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Handedness: Are Drummers
Right-handed or Left-handed?
They're Neither and Both!

by Marc Dicciani

Abstract

Through long-standing customs and tradition, both cultural and musical, many drummers have come to believe that the instrument
set-up and technique of playing the drum set is, in part, determined alone by the belief that we are right- or left-handed. In this paper,
I will summarize some of those persisting opinions and how they’ve come about, and present information based on recent findings in
medicine, genetics, neuroscience, and physiology that justify a deeper examination of many conventional practices and viewpoints.
Much research, and numerous papers, studies, journals and books are cited, and comparisons are drawn with other professional
disciplines that rely on similar motor skill development for learning, successful application, and execution. My paper contends that
there are no right or wrong choices regarding the right/left crossed/open-handed, traditional/matched decisions we make, only that
there are some that are bio-mechanically and neurologically more natural and which may aid in skill development and ultimately
increase our facility and drumming vocabulary and options. Research in neuroplasticity, handedness, brain laterality, motor control,
skill development, and approaches to human movement are complex, fascinating, ongoing, and dynamic. Understanding how these
apply to many areas of drumming, the parallels between those and countless other fields and subjects, and how our bodies and ner-
vous systems are connected with playing drums will allow us to make more informed choices about technique, learning protocols,

playing methods, and equipment set-up.

ost of us drummers and

percussionists are familiar

with the history and de-

velopment of the drum set
as well as the numerous grip and hand,
wrist, and arm movement techniques
that have resulted over the years (see my
recent article, The Grip Debate).! In this
article I'm going to outline some issues
that impact choices that we all make - or
that have been made for us - about tech-
nique, practice, learning, and playing the
drums. I also want to provide some im-
portant information relating to the latest
research and findings in the areas of sci-
ence, physiology, and medicine in order
to position drumming in a larger context.
From a very early age, through a combi-
nation of genetics, mirroring, culture, and

preference, most of us began to favor the
use of one hand over the other for ev-
eryday tasks. This is often referred to as
‘handedness. Most people self-identify
as being right- or left-handed depending
on which hand they use to write. What
seems like a relatively simple either/or
determinant of handedness is actually
not so simple, and in the case of drum-
ming, may not be accurate or helpful, es-
pecially as it relates to equipment set-up,
cross-over and open-handed playing, and
even grip. It should be noted that thereisa
potential chicken-and-egg situation with
skill and preference as it relates to drum-
ming: does the preference exist because
one hand is more skilled, or is that hand
more skilled because it is the preferred
hand and therefore used more frequent-
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ly? It seems likely, though, that handed-
nessisaresult of a few factorsrather than
only an inborn skill difference.

Although there is no standard, empiri-
cal definition for measuring handedness,
much research continues to attempt to de-
fine and quantify it. However, depending
on which part of the world is surveyed
and how it’s measured, it is estimated that
somewhere between 75% and 90% of the
population in Western Countries prefer
the use of the right hand over the left for
executing certain tasks.23* Numerous on-
line questionnaires claim to accurately
measure your degree of handedness on a
scale from strong left-, to mixed-, to strong
right-handed. In these surveys, in addi-
tion to your preferred hand for writing,
you're asked to indicate which hand you



always, or most often use to brush your
teeth, hold a cup, throw a ball, open a jar
or box, use scissors, etc. When completed,
you're given a “Laterality Index” (LI) indi-
cating where you land on the handedness
scale.>¢

Although it might be interesting to dis-
cover your ‘score, it really should make
no difference to how you learn, practice,
play, and set-up the drums. A drum set
is not a right or left-handed instrument,
and it’s best to approach it as a two-hand-
ed one where both hands are coordinat-
ed, and work together in tandem with the
right and left foot.

In a paper in the Journal of Motor Be-
havior,’ the authors state...

The study of the neural control of volun-
tary movement has largely relied on an
assessment of dominant (typically, right)
arm function under a variety of task con-
ditions, an approach that has led to the elu-
cidation of some key motor control princi-
ples. However, the predominant emphasis
on examining dominant arm performance
has resulted in a somewhat erroneous view
of motor control - that the control process-
es for non-dominant arm function are
simply weaker analogues of those of the
dominant arm. Over the past decade, our
laboratories have collaboratively demon-

strated that this is not the case.

Yes, we may feel more comfortable us-
ing one of our hands to write, draw, and
use a spoon, but when we play drums
we need both of our hands to be equal-
ly skilled and coordinated to satisfy the
musical demands for fast, precise, and un-
coupled movements. The same is true for
timpanists, vibraphonists, congueros, and
pianists, as well as surgeons, airline pilots,
and athletes. Although some of these, and
well as guitarists and violinists, employ
differing skill sets in each hand, those
skills are equally demanding and demon-
strate the result of training and practice to
reduce hand dominance asymmetry. This
also applies to us in our everyday lives -
we need both hands working together to
drive a car, use a computer, and eat, even

if the skills for each hand are different.

The hands are our primary means of
motor interaction with the environment.
Their neural organization is fundamen-
tally asymmetric, meaning both sides
of the body work together and can per-
form separate tasks simultaneously. In
playing the drums, as with most musical
instruments, we are heavily reliant on
the development of motor skills and neu-
ral pathways in order to physically play.
The notion of independence, interdepen-
dence, and simply playing single strokes
are examples of this asymmetry.

This also applies to the use of our feet.
Whether we're playing rhythmic inde-
pendence with the left foot on the high
hat, clavé rhythms with our left foot us-
ing a bracket and a cow bell, or right and
left foot double-bass drum patterns, we
benefit by having both feet equally de-
veloped physiologically and neurologi-
cally, and perfectly coordinated with our
hands.

We train our fingers, hands, and arms
to work with our brains and nervous
systems to enable us to achieve a level of
control and fluency. The incredible phys-
ical dexterity, articulation, and timing
that musicians are able to exact is aided,
in part, by mechanoreceptors - neurosci-
entists’ term for sense organs. The highest
concentration of these sense organs are
in our hands and fingers, clearly essential
to drumming. Equally important to this
discussion, this tactile acuity is the same
in both hands.8?1

The high concentration of these sen-
sory receptors is what enables violinists,
for example, to play the correct notes, in
tune, with their left hand on a very small
fretless fingerboard, accurately at breath-
taking speed. This is no small feat consid-
ering that the vast majority of them are
“right-handed” and they’ve learned to do
this with their non-dominant hand.

According to Dr. Molly Gebrian, Pro-
fessor at the University of Arizona, and
professional violist and researcher with a
background in neuroscience...

All bowed string players (unless they have

a severe abnormality on one side of their
body) learn to play with the left hand fin-
gering the instrument and the right arm in
charge of bowing. It's irrelevant whether the
student is right or left-handed. This is be-
cause the brain is highly plastic (changeable)
and both the motor cortex (which controls
voluntary movement) and the somatosenso-
ry cortex (which controls the perception of
sensation from the body) change in response
to how we use our bodies. In the brains of
string players, for instance, the parts of the
motor and somatosensory cortices that con-
trol the left-hand fingers are significantly
bigger than the parts that control the right-
hand fingers. This is true whether someone
is right or left-handed and it has developed
in response to training. These areas are also

bigger than in non-musicians.'?

Often, we drummers refer to the dom-
inant hand as our strong hand and our
non-dominant as weak. These designa-
tions are most likely faulty. As evidence,
you need only watch skilled drummers
play and, regardless of the grip or stick
technique they use, or how they set up
their instrument, try to determine their
strong and weak hand. Even more illus-
trative of the difficulty of this task, try
asking a non-drummer to make this dis-
tinction.

The degree of handedness (dominant
vs. non-dominant) as it affects drum-
ming is greatly altered through practice
and training, and its neural basis changes
over time. This means that how and what
we do, and how we practice and play our
instruments, produces dynamic changes
to the cortex of the brain. Our brains and
nervous systems adjust as a result of in-
put in the form of practice.

