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Camille Gainer
 She gives new meaning to the 
phrase New York’s finest. In a town full 
of seriously talented players, you would 
be hard-pressed to find a drummer more 
dedicated to the art of groove and musi-
cality than the girl who was raised in Ja-
maica Queens. Camille Gainer offers the 
drumming industry fresh new insight into 
an instrument that has been undergoing 
constant change since Buddy Rich picked 
up a pair of sticks. 
 Camille has the full attention of some 
of the biggest names in the music industry,  
not only as a drummer, but as a producer 
as well. Her time behind the glass has put 
her in the path of heavy hitters like Dr. Dre 
and Run DMC. 
 She brings to the game a danger-
ously massive groove, a set of chops that 
would make even Dennis Chambers blush, 
and a foundation of integrity and intelli-
gence. Suffice to say that Camille may be 
the closest thing to a superhero that the 
drumming community will ever see.
 Her dedication to the art of drum-
ming bodes well for future generations. I 
feel this is an incredibly important interview 
for our industry. Camille’s leadership skills 
will no doubt forever transform the drum-
ming world. She refuses to accept tradi-
tional roles and is paving a way toward 
accountability, self respect, humility, versa-
tility and substance.  
 Camille Gainer is a fitting interview 
for this, our second-year anniversary is-
sue. She encompasses everything this 
magazine was built on and stands for. 

by Sean Mitchell



 

First, I’d like to thank The Black Page for including me in 
this incredible magazine. My DVD The Adventures of Drum-
mette is exactly that: an adventure for the viewer and myself. 
I’m basically demonstrating the many aspects of musician-
ship that is required to be a professional, working drummer. 
There’s some odd-meter fusion stuff, some straight grooves 
(no fills), an open solo, a few gospel tracks, and some hip-
hop; and, there are also hand exercises included that I use 
almost everyday in my practice regiment. I also give some 
advice on the music business itself.
I hope that anyone viewing the DVD will get a firm grasp on 
the basics as well as an understanding of the complex and 
the not-so-complex things involved in playing a lot of differ-
ent styles. My goal is that my DVD will spark a love for all 
types of music and playing styles, and hopefully encourage 
you to check out some private instruction to get your read-
ing skills together. I feel that private study can only enhance 
what’s already inside of you. 

Well, I view myself as an entrepreneur. I believe in this cur-
rent music business atmosphere that you have to make 
things happen for yourself. No one is responsible for your 
career, it’s up to you to promote and network to create in-
come streams for yourself. I learned this from being a pro-
ducer. We would always deliver a finished product to the 
labels, and all they had to do was buy it from us. It was 
already a mixed and mastered product. This compels com-
panies to invest in you while maintaining ownership of your 
work.
I also believe that sharing your gifts with people is the main 
reason you’ve been given a particular skill set. Allow people 
to see the brilliance that they possess through you.

 

Wow! Gary Chester, may he rest in peace. Gary was a great 
instructor. He was no joke. He made you a solid player be-
cause he taught you how to internalize the click—by playing 
all of these Ostinatos with a click, and having you count out 
loud no matter how difficult the passage. Counting out loud 
helps with your musical form whereas you’ll be able to feel 
where the “one” is at all times. I also studied with Michael 
Carvin. He was a great mentor in my life, and still is. He 



calls me for recordings when he’s the producer on the date. 
I learned a lot of music and life lessons from Michael. I also 
had the privilege of studying with Keith Copeland, another 
great player and instructor, while attending Long Island Uni-
versity on a full scholarship.

 
 

Thank you, thank you. The beat evolved from the way the 
track was moving. It’s kind of Hip-hop Boogaloo beat with 
a Reggae-type hi-hat pattern played on the ride. “T.R.2” is 
named after my good friend and great musician/producer 
Teddie Rollins who lent his keyboards skills to the track.   

 

It’s funny, I actually was contacted by J.T. years before I start-
ed working in his band. I was signed to Universal as a pro-
ducer, and he heard a track that I produced and wanted to 
use it on his upcoming CD. Long story short, that aspect of 
the business never happened, but a friend of mine that was 
the MD for his band called me to come and audition for the 
drum chair. There were about ten other great players from 
the New York area there, and he picked me. I’ve been work-
ing with him for eight years now. He’s working on a new re-
cord for the summer, and I’ll be going out with him the end of 
this month. He’s always working, so it doesn’t depend on him 
having a record out. You can always tour when you’ve got a 
show of hits, so the summer should be a good one.

