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Alan Dawson solo on “Blues for Lester”

Introduction

Chapter 1 The Rudiments
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. The three-stroke ruff

. The single drag

. The double drag

. Drag paradiddle #1

. The Rudimental Ritual: slow version played

by John Ramsay

. The Rudimental Ritual: fast version played

by Alan Dawson

. Alan Dawson talks about improvisation

Alan Dawson explains/demonstrates odd
grouping patterns in 3/4 and 5/4

Chapter 2 Four-Way Coordination
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Explanation of four-way coordination
Snare drum plays the line
Bass drum plays the line

Snare drum short/bass drum long

. The left hand fills in triplets

. Alternating triplets

. The triplet roll

. Three triplet ways switching randomly

. Bass drum plays the line—

the left hand fills in triplets

Hi-hat plays the line—
the left hand fills in triplets

Hi-hat short/bass drum long—
the left hand fills in triplets

Snare drum plays the line—
bass drum fills in triplets

Snare drum plays the line—
hi-hat and bass drum fill in triplets

The eight triplet ways

A note about the audio

Some of the audio examples played by Alan Dawson were remastered
from cassette tapes made on a home tape recorder by the author during
his drum lessons (some during the early 1970s). Therefore, the sound is
not the best possible quality on these particular tracks.
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Alan Dawson demonstrates practicing the
eight triplet ways

Alan talks about heel down technique

Time playing examples

3.
4.

5.
6.

Eighth-note triplet partials

Second and third partial—
bass drum plays the line

First and second partial—hi-hat plays the line

First and third partial—
hi-hat short/bass drum long

Triplet partials in odd times
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Partials in 3/4
Partials in 5/4
Partials in 7/4
Partials in 9/4

Alan plays Odd-Time Blues (5,7 &9)
on vibraphone

Alan talks about time and practicing with
the metronome

The Jazz Mambo
Samba—the left hand fills in eighth notes
Samba with one stick and one brush

Right hand and right foot unison—the left
hand fills in eighths and eighth-note triplets

The Kirby Special

Cut-time rock and variation played by
Alan Dawson

The Para-Bossa

The Ruff-Bossa
Ruff-Bossa variation
The Roy Haynes Special

Alan demonstrates hi-hat short with foot,
long with stick and “Oleo”

John Ramsay’s notes on
Alan’s performance—Alan demonstrates

Alan talks about rudiments, other
drummers, playing to records

Alan Dawson closing solo






John Ramsay has been playing and studying the
drums for the past 36 years. In addition to studying
with Alan Dawson, he has studied with Max Roach,

Art Blakey, Ed Soph, and Bob Moses. He is current-

ly studying piano with Charlie Banacos, whose stu-
dents have included Danilo Perez, John Scofield,
Michael Brecker, Billy Pierce, Red Rodney, Mike
Stern, Larry Goldings, and countless others.

For the past four years, John has traveled to
Havana, Cuba, where he studied drumset timbales
and tumbadoras (congas) at the National School
for the Arts with Enrique Pla (of Irakare), José
Eladio Amat, and Jose Miguel. In addition, while in
Cuba he attended seminars with famed Cuban
pianist Chucho Valdez and percussionist Jose Luis
“Changuito” Quintana.

Most recently, John has traveled to Europe, the
Middle East, and Asia, performing with Donald
Harrison, Billy Pierce, and Mick Goodrick. He has
taught and conducted clinics in Paris, France;
Rome, Italy; Helsinki, Finland; Athens, Greece;

Tel Aviv, Israel; and Heek, Germany, as well as
toured the Baltic countries. He is in his fifteenth
year of teaching at Berklee College of Music in
Boston, Massachusetts.

John is featured with Art Blakey and the Jazz
Messengers Big Band, on the Blue Note Record
compact disc titled The History of Art Blakey and the
Jazz Messengers, and the 1980 Timeless Records
release Art Blakey and the Jazz Messengers Big Band
Live in Montreux and Northsea. In addition to the
Blakey Big Band—which included Wynton and
Branford Marsalis, Kevin and Robin Eubanks,
James Williams, and Billy Pierce—John has per-
formed with Sonny Stitt, James Moody, Terrence
Blanchard, Wallace Roney, Donald Brown, Kenny
Baron, Cecil McBee, Eartha Kitt, Gregory Hines,
John Hicks, Walter Booker, Dave Licbman, Harvey
Schwartz, and the Clifford Jordan Big Band. John
endorses Sabian cymbals, Drum Workshop drums,
Calato Regal Tip drumsticks, and Toca Percussion.

John is also the author of the drum book, Art
Blakey's Jazz Messages, available from Warner Bros.

Publications.

(Facing page) Alan at Harvard University, with Benny Carter.




I was a skinny kid from the hills of northwestern
Massachusetts, growing up two miles from the
Vermont border. It was in the 1960s that I discov-
ered the drums. I knew very early that this was
what [ wanted to do for a living, and so [ did what
many kids of the "60s did—I joined a rock band!
Since I was lucky enough to join an already estab-
lished working band (whose drummer had just
quit), I had an immediate induction into the world
of getting paid to play.

For the next 10 years I played the music of the
Kinks, Led Zeppelin, Grand Funk Railroad, the
Beatles, Traffic, the Spencer David Group, Jimi
Hendrix, and others. I was a self-taught rock
drummer.

The group became the center of my life. We
lived for the group and for the music. We bought a
van, a P.A. system, and a wardrobe, and we played
colleges, night clubs, and high schools. Life was
good; we were happy; everybody in my home town
knew my name. It was the '60s: “Peace & Love,”
and “Tune in, Turn on, and Drop Out.” We were
the epitome of the counterculture—"rock stars™!

But the '60s ended and reality set in. Like with
most groups, personality conflicts arose, and eco-
nomic pressures came to the forefront. People grew
weary of long road trips in crowded vans, tired of
carrying Hammond B-3 organs up fire escapes,
tired of lifting Marshall amplifiers as big as refriger-
ators, and yes, even tired of carrying around those
two 24-inch bass drums. The band broke up. This
would become a recurring theme for me—the
band always broke up. | finally got the message: If I
was going to survive as a musician, I would have to
learn other skills, other styles, and I'd have to learn
to read music. In other words, I needed a formal
education. But where was a kid from western

Massachusetts going to find this special training?

This was the '70s, and the music was changing;
there was this new thing called “fusion” with awe-
some drummers like Billy Cobham and Tony
Williams. 1 had heard that Max Roach was teaching
at the University of Massachusetts in Amherst,
which was not far from where I lived. I had to seek
him out; I was thirsty for drum knowledge. If
fusion was a melding of jazz and rock, I thought I'd
better find out what this jazz thing was all about.

Max Roach—a living legend! There he was—
living and teaching in Amherst, the town I was
born in. To my disappointment, I discovered that
Max didn't teach private lessons. He directed a
small group ensemble and a percussion ensemble
but gave no lessons. I needed more.

I had heard about this guy named Alan Dawson.
He taught at the famous Berklee College of Music
and had taught some famous drummers like Tony
Williams, Harvey Mason, and others. Maybe he
could make me famous, too! Boston was about 100
miles away from where I lived, but I didn’t care;

I figured it would be well worth the trip.

I found Alan at Berklee on the second floor of
the 1140 Boylston Street building, where I have
been teaching now for 15 years. It was 1971, and
Alan had been teaching at Berklee for about 18
years. When 1 knocked on his door that fateful day,
1 was met by a friendly, smiling gentleman. When |
asked if he accepted outside students, he informed
me that [ had come at a good time because in a few
months, he would be leaving Berklee to start his
own private teaching practice at his home in
Lexington. This was the beginning of a relationship
that would last until the time of his death in 1996.

1 began studying with Alan in 1972, driving 180
miles round-trip for my lessons in Lexington.



[ would study on and off with Alan for the next
seven years. In 1982, 1 began teaching at Berklee,
and at that time, I went back to Alan for some
“graduate work.” There was always something to
learn from a master drummer like Alan.

I remember one of my earliest lessons with Alan.,
I asked him for an assessment of my abilities (since
I had been playing professionally for 10 years). He
said that although I was a proficient drummer, 1
was really a beginner—I couldn’t read music, |
didn’t know many rudiments, and I knew little
about four-way coordination. He told me the truth.
That’s one of the things I'll always cherish about
Alan. He had a way of telling you the truth about
yourself that wasn’t hurtful, but made you want to
work harder to become a better drummer. If you
hadn’t practiced enough, he knew it, and he would
let you know by telling you that you'd be working
on the same material until your next lesson. You
couldn’t cut corners with Alan.