Neuroplasticity can be viewed as a gener-
al umbrella term that refers to the brain’s
ability to modify, change, and adapt both
structure and function throughout life and

in response to experience. 1°

Due to preference and more frequent
use of the dominant hand over the
non-dominant hand in everyday life,
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the non-dominant hand may be slight-
ly weaker and less skilled when we first
begin to play the drums. However, it can
catch up very quickly and has the poten-
tial to become perfectly coordinated with,
and equal to the dominant hand/arm
through correct practice. For instance,
when we first start to work on alternat-
ing singles, our dominant hand has better
control and more strength. But, over time,
the singles begin to even out. Eventually,
and when practiced correctly, there is no
discernible difference between the mo-
bility of the hands, evenness of strokes,
and the sound produced. Again, our brain
and body respond and change according
to input and practice.

Here’s another example: if we've been
playing a certain rhythm with our right
hand for a number of years (let’s say, the
jazz ride cymbal pattern), and then we
try to play the same rhythm with our left
hand, we notice that it feels uncomfort-
able. This is not because our right hand
has more innate fine motor control; it’s
because our sensorimotor systems and
brains have developed that skill in a nu-
anced way through lots of playing.!4%

In fact, if you watch experienced jazz
drummers playing jazz time on the ride
with the ‘dominant’ RH, youll notice
that the ‘non-dominant’ LH is playing
intricate, continuously changing, shaded
rhythms on the snare, toms, etc., often
executing more difficult and precise work
than the ‘strong’ hand.

Ironically, if we consider handedness
as an important issue in how we ap-
proach playing, we actually may be able
to progress faster by reversing the roles
of our hands. In other words, the more
dynamic, changing, nuanced rhythmic
elements could, perhaps be more quickly
learned and played by the dominant RH,
while using the non-dominant LH for the
less-changing, less-active elements (jazz
time, straight 8ths, etc).

Consider this:let'ssay we're right-hand-
ed’ and playing a funk pattern. The right
hand plays 8'h notes on the high hat or
ride cymbal and the left hand plays 2 & 4
along with some ghost notes on the snare.

If we try the same pattern but switch the
rhythmic roles to the opposite hand, we'll
notice that our right hand does not have
the same degree of control of those ghost
notes as our left hand. In addition, the
left (non-dominant) hand feels awkward
even though it may be playing straight
8th notes. If our dominant hand holds all
of the fine motor skills this switch should
present no problem. So why does it not
sound or feel as good? Simply, our brain
responds to input, and the techniques
we've used to play that pattern through
years of repetition are deeply ingrained
in our sensorimotor systems.¢

Of course, we could re-learn that pat-
tern by switching hands, but what would
be the point of doing that? That neural
memory has developed in us through
time and practice, so the benefits of
changing course are, debatably, slim to
none.

The bottom line here is that our hands
become very skilled through consistent
practice because our brains respond to
input.!781%20 There are multiple learn-
ing styles and how we learn and which
of these we use depends a great deal on
what we're learning. We can have multi-
ple learning styles and even use aspects of
all of them, but for the most part we are
visual. 2222

Seeing primes the body for doing,
which is one reason so many beginners,
and even non-drummers, assume that
crossing the RH over the LH to play on
the high hat is the correct way. This is a
form of visual learning by imitation.?*
Although we've adapted and made that
work, it is neither correct nor incorrect,
but rather just one way to play.

We all know that many techniques
drummers use and have used over the
years have been handed down over
many decades. Some of these techniques
are typically not the result of research
into how our bodies actually move and
how our brains and nervous systems
work. Most of us have learned through
observing, or being told, that if we're
‘right-handed’, that’s the hand that should
be playing on the high hat by crossing
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over the left hand playing on the snare.
Many of us have done this without ques-
tion for decades, thereby creating a few
unnecessary challenges for ourselves by
believing that this cross-handed method
of playing is the ‘correct way’ instead of
it being ‘one way’ to play. If we've been
crossing the right hand over the left to
play on the high hat we can continue to
do that. If we don’t encounter problems
and if we feel comfortable and uncompro-
mised playing that way, there is no need
to change. However, if we want to exper-
iment with some new patterns playing
open-handed with the left hand on the
high hat (or any sound on the left side of
the kit) while moving the right hand free-
ly around the right side of the kit, then
we should practice and develop them that
way. Whichever technique we decide to
use (crossed or open-handed), it should be
determined by how and what we want to
play, and not because we think that we're
right or left handed.

Related to handedness is the concept
that a drum kit should be set up different-
ly for a ‘left-handed’ person. If you've set
up this way for your entire career, then
keep playing that way. However, given
the ideas presented above, it is my belief
that beginners not arrange a drum kit dif-
ferently on the basis of perceived hand
dominance. Pianos, vibraphones, timpani,
saxophones, violins, etc. are not designed
differently for ‘righties’ and ‘lefties’ - they
don’t need to be, nor does a drum Kkit.
Adapting, adjusting, learning, and enjoy-
ing playing the drums is within every-
one’s reach regardless of which hand you
write your name with. Renowned vibra-
phonist Tony Micelli states that whether
playing with two or four mallets,

Our hands assume roles because of the
layout of the instrument, it doesn’t matter
if we think we're right- or left-handed, our

hands must be equally skilled.

Eight-time Grammy nominee as a lead-
er, famed Latin and Jazz drummer, per-
cussionist Bobby Sanabria states that...



Regardless of which hand might be your
dominant hand, in order to play drums,
congas, timbales, bongos, vibes, marimba,
timpani, and any type of percussion at a
high level, you can’t have a weak hand. You
need to have them both functioning pretty
much evenly. And if you're talking specifi-
cally about the drum set? That means your
feet as well. With that in mind, a good piece
of advice, and I'm serious, is learn how to

dance.

Don Liuzzi, principal timpanist with
the Philadelphia Orchestra, considers the
timpani...

To be a 2-handed instrument that requires
both hands to be highly skilled.

Professor Liuzzi is a right-handed per-
son who has trained his left hand to do
more work, in part by using the Amer-
ican system with the low drum on left
side thereby forcing the left hand to play
stronger on the low drum.

I also encourage my students to practice
at the drum set placing the ride cymbal on
left side and practicing “riding” with the left
hand, developing better dexterity.

Due to an injury, Don had to quickly in-
corporate an amended technical grip for a
few months, creating a new neural path-
way. It is a grip he still occasionally uses,
enabling him to continue to perform at a
high level.

Personally, I have 40+ years of playing
the high hat mostly with my right hand,
and it could take years for me to develop
the same feel and comfort by switching.
However, I do practice new rhythmic pat-
terns and even some common grooves
open-handed if this allows my right hand
to move more freely around the drums.
There are no physiological or neurologi-
cal reasons stopping or inhibiting any of
us from trying new techniques, and unfa-
miliarity with a different way of playing
can be expected.

As I mentioned earlier, the science of
neuroplasticity is a fact - the brain is ‘plas-

tic’ and mutable, and it changes based on
what we do, think, intensely experience,
learn, study, and practice. Dr. Trisha Strat-
ford, a clinical neuro-psychotherapist, au-
thor, and university lecturer, states that
it can take, on average, 8 weeks to begin
to develop a new neural pathway (a way
of playing something new).”> However, in
some cases, depending on the complexity
of the activity, it can take three or more
months for a new brain map, equal in
complexity to an old one, to be created in
the motor cortex.

