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Using the rudiments to build...
» Solid hand & foot technique

* A strong sense of time

* Independence

by Jeremy Larochelle
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I have been a drummer my entire life. As a small child 1
used to take out my mothers pots and pans and blast
away with a couple of spoons. My father used
drumming as a tool to give our family a few extras in life.
I always witnessed such joy in his face when he played.
That probably best explains why I chose the drums as my
instrument in the school band.

I remained in the school concert and marching band
throughout high school and received the “Musicians
Award of Merit” for excellence in the subject. After high
school I attended the famous Berklee College of Music
in Boston Massachusetts. It was in those halls that I
witnessed music being pushed to the next level
Students and teachers alike were diving deep into the
study of their craft, continually pushing to develop
themselves as players and shape the scope of music as a
whole. Unfortunately my studies were cut short as
family problems arose and my financial resources dried.
I vowed one day I would return to that great institution
and this book is a piece of that journey.

I have earned my credits on the streets playing within
any musical situation I can encounter. It is not
uncommon for me to be playing bop jazz on one night,
straight blues another, big band on Sunday and classic
rock on the weekends. I have toured relentlessly in
fifteen passenger vans, gotten sea sick on major cruise
lines while keeping time for Broadway shows, and acted
as an urgent fill-in for my share of theater gigs, but I am
not a rock superstar. You won’t find my name backing
up the music businesses next great superstar. [ am a
normal guy, who happens to make his living playing the
drums, and if you would like to do the same you are
going to need the proper tools to handle what will be
thrown at you.

Jeremy Larochelle

“Rudimental Technique and Analysis” is how I laid
the ground work for a professional career as a
drummer and musician. Using the rudiments I have
created a number of exercises that develop both hand
and foot technique. When the metronome or click
track is added each rudiment can be played in a
variety of ways helping the student work on their
internal clock and sense of time, a vital aspect for all
drummers who want to get paid for their work. Later
on we will use our rudiments to create interesting
lead-ins, fills, grooves and solos. Finally we will
explore how to use the rudiments to create limb
dependence and independence a must for any
drummer with the desire to play Latin, Swing or
Broadway/Theater music.

I chose the rudiments because they are easy to
remember. That enables me to practice consistently
without anything written to remind me what to do
next. This allowed me to practice at any time and
anywhere and all I needed was a pair of sticks,
metronome and something to hit.

When I started analyzing the rudiments for this book
I stumbled across another plus of using them in
practice. The rudiments cover virtually any sticking
pattern we can create. If you break apart any great
solo, groove or fill chances are you will find it is
rudiment based, much like the major scale for
melodic players, the rudiments are the primary
building blocks for any great drummer.




What you will need...

For the first part of the book you will not need a drumset
but you will need a pair of sticks (please refer to the section
on grip for ideas on what kind you should buy). You will
also need a metronome. Many music stores have a variety
that range in price from $10 to $100.00. The $10
metronome will work just fine. You will also need a watch
with a second hand that works and a practice pad or down
pillow (which we will discuss later) and something to sit
on, preferably a drum stool.

Practice time...

[ strongly suggest that you try to find a consistent time to
practice every day. Set aside at least 30 minutes to work
through the exercises. The key is to allow yourself thirty
minutes every day as opposed to an hour or two every
three days. Try to practice at least five times a week if you
want to see solid progress. Ihave been playing for over 18 years and I still set aside a half hour
every day to go through my basic rudiments with my hands and another half hour to work my feet.

Keep it fun...

Playing the drums should always be fun. Itis arelease of stress and shouldn’t create any. If your
practice session becomes boring then stop and find something else to do and return later when
you are in a different state of mind. For centuries the drum has been the focal point of
celebrations and festivals, so every time you pick up those sticks, do it to have fun!

If it hurts...

If you feel nagging pain at any time during or after your rehearsal stop and seek the advice of a
physician. You will experience some pain in the beginning as the small muscles in your hands
and wrists are not used to such a work-out, but those pains should subside with daily practice.
Consistent pain should always be discussed with your doctor.

Rudimental Technique and Analysis




ng the sticks m—

Properly holding the drumsticks will be our first objective. There are three basic grips that a drummer can choose
from. From the early days of field corps drumming into big band, swing and jazz the predominant grip was the
traditional grip. When jazz merged with blues and formed rock more power was needed from the drummer to match
the sound of the electric guitar, amplified bass and vocals; this was found in the matched grip. When even more power
is needed the drummer can convert his matched grip into the timpani grip by simply sliding his thumb on top of the
stick; a technique borrowed from the masterful techniques of the concert percussionist. All three techniques have
there own advantages and disadvantages, none are a better choice for the student. In the end it is the grip you feel
most comfortable using.

Matched Grip >
In Matched grip you grip the stick with your hand on top.

Your thumb should grip the side of the stick keeping it in

the curve of your fingers. Use your wrist to move the stick

up and down and your fingers and thumb to help guide the

stick and control the rebound by tightening-up to slow the

bounce or loosening to increase it.

Timpani Grip s
In Timpani Grip you start by gripping the stick the same as
Matched Grip, then roll your hand so your palm is on the
side of the stick and your thumb is on top. The stick will
come to rest in the curve of your fingers, again use your
wrist to move the stick up and down and your fingers and
thumb to guide and control the rebound of the stick.

Traditional Grip >
Hold your hand out with your palm-up, but at a slight mward
angle. Act as though you are lightly gripping a tennis ball.
Rest your stick on top of your ring finger with your middle
and index fingers on the back of the stick, and your thumb
on top. Roll your wrist inward to move the stick up and
down. Control the sticks movement and bounce with your
fingers.

Rudimental Technique and Analysis



Part One

ding the S t i C]’.‘:S (continued)

Matched & Timpani Stroke
Sit upright with good posture as though your are sitting in
a chair with arm rests. Hold your stick with either your
Matched or Timpani Grip placing the tip on the center of
a drum or practice pad. Raise your stick up with just your
forearms while keeping your wrist relaxed. When your
hands are just below your lower chest allow your
forearms to fall. Slightly stiffen your wrist as you come
down aiding your fingers to strike the center of the drum.
Allow the stick to bounce. Control that bounce by
tightening-up your grip for fewer bounces and loosening
it for more. It is important that you stay relaxed and allow
the stick to do most of the work.

v

Traditional Grip Stroke >
Again sit upright with good posture as though your are in a
chair with arm rests. Hold your stick with your Timpani
Grip and place the stick’s tip on the center of a drum or pad.
Keep your wrist relaxed as you raise your stick with your
forearm. In this grip roll the wrist and hand forward and
inward as you strike the drum. Control the bounce by
tightening your grip.

"In this grip and stroke your opposite hand is in Matched or
Timpani position.