Alan knew more than 80 rudiments (American,
Swiss, New Innovations, and Chopsbuilders), and
he gave you three a week to work on. If you could-
n't play those satisfactorily, you didn’t get the next
three—and you wanted those next three because
after you learned them all, you got to learn the
Rudimental Ritual. This was an application of all
the rudiments played in 4- and 8-bar phrases over a
Bossa Nova foot ostinato. The Rudimental Ritual
was one of the things that led me to view Alan asa
genius of playing and teaching the drums.

Another stroke of genius was the way he created
more than 40 ways to interpret Ted Reed’s eight
pages of syncopation exercises, using different
combinations of four-way coordination.
Everything about his teaching was original and
extremely creative, like the way he applied George

Stone’s Stick Control to the drumset while singing
the melody to various standard song forms (AABA,
ABAC, ABAB, etc.), and then soloing over the tune
while still singing aloud.

You might have the impression that Alan was
more than just a teacher to me—and you'd be
right. He was a role model in the truest sense of the
word. He showed me by example that you could be
a musician and have control over your career and
life by being educated and having true knowledge
about your craft. He showed me that if you had real
skills, you could make choices about when and
where you played, and who you played with, and
equally important, how much you got paid! He
showed me that if you wanted to be a musician,
you didn’t have to be a scuffling, starving artist
type. He was a model of confidence, dignity, and
integrity for all drummers who knew him.

Were it not for Alan Dawson, [ probably would
not be where [ am today, which is a pretty good
place to be for a kid from the hills of western Mass.

Thank you, Alan.

e

John Ramsay
Associate Professor
Berklee College of Music
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1929—1996

February 23, 1996, Alan Dawson, one of the most
distinguished jazz drummers and the inspirational
teacher for many of today's giants in the drumming
community, died of leukemia at the age of sixty-six.

Alan is remembered for his dedication to his
craft and the excellence that he always sought to
attain. Most important, his determination for excel-
lence was passed on to every one of the many stu-
dents he came in contact with over the years. Alan’s
performance credits are staggering, like reading a
who’s who in jazz: Oscar Peterson, George
Shearing, Charles Mingus, Woody Shaw, Phil
Woods, Sonny Stitt, Dave Brubeck, Lionel
Hampton, Reggie Workman, Quincy Jones, Dexter
Gordon, Tal Farlow, Earl Hines, Rahsaan Roland
Kirk, Frank Morgan, Hank Jones, Frank Foster,
Phineas Newborn, Charles McPhereson, Jaki Byard,
Teddy Wilson, Booker Ervin, James Williams, Phil
Wilson, Terry Gibbs, and many others. As impres-
sive, are the former students who have gone on to
become their own innovators: Tony Williams, Terri
Lyne Carrington, Steve Smith, Joe LaBarbera, Joe
Corsello, Kenwood Dennard, John “J.R.” Robinson,
Casey Scheuerell, Harvey Mason, Vinnie Colaiuta,
Keith Copeland, Jake Hanna, Bobby Ward, Akira
Tana, and many, many others.

Alan was born in Marietta, Pennsylvania, and
raised in Roxbury, Massachusetts, a suburb of
Boston. He studied drumset for four years with per-
cussionist Charles Alden before having to serve in
the Army in 1951 for Korean War duty. Alan played
with the Army Dance Band while stationed at Fort
Dix from 1951-1953. During his Army experience,
Alan was able to dive right into the post-bop era by
performing with pianist Sabby Lewis’s eight-piece
band, and after his release from the Army, he
embarked on a three-month tour of Europe with
Lionel Hampton. Alan always made mention of his
general distaste for touring by recalling the
Hampton tour which featured low pay and poor
working conditions (“three months that seemed
like fifteen years”). It was at about this time that
Alan married the love of his life, Florence Howell.

During the mid-"50s, Alan struggled to stay in
Boston and avoided relocating to New York.
Recently, Alan noted that “You used to have two
choices—the road or New York. Now you just have
to be near an airport. I'll admit that New York is
one of the most exciting cities. For me, though, it’s

Used by permission from Percussive Notes magazine
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Dean Anderson

still just a nice place to visit.” He maintained an
active recording career, taught clinics, did some
brief tours, and in 1957 became the house drummer
for six nights a week at Wally’s Paradise in Boston.
Also in 1957, Alan began his 18-year association
with Berklee College of Music. In the late 1950s,
Alan performed with John and Paul Neves at the
Mount Auburn 47 Coffee Shop in Cambridge,
Massachusetts, and worked with Herb Pomeroy at
the Stables from 1959-1960.

From 1963-1970, Alan was the house drummer
at Lennie’s on the Turnpike in Peabody,
Massachusetts. [t was during this important period
of time that Alan’s recognition grew to a very high
level. At Lennie’s, Alan had the opportunity to per-
form with many of the leading artists in jazz.
During this time, Alan enabled many important
musicians to experience his musicianship and his
love for music. These qualities led Alan to become
Boston’s drummer of choice for local players as well
as all of the touring jazz giants.

In the 1960s, Alan’s New York recording experi-
ences hit full stride with saxophonist Booker Ervin’s
recording project, The Freedom Book. This and
other legendary recordings with Ervin inspired
many drummers to pursue the path of the drums.
Additionally, Alan’s work with Jaki Byard on piano
and Richard Davis on bass for Prestige records was
substantial between 1963 and 1968.

From 1968-1975 Alan worked with the Dave
Brubeck Quartet and toured with Brubeck’s family
band, Two Generations of Brubeck. Dave Brubeck
commented on Alan’s playing by saying that not
only is it “his technique, the wonderful way he
swings without even thinking about it—but it's how
he accomplishes everything, his flowing approach to
the drums, that sets him apart.”

In 1975, Alan suffered a ruptured disc and need-
ed surgery. He made a decision to stop all touring,
end his 18-year tenure at Berklee College of Music,
and return to limited teaching at his home in
Lexington, a suburb of Boston. In addition, Alan
formed a quartet with James Williams, Bill Pierce,
and Richard Reid, and established a more staid and
relaxed lifestyle. Alan’s decision to limit his teaching
to 30 hours per week actually succeeded in produc-
ing an impressive waiting list of students who want-
ed to learn his “ritual” for practice, his secret for
independence, his obsession with obtaining musical



variation, and his quest for control of sound, color,
and swing.

Alan admits that he never started out to be a
teacher but a performer first and foremost. In 1954,
Alan began an informal imparting of information to
Clifford Jarvis, and shortly afterwards, communi-
cated in a more formal manner by taking on Tony
Williams and others as students. Then, Alan began
teaching at Berklee College of Music and he began
to analyze everything that he was playing. Alan
slowly developed to a point where he felt comfort-
able as a professional player thinking like a teacher,
and as a teacher who could readily impart all of his
performance secrets to others. Once Alan attained
this important balance between teaching and per-
forming, he found that both areas improved signifi-
cantly.

Alan’s approach to teaching was simple. He pri-
marily taught people to play music, and the instru-
ment itself was secondary. Alan always wanted his
students to have an understanding, appreciation,
and respect for the music itself. Alan stressed the
two most important things in music as being
rhythm and melody, and how they complemented
each other in the music of all ethnic styles. Alan had
students sing tunes along with exercises to help
them learn the forms of tunes. Alan felt very strong-
ly that it’s very important for one to know the
melody and the form of a tune so that the drummer
can fulfill his/her role in a better way.

Alan was well noted for a teaching concept of
four-way independence via a musical approach by
using Ted Reed's Syncopation for the Modern .
Drummer and George Stone’s Stick Cmmi.h
always felt that coordination w&m :
though if taken to cnrmwu qiﬂlﬁh- :

mic interference i

going. He went mﬁtmﬁm
for lechmul

cd)—-wﬂ@w éfbtmg able to utilize.
themina muﬂcﬂw : Alan once stated that “the
difference between jazz and other mﬂﬁ:iﬂhﬂ!ﬁ :
difference bemmmrdmgunl :
marching is done on the heels andlillidui:dom
on the toes. lfywtvhc;myﬂ:onewﬂmmu :
on the beat or syncopate the rolls, then you can get
a nice jazz feel.”

Alan advocated the use of brush playing for all
sticking exercises and rudimental work. He felt that
by using brushes, one wouldn’t be getting much

rebound help and, therefore, would give one the

sense of “picking up” the sticks. Alan also stressed

proper posture at the drumset and relaxation in
body movements. He related these important issues
to the balance in sound in one’s playing and the
ability to control all four limbs. Alan’s emphasis on
physical balance comes from the impact Jo Jones
had on Alan’s playing style.

