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PREFACE

r '  In lhe post few yeors,  rock hos ceosed to be the i l legi t imote of fspr ing of  the
more sociol ly occeptoble forms of  music.  l t  hos become qn oulhent ic hybr id of  Blues,
Jozz, ond more recently, Gospel ond Country music. lt hos emerged unscothed from
the Shoo-bop, Shoo-bop ero q seporqte ond legi t imote music form, st i l l  in i ts in-
foncy gronted, but nevertheless, on honest form with o new direction.

Rhythmicol ly,  Rock hos odvonced by leops ond bounds. As o resul t ,  much emphosis
hos been ploced on the drummer.  This is one in q ser ies of  books ond i t  deqls wi th one
of ihe most imporlont ospects of rock drumming: RHYTHMIC IMPROVISATION.

The object of this text is to encouroge ond develop the drummer's qbil ity to creqie
ond develop his own ideos from o bosic formot. Rock music is, or should be, o form of
personol expression, There cqn be no right or wrong woys to ploy. Everything must be
reduced to ihe individuol level. There should be very few generol rules. lf something

Er.,

I

works for on individuol, then for thot porticulor drummer it is right. lf something
works for you, do it!

Wq
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few exetcises :
rhythm.

TABLE OF CONTENTS

THE ROCK FEELING: An explanation of some o{ the different "Jeels" used in rock. A
showing three basic high hat patterns, and their relationship to the overall teeling of a

THE VARIATIONS AND DEVELOPMENT OF A BASIC FIGURE: A method ot obtaining variations from
a basic figure by 1) Changing the tonal structure ot a figure 2) Changing the rhythmic structure ot a
fisure.

RHYTHMIC lI\4PROVISATION; A study into the concept of improvising rhythmically. lmprovising off
of a basic rhvthmic structure much in the manner of melodic improvisation.

CHAPTER ONE: Variations of a basic beat.

A series ot eight 8 Bar solos built from
the exercises in Chapter One.

CHAPTER TWO: Variations of a basic beat.

A series of eight I Bar solos built trom
the exercises in ChaDter Two,

CYI\4BAL VARIATIONS WITH THE RIGHT HAND: A tew exercises demonstrating the technique of vary.
ing the rhythm ot the right hand and integrating it into the overall rhythm.
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THE ROCK FEELING

Betore going any turther, an attempt must bs made at explaining how to te6l a rock rhythm.
Every drummer has his own way of feeling a tigure, but in general they all must give a rock sound.

Technical execution is not nearly as important as the leeling generated by the drumm€r. The
most prevalent feeling in the newer tunes is borrow€d trom the Black Music ol today. lt is a com-
bination ot three or four feels combining together to giv€ an overall effect.

Tempo is of utmost importance wfen discussing feeling. The figures in this book were designod
to be played no fuster than between ., : 112 to 120. As a general rul6, it would be advisabla to
play ev€ry {igure at many diff€rent tempos ranging between J: 60 and 112. ANY TIME SPENT TRY-
ING TO PLAY THESE FIGURES AT RIDICULOUS TEMPOS IS WASTED!!

(A) Except for th€ obvious differences such as shuffles and 6,/8 figures there is always an "8 to
the bar" feeling. Usually it is played with the right hand, either on the ride cymbal or on a closed high
hat. On occasion it is not so necessary to play this figure as it is to IMPLY it. As in alltypos of music,
what the band is doing will govern what you, the drummer, will play behind thsm. Whether or not you
choose to actually play the "8 to the bar", that feeling must always b€ ther€. Sometimes straight
quarter notes suit the arrangement much better but they are still felt in €ight. Don't think of iust
straighteighthnotesin4/4butotanS/St imesignature.Trycount ingL2S4S5TS,instsadof
r&2&3&4&.

-T-r: 
ffi-l

*! t* !<r<n!ara 'll

Note: Play each eighth note with an upstroke rather than a downstroke teeling. This giv€s the rhythm
a lift and emphasizes the 8/8 feel.

ll,

o Coprndt 1972 bt Mll E.r Puhlic.tioN, lic .] hhmllloial Copyitht S6cur.d .:. Pidld in U.S.A .:. tttf,tl|ib [$!rvid



THE ROCK FEEIiNG (Coni.)