Final Words On
Holding Your Sticks

I'would suggest that in the early stages of your development you find a qualified teacher whom can analyze your
grip, stroke and posture. These are the building blocks to your development and it is wise to make sure your
Joundation is as solid as possible. Many times students have difficulty executing a pattern or rudiment because
their technique is poor. There are many qualified teachers throughout the United States and I am sure there is
someone in your hometown. Ask musicians you know, other instrument instructors, schools, local music stores
or even community centers and you are bound to find someone who is willing to help you start your playing on
the right foot and hand.

a0

Rudimental Technique and Analysis




After developing your stick technique, the next item on our list of developing a solid foundation for playing is
posture. So grab a drum stool or chair and let’s get started. Proper posture allows the musician to play in a relaxed

and efficient manner allowing the arms; forearms, wrists, hands, legs and
feet to fall comfortably into position, but proper posture also plays a vital
role towards your overall health while playing.

The drum set player is the most physically challenged of all musicians.
We use our hands, arms, legs and feet constantly throughout a
performance. During a gig we must turn from right to left and left to right
to move around the kit, and when we are in the groove we tend to bounce
up and down. All of these movements place a great amount of pressure on
the lower back and shoulders. Proper posture reduces this strain and will
help eliminate any pain that may arise in your drumming future.

Proper posture boils down to one very important thing, sit upright, tall
and proud. Ifyou are sitting upright your arms from the shoulders to the
elbows should fall straight down following your upper torso. Your elbows
to the wrists will sit comfortably at a 90 degree angle. When using
matched or timpani grip your hands will bend slightly in so your stick tips
fall onto the center of the drum, pad or pillow. In traditional grip your left
hand will be facing upward and your stick will fall to the center of the
drum. Your arms should not be sticking out too far from the body. Sit tall
and proud but be relaxed and loose. Be confident, you drive the band!

As for your feet your thighs should sit perpendicular to the body on a slight
downward angle. Your lower legs should be slightly angled away from
your body (see picture below). If your back is straight your legs will
properly fall into this position to support your body.

*Note: Even if you are not using drum pedals yet make it a habit to
always sit with your feet in front of you in proper position. This will help
keep your upper torso in place and make your playing more comfortable.

Rudimental Technique and Analysis

Proper posture on the kit.
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Most drummers don’t, won’t or can’t read music anditisa  book I will explain things in phrases e
shame. Reading music does so much for you. First it such as “1 beat per quarter note”. If you
officially makes you a musician, and as adrummer that’san  don’t know what a quarter note is you will
important thing. Second it allows you to try new ideas and  have some difficulty. Read this page and you will do
concepts because the pros who can read also write theirown  just fine.
music to help share their ideas. Third it gives you more
opportunities for work. Being able to read music allows If you want to be a serious drummer I encourage you
you to seek out work in theaters, big-bands, show bands, to learn to read music. You will develop at an amazing
cruise ships and professional studios. pace. The next book in my series will cover the
concept of reading in great detail. Fornow find a good
For the purpose of this book I am going to present you teacher or get a hold of “Drum Method for Band &
with the basics. When we get to the rudiments they willbe  Orchestra” by Haskell W. Harr. This is the best
written out with the stickings “RLRR” (right, left, right, explanation of drum notation I have found and is an
right) and they will also be written musically so you can  excellent resource to begin your reading journey.
see how they look in their proper formﬁat. Throughout this

— = 7k . s - — . R i T

o ot

; THE STAFF |

I:I Indicates “Drum Cleff’: Written for drum set
C’“"C)"“b"'mde Cymbal g Hat “Closed” Q“Open"
P i
I

I
7~ ONE MEASURE- — I I

End

N

FRbE—

\]
R

1 ] 1
ic] 1

I
o

1
1 1
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Hi Hat Pedal “Closed”  Open™® |'S Kick

i Indicates “4/4 time": Four beats per measure. Each beat is 1/4 or a quarter note.
Can also be C for “Common Time"”
This is your time signature. Other examples include 3/4, 2/4 & 6/8.

One Two Three Four One & Two& Threed& Four& OneE&A 2 E &A3 E& A4 E & A le & e &e & a de&e&eka
T "‘.‘JJ'TT"JJ:{‘IIIJJJ T s st inRote

“Quarter Note” “Eighth Note” “Slxtcenth Note” “’l'hmy-second Note”
1 Beat is 1/4 of the measure 1 Beat is 1/8 of the measure 1 Beat is 1/16 of the measure I Beat is 1/32 of the measure
It takes 4 notes to complete a It takes 8 notes to complete a It takes 16 notes to complete a It takes 32 notes to complete a
measure in 4/4 time. measure in 4/4 time. measure in 4/4 time. measure in 4/4 time.
T T 1
A err—or—1+ = ——> = - — |
1 i i T 1
haml, . 2 | ) | | 1 ] |
“Triplet” “Whole Note” “Half Note” “Whole Rest” “Half Rest”
1 Beat is 1/3 of the measure. I beat of four per measure 2 beat of f 2 per measure Don't play for Dont play for half
Or As a drummer you As a drummer you the entire measure. the measure.
3 Beats over the typically roll for the measure. roll twice for the measure.
place of 2.
2 s 7 i 7 5 L <
“Quarter Rest” “Eighth Rest” “Sixteenth Rest” “Thirty Second Rest” “Tied Rest”
Don t play for one beat 1 rest is 1/8 of the measure 1 restis 1/16 1 restis 1/32 Total rest equals
in 4/4 time. in 4/4 time. of the measure of the measure sum of the beats rested.
in 4/4 time. in 4/4 time. This example 3.
e~ T
= 3 T —— T s 1 P ) .
E : : 1 : 1 e- - ] []
“Tied Note” “Doted Note” “Doted Rest” “Repeat” “Repeat”
When notes are 1 beat plus half the 1 beat plus half the Repeat previous Repeat what is in between
tied you hold them the value of the beat. value of the beat. measure. these two bars.
sum of their beats. This example 3 beats. This example 1 and 1/8 rests.

This one is 3 beats. Rudimental Technique and Analys:.s
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4EPHONE METRONOME MA-30

Why a metronome?

Understanding how to use the metronome is a must
for any serious drummer. When properly used
during practice it will help you to build a sense of
solid and consistent time, the number one thing
required of a drummer in any type of musical
situation. Ina live playing situation the drummer is
the metronome for the entire band, so it is essential
that we are able to create a sense of solid time.

In practice the metronome can also be used as a
gauge to see how your skills are developing. When
we begin working on our rudiments we will start at
a slower tempo, say 80bpm* and work through
them until we have mastered all 26 rudiments then
we will start over at a faster tempo, say 110bpm.
This gradual process will continue until you are at
220bpm. Using a metronome will keep you honest
and is the only way to master this process.