Alan’s teaching also reflected many broad truths
such as:
® One cannot make progress without making

mistakes,

® When one has to play fast, try to loosen up.

® Work to develop control—strength comes from
repetition.

B One can never have enough knowledge, but just
because you know how to play something isn't a
reason to play it.

® Always listen closely to all the music around you.

W Study the historical perspective of the music you
are playing.

W A teacher should try to stimulate a student’s
imagination and creativity.

Alan was always extremely proud of all his stu-
dents. He realized that some were more talented
than others, though he was equally proud of them
all. Alan truly believed that everything he gave as a
teacher he had got back, and more, in return. Alan
was one of the last remaining teachers to have had a
platform to consistently teach so many drummers.
We will always be reminded of Alan’s perpetual
smile, fixed gaze, and his deep passion to teach. The

"Hidkﬁbyh‘m will remain, and the inspira-
 tion that he was to all of those who studied, played,
~or listened to him perform will live on.

tf:'.mwg@m by some of today’s leading

- performers and educators truly exemplify the
: m.&hﬂ had on the drumming community.

"hMRMmOnulwﬁmﬂyabktohavethc

apportunity to study with Alan, a part of me would

‘have been satisfied just to hear the stories from a

ﬁyhdorjuﬁw watch and hear him play. Then he

- introduced me to Ted Reed’s Syncopation for the
- Modern Drummer. That changed my life. Alan’s

teaching technique showed me chart reading, confi-

dence, song sense, and most of all, groove. What
Alan did for music is unrivaled. What Alan did for
drummers is godly. There will be no other like him,
and I shall miss him greatly.

Fred Buda: During my many years teaching with
Alan, we shared many musical ideas and thoughts
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about guiding young drummers through the chal-
lenges of the art and profession of music. Alan
taught his students about the mechanics of playing,
but he mostly emphasized the importance of swing-
ing and making the time comfortable for other
musicians so they can sound their best. Alan was a
great musician and friend, and I know that his influ-
ence in music will be felt for a long time to come.

Kenwood Dennard: My beloved teacher and men-
tor, Alan Dawson, has influenced me in at least 13
ways: outlandish independence, vibraphone play-
ing, singing, controlled-clean technique, meticulous
reading abilities, attitude of excellence (so impor-
tant), brushwork, bebop repertoire, form, practical
applications, space, feel, and my six-way panasonic
coordination concept.

Gary Chaffee: Alan Dawson was one of those
unique individuals whose talents covered not only
performance, but also education. When I came to
head the Berklee percussion department, it was my
first opportunity to meet Alan and to work with
him. He was an outstanding teacher and one of the
most dedicated ones that | have ever met.
Additionally, Alan’s expertise as a performer is well
documented through his many recordings. He has
worked with some of the top players in the field.
His passing is a great loss to the whole drumming
community, and he will be greatly missed.

Lennie DiMuzio: For many years, Alan was more
than just a great artist with the Zildjian Company.
To me, he was a very special friend. Very few people
know that Alan and I go back about forty years.
When | was drafted into the Army during the
Korean conflict, | auditioned for the Army Band at
Fort Devens, MA. Guess who the auditioning per-
son was? [t was none other than Alan. He was the
drummer in the Army Band stationed at Fort
Devens, and what a break it was for me. When he
found out that I was studying with his former
teacher Charlie Alden in Boston, we became instant
friends. Later, we met on various occasions through
the Zildjian Company, and it was the beginning of a
long, beautiful relationship with a beautiful person,
and one whom I'll never forget!

Casey Scheuerell: Alan was the best mentor a drum-
mer could have. Music, melody, and form were
what impressed him. He would bust you in a New
York minute for losing your place in a tune. If you
didn’t practice, he could make 30 minutes feel like

30 days. A.D. had a certain crispness to his sound—
a snap, crackle, pop, if you will. Alan was one of the
best soloists ever to play the instrument. He was a
person of great integrity, very dignified, respectful
of others, and always with that warm smile. Alan
was “Awesome Dawson.”

Jon Hazilla: 1 never had one specific “moment”
with Alan that changed my life and music—
rather, my life and music were forever changed the
moment | met him.

Terri Lyne Carrington: Alan Dawson was not only
one of the greatest drummers and one of the great-
est teachers in the world, he was one of the greatest
people in the world. To be a great teacher, one has
to have a big heart and a large capacity to love. Alan
had both of those qualities and was very generous to
all who came in contact with him.

When I started playing drums at age seven, he
was the person my family contacted for lessons. He
refused to teach me until | was fourteen for fear that
his discipline might discourage me. I didn’t realize
until many years later how compassionate this was
of him. I'll miss Alan’s artistry and friendship dear-
ly, and I only hope that he felt in return the love
that we all had for him,

Tony Williams: Alan Dawson was one of the best
drummers in the world. That's a fact, not just my
opinion. I met Mr. Dawson when | was nine years
old. He went out of his way to encourage me, help
me, and to see that I had the opportunities to devel-
op my meager skills and go further. For example,
Mr. Dawson had his trio (Paul Neves on piano and
John Neves on bass) playing at the famous Club 47,
Mt. Auburn Club in Cambridge, MA. Saturday
nights he would drive 100 miles out of his way to
pick me up in Roxbury, drive to Cambridge to let
me perform with his trio, present me to the public,
let me gain valuable experience, and then return me
safely home before returning home himself to
Lexington, MA. I was twelve years old.

Every drummer, local and worldwide, knew of
his legendary speed, precision, and control. Mr.
Dawson didn’t teach me only to play the drums: he
taught me how to conduct myself as a musician and
as a man.

Thank you, Alan Dawson.

Ivan Andersen i the chaur of the percisiien departenent af Beriler College of Musc
where he has taught anor 1974, Dean s @ memiber of the Baston Paps Esplamade Orohestra
wiith numerous prrformances with the Boston Symephony Bostom Pops, principal percis
shonist with the Boston Baller Orohestra, and solo perrusssonsst weth Bostore Musica Vive
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Lucky Thompson, Gigi Gyrce and Art
Farmer in Paris. Lucky Thompson, Gigi
Gyrce, Art Farmer, Jimmy Cleveland,
Martial Solal, Henri Renaud, Anthony
Ortega, Jimmy Gourley, Alan Dawson.
7/28/53 Vogue CD 09026-68216-2.

Crirrorp Brown, Big Band in Paris.
Clifford Brown, Art Farmer, Quincy Jones,
Walter Williams, Fernand Verstraete, Fred
Gerard, Jimmy Cleveland, Bill Tamper, Al
Hayes, Gigi Gyrce, Anthony Ortega,
Clifford Solomon, Henri Bernard, Henri
Jouat, Henri Renaud, Pierre Michelot,
Alan Dawson. 9/28/53 Vogue/Prestige/O)C.

Lioner Hampron, Oh, Rock! Lionel
Hampton, Clifford Brown, Art Farmer,
Quincy Jones, Walter Williams, Jimmy
Cleveland, Buster Cooper, Al Hayse, Gigi
Gyrce, Tony Ortega, Clifford Solomon,
Clifford Scott, Oscar Estell, George
Wallington, Billy Mackel, Monk
Montgomery, Alan Dawson, Curley
Hamner. Natasha NI 4010.

Booker Ervin, The Freedom Book.
Booker Ervin, Jaki Byard, Richard Davis,
Alan Dawson. 12/3/63 Prestige PR
7295/0]C.

Booker ErviN, The Song Book. Booker
Ervin, Tommy Flanagan, Richard Davis,
Alan Dawson. 2/27/64 Prestige PR
7318/0]C.

Booker Ervin, The Blues Book. Booker
Ervin, Carmell Jones, Gildo Mahones,
Richard Davis, Alan Dawson. 6/30/64
Prestige PR 7340/0]C.

Bookkr ErviIN, Groovin® High. (same as
The Blues Book). 6/30/64 Prestige PR 7417,

Booker Ervin, The Space Book. Booker
Ervin, Jaki Byard, Richard Davis, Alan
Dawson. 10/2/64 Prestige PR 7386/0]C.

Jak1 Byaro, The Experience. Jaki Byard,
Roland Kirk, Richard Davis, Alan Dawson,
Prestige.

Michael Haggerty

1965 Booker Ervin, Quartet Live at Lennie’s

on the Turnpike. (Vol. 1 & 2) Jaki Byard,
Joe Farrell, George Tucker, Alan Dawson.
4/65 Prestige PCD24121.

CHARLES McPHERSON, Con Alma! Charles
McPherson, Clifford Jordan, Barry Harris,
George Tucker, Alan Dawson. 8/6/65
Prestige 7427, CD O]C 1875.