(B)..Superimposed on top of (A) is a cut time or upbeat feeling. When ptayed, it is most often done
by the high hat, or on occasion, on the bass drum. Usually though it is merely insinuated.

(C) Nexl is_lhe e\/erpresent "4lo the bar" feeling. lt is most effective when played by the high hat
with the left toot, leaving the right foot andtoth hands free to ptay the re$ df tie figirre. onie agai
rt rsn t so necessary to play it as it is to IMPLY it.

iT'l-] rrxxxxxxxx. l l

l ' l . l? l r ' l l\ .1 \ \ \

(D) Last but not least, is the steady sixteenth note figure that rides on top o{ everything else. lt isn,t
n€cessarily used in every arrangement. some things sound better with an eighti notJ ride and not
th€ sixteenth figure. lt can be played by the tambourine or when the tempo and the arrangement will
allow, it can be played by the right hand. lt is most etfective when played on a closed higf, hat.
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Note: When practicing the right hand cymbal rhythm alone, counting in 8/9, (1 2 3 4 5 6 7 g) can
be o{ great help in linding the intended upstroke feeling. However, to be realistic, most rock tunes
are written in 4/4 but played with the upstroke feeling. They are not as a rule written in an 8,/8 time
signature. Therefore to avoid confusion, Jrom this point on, all figures should be counted in 4/4 (t &
2&3&4&).

The following simple exercises should help clarify what is meant by an "upbeat" teeling.

Play a steady eighth note pattern on the ride cymbal with the right hand. Then along with that
playthehighhat(wi thanicet ight"chick"sound)ontheoffbeateighthnotes.( l&2&3&4&)
Note that the high hat pattern gives almost a cut time etfect.

THE ROCK FEELING (Cont.)

Using these two cymbal patterns as a basis,

Try playing some simple 4/4 snare and

)=tz.

H.F.#
r ) / I I |1L

VVVV

bass drum figures against them.

snare, bass, and high hat patterns, only this time change
steady sixteenth notes, This gives the examples an en-
stressed enough that every exercise and figure in this text
and sixteenth note ride rhythm.

sN.
&D

H.H. l  t  f i  Y Fl  y r  l
VIVY

Repeat the above examples, using the same
the ride cymbal figure from eighth notes to
tirely new sound and feeling. lt cannot be
be played against both a steady eighth note

ffi vyvy

rffiffife--r
vt)v l
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THE ROGK FEELTNG (Cont.)

.. . . The pattern played by the H.Hat,.whether it be "2 and 4, L 2 3 4, or 1 & 2 & 3 g 4 g, is essen.
1'91 t9 tf." overalr feeling_.of the rhvthm. A.change in the H. Hai f"tt"in 

"un 
cause a marked ditfer.ence in the pulse of the figure being played on the drums.

Example #l has an upbeat Jeeling. Example #2 has a more straight ahead
''4 to the bar" feel.

ir

HT,W rffi

There are three basic patterns that can be played on the H.Hat. Thev are:

12
ffiwiTir, ffi

E"Tll_*:::"19:._l.difl:r:ll feetins to the rhythm. The ieers senerated by these different H.
11,"t*TT:fl.,:: i::1,::plf1:Ll o'. ir,"y .in uJ._o,uiil. #";;;il1dil;ft"dJ';l;:i;l2€nd^4, but prayins the ride cymbat witn tre upGit-reeii;fiilil;;ffi'd tg'lt i eiTt"jipanern.

\-

Note: lr ls IMPERATTVE THAT EAcx oNE oF THE ABovE THREE HrcH HAT PATTERNS BE pLAyED
IN CONJUNCTION WITH EVERY EXERCISE COMAINEO IN CiN}iiii Or'rE NNO rWO.



THE VARIATIONS AND DEVELOPMENT OF A BASIC FIGURE

The developing of variations lrom a simple basic beat is the Jirst and most important step to
improvising rhythmically.

Betore starting to change the figure at all, first try experimenting with the tonality of the original
pattern. That simply means trying all the different possible hand and toot combinations without chang-
ing the.original figure. Note that bv changing the hand and foot combinations of the same ritf, the
sound is changed, thus in effect,ffi

FOR EXAMPLE:

Figure #1 is the basic beat. Figure +2 is rhythmically the same as
tigure fI but with a different tona,
structure, thereby making it a slighily
different beat.