If you do develop a new neural memo-
ry (sometimes called muscle memory), it
doesn’t negate the other pathways. In fact,
learning something new is aided by what
you've already learned and will make
the new learning quicker. Skill learning
consists not only of the learning process
itself, but also the ability to transfer what
has been learned to new conditions and
task variants (savings of learning). This is
sometimes called “transfer of learning.'*
There is also growing evidence that both
sides of the brain work hard to learn the
rhythms and ‘roles’ designed and intend-
ed for the opposite hand, even if you
rarely play it that way. All those years of
practicing something with one of your
hands has actually inadvertently trans-
ferred some, or much, of that ‘vocabulary,
or skill to the other hand automatically.?”
28,29

Given all of this, I believe that the drum
set is neither a right or left-handed in-
strument and the learning, practice, per-
formance, and set-up reflect that in order
to maximize development. A little bit of
research, questioning, and fact-finding
will help us all separate fact from fiction
and enable more informed choices about
technique, learning, playing methods,
and equipment set-up. Handedness, mo-
tor control, skill development, and com-
putational and experimental approaches
to human movement are complex and
intriguing issues, as well fascinating areas
of research which remain ongoing and
dynamic.
Neuroscientists,

psychologists, geneti-

cists, medical professionals and others
including Jorn Diedrichssen, PhD., West-
ern Research Chairfor Motor Control and
Computational Neuroscience, University
of Western Ontario, Daniel Wolpert, PhD.,
Professor of Neuroscience and member
of the Zuckerman Mind Brain and Be-
havior Institute at Columbia University,
and Dr. John Krakauer, Professor of Neu-
rology and Neuroscience, and Director of
the Center for the Study of Motor Learn-
ing and Brain Repair at Johns Hopkins
are among the leaders in these areas.
Although the full story continues to un-
ravel, much is already known and we can
use that to our advantage as players and
teachers as we develop, think, question,
and learn throughout our lifetimes.
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Comparison of Online and in
Person Group Drumming as a
Medium to Support Social and
Emotional Learning of
University Students

by K Michelle Lewis

Abstract

The purpose of this study was to investigate the effects of group-based drumming for both online and in vivo on a person’s mood.
Thirty-eight college music majors participated in the Remo HealthRHYTHMS Recreational Music Making (RMM) Protocol and re-
ceived both a pretest and posttest using the Brief Mood Introspection Scale. The students were grouped using convenience sampling
of two intact classes for the groups in vivo and online. A significant statistical difference was found between pretests and posttests in
both groups resulting in enhanced mood states after receiving the group drumming intervention. However, there were no significant

statistical differences found between post-tests for the groups.

ith growing rates of
anxiety, stress, and
community  isolation

caused by the coro-

navirus pandemic, individuals are seek-
ing ways to connect that are engaging,
safe, and emotionally satisfying. Mental
health concerns are rising for university
students in the United States and abroad.
According to (Lipsen et al., 2022), the men-
tal health of university students has wors-
ened between 2013 to 2021.! Wang et al.
(2020) noted the most diagnosed mental
disorders in college students were stress,
anxiety, and depression.?

Currently, group drumming is being
used as a tool to facilitate well-being in a
variety of populations including, but not
limited to older adults® mental health
service users,* trauma practitioners, coun-

selors, at-risk students,’ college students®’
and children.®

Substantial research has been accu-
mulated demonstrating the health and
wellness benefits of drumming. 456738
These benefits include but are not limit-
ed to stress reduction,’ communication,*
boosted immune system! creative expres-
sion,’? and improved mood states.?> Roy et
al. (2020) found that mood and demeanor
positively increased in older adults from
Hong Kong with and without dementia
in a single African drumming session.’
The instrumentation for the African
drumming sessions included djembes and
dununs. The facilitator taught African
musical techniques such as polyrhythms,
call and response, improvisation, singing,
and movement. Drumming uplifts people
when the mood is dark, when commu-

nications break down when people seek
common ground, and when people need
one another the most.’° “Music, rhythm,
and dance enhance self-esteem, ensure a
healthy workout, stimulate minds, boost
creative potential, make us laugh, and
connect us on many levels.°

Bittman et al. (2003) found that recre-
ational music-making (RMM) using the
Remo HealthRHYTHMS RMM group
drumming protocol
states and significantly reduced burnout
in long-term care workers.”? The Remo
HealthRHYTHMS RMM protocol is an
evidence-based group drumming proto-
col consisting of ten steps led by a trained
facilitator. Participants in a study by Ben-
simon & Amir (2007) reported that group
drumming at an extremely loud level
during improvisations provided a space

improved mood
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to channel rage that was followed with
feelings of relief, satisfaction, and empow-
erment.’® Koyama et al. (2009) discovered
that recreational music-making using the
RMM protocol improved the mood of
both young and aging Japanese men and
women.

SOCIAL AND EMOTIONAL
LEARNING

Social and emotional learning (SEL) in
education has been around for at least two
decades and can be traced back to social
learning theory® and emotional intelli-
gence.'%1718 Social and emotional learning
is defined as the process by which adults
and children manage and recognize emo-
tions, develop healthy identities, set and
achieve goals, feel and show empathy to-
wards others, maintain and establish sup-
portive relationships, and make responsi-
bleand caring decisions.”?° Social learning
theory illuminates the importance of ob-
serving and modeling the social aspects
of others as a path to influencing one’s be-
havior.’® Social learning theory connects
to social-emotional learning because it is
about building one’s self-efficacy, which
is the confidence in one’s abilities.?* Emo-
tional intelligence was first addressed in
the mid-1980s to 1990s with the publi-
cation of Gardner’s book Frames of Mind
22 and Goleman’s book, Emotional Intelli-
gence.”” Gardner (1983) proposed that in-
dividuals have seven types of intelligence,
including logical-mathematical, linguistic,
musical, spatial, bodily-kinesthetic, inter-
personal, and intrapersonal? Of these
multiple intelligences, interpersonal and
intrapersonal connect with emotional
intelligence. Interpersonal intelligence
builds the capacity to understand others’
desires, moods, or emotions, and intraper-
sonal builds the capacity to be self-aware
of emotions, values, and beliefs.’

For the past two decades, researchers
have studied the social and emotional
benefits of group drumming for various
populations such as low-income chil-
dren, preschool children,? adolescents,?
Aboriginal women,? Native Americans,?
and aging adults.® There have also been

various group drumming interventions
that target the social and emotional
well-being of participants.?8273024

Drumming is frequently recommend-
ed as a complementary intervention in
health and human services® and has been
found to promote social® and emotional
health.* The following group drumming
interventions have shown positive
improvements in the social and emotional
well-being of the participants researched.
The Remo HealthRHYTHMS RMM proto-
col, is an evidence-based group empow-
erment drumming program that consists
of ten steps that participants are guided
through by a trained facilitator to ex-
plore personal expression and communi-
cation.® Drums Alive is a research-based
program that utilizes a multi-disciplinary
approach to wellness including dance,
music, drumming, mindfulness, fitness,
physical education, relaxation, and inclu-
sion strategies.® The Holyoake DRUM-
BEAT program was developed to provide
a safe container to release emotion as
well as connection and belonging to the
community in response to isolation.?
Faulkner (2017) connects his Rhythm to
Recovery model of rhythmic music and
movement to social and emotional learn-
ing through mindfulness and cognitive
reflection.30 His drumming exercises use
rhythm as a metaphor for things that we
experience in our day-to-day lives. The
use of the drum to express emotions in
the Rhythm to Recovery model is utilized
in a playful way where individuals play
their emotions on the drum and the oth-
er participants play the opposite emotion
back to them. Ho et al. (2011) used Beat
the Odds, a research-based school coun-
selor-led group drumming program for
low-income Latino youth.?* Researchers
in this study incorporated drumming ac-
tivities and counseling focused on team
building, attention, awareness of self and
others, stress and anger management, and
leadership skills. From these studies, re-
searchers have demonstrated that group
drumming is an effective tool for enhanc-
ing the social and emotional well-being of
participants.
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The literature represented serves the
purpose of introducing two primary
concepts—the connections of Social and
Emotional Learning (SEL) to group drum-
ming and the facilitation of online recre-
ational music-making. In January 2021,
music therapist Christine Stevens offered
a Remo HealthRHYTHMS ONLINE Proto-
col Professional Development training for
HealthRHYTHMS facilitators. The train-
ing consisted of an online version of the
original ten steps of the protocol modified
for online participants. There were many
similarities between both the online and
in vivo HealthRHYTHMS protocol.* The
similarities were the teaching of the ten
steps of the protocol and healing rhythms
to facilitate in a variety of groups rang-
ing from schools, hospitals, and recovery
centers. The differences between the in
vivo and online protocol are the technical
considerations, such as the online studio,
and virtual facilitation on the Zoom con-
ferencing platform.