Lee Konitz, Lee Konitz.... Lee Konitz,
Chet Baker, Keith Jarrett, Charlic Haden,
Beaver Harris, Bill Evans, Niels-Henning
Orsted-Pedersen, Alan Dawson. Jazz
Connoisseur 113.

Lee Konitz, Quartet in Europe. Lee
Konitz, Phineas Newborn, Oscar Pettiford,
Kenny Clarke, Bill Evans, Niels-Henning
Orsted-Pedersen, Alan Dawson. Unique
Jazz 21.

Lee Konrrz and Biue Evans, Together
Again. Lee Konitz, Bill Evans, Niels-
Henning Orsted-Pedersen, Alan Dawson.
10/29/65 & 10/31/65 Moon 024.

Booker ErviN, Setting the Pace. Booker
Ervin, Dexter Gordan, Jaki Byard, Reggie
Workman, Alan Dawson., Prestige PR 7455.

SoNNY RoLLINS Trio, Live in Europe 1965.
Sonny Rollins, Niels-Henning Orsted-
Pedersen, Alan Dawson. Magnetic CD 118,

Booker ErviN, Lament for Booker Ervin.
Booker Ervin, Kenny Drew, Horace Parlan,
Niels-Henning Orsted-Pedersen, Alan
Dawson. 10/29/65 Enja/Inner City 3006.

Jakt Byarp, Freedom Together. Jaki Byard,
Richard Davis, Alan Dawson, Jr. Parker.
Prestige PR 7463.

Booker Ervin, The Trance. Booker Ervin,
Jaki Byard, Reggie Workman, Alan
Dawson. 12/27/65 Prestige PR 7462/0]JC.
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1966

Booker Ervin SexTeT, Heavy!l!
Booker Ervin, Jimmy Owens,
Garnett Brown, Richard Davis,
Alan Dawson. Prestige PR 7499.

Sonny Criss, This Is Criss.
Sonny Criss, Walter Davis, Paul
Chambers, Alan Dawson.
Prestige/O]C.

Eric Kross, Grits and Gravy.
Eric Kloss, Jaki Byard, Richard
Davis, Alan Dawson. 12/22/66
Prestige P 7486.

LioneL HampTON, Reunion at
Newport. Lionel Hampton,
Snooky Young, Jimmy
Nottingham, Joe Newman,
Wallace Davenport, Dave
Gonzalez, Al Grey, Garnett
Brown, Britt Woodman, Walter
Morris, Benny Powell, Scoville
Brown, Ed Pazant, George
Dorsey, Bobby Plater, Frank
Foster, Dave Young, Eddie
Chamblee, [llinois Jacquet,
Jerome Richardson, Curtis Lowe,
Oscar Dennard, Tete Montoliu,
John Spruill, Milt Buckner, Billy
Mackel, George Duvivier, Pete
Badie, June Gordner, Steve Little,
Alan Dawson, Maria Angelica.
Bluebird 07863661572,

Sonny Criss, Portrait of Sonny
Criss. Sonny Criss, Walter Davis,
Paul Chambers, Alan Dawson.
Prestige/O]C.

Eric Kvross, Ist Class Kloss.

Eric Kloss, Jimmy Owens, Cedar
Walton, Leroy Vinnegar, Alan
Dawson. 7/14/67 Prestige 7520.

Eric Kross, Life Force.

Eric Kloss, Jimmy Owens, Pat
Martino, Ben Tucker, Alan
Dawson. 9/18/67 Prestige 7335.

ILLiNots JacQuer, Flying Home.
Illinois Jacquet, Russell Jacquet,
Joe Newman, ].J. Johnson, Ray
Perry, Leo Parker, Maurice
Simon, Milt Buckner, Cedric
Haywood, Sir Charles
Thompson, Lionel Hampton,
John Collins, George Duvivier,
Alan Lucas, Alan Dawson, Jo
Jones, Shadow Wilson. 7/67
Bluebird ND 90638.

ILLinois JacQuer, Bottoms Up.
Illinois Jacquet, Barry Harris, Ben
Tucker, Alan Dawson. 3/26/68
Prestige 7575.

I LiNots JAcQuUET, Go Power!
[llinois Jacquet, Milt Buckner,
Alan Dawson. Cadet 773.

Eric KrLoss, In the Land of the
Giants. Eric Kloss, Booker Ervin,
Jaki Byard, Richard Davis, Alan
Dawson. 1/2/69 Prestige 7627.

SARAH VAUGHN, Jazzfest Masters.
Sarah Vaughn, Clark Terry, Zoot
Sims, Jaki Byard, Milt Hinton,
Alan Dawson. 6/69 Scotti
Brothers CD 72392 75244-2.

Roy ELpripGe and Buck
CrayTON, The Trumpeters.

Roy Eldridge, Buck Clayton,
Clark Terry, Bobby Hackett, Jaki
Byard, Richard Davis, Alan
Dawson. 6/69 Scotti CD 75246.

Paur DesmonD and GERRY
MuLLIGAN, The Jazzfest Masters.
Gerry Mulligan, Paul Desmond,
Jaki Byard, Milt Hinton, Alan
Dawson. 6/69 Scotti CD 75248.

Tar FarLow. The Return of Tal
Farlow. Tal Farlow, John Scully,
Jack Six, Alan Dawson, 9/23/69
Prestige 7732.

1971

1972

Dexter GorpaN, The Panther.
Dexter Gordan, Tommy Flanagan,
Larry Ridley, Alan Dawson. 7/7/70
Prestige PR 10030.

Dave BruBkeck, Live in Mexico
City. Dave Brubeck, Gerry
Mulligan, Jack Six, Alan Dawson.
5/70 Columbia Legacy 64820.

DavEe Brusgck, Live in Berlin.
Dave Brubeck, Gerry Mulligan,
Jack Six, Alan Dawson. 11/70
Columbia Legacy 64820,

Dave Brusgck, The Last Set at
Newport. Dave Brubeck, Gerry
Mulligan, Jack Six, Alan Dawson.
7/71 Atlantic 81382.

NATHAN Davis, 6th Sense in the
11th House. Nathan Davis,
Roland Hanna, Richard Davis,
Alan Dawson. Segue 1002.

Sonny StitT, Tune Up! Sonny
Stitt, Barry Harris, Sam Jones, Alan
Dawson. 2/72 Muse MCD 5334.

Dave Bruseck, We're All
Together Again for the First Time.
Dave Brubeck, Paul Desmond,
Gerry Mulligan, Jack Six,

Alan Dawson. 10/72 & 11/72
Atlantic 81390.

Newport in New York "72: The
Jam Sessions Vol. 1 and 2.

Cat Anderson, Jimmy Owens,
Charles McPherson, Buddy Tate,
Milt Buckner, Roland Hanna,
Charles Mingus, Alan Dawson.
7/6/72 Cobblestone CSP 9025-2.

1973—74 Dave Bruseck, All the

Things We Are. Dave Brubeck,
Anthony Braxton, Lee Konitz,
Jack Six, Alan Dawson, Roy
Haynes. 7/17/73 & 10/3/74
Atlantic 81399,



Dave Bruseck, Time Signatures:
A Career Retrospective.
Columbia/Legacy 52945 4CD,

PuiL Woobs, Musique du Bois.
Phil Woods, Jaki Byard, Richard
Davis, Alan Dawson. 1/14/74
Muse 5037.

Jimmy RANEY, Momentum.
Jimmy Raney, Richard Davis,
Alan Dawson. 7/21/74 Pausa PR
7021.

PuiL WiLson, Getting It All
Together. Phil Wilson, Mae
Arnette, Brother Blue, Andy
McGhee, Ray Santisi, Whit
Browne, Alan Dawson.
Outrageous Records 1.

AL Coun, Play it Now. Al Cohn,
Barry Harris, Larry Ridley, Alan
Dawson. 6/19/77 Xanadu 110.

77 —7B8 Hank Jones, I Remember
You. Hank Jones, George
Duvivier, Alan Dawson, Oliver
Jackson. 7/77 & 7/78 Black and
Blue 233122.

The Muse All Stars Live at
Sandy’s. Eddie “Cleanhead”
Vinson, Arnett Cobb, Buddy
Tate, Ray Bryant, George
Duvivier, Alan Dawson. 8/25/78
Muse MR 5198.

Eppie “CLEANHEAD” ViNsON,
Hold It Right There. (same per-
formers and date as The Muse All
Stars) Muse MR5243,

Buooy Tate, Hard Blowin’,
(same performers and date as
above) Muse MR 5249,

ArNETT CoBB and the Muse All
Stars, Live at Sandy’s. (same per-
sonnel and date as above)

Muse MR 5191/5550.

