compared
with a continuous roll. You must meve your right hand to
and fro across the drum-head, without lifting the wires off
the vellum. You move right to left, left to right, and so on,
with an oval movement covering the area illustrated in Fic. 26.

You will remember that when we had a continuous roll with
the ordinary sticks, we both agreed that accemts in their
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correct places were very necessary to give point and meaning
to the roll. You will also recollect that we produced these
accents by crushing the sticks, as it were, into the drum-head.,
Very good: you produce your accents in the continumous
swish in very much the same manner, by exerting extra
pressure at the points at which they come. Please examine
example 98 :

You will observe that the right hand is producing the con-

tinuous swish spoken of above. I want a good strong accent
on the after-beats (beats 2 and 4) and = slight attacking accent
on beats 1 and 3. Will you kindly note I have marked the
heavier accent in the ordinary way, whilst the accent mark
pointing upwards represents the slight stress necessary on the
other beats,
Here is another very excellent effect with wire brushes in jig
time. You will not enly find it particulardy
good for this type of number, but also for that
particular kind known as the * Hill Billy.”
Will you please study the example carefully, as hefore.

Extra Jig
Rhythm Effect

Here, again, we have an effect which is very useful for soft

choruses or vocal refrains. All the same
Cymbal Playing hyihms which T have given you previously
with Wire : : -
Brushes can be used in this type of work, with the

exception of those which introduce the swish
efiect. In the usual manner, choke the cymbal with your left
hand, and produce the beats with your right ; and I am giving
you an illustration (FiG. 27) showing the correct tilt of the
cymbal, and the position of both hands.

MAK O “SWING™
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I am giving you one example just to show you the type of
rhythm which is typical of this kind of work. Please notice

carefully the open and the closed beats, which are marked in
the previous fashion :

x 0 o K M0 N x
Ex100 9 I e IO N

= = = =
0 =open Cymbal = choks Cymbal
You can, of eourse, also produce a roll effect on the cymbal
with the wire brush. This is simply done by leaving the
cymbal open in the left hand, and thrusting the wires of the
right-hand brush right inte the cymbal and moving them
rapidly up and down. Fic. 28 will show you the position,

Fig. 28
and I think T need hardly explain the procedure, which is
more or less self-evident.

Very attractive and showy eflects can be obtained by using
two or more cymbals of different tones, in conjuction. This
style of work is particularly appropriate for medium-paced
and slow numbers and is extremely effective in vocal choruses.,
Moreaver, it is, as I say, a2 most showy style of playing and
you would do well to consider it for inclusion in your
repertoire.  In the three examples I am giving you below, I
have only written for two cymbals; but, as soon as you have
grasped the idea from these, it will be a simple matter for you
to expand it on the lines suggested above.
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First of all, place the cymbals in front of you: one a little
to your right and the other a little to the left. All the time,
your left wire brush is playing its part on the snare-drum and
your right hand is to move from cymbal to C].l'n'.:bEl!_. with a
sweeping motion in front of your body. Sway slightly from
the hips to help this motion as you pass from one to the other
of the cymbals. Do not place these instruments too near to
you, or the effect will be spoilt by looking cramped. You
want to reach very shighfly forward to touch the cymbals,
with your arm stretched out to searly its full length. This
shows the sweep of the arm and helps it to display the
rhythm. Remember once again, all cymbal work in the
following effects is done by the right hand only.

Here are your three examples.

Ex. 1004
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In these three examples, it is the top line which is to :

be played by the right hand. (I have made this change
simply for convenience in reading these special passages.)
Notice, as usual, the special sign for the cymbal ; and you will
see that the two tones have been written on two separate
parts of the stave, so that you shall be quite clear which is
which, The lower line is to be played by the left-hand brush
on the side drum. Example {a) is meant as an exercize only.
Example (b} is, in itself, a very good rhythm and one that
you can employ to great advantage. Example (c) is a little
bit tricky, and you want to examine it carefully before you
attempt to perform it as a whele. First of all, take it two
bars at a time. Notice the pick-up linking the end of bar 4
to the beginning of bar 5; and also the same type of link at
the end of bar 8, to bring you back—of course—to the
beginning of the passage on the repeat of bar 1. Remember
what I told you regarding the importance of these pick-up
beats and practise the whele passage until you can play it as
one complete unit.

I think I have given you enough in thiz section to show you
the possibilities of the wire brushes for thythmic work, Aswe
have proceeded together further into the question of the
production of swing, I feel that it has not been so NEeCessary
for me to elaborate the examples, nor to give you so many of
the varied possibilities which a basic rhythm opens up. You
will realise, of course, that from the material in this section,
you can definitely build up a series of very fascinating and
attractive rhythms which will greatly increase your repertoire
and enhance your performance.

CHAPTER IX

We now come to the consideration of a series of different
thythmic effects from the ordinary * bread-
The Rumba and-butter " fox-trot. For the first of these,
let us examine that very fascinating rhythm,
the Rumba. What an astonishing lift and swing it has, you
cannot possibly hope to understand until you have heard a
real native band af its best.
Some time ago I had the very good fortune to play at Monte
Carlo opposite Don  Aspiazu I have no
Native Work  hesitation in saying that some of the Rumba
rhythms obtained by this combination were an
absolute revelation to me; the majority of these could not
possibly be put down on paper, and particularly the rhythms
produced by the artist who played the bongos,

In a complete Rumba band, there are usually five or six
different instrumentalists who are responsible for the rhythm
alone ; thythm is definitely the thing of parameunt impertance
in the Rumba. So far, however, as concerns the type of
combination in which we are likely to operate, we have, as a
rule, to de the best we can with one drummer actually on the
drums and—if we are Iucky—then we may enlist the help of
some other members of the orchestra for the rest of the effects.
Apart from the work we are going to produce on our drum
outfit, T will just describe the rhythms possible to obtain with,
and the method of operation of, the claves and the maracas.
The claves are two simple-looking pieces of wood rounded and

polished and pierced at the ends, in length
The Claves about 6in. The performer on the claves plays

one definite thythm and that ene thythm only,
right through the Rumba. This is the actual * key rhythm ™
of thiz particular danee.

The elaves must be held and manipulated in a certain manner

a7
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in order to produce their full tone value - This latter is of a
particularly piercing quality, not unlike one of the higher
notes of a xylophone. The left-hand clave is more or less
balanced across the tips of the fingers with the hand cupped
beneath so as to form a resonator. The fingers should not
grasp the wood firmly, but only sufficiently to ensure that the
instrument shall not ship from the hand. Here is an illustration
(F1c. 29) of the correct hold.

The right-hand clave is then used to strike the left one at
the point of greatest resonation. Examine Fic. 30,

Assure yourself by experiment that you are producing the
maximum tone by the method described above.
You may now turn to example 101 and make yourself familiar

with the clave rhythm. [ repeat, this is the

:mg only rhythm played on these instruments and
it runs entirely throngh the whole of the Rumba.
Exi01

| b . :
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Now regarding the maracas. The original native instruments

bearing this name are a type of small dried
The Maracas - pumpkin  with actwal seeds inside. When

mounted firmly upon handles and gripped in
the hands and moved, these seeds rattle and produce a peculiar
high-pitch * stinging ** type of swish. The whole apparatus is
usually decorated in a variety of colours. Commercial maracas
are produced in this country with the round portion made of
a material smilar to bakelite and containing small shot fo
produce the required effect. These serve equally well and
will last longer.

