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T here is an Italian proverb,“Chi la dura la vince,” 
that when translated to English means “He 
who perseveres wins at last.” 

To express oneself in a language as beautiful as 
Italian is to know the meaning of passion. So pro-
found too is the fervor created when Dom Famularo 
takes his place behind a drum kit. 

When I first saw Dom play, I honestly believe 
that was the day I learned what true passion was. 
Here was this man who stood among a crowd of 
a few hundred and captivated every single soul in 
that room. A crowd not just listening, but taking in 
an event everyone seemed to know would change 
their lives forever. As he spoke, it was clear he had 
never encountered an apathetic or casual listener. 
No, this was a man who was here not only to edu-
cate but to inspire, as if sent to be the guardian of 
a new era in the percussive arts. One of limitless 
imagination, boundless ideals and unfettered fore-
sight. One who honors those who have gone before 
us, while embracing change and growth. 

Dom began his solo not flailing wildly as if to beat 
his toms into submission, but telling the story of his 
first born son who, at that time, had just come into 
the world. Gracing the edge of each cymbal with 
the butt end of his stick, as if to mimic the bells of 
some old rustic cathedral, it was so prolifically clear 
in that moment that Dom had a very deep connec-
tion to the experience of becoming a parent. This 
was passion. This was how one communicates that 
which can be felt but cannot be defined.

As he built up to the apex of his solo, I felt for the 
poor guy who had to follow this Famularo fellow. But 
so many who have had to follow Dom onstage are 
blessed with the knowledge that he will always and 
forever be there to guide and inspire. As much as 
he is a drummer, Dom is a fan of drummers.

Dom’s is a story not just of belief, but of knowing: 
Those who persevere will find that success was not 
the goal, it was in fact the path. Ladies and gentle-
men my friend, Dom Famularo.

Dom Famularo
by Sean Mitchell



Dom, there is one thing I remember you tell-
ing me and since then it has always inspired 
me: You have never worked a 9 to 5 job in your 
life. How does one become a drummer full-time 
without ever having to take a typical “job” to 
put bread on the table?

I have never worked a 9 to 5 job. I’ve never had any-
one above me to give me directions in a job that I 
did not live passionately for. And that’s a choice that 
I believe we all have the ability to make. But with 

that choice comes consequences and challenges, 
but also comes opportunities. I think that one of the 
ingredients that you have to have is a true belief in 
yourself, and then you have to have courage, the 
courage to follow through with it. Because everyone 
will tell you it cannot be done.

It comes down to that sometimes you have to be-
lieve so much in what you’re doing and you have 
to have the courage to pursue this and the perse-
verance which basically means that quitting is not 
an option. You gotta understand what that means. 
That means that it’s just not an option. I believe so 

much in my vision that I will make this happen, and 
if it cannot happen the way that I initially see it, I’m 
going to find other ways to make it happen. So I 
might have to change my strategy a little but I never 
change my vision.

When somebody would argue with me about my 
vision I’d ask them, “Do you believe in God?” And 
the answer was always well absolutely. And I’d say, 
“Have you met God? How far would you go for your 
belief in God?” And they always went to the ‘enth 
degree. I said, “Gee, isn’t that funny that you have 

this faith and belief in something that you have no 
real evidence and proof of, but yet in your gut you 
know it’s there.” That’s what I used as my fuel.

Let’s go down memory lane. Do you remember 
your first gig?

I sure do, very clear, as a matter of fact. I think of 
it often because it was with my brothers in a band 
called the Seven Upbeats, which was a Tijuana 
brass band back in the late sixties, and it was a band 
that had horns in it. We began to write pop tunes 



and put brass behind it, 
and this was kind of just 
at the cutting edge be-
fore Chicago and Blood 
Sweat and Tears. We 
worked a lot. 