ART MATTHEWS, It’s Easy to
Remember. Art Matthews, Billy
Pierce, Archie Shepp, Dizzy
Reese, Charles Fambrough, Alan
Dawson. 12/4/78 The Matra 1001.

1978—79 |ake HANNA, Impressions.

1985

1985

1986

1987~

1988

Jake Hanna, George Duvivier,
Major Holley, Alan Dawson. 7/78
& 7/79 Black and Blue 59.753 2.

RicHarp HoLLYDAY, Moment’s
Notice. Richard Hollyday, Billy
Pierce, James Williams, John
Lockwood, Alan Dawson.

Shiah SR 114,

RicHARD CARR AND THE PrO
Bow Trio, String Vibrations.
Richard Carr, Alan Dawson
(vibes), John Baboian, Mark Pucci.
Progressive Records Pro 7047.

GREAT Jazz QUARTET, Live in Japan.
Sam Most (flute & tenor), Hank
Jones (piano), Ray Brown (bass),
Alan Dawson (drums). 10/15/85
TDK Records TDCN 5138-39.

1991

RicHARD and CHRISTOPHER
Hovrypay, Oh Brother! Richard
Hollyday, Christopher Hollyday,
John Medeski, John Lockwood,
Alan Dawson. 8/11/86 Jazz Beat.

SaTcHmo LEGAcY BAND, Salute
to Pops (Vol. 1 & 2). Freddie
Hubbard, Curtis Fuller, Alvin
Batiste, Al Casey, Kirk Lightsey,
Red Callender, Alan Dawson.
6/87 Soul Note 121 116 & 121 166.

DonNaLp BrownN, The Sweetest
Sounds. Donald Brown, Steve
Nelson, Charnett Moffett,
Alan Dawson. 6/88 Jazz City
660.53.008/Evidence 22203.

Ken PepLowski, Mr. Gentle and
Mr. Cool. Ken Peplowski, Scott
Hamilton, Bucky Pizzarelli, Hank
Jones, Frank Tate, Alan Dawson.
2/90 Concord CCD 4419,

Discography

DominiQue Eapk, The Ruby and
the Pearl. Dominique Eade, Alan
Chase, Stanley Cowell, John
Lockwood, Alan Dawson. 6/20/90
& 6/21/90 Accurate 3924 CD.

Ken Peprowski, Hluminations,
Ken Peplowski, Howard Alden,
Junior Mance, Dennis Irwin, Alan
Dawson. Concord CC D 4449.

Live at the 1990 Concord Jazz
Festival, First Set. Bob
McConnelll, Harry Sweets
Edison, Al Grey, Benny Powell,
Ed Bickert, Gene Harris, Neal
Swainson, Alan Dawson. 8/18/90
Concord 4451.

Bivi Pierce, One for Chuck.

Bill Pierce, Bill Mobley, Mulgrew
Miller, Ira Coleman, Alan
Dawson. 4/91 Sunnyside 1053 CD.

Ruby Braff, . .. And His New
England Songhounds (Vol 1 & 2).
Ruby Braff, Scott Hamilton, Dave
McKenna, Frank Tate, Alan
Dawson. 4/91 Concord CCD
4478/4504.

Howarp ALDEN, A Good
Likeness. Howard Alden, Michael
Moore, Alan Dawson. 8/92
Concord CCD 4544,

Apam Makowicz, The Music of
Jerome Kern. Adam Makowicz,
George Mraz, Alan Dawson, 9/92
Concord CCD 4575.

Frank WiLkins and Eric
PreusSER, In Our Time. Frank
Wilkins, Eric Preusser, Lionel
Giradeau, Alan Dawson (vibes).
2/93-7/93.
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Ken PeEpLOWSKI, Steppin’ with
Peps. Ken Peplowski, Randy
Sandke, Joe Wilder, Howard
Alden, Bucky Pizzarelli, Ben
Aronov, John Goldsby, Alan

Dawson. 3/93 Concord CCD 4569.

BiLL MosLey SexteT, Triple Bill.
Bill Mobley, Bill Pierce, Bill
Easley, Kenny Barron, Christian
McBride, Alan Dawson, Ron
McBee. 6/28/93 Evidence 22163.

Curis NeviLL, From the
Greenhouse. Chris Neville,
Benny Carter, John Lockwood,
Alan Dawson. 7/23/93-7/25/93
Evening Star 102.

Apam Makowicz, My Favorite
Things: The Music of Richard
Rogers. Adam Makowicz,
George Mraz, Alan Dawson.
9/93 Concord CCD 4631.

Epex Arwoon, Cat on a Hot Tin
Roof. Allen Farnham, John
Goldsby, Jessie Davis, Ken
Peplowski, Alan Dawson.
10/5/93-10/7/93 Concord 4599.

A Season of Ballads. Donald
Brown, Harold Mabern, Charles
Thomas, Ray Drumlin, Alan
Dawson. Space Time Records
2G9703.

MiTcH SEIDMAN, Frefware.
Mitch Seidman, Charlie
Kohlhase, Leonard Hochman,
Harvey Swartz, Alan Dawson.
Brownstone CD 11146.

Lexny HocHMAN, Until
Tomorrow. Lenny Hochman,
Eula Lawrence, Chris Taylor,
Mitch Seidman, Harvey Swartz,
Alan Dawson, Ella Lou Weider.
4/25/94 & 4/26/94 Brownstone.

1995 Mivt Hixton, Laughing at Life.
Milt Hinton, Jon Faddis, Harold
Ashby, Richard Wyands, Derek
Smith, Lynn Seaton, Brian Torff,
Santi Debriano, Rufus Reid, Alan
Dawson, Dave Ratajczak, Terry

Clarke. 3/95 Columbia 478178.

Unissued Craries Tnomas Trio,
Charles Thomas, Ray Drumlin,
Alan Dawson.

Arax Dawson, Waltzin® with
Flo. Alan Dawson, Bill Mobley,
Andy McGhee, Bill Pierce,
Donald Brown, James Williams,
Ray Drumlin. Alan’s only date as
a leader to be issued. Fall 1998.

Special thanks to: Bob Blumenthal, Fred
Bouchard, Tom Everett, Russ Gershon,
Charlie Kohlhase, John Lockwood, Russ
Musto, Rob Riordan, Mia Saunders, Steve
Schwartz, James Williams, and Jack Woker.

Michael Haggerty has studied and worked in nearly every area of the jazz world.
As a disc jockey for more than fifteen years, he has hosted a weekly jazz inter-
view and music program on Harvard University’s WHRB.

Left crash Ride cymbal
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In the following chapter you will find a complete
listing of 26 American rudiments, 21 Swiss (includ-
ing variations), 22 rudiments called New
Innovations (including variations) and 17 rudi-
ments (with variations) called Chopsbuilders—

a total of 86 rudiments.

They are presented here just the way Alan
showed them to me, first individually and then as
part of the Rudimental Ritual. The Ritual will be
covered in greater detail later in this chapter.

Alan’s method for learning and practicing the
rudiments was to play each one from slow to fast
gradually and back to slow again gradually. In
Alan’s words, doing them this way would provide
“conditioning” for the hands while at the same time
add to your vocabulary. He would also stress that
speed was not the important thing but that sound
was. If they don’t sound good slow, they won't
sound good when you play them faster. In my own
experience teaching, I have found that many stu-
dents don’t really play them slowly enough. I sug-
gest a starting tempo of (] ) = 40.

While studying with Alan, his students would
work on three rudiments per week. He would give

you the next three only when you demonstrated
these satisfactorily. This method would have a
cumulative effect whereby each week you would be
practicing a greater number of rudiments. Once
you mastered one group of three, you would want
to spend more time on the new group while review-
ing and maintaining the previously learned ones.
When you try this method, by the time you have

learned a considerable number of rudiments, it will
be difficult to practice them all every day. (Once
you have learned the ritual this won’t be a prob-
lem.) In the meantime, you may want to rotate
through the previously learned rudiments over a
period of several days. For example:

Day 1. Work on first 9-12 rudiments plus

the new ones you are on,

Day 2. Work on next 9-12 plus the new

ones, etc.
Or try grouping them by type. For example:

Day 1. Work on all ruff type.

Day 2. Work on all flam type.

Day 3. Work on all numbered rolls, etc,
I have grouped them here the same way Alan
grouped them when he taught them to me.

The three-stroke ruff.

The single drag.

The double drag.