The maracas are held rather loosely between the finger and
the thumb and during manipulation the wrist must be kept
looce and supple. Please examine Fic. 31 showing the correct
held :

To play the maracas, the right hand is swung across ihe
body as shown in the Fic. 32,
A slight accent will be produced on the " 1-2-3-4 ™ beats of

MAX ON "SWING™ 9

Ex. 22
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the bar ; and the swish effect in between the beats {ie., 1 and
2and 3 and 4 and — the “ ands ' being the swishes). The left
hand is thrown outwards, away from you and slightly upwards,
in order to produce an extra “ bite " on the accented notes
shown below in example 102. Fic. 33 is an attempt to show
you something which is rather difficult to produce in a single
picture ; but [ trust that it will give you the idea.

ig. 31

Muracas Rhythm
Now the rhythm which it is required to produce by means of
the manipulation of the maracas is found below

The method of producing this rhythm is shown in the next
example by the splitting-up of the hands :

Ex108 L,

This rhythm must ran in a strong, steady, well-accented
and comtinuous swing. Whilst you are playing it to yourself,
count aloud in the following manner, and you will be helped
to realise just the effect required

I-and 2-AND S-and 4AND; 1l-and 2-AND 3-and
4-AND ; l-and Z-ANID, etc., etc. 4

The capatal ANDs comrespond, of course, with the accented
beats in example 102, played by the left hand.

There are, naturally, one or two variations of this particular
type of rhythm ; but it is very much better that the maracas
and the elaves rhythms should be constant and steady and not
vary in any way, otherwise confusion will only arise. Varia-
tions can be left to the drums.

It iz extremely difficult to put down on paper some of the
effects which can be produced when playing the drums for the
Rumba as I, mysell, learnt them from my Cuban drummer
friend. I am going to try to do this later ; but meantime, I

Fig. 33
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think we might with advantage examine a simplified version
of the whole thing which will stand you in very good stead
for any general Rumba work you are likely to be called upon
to do.

The first thing fo do 15 do throw off vour swares and fo wiaks
perfecily ceriain there is no rafile whatsosver in
your suare-drim.  Throughout the playing of
any Rumba, the snares wmust abweays be ouwd

The
Snare-Drum

of operation.

Actually, the Cuban rhythm is composed of beats produced
at the centre of the head which alternate in

;l::ﬂéﬁnm varying combinations with rim-shots. For the
effect we are now about to produce, the snare-

drum is left at the usual angle, and your sticks held in the

usual manner. First of all, here is the simple normal rhythm ;

- ' —

V
V

w=rimst® LU R L E L B L RL ELELE

Will you kindly practise this, paying particular attention to
the hands marked and also noting carefully in this, as in the
examples which follow, the special sign uzed to denote which
are the rim-hots. Now examine a variation, which improves
the above rhyvthmically.

= =
Ex106 1 ——— ——
ELEL E L ELRTLEL R
w=rimshotl
e S
_ [ | I 1
ﬂrﬂ:tb:ﬂ:ﬁ = = H
L E L B L E L R B L
¥ =rimshot

Here is another more advanced beat; and I want you to
take particular note of the short roll appearing therein.

.
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I am going to give you a four-bar rhythm to practise so ag
to show you the continuity of the Rumba beating. Here 15
your example :

Do not try to study this example as a whole at first. Take
the first two bars together, which, by the way, you will notice
are exactly the same. Then take the last two bars; amd
when you are quite familiar with each of these phrases separ-
ately, you may try them together.

Next we make use of a further and slightly more elaborate
version. Notice the right-hand drag roll in this and alse the
fact that rim-shots are produced by both hands :

= == == = il

1 —

RingLELELE L RangLRE L R L E L Riing

T do not recommend the use of the cymbal to produce the
Rumba rhythm, because it is not very effective. But in view
of the fact that there are times when the cymbal rhythm might
be appropriate, I will give you an example ior the sake of
completeness :

o= open Cymbal X= choke Cymibal
Please note the open and choked beats produced in the usual
way; but I also wani fo tell you that no stick is keld in the left
hand. The examples above will, in my opinion, give sufficient
basic beats for you to build upen ; but if, on the other hand,
you decide merely to employ the beats shown here, you will
still have quite enough of this type of beat at your disposal

for your ordinary work in this rhythmic idea. 4
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We will now turn our attention to a method more nearly

approaching that used by the actual native

;’:‘1‘“':‘:“;! musician, and one which gives a great varety
ke i of tone-colour.

The first ihitng fo do is fo Pace vour suare-

drim tn an absolidely horizontal position as shown in F1G. 34.

The sticks arc now going to be used in gquite a different
manner from that in which any other effect is produced ; so
I want you please to follow the directions given here very
closely indeed. The left stick is placed acress the drum-head
with the tip towards the rim exactly as shown in Fic. 35.

The right stick, whilst being held as usual, also takes a more
of less normal position on the drum-head as shown in Fic. 36.

By the correct manipulation of the sticks in this position,
and in conjunction with the description of the beats given
below, very many different tone-colours can be produced ;
even five or six are possible.  In order to simplify the actual
writing in music of these, T have more or less confined them
simply to rim-shots and ordinary beats in each hand ; but you
may experiment with various pressures, and different degrees
of rim-shot beatings: and by doing this you should obtain
for yourself quite a number of different effects. Remember
how you produce these and then introduce them in an appro-
priate manner at the right places.

In order to produce a beat in the left hand, lay the stick on
the drum-head as shown in the illustration and lift the taper
head up in such a manner as if the butt end were hinged on
to the drum. On pushing this taper end down smartly so
that it falls back into position, you will get a type of * choked ™
rim-shot effect. This is the method employed in using the
left-hand stick in the following examples. The right hand
alternates its position between striking the open beats in the
middle of the drum-bead, and producing rim-shots in the
ordinary manner.

The rhythms which follow are written in ordinary musical
notation, backed up where necessary by descriptive material
to explain exactly the type of beat and effect it 15 desired to

Fig. 35
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Fig. 36

Fig. 34
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produce. The example below merely indicates the basic
rhythm of the examples which follow :

Exlio - - .
= -
Now examine example 111; you will see T have divided
the hands by a simple methed, taking the left hand at the top
of the stave and the right as before in the lower portion.

Please notice the sign used for rim-shots : as usual, these are
marked X, and the open beats will be marked Q.

S

* : : =i

%= rim shot, o= ‘spen’ beat

In the above example, vou will see that it is the left hand
that plays all the rim-shots; and I remind you that these
are to be produced by the lifting and dropping of the left-hand
stick in the manner described before. 1 will just make it
quite clear here that whilst the tip end of the stick is raised,
the butt end always remains in contact with the drum-head.
Now please examine the next example :

= IR e B e B e T e
%——r;

®= rim shot

In this you will see that rim-shots are produced by baoth
hands.

What I have shown yon up to now are nothing more mor
less than actual exercise: in Rumba beating in order to
familiarise yon with the rhythm and to enable you to get
control. 'We are now going to make use of thiz knowledge and
build up some real rhythms with the varying combinations
possible by these beais and the effects already used.

From now onwards you will have to concentrate very much
and study the examples most carefully,

The Real Stull! because they are really the most complicated
we have examined together as yef,
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S e T

—= T o+ = 4 =
® = Fim l%bl o="gpen’ head

Now the above example may be described as our first
attempt at a real rhythm, and it offers you a very great chance
to get varying tone effects ; so let us have a look at it together.
First of all bar 1. On the first beat, the right hand strikes the
open centre of the head. On the zecond beat, the left hand
makes a rim-shot, using the hinged action from the centre as |
explained to you previcusly. On beat 3 the right hand makes
a rim-shot, and this must be produced very near the tip.of
the stick. At beat 4 the left hand performs exactly the same
action as it did on beat 2. If you do this correctly, you will
get a different type of rim-shot with both hands, and thus you
will see that you will be able to produce three distinct tone-
colours in this passage. [ want you to go through this example
and experiment as much as you like until you actually find
yourself able to produce it in this way to your satisfaction.