Mike Rothstein was 
the drummer in the band 
and then Mike quit the 
band. He had other op-
portunities to play, so 
they had no drummer. 
Well the band used to rehearse 
at our house, I’d listen to all the 
tunes and I knew the tunes. I was 
twelve at the time and I had a 
pretty decent beat. I really didn’t 
have much for chops or technique 
for big fills and solos, but I knew 
enough of the parts to hold that 
band together.

So I joined the band and we 
played our first performance at 
Baldwin High School which was 
the school that my brothers were 
going to. I was in Baldwin Junior 
High School. So if you can imag-
ine being in a band and your first 
appearance is in front of your 
peers where they’re gonna come 
by and unfortunately judge the 
band. The band was already a 
good band so when I came in it 
was like, Well, who is this guy? 
So naturally they figured I was 
only getting the position because 
I was the brother. The fact is I 
knew the tunes and was at every 

rehearsal.
Boy, I was so nervous. They 

actually fed us beforehand and I 
couldn’t even eat ‘cause my body 
was shaking so much. At that 
point, it was all about me; it was all 
about what are my friends gonna 
say? Am I gonna remember the 
parts? Am I good enough? I was 
putting all these levels of doubt 
on me, hence the result was me 
being extremely nervous.

We played the gig, it went 
great; we got a standing ovation, 
of course. All my friends accept-
ed me. When I think back on that 
I try not to lose touch that it’s no 
longer ever about me, it’s about 
the audience.

How did you earn the title 
Drumming’s Global Ambassa-
dor? Who coined the term?

That was Modern Drummer. Ron 
Spagnardi had pulled me aside 
one day. He said, “Dom, there’s 

nobody traveling at the pace that 
you’re travelling that’s doing as 
good for the service of the per-
cussion industry. You just inspire 
kids to play.”

When I go to a clinic there are 
people that play drums that come 
by to be inspired and there are 
people that are thinking about 
starting drums. I want to continue 
to inspire those who are playing 
drums and then spark the pas-
sion for those to bring them into 
the art of playing drums. That 
increases more drummers, that 
helps sales, that helps in the art 
form, that helps the giant wave of 
this enthusiastic feeling that we 
have.

To me, it’s that incredible feel-
ing of capturing that. By doing 
that and traveling the world as 
an ambassador would do, that’s 
kind of where that title came out. 
Whenever I hear that it embar-
rasses me and humbles me at 
the same time.

“ I  d o n ’ t  w i n d 
m y s e l f  u p  t o  n e e d 
t o  b e  u n w o u n d ”



Tell me about the Stephane Chamberland-Dom 
Famularo connection. How did it get started?

Stephane came to me at the age of 17.  He heard 
me performing in Quebec City and he came up to 
me--his English was poor at best--and he basically 
said, “I wanna take lessons with you down in New 
York. How you play and how you speak, I want you 
in my life to guide me along the path.” I could sense 
his passion, but I said to him, “You’re going to have 
to learn English in order to learn the nuances of 
me teaching you. You have to understand the lan-
guage. So give me a call when you understand the 
language.” And only because it wouldn’t be fair to 
him to make the trip down to invest all that time and 
money into not capturing most of what I’m saying. 
So to be fair to him, this is what he needed to do. 

I got a call about eight months later on from Ste-
phane and he said, “Hello Dom, this is Stephane 
Chamberland. I’d like to come down and book some 
lessons.” I said, “Stephane, your English is excel-
lent.” He said, “Yeah, I moved to Toronto for about 
eight months and took English lessons non-stop un-
til I got the language down. Here I am, let’s get start-
ed.” So that commitment right there was extremely 
inspiring for me as a teacher. So he came down 
and made the 17 hour trip by bus each way, and 
stayed a few days and learned, and we made it hap-
pen. And he continued on for many, many years, 
and eventually he got his own car and drove down, 
which took him less time than the bus, but still it’s 
about a 12 hour drive.  So that level of commitment 
really is incredible. 

