














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

This solo is heavily inspired by progressive rock and 
progressive metal. The album Metropolis Pt. 2: Scenes 
from a Memory by Dream Theater comes to mind 
when I hear the backing track to this solo. 

The styles of progressive rock and progressive metal 
o�en depart significantly from the composi�on and
song wri�ng ideas of commercial rock and heavy
metal.

Progressive rock and heavy metal music typically 
combines commercial and alterna�ve rock styles with 
art music elements and classical composi�on 
structures such as “theme and varia�on” or “thro gh 
composi�on.” 

Examples of this composi�onal approach can be he rd 
in the songs YYZ by Rush or Yours is no disgrace by 
YES, and even earlier on the "proto prog  
experimenta�ons by The Beatles on Sgt  Peppers 
lonely hearts club band. More virtuosic orks in this 
style, like Dream Theater’s Danc  of eternity and Virgil 
Dona�’s Castle Bastards, pus  the boundaries of 
musical complexity and human performance. 

Solo 7 opens with a rhythm c development, a single 
paradiddle (R RR LRL ) executed in a similar manner 
to the Paradi dle Pyramid exercise, before 
tran i�oning in o more modern linear rhythmic 
grou ings. 

The prim y theme of Solo 7 is the use of odd length 
linear note groupings – groups of 7 and 5 otes – that 
force the drumkit phrases to cros  bar lines to create 
an illusion of rhythmic c aos r a sense of rhythmic 
independence  And while these groupings feel 
irregular, they a e base  in mathema�cal logic.  

The phrases in bars 24 25, 32-33, 44-45, 48-49, and 
52-53 are odd combina�ons, but they are designed to
resolve within  4/4 �me signature. For example:

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

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

Orchestra�ng these odd-numbered phrases in 
different ways around the drumkit creates a feeling of 
rhythmic displacement which can be surprising or 
even off-pu�ng to a listener. The drummer, though, 
maintains an und ly ng sixteenth note grid and 
knows exactly where th y are in the piece. 

Later  at bar 58, there is a significant tempo reduc�on 
(f om 100 BPM o 80 BPM), where the music shi�s 
feel and the performer must execu e descending 
rhyt mic subdivisions. This req res smooth 
transi�ons from sextuplets (6) th ough quintuplets (5), 
semiquavers (4), and quaver triplets (3), down to 
standard quavers. 

The challenge of this olo is in understanding and 
execu�ng the mor  technical rhythmic elements 
found in progressiv  music. Elements such as tempo 
shi�s, une pected and odd rhythmic phrases as well 
as hy hmic and �ming independence. At �mes the 
backing t ack for Solo 7 inten�onally pulls against the 
drum it’s pulse. To perform this successfully, the 
drummer must be able to maintain a solid internal 
empo while the surrounding rhythmic environment 

remains inten�onally unstable and disorien�ng. 

Progressive music isn’t for everyone. Many people 
prefer predictability and groove to their music and the 
feeling of odd phrasings and rhythmic independence 
such as those used in Solo 7 can feel jarring to some 
listeners. However, as a drummer, studying these 
techniques is incredibly useful for live performance, 
especially for error correc�on.  

Genre-defining progressive bands like YES and Genesis 
were releasing music during the proto-metal era 
(1960s and 1970s), which was covered in Solo 2. Solo7 
and Solo 2 complement each other somewhat with 
each covering elements of rock drumming of that era.   
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PERFORMANCE PIECE: Solo 2 Purple Rainbow
Composer: Mark Murphy 

Solo 2 is based in a genre of rock music that can be 
described as "proto-metal". 

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 o�en 
contained Hammond organ. With Deep Purple and 
Rainbow being two of the most notable bands using 
this style, alongside other well-known names such as 
Black Sabbath, Judas Priest, Alice Cooper (the band) 
The Scorpions, Iron Buterfly, The Who and Led 
Zeppelin. 

The proto-metal style regularly features use of fa tasy 
or science fic�on style themes and artwork with the 
era’s ar�sts paving the way for future ts su h as Iron 
Maiden, Saxon, Diamond Head, Str tovar us and 
Yngwie Malmsteen. 

The drumming of this era was pi ne red by icons such 
as Ian Paice, Cozy Powe  Bi l Ward, Keith Moon and 
John Bonham. These drummers moved away from a 
strict �mekeeping tyl  toward a more complex and 
somewhat improvis d nd embellished style. 
Improvised rhythmic aria�ons created more musical 
movement an  co plex drum fills created technica  
int rest, but it was all done in a way that helped 
reinforce the guitar work and melo ic lin s. 