= -

- -

LLR
RRL

LLR
RRL

This rudiment is part of many
other rudiments and should be
played with a closed interpreta-
tion. In other words, keep the
grace notes low and close to the
single stroke. Think on the beat.
This rudiment does not alter-
nate. Play in each hand from
slow to fast (gradually) and back
to slow.

R AR L B

LLR LLR L RRL RRL R
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Flama flama diddle Flama flama flam flam
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The Rudiments

In this section you will find Alan’s famous reading it, it will take much longer to commit it to
Rudimental Ritual. After you have learned all of the memory.

rudiments in the previous section, you should Work from the CD recording to help with mem-
review them all with brushes. The ritual is to be orizing. The rudiments are all arranged in four- and
played on the drumset with brushes over a bossa eight-bar phrases. Use these phrases to help with

nova foot ostinato. There are two important things your memorization. Be aware that Alan applied cer-
to remember while playing the rudiments with the tain formulas to various rudiments which occur fre-
brushes. The first is to play on the tips of the brush-  quently. For example, for rudiments in 3/4 time,
es (rather than the fan section). The second istobe  use this formula: four bars of 3/4 plus one bar of 4/4
sure to pick the strokes up (brushes don’t rebound  equals four bars of 4/4. For example, four double
the way that sticks do). This will require a firm grip  ratamacues (4 bars of 3/4) rounding off with one

and the use of wrist strokes. triple ratamacue (one bar of 4/4) equals one four
Once you have done this review, you will be bar phrase in 4/4. Use the CD recording and your
ready to begin memorizing the ritual. Memorizing ears building phrase by phrase, and with a little time
o @ is the key word here. If you try to learn the ritual by  and effort the ritual will be yours for life.
Three-stroke Ru
e m M T
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& D 4 - . ) Lo | Fe |
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As mentioned in the introduction to this book,
Alan had more than forty ways of interpreting the
eight pages of syncopated exercises in Ted Reed’s
book Syncopation (pages 37-44*). In this chapter
you will find a partial selection of those forty ways.
Also included here are three of those pages for your
use with these exercises.

The first three ways are a prerequisite for learn-
ing the rest. These three are basic four-way coordi-
nation (or independence) studies and will serve the
purpose of familiarizing you with the reading
aspect of that component of Alan’s teaching.
Consequently, you will not only be practicing coor-
dination, but also reading. Alan would stress the
importance of practicing all of the eight pages par-
ticularly because there are no consecutive 8th-notes
(four or more 8th-notes in a row) on page 37. You
never knew which page he was going to ask you to
play, so if you hadn’t practiced them all he could
tell. It may be necessary to use pages 33-36 as
preparation for pages 37-44. If you can’t play
33-36 without stopping, it is unlikely that you will
be able to play exercises 1-8 (pages 37-44).

[ cannot emphasize enough how important it is
that you do not stop or go back if you make a mis-
take while playing the exercises. This was one of the
things that Alan was adamant about. Try to make a
mental note of where the mistakes occurred, and go
back after you've completed the page, isolate the
measure or measures, and play them repeatedly. At
first, play just the measure alone and then as a
repeated two- or four-bar phrase. This approach is
essential for establishing good reading habits.

Practice these the same way as the rudiments:
spend at least one weck on each way before moving
on to the next.

*During the writing of this book, a newer version of
Syncopation was released in which a page has been
added. Exercises 1-8 now appear on pages 38-45.

(Facing page) Northeastern University.
John Coltrane Memorial Concert, with
Billy Pierce and Tim Engles, 1992,

1. Snare Drum Plays the Line

Snare (left hand) plays the syncopated line.
Right hand plays jazz time.

L}
: —_— p—
x ® oy ® x oy x

Bass drum “feathers” (plays lightly) quarter notes.
Hi-hat plays beats 2 & 4,

@ Example:

written
N | N | I
”
4
played 3 3 3
—
oz oy

2. Bass Drum Plays the Line

Bass drum plays the line.

Right hand plays time.

Left hand plays a rim click on beats 2 & 4.
Hi-hat plays beats 2 & 4.

@ Example:

written

|
s of
3 3 3
played — — j
Sy ¥
< &

Sr
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o 3. Short and Long*

Short notes (J)) = snare drum
Longnotes ( J J)_J) J )=bassdrum
Right hand = time

Hi-hat = beats 2 & 4

Example:

written

consecutive eighths

71 N | N

- 'l

*This concept of short and long notes is an important one not only because
music is a combination of short and long tones, but also because it is the con-
cept on which many of the following, more advanced four-way coordination
studies are based.

Please note that some of the following exercises are not written with specific
drumset voicings or orchestration. It is up to the reader to follow the directions
preceding each exercise to understand the interpretation. They are presented
here the way Alan presented them to his students. The key word here is
“interpretation.”



Four-Way Coordination

This is the first of several exercises that use the idea of filling in triplets, In this
example the short notes are played by the right hand on the small tom tom.
The long notes are played on the cymbal (by the right hand) and the bass drum
in unison. The left hand fills in triplets on the snare drum. The hi-hat plays on
beats “2” and “4.”

Note: a quarter-note rest will equal three notes with the left hand; a quarter-
note plus an eighth-note rest will equal five notes with the left hand.

consecutive eighths

J b J TTTIbJ D
g i

3 3 3 3 3 3 3 3
BLRLERRLLRLL BLRRLARRLRLLE

=X

With this exercise, the sticking remains constant: RLRLR L
Short notes = accented S.D.

Long notes = cymbal and B.D. in unison.

Hi-hat plays beats “2" and “4.”

The key to making this sound good lies in keeping the unaccented notes
on the snare drum down low to the drum head, so that the short accents
stand out.

Practice tip: You may want to play all the notes accented on the snare to
get comfortable with where they fall (i.e., which hand), then follow the short
and long assignments.

consecutive eighths
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This is similar to the alternating triplets—the sound sources are the same:
Short notes = accented snare drum.

Long notes = cymbal and B.D.

Hi-hat = “2” and “4.”

Filling in with triplet roll*

J J D> J D

= 5 = 3 > § 2= 3 >

consecutive eighths

* A triplet roll is made up of 16th-note triplets played with dou-
ble strokes. What actually takes place is a five-stroke roll with
the accent on the beat (for notes on the beat) and a five-stroke

R R L roll with the accent off the beat (for notes off the beat).

This way is a review of the previous three ways—play the pages from syncopa-
tion, switching randomly between each of the last three triplet ways (left hand
filling, alternating triplets and triplet roll). At first you may want to practice a
little more systematically, e.g., one line each way. As you become more com-
fortable, switch at will.

In this example the bass drum plays the line while the left hand fills in triplets
on the snare drum. The right hand plays the jazz ride pattern on the cymbal
and the hi-hat plays beats “2” and “4.” Be sure to get a good blend among all
the voices of the drumset.

consecutive eighths

) Ji 17 JNJ D

|
P4 x

> X X X X
| b4 =" £ >
4 3 3 7 3 3 3 3




In this example the hi-hat (left foot) plays the line and the left hand fills in
triplets on the snare drum. The right hand plays the jazz ride pattern on the
cymbal. Leave out the bass drum. Be sure to get a good blend between the hi-
hat and the snare drum; keep the snare drum strokes low, and the notes soft.

N ¥

Four-Way Coordination

%mmm

In this example, the hi-hat plays the short notes (eighths) and the bass drum
plays the long notes (quarters, tied eighths, and dotted quarters). The left hand
fills in triplets on the snare drum and the right hand plays the jazz ride pattern.
This example is truly a four-way coordination challenge; be sure to get a good
blend of all the parts. You should be able to hear the rhythmic line clearly.

This exercise will be challenging: the snare drum plays the line, the right hand
plays time, the hi-hat plays beats two and four, and the bass drum fills in

triplets (the way the left hand does with Exercise 1). I suggest using heel-down
technique in order to allow the beater to rebound.

consecutive eighths
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— ] -
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Examples

For notes on the beat:

The snare drum plays the line. The right hand plays time; the hi-hat and bass
drum fill in triplets.