And with that, Stephane has not only proven his 
great skills as a player, but as a teacher. We put 
together a studio in Quebec City which is affiliat-
ed with my studio The Wisdom Drumshed.  He’s 
proven himself as a player, teacher and clinician. 
He’s done 40 or 50 clinics a year that I’ve guided 
him along the path—in schools around the area 
of course and at different retail stores throughout 
Canada. He has also proven himself as an author. 
I have a book called The Weaker Side which I had 
kind of envisioned the process, but I needed some 
assistance. With my travelling around the world I 
can’t write every book on my own, so I have to bring 
people in to assist me. So I pulled Stephane in, and 
he is incredibly skilled with computer skills and tech-
niques (Finale and all sorts of notation programs). 
So I would handwrite the ideas and go back and 

forth with Stephane by way of email, and he put the 
book together. And we made it happen. The Weaker 
Side came to light.

What do you do to unwind?

A couple things, Sean. First, I don’t wind myself up 
to need to be unwound. I maintain a pace of relax-
ation all the time. So even though I might be under 
intensity of performing, that’s not winding myself up, 
that’s me exerting energy for something that I love 
doing. Therefore I’m able to maintain this pace year 
round because of that philosophy.

When I do step away from music, first and fore-
most is my family. I’ve got three wonderful boys that 
are just absolutely a joy and fun to be around. We 
learn, we go through trials and tribulations of life, 
and it’s incredible. My best partner in the world is 
my wife Charmaine who is a person that always fills 
my skies and oceans with love. That allows me to 
enjoy my family and career. 

That to me is where I focus my energy because 
it really is about my children and my family. That 
paves the way wherever my future will go. When 
you’re having one big fun party all your entire life 
there’s no need to unwind, there’s only the need to 
enjoy the party!

Who are the players of today that strike you as 
being the legends to watch for in the future?

There are a lot of them. We mentioned Stephane 
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Chamberland. I think he’s absolutely one of them. 
There’s Ryan Carver. Ryan Carver is a phenomenal 
talent in the New Jersey area, not only as a player 
and a teacher, but his skills of notation, writing and 
exercise ideas are very creative and different. And 
Ryan is a phenomenal personality who is very fo-
cused on what his desires are in this art form, so 
he’s another great strength and pillar of the indus-
try. 

Joe Bergamini. Joe’s doing incredible teaching 
and Broadway shows, editing books around the 
globe, and is an incredible clinician himself. Again, 
a great person who has the qualities necessary for 
a leader.  Being a leader is not just about being a 
good player. There are so many other qualities that 
are needed. You’ve got to be great at your artis-
tic skills, at your business skills, at your education 
skills, and at your communication skills. These guys 
have that for sure.

Claus Hessler, an incredible drummer from Ger-
many, who is just absolutely a phenomenal person 
and player. He’s got a book that I worked with him on 
called Open Handed Playing (Alfred Publications), 

which is the concept of playing open handed where 
your not crossing your hands. It just brands that 
name that Billy Cobham started in the late 1950’s 
of playing this way of not crossing your hands and 
using your weaker side as the advantage of riding. 
What an incredible, powerful way to approach the 
drum set, and I think this really is the way of play-
ing in the 21st century. Claus Hessler is someone 
that has incredible facility that I think will be a leader 
in those four areas as an educator, business per-
son and of course his communication skills are just 
phenomenal in both his language of German and 
English.

How does Dom Famularo define “the pocket”?

To me, music is about a feeling. The pocket is a uni-
fied feel that is then communicated to one or more 
people, and they can then feel and relate to that 
feel. It’s really about the message. So the pocket 
is being able to play a “feel” that can be communi-
cated so that that message can be understood. 