Solo 2 requires the player to emb ace thi  more 
complex style of playing. The d ums add emphasis and 
support to the guit r a d organ t roughout the piece 
with accents thro ghou . There are also several 
advanced technical a d rhythmic challenges: 

• Double bass d umming endurance and
independence: Solo 2 features extended sixteenth
note double bass passages. The player must
maintain a consistent bass drum ostinato while
playing hand paterns that are syncopated or
polyrhythmic against the primary pulse. This
requires stability in both physical balance and
rhythmic �ming, as the rapid thirty-second note
bursts and "call and response" figures between
the hands and feet can challenge stability of
�ming.

• Linear fills and advanced note groupings: Another
feature of this piece is the repeated use of linear
drum fills. The player must transi�on seamlessly
between sixtee th notes, sixteenth note triplets,
sextuplets, a d quintuplets. Execu�ng these
groupings leanly r quires a robust understanding
of rhy hmic subdivision as well as the coordina�on

d tech ique to control them.

• Cymba  Usage: Due to the number of crash
cymba  accents, this piece require  use of two
crash cymbals and comfort p aying them with
either hand to maint in flow.

• Tom Fills: The use of rap d thirty-second note
(demisemiquav r) si gle-stroke rolls across the
rack toms demand a level of comfort and precision
with acc ssing and manoeuvring around the toms.

These aspec s combine to form a feel that is 
reminis ent of the drumming styles found in songs like 
Dee  Purple's Fireball or the iconic opening to 
Rainbow’s Stargazer. 

Solo 2 is essen�ally a technical study of the various 
techniques found in 1970s proto-metal and later, 
1980s hard rock and heavy metal drumming. The skills 
highlighted in this solo developed from their 1970s 
roots, becoming more intricate and demanding, and 
can be seen in the albums Fright Night by Stratovarius 
(1989) and W.A.S.P’s The Headless Children (1989). 

The techniques used in Solo 2 also complement those 
used in Solo 7, a study in progressive rock and metal 
drumming techniques.  
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PERFORMANCE PIECE: Solo 5: The "More Cowbell" Suite
Composer: Mark Murphy 

My personal �tle for this solo is a nod to the 
iconic Saturday Night Live sketch. Sadly, unlike Gene 
Frenkle, I will be stuck behind the drum set and will 
not be able to “explore the space.” 

Solo 5 serves as an introduc�on to "La�n Rock." 

The term “La�n Rock” refers to the fusion of rock 
instrumenta�on with the rhythmic vocabulary of 
Central and South America and the Caribbean.  

Specifically, this solo draws from the Afro-Cuban and 
Brazilian style rhythms that have become common 
and expected knowledge for the modern drum set 
player. 

Rhythms such as cáscara, tresillo, clave, samba, bossa 
nova, mambo, cha cha cha were historic lly, rhythms 
that were performed by percussion ec�ons 
comprising a mul�tude of percus ion in truments 
such as congas, bongos, �mbale , a d various bells to 
name just a few.  

As drumkit players  we are t sked with imita�ng an 
en�re percussion s c�on  To achieve this successfully, 
the drummer must f us on "tonal orchestra�on"—
using acc ts  rim clic s, and varying toms to mply 
the different v ices of a tradi�onal ensemb e  

Studying these different rhythmic styles  important 
because h r essence is embedded in almost every 
genre of modern music in some way or an ther. 
Rhythmic founda�ons such as th  Son Clave, Rumba 
Clave, and Tresillo are t e "h dden" architecture for 
many well-known hit songs. For example: 

• The "Bo Did ley Bea " is essen�ally a Clave
patern adapte  to the guitar.

• Coldplay’s Clocks and Metallica’s Fuel both rely on
the tresillo patern for their primary driving force.

• Musical Theatre: Produc�ons such as In the
Heights, West Side Story, and Evita require a deep
mastery of these rhythms because the en�re
show’s musical premise is based in La�n culture
and its music.

The primary challenge of this solo is maintaining the 
cascara-derived cowbell patern while maintaining a 
regular back beat rock feel on the bass drum and 
snare. This requires h gh-level four-way coordina�on 
and a clea  understandi g of the sixteenth note 
rhythmic g id.  

The more comp ex sixteenth no e fills (notably bars 25 
to 28 and 6  to 72) can be in�mida�ng at first glance, 
how ver the secret to playing t em ea ily isn’t to just 
prac�ce them, it’s to fully unders and their structure.  

ach of these fills is essen�ally a con�nuous single-
stroke roll played with ne hand on the high tom and 
one hand on the floo  tom. With the accents played 
on the snare   

Learning hythmic phrases like those used in solo 5 
mea s the p rases take up less “mental bandwidth” 
and become much more physically manageable. This 
allows the player to maintain the flow of a complex 
La�n" groove without ge�ng bogged down in trying 

to read every individual note in the phrase. 
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