Gene Aitkin
Nat’l. Vocal Jazz Chm.

Each of the next three issues of the
NAJE Educator Vocal Jazz Clinic will
address one of the rhythm section
instruments, drums, bass, and piano, in
that order. The rhythm section is the
heart of any vocal jazz group.

The knowledge a person has about
rhythm section playing will help the
rhythm section play better stylistically,
and in turn, add that something extra to
the vocal jazz group. It could enhance
the time and phrasing, compliment the
solos, and add that bit of spark to make
the vocal jazz group sing a level above
what they normally do.

[ cannot stress enough that the
rhythm section is a key toward good
vocal musicianship.

JAZZ PLAY-A-LONG SETS
NEW . . . Vol. 22

VOCAL JAZZ

The Rhythm Section

Vocal Jazz Drum-Set Playing

I have chosen the drum-set first as in
vocal jazz rhythm sections this is
perhaps the least understood musical
instrument. It is not necessarily
anyone’s falut, it's just that there is a
limited amount of literature on the
fundamentals of vocal jazz drum-set
playing. Learning the fundamentals of
vocal jazz drum-set playing will not be
the answer in itself, it must be ac-
companied by a lot of practice, a lot of
listening, and private study. The
assumption in this article on vocal jazz
set drumming is that the player un-
derstands reading and has developed a
certain amount of limb independence.

The following suggestions on vocal

jazz drumming seem to work suc-
cessfully at the University of Northern
Colorado. It is, however, only one
approach. Listen to live performances
and recordings of vocal groups and
begin to analyze the drummer’s playing
in relation to the information presented
here. The result will be that a person will
become a better listener, and will be
able to help the student become a better
musician.

Hi-hat

The hi-hat is the most important part
of the drum set. It is the instrument from
which the most important element of
jazz comes . . . TIME! The sound of the
hi-hat must be a tight “chick” sound . . .
ashort, clean sound.

There are two ways to play the hi-
hat. One, the “rocking foot” and two,
playing on the ball of the foot. The
“rocking foot” approach can be used on
ballads and for special effects such as
soft symbal crashes. Other than that,
the “rocking foot” has limited use.
When playing medium to fast tempo
tunes, shuffles, rock, funk, etc. the “ball
of the foot” approach is used. The
reason for this is that the hi-hat is the
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Ideal, My Oid Flame, Soon. The Nearness of You.

Coolman. Lyrics included! .. ..

includes these songs: Easy Living, | Remember Eyes, But Beautitul, Everything Happens To Me,
You, If | Should Lose You, Lover (2 versions), My  Here's That Rainy Day. | Should Care. Imagina-
tiom, Like Someone In Love, Polka Dots and
Stella by Starlight, Tangerine, Out of Nowhere. Moonbeams, Violets For Your Furs, Will You Still
Wives & Lovers, & It Could Happen To You. Be Mine. You Say You Care, and Personality
Rhythm section is Dan Haerle, Ed Soph & Todd Rhythm section i1s Michaei-Weiss, piano; John
(Book & 2 LP's)  Goldsby, bass; J. Higgins. drums. (Book &“2 LPSS.'z
$12.95

ngel Contains Book, 2 stereo  melodies transposed for all instruments.
LP's, and a special 7" EP demonstration record  Summertime, Speak Low, September Song, Old
teaturing J. Aebersold playing sax. Set covers ALL  Devi/ Moon, The Party’s Over, My Fum;] Valen-
Major & Minor keys at comfortable tempos—30  tine, My Favorite Things, Love Is Here

extended tracks to practice with. Transposed Love You. /| Could Write a Book, | Can't Get
parts. This set i1s designed to help you gain  Started, Foolish Heart, Come Rain or Come
confidence regardless of your ability. Use for  Shine, and A Foggy Day, etc. Rhythm section is
warming up—pick a different key each day.
_PRICE $11.85 drums.

Piano, bass, drums rhy. section.