The Immortals, that’s my band, my vehicle to explore and 
play outside the box.  I plan on recording the group sometime 
in the fall. For now, we are doing shows in the NY area. The 
band consists of my husband and great bass player, Dave 
Jones. We also have Jazzy Jay, the legendary DJ on the 
wheels of steel. On keys we have Marc Cary and Teddie Rol-
lins. Casey Benjamin is on sax, as well as keys. In this band 
we play everything from gospel to be-bop.  

 

I am proud and grateful for everything that I have accom-
plished thus far in my career. The main accomplishment for 
me is being able to do what I love for a living. I thank God for 



that blessing every day.

 
 

It depends on the situation. I’ve done sessions where 
they just hand you the charts, and you hit the tunes on 
the spot. I’ve also done sessions where you rehearse 
for a month. That’s mostly in the gospel world. Most 
times the artist will rent a GMS kit for me or give me 
the cart money to bring my own. Some sessions they 
allow me to be who I am as a player, and other times 
I give the artist or producer exactly what they want. I 
will bring a couple of different sized snare drums and 
a variety of rides and crashes and toys. I am basically 
about the business of making the track sound good. 
I have done a couple of one-takes, but it wasn’t my 
choice that it should be a one-take. Sometimes once 
the producer gets a solid drum track, and it just hap-

pens to be the first take, they’re like, “That’s it.” For in-
stance I just did a recent recording for Michael Carvin 
with an artist named Jaine Rodgers, and everything 
was one or two takes, for me, that is. I can analyze my 
playing sometimes, as far as using the recording as a 
vehicle for growth at that moment, but I usually don’t 
obsess about it. Once the drum track is good, that’s 
that, and the producer keeps it moving. 

 

I played in a lot of R&B bands growing up in Queens, 
the home of the basement bands. We also had our 
originals as well, which we would record and use to 
shop for record deals. I, as well as other members of 
the band, would come up with the lyrics and musical 
arrangements for the songs. Those early experiences 
kind of got the ball rolling. One of my cousins, Darryl 
Gibbs, was a producer, and he took us hardheaded kids 
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into the studio and got us a record deal with Are & 
Be Records out of Philly. The name of the song was 
“Come Back Lover.” From there it progressed to the 
Atari computer, SP1200, Ensoniq ASR10, and final-
ly, after one of our all night sessions, DMC took me 
to a Long Island studio called Ian London where we 
worked all of our projects. The engineer Ken Wal-
lace was an artist rep for Akai, and that is how I got 
my first MPC 60.   

 

Me and my partner Davey DMX had a couple of 
groups we were shopping through our production 
company. We were working with Doctor Dre and T-
Money from Long Island, Davey D was already work-
ing with Run DMC, and I was working with DMC and 
submitting tracks to Jam Master Jay. That is where 
our initial relationship comes from. They heard the 
artists, and they just signed their label deal with Uni-
versal and were looking for producers.   

 

A lot of times the music that you come up with is 
one thing, but, after you sell the track, the lyrics that 
some of the artists put on the track changes the 
integrity of everything. A lot of tracks lyrically, that I 
have produced, are way over the top. For instance, 
when I produced the Nikki D record, an artist signed 
to Def Jam, one of the tracks that I produced was 
titled “Up the Ante for the Pante.”  I loved the track.
Another example is a group that we signed to Uni-
versal called FU2. The track was incredible, but 
the title of the tune was “No Head, No Backstage 
Pass.” This was the B-side to the single “Boomin’ in 
ya Jeep,” which integrity-wise I loved. Idris Muham-
mad was the drummer I sampled for the beat. I was 
really proud of “Boomin’ in ya Jeep.” It had a bangin’ 
beat, and the song was about cats riding in their 
jeeps, bangin’ their system.
I’ve also done some break-beat CD’s on my own 
label, Stackin’ Beatz, called Attic Beats Vol. 1 & 2. 
Dr. Dre sampled some my beats off of those for 
a Snoop Dogg CD. I’m hoping that we’ll come to 
a place as a culture that controversy won’t be the 
ticket to selling music and other goods, because the 

music only reflects the culture we’re in as a people.