If you’re playing something and it’s not understood 
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then there pretty much is no pocket. It’s much like 
me speaking in a way and not putting all my words 
together, whereas you go back and try to transcribe 
it and you have no idea what I just said. If you don’t 
understand what I’m saying, there’s no pocket to how 
I spoke because the message wasn’t delivered. So 
the feel comes down to it. When I think of the play-
ers Steve Gadd, Vinnie Colaiuta, Jeff Porcaro, Car-
los Vega or Larrie Londin, these great artists had so 
much feel that when they played they immediately 
connected with the audience to pull them 
into that feel.  That’s the pocket. 
And once you have that feel 
communicated, there’s no 
greater high that can 
be given in the pro-
cess.  

That’s why I think 
playing to mu-
sic and playing 
with live bands 
is very impor-
tant. If you’re 
playing a tune 
and someone 
else is listen-
ing--it might be 
your neighbor, or 
your sister, or your 
brother-- and they 
connect to that tune, 
you’re in the pocket. 
But as soon as you’re in 
that pocket and you stop 
and say, ‘Wow, I’m in the pock-
et,’ the pocket’s gone. You can only 
live in the pocket if you are in the moment 
of the pocket and not understanding or analyzing 
it; you’re just feeling it.  It’s like feeling love with my 
family. If I’m hugging them and I’m analyzing, ‘Wow, 
I’m hugging my children or I’m hugging my wife,’ 
then I’m not in the hug. Well, the hug is the pocket. 
If we both hug and we both feel, two people com-
municating, that’s the pocket.

Dom, what are we going to see in twenty or 
thirty years from now when we see the results 
of the internet generation of players coming 
to fruition? With the net, we have access to so 
much education and so many styles. Their bar 

has already been set so high. Where can the 
craft evolve from here? Where are we going? 

Not only has the bar been raised, the bar or ceiling 
has been removed. Big difference in that. Our bar 
was raised when we went from 78 records to 33, 
and we were able to have more information. Then 
we went to cassettes, then we went to CDs, then 
we went to downloadable music, so the bar kept on 
being raised. 

There is absolutely no limit because of 
what the internet has given. I say 

things that might even sound ar-
chaic in the future: YouTube 

or MySpace. The internet 
as we know it now will 

be greatly changed 
that we will have the 
presence of great 
artists in front of 
us performing 
in these visions 
of holograms. 
We’ll see Elvin 
Jones playing 
on our desk. 
And this will hap-

pen. That’s why 
I’m saying the bar 

hasn’t been raised, 
it’s been removed. 
It is incredible the 

opportunity of informa-
tion that is being given, at 

the pace it’s being given, and 
at the quality it’s being given to this 

generation. The real challenge is how to 
absorb it. That’s the greatest challenge right now: if 
they can pace themselves and be truly disciplined 
to take this information in byte by byte. How do you 
eat an elephant? One bite at a time. 

Talking to a 12 year old, within just a couple of 
months they can learn what took me five years to 
learn. So there’s so much more valuable informa-
tion. Now if they can stay focused on the cause or 
the message--that it’s about being in that pocket 
to transform that message to move someone else, 
that it’s not about “me,” it’s about them--if they can 
maintain that and keep the cycle happening with the 
information they’re taking in to the output they’re 



putting out. 
See, what I ask for now is for this next genera-

tion to raise the standard of the quality of music. 
The music, to me, and the artistic expression has 
been challenged because we’re not getting enough 
chord structures and enough positive message in 
the music. 

You know, the jazz music of our time was about 
this feeling of jazz that came from the birth of this 
country America, that we offered this music from 
this republic that came out based on freedom. Then 
jazz grew out of that freedom, that improvisational 
freedom. We came into the Beatles in the ‘60s and 
they offered us music about love: “All You Need 
is Love,” “I Wanna Hold your hand”. These were 
songs that were about bringing people together. So 
that was the message. Now with the message that 
some of the music is being given, it’s a message 
about too much violence, it’s about too much nega-
tivity. They’re focusing on unfortunately the wrong 
aspect of what you want to empower people with. 