] YOL. 25— 17 ALL-TIME STANDARDS. Lyrics and

o Stay, |

H. Galper, piano; S. Gilmore, bass; B. Goodwin,
.. (Book & 2 LP's) $12.95

{J VOLUME 1—“A NEW APPROACH" Beg./Int. level. Chapters on
melody, modes, Blues scale. Pentatonic scale use, ear training,
articul. blues etc. Required scales
and chord tones written in each measure. Blues in F and Bb,
Dorian minor tracks, cadences, cycle of Dom. 7ths, IIN7's, 24-
measure song . . . transposed parts too. This and “GETTIN'IT
TOGETHER™ wilt get you started on the right track!

] VOLUME 21 “GETTIN' IT TOGETHER" NEW! For all musicians
regardless of ability and for jazz players in particular. Use for daily
warm-ups, scale/ichord practice, etc. Don't overlook this disci-
plined comprehensive (but exciting) method of practicing or
improvising in all major, minor and Dom. 7th keys, as well as slow
blues in Bb and F. Makes you "get your chops together.” 2- l; Set

] VOLUME 2 “NOTHIN' BUT BLUES"—Beg./Int. level. 11 different
Blues in various keys and tempos. This volume 1s truly fun to play
with. Rhythm section on LP grooves! Scales and chord tones are
written.

] VOLUME 3 “THE Il/V7/I PROGRESSION” — Int. level. Probably the
most important musical sequence in modern jazz. A must for all
jazz players! Supplement includes 11 pages of 11/V7/] exercises to
be applied with LP.8 tracks to improvise with and practice in ail
keys.

(0 VOLUME 4 “MOVIN' ON" — Int./Adv. level. A challenging collec-
tion of Aebersold & Dan Haerle tunes. Book contains melodies and
needed scales/chords for all instruments.

] VOLUME 5 “TIME TO PLAY MUSIC™ —Int. level. Similar to Vol. 4
except the songs are much easier. Modal Voyage. Killer Pete,
Groovitis, etc. Next logical Vol. after Vol. 3. Lots of variety.

] VOLUME 6 “ALL BIRD" —Adv. level. 10 songs written by Charlie
Parker, Ron Carter, bass; Kenny Barron, piano; Ben Riley on
drums. Record has excellent Bebop feel! Best way to learn these
famous tures.

] VOLUME 7 “MILES DAVIS"—Int./Adv. level. Eight classics
written by Miles Davis. Four, Dig, Solar, Tune Up, & Milestones,
etc.

] VOLUME 8 “SONNY ROLLINS" — Int./Adv. level. Nine classic jazz
originals written by Sonny Rollins. Contains 9 of Rollins' most
famous tunes, in their original keys .

[0 VOLUME 9 “WO0DY SHAW" — Int.. /Adv level. Eight jazz originals
written by Woody Shaw. Little Red's Fantasy, Blues for Wood,
Moontrane, Tomorrow's Destiny, Beyond All Limits, etc.

] VOLUME 10 “DAVID BAKER"—int./Adv. level. Eight beautiful
originals by David Baker. One of the most prolific composers in jazz
today. Tunes offer a wide variety of styles and tempos.

(J VOLUME 11 “HERBIE HANCOCK™—Beg./Int. levei. Eight of
Herbie's greatest songs. Maiden Voyage, Cantaloupe Isiand,
Watermelon Man, Dolphin Dance, Jessica, etc.

] VOLUME 12 “DUKE ELLINGTON"—Int. level. Nine all time
favontes. Satin Doll, Perdido, Solitude, Prelude to A Kiss,
Sophisticated Lady, Mood Indigo, | Let A Song Go Qut of My Heart,
In A Sentimental Mood, “A" Train.