I invite your particular attention to the next example,
which is an extremely good rhythm for Rumba work. The
accent should be very well marked on the open beats which,
of course, are produced in the centre of the drom-head with
the right hand. Play this rhythm and all others until you
absolutely know them off by heart : this is the only satisfactory
way to perform {hem. If you are at all strained or awkward,
or have any appearance which leads people to think that you,
yourself, are working them out in your mind, the whole effect
will be lost.

S Cly
e e———— -

k

I call your particular attention to the fact that the second
bar is not like the first bar, although it might appear to be so
at a casual glance.
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Mow examine Chis @
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Here is another extraordinarily good rhythm. Yeu will
notice that we are making more nse of the open beats in the
centre of the head and I remind you that they should be very
well accented. I am, by the way, leaving out the accents
wherever possible on the examples which follow so as not te
mike the reading of the musical notation appear too confused ;
but I naturally expect you to put them in, because a passage
without accents is simply meaningless.

I think we will now examine the same type of beat, but in a
form giving a different effect. The method of producing it
changes, because we are going Lo make a different use of the left
stick in order to produce further tone-colour. Before we attempt
te do this, we have got to make ourselves familiar with the
actual rhythm which we are going to produce. So I will just
give you the rhythm itself on one line, for the purpose of
committing it to memory. You might whistle this over to
yourself, or beat it out on the table with your fingers, until
vou know it absefidely by heari, Here it is:

You will notice that all the beats in the right hand are rim-
shots ; on the other hand, the lefi-hand beats are alternately
open and rim-shots. Furthermore, the lefi-hand beats are all
on the after-beat itzelf (beats 2and 4).  The beats are produced
in the left hand as follows : TFor apen beats, hold the stick flat
on the drum-head in exactly the same way as you did before ;

MAX QX ~SWING"™
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then, raisze it off the drom-head and strike the latter in the
centre with the tip, as shown in Fro, 37,

For the rim-shot in the left hand, take the stick over to the
original Rumba position, and drop it smartly down on the
head for the actuwal beat, letting the butt strike the head at
exactly the same time as the tip strikes the rim for the rim-shot,
It ds essential that the stick is dropped fat on Hhe head so thal
there iz only one sound qnd w0 suspicion of @ double nofe whatso-
ever.  F1c. 38 should help to make this clear.

Before vou attempt to play example 117, examine these
illustrations and read carefully through the instructions, so
as to make yourself thoroughly familiar with the production
of the beats before putting them to practical vse in a passage,

When you are satisfied that you have done the above, you

may then tackle exercise 117. Notice carefully that all the
right-hand beats are rim-shots, whilst the left-hand beats in
bhetween are the open heats and the rim-shots deseribed above,
Take particular netice of exactly where the open and the rim-
shots come in the left hand, and practise this until you can
play it slowly at absolutely even tempo. After that, work it
up to a gﬂﬂd speed, but always remember to keep a steady
temnpo.
We will now try a further variation. The object of this is
not, in any way, to alter the original basic
rhythm as shown in example 116, but merely
ta vary the amount of tone-colour possible,
and toadd to it. In order to produce this extra colour, we are
going to make use of a cow-bell You should, therefore,
place one in a position which is convenient to your right hand,
but in such a way that it does not interfere with the snare drum
at all. Here is your example ;

[

Cow-Eell
Asided

% =rim shot O = ‘opan’hend A = cowbell
You will notice that this example is exactly the same as the

the last one, so far as the arrangement of the hands is concerned ;
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and I told you also, of course, that the rhythm itself is in no
way altered. Instead of the right hand playing rim-shots
throughout, it strikes the cow-bell, and the left hand plays
alternate open beats and rim-shots on the after-beats, just as
it did in exercise 117. Get this rhythm off very clearly,
because it is extremely effective.

We will now produce four different tone-colours (still working
on our original rhythm example 116). In order to do this,
naturally we produce two in each hand. Although these are
merely open beats and rim-shots with either hand, the actual
tone-production of them will vary, because of the difference
in holding the sticks. Here is your example :

Ex119 : '
S e

R e

If vou examine the above carefully, you will see that the
left hand continues to do exactly what it has been doing in
the two previous examples, but the right hand varies its
beating with open beats and rim-shots in groups of three

(execept of course, where the tied notes come in the second bar),

As before, the accents are not shown in the printed music in
order to avoid confusion : but T want you fo accent ail the left-
hand beats whether they are open ov rim-shots. The above beat
will strike you as rather complicated at first ; but it is cnly a
question of getting used toit. Asa matter of fact, the currlect
performance of the passage 1s more a knack than anything
elee, and you will acquire it by careful practice. I do urge you
to go through it slowly until you have got it off by heart at
an absolutely steady pace. Then you can increase the speed
at regular intervals, so long as vou keep the actual pace 5’fead}r.
I want vou to be able to perform it at full speed without
showing any conscious effort and without feeling it.
Here is another thing concerning the Rumba which you should
know. It sometimes happens that a band
Fox-Trots plays a fox-trot chorus, but treats it in the
R Rumbea style ; thisis especially liable to happen
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on the last chorus of any number which is smitable for such
treatment. In these cases, there is a definite finish to round
a chorus of thiz nature off ; and actually this finish should be
played by the whole band. It is played on the Iast two bars
of the chorus : that is to say, on bars 31 and 32. Here is the

part that you, yourself, should be playing :

Exi20L == ;i

T T3 |
1

B S

Notice that, with the exception of the very end of the second
bar, all the beats are rim-shots. When you come to the last
four open beats in bar 2, these should be played very carefully.
finishing with a strongly accented lond beat on the extra beat
marked at the very finish.
A word on the use of the foot-pedal in the Rumba. The after-
beat foot-cymbal is not generally used at all.
There are three ways in which you can play
beats for the bass drum. The first is exactly
the same as in the first bar of the claves rhythm, thus :

Exi21
The above is extremely effective, and if you possibly cam,

you should learn it off and make use of it. If, however, you
are disinclined to do this, then you may beat as follows :

Exi22

=

But until you are familiar with the work of the hands, it is
better that you should not be worried by thinking about what
your foot is doing. In these circumstances, therefore, it is
quite in order for you to beat the ordinary four-in-a-bar.

In conclusion, I would say that the Rumba beats do not
make any pretence of being easy ; in fact, they are really the

The
Foot-Pedal
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most difficult beats that you will probably have to tackle at
all. But, whilst the rhythm is extremely complicated, it is
equally extremely fascinating, and it is well worth the trouble
to acquire in the correct manner. I, therefore, urge you to
study everything 1 have said to you very closely and wery
patiently ; let there be no skipping of the instructions. _I do
assure you that it is definitely well worth while to acquire a
good Rumba rhythm ; but I equally warn you against trying
it out anywhere until you are absolutely certain of it, and can
perform it mechanically and without the slightest worry.




CHAPTER X

We now come to the brief consideration of two cther rhythm
formations, one in a different musical time.
The Tango Meither of these icat all complicated, nor are
there many warieties which are awvailable,
even if we were to consider them necessary.