 
 

My family was very much into culture: music, art, 
reading, politics, analytical thinking and being your 
own person. My mother and father took us to all 
kinds of concerts, plays, museums, and to the li-
brary. I took piano, guitar, and violin lessons at an 
early age. I always wanted drums, but they would 
say, “Girls don’t play drums.” Yet, I persisted. I would 
leave drum company brochures on my father’s night 
stand circling the drum set that I wanted. Eventu-
ally my persistence paid off. My father was a NYC 
police officer and used to play the sax, but claims 
he gave it up when I was born. I got my fist drum 
set on my eighth birthday. My family also had a lot 
of records from all eras. From swing to Trane, to 
Motown, to whatever was current on the radio. As 
long as I was doing good in school, I got to play 
my drums. As kids, our band would rehearse in my 
basement, playing all the latest songs on the radio. 
We would play gigs Thursday through Sunday us-
ing my father’s van to transport ourselves back and 
forth. I love my parents dearly, because I would 
practice six to eight hours a day, and then the band 
or other drummers would come over, and we would 
be shedding in the basement. That’s love!

 
 

I think a lot of it is instinctive. Music is about feeling. 
I do think that if one does a lot of listening, and truly 
listens to the vocabulary, that it can be captured, 
but you have to truly be open to humbling yourself 
and being a servant of the music. That’s just my 
opinion, but that’s also why my motto is “Reinvent 
Yourself.” That applies to myself, as I’m always try-
ing to stay open to new ideas and ways of playing. I 
would suggest playing to recordings or CD’s. To me, 
that is paramount in capturing conceptually what is 
going on in a particular genre. Its vocabulary is the 
DNA to the style. When you are playing to record-
ings, learn the beat and the phrasing. Don’t just play 
whatever you want to play. This applies at first when 



you are learning a style, because eventually you 
want to take everything you’ve learned and come 
up with your own voice.  
 

 
 

It all depends on the level of the student as far as 
what approach I take. First different people need 
different things. Some students that I’ve taught are 
complete beginners, and others are out playing but 
may not be able to sight read and want to take their 
playing technique to another level. I basically en-
sure that they have a firm foundation on the basics, 
such as grip, rudiments, theory, and song form. 
I also teach the basic rhythms that can get you 
working, such as bossa nova, samba, basic swing 
rhythms, R&B patterns, rhumbas, and rock. These 
are things that you would need to play a gig. Once 
you start gigging, then that is where the real school-
ing starts. I definitely try to get the student to play 
in public, because what happens on the bandstand 
doesn’t happen at all in the practice room. Things 
like controlling the band, that’s the drummer’s job. 
Whether it’s stated or not, the drummer is the band 
leader. You can only learn that from playing, such 
as setting up the bridges, hits, and verses. Those 
are things I see some drummers not aware of be-
cause they lack repertoire and experience. Another 
trend I see is people wanting to learn licks from you 
instead of getting together the basics that are nec-
essary to create their own style. I definitely try to get 
them beyond that way of thinking.
 

 
 

 
First of all, I would like to thank all the men who have 
hired me throughout my career. Also it’s about how 
one carries one’s self. If you want to be treated in a 
particular fashion, make sure you’re carrying your-
self in a way that will radiate respect. In my opinion, 
the music business is a male dominated industry. 
Change had to take place for myself and others 
to play the instrument on a professional level. I re-
member asking a well known alto saxophone player 

(who was definitely in his seventies when I asked) 
if I could sit in, and he told me women should be 
“home cooking, making babies.” That attitude still 
does exist, but I think by just persevering, you can 
achieve your goals. Again, whether a person sees 
a skilled musician or a model with an instrument is 
purely their perception. All you can do is play your 
instrument at your highest possible level, and I’m a 
firm believer in what’s yours is yours. No one can 
take that from you.  

I will be touring with the various artists that I work 



with from Marc Cary to J.T. Taylor. I’m also open 
to working with anyone who’s about business. 
I have a clinic tour lined up for the summer, as 
well as some recordings with various artists. I 
will also be shooting a new DVD in September 
2008 and “Reinventing Myself,” of course. 