ON/OFF

- TEMPO~
BEAT - TAP

SOUND
[NOTE
CALIB

MUTE

A

X X

How do I use this thlng‘?i
The metronome is a very powerful tool and
depending on what type you have (there are

many options). I use the one pictured above, a
Korg MA- 30. On this model you can set the click
to a variety of options from 1 click per beat to
triplets and even dotted eighths. For my rudimental
practice I set The beat to “1” so I get one beat per
quarter note. When I first started working through
the rudiments I set the tempo at 80 beats per minute.

It is important to note that when a drummer starts to
practice with a metronome they will begin to
develop their own personal style, some will play on
the click, some behind and others ahead. Make
sure you can hear the click and what you are playing
is rhythmical to the “click...click...click...click...”
of the metronome. When we begin our section on
analyzing the rudiments I will show you how I
divide the rudiment to the click of the metronome.




your—’ watch s

A clock or watch is an important part of this method. When
you begin work on the rudiments you will play each one for
exactly one minute. Without a watch that one minute could
end up being ten seconds or four minutes. By keeping each
rudiment at a set time we allow ourselves enough time to
develop the sticking, bounce and groove of the technique at
hand. Asetlength oftime also allows the muscles in the hand
to “memorize” the movements they are making.

Your wristwatch serves another cool function. You can turn it
into a metronome. If your watch has a second hand than each
time it clicks at 60 beats per minute, double that and you are at
the average rock/pop tempo of 120 beats per minute. Thisisa
great back-up in case you are at a gig or rehearsal and there is
a question with the tempo. For “The Rudimental Method”
you should use both a watch and a metronome.

Part Three “Preparation for the Rudimental Method”

The Down Pillow Method s

When I began this method I sought the advice from one of the
great masters of our craft Billy Cobham. Mr. Cobham is a
jazz and fusion pioneer who sought out and captured amazing
technique that has propelled him from professional drummer
to musical innovator. I suggest any serious student find out
more about him and his contributions to the drumming
community.

One of Mr. Cobham’s suggestions was to take away my
practice pad and replace it with a down pillow or any pillow
that provides no rebound for the sticks. The goal is to get
your hands, wrists and fingers to control an manipulate the
bounce of the stick. The next time you return to the kit and do L T :
have the added rebound from the drums you will be able to Practicing using the Down Pillow Method.
better control that bounce giving, you great speed, dynamic
range and technical ability.

I have adopted this method as my daily practice
routine for a number of reasons. It is a method I can
do pretty much anywhere because it doesn’t take a
lot of materials or space and it is very quiet. I can
actually feel the workout in my hands and wrists
and I see the results every time I play my kit. In my
travels I have found that many of the top pros use it
for the same reasons, so give it a try and see why!

It is quite simple to set up. I usually sit on my couch put the
pillow on a coffee table set the metronome, watch some
television and work through my rudiments. Itisanice way to
unwind from a long day.

I added more resistance to my hands, fingers and wrists by
trading in my pair of 5A drumsticks for a hefty corps
marching set. Now when I sit at a kit with a pair of 5A’s |
really feel in control of the stick

Rudimental Technique and Analysis



So you found a metronome and a watch You grabbed your oldest pilluw and a new
pair of sticks. You feel confident in your technigue and your posture is perfect.
You are ready to begin "The Rudimental Method". On the next pages I will present you
with the Basic 26 Snare Drum Rudiments. Each rudiment will be written out musically and
with the proper sticking patterns. I have also analyzed each rudiment for you giving you
the section were the click will fall to create a nice feel. I suggest you start each one at a

very slow tempo, say 80 bpm, and work through all 26 until you are confident you understand each
one. When you feel "ready” increase the metronome by 20bpm, in this case you would be at 100
bpm. If it feels too difficult slow down by 1Obpm, in this case 90bpm, and work from there. Be
somevwhat critical of yourself and make sure your technique can handle a slower tempo before you

speed up.
(21, The Paradiddle
> >Played > > IS > TS 1S s
JI‘-:l" FI’I’I’ IP {' i'F }' =P I’{' {'lﬂf}" {’l’l’l’ FPFFyF Fogp ppopy grpp
Sticking L l; L I_. p L R !l LRLL I!I.I__!R LRLL RLRR LRLL RLRR
o W e rrrr:r e
T TR £00-208bpm _______-_____-__,.
- -
gy i o~ ~ -

Discipline

Discipline will be your best ally as you develop your
technique. It is going to take patience, hard work and of
course time for you to develop. As a society we demand
things now, but building proper technique is not a “now”
process. If you take the time now to build solid proper
technique it will make any groove, fill, solo or style easier
to comprehend and execute in your drumming future.

I have always compared my study of drumming with my
childhood in the martial arts. In karate you work through
the same basic katas every single day. Even if you are a
black belt you still must do the first kata you learned as a
novice student. You never stop working through the
basics. In drumming the rudiments are like those katas.
They are simple routines that encompass virtually any
movement you will need to make to create any groove, In time working with these techniques your
any fill or any solo. The rudiments are the buildingblocks ~ subconscious will begin to take over and you will
for drumming as the katas are for karate. notice new and interesting ideas popping up in your

playing. Difficult grooves or fills you had trouble with
As akarate student you do these movements overandover ~ Will seem simpler. This is because your body fully
again until they get lodged in your brain. Any personwho  comprehends the technique and can act on your brains’
has seen “The Karate Kid” will remember Mr Miagi  impulse without resistance. These rudiments will
making Daniel-san “paint the fence”. A repetitive  openaworld of opportunity for you, butitis up to you,
technique that overtime enables Daniel-san to block his  the student, to be disciplined and take the time each
opponents attacks without thinking, day to work through them.

Mr. Miagi & Danielson

Rudimental Technique and Analysis
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iimental Method

Work through each rudiment for one minute.

Name & Number of Rudiment Build up of Rudiment.

~— Each One is in 4/4 Time unless otherwise noted. ..., .
2.) The 5 Stroke Roll

i All rolls are written without a time signature.
One Rudiment

> : ‘

]' 1 ) 1 1 ]

- - - - | = - g - | o -
Sticking LLRRL RRLLR LLRRL RRLLR LLRRL

II.CkE e SR R I3 I L2 e A b P S SRR A e

ek R M s ST R
i i T | 120-208bpm, ;- Suggested Metronome Setting. L
{1 sSticki : :
i 7k -a!:ﬁingt Hand . ; E ; Box dictates
H "L*=Left Hand . ) "Actual Speed”
i}lick Th:fwilii;tggd:';;:{.on of all rolls.
(Set Beat o *0" and tampo to desired beats per mirte) in time. e

e e ’f“ ,—-—’—‘*~ =8 U J-—‘"-' Ll e !

@ Listen to the lessons on the included cd.