The application of this study speaks
to the effectiveness of online learning
and therapeutic environments for music
educators, drum circle facilitators, home
school populations, businesses, and music
therapists. Before the Covid-19 pandem-
ic, music learning through social media
platforms showed promising results for
facilitation in remote places.®® During the
Covid-19 pandemic, researchers showed
promising results enriching synchronous
music lessons with asynchronous mu-
sic lessons.®* Other advantages of remote
learning spaces are that some students
feel safer in an online environment than
in a traditional classroom.® A larger por-
tion of the population can be reached
and the effectiveness of recreational
music-making interventions can be ex-
plored.* The purpose of this study was
to investigate the effects of both online
and in vivo group-based drumming on a
person’s mood. The researchers chose the
Remo HealthRHYTHMS RMM protocol
because of its credibility and its many
applications.
but are not limited to music therapy set-
tings, hospitals, schools, aging centers, and

The applications include



more. The main goal of the study was to
better understand the effects on mood of
using the online Remo HealthRHYTHMS
Recreational Music Making (RMM) Proto-
col. A secondary goal was to gain insight
into how each participant’s emotions var-
ied when experiencing the protocol on-
line and in vivo.

METHOD

Descriptive statistics for both the on-
line and in vivo participants (N = 38) are
seen in Table 1. There were (n = 14) music
education majors, (n = 14) music therapist
majors, (n = 4) music education/perfor-
mance (double majors), and (n = 1) music
performance major enrolled in a large

TABLE 1

Descriptive Statistics for the Pretest online and in vivo
Year in School Gender Age Range | Major
Freshman 18 Male 14 18-43 Music Education 14
Sophomore 1 Female 17 Music Ed/Performance 4
Junior 12 Non-Binary 2 Music Performance 1
Senior 2 No response 5 Music Therapy 14
No response 5 No response 5

university in the Midwest United States.
Five students did not respond with their
descriptive information. Two intact class-
es received the intervention (RMM proto-
col) with one online (n = 20 ) and the other
in vivo (n = 18). The ages of the participants
ranged from eighteen to forty-three years
old with a mean age of twenty-one. The
genders represented were male (n = 14),
female (n = 17), non-binary (n = 2), and no
response (n = 5).

PROCEDURE

In this study, I used the Brief Mood In-
trospection Scale (BMIS), an open-source
assessment of 16 moods used in psychol-
ogy research to measure the participant’s
mood before and after each online and
in vivo group drumming session.*” (Fig-
ure 1). This scale in its original form con-

FIGURE 1
BMIS items and scales they fall under
The Four BMIS Factor-Based Subscales: Two Pairs of Scales
Pair 1: Unrotated Two-Factor Solution Pair 2: Varimax-Rotated Two-Factor Solution
The 16 Pleasant - Unpleasant Arousal - Calm Positive - Tired Negative - Relaxed
BMIS Positively- Negatively- Positively- Negatively- Positively- Negatively- Positively- Negatively-
Mood Adj. Worded Worded Worded Worded Worded Worded Worded Worded
Items Items Items Items Items Items Items Items

Lively X X X
Happy X
Sad X X X
Tired X X X
Caring X X X
Content X
Gloomy X X X
Jittery X X X
Drowsy X X
Grouchy X
Peppy X X X
Nervous X X X
Calm X X X
Loving X X X
Fed up X X X
Active X X X
Totals
PW Items 8 10 5 5
NW Items 8 2 2 1
Scale Total 16 12 6
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tains two sets of scales: one that measures
Pleasantness-Unpleasantness and one
that measures Arousal-Calm dimensions.
The other way it can be used is to measure
positive and negative affect. In this study, I
implemented the recommended Pleasant-

ness-Unpleasantness scale using a 4-point

Likert-like scale with reverse scoring
suggested by Cavallero et al., 2019.% This
instrument appears to be widely used %%4°
and represents a reliable mood assess-
ment according to (Cavallero et al., 2019).3®

Both the online students (n = 20) and
in vivo students (n = 18) were given the

(BMIS) as a pre-test using a Google form
(Figure 2). Then, they were provided with
the Recreational Music Making (RMM)
protocol (Figure 3). The in vivo students
were also given the BMIS pretest using
paper and pencil, then were provided the
RMM protocol followed by the paper and

FIGURE 2

Pre-test and Post-test using Meddis responses of the BMIS mood assessment

Choose the response on the scale below that indicates how well each adjective or phrase describes

your present mood.

pencil post-test.

The researcher in this study was also
the instructor for both groups and has
been trained in facilitating the Remo
HealthRHYTHMS protocol. I used the

Remo HealthRHYTHMS ten step proto-

(definitely (do not feel) (slightly feel) (definitely col as the independent variable (Figure
do not feel) feel) 3). The ten-step protocol consisted of in-
Lively XX X v Vv troducing the program, wellness exercise,
Happy XX X v Vv breaking the ice, the ABCs of drumming,
Sad XX X Vv vV rhythmic naming, entrainment building
Tired XX X v vV (synchronized and coordination of differ-
Caring XX X v vV ent rhythms), inspirational beats, guided
imagery drumming, wellness exercise,
Content XX X v Vv and the finale.® The facilitation of the pre-
Gloomy XX X v Vv test, recreational music-making protocol,
Jittery XX X \ Vv and post-test lasted approximately 50
Drowsy XX X \'4 \AY% minutes.
Grouchy XX X \Y4 \AY For the introduction, I established
Peppy XX X v vV credibility and trust with participants
Nervous XX X v vV by reviewing the health and wellness
Calm XX X v vV benefits of group drumming and encour-
- aged participants to experience equality,
Loving XX X v v self-love, and to have an open mind. To
Fed up XX X \4 v begin the protocol, I started with a well-
Active XX X \ Vv ness exercise that lasted approximately

three minutes. I played recorded hand

FIGURE 3
Recreational music making group drumming protocol
Building Blocks Time Description
1. Introducing the program 1 min. Create an open environment, establish credibility
2. Wellness Exercise 3 min. Breathwork, stretches, and relaxation
3. Breaking the ice 5-8 min. Steady beat game calling out different beats to play on
4. ABC’s of drumming 5 min. Introduction to drumming basics
5. Rhythmic naming 5 min. Participants play their names on their instruments and everyone echoes
6. Entrainment building 10 min. Facilitator leads participants in echoing rhythm patterns and one by one indi-
viduals layer improvised rhythms on top of each other to produce a collective
rhythm
7. Inspirational beats 8 min. Drumming responses for individuals facing challenges
8. Guided Imagery Drumming 5 min. Guided meditation imagining travel to a happy place in nature while drum-
ming
9. Wellness Exercise 2 min. Breathwork, stretches, and relaxation noting any changes felt
10. The finale 2 min. Reflection and expression time
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pan music as participants followed me in
touching their hearts and stomachs for
three calming breaths. Participants were
invited to close their eyes or lower their
gaze as they inhaled peace and exhaled
love. In addition to breathing, partici-
pants did light stretches of their wrists,
forearms, necks, and side bodies (muscles
along the side of the body from the lower
back to the shoulders). For the breaking
the ice exercise, we played a steady beat
game calling out beats one, two, three,
and four to play on as designated by the
facilitator with recorded music online
and without music in vivo. This exercise
lasted approximately three minutes and
included responding to dynamic changes
from soft to loud to soft. During the ABCs
of drumming, participants learned how
and where to strike the drums. The drums
used in this study consisted of Remo Fi-
berskyn 16-inch frame drums and vari-
ous-sized Remo Tubanos supplied by the
students and the university. For the frame
drums, students were instructed to hold
the drum in their non-dominant hand
and strike it with their dominant hand.
The students learned three tones on the
frame drum called the doum, tek, and kah.
For the tubanos, students used both hands
to play the drums. The three tones taught
were the bass, open tone, and slap. The
rhythmic naming exercise consisted of

FIGURE 4

Reverse Scoring Example

each person playing the rhythm of their
name one at a time, while participants
echoed back to one another. In the en-
trainment-building exercise, participants
listened to the rhythm of the facilitator,
kept a steady beat in their body, and lay-
ered their unique rhythm into the group
one person at a time. This exercise lasted
approximately five minutes. In the inspi-
rational beats segment of the protocol, I
asked the participants to play the answer
to the following question on their drums.
“How has isolation from Covid-19 made
you feel this past year?” The students re-
sponded to the question on their drums.
One student demonstrated his feeling on
his drum to the class and in return, the
class echoed. Upon echoing his response,
I asked the students to respond with how
they felt playing his rhythmic answer. I
asked the students if anyone else had felt
this way, and many students responded
positively to the question. The person
who shared their answer on the drum
then responded with how they were feel-
ing.