The Tango is not often used these days, and the old-style
Tango appears to have gone out entirely, I am taking it for
granted, however, that you want to be as complete a drummer
" a5 you can, and therefore, I am going to give you a basic rthythm
in four bars, and also an ending, If you work round these
two on the general lines shown therein, then you should have
quite enough material at your disposal to see you through
any Tango work which may be necessary. Here is your
example

T e T e W

The main thing te tell-you about this is that we must have
plenty of light and shade in it. Your accents are rather
heawvy, particularly on beats four and one of each bar, The
notes over which dots have been placed should be played in a
very snappy and definite manner, to contrast with the rather
heavy playing of the other beats; the effect is one really
very much of matching the “ breathing" phrasing of the

14
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accordions which are such a prominent feature of the Tango
rhythum. As regards the actual ending, no variation is needed,
from the ending which follows

Once again, you rather follow the method of phrasing that
the accordion players empley. You know how, on the last
bar, they work uwp a big crescendo en beat 2 and then die away
suddenly to nothing : well, I want you to get exactly the same
effect by wsing the cymbal. Strike it with an open beat, let
it ring for a moment with force, and then damp it out with
wvour hand.

Now we come to the waltz. Although, in the sense of which
we are speaking of swing in this book, it cannot
The Wallz be said that anything very spectacular can be
done in three-four time in this direction, yet
nevertheless, there is & fine natural swing in a properly played

. waltz. When working out your own part, you cannot elaborate

it very much and it is generally better to keep to the more
simple type of beat. In example 125 below, you will examine
the ordinary basic beat ; i

Snare Drom
Exizs " = | | ] 1
; i 1 r ; i . |
Egss Drom

Notice that there is a drag on beat 1 in the bar in order to
help to emphasize the very well-accented beat necessary with
the foot pedal on the bass drum. So long as you keep this
dead steady, you will at least be playing for safety. On the
other hand, experiment coupled with your own ingenuity will
enable you to vary these beats ; but be very careful exactly
where you vary them. What I mean by that is, a series of
glaborate beats for the mere sake of showmanship in a very
quictly played waltz number will not be at all popular.  But
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you must use your own discretion entirely in the matter.
Bear in mind that the employment of the wire brushes in
waltz work is extremely effective, particularly the * frathering ©
beat for beat 1 of the bar, which has been described previcusly.
1f a waltz has a brilliant finish, then you may with advantage
snap out the first beat of every bar of the last four bars by the
use of the foot cymbal. Where you are given & written part
in the waltz, when it becomes the question of a special arrange-
ment of the number, then keep to that written part absolutely
and don't vary it at all,

You will find the remarks contained in this chapter are of
necessity on the brief side; but we are simply dealing with
two particular kinds of number and [ am including them in
this book for the sake of completeness, There would be no
point in expanding this information further simply in order to
discuss at length something which can be dealt with in the
space we have given to it.

CHAPTER XI

We have now arrived at a stage where we can discuss, more
or [ess briefly, I think, all those various effects,
Varisus Effects  tone colours, cte., which go to the make-up of
the wersatile drommer. It is not really
necessary to give you a great deal of information about these
things ; but I would, nevertheless, like to say a few words
concerning them. I refer to such apparatus as High-Hat
cymbals, temple blocks, cow-bells, and the general parapher-
naliz of the effects and colour department of the band,
Most of the odds and ends and * gadgets ** which from time to
time become popular and then drop out in the
Fashion same sudden way as the latest slang expression
does, are more or less novelties and have as

. their object, not so much the alteration of thythmic effect, as the

alteration of the tone colowur which can be obtained with
existing rhythms, Now, we have already examined pretty
fully all the principal rhythms which it is necessary you should
have in your repertoire | and, [ repeat, the various apparatus
which is, from time to time, introdoced as a novelty, does
nothing more nor less than alter the tone colour by which
these rhythms can be produced.

It does not need a great deal of intelligence, for instance, to
realise that the rhythms which can be produced on a cow-bell
can alse be produced on one or more temple blocks ; and
what may hold good for a temple block is equally suitable for
the rather cld-fachicned wood block. In fact, many of these
new ideas are merely adaptations of old ones which have gone
out of fashion ; everybody is always on the look-out for some-
thing new. As anenterprising drumrmer, you should experiment

17
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with anything which makes a noise:; and, within reason,
anything which gives you new and interesting effects may
legitimately be introduced into your kit. In fact, you may
well happen upon something which canses quite a little sensation
and enhances your reputation in no small manper,
It ic particularly amusing and interesting to discover the
various unlikely products which are nseful for
Experiment efiects when performing in front of a micro-
phone, for record-making purposes or broad-
casting. A perfectly good effect on a legitimate instrument in
the ballroom may, for record uses, have to be produced by
hitting a piece-of newspaper or striking your empty snare-
drum case, or something equally unlikely. Ewven cymbals
sound quite differently on records from their tone ' in the
raw.” I tell you that experiment and experience are the only
things which can help vou in this direction; and therefore,
really, the correct use of .}ruur traps is more or less up to vou
personally.
I would like to make a note of one or two of the more useful
sidelines, because thers are certain effects
Eh:‘;[:f-h‘ﬂ't which can be produced with wery great
= advantage on these, First of all let us deal
with the High-Hat cymbal. This piece of
apparatus is, as vou know, nothing more nor less than a pair
of foot cymbals with an extended rod, so that they come up
to the level useful for any hand work upon them which may
commend itself to the drummer. In the ordinary way, they
are played with the left foot and produce exactly the same
effect as would an ordinary pair of foot cymbals on the ground
level ; and in this manner they may perfectly well be used
throughout an evening’s performance. But there are endless
other possibilities with them, as you will find if you take the
trouble to experiment following the ome or two hints 1 give
you below. I cannot possibly do moere than indicate to you
the various effects which can be got upon them ; and that is
why I urge you, after reading what follows, to get together
with a pair yoursell and see what the three of you can do.
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The High-Hat cymbal can be used for all effects which are

possible on after-beats, because—az [ told
e you—this apparatus is only an after-beat

cymbal with a long neck. My own personal
preference is for a pair of Avedis Zildjian cymbals, an 11 in.
on top and a 10 in. underneath, rather than those of the cup
type, particularly if we are to use them for any other effect
than the ordinary [oot-cymbal beat. They can be put to
very good use in the ordinary course of your work and
especially in last choruses of any number where the orchestra
is playing ““all out.” In some choruses, I recommend the
use of wire brushes. You will play with your right-hand
wire brush upon the cymbal, whilst you play four beats in the
bar with the bass drum, and four beats in the bar on the snare-
drum with your left-hand wire brush. And in spite of the fact
that vom are beating a special beat on the actual cymhbals
themselves, you will, with your left foof, use them in the
ordinary after-beat way by playing two beats in a bar (the
after-beats, of course) on these same cymbals. Hawve a look
at the example below, which gives you the work of the nght

‘hand on the cymbals and the left foot on the same cymbals,

but which, in order to avoid confusion, has left out the four-in-
the-bar with the right foot and the left hand :
R.H.broshon Cymbal

High-Hat Cymbal

Do not spend any time wondering if there is a particular trick

in producing this beat, because there is not.
Mo Catch in it Play the after-beat with your foot in the

ordinary manner and play the right-hand beat
exactly as shown, and you will get the desired effect without
any trouble at all; don't go worrying about it. If you are
in the slightest doubt when first practising, then before you
put the hands into work at all, just play two bars of after-beat
cymbal work so as to get the foot going. Here is another

8
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example of a useful rhythm on very similar lines to those we
have worked through earlier in the book, showing an additional
improvement ;

High-HulG:.rj:hnlr r T

Fic. 39 shows yvou the correct position for both hands when
playing with the wire brushes.