After experimenting with the tonality, the next step would be to vary the rhythmic structure
slightly. Always take care to make sure that the figure, after any changes made, will stil l maintain the
same pulse and general rhythm as the original beat. THE VARIATION MUST COMPLIMENT THE
ORIGINAL!!

FOR EXAMPLE:

Figure #l is the basic beat. Figure #3 has a slightly difterent
rhythmic structure, but stil l maintains
the same pulse as figure #1. lt compliments
instead of duplicating the original.

-L
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VARIATIoNS AND DEVELOPMENT (Cont.) 
I
i

be noted that the principle of changing the tonal structure of the basic beat can also:
the variation. Tnus making the nuirbir of variations off of any given figure very nearly'

It must
be applied to
infinite.

FOR EXAIV]PLE:

Figure #3 is the variation obtained
on the previous page by varying the
rhythmic structure of figure +1.

Figure +4 is rhythmically the same
as figure #3, but the tonality has
been changed, and thus another new
variation has been obtained.

TONALITY

The principle of changing the tonal structure is basically a very simple one. However, a brief ex
planation is in order.

As was previously stated, the tonality, as referred to in this text, is limited to the diJlerent
hand and foot combinations obtainable by the drummer. To be more specific, the combinations pos'
sible between the snare and bass drums. The high hat, cymbals, and tom-toms can also be util ized,
but at present tonality will be confined to the snare and bass drums.

EXAN4PLE: Below is a one bar figure, separated into sections, with some of the hand and foot com'
binations demonstrated.



By combining a variation from
combining (1)a with (2)b and (3)c.
(3)c and so on. lt 's easy to see that
few examples.

TONALITY (Cont.)

each sectaon, a new one bar figure is
Now combine (1)b with (2)b and (3)c,
there are many possible combinations.

formed. For example: Try
then (1)a with (2)a and
The lollowing are just a

3

It must be noted however, that not every combination of tonal and rhythmic variations are appli.
cable in every instance. Each musica

Note: See the first section ot Chapter Two for more examples o{ changing the tonal structure of a
riff.

/,-z



l f  played
able, whereas

alongside the example, variation #1 would
variation #2 has a tendency to roll with and

VARIATION #2

sound forced and feel very uncomfort.
compliment the original pattern.

/
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RHYTHMIC IMPROVISATION (Cont.)

A close examination of the newer rock tunes would reveal that the basic rhythm patterns used
in most of them could be traced back to a handtul of simple figures. The lollowing pages are an
extensive study into the variations and development of two ot the most widely used figures. Most
of the beats being played by today's drummers are variations of these patterns.

Each of these tigures can be used separately as a basic beat, or they can be connected togeth-
er to form longer more flowing rhythmic lines. It the basic one or two bar figure is constantly repeat.
ed without any variation, the elfect would be a very rigid, "boxed in" feeling. By varying the basic
beat slightly during a phrase, the rhythm has much more room to come alive and really "cook". An
excellent idea would be to follow the bass player, and to use the variations to play ofl ot his ideas.
The professional doesn't need to be told, but a good general rule for the student would be to..ALWAYS LISTEN TO THE BASS PLAYER''.

The following is an example of how to connect some of the variations together to lorm a longer
more flowing phrase, giving a more linear effect while all the while maintaining the same rhythmic
pulse as generated by the original beat.

BASIC BEAT:

fTr- fT'.l

Note: Once the concept itself
to develop his own variations
objective.

is thoroughly understood, the individual
and to mold them to his own oarticular

drummer will find it very easy
style. That being the primary



CHAPTERS ONE AND TWO
MUST BE STUDIED SIMULTANEOUSLYII

In order to obtain maximum ben€fit {rom this toxt, chapters one and two must be studied sim,
ultaneously. Practicing one or two pages at a time from each chapter would achiev€ by lar, the bost
results. This text is not a technical exercise and it is not necessary to finish chapter one before start-
ing chapter two. No constructive purpose would be served by studying them separately.