The next step in the protocol is called
guided imagery drumming. In guided im-
agery drumming, the participants are in-
vited to take a deep breath and close their
eyes. I gave participants an option to play
along softly or sit and listen to the guided
meditation. As I guided participants on a

Score the Pleasantness-Unpleasantness scale using these steps:

XX=1
X=2
V=3
Vv =4

1. Convert the Meddis response scale (XX, X, V, VV) to numbers:

Nervous, Sad, and Tired.
That is, recode, such that:
XX=4

X =3

V=2

Vv=1

2. Next, reverse score the responses for: Drowsy, Fed up, Gloomy, Grouchy, Jittery,

3. Now, add up the scores for all 16 items to obtain the scale score. The sum is the total
score on the Pleasantness-Unpleasantness scale.

journey into nature, the drumming played
in unison throughout, built to an impro-
vised section, and came to a soft closing as
the journey came to an end. Upon closing
this segment of the protocol, everyone
was invited to take three calming breaths
asthey did at the beginning and put them-
selves in a reflective mindset. Students
were asked to complete the post-test and
provide a one-word response as to how
they felt at that moment after completing
the HealthRHYTHMS protocol.

DATA ANALYSIS

Of the sixteen mood adjectives, eight
positive mood adjectives and eight neg-
ative mood adjectives were assessed us-
ing the Brief Mood Introspection Scale
(BMIS)*¥ Participants in both online and
in vivo groups were given a pre-test and
post-test using the BMIS. Data were col-
lected through Google Forms for the
online participants and by a paper and
pencil assessment for in vivo participants.
The data were transferred into a Micro-
soft Excel spreadsheet and were scored
using the recommended reverse-scoring
method (Figure 4).% The sixteen mood ad-
jectives, known as Meddis responses were
converted to numerical values.*? Then,
the reverse scores were input for respons-
es containing drowsy, fed up, gloomy,
grouchy, jittery, nervous, sad, and tired
according to the appropriate usage of the
instrument. Upon completion of the re-
verse scoring method, I added all sixteen
number responses per participant to ob-
tain the Pleasantness-Unpleasantness
scale score for each participant. The sum
is the total score on the Pleasantness-Un-
pleasantness Scale. Figure 4 displays the
range of the minimum and maximum
response values for the BMIS Pleasant-
ness-Unpleasantness Scale. Then, data
were analyzed using IBM SPSS Statistics
(Version 26) predictive analytics software.

According to (Cavallero, R. et al., 2019),
the BMIS Pleasantness/Unpleasantness
(PU) has a high-reliability coefficient (r >
.80) as compared to the Arousal and Calm
mood scale (AC).%® The PU mood scale was
found to be a valid and reliable assess-
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ment tool to measure current mood and
is recommended for future use (Cavallaro,
R. et al,, 2019).%® The data were analyzed
for descriptive statistics and four possible
t-tests: pre-tests and post-tests for both
the in vivo and online groups. A test for
differences between the two groups using
post-test data, and if no statistically signifi-
cant difference (SSD) is found between the
two groups then they will be combined to
look at the pre-tests and post-tests for all
participants.

RESULTS

The mean values of the pre-post-inter-
vention data and mood pleasantness-un-
pleasantness scale scores can be seen in
Table 2. Pre-test and post-test data suggest
an increase in mood pleasantness in both
online and in vivo groups; the post-test
results for online and in vivo showed no
significant statistical differences in mood
affect between the groups. In statistical
terms, the lack of significant statistical
differences means that the finding can
reliably exclude a worthwhile differ-
ence. Therefore, I combined pre-test and
post-test scores as shown in Table 3. The
combined in-vivo and online pre-test and
post-test results showed a significant sta-
tistical difference. A significant statistical

difference means the result is not attribut-
ed by chance.

The first analysis (Table 2) was the de-
pendent pre-test (n =18) and post-test (n
=18) in vivo. The results from the in vivo
pre-test (M = 41.0, SD = 7.2) and in vivo
post-test (M = 47.2, SD = 6.3) mood assess-
ment indicate enhanced pleasant-un-
pleasantness scores resulting in signif-
icant differences t(17) = 4.0, p < .001. The
alpha level was set at .05 for all statistical
tests demonstrating that there were sig-
nificant statistical differences between
the pre-tests and post-tests of students
who were in vivo.

The second set analyzed (Table 2) was
the dependent pre-test (n = 20) and post-
tests (n = 20) for the online group. The
results from the online pre-test (M = 46.4,
SD = 6.9) and online post-test (M = 51.3,
SD = 7.0) mood assessment indicate en-
hanced pleasant-unpleasantness scores
(enhanced mood states) also resulted in
differences within the group t(38) = 3.9,
p <.030. The alpha level, also known as
the significance level, is used in hypothe-
sis tests. Usually, these tests are set at .05
to avoid making a type I or type II error.
Therefore, the alpha level was set at .05
demonstrating that there were significant
statistical differences between the pre-

TABLE 2
Dependent Pre-test and Post-test and Independent Post-test
Pre-test Post-test
N M SD N M SD  Significance Level
in vivo (dependent) 18 410 72 18 472 63 .001*
online (dependent) 20 464 6.9 20 513 7.0 .030*

in vivo (independent) 18 472 63 .07
online (independent) 20 513 70 .07
*p<.05
TABLE 3
Dependent combined pre-test and post-tests
Pre-test Post-test
N M SD N M SD  Significance Level
in vivo and online 38 438 75 38 494 69 .000*
(combined)
*p<.05
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tests and post-tests in the online drum-
ming group resulting in enhanced mood
states after the participants received the
group drumming intervention.

In the third set analyzed (Table 2), the
independent post data and mood pleas-
antness-unpleasantness scale scores are
given with results in Table 3. The results
from the in vivo post-test (M = 47.2, SD =
6.3) and online post-test (M = 51.3, SD =
7.0) mood assessment indicate enhanced
mood in the online group, resulting in no
differences between the groups t(34) =
1.9, p > .07. This indicates improved mood
states from both the online and in vivo
groups, resulting in further analysis. Ac-
cordingly, I combined the online and in
vivo pre-test scores and post-test scores
for both groups.

The fourth set analyzed (Table 3) the
combined online and in vivo pre-test (M =
43.8,SD =7.5) and post-test (M =49.4,SD =
6.9) mood assessment for (N = 38). The re-
sults indicate that there was an improve-
ment in mood-pleasantness, t(37) = 5.0, p
<.000. There were significant statistical
differences between the pre-tests and
post-tests for the combined online and in
vivo groups, resulting in enhanced mood
states overall.

DISCUSSION

Although this study used a different
mood assessment scale than Koyama,
(2019) and Mungus & Silverman (2014), it is
consistent with improved mood states.*”
The present study found an improvement
in mood states for university students
using the Remo HealthRHYTHMS Rec-
reational Music Making (RMM) Protocol
and Brief Mood Introspection Scale for
online and in vivo groups. What many
thought impersonal at first appeared to be
effective both in person and in an online
setting. The results of the independent
post-tests found no significant statistical
differences between the online and in
vivo groups. This illustrates that mood
pleasantness-unpleasantness scores were
similar between the online and in vivo
groups. This brings validity to the effec-
tiveness of the online RMM protocol and



provides facilitators with another avenue
to assist their clients.