I gave the keynote speech at the Musician’s In-
stitute, one of the schools out on the west coast of 
California, and it was a poignant reason as it was 
one of the largest graduating classes. And with the 
parents that were there, there were probably close 
to 2000 people at this theatre. I walked out in front of 
all these people with large video screens above me 
focusing on my face, and I had that time to tell them 
about the responsibilities they have as the next gen-
eration facing this world: to give us this music that 
will inspire us and motivate us and bring people to 
a higher level of love, to bring this world to a higher 
level of closeness, to bring peace to the power of 
our music. I believe the talent is out there and I be-
lieve that they have the right information to do it. 
Now it comes down to, do they have the right heart 
and the right reason to do it? And I believe they do. 
So I asked them all at that school, “I believe you 
can. Now do me one favor: prove me right. Prove 
me right, so that when my children become my age 
and they hear music, that I might have been just a 
part of that seed that was planted to create music. 
That my children will never know that my influence 
did it, but when they go out to purchase a song 20 
to 30 years from now, I might have been a part of 
that message that was delivered well beyond my 
lifetime.” That, to me, is where we’re going. qqwrtyupsxi

The Black Page would like to ex-
tend a very heartfelt congratula-
tions to Bruce Aitken on his re-
cent induction into New Zealand’s 
Southland Rock and Roll Hall of 
Fame. A very deserving honor 
to a friend of all drummers and a 
very gracious human being.

Click here to vist
www.drummerconnection.com

The most complete 
online drum community.

http://www.drummerconnection.com/


by Jayson Brinkworth

L ately I have been thinking a lot 
about my drum heroes and how 
they have influenced me as a play-

er. In the lessons I teach, I always ask 
my students who their favorite drum-
mers are and why. Some can answer 
right away with a name, while others 
might only be able to list certain bands 
or artists. I believe it is important for 
musicians to know the names of the 
players they are listening to and being 
influenced by. 

When I started teaching drums 
many years ago, I had students bring-
ing in songs all of the time. I remember 
one particular lesson when a student 
brought in “Come Together” by The 
Beatles. When I had asked who the 
drummer was, I was shocked to find 
out that the student didn’t know it was 
Ringo! How could someone not know 
Ringo? Was this possible? Needless 
to say after we worked on the song, we 
dove right into a lesson on who Ringo 
is and his playing on other Beatles 
songs. I realized after this that there 
were other students who didn’t know 
the drummers in their favorite bands.

Now let me back up a bit. When I 
started playing, I was fanatical about 
who the drummer was on a certain 
album. I would search the credits be-
fore listening to see if I recognized any 
names. Back then, the names were 
just names. I wasn’t really attaching 
a sound or style to each one; I just 
liked to know who it was playing those 
drums on the songs. As time passed 
(no pun intended), I was noticing cer-
tain names appearing more than oth-
ers: Were these players better? Did 
they know more about drumming than 
others? These were questions that 
also needed to be answered (I am a 
very curious person, I guess).  

I soon found out that certain players 
were referred to as “studio players.” 
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What did this mean exactly? As I researched names 
like Gadd, Porcaro, Keltner, Kunkel and many oth-
ers, I found out that these players had a special 
“thing” that they brought to the music. They were 
able to have great sound, great ideas, work well un-
der pressure, and were very consistent.  Wait a min-
ute, shouldn’t this be what we all work for? 

As we mature as drummers, we will understand 
the importance of knowing the names of players 
and what they have done. I can’t count the number 
of times I have been in a situation and the band 
leader or producer uses a drummer reference for a 
sound or feel. If I had no idea who this player was 
and what they do on the kit, I would be lost and 
wouldn’t be able to deliver what was needed. Hav-
ing said this, it is impossible to know every drum-
mer out there and be able to duplicate their style, 
but having a well rounded, cross section of players 
will serve you well, I promise. Also when searching 
for players we don’t know, we will discover a lot of 
new players, concepts and ideas that are extremely 
motivating. 