] VOLUME 13 “CANNONBALL ADDERLEY"—Eight songs made
ftamous by Cannonball: Work Song, Del Sasser, Unit 7, Jeannine,
This Here, Scotch & Water, Saudade, Sack of Woe.
) VOLUME 14 “BENNY GOLSON"—Int./Adv. level. Killer Joe, Alon,
Came Betty, Are You Real, Whisper Not, | Remember Clitford,
Stablemates, Blues March and Ease Away Walk.
] VOLUME 15 “PAYIN' DUES™— Int./Adv. level. Nine familiar chord
ressions every dues-paying jazz great has played . . . part and
parcel of the jazz repertoire.
(] VOLUME 18 “TURNAROUNDS, CYCLES & 11/¥7%"—int./Adv.
level. A 2-record set continuation of Vol. 3, but much more in
depth. Covers all keys, most playing situations and common
harmonic formulae. Includes Joy Spring. ............. $12.95
J VOLUME 17 “HORACE SIYER"—Eight songs. Song for My
Father, The Preacher, Sister Sadie, Jody Grind, Peace, Nu(wlle
Silver's Serenade, Gregory is Here. Rhythm sec. like Vol. 18.
] VOLUME 18 “HORACE SILYER" —Int./Adv. level. Eight songs.
Strollin’, Room 608, Nica's Dream, Mayreh, Ecaroh, Etc.
R. Carter, K. Barron, Al Foster.
O VOLUME 19 “DAVID LIEBMAN"— Int. level. Brite Piece, Lookout
Farm, Slumber, Oasis and others. Rhythm section: Richard
Bierach, Frank Tusa, Al Foster.
[ VOLUME 20 “JIMMY RANEY™ —Int. Level ............. $9.85
Contains special EP recording of Jimmy playmg solos. Chord
progression to ten standards. Great bebop study.

] $8.95 per set (LP & Book) unless ndicated. L
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only part of the drum set which requires
pressure. The “rocking foot” does not
give the necessary pressure needed to
execute the tight “chick” sound.

In using the “ball of the foot” ap-
proach, the heel does not touch the hi-
hat foot plate at any time. The leg in
every case must be relaxed and have a
natural bounce. Let the bouncing leg do
the work as it helps to maintain a better
time concept. In a medium groove
tune, specific movement of the heel,
leg, and ball of the foot should be as
follows:

Start

Ball of foot on pedal plate

Heel raised

Beat 1

Drop heel . .. do not let heel touch
pedal plate

Beat 1 and

Leg bounces up, heel comes up

Ball of foot still on cumbal plate, but ball
of foot and hi-hat plate have raised
Cymbals open

Beat 2

Heel gives a short jab down, forcing the
ball of the foot to close the cymbals
Result should be a tight “chick” sound
Beat 2 and

Heel raises slightly, hi-hat still closed, in
preparation for beat 3

Beat 3, 3 and, 4, 4 and, are same as 1,
land, 2, 2and.

This method of using the hi-hat will
take a little practice before it feels
natural. Once this concept is mastered,
medium to fast tempo tunes will be
easier to play, they have a better sound,
and the drummer will be able to keep
better time.

Bass Drum

This instrument is used much dif-
ferently in vocal jaz groups than in big
bands. The playing of the bass drum in
vocal jazz groups is more like that used
in contemporary small jazz combos . . .
The bass drum is not used to
reinforce the beats, but only for
accents. Using a bass drum on beat 1-
2-3-4, or any other beats consistently in
every measure tends to cancel out the
lower voice parts and make it difficult to
hear the choral sound. A bass drum can
bury a vocal jazz choir very easily!!! The
bass drum should be played lightly . . .
it should be felt, but not heard . . . and
used only as an accenting instrument.

The tuning of a bass drum is just as
important for either big band or the

vocal jazz ensemble. Every bass drum
must have two heads on the drum as
the instrument must have sound. The
only exception to this is if the bass drum
is used in a studio recording session or
miked in a live performance. In these
cases, the front head could be taken off.
Tune the bass drum to as low a pitch as
possible without getting excess vibration
or rattling effects from the drum. The
front head should be slightly tighter than
the batter head. The only muffling
device might be a 2-inch thick piece of
felt across the batter head, slightly
above where the beater strikes and/or
across the front head in the same place.
Note that neither this drum nor any
other drums in the set are tuned to
specific pitches.

As in the hi-hat, there are two
methods of playing the bass drum. One,
using the foot on the pedal-plate, and
two, using the ball of the foot on the
pedal-plate. For vocal jazz, the first
method is recommended as this sound
can be controlled much better
dynamically. The “ball of the foot”
approach, as in the playing of the hi-
hat, produces too much pressure,
resulting in too loud a sound. All strokes

BM in Jazz Performance

Specialized Instruction:
Jazz arranging
Jazz improvisation
Recording studio techniques
Jazz history
Jazz Ensemble 1
Jazz Ensemble II
Jazz Chamber Ensembles
Visiting artist master classes

*For Qualified Students

They all attended the UNIVE
COLLEGE-CONSERVATORY OF MUSIC

What do these musicians have in common?