The existence of a comfortable environ-
ment may have put students at ease lead-
ing to significant pre-test and post-test
gains for online group drumming.® The
increase in mood pleasantness in both
online and in vivo participants appears to
be aligned with the effect that consistent
repetitive rhythm has on a person’s brain
wave frequencies.® The mind begins to fo-
cus attention on the rhythm and starts to
lower cortisol levels, also lowering stress.
At the time of this study, there appear to
be no known studies of this kind being
performed with the RMM protocol online.
It is important to note that earlier studies
with in vivo participants are consistent
with these results.'*” These results were
somewhat expected because this group
drumming protocol has been well-re-
searched.’?!* Also, much has been learned
over the past year about the positive and
negative aspects of online music-making
due to the coronavirus pandemic.®

The benefits of facilitating an online
group drumming protocol provide more
people the ability to receive social and
emotional assistance. It is beneficial for
teachers, counselors, group drumming fa-
cilitators, music therapists, students, com-
munity members, and others who seek to
use this as a tool to improve the emotional
well-being of themselves and others. The
ability to facilitate an online group drum-
ming RMM protocol also serves the pur-
pose of reaching more individuals than
the traditional in vivo experience.

LIMITATIONS AND
SUGGESTIONS FOR FUTURE
RESEARCH

While these findings are positive and
favor in vivo and online group drumming
experiences using the RMM group drum-
ming protocol as a mood enhancer, there
are limitations to this study. The present
study utilized convenience sampling of
college music majors with between four
to sixteen years of music-making expe-
rience. Future studies should consider
using adolescents and older adults with

little musical experience to determine if
the protocol affects their mood when be-
ing taken online. In this study, the musical
experience of participants could have giv-
en them an advantage because they were
familiar with rhythmic music-making.
Further limitations include the number
of participants sampled. Since there was
no opportunity to randomize participants,
convenience sampling was used which
led to a limited number of participants
available to take part in the study.

In this study, the researcher was also
the facilitator of the group drumming
intervention. Since I was a trained Remo
HealthRHYTHMS facilitator, I felt it was
important to implement the RMM proto-
col consistently between the online and
in vivo groups. Therefore, I chose to im-
plement the protocol. To address research-
er bias, I consistently reflected on and
monitored my subjectivity.41 Monitoring
my subjectivity increased my awareness
and helped me to keep an open mind
throughout the research process allowing
me to expand my knowledge. For future
research studies, suggestions would be for
the researcher to train facilitators to use
the RMM protocol to eliminate potential
researcher bias.

Suggestions for future research would
be touse a larger sample, and a participant
pool of diverse ages, musical experienc-
es, and cultures with the RMM protocol.
Using a larger sample would allow more
quality data to be collected, increase the
power of the test, eliminate errors, and
pinpoint outliers. Including diverse ages,
experience levels, and cultures will fur-
ther future research studies and advance-
ments for underrepresented groups. Par-
ticipants online who played with found
sounds (homemade instruments found
in the home) in place of a drum may have
had a different experience than if they
had a drum. Future studies would benefit
from everyone having adrum to eliminate
confounding variables in the data. Using
an easily understood mood assessment
with pictures for diverse age groups, and
providing drums for participants online
who may not have a drum would also be

beneficial for future research. This would
allow more consistency in the study and
create fewer variables, especially with
playing the drums and understanding the
assessment tool.

What is of particular interest is that
the university students participating in
the study were in a stressful time of year
when this study began. According to the
pre-test and post-test results, both the in
vivo and online students’ moods showed
improvement from the beginning of the
group drumming protocol to the end. In
future studies, it would be beneficial to
disaggregate the data for each mood to
help researchers in understanding which
moods were affected the most by the pro-
tocol. Breaking down the data into small-
er parts can also provide information on
similarities and differences in moods be-
tween various demographic groups. This
is essential information to know because
it provides drum circle facilitators with
clear evidence of the effectiveness of the
moods that were enhanced, as well as a
purpose for using the protocol for the pop-
ulations they serve.

The current research could also be
pursued as a mixed-methods study. Add-
ing participant interviews that assist in
analyzing whether online or in vivo is
preferred; studying how participants felt
throughout the protocol would bring an-
other perspective to this study. These sug-
gestions are integral in telling the story of
why the RMM protocol was successful in
enhancing moods both in vivo and online.

IMPLICATIONS FOR MUSIC
EDUCATION

The implications for music education
are the social and emotional benefits of
group drumming, and the importance of
community drumming either presented
online or in vivo, as it serves the purpose
of reaching more individuals than in vivo
alone.

The study appears to have discovered
there is a positive effect of performing
music online as evidenced by mood en-
hancement measures. The RMM protocol
could be used with other instruments and
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voices to see if they have the same effect
on mood as group drumming does. The
RMM protocol has the ability to be broken
into small parts and be used as a warm-up
and improvisational tool for instruments
and voice. In addition, it can be used to
improve the social and emotional well-be-
ing of students while educating them on
elements of music is essential for music
educators.
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Feedback Loops Between
Drummers and Tap Dancers:
Papa Jo Jones

by John MacDonald

Abstract

At the beginning of his 2023 interview on the 80/20 Drummer Podcast, renowned jazz drummer Gregory Hutchinson stressed the
foundational importance of tap dancing in relation to jazz drumming, emphasizing rhythm and phrasing. Hutchinson is certainly
not the first drummer to highlight this relationship, echoing often non-specific assertions of earlier jazz drummers, including Chick

Webb, Max Roach, Buddy Rich, Louis Bellson, and Max Roach. This paper sheds light on the relationship between jazz drumming and
tap dancing, centered around tap-dancing drummer Papa Jo Jones. Drawing on research by Marshall Stearns and Brian Harker relat-
ed to the comingled histories of jazz music and dance, I point towards the dialogic exchange of musical vocabulary and style between
drummers and tap dancers, exemplified by several tracks in Jones' solo album “The Drums” dedicated to his favorite tap dancers, Bill

Robinson, Eddie Rector, and “Baby” Laurence. Examination of transcriptions of these tracks aids in detailing their influence on Jones’
drumming style and, further, the influence of Jones’ drumming on tap dancing style. While focusing on the specific case of Papa Jo
Jones, this paper sets the stage for further exploration of the broader relationship between tap dancing and drumming in jazz music.

INTRODUCTION

There are numerous approaches to ex-
amining the development of jazz drum set
vocabulary. Previous examinations have
focused on tracing the influence of drum-
mers on other drummers and the similar
influence of other instrumentalists on
drummers.! While musical analyses of
this nature are crucial in illustrating a lin-
eage, they overlook the musical influence
of non-musicians on the development of
musical style. Many influential jazz musi-
cians, including Louis Armstrong, Thelo-
nious Monk, and Max Roach among oth-
ers, have spoken about the influence of
tap dance on their personal style, without
ever articulating the musical specifics of
this influence. Examinations of the influ-
ence of tap dancing on the development
of Louis Armstrong’s soloistic style by
Brian Harker provide a foothold for fur-

ther studies of this nature.? In this paper,
I will focus on the career of tap dancer
and drummer Papa Jo Jones to clarify the
musical specifics of the relationship be-
tween jazz drumming and tap dancing. I
briefly summarize the relevant historical
background of tap dance and American
rudimental drumming, centering around
Jones’s “brushes” with tap dance, leading
up to an analysis of three tracks dedicat-
ed to his favorite tap dancers found on
his 1973 drum solo album, “The Drums.”
After examining transcriptions of these
tracks in comparison with tap dance per-
formances, it is shown to be likely that
several of Jones’ innovations, such as the
use of sweeping brushes on the snare
drum and the sustained sound of time-
keeping on the ride cymbal, took heavy
influence from various tap dancing styles.

