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Foreword

Drumset Independence and Syncopation is a unique method that
integrates independent coordination and the use of syncopated
rhythms on the drumset. It explores the most common syncopated
rhythms found in jazz and rock and in the process serves as a vehicle
for improving coordinated independence and reading skills. It will be
most useful to the jazz drummer in playing figures typically found in
jazz, and in improvising short solo fills characteristically found in the
jazz idiom.

Obviously, the exercises contained herein merely scratch the surface of
the rhythmic possibilities. The student is encouraged to further
expand his/her horizon by making up (ad-libbing) his’/her own
exercises, as such creativity is of utmost importance to the drumset
player.

Drumset Independence and Syncopation has been written with the
assumption that the student already has a basic understanding of
musical notation. If the student is lacking in this area, it is
recommended that he/she first study from Alfred’s Beginning Drumset
Method book or one that is comparable.

A concerted effort has been made to present this material in an
interesting and musically satisfying manner. | hope you’ll find the
book to be an enjoyable experience in your pursuit of musical
excellence.

Acknowledgments

| wish to thank Joel Leach and Dave Tull for their invaluable input
and patience.



Introduction

Independence
Drumset independence refers to the player’s ability to execute
multiple rhythms involving the hands and feet in a coordinated
manner. It can be as simple as playing 4-beats on the bass drum while
“riding” on a cymbal, or as complex as playing 2, 3 or even 4 rhythmic
patterns with the hands and feet simultaneously.
Syncopation
Syncopation occurs when there is a temporary displacement of the
regular metrical accent, causing the emphasis to shift from a strong
beat to a weak beat. The concept of syncopation can be demonstrated
by using the well-known tune “Mary Had a Little Lamb.”
Here is the tune in its original form:
0 ; ; —t I | | -
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And here is the “Mary Had a Little Lamb” melody altered by
syncopation to give it a so-called “swing” feel:
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As you will hear, the melody was preserved but a more interesting
rhythm was created to give it a “swing” feel.
Notation

Ride Cymbal wiStick (R.C.)
Mounted Tom (M.T.) x

Snare Drum (5.D.) % -

Floor Tom (F. I)/J‘#T‘—I—I—r
Bass Drum (B.D.)/

Hi-Hat wiFoot (H.H.)



The Jazz Feel

The jazz drummer’s primary function is to supply time. And the single
most important thing the drummer does to supply that time is to play
what has become known as the ride rhythm on a cymbal. (This is
almost always backed up by playing the hi-hat on 2 & 4.)

Although the ride rhythm is most commonly based on a triplet feel,
the pattern used varies considerably, depending upon three factors:
tempo, style and “feel.”

The following example shows how the ride cymbal pattern might be
affected by changes in tempo.
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Fast

Tempo: Slow

NOTE TO THE TEACHER: In this book, all of the ride rhythm patterns
should be played with a triplet feel (as shown in the example below).
However, for those sections that incorporate sixteenth notes, the more
familiar dotted eighth- and sixteenth-note ride pattern may be used
in order to make the relationship between the ride rhythm and the
left hand/bass drum easier to read.

Play the following basic beat in which the cymbal plays the ride
rhythm, the bass drum plays on all four beats and the hi-hat plays on
beats 2 & 4. Be sure to add a slight accent (>) on 2 & 4. After playing
the example with the bass drum on all four beats, go back and play
the example again without the bass drum.

Example:
> 3
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*Use of the bass drum on all four beats was common in an earlier
period of jazz, but is not common when playing contemporary jazz.
For the purpose of this book, the author has written the bass drum on
all four beats as a learning device. However, once comfortable with
that technique, the student should omit the bass drum when playing
basic “time.”



How to Practice the Exercises

All of the exercises (except for snare drum and bass drum
independence studies) should first be played on the snare drum until
the rhythm becomes comfortable (as in Example #1). Next, the
student should repeat each exercise incorporating the jazz ride
rhythm with the right hand and the exercise with the left (as in
Example #2). The hi-hat should play on beats 2 & 4, and the bass
drum should be omitted.

Example #1:
| | \ | | |
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Example #2:
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In many of the exercises throughout the book, a Notational Variation
(N.V.) has been included. In each of those examples, the rhythm
sounds the same, but has been notated differently as shown in the
following examples:

Example A:
Notational Variation
e
w2
= T r 1 © I T
Example B:
| | | N |
= — e -
1 —fr T

*In the interest of clarity, time signatures have been
omitted from the top stave throughout the book.



General Practice Hints

1. Practice each exercise at a comfortable, consistent tempo.

2. Count aloud and/or clap each rhythm before playing! Don’t move
on until you can play the exercise at an equal volume and tempo
throughout.

3. Maintain a relaxed feel while playing.

4. Learn to play along with a metronome. Jazz musicians often set
their metronome to click at one-half the tempo of the tune they
have in mind, and then treat the clicks as though they are playing
on 2 & 4. This helps by emphasizing the importance of beats 2 & 4.

5. Play the syncopated rhythms as you move around the drumset. Use
your imagination by trying several variations of each exercise.

6. Lastly, experiment using rhythms which you create.
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CHAPTER 1 Independence

Lesson 1

(Quarter Notes, Quarter Rests, Half Notes and Half Rests)

In this lesson (and the lessons that follow), begin by playing each
exercise on the snare drum alone. Next, repeat the exercise, adding
the jazz ride rhythm as shown in the first two measures of Example #1.
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Lesson 8

(Quarter Notes, Eighth Notes and Sixteenth Notes)

In this section (pages 54-58), the more familiar dotted eighth- and
sixteenth-note ride pattern is used in order to make the relationship
between the ride rhythm and the left hand/bass drum easier to read.
(An alternative would be to use the triplet-feel ride rhythm, while

swinging all eighth notes.)

Remember, at a slower tempo, the correct placement of the short,
dotted note will be required. This will take considerable concentra-
tion and careful attention to the swing feel in order to make it swing.
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