GARFIELD FABBS
trombone with
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also MEL LEWIS

RAY ALEXANDER BOBBURRIDGE DOUG CLARK
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now in
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You can too!

Faculty

Michael Andres, sax
Frank Brown, tpt.
Marty Crum, guitar
Paul Piller, tbn.
Lynn Seaton, bass
Jim Seward, drums
Rick VanMatre, sax
Frank Vincent, pno.

*Employment Leads: stage shows,
big band gigs, summer jobs

RSITY OF CINCINNATI,

JACK KEELING
saxophone with
GLENN MILLER,
HARRY JAMES

For info. contact:

Paul Hillner, Admissions Officer or
Frank Brown, Director of Jazz Studies
College-Conservatory of Music
University of Cincinnati

Cincinnad, Ohio 45221

513-475-5463
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should bounce off the bass drum head
... do not push the sound into the
head by keeping the beater against the
head after the stroke (except for some
special effects). Do not have the foot
too far forward on the pedal-plate as
that will tend to eliminate the bounce
from the pedal. The faster the tune, the
shorter the stroke.

The bass drum also seems to be the
hardest of the set instruments to balance
dynamically with the rest of the set and
with the vocal jazz group. The student
should practice playing the bass drum
lightly and in dynamic context with the
music.

Snare Drum

The sound of the snare need to be
crisp. To get this sound, tune the snare
head tighter than the batter head. Do
not tune this instrument too high such
that its balance with the set is lost. Listen
. . . be sure the snare drum sound fits
into the overall drum-set sound and
does not stick out because of its high
pitch.

The snare is used as a rhythm in-
strument to support vocal jazz figures, to
support the soloist, and to provide
musical direction to the phrase. Don’t
let the snare drum become a

monotonous instrument by just playing
beats 2 and 4. Use the instrument as a
rhythm syncopation instrument.
Ride Cymbal
The basic concept of playing the ride
cymbal should be the triplet feel,
example 1 or example 2.

3 3. 3 3
EXAMPLE 1 EXAMPLE 2

Although most straight ahead
charts (not funk, Latin, or rock) are
written example 3 publisher do mean
for the drummer to interpret the figure
as triplets.

EXAMPLE 3

To obtain the desired cymbal sound,
the best place to play the cymbal is
about half-way between the bell and the
edge. Playing too close to the edge of
the cymbal will build up too many
overtones, while playing near the bell
will give too hard a sound, without
sufficient overtones. Playing in the
center will give that nice “;ing” sound.

When playing straight ahead charts,
accent beats 2 and 4 on the ride cymbal.

The accent can be reinforced by moving
your arm in slightly toward the center
on beats 2 and 4. The ride cymbal, with-
an accent on 2 and 4, will compliment
the hi-hat, which is also on 2 and 4.

Most action should be wrist-oriented
until you get to up-tempo tunes at
which time a switch to a finger control
technique is recommended. Your wrist
simply cannot move that fast.

As on the snare drum, beware of
repetitious patterns such as playing
example 4 as nauseum. Vary the
pattern somewhat example 5.

E=E=s3

EXAMPLE 4
%‘_L s Y Vone B S i e BN g I 1
EXAMPLE 5

For sound, wood-tipped sticks are
recommended for vocal jazz as they
tend to give a warmer sound and add
depth. Plastic tip sticks, although they
last longer, tend to give a harsh, brittle
sound, Some vocal jazz drummers use
sticks which have the tips cut off
altogether, or will take the plastic tips off
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regular sticks. Listen, and use the stick-
sound which best fits your group.

If using a cymbal for an accent figure,
always use a supporting sound on the
bass drum or snare so that the cymbal
will have a good “front” =beginning of
sound). Rarely is a cymbal used alone
for an accent.

Short vs. Long Sounds

This area of interpretation needs
attention perhaps more than any other
in both vocal jazz and big band
drumming. The drummer must match
the length of sound on the set to the

length of sound of a note in the vocal

jazz music. Short vocal jazz note . . .
short drum sound. Long vocal jazz note
.. . long drum sound.

