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Welcome

Thank you for joining me for my ANZCA Drum set diploma recital.
This performance represents more to me than a music examlnagon, it is the Sltof decades of study,

practice, performing and teaching, as well as creative artistic d
This performance will be delivered in an educational / clinic fc m ly understanding of

| also hope this presentation might also allow for o - e should they wish to
undertake the ANZCA drum kit diploma studies fi 1
Due of the educational nature of this recital,
containing information about the pieces, the
techniques to drumkit music more broadly.

. ~“nal handout,

Regarding the pieces | will be performing
used rhythmic vocabulary as it appea']qs‘ r
progressive, and fusion styles. At the
contemporary percussion pieces witk
such as Terry Bozzio, David Jones, and .

<
| hope this performance is both < ‘@ ble

Gary McDonald



Gary in 1996 with his first -]‘j_;_i: n se

BACKGROUND AND BIO¢
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Gary began playing drumkit in 199
early years, Gary developed his skill
notating songs he liked, ja

After relocating to the . ‘v

Performance at the Riveri. Inst

|58

who could (and w s . Mlingte 4

In 2003, Gary 1ccept 4 two part- -#L’ dr
anothera.. " ~vMu. ¢ School — marking

4
]

Gai we con tc complete all four grad
Set Sy. “bus’ ranslating roughly t

clinics an .nasterclasses with so '\3
teaching in a variety of prin .. sch. =
of settings such as covar bund ¢ ‘gin

Over the year Gar, "2 taught in more than 15 school
Certificate IV it Trainii._ and Assessing, and curre‘n'try; , ,
wider north-east ‘ictoria region as part of the Victorian Department : %‘ E mgr‘am.
Gary has self-published three drumming textbool he L , The Drummers Enchiridion
(2021), and The Drummers Overture (2022). A re ived e music education

community. b

'y . -.;‘

IR . A &
S T
Gary currently represents Bosphorus Cymbals (Turkey) and Vic Firth drumsticks (USA) as an endorsee thanks to

instrument distributors Pro Music Australia and Dynamic Music, and is a membe of the regional ensemble Sweet
Buzz.

For more information please visit: www.thedrummers.com.au



PERFORMANCE NOTES

All of the pieces for this performance are taken from

DRUM KIT Performance Volume 9
by Mark Murphy (ADipA)
for ANZCA Music

This 47-page book is designed for ANZCA’s diploma leve
and contains eight original solo pieces that cover a va
musical styles and drum set techniques. Each solo i
western music notation for drum set with optio!
from the ANZCA website: www.anzca.com.al

About the Author
Mark Murphy is a respected Australian r
drum set examiner with extensive pe
experience across Australia and the S
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Mark has a long history in music pe formance
achieved an Associate Diploma in drum,

5 in music theory. This extensive exr e
into the expectations and require
associated with them.

Mark created many of the 2 8

ANZCA and conducts v. ‘mﬁ ot
them and their associatec X
music theory on oz  €being ~ pro

N,

For more ini rmatic on mark plez
WwW.ma: .. *nhy.nusic.com.z
v, T [/

Souw = Jlayec in this performn. "«

| chose thi-se pieces to reflect my '\e..o?'
in a professional setting.

Over the months . pre arat »n‘or this exalé; I'h

So.v4 Solo 7
Pages 2z » 26 Pages38to42 :
The compound ti..e Linear 7s: Scenes frol |_'-’\ Purple Rz e "I flore Cowbell"
one paradiddle - : ’ Suite
L e & 3 N - i._:?"fg_
s Y% - v, >
QR For more information regarding tilli."; ";;erfarmance such as fechnical details and

behind the scenes footage, scan the QR code. www.thedrummers.com.au
CODE

This page is temporary and will be deactivated after diploma results are returned.
DELETED



INTERPRETING THE SCORES: BEYOND THE PRINTED PAGE

While the solos in this book are very detailed, as Solo 4, bar 52
expected for diploma level performance pieces, this Original Score
doesn’t mean that every note must be played exactly
as written. Drum notation can function as a musical
guide or a strict direction, depending on the context.
A drummer may adapt charts to stabilise a
performance. The same drummer may also need to
ensure consistency between performances such as in
a musical theatre setting, where choreography and
cues demand. o '

With such considerations in mind, | have chosen to x:’, A
make some minor modifications to the original scores &
for the sake of this performance. Examples of these I ‘
changes are discussed here. SPa

There is a fine line to walk between demonstrz - I :
proficiency by playing a musical part exactly as w
and ensuring a music performance can flc

effectively. )

This applies not only in exam si*uatic ‘s .uttom
performance in general, and e\ v liste. rca ‘
critic regardless of whether they inu Tl;aind the
decisions behind such ¢. ¢ 8

My approach is tc <= main as. ~ithful as possible‘ tott
original charts. Ho\ ever .. ' ‘sel a component is
upsetting to 1 e flov. r execution of the piecr . will
experimc ' hidea: and adjustments that **
migk nelp brii 3 be..er clarity and stabi’ ., - th
pie =.

