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When great drumset musicians solo, they lay out clear and apparent ideas. The concept 
of a four-bar solo is almost like an extended drum fill, but with a great musician doing 
it, they are speaking to the melody. In jazz, the walls are down, and the open space is 
infinity. There are rules, and the rules keep it in an intellectual space and time. In jazz, 
the most important rule is the form of the tune. When listening to jazz music it may 
sound like a free jam, but the music adheres to specific time and space. There are many 
forms, but the AABA form is the most popular. For example, if there are 8 bars in the 
verse A section and 8 bars in the bridge B section, you have a perfect setup to “trade 
fours.” The band plays the tune, and the first soloist plays over the whole form once or 
twice. The next soloist plays over the form once or twice, and the drummer trades in a 
call and response. For example, in the A section the band plays four measures, and the 
drummer responds with 4 bars. 

The intent of this publication is to move you through some nuts and bolts of time-
keeping and soloing. The practice materials are based on more realistic time-keeping, 
very creative time, and transitioning from these spaces to soloing, which hasn’t been 
addressed in great detail in previous books. This publication will also give you insight 
on developing ideas that great drumset musicians use. The book is specific in its goals 
for advancement in soloing and time techniques, but can be used by any drumming 
student who wishes to up their performance. 
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23.

REPEREPEAATING WORTING WORKKBOXBOX

A repetition means to play your idea again. You can play an exact repetition or an
altered one. The listener can quickly identify with this because it’s something they’ve 
heard before. 

Max Roach often used this device as a theme (or thread) through his more extended 
solos. 

*listen to Max’s solo “For Big Sid.”
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A repetition means to play your idea again. You can 
play an exact repetition or an altered one. The 

listener can quickly identify with this because it's 
something they've heard before. 

Max Roach often used this device as a theme (or thread) 
through his more extended solos. 

*listen to Max's solo "For Big Sid."
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23.

FOFOUUR “AH” KIR “AH” KICCKK

FFOOUR “AUR “AHH” WO” WORRKBOXKBOX

The splash on the “ah” of four, in measure two, becomes a pick-up note for the 
repeating bars. The kick on the “ah” of four in the first measure ties the two-measure 
time lines together, making it swing harder. Depending on who you’re playing with, this 
can give the downbeat cymbal stroke a more prominent presence, “ah one,” or throw 
off the time a little. However, if you are working within a closed-minded team, this could 
result in some volatile relationships.
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The splash on the "ah" of four, in measure two, becomes a pick-up note for the
 repeating bars. The kick on the "ah" of four in the first measure ties the 

two-measure time lines together, making it swing harder. Depending on who 
you're playing with, this can give the downbeat cymbal stroke a more prominent 

presence, "ah one," or throw off the time a little. However, if you are working 
within a closed-minded team, this could result in some volatile relationships.

Music is supposed to wash away the dust of everyday life... - Art Blakey

1st time on tghe floor 

38.

“Music is supposed to wash away the dust of everyday life...”

 – Art Blakey
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23.

MUSMUSCCLE WLE WOORKRK

Muscle memory can be a hindrance as well as helpful. if you played it wrong
the last time you played it, most likely you’re going to play the same mistake again.
Your muscles are saying, “ Uh, I thought that was what you wanted us to play...”

With a written performance, practicing and adhering to the desired 
sticking is a formula for success.
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Muscle memory can be both a hindrance, as well as a helpful. if you played it wrong
the last time you played it, most likely you're going to play the same mistake again.
Your mucles are saying, " Uh, I thought that was what  you wanted us to play..."

With a written performance, practicing and adhering to the desired 
sticking is a formula for success.
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TTRRIP IN TIP IN THHE LIE LINNE E 

TRITRIPPWORK WORK 

Resting a space on beat one may be a little hard to negotiate. Loop the solo until you 
feel the space comfortably. Space helps the solo breathe. It also makes your audience 
take notice. Keep your rolls open and on top of the drum head. Don’t dig in; play as if 
you’re playing on water without breaking the surface.