For notes off the beat:

3 J 3 )
ﬂi "_lar - i —
I [ 4 P 3
Consecutive eighths:
3 3 o 3 3

=

For this figure:

e
it

For this exercise, Alan would have you put away the syncopation book—
he would then sing you a two-measure phrase, repeated once (a four-measure
phrase). For example:

=

N

|

N |

= P

e — S —— —

Dit Dah

Dit Dah

Dah

Dah Dit Dah Dit Dah

You would sing back the two-bar phrase (repeated once) and play each of the

eight triplet ways in the following order:
7

-3 oo e N

Tom short, cymbal and bass drum long; left hand fills in triplets on

snare drum

Alternating triplets

Triplet roll

Bass drum plays the line; left hand fills triplets
Hi-hat plays the line; left hand fills triplets

Hi-hat short; bass drum long; left hand fills triplets
Left hand/snare drum = line; bass drum fills triplets
Left hand/snare drum = line; hi-hat and bass drum fill triplets



Four-Way Coordination

Eight Triplet Ways (continued)

To practice this, you may want to begin by picking a two-bar phrase from syn-
copation. Memorize and sing the rhythm yourself and play it the eight ways.
Another way to practice this is using pages 38 and 39 or 40 and 41, playing one
line each way. After playing each page twice in order, you'll come out even with
the eighth way on the last line of the second page from Syncopation. (Refer to
Track 1 on CD 2.)

G — o— 3
> Iﬂ }‘ ﬁ
—g—— 1

Play each partial with the left hand/snare drum with right hand playing time on
the cymbal. Play each page in Syncopation.

1. Bass drum = the line; hi-hat beats 2 & 4

2. Hi-hat = the line

3. Hi-hat short, bass drum long

Play as above: right hand = time on the cymbal, partials with the left hand on
snare drum.

1. Bass drum = the line

2. Hi-hat = the line

3. Hi-hat short, bass drum long

After playing all the preceding partials in : time, Alan would have you play the
eighth-note triplet partials in various odd times. After you mastered the par-
tials, you would play a blues in each time signature during which you would
trade choruses with Alan playing vibes. The lesson plan would be something
like this:

1. Lesson I: partials and blues in
2. Lesson 2: partials and blues in (2+30r3+2)

3. Lesson 3: partials and blues in (3+40rd4+3)

w0 LN A AW

4. Lesson 4: partials and blues in (2+2+2+3,34+3+3,etc.)
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Left hand/snare drum f+—’
4
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Play each partial left hand/snare drum with right hand time on the cymbal:
1. Bass drum = the line

2. Hi-hat = the line

3. Hi-hat short (), bassdrumlong(s. B0 4 )

With this exercise, the right hand plays short notes with the tip of the stick on
the cymbal and long notes with the shank of the stick on the bell.
The left hand plays a pattern similar to a conga tumbao.

straight eighths

A more traditional pattern would be:
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The right hand in this exercise is the same as the previous one:
Short = tip of stick on the cymbal
Long = shank of stick on the bell
The left hand fills in eighth notes on the snare drum

This way of playing a samba creates a nice effect using open and muffled tones.
The right hand plays the line with a stick on the snare drum with snares off,
(Alan used a stick with a rubber cap from a tom-tom leg on it.) The left hand
fills in eighths with a brush on the snare drum (press the brush onto the head
using the entire fan).

i

il
e
x| |
.

The bass drum and right hand play the line in unison with the right hand play-
ing short notes on a closed hi-hat and the long notes on an open hi-hat, creat-
ing an open/shut sound.
The left hand fills in:
1. eighth note
2. eighth-note triplets

Symphony Hall

with Dave Brubeck,
Jerry Mulligan (pictured)
and Paul Desmond, 1972.

Four-Way Coordination

-
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This one was devised by one of Alan’s students.

(Quarters off the beat)

Bass drum = the line -7J = v ﬁ

Right hand =
closed hi-hat ] :

Left hand fills sixteenth notes on snare drum

X__
X

N |

b.d. 233
LEE —|

This way is a great exercise for the right foot, especially on pages with consecu-
tive eighth notes (pp. 38-44). Be sure to be aware of the cut-time signature.

Bass drum = the line

closed hi-hat

:

Righthand =}

=
AN 3

s |
Left hand = EH:‘)—-— snare drum (backbeat)
f

2. Vanation
Short notes = snare drum
Long notes = bass drum
__,,_J__J closed hi-hat
Right hand = '_Ebf-,
4




Four-Way Coordination

This exercise uses a combination of single and double paradiddles and is great
for your chops because you're playing sixteenth notes with brushes played on

the snare drum.
> L%
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The term “ruff” here is not used in the rudimental sense but refers to a group of
three notes with R R L or R L L sticking. Alan also called these “side triplets.”
Play brushes on the snare drum.
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consecutive eighths
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This uses the same sticking as the previous example but is orchestrated as follows:
Short notes = accented snare drum

Long notes = cymbal and bass drum (in unison)

Hi-hat beats “2"” and “4”

ﬁ:.b—.lr—.y% N N P .
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Using the pages from Syncopation (37-44) play:
Short notes = stick on stick

Long notes = buzz on snare drum with unison hands
Bass drum = quarter-note feathering

Hi-hat = beats “2” and “4”

(consecutive eighths)

:

. .h i ‘ .__1 h# h
R R R R R

L L L L



Four-Way Coordination

¥ ]
RH.= 5l I,y Iy (time
Short notes = hi-hat with foot
Long notes = half open hi-hat with stick (left hand)
Page 37 of Syncopation only

H.H. wistick

H.H. wifoot E D
L L L

“Oleo” with above exercise
Bbmas7 G7 Cm7 F7
l | e |
For the figure: EE ‘bﬂ ;}l— < = —N ' ¥} ‘T_ Ik}_
(consecutive eighths) - o —— t -+ 4o
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Listen to the CD for Alan’s version.
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Play “Oleo” using the Roy Haynes Special and also with hi-hat short notes (foot) long notes (stick)

Sonny Rollins
Cm7 F7
s
e ]
= 1
Fw7 B Eww7 Ewé  Bb  G7 w7 F7
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After you learned all of these four-way coordination exercises, Alan would con-
tinue in the following way:

The possibilities are endless.

The rudiments can be voiced any way, ¢.g.:

1. Both hands on one drum

2. Separate hands on different sound sources
3. Play rudiments with feet

R A A ST NN I S s
- .‘-.,% SR fw?'”-‘f‘. ;

ALy e B Ty

-

Syncopation can be played any of the ways using short and long discussed in
the book or any other way; use your imagination!
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Single St rote
RoWl Exercices

When I was studying the rudiments with Alan, he
described the single-stroke roll as being the most
difficult of the American rudiments. Here are sever-
al of Alan’s exercises for developing the single-
stroke roll.

For this exercise you will need George L. Stone’s
book Stick Control. (George L. Stone & Son, Inc.)

Using the first column on page 5 (numbers
1-12), set your metronome to 4 = 60 — 80 to start.
The first part of the exercise is as follows:

1. Play two bars of the exercise (1-12) followed by
four rights and four lefts two times (eighth
notes), Play exercises 1-12 this way without stop-
ping. Go back to the top (without stopping) and

2. Play each two bars of the exercise followed by
eight rights and eight lefts one time. Play exer-
cises 1-12 without stopping. Go back to the top
without stopping and

3. Play each two bars of the exercise followed by 16
rights and 16 lefts one time.

This is actually a warm-up for the next part.

Play each two measures of the exercise followed by
a single-stroke roll (16th notes) for five counts
(half-note counts) plus one rest. The roll starts with
the opposite hand of the one that ends the sticking,
For example: with RLRL, the roll starts with the
right; with LRLR, the roll starts with the left. Play
1-12 this way without stopping.

The way to determine an appropriate starting
tempo for this exercise is to observe how the left
hand feels (for right-handed people) while playing
the 16 lefts. If you are just barely able to get out all
16 lefts, then you are probably at or slightly above
the tempo where you should be working,

The idea of this exercise is that when you make
one tempo with a minimum of discomfort, then
you move up to the next column at the next tempo.
At the slower tempos, this can happen as frequently

as every week. However, once you get into the
faster tempos (90s-100s), you will find yourself
staying at one tempo for longer periods. While
studying with Alan during the '70s, I had reached a
certain speed and stayed there for sometime. I said
to Alan, “I'm frustrated I've been on the same
tempo for three months.” Alan said, “So what, I've
been on the same tempo for three years.”

Note: Pages 5-7 are used for rotating between
these six columns using a different tempo for each
one. For example, once you reach page 7, column 2
atsay, d = 104, you would go back to page 5, col-
umn 1at J =108,

Here is an example of a possible sequence for
this exercise:

Week 1: page 5, column 1 at J = 72

Week 2: page 5, column 2 at d = 76

Week 3: page 6, column 1 at J = 80

Week 4: page 6, column 2 at J = 84

Week 5: page 7, column 1 at J = 88

Week 6: page 7, column 2 at J = 92, etc.

* See traditional metronome markings for more.