X

Typically, *".is involves either kee hing :he note values
the same as written and ch» “ng1/ve urct 3stration
slightly or removing a few ndi*«w "al 1 ~* .5 to make
space.

Some of the m difica. ~ns | made aim to optimise
sticking patterns, ~larify . nythmic transitions, enhance One grace note / ghosi' nqtéh fr; been removed from a
overall stability of t.. nart and, where appropriate, 4 stroke ruff, converting it to a drag. This allows for
reflect my individual performance skills. - cleaner entry to beat three.

)

Right are some examples taken from Solo 4 that
illustrate these ideas.



PERFORMANCE PIECE: Solo 4: The compound time one
Composer: Mark Murphy

When notating music with a triplet-based feel composers generally choose one of two methods:

1. Using a simple time signature (like 4/4) and using triplets, or
2. Using a compound time signature such as 6/8 or 12/8.

The choice often comes down to the transcriber’s personal preference, what they -clieve is most easily understood
or what they consider captures the feel of the music better.

Solo 4 explores two advanced rhythmic concepts: The use of 15/8 time = «d%a,. ‘ecifich. sthmic transition from 12/8
to 8/8.

The 15/8 section at the start of the piece is an extension of the ¢ /mmon. ‘use. 12/8 time.
However, the core of the piece lies in the understanding of .ow t. “ransi¥’ ,n from 12/8 to 8/8

In some music, this change can
maintain a steady beat and the
subdivisions change.

This can be heard in the song
Carry on Wayward Son by
Kansas. Some may refer to this
as a crotchet = dotted crotchet
approach.

In contrast, this solo de’ ~ands a Que 3r= Quaver" approz ..

This requires a shift from a

triplet-based feel ~ « "“traigh Written as:
eight" rock fe 2l witi Hu* alic ing JTD
the speed of 1he qua =r. This

specific trai.z: ™ can Le heard

insoagssuche Tim

Min. \ir's You ¢ "ew on me orin
the soi .~ Lo’ from Matilda the
Musical,w ¢h more advanced
examples in Dream Theater ;
Hell’s Kitchen.

Solo 4 also fe~ture sev ral 2:5 and 4:3 polyrhythmic phrases. Beyond the technical coordination, mastering these
types of polyri thms 'lows a drummer to better identify and support polyrhythmic counterpoint within melodic
lines.

The soundtrack to Grou:idhog Day: The Musical provides an excellent case study for this. with tracks like "Hope" and
"There Will Be Sun" having vocal lines that are phrased in long stretches of 3 and 6 against a primary 4/4 groove.
Understanding how these melodic lines pull against the pulse is a powerful asset to any drummer.

Although this solo contains some advanced components the skills are directly transferable to more standard triplet-
based songs such as Nothing Else Matters (Metallica) and I’'m with you (Avril Lavinge)



PERFORMANCE PIECE: Solo 7: Linear 7s: Scenes from a paradiddle
Composer: Mark Murphy

Orchest ing these odﬁ\mbered phrases in
drumkit creates a feeling of

differe around t
m2nt which can be surprising or

[+

This solo is heavily inspired by progressive rock and
progressive metal. The alboum Metropolis Pt. 2: Scenes
from a Memory by Dream Theater comes to mind nt
when | hear the backing track to this solo. {0} bé;t er. The drummer, though,
ith note grid and

the piece.

-

The styles of progressive rock and progressive metal
often depart significantly from the composition and
song writing ideas of commercial rock and heavy
metal.

=
t tempo reduction
3 ;\- e music shifts

Y ; - ¥ scending
Progressive rock and heavy metal music typically i

combines commercial and alternative rock styles
art music elements and classical composition

structures such as “theme and variation” or “thi
.I

composition.” T
A

Examples of this compositional approac
in the songs YYZ by Rush or Yours is no disg;
YES, and even earlier on the "prote or '

experimentations by The Beatles on $

lonely hearts club band. More 't
style, like Dream Theater’s Danc C
Donati’s Castle Bastards, "u. *he HOUAG
musical complexit* and hui. 3n peiro r_ ‘

Solo 7 opens with & rhyt/an = devel,o ::—T- F
paradiddle (R RR LRi | executed in a similar
to the Parad! !> Pvrarnid exercise, béfo. 5 £3
tran itioning i o more modern linear r’.yth: i

grou ings. ey

The prim y theme of Solo 7 is tl 2 us : of od enﬁr? '.'_ )
linear note groupings — gro* 2 of 7 3ru5 a - that- 4 - A ' ‘-‘;7" ance,
force the drumkit phroses to rios hai ".esto create '

an illusion of rhyt''mic ¢ aos r . sense of rhythmic ' =
independence Ana ' iie these groupings feel '

irregular, they « = base in mathematical logic.