 
 

• Develop the right mental attitude.
• Aspire to something greater than yourself.
• Possess a futuristic attitude. Take the 
  long range view, release the past.
• Develop deep personal integrity. Be some
  one you can admire.
• Accept total personal responsibility; re-
  main in complete control at all times. Do 
  not be manipulated by people or events. 
  Operate on a personal timetable.
• Edify and affirm others. Remember, noth- 
  ing is greater than love.
• Be grateful, not critical. Develop a grati-
  tude attitude.
• Select your friends with care. Minimize   
  people’s dependency. If you dominate
  your associates, there is no way for you 
  to expand or grow.
• Decide what habits or changes you wish 
  to alter in your life. Make those changes   
  and never let an exception occur.
• Look for mentors. Mentors who are 
  “larger than life” expand us, mentors in  
  different fields broaden us, and deceased 
  mentors inspire us.   

I would also like to say that I’ve been given a gift 
to play and admire all styles of music. You may 
see me on a straight-ahead jazz gig or a jazz 
fusion gig, reggae or dance-hall gig, but, nope, 
that’s not all I do. You may see me on a hip-hop, 
gospel, or R&B gig, and, yes, those styles all 
encompass what I do, but I’m not a one-style-
drummer, I’m a musician, and my goal has al-
ways been to play the integrity that the style 
requires. I feel I’ve definitely accomplished that 
by the diversity of artists I’ve worked with and 
continue to work with. And you too can accom-
plish this; let this be your goal. POOF!   



Did you know that a black hole about 2.5 billion 
years old is humming the deepest musical note 
ever created: a B-flat that’s a million billion times 
deeper than your ear can hear? As I was perus-
ing the web, I came across this integral statement 
about our musical universe, in particular the Per-
seus cluster—vibrating gasses in an alternate 
galaxy 250 million light-years away. Now, that’s 
intense. To say the least, our universe (and be-
yond) is musical indeed. Whether it’s the chirping 
of birds, the humming of bees, the whistling of the 
wind, the chattering people in the streets, or the 

newest tuneage raging on your iPOD, music sur-
rounds our every being at every minute of every 
day. Even silence, in essence, is not completely 
silent. 

As modern technology advances, scientists 
continue to discover more and more elements of 
our natural earth that contain these innate vibra-
tions. As Jill Neimark states, in her article Sound 
Healing: The Restorative Powers of Chant, 
Rhythm and Music, “It’s been 30,000 years since 
primitive man first picked up a bone and carved 
a flute. It’s now possible to map music’s traces in 
the brain, study its impact on the immune system, 
and listen to the songs of black holes and living 
cells.” Music is everywhere, including in our ge-
netic cellular makeup. Therefore since we are, as 
human beings, composed of music (It’s in our liv-
ing cells…I’m not just making a bad pun here), isn’t 
it only natural that we respond favorably to music 
and emulate its harmony in our natural world? 

Across the globe, every person in every culture 

Made Of Music
by Jill Schettler



is fascinated by music. Music moves us, it entices 
us, it enthralls us, and it relaxes us. As Bob Proctor, 
one of the great, prolific teachers of the cult-hit, self-
help DVD, The Secret, suggests, “When you’re feel-
ing down, did you know that you can change it in an 
instant? Put on a beautiful piece of music, or start 
singing—that’ll change your emotion. I guarantee 
you’ll feel good.” There is a universal connected-
ness that human beings have with music,—that be-
ing, even a little taste of music can affect our mood 
(think of how songs in major keys create feelings of 
happiness, while songs in minor keys create feel-
ings of melancholy). As a result, I  began to wonder 
what else hides behind rhythm and melody. Be-
sides mood alteration, could there be other health 
benefits found in this infinite source? 

According to scientific research, music, specifi-
cally drumming, has physical, mental and spiritual 
benefits. I have fashioned a list of these benefits 
for you to utilize to your advantage. The next time 
that annoying neighbor, or nagging parent bangs on 
your door, telling you to, “Be quiet,” tell them you’re 
drumming for your health. As Michael Drake, a 
ceremonial drummer and author of The Shamanic 
Drum raves, “Today’s drummers are rediscovering 
the ecstatic side of drumming.” Here’s hoping you 
can too.   