1.) The Long Roll

Played -
fg = O i A o o i o o o s o o s i
= - - e gy e gy S ) —— — —— [ — — i — — — [ — — —|
Sticking |. L R R I.L RRLL ERR IE.LRREI.LRRIE.LRR!.LRR

et
T Rl S S :

2.) The 5 Stroke Roll

‘:‘4 > F PP . : - . 1 5
Sticking FLRRL . RRLLR . LLRRL . RRLLR . LLRRL G- RRLLE
Chek L R S i o ol ]

T TR £ 00-208pm Click 1

60-120pm
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3.) The 7 Stroke Roll

Played .__. .
1 ¥ T - - %
Sticking LLRRLLR  RRLLRRL  LLRRLLR I_.LRI!LI.R/
Click '

VUL I i s, e
T T [ 00-208bpm Click 1

60-120bpm
!Awe“m*ﬁ- s that you trike the drum slightly
e veooprrrrrre prrr prre—
] 1 E 1 ] 1 1 | | | 1 | 1 | 1 1 1 | 1 1 { {

Sticking rRL R el (R rL tR rL tR =rL 'R rL 'R rL tR rL 1R =rL (R rL (R
Click | ] T — - 5 '
Frarrer roror rr rr
....... 3
Played
> > I > > > > > > >
5 ?’—,—'—r :
= 1 I I E— —— ) ——— — — —— — . — . —
Sticking a_Ll_zl. tRL R ®LRL RLR sLRLWRLRGsRLWRLR
yY 0000 IEEPRENEEE NS 5§ . ) =
e | rrrrrrrArrr —t—
| wRimEN IR 120bpm
Played ..
> > > > > > ™ > >
—I=I=H_I=I=HE% S S I S O ===|_l===|_l===|_l===l_
Sticking LRLL (RLRR sLRLLWRLRR sLRLLIRLRR sLRLLIRLRR

Click 8 e TR
—— W 60-12000m 4
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3
i @ Listen to the lessons on the included cd.
7.) The Flamacue
Played ) § §
> > > > > > | > > > > > >| > >
_:_4 1 11 1 |r!I 1 Ii ] Ii 1 T_ﬁl_g I I Ig i : = I i '3 | I | |r1I L. 1 1 1 IriI [

T I
1 1 1 |
Sticking I-RLRI- l-_R : H:I- R LRR'— RLRLR:L ; :.FL:RLELR; n:l.Rl.Rl;I. l;RLRLl;R

e

=w, | ;|"~>
H4 “lF Tt t—T1T1= i i i 1 I I—  —  —

Stickmg R r L R OR .|. I.I.R mil. uR ml. ule. u.le. u:le. |.|.|:2|m|.

10.) The Double Drag

| I 1 i 1
r LR tt Rt vt RL uRuR L reL L R wRuR L welrel R

'H-4 1 I |
Sticking

100-208bpm E




Bﬁﬂt Four

@ Listen to the lessons on the included cd.

For time signatures other than 4/4 you can either set your click to the top number or continue
using 4 beats per measure. When practicing the Double Paradiddle in 4/4 time you will land
on the one of your click every five Double Paradiddles. This is called a pollyrhythm.

" Played '— —— o s
rrr TS Lt reerer-srerrrr
Sﬁdﬁhg‘*é:;;;;;_ ki&iké 1k1hii_ kiéi&& 1k1hi£ RLRLRR
A iy iy g P 6 P :
Click. | Rt o oo peppot FT”T """ T“FT‘ """"" 8T T T
100-208bpm ; _ A

12.) The Single Ratamacue

; Played T e T a wT m z . .

—ferr——— OGP PP P P PP [ UPFPP OPFFF CPPPF GPPFP

== | | I | | | L1 | | | | | == ==
Sticking nl_! LRL nl. R L R uRLRL nI.RI.R LtRLRL reLRLR
Click rrrr rrrr r i r r ¥/ E—

T, (002035 60-1200pm A

| 13.) The Triple Ratamacue
— Played3 _ 3 \ ,

0 7 VerdrrP Py x
StiCking nR LLR |.|._R|.R L reL m_il. m_:l. RL R uRnR |.|._R|.R|. n_l. rel nnl. I.R
Chek' P A R r ““““““““

T Y (00-208bpm e 801200

Played
i EEr rrrrrrrrrrrrees
i‘% I N N N B === N == N == I, /
Sticking LRLR LRLRLRLR LRLRLRLRLRLRLRLR LRLR LRLR
Click N . | | |
“ oL N A M /
I TR, /00-208bpm

60-120bpm




Rudimental Method

Listen to the lessons on the included cd.

15.) The Nine Stroke Roll

-:-4 JJJIJJJI_;
'=_4 F IlllllllI} IIIIIIIII} IIIIIIIII} ::;-:::==
Sticking I.I.RRI.I.RRI. RRLLRRI.I.R I.I.RRI.I.RRI. |.|.RR|.|.RRI.
L )/ S T e e S e Sy S
F’TTTFFTTTF‘"TFTFF“F F’
TN T /00-208bpm
60-120bpm
16.) The Ten Stroke Roll
>> Played >> >>T >> >> |
ﬁgﬁ PP PP PP PPPP PPPPPPPPPP PR PP PPRPP PPPPPPPPPP | -
E o e B :
Sticking !.L!!RLLRR!.L RRLLRRLLRR LLRRLLRRLL LLRRLLRRLL

Click A rrrrrrrrrrmvf‘ r/
BT [00-2085pm i E

17.) The Eleven Stroke Roll

60-120bpm

Played >
4 = PPPPPPPPPPPPPPPPPPI
H— CEECEEP PP LEEE LR LEELPEELESS
Sticking llRRI.lRRLI.R RRI.lRR.I.l!RR;L llRRI.lRRLI.R !.I.RRI.I.I!R!.I.R

Gl 08 o o L - 1
m 100-208bpm Click 1 2

60-120bpm

18.) The Thirteen Stroke Roll

Played ST ST
74 P"—\ PP PP PPl Py PP PPPPPPPPPPy

=4 £ e e e
Sticking LLRRLLRRLLRRL RRLLRRLLRRLLR

ANRALAmm MERTRSY
LT /00-208bpm Click 1 2

60-120bpm

Rudimental Technique and Analysis



(BerRudimental Method

e
——

@ Listen to the lessons on the included cd.
19.) The Fifteen Stroke Roll

Played K R
ﬂ_4 Py PPPPPpppopopoppap  gPpPppppoppppppp .,y
4 £ R
Sticking LLRRLLRRLLRRLLR RRLLRRLLRRLLRRL LLRRLLRRLLRRLLF
Click -

AR S
T  100-208bpm ick 1 3

20.) The Flam Tap

60-120bpm

Played B : - : - : =
> > > > > i > I > i > i > | > >

oy rosrororaorpripgrprpror
H ] ] 1 | L | L | L 1 1 ]