SETTING THE STAGE
Papa Jo Jones

Papa Jo Jones (b. 1911, Chicago) worked
as a tap dancer at carnival shows on the
Vaudeville circuit at a young age.® In an
interview, he claimed that he was “the
Tap Charleston champion of the United
States” for two years.* Jones was pres-
sured into joining Count (William) Basie’s
band as a drummer, after initially think-
ing of himself “as a piano player who
could also sing and dance.”

Papa Jo Jones is recognized in the jazz
community for having a significant influ-
ence on popular drum set style between
the early jazz and swing eras, shifting
timekeeping from the heavy “kick” (bass)
drum accompanied by woodblock to
lighter sounds from the hi-hat and brush-
es on the snare drum. In Jones’ own style,
this dramatic change in drumming style
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was largely inspired by tap and sand
dancing, a style of dance where sand is
sprinkled across the floor allowing the
dancer to achieve a coarse, sustained
sound by dragging their feet across the
floor. Jones often spoke about the influ-
ence of tap dance on his playing, eventu-
ally recording several tracks on his album
“The Drums” inspired by and dedicated
to his favorite dancers. The subsequent
generation of drummers took influence
from Jones, and contemporary tap danc-
ers took influence from these drummers.
Years later, Jones took influence from
these young dancers, completing what
I will call a feedback loop in this paper.
As Jones is often credited for many fun-
damental principles of modern drum set
playing, the impact of dance on his style
has been surprisingly underrepresented
in writing.

Dancers and Drummers

Though many influential drummers
including Philly Jo Jones, Papa Jo Jones,
Sid Catlett, Chick Webb, Max Roach, Bud-
dy Rich, Earl Palmer, and Steve Gadd have
spoken openly (if sometimes non-specifi-
cally) about the importance of the rela-
tionship between tap and drumming,
there is little scholarly work that exam-
ines the musical relationship between
these coexistent rhythmic arts® The
most closely related literature to the top-
ic at hand can be found in the latter half
of chapter two of Brian Harker’s “Louis
Armstrong’s Hot Five and Hot Seven Re-
cordings” and in chapter eight of Con-
stance Valis Hill's “Tap Dancing America”.
Harker examines the influence of rhythm
tap on Louis Armstrong’s rhythmic lan-
guage, examining Armstrong’s rhythmic
tendencies before and after his collabo-
rations with tap dancing act Brown and
McGraw, among others.” Hill approaches
the issue from the viewpoint of dance,
writing of the bebop-like characteristics
of the rhythm tap style during the sixties.
After recounting a heated dance battle
between Groundhog Basie and Chuck
Green accompanied by Jo Jones and Max
Roach on the drum set, Hill writes of the

influence of drummers on the style of
tap dancer Baby Laurence, going so far
as to assert that Laurence was “essen-
tially a great drummer.”® Several other
books, including Burt Korall's “Drummin’
Men” and Robin D.G. Kelley’s “Thelonious
Monk: The Life and Times of an American
Original”, contain sections that similarly
assert the influence of dancers on jazz
musicians, though these assertions are
conversational and non-analytic. Korall’s
chapter on Jo Jones contains excerpts of
interviews with Jones and several of his
bandmates over the years speaking about
the numerous ways that working closely
with tap dancers influenced the styles of
drummers in Kansas City.

In his 1973 solo album “The Drums’,
Jones speaks about the influence of sever-
al drummers and dancers on his approach
to drumming and then plays drum solos
dedicated to each. The C side of the al-
bum, specifically tracks C3-C7 titled after
several tap dancers, is critical to the dis-
cussion at hand because Jones repeated-
ly asserts the importance of several tap
dancers to his style, though his brief in-
troductions do not fully express the spe-
cifics of this importance. Transcription
and analysis of Jones’ solos on the tracks
dedicated to tap dancers will provide
deeper insight into what he considered to
be the defining elements of their dancing.
Examination of the solos dedicated to Bill
Robinson and Eddie Rector will provide
a clearer understanding of the feedback
loop between the earliest dancers and
Jones’s style. Jones’ style had a significant
impact on the popular drum set style of
the time, which, in turn, influenced the
style of the subsequent generation of
dancers and drummers. Ultimately, this
stylistic development came full circle,
feeding back into Jones’ style decades lat-
er through the drummer-like dancing of
Baby Laurence.

Decades prior to this mixing of dance
and drumming styles, drummers and
dancers played very different roles as en-
tertainers. In the nightclubs of early 20th
century New Orleans, dancers were the
center of attention onstage while drum-
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mers kept simple time, often situated
behind horn players and dancers. Danc-
ers performed flashy, attention-grabbing
steps; drummers played mostly quarter
notes and didn’t take many solos, playing
a more foundational role in the ensem-
ble.? Early jazz drummer Zutty Singleton
described the secondary role of drum-
mers in the ensemble, stating “We just
kept the rhythm going and hardly ever
took a solo”®

Differences in style and function began
to blur over time as the styles of drum-
mers and dancers converged around
their shared repertoire. In other words,
the more that dancers and drummers per-
formed together, the more influence each
took from the other. It was especially com-
mon for big bands, such as those of Louis
Armstrong, Duke Ellington, Chick Webb,
and Count Basie, to regularly perform
with tap dancers in nightclubs across the
country, notably in Kansas City, where Jo
Jones rose to prominence with the Count
Basie Band." Pianist Jay McShann assert-
ed that Kansas City drummers played
better than famous drummers from else-
where because of how often they played
with dancers, continuing that “drummers
and dancers get to understand each other,
particularly if they work together for a
while?

By the end of the swing era, tap and
jazz drumming shared many musical el-
ements, such as phrasing, “rudimental”
vocabulary, and stage presence. There
were also notably greater differences be-
tween tap steps and drum rudiments at
the beginning of the swing era compared
to the notably more similar sets of steps
and rudiments at the end of the swing
era, some of which will be highlighted in
the analysis portion of this paper. Though
modern jazz drumming and tap dancing
have stylistically diverged over time, they
developed in a mutually influential man-
ner for much of the first half of the 20th
century, constantly taking feedback from
each other while musicians and dancers
shared the same stages.



Jazz Drumming Styles in
Relation to Tap

As mentioned above, early drum set
players simply “kept the rhythm going
and hardly ever took a solo.*® Papa Jo
Jones is recognized in the drumming
community as a major influence on shift-
ing the standard timekeeping pattern
from heavy quarter notes on the bass
drum, press rolls on the snare drum, and
lighter patterns on various percussion in-
struments to more syncopated, over-the-
barline rhythms on the hi-hat.* By the
late 1920s and early 1930s, Jones’s hi-hat
rhythms had evolved into the ubiquitous,
mnemonic ‘lang-spang-a-lang’ ride cym-
bal pattern (see Figure 1 for notation).”
This pattern was the driving force behind
drumming throughout the swing era
and remained one of the most important
stylistic signifiers of the bebop era of the
1950s. Kenny Clarke (1914-1985), one of
the most renowned drummers associated
with the transition from big band swing
to the bebop era, is credited as the most
prominent progenitor of this pattern.'
Though Clarke rarely spoke about the
influence of tap on his playing, he of-
ten spoke about the influence of Papa Jo
Jones, who, in turn, spoke openly about
tap’s influence on his playing.” Max
Roach, another important drummer of
the bebop era who openly spoke of Jones’
influence, was also a tap dancer and of-
ten accompanied tapper Baby Laurence,
trading with him in a call-and-response
format and imitating his rhythms.?®

Figure 1: Notation for the ‘lang spang-a-lang’
or ‘spang-a-lang’ pattern. Most often at slower
tempi, eighth notes are played with a swing feel.