One thing we need to always remember as a musi-
cian and as human beings is to always be complete-
ly 100% honest with ourselves. If we are struggling 
in certain areas of our development, be honest and 
work on these things. As an example, lots of players 
these days have trouble playing with brushes. This 
is becoming almost a dying art form unfortunately, 
but it is still a very powerful and relative technique 
on the drums. I have talked to a lot of players that 
say, “Why learn brushes? I will never get called for 
a gig that needs them.” But what if you do? I would 
hope you wouldn’t lose work over something that 
was in your control to learn. I am definitely not say-
ing I am great at playing brushes, but I am proficient 
and can sit in on a jazz gig and sound comfortable. 
I know this is an area (and there are many) that I 
need to work on and try ,when I can, to get better in 
my own musical journey. 

Speaking of brushes, can you name one player 
that excels at brush playing—if not from the early 
jazz days then from the past 10 to 15 years? This is 
what I am talking about when I state the importance 
of knowing the players and knowing what they do. 
There is an importance in knowing our own drum 
heroes. 

Here is an exercise I get my students to do, give 
it a try. Write down 5 areas of drumming that you 
would like to improve on. It can be technique, it can 
be styles, it can be rudimentary, it can be hand per-
cussion: it can be anything. Once you have done 
this, look at each one and figure out how you can 
go about getting better at these areas. In your an-
swers, you should definitely put “searching out the 
greats and watching and listening to how they do 
their thing.” If we can’t figure it out from watching 
them, search their name and learn about their influ-
ences, where they come from, how they learned in 
their formative years. 

One thing we will notice about all of the great play-
ers is that they had a serious passion and desire to 
learn while growing up. Also you will be surprised 
to learn that they still have the same, if not more, 
desire to learn and improve as they mature as play-
ers.  

 

I have put together a list of players we should all 
know something about. I have also included the 

if your answering ma-
chine’s outgoing message 

includes you playing drums, 

you might be a drumgeek.

Hi this is Jayson.
Leave a message 

after the Paradiddle.



style of music that they play, as well as any notes I 
had to include. This list could have gone on for days, 
and I am sure I have missed a bunch of names, but 
it is a great starting point. The best way to go about 
this is to find a name or style we are not familiar with 
and search it out. It is important to make our own list 
of heroes and understand what we like about their 
playing. This helps us understand our own strengths 
and goals as musicians. i

 Steve Smith, Vinnie 
Colaiuta, Jeff Porcaro, Jim Keltner, Steve Fer-
rone, Kenny Aronoff, Steve Jordan, Abe Labori-
el Jr, John “J.R” Robinson, Steve Gadd, Josh 
Freese, Hal Blaine, Matt Chamberlain.   

 John Bonham, Alex Van Halen, Keith 
Moon, Ringo Starr, Frank Beard, Aynsley Dun-
bar, Phil Rudd, Chad Smith, Matt Sorum, Dave 
Grohl, Charlie Watts, Carmine Appice, Stewart 
Copeland (also reggae).   

  Keith Carlock (also jazz), Randy Cooke, 
Nir Z, Liberty DeVitto, Mickey Curry, Pat Stew-
ard, Mark Craney, Mark Schulman, Larry Mul-
len Jr., Phil Collins, Shawn Pelton (also studio). 

 Bernard Purdie, Billy Ward, Rick 
Marotta, Earl Palmer, Richie Hayward, Mick 
Fleetwood, Stanton Moore, Jim Gordon, Ah-
mir “?uestlove” Thompson, Levon Helm, Cindy 
Blackman.

*All the players mentioned in this article have serious 
groove, these guys just deliver it a little differently*

 Neil Peart, Gavin 
Harrison, Mike Portnoy, Bill Bruford, Alan White, 
Tim Alexander, Gary Husband, Terry Bozzio. 