Sticking I.RI.I!I.R Ll?lu!.R LRI.aEI.RLR:I.aI. RnI.IR R L

ety

> )Playedl > > .|-> > > > >
4 FPFPp F PP [ PP FPFPpP [ [ PP PPpF [
HA—H e o e e = = = L
Sticking L R I. L RLRR !.R“. RLRR LRLL RLRR !.RLL :RLRR

ek - T

S JPlayed rs N _—

e i e e e R e e SR S e A S a e e R S A=
Stickin L RRLRLL R LLRLRR LreLRLL R uRLRR
Click : “____3_____ E“_______;____ 5__" _5_____ 5___“_.“ | 5”_ '

[ N o o FT M T

TR /00-208bpm el o




PdgtFour
Thé rRudimental Method

/|
%ﬁ “”*:lg:_ gt

@ Listen to the lessons on the included cd.
23.) The Double Drag Paradiddle
— >Played To . Ts
— P PP PP P PHPIIP PP PP I
H4— .- 34+ttt i ettt —— bt
Sticking Lnnl.nsl.Rl.L RLLRU.RI.RR Lml.nsl.Rl.L RLLRuRLRR
Click R T T F] |
IV Y (00-208bpm e Ul o A
24.) The Flam Paradiddle Diddle
Played _ ~ -
= > i > > | >
Yrrerer g rrerr gy prrrery
T S T | r T 4 1 1T 1T 1T 1 11 | S N N | | N . |
Sticking LRI.RRI.LnI_.RI.LRR LRLRRI.I.I nI.RI.I.RR_
Click R - L BN . |
rrrrrrrr I‘I‘I‘I‘I‘AI‘I‘I‘
I 00-2085pm
25.) Lesson 25
= = > Played > > | > o> > > >
:j E | I | | 1 | 1 1 | 1 == (D | | I='.l_I' HEE Her f HEE
= b | | ] | — | 1 ] | - |
Sttckmg I.I.RI. R RRLR L mI.RI.LLRI.R

mLRL wRLR =mLRL wRLR

LIORSURBAIS e e s

> 3 :I-)layed > > 3 > 3
2= I I = | == 2|
Sticking nL uI:. B !.R _ uR I.LB LRL

Click

ottt e preafocsnfored




Part Five
Foot Technique




We will now introduce the Rudimental Method to our feet. Foot technique is
basically the same as your hand technique. Overall bass drum technique boils down

to three basic methods; Heel-Down, Heel-Up, and The Heel-Toe Method. From those
building blocks each drummer may add his or her own unique approach due to our different

body types, playing styles and physical abilities. I have been practicing The Rudimental
Method with my feet for a number of years using "Heel-Up"; it wasn't until I studied the "Heel-
Toe Method" that I was able to give the rudiments their fluidity like I do with my hands. Some
of my students have found Heel-Up easier and some Heel-Down. It is all about personal style and
taste. Experiment with each type and find the one that feels the most relaxed and comfortable
for you.

You may experience a little soreness in your legs and calves when you first begin these
techniques. This is very normal. As in your hands, you are using your muscles in a much
different way then they are used to. I would suggest doing a simple stretching routine before
any lengthy practice, rehearsal or gig, and keep drinking water before, during and after your
time at the drums. Hydration is important for proper muscle function.

- — " __

o . = : 2 @ o ERNSE ’ P

~

Heel-Down >
In Heel-Down you play with your heel continually
touching the footboard and acting as the pivot point for
your foot’s range of motion.

Heel-Up >
In Heel-Up technique your foot is tapping the bass drum
pedal and you are controlling the rebound and attack
with the ball of your foot. This is the most common
technique because this is how we all tap on the floor.

The Heel Toe Method 5
In The Heel Toe Method the drummer comes down with his heel first making the initial
strike on the drum, he then controls the rebound with the ball of his foot making the second
strike or stopping it. Then it is back to the heel. Rudiments are easier with this technique
because the overall motion is identical to your fingers and wrist as in your hand technique.

S




FETTITING Y OU
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.
Adding your feet into a daily practice regiment may be tough.
There are a few obstacles that always seem to get in the way for

drummers. The two biggest ones are time and a place to practice.

mm— - I — — e e — —— —

Time...Time...Time...I need more Time!

We are all busy individuals with many things to do in a day and it doesn’t matter if your are 4 or 40.
There are places to go and people to see, so finding time in your day to practice will always be very
tough. You are probably already practicing The Rudimental Method with your hands for 26
minutes each day. And I am sure if you have a drum set you like to hop on your skins and jam away
to music too, and now I am asking you to devote another 26 minutes to applying the same method
with your feet.

My Neighbors Hate Me!
Welcome to the world of the drummer. I get constant calls from my neighbors asking me to give
them a break, and my family is always complaining about the noise in the house. Playing a drum
set always requires extra space in your home and understanding family and neighbors. So when I
have a chance to play my drums I like to play along with tunes, work on difficult arrangements or
new concepts, I don’t want to waste my precious kit time on repetitive foot work. I decided the
best way to keep my neighbors happy and still get the foot workout I needed was to invest a few
bucks in a practice pad that I could use for my feet.

The drum community offers a number of different bass
drum practice pads. These handy devices stand up on
their own and place a practice pad at a 90 degree angle to
the floor. You can mount your pedal to the base and use
your regular single or double bass-pedal set up. They are
available at any major drum supplier and are relatively
inexpensive.

For my practice set-up I mount my standard double bass
drum pedal to my bass drum practice pad and sit on a
regular drum stool. I added a practice pad for my hands
on a snare stand in-between my legs. This helps my
overall posture and allows me to work on my hand
technique and independence during my foot workout.

Rudimental Technique and Analysis [
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Part Six

The "Rudlmental Method for the Feet

Work through each rudiment for one minute.

Name & Nu.l:g.ber of Rudiment Build up of Rudiment.

i Each One is in 4/4 Time unless otherwisse noted.
H " A11 rolls are written without a time signatureT}

17.) The Eleven Stroke Roll One Rudiment

! Played 37 : - ; > ' 3
= =
3 SRR R
Sticking LLRRLLRRLLR RRLLRRLLRRL LLRRLLRRLLR LLRRLLRRLLR

Click | rrrr FEFETERE T r (8 rrm“r Ar

Em 120- 203{72?}! Suggested Metronome Setting. ;
e e EE DR E L E PP LR P L CEE R PP L PR 7=
{ i Sticking i

H "R*=Right Foot : Box dictates
1 L5 oL = " L]
: L*=Left Foot The written version Actual Speed

Click of the rudiment of all rolls.

Beat tampo desired mirte in time Set your metronome s BPM
73 Peadg 3 e o } to a lower number for this section.
il Y ; g __An
i - o .'/"—. /{' o — - 'J’h.' R A -

@ Listen to the lessons on the included cd.