Now regarding sticks, you use exactly the same beat as in
the last two examples, but you control with your left hand
by placing it on the cymbal and use it as a sort of extra
muffler in addition fo the choking effect which the foot
gives you. F1c. 40 shows you the correct hold of the cymbal
closed, and Fic, 41 shows you the same thing with the
cymbal open.

As before, you play four beats with the foot pedal, and the
after-heat with the cymbals. For quiet choruses, beat on the
top cymbal, very near the tip of the right-hand stick. You
might, please, practise examples 126 and 127 this way. But
when it comes to the last chorus, where everybody is playing
< all out ™ then you can play four-in-a-bar with your foot
pedal, and release the hold of the cymbal with your left hand
and play four-in-a-bar on the snare-drum with that. Play
the same two rhythms again with your right hand on the
cymbal, but shift the stick so that yon strike the cymbal about
a third df the way up the stick (away from the tip), thus
putting mere force into your playing. And when you play
like this you want to go ** all eut.” Crush the left-hand stick
into the head of the snare-drum, and play in a theoroughly
spappy and " peppy " manner.

The next effect possible with the High-Hat cymbals is one
which is extremely flashy and, properly done,
o _ gives you a chance to exhibit a good turn of
Showmanship ; i :
showmanship. Imagine that you are leading
into a break on the lines of the following example :
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Fig, 19
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Exi128 =

@ @

Now as you know, the beats which I have marked " A"
and " B " should be bronght out very strongly and definitely
to mark the break's introduction. Here i3 a new method of
producing thizs, On beat " A.” start off with the High-Hat
cymbals half open, and play a hand-to-hand six-beat roll on
the cymbals. On beat " B" where the normal seventh beat
of such a roll would be added to finish it, stop beating and
let the arms come away smartly from the cymbal in opposite
directions by throwing them off in an upward direction, so
that the sticks point outwards from your body. At the same
time, snap down the pedal controlling these cymbals with a
good strong beat and back this up by a very snappy beat on

the bass dram with the foot pedal. This will give an encrmous
amount of lift te the break which follows.

+ a B

It has been suggested to me that I might, with advantage,

include in this chapter a list of breaks obtainable
Breaks by various means. After careful consideration,

I do not agree with this, for the following
reazons: First of all, breaks themszelves are zo0 very individual
in character that what is usaeful to one man is really no good
to another. Then again, any particular breaks which were
merely copied by anybody desirous of increasing his repertoire
might be entirely out of place in the outfit with which he was

playing : they might not suit the general style of the band.

Further, it is a risky thing giving an isolated break “ on its
own " : people are rather apt to take these things literally and
exactly as they are written and introduce them inte a number

in which they might not be suitable. Finally, one of the great.

risks with breaks is that they are so liable to go out of fashion
very quickly. Somebody thinks out a gopd idea and immediately
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everybody else works it to death, so that for very novelty's
sake it has to be dropped rather quickly, because it is, in a sense,
over-plugged.
Therefore, so far as breaks are concerned, yvou really want to
work out these for yourself and be ready to
Be Individual ! snap up the idea of the moment. Run it as
hard as you can before it gets stale and then
drop it and forget about it. You have got plenty of material
in this book to supply you with a good backing and foundation
for breaks and to give you ideas for new ones and the rest is
simply a matter of your own powers of observation. A break
is nothing more nor less than a kind of technical flash and
you will generally find on examination that it is merely a
question of some novel twist in accents and general ideas.
I will, however, break my resolution and give you just one or
two breaks, by way of hinting to you how to set to work on
their construction. In the example which follows, you will
find a couple of two-bar breaks, the second of which is to be
played on the cymbals.
Ex.128. ——

(8) Cymbal

And here are a couple of four-bar breaks and one of
two-bars, which will, I trust, interest you.

Ex.

fa) Dram 2= = = om B &

=
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Break (b in the above example will, I believe, be of special

interest to many of wou, because it iz the actual break uzsed

by myself in the Hylten record of **Ellingtonia ™ (Decca,
Concert Series 13, No. F.3764).

*

The inereasingly popular temple blocks in sets of four have

fully justified their introduction and lock asz
Temple Blocks  though they are likely to remain for some

considerable time. When purchasing a set
of these, be careful that you get a really good resonant set and
that the helders attaching them to wour bass drum are well
insulated and strong, so that there shall be no slipping of these
instruments. They are particularly good for oriental numbers
and slow numbers. ¥You remember the thythm I gave you a
little earlier on for slow numbers ¥ I will just repeat it here ;

Well, by playing this beat on various temple blocks, you
can produce a lot of tone colours—even as many as four, if
you wish, To experiment with the various tones, example
132 gives you an idea of what can be done if playing on two
blocks : or you can use one block for beats 1 and 3, and two
entirely different blocks for beats 2 and 4,
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Don't forget that felt sticks or felt beaters are particularly
useful for temple blocks and also that you can produce very
novel effects by using these beaters for cymbal work.

T repeat, it is impossible for me to go into everything that
might be produced on such things as wash-boards, efc.,
for they are always changing. It has taken me twelve years
to get my own knowledge, and it would not be possible for me
to get it down into the space of even twelve chapters on this
thythmic style alene.

The familiar highly-decorated little Chinese tom-tom is always
a useful accessory, not only for the necessary
creation of atmosphere for oriental numbers,
but also for getting a good 1t *' into pick-up
beate and lends in. Tt has, of courze, one characteristic high-
pitched tone which places certain limitations npon it. A
development from this is the extremely useful tunable fom-
tom, particularly if you are disposed to go in for more than
one. In reality like miniature timpani, many fine effects are
obtainable on these instruments, particularly in sets of three.
These tom-toms can be tuned to a definite note, or pitch, by
means of miniature timpani handles, Useful, of eourse, in
numbers where a wealth of eastern atmosphere is to be
desired, they are particularly suitable for employment in
conjuction with the bass drum for lift-, or pick-up, beats.
Good rhythmic effects can be obtained, very much akin to the
work of the temple blocks ; and a series of thythmic beatings
with the right hand, whilst, at the same time, the left hand
damps and releases the tom-tom head by the pressure of the
open palm, is very effective, if not overdone. Tunable tom-
toms are also very useful in slow numbers,
There is one thing you ought to remember about breaks and
special effects and that is this. It sometimes
Accuracy occurs, particularly in a special orchestration,
that the arranger will put in something which
he particularly wants to be played—a special kind of rhythm,
a particular beat, or what-not. Well, yon must abselulely
follow these printed musical instructions to the very letter, to

Tunablie
‘Tom-Tams
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the exact notes and rests and accents, Be very accurate,
otherwise you will upset the balance of everything. When
you see an exaimple such az this, for instance

Ex 188 | p— = =

Fai I

play it as you see it written, It's beauty depends on correct

phrasing, almest like a meledy instrument ; so try to interpret

that phrasing. Don't just give a half glance at it and play
something more or less like it, such as this :

There is so often soch a very little difterence between one
type of beat and another ; one accent alone may be responsible
for the whole of such a difference, So be very careful and be
ery accurate,

{Example 133 can, by the way, be varied in tone colour by
making the first two half-beats, or quawvers, rim-shots ; the
second two tom-tom beats and the final pair bass drum beats.
And in ne sense play this rhythm like a ' postman’s knock,"
As I said, phrase it properly).