When it seemed like you couldn’t go any further
with the previous exercise, Alan would have you
play 60 counts (half-note counts) of a single-stroke
roll (16th notes) starting with the right hand lead-
ing and then with the left hand leading. You would
again use the same increases in tempo that you
used in the previous exercise. Only when you had
achieved one speed with a degree of comfort and
relaxation would he allow you to move up to the
next. Of course, evenness of tone and keeping up
with the tempo were the first requirements.

The starting tempo for the 60 counts will be
slower than where you left off with the previous
exercise. A possible scenario would be as follows:

Weeks 1-2: 60 counts at J = 80

Weeks 3-4: 60 counts at J = 84

Weeks 5-7: 60 counts at J = 88

Weeks 7-7: 60 counts at d = 92, etc.

Try 120 counts or 200 counts,






Single-Stroke Roll Exercises

This is an exercise for developing evenness of tone and rhythm while using
various stickings.
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Each 16 bars should be played while singing a tune. Use the metronome, and
increase the tempo only when the previous tempo is played with good sound,
and a level of comfort and relaxation is achieved.

This exercise comes from Ron Savage, one of Alan’s students, who is cur-
rently the assistant chair of percussion at Berklee.



Alan was always mindful of trying to balance his lessons and studies equally
between technique and musical ideas. One of the ways in which he did that was
by teaching you to solo over various standard song forms while you sang the
melody to those songs aloud. The following exercise is another example of what
I call Alan’s genius for creating extremely challenging studies that are designed
to get results, while reinforcing solid musical fundamentals, that are invaluable
in the everyday life of a musician/drummer.

This exercise will accomplish several things: you will develop hand and foot
coordination, increase or develop your ability to feel four- and eight-bar musi-
cal phrases, teach you about song form, and, most important, it will give you
the ability to solo over the form of a tune without having to count. This in itself
will make your solos more musical and melodic.

For this exercise, you will need a copy of George L. Stone’s Stick Control. For
this first song form, you will use page 5, the first column (numbers 1-12).

To interpret the sticking for the drumset, play all right strokes with alternat-
ing hands on the snare drum and play all the left strokes on the bass drum.
For example, RLRL would be:

Play as jazz eighth notes

e N s (O o N
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R L R L

Play the hi-hat on beats 2 and 4

LRLR would be:

E==Tee
L

R

This idea of alternating hands is not a hard and fast rule. For example, with
number 5 (a paradiddle), it is only important that you alternate where you have
two rights in a row; RLRR LRLL could be played:

EEE == ——

Ld »
R R L R

Continue playing examples 1-12 this way.




Soloing

Itis extremely important that you are comfortable with this part of the exer-
cise before you continue. Once you are comfortable with this, while singing the
tune aloud, play four bars of time plus four bars of the exercise (the written two
bars repeated), using the above interpretation. This will equal eight bars, which
will be the first A section of the tune. Continue through numbers 1-12 this way,
for a total of three choruses. Exercises 1 through 4 equals one 32-bar AABA
chorus (first chorus); 5-8 equals the second chorus; 9-12 equals the third. For
the fourth chorus, play a chorus (32 bars) of solo. Remember to sing the
melody aloud through the entire four choruses. Of course, you may want to
play more than one chorus of solo once you are more comfortable.

In teaching at Berklee, I give my students a handout that outlines the
exercise in simpler terms; it looks something like this:

4 bars of time + 4 bars of the exercise (#1) = 8 bars, or the first A
4 bars of time + 4 bars of the exercise (#2) = 8 bars, or the second A
4 bars of time + 4 bars of the exercise (#3) = 8 bars, or the bridge, B
4 bars of time + 4 bars of the exercise (#4) = 8 bars, or the last A

—ﬁbars or | chorus

Exercises |-12 equals three choruses. For the fourth chorus, play 32
bars of solo. Sing the tune aloud.

Some examples of AABA tunes are “Take the A Train,” “Satin Doll,”
“Misty,” “Softly, As in a Morning Sunrise,” “I Got Rhythm,” and “Well, You
Needn't.” Choose one.

When you have mastered this (usually after one or two weeks of daily prac-
tice), continue in Stick Control in the following way:

Page 5, column 2 with an ABAC tune—"On Green Dolphin Street,”

“Four,” “My Romance,” “Sweet Georgia Brown.”

Page 6, column | with an ABAB tune—“Summertime,”

“Blue Bossa” (Swing), “Tune Up.”

Page 6, column 2 with a 12-bar tune—any blues, “Blue Monk,”

“Nows the Time,” “Solar.”

Page 7, column 1 with a 48 bar tune—*“I’ll Remember April,”

“Night and Day.”

Page 7, column 2 through the end of the book—pick any tune,

Here are some of Alan’s solo ideas. This first group of ideas are figures that
imply a feeling of §. Alan referred to them as “three-eight figures.” This § idea is
one that can be found throughout the Rudimental Ritual (e.g., the Single Drag).
The basic idea is this:

This type of phrase will resolve naturally on beat “1” after three bars.
Try starting in the second bar.

T

Often, Alan would imply this § idea with the use of accents as you can see
from this first example.
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The next few ideas sound best at faster tempos.

Starting on the beat
= = ~ > = > = -
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Starting off the beat
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Frequently, Alan would even it out, to play a two-measure phrase like this:
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Variation with bass drum
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More hi-hat, bass drum, and snare drum ideas:

© = Open hi-hat played with hand i 3

) fj—x"_ _3_>J*:

L

These two examples are from a rare recording: The Sonny Rollins Trio: Live in Europe 1965.
The tune is “Night and Day.” Play them with the jazz ride cymbal pattern.
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The following is an excerpt from the recording The Sonny Rollins Trio: Live in Europe 1965
(Magnetic Records, MRCD 118) with Sonny, Alan, and Niels Henning Pederson (on bass). The tune
is “Night and Day.” In this example, you can hear both Alan’s soloing and his highly creative time-
keeping style. The trading is uneven; Alan plays 12 bars of time, four bars of solo, four time, four
solo, 16 time, eight solo, “cights” for the next 32 bars, then time. This kind of soloing is probably an
indication of the jam session nature of the date and Sonny’s fondness for trading with the drums.

I have included the last eight bars of the head (melody/chorus) where Alan does some interesting
things with the hi-hat.

“Night and Day” Cole Porter

D |section of head
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Drum solo (4 bars)
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“UHAT 16 THE LEGACY OF A MAN?”

We would all like to be remembered for our accomplish-
ments. And we would hope to be recalled with affection by our
acquaintances and loved ones for our kindness and generosity.
“Dedication” is an important word too.

When Alan Dawson passed away February 23, 1996, such
words and remembrances flowed from the mouths and hearts of
the leading members of the music community, particularly from
drummers. Alan Dawson touched the lives of so many drummers,

that he left an indelible mark on American music.

ToNY WILLIAMS: “Mr. Dawson didn’t only teach me to play the
drums, he taught me how to conduct myself as a musician
and a man.” "o

Teer! LYNE CARRINGTON:
a big heart and a large capacity to love. Alan had both of
those qualities and was very generous to all who came in

To be a great teacher, one has to have

contact with him.”
FoMN ROBINSON: “Alan’s teaching technique showed me chart
reading, confidence, song sense, and most of all, groove.”

TouN RAMSAY, Associate Professor at the Berklee College of Music
in Boston (and former long-time student of Alan Dawson) has
compiled the essence, heart and soul of Mr. Dawson’s legendary
teaching method. This book offers a remarkable step-by-step
course of study, detailing every bit of Alan Dawson’s pedagogy.
These studies will prove—indeed, they have proven themselves—
to be a priceless set of exercises which will build any drummer’s
technique and musical awareness.

[ would like to add my own recollection of Alan Dawson to this
living tribute to the man: When | was nine years old, I attended
a National Stage Band Camp in Storrs, CT, at the University of
Connecticut. Alan Dawson was one of the drumset instructors.
For our first class, Alan played the vibes! That was Lesson #1 for

me: Drummers are musicians. Alan then sat down at the drumset
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and played the same song he had just played on the vibes (the
standard “A Foggy Day”). Lesson #2 for me: Melodies can and
must be played on the drumset. (Though I had sort of figured
that out by having listened to Max Roach’s solo on “Sing, Sing,
Sing” from the legendary Rich vs. Roach recording, to witness such
musicality “live” for the first time was a mind-blower!) As if that
weren't enough, we were all treated to hearing Alan Dawson play
every night with the all-star faculty band. His timekeeping was
impeccable; his solos were transcendent. Lesson #3 for me: Try to
learn to play like Alan Dawson.

That’s something I've been trying to do all of my life.. ..
I wish this book had come along when | was younger! But I'm
going to enjoy it now, and take advantage of it as a further course
of study.
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