A slur is a symbol in Western musical notation indicating that the notes it embraces are 
to be played without separation (that is, with legato articulation). A slur is denoted with 
a curved line generally placed over the notes if the stems point downward, and under 
them if the stems point upwards.
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slur...

A slur is a symbol in Western musical notation indicating that the notes
it embraces are to be played without separation (that is, with legato articulation). 
A slur is denoted with a curved line generally placed over the notes if the stems 

point downward, and under them if the stems point upwards.
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23.

RARATTE-CHAE-CHANNGING WORGING WORKKBOXBOX

When swinging notes, the note is displaced from its original position, making rate 
changes more difficult. 

Getting your feet moving in time and playing a solo over them is not only a great way to 
keep you honest, but will help you understand rate changing in swinging time.

I-RI-RAATE CHANTE CHANGGESES
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When swinging notes, the note is displaced from 
its original position, making rate changes more 

difficult. 

Getting your feet moving in time and playing
 a solo over them is not only a great way to keep 
you honest, but will help you understand rate 

changing in swinging time.

-
slur
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Tony Williams was born in Chicago and grew up in Boston. He studied with Alan 
Dawson as a child, and began playing professionally at the age of 13. Williams is one of 
the most important and influential jazz drumset musicians of all time, as well as one of 
the most extraordinary prodigies in the history of jazz music. When Tony was 17, he 
joined Miles Davis in what was later dubbed Davis’s Second Great Quintet. Davis said 
“Tony Williams was the center that the group’s sound revolved around.”

Williams was adamant about the 
musicality of drumming. He was one of 
the first to approach the drum kit like 
a composer. It was more than keeping 
time, although he slammed some of 
the deepest grooves ever recorded. 
Williams struggled with the perception 
that drummers were somehow less 
musical than other musicians and it 
exasperated him. Tony believed it was 
each musician’s job to listen attentively, 
and to give what was needed to 
animate all involved. Williams never 
once compromised his artistic vision, 
and his intransigent actions weren’t 
accepted without an inflammatory 

response. He took boundless criticism from the purists. Before he passed away, Tony 
entered a new phase of his career as a composer of contemporary orchestral music 
with the release of Wilderness. 

Williams lived and taught in the San Francisco Bay area until his death from a heart 
attack following a routine gall bladder surgery. 

*Check out the Tony Williams transcription on pg. 90-91 for some great examples of Tony trading solos.

TOTONNY WILY WILLLIAMSIAMS
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WILLIWILLIAAMS’ WMS’ WAAYY

Sonic textures, buzzes, grace notes, mordents, and flams, “oh my...”

Tony Williams was the king of ornamental enhancement. 

Stick Shot - Hitting the opposite stick while it’s resting on the drum head.

Ping-pop, rim-shot - Hitting the drumhead and rim briskly with 1-2 inches of stick over 
the rim.

Malf - A backward flam, whereas the high stick hits the surface before the Low stick.

Fluff - A backward ruff, whereas the diddle is played after the pulse. 

Mordent - Ornament made by a quick alternation of a principal tone with the tone 
immediately below it.
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                      Sonic textures, buzzes, grace notes, mordents, and flams, "oh my...".
                      Tony Williams was the king of ornamental enhancement. 

          Stick Shot - Hitting the opposite stick while it's resting on the drum head.
            Ping-pop, rim-shot - Hitting the drumhead and rim briskly with 1-2 inches 

        of stick over the rim.
          Malf - A backward flam, whereas the high stick hits the surface before the 

        low stick.
Fluff - A backward ruff, whereas the diddle is played after the pulse. 

  Mordent - Ornament made by a quick alternation of a principal tone, 
        with the tone immediately below it.
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23.

CHOCCHOCOOLATE WORLATE WORKKBOXBOX

“Swiss chocolates” are similar to “Swiss triplets,” except you’re using flat flams on the 
toms.

*Try playing the flat flams as flams hitting the floor tom slightly ahead of the high-tom.
Tony Williams would build to solos like the following after playing a few solos that were 
more straight ahead.
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nic marcy

"Swiss chocolates" are similar to "Swiss triplets,"  
except you're using flat flams on the toms.