CHAPTER XII

We now arrive at the consideration of that exceedingly elusive

thing known as “ style.” Style—like form—
Style can be of two qualities : good and bad, We

are naturally not concerned with the latter.
A stylist is one who expresses his own personality in whatever
he does; and good style is simply good personality properly
presented.  This stamping of personality upon werk is manifest
in all branches of expressive art, A portrait painter develops
a certain individual method of expression, just as an author
does ; and those who study these things can tell at a glance
whose work they are, without needing to look for any signature.
It is, of course, just the same with musical expression. I told
you that one can, when listening to a gramophone record,

_state correctly the names of many of the artists playing.

This is not by reason of whaed they are playing, because it very
often happens that they are following very strictly their own
written part. So it can only be because of how they are playing
it ; and that indeed is the case.
Your own aim should be to create a personal and individual
style of your own and you will not achieve
What is Style #  this by copying anybody—myself, for instance.
By all means, model your work on that of
your favourite artist and learn from him ; but do not =it with
his gramophone tecords or writings before you and imitate
slavishly anything he may have done, note by note, In this
way, no new idea would ever be created : nothing fresh would
be 'mvented; why, we should not even have any new music |
So, whilst a student will always learn from that which is best,
he should store his knowledge away to be used in creative work.
Good style is the instinctive ability to do the right thing
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at the right time : that is to say, to do it naturally, from habit
and without thinking about it. It would not be considered
good style for a girl to go shopping in an evening frock ; and
the excuse that it was a most exclusive and expensive model

would not make it any the better. So remember that there
i5 a place for everything ; and a thing only becomes good if
it is in its right place. The very same thing out of place is

merely bad, although that thing itself has not altered in any
way.

The first step in acquiring style is to acquire knowledge ; and

the next is the ability to put that
step ability to pu knowledge

Plus Abili
5 2 “ knowing all about ** something if you can't

do it yourself. And the only way to achieve this is by patience
and practice. When you read an instroction or examine an

exercise, don't just say to yourself, * ves, I see,” and pass

on to the next one. People don’t listen to your playing with
their eyes. 'When you think you ™ see,” get out your dram at
once and try and do. After the first ten minutes, when it has

been brought home to you that you cannot “ do™ at all,
then sit down and practise for an hour until you can. Then,

when you can perform that particular effect without thinking

about it, style will begin to show itself of its own accord.
Style iz only apparent in work when the work it produced

without effort ; and this is particularly true of anything done

with the hands.
So it beils down to the same old story : there is no quick way

or dodge by which a difficult thing can be
Habit learmt. The quickest way is to get hold of
the right instruction and then to practise it
until you have created a habit—in other words, until you can't
help doing it correctly. All habits are the result of doing

things so many times that they become subconscious ; so whilst

we are practising, we may as well form a few good habits.

It is, by the way, a curious thing that a habit i more quickly
formed when it is practised at the same time each day. Try
therefore, if you can, to plan your own day in such a way

into practical use in your work. It iz no use
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that your practice is absolutely regular as regards the period
of the day., Remember also what we discussed earlier ; that
a litile practice each day—at the same time—is worth much
more than larper periods at odd intervals. Make a rule for
yvourself and get down to it properly ; it is the only way with
anything which is worth while. Trv to practise twice a day
with an interval between ; and do not practise when you are
tired.
Don't try to do too much at a time and don’t attempt the more
difficult until you are certain of the easier.
Well Worth Remember, a simple efiect, well done, sounds
Kl ten times better than an elaborate one
* fluffed.” If you don't believe this, then ask your leader.
And be patient : don't expect a miracle to happen just becanse
you have read a page of this boeok and bought a new pair of
sticks. It is very hackneyed to say that Rome was not built
in a day: but the fact remains that it wasn't. The most
difficult things suddenly come to one in a flash ; and it generally
happens that you “ get " an effect just as you were about to
sling your drum through the window and to kick the cat. Tt
i= the man who will stay the conrse who cashes in at the winning
post. And, coming down to the practical side, you will soon
find the financial benefit of acquiring a good style. The
trouble of having done so will slip away forgotten and vou
will agree that it has been well worth it all—and meore, If
you don't do this, somebody else will and you will find yourself
left. Things are always moving all round one and it is necessary
to keep pace with them. Remember you can't stand still :
you either go forward or you go backward. That being the
case, you may just as well move forward as wou have gof to
shift.
One or two hints on this business of deing the right thing at
the right time. The first thing when playing
Restraint a passage is: dom't try to put all you know
into one chorus. Don't mixit. 1 do not mean
to suggest by this remark that you should just sit back, think
up one beat and then proceed to drowse through the evening
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in a thoroughly * comy fashion. What I want is this:
select three or four suitable beats and work en these during
one chorus. Notice what the others are doing, particularly
the piano, the guitar and the bass, and try and make your
work dovetail with theirs. Choose rhythms which are
suitable, not only to the type of piece, but also to the way it
happens to be played at the moment. Remember what I
told you about dividing a chorus into groups of sixteen, eight
and eight bars; and don’t forget to link up each phrase so
that the thirty-two bars are blended as one whole. If you
try to put everything you know into one passage, the result
will sound confused and muddled. The essence of good taste
15 restraint,
Bear in mind that there are certain types of number where it not
e only pays to be monctenous, but where you
Dtacririat must, in fact, emphasise one particular thythm.
Such types are particularly the ** Hill-Billy
and the Oriental number. In the latter, the correct employ-
- ment of tom-toms playing an insistent rhythm is very effective,
whereas in the former, the whole orchestration will probably
give you a definite cue as to the type of rthythm you are to
employ. But at all times use your discretion and cultivate
that discretion by listening to and examining the work of
well-known artists who are recognised authorities.

Finally, I would like to wish you luck with your work and to

hope that the discussions we have had together

Good Luck | between these two covers have proved helpful.
Many of you will probably have gone through

the whole of this book fairly rapidly : T now suggest that you

return to the beginning and tackle its contents page by page.

SUPPLEMENT

An Easy Way to Read and to Understand
Musical Notation.

It is—or it should be—the aim of every artist to improve
his work. To do this, he will naturally try to learn everything
he can concerning it. The fact that you are reading this
book goes to prove that you wish to leamn something to make
you a better drummer.

Tt has often caused me surprise to find out how many of
my students could not read music. It seemed so strange to
me that anybody should wich to follow a profession and yet
would not take the small trouble to master the language in

-which it is described. The reading of music is so simple, if

properly explained, . that it does not speak much for the good
intentions of a drummer who will not bother to learn it.
Moreover he can hardly grumble if he is passed over in favour
of one who has taken that extra trouble.

What would you think of a man who applied for the post
of, say, an interpreter of Russian, if he said : * Oh yes, I can
speak the language all right, but T can't read their peculiar
writing "' 7 Itisjust the same, you see. And a dance drummer,
particularly one who docs not wish to play timpani, xylophone
or vibraphone, has a very easy job in front of him: he has
only to learn a very small portion of the musical * sign-
language " to make him fully competent to read amy part
set before him. :

With the idea of assisting those who would learn just what
is mecessary and no more, the following pages are ofiered.
They are written in as simple a way as possible and all technical
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first,

This explanation of printed music is intended simply for

dance drummers who do sef wish to play the xylophone, ete.,
that is to say, who are not going to play any instrument which
can be made fo produce a " tune ™ or a melody. It deals

only with those things which are likely to come your way in

the course of an evening's dance work. [If you wish to carry
on further inte the reading of music later on, then there are
many excellent books available and what you have learnt here
will help vou to understand them all the more quickly.