27.) The Long Roll

Played
B L | | | e | | s | | s | | e | I y — 1 I y — 1 I y — 1 I Tl 1 .
— ‘l ‘I_d' — 1 1 1 1 1 1 1 1 1 | I | 1 1 | I | 1 1 | I | 1 1 | I | 1 .
Sticking LLRR LLRRLLRR LLRR LLRRLLRRLLRR
e A R : . : :
= B N ) o
80-160bpm 60-100bpm s

-mm 80-160bpm Click 1 /

60-100pm
Rudimental Technique and Analysis




@ Listen to the lessons on the included cd.

29.) The 7 Stroke Roll

Played
> | > | > | >
1 ; o P P
Sticking LLRRLLR RRLLRRL LLRRLLR LLRRLLR
Click |
o T T T T T T T LR /
T T 50-7806pm Click 1
60-100bpm
yrm—
Played ==
A ! "
= i -
Sticking nl. LR nl. LR nl. LR nl. LR rRL tR rL 'R rL R rL R

Click

rrrr S S S S

31.) The Flam Accent

. Played _ . - e m we om
4 | = 5 I | I | | o — | o m— P : sz
-=..4 ;m > 1 < . 1 & —1 | I —1 T .
Sa’cking Ill. R |. LR |. R Ill:. R .I' LR L R Rl. RL LR L R nl. RL LR LR
N NN . L e
sl | TT’I‘F FFTT T T“AF T' T‘ i I' Il
| WRITEN B 120bpm

32) The Flam Paradiddle

Played
> > I > | > > | > > L > L >
Em— 11 | I | | - | | T - o s e (N e e s (Y s s e (Y e s s (Y
P (P ) [ | e i [ [ e S | 1 1 T 1. rrrr. . rrfr r. 1 F I 1.
| igd oo |igd oo |igdoo igo s |igdodoigodosigoeoddigsods |
Sticking sLRLL (RLRR sLRLL(RLRR sLRLLRLRR sLRLLRLRR

Click




@ Listen to the lessons on the included cd.

Played =
] N P P 7 P S S . P ) P 73 e 8 e FFH B F?FF%Z
S8 Jd s deled ligess |ig g ol Sig lUgoesdlp lgssals ljébdeld Jdbbeld |
Su'cking lRl-RL I-R l!|- R |- Rl!'- aLRI.RnI. L I:QI.;RI.:LR nI.RI.RnI. LRlRlLR
Click R~ rrrrrrrrrrrrrrrrrrrrr rr r
T 30 1600pm e
Played — - )
- > =5l sl sl A S1isl s >0 51 > |
_|= 'I‘:l!l 1 1 1 é 1 1 1 e .I‘I'I'I‘.II.I‘I'I.I"II inl I.I'I.I.I‘I_ I.I‘I.I Nnl LI‘I.I 'I‘.I{_I‘I'i
Sticking ".? b ? l. & T e : ;
Click S r'r"r“r“"r“r"r"r """" ~ r — r R S
I TR 80-160bpm _: 60-100bpm
Played
> > | > | < | o | < | -
Sﬁdﬁﬁ? = Rw LR F % n? } fl f uRL mLR uRL mLR
Click S r"r"'r"r """" r"r"r"r """"" A N o S
80 160bpm e —————————— J
Played N . .
=0 H R HHHHE!@I = aigi '!1‘-’ BT
Sﬁckin—g ::T.::T.; :T‘Rf_l.nl.l.l. I.I.. |. rel mR R wRu I.IIUI.IH!R
Click rrrrrrrrrrrrrrrrrrrr rrrrr r r r
BB e !
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@ Listen to the lessons on the included cd.

For time signatures other than 4/4 you can either set your click to the top number or continue
using 4 beats per measure. When practicing the Double Paradiddle in 4/4 time you will land

: flaye d jon:heoneofyourcﬁcﬁmﬁ:ﬂmbkhmﬂdfu m&smaedf:polbr:yﬂm.
l_l‘l‘ £ 1 1 1 7 1 4Illlll\llllll\.:I'Illlll.llll!l\LJ .
ﬂ:a ‘I‘IIIII 4‘|‘|||||5‘|‘|||||5 4"""",';'""%
Sticking\% ?I._RI._RR_ LRLRLL FI.RI.RR LRLRLL RI._RI.?R
Mo St | 5 g | -
Clek N i L AL LL A I I O

m-&z—!ﬁﬁm .................... . A\
quarter notes per measure. ——= N
38.) The Single Ratamacue '

Played
& I T BT BT BT A,
M= T sl a0 s a1
4:_9,“‘ i & & ¢ e & & & !“‘ ¥d 4:_/
Sticking Eﬁ L R l. .‘[ R L R LRLRL nI.RI.R LRLRL .a;RLn

Click 'rrrr rrrr r P r r r -
T, S0-I60pm o 60-100spm A

39.) The Triple Ratamacue

- g Played/i) P § ;o
Stickin:g mlel slRLR  uwRuR uRLRL reLesl el RL R uRLRL
Cllck S o o T

80-120bpm 60-100bpm :

40.) The Single Stroke Roll

Played
':ﬂﬁ L L T 1 [ —— — | Eee—— — — p———
.=_4 1 1 1 | N NG NN NS NS N NS S N o o e RS Y ) PN N e R s
o oo d o dd d FE AN N W NN WAy Yy Yy rwyyryyyy! 8 dd dd dd &
Sticking LRL R LRLRLR LR LRLRLRLRLRLRLRLR LRLR LRL

cur § umyeessssemay
T /00-160bpm

60-100bpm




j @": ) A .2

FrrrrYry foodode o oosdsdodos & |
Sticking I.I.RRI.I.RRI. RI!LLRI!I.I.R I.I.RRI.I.RRI. I.I.RRI.I.RRI.
Gk - T'T"T'T """ F ““““““ F‘"T"T”T"""I‘" ““““ T"T’"T"T """ Fk[‘ """""""""" [" """
100-160bpm :
42.) The Ten Stroke Roll @ Listen to the lessons on the included cd. Sl 20epm
>> Played >> >>T >> >> |
'F" -I:H o s N o s s N I | w
4 E; I I v
Sncking I.I.I!RLLRRLL RRI.I.RRLLRR I.I.RRLLRRLI. I_.I.RRI.I.RR_I.I.
Click

o rl
T /00-160bpm Click 1 5

43.) The Eleven Stroke Roll

60-120bpm

> 1 > | >
-:-4 L A 1 L1 11 L Bhae I T T T T T T T T 1 Moy I P11 | ™
=4 - didissdsiis sdsssddssis sisssisssss
Sticking LLRRLLRRLLR RR!llI_?R.I.lRRIL lI.RRI.I.RRLI.R LLRRLLRRLLR
Click IREENEEENE L ; ﬁ
“ FI‘I‘I‘.T‘I‘FFI‘FTFI‘I‘FFI‘F r I‘/
L weren [ = :
60-100bpm
" Played ST ST >y
i E T R
=_4 3::_[‘” NN TN Y NN NNNN. ‘l'ldllllllldll - 5
Sticking lI.RRI.I.RRLI.RRL Rnunuunnua RRLL RRLLRRL
Click 5
“ I"FFFI‘I‘TI‘H‘]‘I‘I‘I‘ I r/
T 120-60bpm e 2
40-100bpm
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W— @ Listen to the lessons on the included cd.