Physical,  Mental 
& Spiritual Benefits
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• Boosts immune system
• Alleviates pain
• Promotes physical rehabilitation
• Helps fight cancer, AIDS
• Builds muscle and endurance
• Regulates breath
• Promotes the production of endorphins and   
  endogenous opiates, the bodies own mor- 
  phine-like painkillers
• Acts as a valuable treatment for stress, fa-
  tigue, anxiety, hypertension, asthma, 
  chronic pain, arthritis, mental illness, 
  migraines, cancer, multiple sclerosis, 
  Parkinson’s disease, stroke, paralysis, 
  emotional disorders, and a wide range of 
  physical disabilities. ~ About.com
• Produces feelings of well-being
• Releases emotional trauma
• Encourages tranquility
• Enables better focus & enhances memory 
• Reduces stress & decreases depression
• Aids visualization 
• Improves communication
• Accesses the entire brain: “The reason 
  rhythm is such a powerful tool is that it 
  permeates the entire brain… The sound of  
  drumming generates dynamic neuronal  
  connections in all parts of the brain even 
  where there is significant damage or impair-
  ment such as in Attention Deficit Disorder 
  (ADD).” ~ About.com
• Reintegrates the self
• Induces meditative states
• Encourages a deeper self-awareness
• Synchronizes the frontal and lower areas of 
  the brain, integrating nonverbal information 
  from lower brain structures into the frontal 
  cortex which, produces “feelings of insight, 
  understanding, integration, certainty, con-
  viction, and truth, which surpass ordinary 
  understandings and tend to persist long 
  after the experience, often providing foun-
  dational insights for religious and cultural 
  traditions.” ~ About.com



British composer Mike Batt was sued 
by the estate of John Cage for copy-
right infringement, after his composi-
tion “One Minute of Silence” was claimed 
to have been stolen from Cage’s piece 
entitled “4’33”. Although a plausible de-
fense was offered, arguing that it was 
impossible to prove which one minute of 
silence was infringed upon, Batt ended 
up settling out of court, reportedly 
with a six-figure settlement.

Suzanne Vega is considered the ‘moth-
er’ of the mp3. The creators of the mp3 
format used her voice from the song 
“Tom’s Diner” as the model from which 
to analyze the different sound spec-
trums when creating the compression 
algorithm. 

Jello Biafra of the Dead Kennedys ran 
for mayor of San Francisco in 1979. He fin-
ished fourth out of ten possible candi-
dates. Subsequently, the city passed a 
motion stating that candidates could 
only campaign under their given name.

Kenny Roger’s concert rider explic-
itly disallows “Fast food, chain restau-
rant food” to be served to him or his 
entourage. No word on whether or not 
Kenny Rogers’ Roasters food is exempt 
from this clause.

The oldest artist to hit #1 on Bill-
board’s Hot 100 is Louis Armstrong in 
1964 with “Hello, Dolly!” at the age of 62. 
The oldest woman with a #1 is Cher with 
“Believe” in 1999 at the age of 53.

It’s very rare for Prince to perform 
other people’s songs, but he did so at 
the 2007 Superbowl, covering Foo Fight-
er’s “Best Of You”. Controversy abounds, 
as the Purple One was reportedly upset 
that they covered his “Darling Nikki”, and 
his halftime show was perhaps revenge. 
He reportedly hates other people cov-

ering his songs.

Beach Boy Brian Wilson’s 2004 release 
“Smile” was an album thirty eight years 
in the making. Recording for the album 
began in 1966. 

A judicial ruling stated that George 
Harrison ‘unintentionally’ plagiarized 
The Chiffons’ 1963 hit “He’s So Fine” when 
he wrote “My Sweet Lord”, released in 
1971. The Chiffons turned around and re-
corded “My Sweet Lord” in 1975.

Lisa Loeb is the only artist to hit #1 
(“Stay”) on Billboard before being signed 
to a record label.

According to the RIAA, Garth Brooks 
is the second-biggest-selling solo art-
ist in American history, surpassed only 
by Elvis Presley.