Long Drum Sound
Cymbal with bass drum
Cymbal with snare drum

Short Drum Sound
Snare drum

Rim Shot

Bass Drum
Tom-Tom

The following is an example:

oAl 4 LN
173 '
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Fills

The drum fills should be simple,
clean, clear. Don’t put everything you
have ever learned into one fill. Listen to
the dynamic level of the vocal jazz
group before the fill and after the fill. It
should make musical and dynamic
sense.

Example:

UDLAL FATZ GaaiP VOCAL JAZZ GRowP

EASURE BERRE FiLL MNEASUE AFTER £
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EXAMPLE 7

Relate the drum fill to the texture of

what is happening musically. A thin
textured vocal sound, then don’t use all
the drums and the kitchen sink. Match
the textures.

Time is the most important concept
. . . don’t sacrifice time for a flashier fill.
Simplicity is the answer.

Vocal Jazz Pumch-Figures
and/or Accents

Tutti vocal jazz accents can be played
with a set-up, or without a set-up. If the
figure is set-up, the beat or up-beat on
which the accent is located will give the
clue as to the rhythmic preparation. If
the figure comes in on a sixteenth
note, then set up sixteenth-note
preparation figure. If the figure comes in
on an and of a beat (in 4/4 time), then
set up eighth-note preparation figures. If
the figure comes in on a beat, then set
up quarter note preparation figures.

THE source for Jazz charts at all difficulty levels for

Stage Band - Jazz Combo - Swing Choir - Jazz String Quartet
by these outstanding composers:

KIM RICHMOND, CURT BERG, HOWIE SEGURSON, ROGER NEU-
MANN, CHUCK HOOVER, DAVID CAFFEY, ROB SWENSON, JOHN
H. PRINCE, GEORGE ANNIS, GARY DENTON, LARRY FORD, DON
PALMER, MIKE McCARTNEY, GORD NICHOLSON.
— plus —
six great recording arrangements of the BOB FLORENCE Big Band
“Live, Concerts By The Sea” (as heard on Trend Album #TR-523)

g

. wonderfully original compositions and arrangements.”
— Herb Wong

Write for our Catalog and FREE Stereo Tapes Offer:

CAMPUS MUSIC SERVICE Hawthorne, CA 90250
P.O. Box AA (213) 676-3302
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Example:
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EXAMPLE 8

Sometimes if a good groove is hap-
pening, don’t set-up a figure. Just
support the rhythmic figure so that the
accent is reinforced.
Vocal Solo improvisation backing

Listen to the soloist. Bring the
dynamic level down at the beginning of
the solo, but don't lose the intensity. As
the soloist develops their solo, build
dynamically behind them. If the soloist
is having trouble with rhythmic ideas,
give them an idea or two . . . but don’t
go overboard. Likewise, every time the
soloist throws out a rhythmic idea, don’t
duplicate it. If it is an advanced vocal
soloist, it may force them into a rhyth-
mic sequence they don’t want to do.

Listening
One of the most important ways to

learn how to play correctly is to actively
listen to recordings of good drummers.
Analyze how drummers accent a tutti
passage, how they back a soloist, how
they execute a fill, how they use the
complete dynamic range, how they
change a texture, how they deal with
different stylistic concepts, etc. . . . A
complete education is available from
recordings.
Physical Drum Set-up

Set up the drums and cymbals to the
player, not vice versa. Everything
should be within easy reach to facilitate
ease of movement. The drummer’s
throne should be a height that the upper
part of the legs angle downward slightly
and the lower part of the legs extend out
slightly. Make everything comfortable.

MICHAEL SMITH
INTRODUCES

Some General Suggestions

*Memorize the music so that their
head is not buried in the music.

*Never make motions that don't
produce sounds.

*Work on a balanced set sound . . .
the bass drum is no louder than the
snare drum, is no louder than the
cymbal, is no louder than the tom-tom,
is no louder than the hi-hat.

*Remember, the slower the tempo,
the more subdivisions (ballad-think 1
and 2 and 3 and 4 and). The faster
the time, the less complex (up-tempo, 4
beat, think 1-2.).

*Play relaxed and simple, yet with
intensity or energy that will inspire the
vocal jazz group.