45.) The Fifteen Stroke Roll

Played T N oy
H-4 “:? | N N ll!ll:l 1 11 11 1111 Ilqll
_H_4 g | I I N I | 1 111 1 | I I O [ O |
Sticking LLRRLLRRLLRRLLR RRLLRRLLRRLLRRL LLRRLLRRLLRRLL

AR e
T 100-160bpm z

40-100bpm
46.) The Flam Tap
Played . | : | . |
> > L > 1> s ! > > - >
i = s Faf ToF =T FoF ) iy,
e & ;o & |  if o0 i¢ & i@ & .0 &

Sticking L‘i?I?;LR:IEZL:;I.RrRI.;EI.RL.ii:l.:I.R;I:.R:RI.

Click IR z _
A D D P B

Played T

Fo > > > .|->
':_4 | T T 1 1 T 1 T ™TT] =r= Py pe—————
=4 Crrr) ddJ J1 ddJ s | sids d4ds | d4ds ddid sdss 4
Sticking LRLL RLRR LRLL RLRR LRLL RLRR LRLL RLRR

ek - T T

48.) The Drag Paradiddle

" JPlayed rs ro. .

_:_4 ' ﬁ 1 T N ﬁ [N ﬁ:’

'='4 CHJJJJ dlcdaull dl d o 9 I M
Stickin L RRLRLL R LLRLRR LeLRLL R uRLRR

o § PSS e e e e
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49.) The Double Drag Paradiddle

>

@ Listen to the lessons on the included cd.

> LS

JPlayed T

LUl v

| | | | 1 —1 | — |
=21 =1 151l 1111 15l 1111

A= f—r— ! 11
B, - - =T =111 -
Su‘cking Lml.nszl.l. R E u.ﬁI.RR !.nnl.m R:|.|. RuR u !I.RR
Click [ S O O (U O L | r :
“ l‘ l‘ i T T F l‘ l‘ T ) ) I
T T, S0-7606pm . 80-120bpm f

50.) The Flam Paradiddle Diddle

Played
'H-‘ | [ ) R | 1 1 1 1 ] 1 | ] ] | I | 1 1 | I | L 1 1 ¢ 1 | I | L 1 1 ¢
_|___J_4‘Illlll ot 1r r r r . r 1r r rr’r@r.1r 1 &+r1$1r1<97.01 1 111191 <
Sticking LRI.RRI.L;I:RI.I._RR LRLRRI.I.: nI.RI.I.RR:
Click BT - e
e R rrrrrrrr
T . 80-:60bpm 4
-y > > Played > > > > | > > | >
='4 Jnde_'dl -dlu I Jl ‘I.‘I ‘il Elll Ed}]j .InJHJ- JnJJdJlJnJJJa JnJJJa
Sticking = LL RIL R IRRII. R L uRLR n;inL RLR mLRL uRLR ®mLR L
o I T NS S S T O SO N _ f
I‘I‘I‘T‘I‘I‘FTPI‘TI‘I‘I‘I‘I‘
e W T
___________________________________________________ -
> ,_3\ flayed I > I > ,_3“\ > ,_{
Ej — i —555 e o e J.J:.JFFI‘H:..‘.:.FH'H
Sticking o WL‘“L{H R I.R ‘E’R#RL RL ‘I’. wLRLR Eli LRL

Click 3""T'"T"'T """ F """" F'T"'T """ T """""" T """"" I T """" B |
 wRiTTEn BRI O S A
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ﬁagt Seven

FuPthrer Studies

The Rudiments and your Kit...

Just playing the rudiments statically on a pillow or practice pad is not that much fun. That is why 1
encourage my students to practice the same rudiments on their drums. Any rudiment can be used

in a number of different ways on the kit. You can use them as lead-ins, fills, solos, and grooves.
There are no limits when you use your musical creativity!

LEAD-INS are great ways to use the rudiments. By simply putting your hands on different sound
sources (i.e. snare drum, toms, cymbals) you can create great ways to lead into a song or groove. If
you wonder if you are doing it right, just listen. If you can hear the rudiment, you are doing it

correctly.

>
53. The Flam Paradiddle Diddle as a lead-in... m @ Listen to the lessons on the included cd.
Hi-Hat 2
= Ride ~|; jj__H
Toml A
snare VAV AV A4 VAV A A 4
Floor Tom L L L L
Kick
HI Hat Pedal
R LRLLRR \
/// are time markings. Each / represents one beat. It is up to the
drummer to create and maintain the groove within the context of
the song. This is how a common drum score is written.
>
54. The Drag Paradiddle as a lead-in... J’ 5] mﬂ
Hi-Hat *
Ride = = " o
Snare ] VAV AV 4 L L L L
- l [ ) 7777 7777
= -
Hi Hat Pedal
L RRLRLL

I\

In this instance I slowed the rudiment down from it’s written time,
changing 16ths to eighths, and eighths to quarters.

Rudimental Technique and Analysis
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By having a rudimental vocabulary you will be able to create more interesting FILLS on the drums.

Like lead-ins it is all about placing your hands, and feet, on different sound sources. Just remember that
your fills have to be the same time(speed) as the rest of the groove so don 't be shy about bending the rules to
make the rudiment work!

55.) The Double Paradiddle Diddle as a fill.. mm @ Listen to the lessons on the included cd.

RLRLRR
HI-HQ?RideT ; ! ' X
om [ -
Snare 4 7 7 7 7 7 7 7 7 K 0
KikF:oorTom 4 2777 2777 [ A v
= =
HI Hat Pedal

LRLRILRLR RR

P

Combining the rudiments is ok. In this instance I added a single stroke
roll (four) before the Double Paradiddle Diddle and a big crash cymbal hit
after to add energy to the fill.

56.) The Ratamacue as a fill..

—~ > N
HiHot pie 2x = 3 N ess 3. S
Qm ~
sSnare 4 L S LS bt
o en AT 7777 i)
|g
Znd ek F ot Peddl =T B
uRLRL uRLRL/suRLRL uRLRL

In this instance I spread the fill over two bars using the same rudiment.

I just moved it from sound source to sound source.

57.) The Flam Accent as a 2 beat fill...