IT IS IMPERATIVE THAT EVERY VARIATION IS PLAYED TWICE ! ONCE WITH A STEADY EIGHTH
NOTE PATTERN ON THE RIGHT HAND, THEN AGAIN WITH A STEADY SIXTEENTH NOTE PATTERN
ON THE RIGHT HAND.

FOR EXAMPLE:

lST X 2ND X
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_. As was.previolsly stated, the primary objective of this text is to show the development and some
ot the variations of two ot the most used figures in rock drumming. chapter one is i stuay into wrrai
could possibly be the oldest "fat-back" beat in rock.

When rock finally broke away from the original drum beat ol

CHAPTER I

BASIC FIGURE:

it evolved into a Dattern that

could be described as the basis tor the majority of drum beats being played by the rock drummers of
today.

This basic pattern quickly

pro€ressed. onto the more .sophisticated variations described in this text. ln the newer arrangements
thrs tigure is seldom used in its basic forri. However, its variations are among the most pray;d beats
in rock.
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tTi-l iT-l

|Tr- ITI-1

r-T--r-1 iT-l

r-1 r-T---l

|Tn rr-l
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ffi-']

The following are a lew eight bar solos
improvising rhythmically. Most of the figures
They are connected together in solos in an
turned into a longer phrase,

CHAPTER I
PART I I

designed to demonstrate, in
used are the variations shown
effort to show how a one or

practice, the theory of
in parts one and two.

two bar figure can be



. 8 BAR SOLOS . BASIC BEAT:
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CHAPTER I I

BASIC FIGURE:

The figure represented in Chapter Two is perhaps a little more up to date than the tigure in
Chapter One. lt is used quite trequently in modern rock arrangements.

The variations shown here are by no means the only ones. They are merely samples chosen at
random. The number of variations possible trom a basic pattern are almost intinite. The student must
be encouraged to develop his own variations.

ALL FIGURES ARE TO BE PLAYED AGAINST AN EIGHTH NOTE AND A SIXTEENTH NOTE RIDE!

l
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CHAPTER I I
PART I I I

RHYTHMIC IMPROVISATION

The following arc a lew
improvising rhythmically. Most
They are connected together
turned into a longer phrase. 4,

eight bar solos designed
of the figures used are

to demonstrate, in
the variations shown
snow now a one or

practice, the theory ol
in parts one and two.

two bar ligure can bein solos in an effort to
8, 12 bars, etc.

The solos as they are, are playable. However, in an actual musical situation, the solos would
probably be played much looser and would not stick quite as close to the basic beat. How close to
the basic figure the drummer stays depends largely on the musical situation.

ABOVE ALL ELSE, MUSICIANSHIP AND TASTE IV]UST BE EIMPHASIZED!

TECHNIQUE IS ALWAYS SECONDARY TO MUSICIANSHIP.

Note: Once again it must be emphasized that all the solos must be played with both an eighth note
and a sixteenth note ride on he right hand. The sixteenth note ride gives an entirely different leeling
and sound than does the eighth note ride. For this reason they both must be used.



. 8 BAR SOLOS - BASIC BEAT:
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CYMBAL VARIATIONS WITH THE RIGHT HAND

The tirst step to cymbal variations is to change the sound of the ride pattern without actually
changing the rhythmic iigure. This applies mainly to when the right hand is being played on a closed
high hat, a practice that is used quite frequently in rock drumming.

Changing the sound can be accomplished quite simply by opening the high hat cymbals slightly
for a shori ti ire and then closing them again. When the high hat cymbals are struck in a slightly
open position they ring a little,;nd in contrast to the normal staccato eJtect of a closed H.Hat,
they tend to give a much broader sound, almost changing the duration of the notes.

Note; X denotes a closed H.Hat.

FOR EXAI\4PLE:

PLAYED AS:

O denotes an open H. Hat.

HEARD AS:

r-i I r--r-'r-1H.H. "-*TTJ "n *T*rl

Notice that when the second two eighth notes of the bar (2 & ) in the above example, are played
with the H.Hat cymbals slightly open it sounds almost as though they were a quarter note held into
the third beat of the bar.