After twenty seven years of recording 
music, Weird Al Yankovic finally scored a 
Top Ten hit with “White & Nerdy”, his take 
on the Chamillionaire/Krayzie Bone song 
“Ridin’”.

Eric Clapton’s only #1 was a song writ-
ten by Bob Marley, “I Shot The Sheriff”.

The late Screamin’ Jay Hawkins has 
fathered over fifty children. A subse-
quent, posthumous investigation by his 
biographer Maral Nigolian, has revealed 
that this number may be perhaps closer 
to seventy five. 

Otis Redding’s “Dock Of The Bay” was 
released after he died in a plane crash. 
It would be his only #1 hit.

The Van Halen legend about their re-
questing M & M’s with the brown ones re-
moved is true, but not because of rock-
star-excess reasons. Their logic was 
that they could gauge the reliability 
of the promoters. If there were brown 
M & M’s present, it would prove that the 
promoters didn’t read the contract 
thoroughly, and this would likely mean 
problems with the rest of the show. 

THE WRITING’S 
ON THE WALL

COURTESY: WWW.MUSIC-TRIVIA-WORLD.COM



When

Struck my neighbor’s

House...
Huh?hi jane, 

i have 
something 
for your 
hubby.

Sally explained she had a Solu-
tion to Dick’s  Problem. At 
first i wondered how she knew

OH! M-e-t-e-r 
problem

Err....
Awkward.

I dunno sally.
dick’s meter
seems fine.

please! his meter 
is worse than this 

coffee. 

what was i to say? i mean dick 
said that it was normal. I 

just assumed every drummer 
had meter problems!

Yes Dear.

Seriously, dick,
your meter 

sucks!

I knew dick would 
be bashful about 
this handy little 
solution, but it 
had to be done. 
I would have to 
break it to him

    gently.

  

 by Jayson Brinkworth

There are many ways to go about using the met-
ronome to develop our musical skills. I want to share 
my own thoughts on working with it, and how we 
can maximize our practice time. I also want to state 
that keeping good time is everyone’s responsibility, 
not just the drummer’s. 

GETTING STARTED

When I have new students looking for their first 
metronome, there are a few things I advise them to 
keep in mind. First, make sure it has a headphone 
jack. This way we can isolate the metronome in 
a pair of headphones, even though most are only 
a mono signal (hearing it only in one ear). Also, if 
there is a volume control it can help us make the 
sound audible above the drums. Our first metro-
nome doesn’t have to cost a lot, maybe $30, but I 
will discuss options and models at the end of this 
article. The last thing I get students to check is that 
the metronome has beat-subdivision options (trip-
lets, 16th notes, 8th notes, dotted 16th notes, etc.), 
and that it has a tap function as well. 

PUTTING IT INTO PRACTICE

Now that we have our metronome, how do we use 
it? The first thing I get my students to do is to play 
a quarter note single stroke roll on a practice pad. I 
set the metronome at 60 bpm, and we play together 
on the same pad. I get them to listen to the metro-
nome, and also concentrate on the space between 
the notes. I tell them not to move their notes around 
if they can’t hear the metronome, as this means 
they are right on it. I will keep the same tempo and 
play quarter note doubles and paradiddles, all along 
keeping the same things in mind. Then we move to 
8th notes and 16th notes with the metronome still 
pulsing the quarter note. 

To become comfortable with using a metronome, 
the key is consistent practice. We must chip away 
at it each day, and with this we overcome our fear 
of the metronome. One way that I always work with 
the metronome is to have it on and just sing/count 
different subdivisions without even playing. This will 
include quarter notes, 8th notes, 16th notes, all trip-
lets and a variety of syncopated rhythms as well. 

OUR INTERNAL CLOCK

    The  more we  work with a metronome or time sou-
rce, the more we develop our own internal clock and 
how we “feel” the space between the notes. I believe 
that our internal clock, like our ability to play music,                                                                        
can be natural for some, while others need to work 

Metronome: 
FrIEnd or foe?



er to develop their skill. 
When I first started working with a metronome 

many years ago, it was somewhat natural for me, 
but I quickly became obsessed with playing perfect 
time. When I started playing, many of my musical 
influences were from the 80’s (laugh, if you will). In 
that era, the drum machine was becoming a stan-
dard tool of the trade, and a lot of the music was in 
perfect time (lacking feel, but perfect time). In my 
obsession, I would practice on a pad everyday with 
a metronome clanking in my ears for hours. I would 
also sleep with the metronome on, thinking that 
subconsciously I would wake up and have perfect 
time. Another daily activity included going for a walk 
or run, setting the metronome at a tempo and mov-
ing my whole body in perfect quarter notes. I would 
also try walking in triplets and many other subdivi-
sions, sometimes looking like I had a broken leg to 
anyone watching I am sure.