The object of musical ** notation ™ (or musical signs on paper]
is to convey to the artist the part to be played. That being
g0, musical notation is of one kind only. Unlike a spoken
language, it is the same in every country. A Frenchman can
read music printed in England and compesed by an Italian,
Musical signs are read from left to right, line by line, in the
same way as ordinary print.  Printed dance music gives you
the following information :

1. The name of the piece you are playing.

2, What it is (i.e., a waltz, fox-trot, etc.).

3. Who wrote it.

4. Who published it.

5. How it is plaved (i.e.. fast, slow, ote).

6. How many “ beats " you count {i.e., if it 15 in " walta
time,"" " fox-trot time,” etc.).

7. What instruments yeu play it on (ie., snare drom,

bass drum, cymbal, ete.).

8 The picce of music itself, as the composer means you

to render it.
8. When you are to play.
1. When you are to keep silent.

Music is a succession of sounds arranged in a definite order. :

These sounds can be altered in two ways ;
1. By alteration of Pitch.
2. By alteration of Length.

terms have been avaided, at least until they have heen explained
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Alteration of pitch merely means that some sounds are
higher than others: there is a difference which vour ear
recognises, If you arrange these sounds in an agreed order,

-you produce a melody ; if you arrange the same sounds in

another order, you praduce a different melody.

Alteration of length iz the second principle in musical
sounds. You know well enough that every musical sound,
or note, is not the same length. If you whistle the tune of
the first line of * Rule, Britannia " to yourself, you know
that there is a long note on * Rule,” a shorter one on * Bri-"
and two little ones on " tannia.” As we have agreed only to
deal with dance drumming, we need not trouble ourselves
about alteration in pitch, as we are not geing to play melodies.
But we must take particular notice of alteration in length, or
we shall find ourselves playing the wrong thing at the wrong
time. :

In order to arrive at the value of these differences of length
we must first understand something about musical time.
Musical ™ time "' is simply the swing behind a piece of music
which enables you to follow the ™ beat ” or ** pulse ” running
through it. You hear people speak of ** March Time," * Waltz
Time,” and so0 on; and if I placed a baton in your hand,
you would find it quite easy to ' beat time " with it, thus:

March Time:

ONE, two ; ONE, two; ONE, two; etc.

Walty Féme -

ONE, twa, three ; ONE, two, three ; etc.

Fox-frof Time ;

ONE, two, theee, four ; ONE, two, three, four : etc.

You recognise [rom the above that musical time is divided
into little groups, in the same way that ordinary time is divided
into seconds, minutes and hours.

The groups in musical time are referred to as bars, Your
music is written between five lines thus ;

==k

and the groups are divided thus :
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bar—, —~bar— — =bar—

m

Musical time is divided into beats, or measures of time. Or
according to what you are playing depends how many of these
beats are contained in each bar. Let me explain. You will
remember that  waltz time " was counted : ONE, two,
three ; ONE, two, three ¥ This means that three beats go to
each bar. And in fox-trot time, four beats go to each bar
(ONE, two, three, four ; ONE, two, three, four).

We might represent these bars with their beats something
after this fashion, for the moment :

Waliz Time

Fox-Trat Time :
bar. har

Tl TR ST | WS O I i ST T — —m—m,y,
R S T T L TS R 3 A

That, of course, is no way to write music, as you will see if
you look at a printed piece. What next ? Well, we take as
a basis of dance-music writing the most commonly used time ;
that is four beats in a bar, or one-quarter of a bar for each
beat. Now, we have to have a sign of some kind for each of
these beats. So we use the sign for a quarter of a “ note,”
which is

.

The fox-trot music, with four quarters, or beats, in a bar,

would then look like this :

This is the most common time, as | stated above. As
of the most important things.is to tell the artist what time he
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is playing in, this information is always put first in the music,
at the beginning of the first line, thus :
_Bbeais (L. four beats to bar)
r—
“fractions of note(ie. four quarters of a note)

{At the very beginning of each zet of five lines, you will see
the sign ¢  This is the sign for the bass * Clef * or part of
the lower music register. As it is only useful in regard to
difference of pitch, you may ignore it for the present).

Commeon_time is sometimes written @ and sometimes
instead of §. This is only an abbreviation for the word
“ common.” Qur music with 4 beats in a bar, each beat
being a quarter note, will now look like this:

Now let us look at waltz time (ONE, two, three ; ONE, two,
three} in the same way. In waliz time, there are three beats
in a bar, each beat consisting of a quarter-note. So the time
signature for waltz time is

beats

—

e
“fractions of note

Froperly written, waltz time looks thus -

there are other kinds of time we will deal with later. Mean-
while let us examine this “.note.” We are already familiar
with the 4 quarters of the note which go to make up a whole
bar of common time. That being so, a whole note must
itself, being four quarters, also make up a whole bar of common-
time : and this, in fact, is the case.

1
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The sign for & whole note is
O

and this occupies the length of time taken by four common-
time beats. Thus bars 1 and 2 in the example below are the
same value in length of time.

—

Bar 1 Bar 2

I will now give you a table, or list, showing vou all the

divisions of this note together with the musical signs which
represent them ;

Printed Sign | Value in “Notes" Name
o™ 1 note Semibreve
d | note Minim
’ i note Crotchet
oy nrJ\ ! note uaver
or i note Semiquaver
or # note Demi-semiquaver

You will see by studying the above that the time-value
(or beat-value) of J iz the same as Ji.pJ} or o is equal
to J+J
ar ,1+J"1 + h
or J+ i N

—and 0 on. Each note can be split up into many parts,

provided that all these parts when added together do not

come to more than one whole note. A shilling can consist

of twelve pennies, or one sixpence 4 four farthings + four

pennies + two half-pennies.  Or four three-penny pieces are

exaclly a shilling ; no more and no less, Neither eleven
pennies nor twenty-five half-pennies are a shilling. In exactly
the same way,  note may be split up into as manny pieces as
you like in & bar, provided that the total adds up to one note : '

na mare and no less,
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We can now look at waltz time again. Here are some
bars written in that time (3 beats in a_bar, each beat 1 of a
note in time value).

Beata 4 2 8§ 12 8 1 2 & 1_ 238
= i B | IS P R |

e i1 L 8} 1311 AAALY
Each of these bars is correct, because each adds up to
iof o
(Note—-Signs for § note and under in value are often joined
together when several follow each other. This is simply for
convenicnce in reading as well as in writing).

m‘_.] is the same as J\’bhb
: i 5 G N i 7))
and 5o on,

Here iz a picture which will help you to fix the signs for the
different note-values firmly in your mind. Just as an inch
can be divided, so can a note. But, just as all the pieces
must be correct to make up a whole complete inch, so must
all the " note-pieces ™ be there to make up a whole complete

bar.

wonzs ¢ | T 0 P BB BT v |
i 2 3 & [

:_."" d 4 {4dJ)I1ENIT m:mml

We next come to one or two more simple signs showing length
in any musical note,

A dot . placed after any note increases its length by one
half. Thus the twe signs ,;I and - occupy the same length
of time, when played, as Jq—J . Again, J is equal to

J+.h in length of time ; and so on.
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ExampLE
1 2% 3-4 158 &4 14243 -iF 12&.3;&

joined last for the same length of time as their joint value,
In other words ;

d—d sounda for ag long as a+ J,urJ; i.8, ons halfinote

n o w  m SF&oro;ie, onewholanote
and so on.