" Musicianship is always first.

"Know all the tyles of playing (rock,
funk, straight ahead, Latins, etc.).

Books
There are a few excellent books
published on jazz band drumming which
can be applicable for vocal jazz
drumming fairly easily. Below is a list of
books that every drummer should have
in their library.

LUMINESCENCE

LUMINESCENCE " is arich blend of
jazz. rock and Latin rhythms.
Selections range from the
energetic “Year of the
Monkey." to a mellow ballad
dedicated to the memory
of Jullan "Cannonbal!”
Adderly. The entire band

1s highhighted with solo
work representative of
the best in Chicago.

Accompanying Smith on
saxophones. C flute and
percussion are Larry
s Luchowski. piano. Larry
Gray. bass. Paul Wertico.
drums: and Jerry DI Muzio.
tenor sax. flute. and
clarinet.

Performances with Paul
Anka. Sammy Davis. Jr..
Pear! Bailey. Louis Belson
and a recent tour with the
Maynard Ferguson Band
have earned Michael Smith
oy the respect of the music
‘ ‘ o industry.
Send $5 00 for album, plus $2.00 shipping and handling
- Available for clinics or concerts

Smith, 13717 Eggleston
Riverdale, IL 60627
312+849-2624

© SHMO RECORDS, 1981

\—

RTET

A i 1
The Paul Mariconda/Mike Steinel Quartet
Wishes to thank,

Peabody High School

Bethel College

University of Oklahoma
Central Oklahoma State Univ.
Bianca's Jazz Club-Okla. City
Emporia State University
Heidelberg Inn-Emporia, Kans.

*For making their residency in Kansas a success.

For more information about the

Paul Mariconda/Mike Steinel Quartet contact:

Mike Steinel or: Mike Steinel

313 Brookside Dr. Bethel College

Newton, Kansas 67114 N. Newton, Kansas 67117
316-284-2625 316-283-2500

“Sponsored by Bethel College, N. Newton, Kansas. and funded in part by
the Kansas Arts Commission and National Endowment for the Arts.

Hutchinson Comm. College
Kansas State University
Wichita State University
Kansas State College-Pittsburg
Garden City Public Schools
Garden City Comm. College
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Brush Artistry

Philly Joe Jones

Premier Drum Co.

It's Time Mel Lewis and Clem DeRosa Kendor
Different Drummers Billy Mintz AMSCO Publishing
Off The Record Joe Morello Creative Music
Modern Reading Textin 4/4 Louis Bellson Belwin Mills
Stage Band Drummers Guide John Pickering Studio PR

Stick Control

George Stone

Stone Publications

Gene Aitken is the director of the Jazz Studies Program at
the University of Northern Colorado. Gene has extensive
background as a professional musician, including ap-
pearances with performers such as Vicki Carr,
Accidentals 1I, Four Freshmen and Henry Mancini.
Active in numerous professional and community
organizations, he currently serves NAJE as National
Vocal Jazz Chairman. During the past two years. the
UNC Jazz Studies Program has won eight down beat

Awards, a Big Band Magazine citation for the New
Recording of the Month, funding support for special
projects from the National Endowment for the Arts and
Colorado Council on the Arts and Humanities, plus
invitations to appear as featured performers in a number
of major jazz festivals and music educators conventions
across the nation. The UNC/Greeley Jazz Festival was
recently cited by NAJE as the Most Outstanding Jazz
Festival in the United States.

“It’s for you, a call and response pattern.”

How To
Submit

Articles

Articles for the Jazz Educators Journal
magazine should be submitted as follows:

1. Article must be typewritten.

2. Lines double spaced.

3. Include your photo and biography.

4. Include photos relating to article if
possible. Photos must be black and
white glossy finish.

Photos will be returned if requested.

Jazz articles from newspapers and magazines
should include the name and address of the
publication and the date of printing. If you
have something to say that would be of
interest to others, sit down and write it. NAJE
does not have a staff of writers—all materials
come from NAJE members or the Public
Relations Department of their schools. Be sure
to pack photos to protect them from damage.

Address all materials to John Kuzmich,
Editor, NAJE Publications, 2010
Dougherty Ferry Road, Kirkwood, Mo.
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