 David Garibaldi, Dennis Chambers, 
Aaron Spears, Joseph “Ziggy” Modeliste, John 
“Jabo” Starks, Clyde Stubblefield, John Black-
well, Harvey Mason, Andy Newmark, Bobby 
Colomby. 

 Billy Cobham, Marco 
Minnemann, Virgil Donati, Thomas Lang,  Ken-
wood Dennard, Mike Mangini, Grant Collins. 

 Chris Layton, Roger 
Hawkins, Uriel Jones, Benny Benjamin, Zoro, 
Richard “Pistol” Allen, Stevie Wonder, Al Jack-
son Jr. 

 Eddie Bayers, Paul Leim, Greg 
Morrow, Buddy Harman, Larrie Londin. Shan-
non Forrest, Chris McHugh, Rich Redmond. 

 James “The Rev” Sullivan, Nicko 
McBrain, Dave Lombardo, Gene Hoglan, Joey 
Jordison, Tomas Haake, Travis Smith, Bill Ward, 
Tommy Aldridge, Chris Adler.  

 Sly Dunbar, Carlton Barrett, Win-
ston Grennan.

 Warren “Baby” Dodds, Jimmy Cobb, 
Shadow Wilson, Buddy Rich, Gene Krupa, Lou-
is Bellson, Elvin Jones, Tony Williams, Joe Mo-
rello, Carl Allen, Peter Erskine, Billy Hart, Kenny 
Clarke, Chick Webb, Max Roach, Art Blakey. 

 Clayton Cameron, Jeff 
Hamilton, Ed Thigpen, Billy Higgins. 

*Jazz has so many sub-categories such as bebop, big 
band, trio, vocal. This section alone is an article or two*

 Giovanni 
Hidalgo, Poncho Sanchez, Pete Lockett, Luis 
Conte, Tito Puente, Walfredo Reyes (Sr. and 
Jr.), Lenny Castro, Alex Acuna, Jack Ashford, 
Ed Mann, Selvaganesh Vinayakram.  

 Horacio Hernandez, An-
tonio Sanchez, Dafnis Prieto, Mark Kelso, Efrain 
Toro, Sheila E.

 Dom Famularo, David Jones, 
Akira Jimbo.

JAYSON BRINKWORTH IS AN 
ACCOMPLISHED DRUMMER, 
PERCUSSIONIST, VOCALIST,
EDUCATOR & WRITER. 

CLICK ON HIS IMAGE TO 
LINK TO HIS WEBSITE.

http://www.jaysonbrinkworth.com/


Check out the newest drum community on the net.
Click here to visit www.thedrumfill.com

The music of Dave Tinman is 
based on drumbeats, sounds 
and all kinds of percussion 
like bongos, congas, tabla, 
darabuka, djembe, timbales 
and various hand percussion.

The beats vary from hiphop, 
triphop, to house and techno. 
The percussion rhythms are 
native African, Indian or just 
plain funky!

Listen to some new songs 
from the upcoming album 
RITMOBOTRO on Dave’s 
site.

Dave Tinman 

Click here to check out Dave’s website
http://davetinman.weebly.com

http://davetinman.weebly.com/
www.thedrumfill.com


Here is a page from my upcoming double bass book Ultimate Double Bass. 
This example is from the workout portion of the book. Here you will be going 
from 16th notes to 16 note triplets using various foot patterns. It is very impor-
tant to start slow and play each exercise for as long as you can. These are 
meant to be endurance exercises to improve control of your double bass. Let 
me know how they work for you. Have fun!

by Ryan Carver

Ryan Carver is a member of the Academy of Drums faculty, the Vic Firth education 
team and the Percussive Arts Society. Click either link below to visit him on the web.

www.carverdrums.com       www.myspace.com/ryancarver

DOUBLE BASS KILLERS

www.carverdrums.com
www.myspace.com/ryancarver


“Playing is not something I do at 
night, it’s my function in life.”

Elvin Jones