>

57, The Flam Accent as a 2 beat fik._____JYB

> X
Hi-HAt pide ]
lom! 4 N N . N N N N N R
Snare y A A AW 4 ! J VA A AW 4 .
Flogor fom 4 VAR AW AW 4 VA 4 VA A A 4 .
2nd Kick KK
tRLR

How about a one or two beat fill. Chances are
there’s a rudiment that will work!
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FuTther Studies

Coordination...

Coordination in drumming is how you play with your four limbs (2 feet, 2 hands). There is Melodic
Coordination where one limb is playing at a time. Next is Harmonic Coordination where two limbs play at
the same time. In Two-Part Harmonic Coordination the hand and feet may play the same pattern. Four-Way
Coordination is where all four limbs are playing at the same time. Finally there is the dream for every
serious drummer- Complete Independence. In Complete Independence the drummer can play any pattern

with any limb without disturbing the groove of the other appendages.

Because the rudiments are easy to remember you can use them to practice your coordination. When you are
playing a rudiment with just your hands or your feet you are using Melodic Coordination. Play the same
pattern with your hand and feet and you have Two-Part Harmonic Coordination. Play the rudiments with
your feet while keeping a groove with your hands and you have Four-Way Coordination. Play one rudiment
with your hands and another with your feet and you are on the road to Complete Independence.

>
58.) The Five Stroke Roll Groove... | | | U’ @ Listen to the lessons on the included cd.

on S R ]

e Floor Tom 4 4 5 5 4 7 5 :I
2nd Kok KK 2Pdd ¢ 2Ly d ¢
RRLL R RRLL R

In this instance the feet are playing the five stroke roll while the right hand maintains quarter notes
on the open hi-hat topped off with 2 & 4 on the snare. At first this will be difficult, but with some
effort you will find a marvelous pocket in this independence lesson.

>

59.) Funk 16th’s Over Paradiddle Groove...

om

chkre Floor Tom 4
2ndKick HTHof Pedal

RLRR LRLL RLRR LRLL

This is a great exercise in complete independence, not only are all the limbs moving in different
directions, but the left foot must also play the hi-hat pedal to achieve the open and closed hi-hat
sounds commonly found in funk. This can be achieved by cross-stepping, a concept achieved by
placing half your foot on the left bass drum pedal and the other half on the hi-hat pedal.

Rudimental Technique and Analysis




Part Seven :
FuTthrer Studies
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In this instance I used light flams as the driving force behind a simple jazz shuffle. The shuffle has
been a challenge for many great drummers. The syncopation between the driving bass, and triplet
snare feel make it a great study in independence.
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In Harmonic Independence studies your hands should play the same pattern as your feet, in this
instance I am doing the same paradiddle pattern between limbs. Try using different rudiments in the
same manner to work on your Two-Part Harmonic Coordination.
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When you feel comfortable try using rudiments over rudiments. In this case I am playing pardiddles
between the floor tom and snare with the strainers off over flams on the bass drums. It creates a
great little solo or earthy groove and a great study in Independence.
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I was subbing for the house drummer at the prestigious
Balsams Hotel & Resort in Dixville, New Hampshire when I
ran into a diplomat from South Africa during lunch. He sat
down next to me and asked me my occupation and when I
informed him that drumming was my trade he quickly
opened up to me as though we had been acquaintances for ten
years. He taught me that in South Africa the drummer is
highly regarded because it is believed that he and his drum
can speak to the Gods.

The drum is the only instrument that represents a vital organ (the heart), and because of that it was the first
instrument created by man and has played a vital role in the evolution of mankind since its inception. African
tribesmen use it as a tool to praise their gods. During the times of emancipation slaves used drumming to speak
to each other as many owners forbid their workers to converse in fear that they would revolt. These rhythms
soon became the basis for spiritually based songs they used to keep their hopes alive. With the slave trade these
rhythms traveled the world landing in new worlds such as Cuba, Latin America and eventually The United
States where they where matched with European stringed instruments creating the basis for all music we hear
today.

For the drum set player the evolution of our instrument is a grand thing, and something to be very proud of.
When you play your drums you are taking part in one of the greatest developments in mankind. At the same
time absorbing the history of thousands of years of our instrument circling the globe can be a challenge for the
set player. The journey of our instrument has given us hundreds of styles to work with, study, and create from.
To accomplish this the drummer must have the basic technique to build on, and that was the purpose of this
book.

In the “Further Studies” section of this book I spoke about the study of “Independence”. This should be a
primary concern for the serious minded student after he or she has mastered their technique. Independence will
allow the student to move onto the next level of drumming which includes reading and interpretation of style. In
reading, Independence will allow the student to perform their primary goal, which is keeping time while making
the hits, accents, rests and stops with the rest of the band. In style analysis, Independence will allow the student
to move freely around the kit with no restrictions. This will prove extremely valuable in the realm of “world
rhythms” where the drummer is required to mimic the sounds of multiple percussionists with only his or her four
limbs.

Of course the greatest part of being a drummer is playing your drums. Iencourage all students who have a drum
kit to sit down at their skins; put on a pair of headphones, cue up their favorite album and play along. Playing
along with music has always been a part of my practice regimen since I started twenty years ago. Itis a great
way to see if your technique is working. Try out a few rudiment orientated fills, and just get lost in the fun of
playing music. Playing along with albums is also a great way to strengthen your sense of time, and timing is the
number one requirement of ALL drummers.

With solid technique you are now ready to enter the evolution of drumming. You will be able to meet any
drumming challenge that comes your way. You will learn new licks, techniques, styles, fills and songs easier and
you will become a better drummer with every practice session. It has been my pleasure to present you with my
personal way to achieve that foundation for your craft.




Manuals Used For This Book

“Advanced Techniques for the Modern Drummer” by Jim Chapin
Legendary manual on complete independence.

“4-Way Coordination” by Marvin Dahlgren & Elliot Fine
Intense study of melodic, harmonic and complete independence.

“The New Breed” by Gary Chester
Professional drummers bible.

“Bass Drum Secrets” by Jared Falk
DVD Explaining the “Heel Toe Method”.

“Double Bass Drum Workout” by Kerri Collings
Single and double bass technical workout.

READING:
“Progressive Steps to Syncopation” by Ted Reed
Berklee s manual for all drummers.

“Drum Method” by Haskell W. Harr
Great explanation of drum notation.

STYLE BOOKS

“Drumming with the Mambo King” by Tito Puente & Jim Payne
Great Latin style book, charts and play-along CD.

“Groove Essentials” by Tommy Igoe
DVD on drum styles including swing, rock and world rhythms.

WEBSITES USED
http://www.vicfirth.com/education/studcentersnare.html
http:/www.audiograffiti.com.au/doc/audiograffitidrumnotation.pdf
http://www.pas.org/Resources/rudiments/rudiments. html

For more information on Jeremy Larochelle please visit his website
www.jeremylarochelle.com
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