*Try playing the flat flams as flams hitting the floor-tom, 
slightly ahead of the high-tom.

Tony Williams would build to solos like the following
after playing a few solos that were more straight ahead.
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JEJEFFF “TF “TAAIN” WAIN” WATTTSTS

Born in Pittsburgh, Pennsylvania, Jeff Watts began playing snare drum at age four, and 
acquired his first drumset in his teens. As a drummer and composer, Jeff Watts is 
a spirited technician who uses polyrhythmic concepts and swings hard. His style, 
while unquestionably his own, exhibits his love for artists like Elvin Jones and Tony 
Williams. After his studies at Duquesne University and Berklee College of Music, he 
performed with Wynton and Branford Marsalis, McCoy Tyner, George Benson, and 
Michael Brecker. His mastery of complex rhythms and time signatures brings a sense of 
elegance to jazz music.
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Time line
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Born in Pittsburgh, Pennsylvania, Jeff Watts began playing snare drum at age four, and 
acquired his first drumset in his teens. As a drummer and composer, Jeff Watts is a spirited 
technician who uses polyrhythmic concepts and swings hard. His style, while unquestionably
 his own, exhibits his love for artists like Elvin Jones, and Tony Williams. After his studies at 

Duquesne University and Berklee College of Music, he performed with Wynton and Branford 
Marsalis, McCoy Tyner, George Benson, and Michael Brecker. His mastery of complex 

rhythms and time signatures brings a sense of elegance to jazz music.
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AAllssoo  ffrroomm  aauutthhoorr  NNiicc  MMaarrccyy::

PPhhyyssiiccaall  vveerrssiioonn::  wwwwww..aallffrreedd..ccoomm  
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Physical books distributed by Alfred Music Publishing Co. 
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WWiitthh  TThhee  PPuullssee  ooff  JJaazzzz,,  ddrruummmmeerr//eedduuccaattoorr  NNiicc  MMaarrccyy  pprroovviiddeess  aa  ccoommpplleettee  
mmeetthhoodd  ffoorr  bbuuiillddiinngg  aa  jjaazzzz  ttiimmeekkeeeeppiinngg  vvooccaabbuullaarryy..  TTaakkiinngg  aa  ddiiffffeerreenntt  
aapppprrooaacchh  ffrroomm  ootthheerr  ccllaassssiicc  jjaazzzz  mmeetthhooddss,,  tthhee  bbooookk  pprroovviiddeess  eexxeerrcciisseess  
bbaasseedd  aarroouunndd  ccoommmmoonn  ttiimmeekkeeeeppiinngg  aapppprrooaacchheess  ffrroomm  ssiimmppllee  ttoo  vveerryy  
aaddvvaanncceedd  ((ccaalllleedd  ““ttiimmee  lliinneess””))  aanndd  pprroovviiddeess  eexxeerrcciisseess  ttoo  ddeevveelloopp  iinnddeeppeenndd--
eennccee  aanndd  ccoommppiinngg  ffaacciilliittyy  wwiitthh  eeaacchh  aapppprrooaacchh..  IInn  tthhiiss  wwaayy,,  tthhee  tteexxtt  pprroocceeeeddss  
ffrroomm  tthhee  eeaarrlliieesstt  ffoorrmmss  ooff  jjaazzzz  ttiimmeekkeeeeppiinngg——ssuucchh  aass  tthhee  sshhuuffffllee,,  tthhee  qquuaarrtteerr--
nnoottee  aapppprrooaacchh,,  aanndd  tthhee  NNeeww  OOrrlleeaannss  ““SSeeccoonndd  LLiinnee””  ccoonncceepptt——aallll  tthhee  wwaayy  uupp  
tthhrroouugghh  tthhee  mmoosstt  mmooddeerrnn  aanndd  ccuuttttiinngg--eeddggee  tteecchhnniiqquueess  eemmppllooyyeedd  bbyy  ggrreeaattss  
ssuucchh  aass  AAnnttoonniioo  SSaanncchheezz  aanndd  AArrii  HHooeenniigg..