I was becoming more stiff and machine-like in my 
playing, which I thought was what I wanted. That 
was until I became very aware of players like Steve 
Gadd, Jeff Porcaro, Jim Keltner, Rick Marotta and 
many others that had this special “thing” i

Their time was impeccable, but their 
grooves made me feel all fuzzy inside. 
As I talked to musicians who were older 
and more experienced than myself, the 
word “feel” kept coming up in reference 
to drummers they liked working with. 
Who cared about feel, I wanted per-
fect time. 

Well, was I wrong! I quickly real-
ized that I needed to work on my 
time and internal clock, but this 
should not outweigh the music’s 
feel as I played. Through reading 
about all of these great players, I re-
alized that everyone is human, and 

no one has perfect time. Everyone’s 
note sways a little while they play, but 

the great players have very sharp intu-
ition and can correct this within a millisec-

ond. This is what our internal clock does. It 
allows us to feel ourselves moving our notes 

forward or backwards and make the proper ad-
justments. 
With this in mind, I found myself concentrating 

less on the notes the metronome clanked out, and 
more on the space between them. If the spaces 
were equal, so would the notes be, right? My friend 
Billy Ward has some great readings on this sub-
ject, and I do have a shirt of his that says, “Love the 
space between your notes.” 

DEVELOPING OUR FEEL

The first thing I want to state here is that it takes 
years of practice to develop our feel, groove and 
pocket. This is developed through playing along to 
songs, listening to a variety of styles of music, play-
ing with other musicians and working with a metro-
nome. 

When we play along with songs, we are essential-
ly playing with a metronome, as most music in the 
past twenty to twenty five years has been tracked in 
the studio to a click track. But how each of us feels 
the pulse of the metronome can be quite different. 
Some people, like myself, feel the pulse a little bit 
behind the beat, while others might feel it ahead or 
dead on. Which one is right? Well, that depends 
on the music we are playing, and what is needed 
from us as drummers. Can you imagine hearing a 
band playing AC/DC songs, and the drummer ap-

When I first started working with a metronome 
many years ago, it was somewhat natural for me, 
but I quickly became obsessed with playing perfect 
time. When I started playing, many of my musical 
influences were from the 80’s (laugh, if you will). In 
that era, the drum machine was becoming a stan-
dard tool of the trade, and a lot of the music was in 
perfect time (lacking feel, but perfect time). In my 
obsession, I would practice on a pad everyday with 
a metronome clanking in my ears for hours. I would 
also sleep with the metronome on, thinking that, 
subconsciously, I would wake up and have perfect 
time. Another daily activity included going for a walk 
or run, setting the metronome at a tempo and mov-
ing my whole body in perfect quarter notes. I would 
also try walking in triplets and many other subdivi-
sions, sometimes looking like I had a broken leg to 
anyone watching I am sure.

I was becoming more stiff and machine-like in my 
playing, which I thought was what I wanted. That 
was until I became very aware of players like Steve 
Gadd, Jeff Porcaro, Jim Keltner, Rick Marotta and 
many others that had this special “thing” in their 
playing.

harder to develop their skill. 



proached this as if it were a tight Tower of Pow-
er feel? It wouldn’t sound right, as  AC/DC’s 
Phil Rudd sits on the backside of the beat, and 
David Garibaldi’s approach is more forward in 
momentum and is on top of the beat. 

When we listen to music, we really need to 
understand how it feels. Is it relaxed? Does it 
feel like it is on the verge of speeding up? Does 
it sound like a machine? I know when I have to 
play a groove that is on top of the beat, I need 
to choke up on my sticks and sit a little forward 
on my stool. This helps me to sit right and play 
the proper feel for the music. We all have to 
experiment to find our own way of playing the 
right feel all of the time, and that is exactly what 
it takes, time.