Because ofthe broader sound produced, this practice can be very use{ul in "re'enforcing" ac-
cents played on either the snare or the bass drum. For example, i{ the H.Hat is opened slightly on
the second andlor fourlh beats of the bar, along with the usual snare accent a much "heavier", more
definite feeling is obtained. lt would not be advisable to use this device on every accent (EG: Every
2nd and 4th beat of the bar for the entire tune) however, when used occasionally and with taste it
can be quite e{fective.

H.H
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CYMBAL VARIATIONS WITH THE RIGHT HAND (Cont.)

By keeping the H.Hat cymbals-open for only one instead of two eighth notes, a shorter, much dif-
ferent effect is achieved. This practice is most effective when played on the off.beat eighth notes (1&
2 & 3 & 4 &). Definitely not all of these notes, but only when they are in a position so as to make
some kind of musical sense.

These shorter little accents have a tendency to lead into something else, thereby making them
very handy to use at the end of a phrase. (1 bar,2 bar,4, 8, etc.)

FOR EXAMPLE: By placing one of these cymbal ligures at the end of a two bar phrase it tends to
give the eftect of tinishing off the one phrase and either leading into a new one or into a repeat of the
olo one.

They also come in quite
beats of the bar. Once again,

EG:

handy in setting up accents, such as the usual ones on
if used to excess they will lose their effectiveness.

the 2nd and 4th

I
I
I
L



THE FEW HIGH HAT ACCENTS DESCRIBED ON THE PREVIOUS PAGES CAN BE AND SHOULD
BE APPLIED TO ALL THE EXERCISES AND FIGURES CONTAINED IN THIS TEXT.

By merely varying the sound of the high hat slightly' the {eeling and sound of a figure can be
cfranged subsiantii l ly. This can add a little variety, and much musical colour and flavouring to
your drumming. For the best possible effect, these accents should be applied with taste

CYMBAL VARIATIONS WITH THE RIGHT HAND (CONt.)

The {ollowing are a few figures taken jrom Chapters one and Two, with the high hat accents

added to them.

Note: For the following exercises the cymbal rhythm, unless marked
closed high hat. Only the notes so marked are to be played on
mediately lollowing an open note is marked with an X it must be

oo

with an O, wil l be played on a
an open H.Hat. lf the note im-
played closed.

,.l-;EG: Bolh notes p,uy"o op"n. *l Second note played closed.
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CYMBAL VARIATIONS WITH THE RIGHT HAND (Cont.)

l\4uch care must be taken, when using changing rhythm patterns with the right hand, to ensure
that,the pulse and feeling oJ the original rhythm is not disturbed. More so than with any other device
in this text, there is a time and place {or changing the ride rhythm. care should be taken to make
sure the rhythm doesn't get too busy.

The lollowing are a {ew examples of some of the figures that can be obtained by changing the
rhythmic structure of the right hand. Most ol these ligures 9an be played on either the RIDE
CYN4BAL, THE BELL OF THE RIDE CYMBAL, OR THE CLOSED HIGH HAT. It a figure is more suitable
to a closed high hat than the bell ol the ride cymbal, etc , it will be indicated beside the figure'

Note: lvlost of the figures are marked to be played on the H.Hat (o'x ), Play them
eliminate the o and x markings and repeat the exercises on the ride cymbal and

on the H.Hat, then
on the bell.

1

I



-t

79

CYMBAL VARIATIONS WITH THE RIGHT HAND (Cont.)

* These exerciscs orc especiol ly ef fect ive when ployed on the high hor
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PERCUSSION BOOKS
Anthology of Rock Drummjng

Teny Gibbs' Method (Vlbes, Xytophone & Marimba)
Drum Set Unlimited

Drumme/s Cookbook
Studio Jazz Cookbook

Stage Band Drummefs Guide
Drum ;nprovising Studles

-DrurrrFln, Duets
Drum Method Vol. 1 (Snare)

Drum Method Vol. 2 (Drum Set)
Drum Set Tunea

Drum Polyrhythms
Fun with Drums

Jazz and Rock Beats for th6 New Drumm€r
Killer Fillers tor Drum Set

Melodic Solo EncounteG for Drum Sct
Progresslve Steps to Drum Freedom

12 Etudes for Snare Drum
18 RudimentalSnare Drum Duets

Fusion Drumming
Snare Drum Pocketbook

Snare Drum Primer
Syncopated Rhythms for th€ Contemporary Drummer
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