ES and Genesis
metal era

] 1 ), W ed in Solo 2. Solo7
The phrases in bars . 75, 32-33, 44-45,48-49,and ~~ and Solo 2 ther somewhat with
52-53 are odd combinations, but they are designed to f rock drumming of that era.
resolve within 4/4 time signature. For example:

e 7+5+4=16(one bar of semiquavers)

e 7+7+5+5+4+4=32 (two bars of semiquavers)



PERFORMANCE PIECE: Solo 2 Purple Rainbow
Composer: Mark Murphy

Solo 2 is based in a genre of rock music that can be  Linear fills and ad\*d note groupings: Another
described as "proto-metal". _,'.5. fqg s the repeated use of linear
 nlay t transition seamlessly
*h no ixteenth note triplets,
\ Executing these
a robust understanding
|l as the coordination

Proto-metal (as the name suggests) was the precursor
to what became known generally as heavy metal.
Proto-metal developed out of the late 1960s and
peaked around the mid- to late-1970s. The style was
characterised by guitar riff-driven songs that often
contained Hammond organ. With Deep Purple and

Rainbow being two of the most notable bands using
this style, alongside other well-known names '
Black Sabbath, Judas Priest, Alice Cooper (the
The Scorpions, Iron Butterfly, The Who and Led
Zeppelin. e

The proto-metal style regularly features o
or science fiction style themes and art 0.
era’s artists paving the way for future T
Maiden, Saxon, Diamond Head, St. *v
Yngwie Malmsteen. ;

er of cra§h

e oT two

vith

The drumming of this era was p:
as lan Paice, Cozy Powe w. ‘Maj !, Ke h
John Bonham. These drum. ‘ers'n. aw
strict timekeeping ty. *oward a more con
somewhat in orovis d nd einbellished style

Improvised rkithmic ariations created mo
moverientan o nlex drum fills create
int cest, hut it ‘as all done in a way th c?ﬂ Iy ¢

reinic ".e the suitar work and mele «liv s.

Solo 2 requires the player to emk >4k’ LA# Rl
complex style of playing. T" e @ 'ms . 1d ¢ aphasis and S ment those
SR K pd metal

support to the guit 1 ¢ dorg-nt iougnout thé'p;iece o
with accents thro ~hou . Theic are also several B 3 rumn - ' .
advanced tech nical a o rhythmic challenges: d 4

e Double bass ¢ ''"mming endurance and
independence: So.c 2 features extended sixteenth ""'
note double bass passages. The player must A
maintain a consistent bass drum ostinato while
playing hand patterns that are syncopated or
polyrhythmic against the primary pulse. This
requires stability in both physical balance and
rhythmic timing, as the rapid thirty-second note
bursts and "call and response" figures between
the hands and feet can challenge stability of
timing.



PERFORMANCE PIECE: Solo 5: The "More Cowbell" Suite
Composer: Mark Murphy

My personal title for this solo is a nod to the solo is maintaining the
iconic Saturday Night Live sketch. Sadly, unlike Gene while maintaining a
Frenkle, | will be stuck behind the drum set and will e bass drum and

not be able to “explore the space.” -, . L 'r-.way coordination

 sixteenth note

& i
Solo 5 serves as an introduction to "Latin Rock

The term “Latin Rock” refers to the fusion of roc

: ; r ' N tably bars 25
instrumentation with the rhythmic vocabulary |

f:| glance,
Central and South America and the Caribbean. () bt
. '-_— Py's e
Specifically, this solo draws from the Afro-Cu ture.
Brazilian style rhythms that have becom: g .
and expected knowledge for the modern di

player.

Rhythms such as cdscara, tresillo, cIa\:T
nova, mambo, cha cha cha were his*

that were performed by percussior ’
comprising a multitude of perc i i
such as congas, bongos, timbz

name just a few. ﬁ
As drumkit player: we are l
entire percussion s ctiv,: "o achieve t
the drummer musti  us on "tonal orc
usingac. *< rimclic s, and varying |
the diirerent v ices cf a traditional e

Stuaying these uifferent rhythmic s* ,Iﬁs; m
because h ressenceis embedc :d i all
genre of modern music in some wa 0"

Rhythmic foundations suc' as*.. Soi (’ ‘Rumba
Clave, and Tresille .re 1 2 "h 'de i architecture for
many well-known 111t songs. For example: ‘

e The "Bo Diu 'ey Be« " is essentially a Clave
pattern adapte *o the guitar. i

e Coldplay’s Clocks and Metallica’s Fuel both rer on
the tresillo pattern for their primary drlvmg{(_:e

o Musical Theatre: Productions such as In the
Heights, West Side Story, and Evita require a deep
mastery of these rhythms because the entire
show’s musical premise is based in Latin culture
and its music.

.Il3+ '.qt'.- d
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