When we practice with a metronome, we 
need to play grooves and fills and not have our 
tempo shift up and down; I call this a “tempo 
tantrum.” One thing I find a lot drummers do 
that affects this is hold their breath. We need 
to breathe to keep the flow of oxygen constant, 
and our heart rate to remain steady just like 
our playing. Next time you are practicing, really 
concentrate on your breathing and not holding 
your breath, especially when you go to play a 
fill. 

Also our body motion can dictate our feel. If 
I need to play very machine-like for a certain 
song, I will lock my wrists and elbows. With this 
technique (or lack of), I can simulate grooves 
from a machine that are right on the beat. I nor-
mally play very relaxed in my grip, wrists and 
whole body, but I have learned what I need to 
do to lay down different feels for the music I am 
playing. Shawn Pelton from the Saturday Night 
Live Band is a great example of how I want to 
look when I play. He is dancing while he plays, 
and his whole body is playing the groove and 
time (maybe he used to walk with a metronome 
as well?).

METRONOME APPLICATIONS

Being able to work with a metronome is an 
industry standard these days. When I work in 
the studio, it is always with a metronome or time 
source. For live shows I am sometimes using 
a metronome for whole songs or for tempo ref-
erences to start the song off (singers love to 
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have consistency in their songs  from night to night). 
I also do gigs where there are backing tracks that 
I run from a computer, and there is a click/metro-
nome on these tracks. 

With all of the different work that I do, and learning 
so many songs for different artists, I need a metro-
nome for a reference. I have played with artists who 
know the tempo of their songs so well, that if I bump 
the tempo up by one or two beats, they will notice 
instantly. My job is to make the singer feel comfort-
able, and if I know the tempo they are comfortable 

at, I should be able to do just that night after night. 
After you have practiced/played with a metro-

nome for a while, it becomes very natural to do. 
When I hear a metronome, my approach is to get 
that tempo inside of me as quickly as possible and 
let my body feel the pulse. Another thing I find is that 
lots of drummers want the metronome to be so loud 
that it hurts. If the metronome is too loud, we end 
up being a slave to it and our feel goes out the door. 
Try practicing with your metronome quiet. At first it 
might be a little strange, and we may find ourselves 
playing out of time. As we work this approach for a 
while, our listening and feel can develop at a higher 
level, and you will find yourself playing along with 
the metronome and not playing to the metronome.

DECISIONS, DECISIONS

In my collection of metronomes, I believe I have at 
least six (not including a couple of drum machines), 
I have found a few that work great. 

Korg makes great products at a reasonable price 
with most of the features I have listed above. They 
are a nice size for travel, and they have a replace-
able battery and a volume control. I also have a 
Tama Rhythm Watch. This is a little more expen-
sive (about $100), but it has lots of features. There 

is an external power supply, as well as battery, a 
scroll wheel to move quickly between tempos, and 
you can store different song tempos in the memory. 
This has become a very standard metronome for 
live gigs with many of the top players in the world. 

My metronome of choice is the Yamaha Clicksta-
tion. It is a great piece of gear, and I won’t use any-
thing but. My first experience with this metronome 
was being in the house band for an internationally 
televised broadcast, and our playing was all live 
to TV. I needed to get from tempo to tempo very 

quickly, and it was flawless. It has a great display, 
lots of volume control, a vibrate function so we can 
get the tempo without even hearing it, a key pad to 
quickly type in your next tempo, and you can also 
store several different tempos/songs in this as well. 
In my opinion, this is the grand-daddy on the market 
right now. It is a little expensive, around $150 plus, 
but, for myself, it has been worth every penny night 
after night. 

You might need to ask around or do some read-
ing online about the different metronomes available. 
Once you figure out which one will work for your 
applications, get it and have fun putting into your 
practice routine. It is your friend.       
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In the following exercises the double paradiddle will be played as 16th note 
triplets between the floor tom and bass drum, starting with the bass drum. The 
remaining hand will play various hi-hat patterns with a 2 & 4 snare backbeat. 
Remember to start slow, count, and practice each part separately first.
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COMBINATIONS PART TWO
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Another one bites the dust.
Congratulations Jayson.