ExamprLE

Don’t be afraid of tied notes : they are not as hard as yon
think they look. T wsed to worry over them, too, TBut one
day, many years ago, too, a ' straight * drommer-pal of ming
gave me a tip which made everything clear in a flash, I pass
this on to you. When you strike a2 bar in commen time
which looks difficult, just divide it into eight in your mind, |
thus : '

pETES S eEs

Then all you have to do is te place vour eight * pieces
over the bar you stumble over : and your placing of ties in
the right positions is solved. Thus

=

might look most difficult. But imagine it this way [and
count as you play} and all your difficulties will go. ,
counting, emphasize the numbers in big type and just whisper
those in small type.
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Here is a longer example, showing a tie from one bar to
another.

It sometimes happens that a writer of music wishes to have

a different division of a note than the quarters, eighths, etc.,

which we have been discussing. Thiz particularly happens

with the quawver, or eighth-note {.h) Instead of dividing it

into two parts, it may be necessary to cut it into three portions.
i

In this case, these portions are written down thus: JJ3 ;

and this is called a Triplet. You need never feel any confusion
over the sign for triplets because the mark -7 or 3 always
appears over them, (Or under them).

Other divisions of the note can alse be split into three parts
in just the same way., Here is a list of the signs used :

As 1 mentioned above, music is divided into perieds of
sound and periods of silence,  Just as there are signs to show
you the length of a sound, 20 also there are other signs which
indicate the length of a silence. Here is a list showing you
these silence-signs, together with their corresponding sound-
signs :

|




|
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Sound | Silence | Value in Notes

|
J'j. ?l:-rr" E
s |9 A
" TN

These periods of silence are called * rests,” and occupy the

same length of fime as the sound “ note ” which corresponds
with them. 1

ExamMrLES

We have spoken about fox-trot * time " and waltz  time,”
cach indicating so many beats in a bar. Now, all music is
made up of various ** times " of this nature, cach one consisting 4
of 50 many beats in equal divisions, or bars. This ic what
gives music its proper swing. In order to mark this swing
still further, some of the beats in each bar are accented. That
is to say, they have a stress, or emphasis, placed on them,

I will now give you a complete list of the * times " you are
most likely to meet with in normal dance work, showing
their time-signature, a specimen bar in each time and w
the accents fall. The sign = means a strong accent
the sign » means an accent, but not quite so st
Remember, in the time signatures, the top figure shows
number of beats in the bar and the lower one shows the valug
of each beat in relation to a whole note (i.e., ith, §th, etm}.%
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[Musical Sign Accents “Fopular” name
= A
4 or 6 or ¢ [FFEAEA] o Trot ime
=
f % March or (me-Step time
= A&
fE:E ==
—
S - == == PR
D A
|8 % Six-cight (One-Steg) time|
TRLT A
B ===
| Passo Duble time
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Other times you may eccasionally meet with are given in

the following list :

Musical Sign

Accents

Name

L N

Three-two

: =
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We have been speaking about notes and portions of m:rlﬁ
of varying length. It will, of course, be obvious to you that
by tapping a drum once with a stick you only produce a short
sharp sound, and this sound does not vary in length. The
only way to vary the length of a sound on 2 drum is by rolling.
To indicate this, little lines are put through the stems of the

nofation thus: *ur * H{' Three lines mean a cloger, ".:'
quicker roll than two, and two indicate a quicker roll than
Incnmnmtime.gmrulliurihewhnhlengul_
one beat and stop at the end of that beat. 2~ means roll

for the whole length of one beat but stop at the beginning of
the next beat, bringing the stick off with a smart finish right
at the beginning of the second beat. If a composer wantsd
certain definite number of beats in a roll to cover a certain
length of time, he will indicate it thus :

f——f 5
mﬂ-—?—-—-&&c.

= e

A few more signs which are in frequent use are given
together with their explanations.

Written

Played

% One bar rest, or silence.
==
iz

=] Twelve (*or any number placed over the ]

~}  bars rest or silence.
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% Repeat the previous bar.

2

Go back until you find the nearest sign—
g E and play once again all the bars contained
between these signs.

two bars.

D.5 8 Means go hack to the sign % and repeat that portion
from this sign onwards.

D.C. Eepeat the music from the beginming.

& When this sign is reached (on repeating a piece) the
repetition is to be stopped and a cut made from
the sign to the CODA or finishing phrase.

- When placed over a note or rest means that this
note or rest is prolonged, or " held on ™ beyond its
proper value.

i Toudly.

fif very loudiy.

P softly.

PP very softly.
mi medinm-Towd.
dim decrease or diminizh in tone, becoming softer.

Increaze in tone, becoming louder.
or —=

Other zigns, or musical terms and their meanings, can be
obtained from any good book on the mudiments of music or
from a reliable drum tutor.

Drom music is written on various portions of the five lines,
generally as follows :
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Drnm Drum

seletbtf

EBags
Enss Poot Boih :
Dram ’g!l::;ﬂ Drom gymbal :

Any change need cause no confusion, because the snare-
drum part iz usually written with the tails up and the part
for the * foot-instruments ™ with the tails down,

Various signs such as " il d ete., are sometimes used
to denote instruments other than the spmare druom, but their
meaning is generally indicated at the beginning of a piece
thus :

Temple
Cym. Blocks =

- : =
3::.-"""'5"-'=-'— == "E‘Eﬂ@
o=

Although they are not the usual oval black or open notes,
their time-value can always be recognised by their ™ tails "' or
stems.

The above should put you well on the wav to being able tn
read what music you reguire easily.

As | said before, my object is not to give you a complete
musical training (far from it in the confines of a few pages [J;}
but to make wvou not only read music, but also understﬂ.nd;'
what you are reading. i

For this reagon I have tried to give you these few notes
as simple and non-technical language as possible.

Those who wish may always go deeper into the subject.

YEARS AHEAD OF ANY OTHER

SNARE DRUM YOU EVER TRIED

DOMINION —ACE/




The New PREMIER TRAP CONSOLE

STREAMLINED!

THE new Premier Trap Consolas selves
every problem for the showman drummear,
Far and away the best methed of displayin
your outfit; yet everyching is grnuptg
exactly 28 you wish, and i3 within easy
reach, The result it faster work with less
efiore,  Evaryshing clear of the floor (in-
cluding che bass drum) for easy whealing
fram place to place—an essential for stage
wark. The new Premier Trap Console has
outstanding improvements and advantages,
It is designed on entirely new lines, giving
2 streamling affect.  The wheels, ficted with
stout rubber cyres and brakes, cannot drop
aut,
Temple bleck clamps, fixed on one rail, are
included —Cymbal poses and Maxey arms
slide to any position &n crossbars—Smaller
table leaves Bass Drum in full view—ns
fiddling wing-nuts under table—thres
minutes assembling time,

FRICE
Chromium Plated throughout, Complocs
with owo cymbal arms, four temple block
clamps, four posts and

brakms e o £6°19°6

Mew and
Exclusive
Features !

STREAMLINED,

DEAD RIGID
when in use,

CLEAR OF THE
GROUND WHEM
MOVING.

CHROMIUM PLATED
THROUGHOQUT,

USED BY almast
every famous
British and Euro-
pean drummer
and by American
Aces such as

CHICK WEBB.

Registered Premier
design,

# HMADE FROM
THE DRUMMER'S
POINT OF VIEW
— AND BRITISH !

e 4
CONSOLE OUTFIT

® Part Exchangeand Hire Purchase Terms

from Dealers throughout the world.




Fon neal value :
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i, KITS LEAD

|
K|

fessional grade ace
chaten with expert eara |
modern dance work,

spectacular
newr low price £

prestige and 1
come from axtra
this )
mard jobs—

piated throughs
gilt edge in-
wadtment at