N>
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It 1s no secret that many jazz drummers

efore—and during Jones tirme, inciud-
ing trendsetters like Baby Dodds, Kenny
Clarke, and Jones, stressed the impor-
tance of practicing and incorporating ru-
diments (figure 2), basic sticking patterns,

into their playing.” Rudiments were orig-
inally used by Swiss mercenaries during
the Renaissance to signal battle forma-
tions. The earliest list of rudiments has
been traced to 1612 in Switzerland. Ru-
dimental drumming eventually spread to
America, where it was used to send sim-

ilar signals during the Civil War. Below,
I will discuss the relationship between
rudiments and the tapping patterns of
dancers.

Tap Styles in Relation to Jazz
Drumming

Figure 2: A partial list of the drum rudiments from the Percussive Arts Society. Several of these rudi-
ments are discussed in the analysis portion of the paper, namely the single stroke roll, five stroke roll,
seven stroke roll, paradiddle, and drags/ruffs (the drag as listed in Section IV of this figure is referred

to as a ruff in this paper) .

I. ROLL RUDIMENTS
A. Single Stroke Roll Rudiments

1. Single Stroke % ﬁ

Roll *
RLRLRLRL

2. Single Stroke

3 3
RLRL RLRL
LRLR LRLR

3. Single Stroke
Seven

Insns

R
L

rIo e

LRL
RLR

B. Multiple Bounce Roll Rudiments
4. Multiple

Bounce Roll }
5. Triple Stroke

3 3 3 3

RRRLLLRRRLLL
C. Double Stroke Open Roll Rudiments

6. Double Stroke
Open Roll * f
RRLLRRLL
7. Five Stroke 5 — 5 —
Roll * ; F
R R L L
8. Six Stroke Roll — 6 —— 6 —
R LR L
L RL R
9. Seven Stroke 7 =7 =
Roll * F j ? j
\—/‘ ~—
R LR L
L RL R

* These rudiments are also included in the original Standard
26 American Drum Rudiments.
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11l FLAM RUDIMENTS

20. Flam *
rd 1
LR AL
21. Flam Accent * = =
T3
LR L R RL R L

22. Flam Tap * = = = =

PERCUSSIVE ARTS SOCIETY INTERNATIONAL DRUM RUDIMENTS

All rudiments should be practiced: open (slow) to close (fast) to open (slow) and/or at an even moderate march tempo.

10. Nine Stroke 9 - 9 -
Roll * J ? J
R R L L
11. Ten Stroke 10 — 10 -
s Sz R
) )
R RL R RL
L LR L LR
12. Eleven Stroke 11 - 1 =
Roll * ? ﬁ ﬁ
b 4
~ ~
R RL R RL
L LR L LR
13. Thirteen 13 - 13 —
Stroke Roll * : ? F
—_—— — ——
R R L L
14. Fifteen Stroke 15 — 15 -

Roll * ?

R L L

L R R
15. Seventeen 17 - 17 =
Stroke Roll f J f J
R R L L

Il. DIDDLE RUDIMENTS
16. Single

= =
RLRRLRLL
17. Double = =
Paradiddle *
RLRLRRLRLRLL

18. Triple = =
redste JTRITRITTIIT

RLRLRLRRLRLRLRLL
19. Single

Paradiddle-diddle

IV. DRAG RUDIMENTS
31. Drag *

sd a4

—_ —

LLR RRL
32. Single Drag — =
ad dsl)
LLR LRRL R
33. Double Drag —

&3 aJRd JndEl ]

L RRL RRL R

LLRLLR
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The phrase “tap dance” was already in
use by 1905. 2 Tap was brought to life by
the spirit of one-upmanship, with danc-
ers constantly appropriating and recom-
bining each other’s styles.* What began
as tap, though it had existed under dif-
ferent names for many years previous,
branched into styles such as flash tap,
soft shoe, eccentric dance, class dancing,
and rhythm tap.”2 The most percussive
of these styles — and therefore those most
relevant to the current discussion — are
eccentric dancing, flash tap, and rhythm
tap. John Bubbles is recognized as the fa-
ther of rhythm tap and was known for his
syncopated rhythms that sounded like
bebop drumming.?® Bubbles was one of
the few tap dancers, also including Baby
Laurence, Groundhog Basie, and Bub-
ble’s protégé Chuck Green, who danced
to highly improvisational, less danceable
bebop music.?*

Tap steps like those listed in Figure 3are
the foundational movements of tap danc-
ing, very similar in function to drum rudi-
ments. Steps are basic building blocks that
are combined into longer patterns which
are organized further into routines.
Names for tap steps have not been as
universally recognized as those for drum
rudiments. There is no standardized list
of tap steps, though there are several
sources that compile similar lists of basic
steps.? Many tap steps existed earlier in
other types of dance. Some of these em-
anated from African (specifically Kongo-
lese) Juba dancing while a step called “the
Irish” is rooted in jig dancing. Other steps
are named identically to drum rudiments,
such as the paradiddle.

Brian Harker’s book and article deeply
explore the interplay between eccentric
and tap dancers (especially tappers Her-
bert Brown and Naomi McGraw) and
the style of Louis Armstrong.?® A similar
comparison between the use of drum ru-
diments and tap steps provides a basis for
analysis of tap performances and Jones’
solos dedicated to tap dancers on “The
Drums.’

Analysis: Feedback Loops
Between Jazz Drum Set

and Tap Dancing

The purpose of this analysis is to ex-
amine the nature of the changes in the
style of tap dance and drumming during
the swing era focusing on rudiments/
steps, phrasing, and the relationship to
swing music. The analysis focuses on the
relationships between the drumming of
Papa Jo Jones and dancers Eddie Rector,
Bill Robinson, and Baby Laurence. I char-
acterize the performance styles of these
dancers and the drumming of Papa Jo
Jones as a “feedback loop” that influenced
the behaviors of jazz drummers from the
1930s through the 1960s.

In this paper, I will use the term “feed-
back loop” to describe exchanges in mu-
sical vocabulary between drummers and
tap dancers. A feedback loop occurs when
a system’s output is taken as input by the
same system. For example, a microphone
amplifies input noise which is then pro-
jected through a loudspeaker. The sound

from this loudspeaker is fed back into the
microphone, amplified again, and so on.

I will trace this phenomenon over the
course of several years so that one can
examine which group (dancers or drum-
mers)originated a particular concept, how
it was interpreted by the other group, and
how it was reinterpreted once again as it
found its way back to the first group. This
paper examines a feedback loop over the
course of almost 50 years. An interval this
large is necessary to demonstrate a signif-
icant change in musical vocabulary, as the
exchange of vocabulary is very gradual.
A primary source for my analysis is the
second half of his 1973 drum solo album,
The Drums; full transcriptions from this
recording may be found in the Appendix.
First, I will detail the styles and founda-
tional mechanics of both drumming and
tap dancing. Then I will use these analyt-
ical tools to investigate three tracks from
this recording in which Jones creates a

Figure 3: Alist of basic tap steps. Some of these steps are compared to drum rudiments in the follow-

ing analysis.

BASIC STEPS
Steps:

umps:

* Hop (same foot, one foot)

Basic Sounds:

Basic Tap Steps:
* Flap (brush forward) R, step R)

¢ Jump (always landing on two feet)

* Step (changing weight, ball of the foot)
¢ Stamp (changing weight, whole foot, heavy sound)
* Stomp (NO change of weight, whole foot, heavy sound)

* Leap (changing feet, always land on one foot)
* Shot Beat (heavy, whole-foot leap to side)

* Brush (swinging motion forward or back,; do not scrape) - ball

* Taps (comes off floor) - ball, heel, toe

* Beats (stays on floor) - ball, heel, toe

* Dig (bend knee back to start) - ball, heel

* Drop (other part of foot is already on the ground) - ball, heel

* Stud (release from floor immediately) - ball, heel

* Chug (one or both heels “dropping” at same time, usually travels forward)

* Running Flap (brush forward R, leap R)

¢ Shuffle (brush forward R, brush back R)

* Scuffle (scuff forward R, brush back R)

* Riffle (ball dig R, heel dig R, brush back R)

¢ Ball Change (2 quick steps done in one count or less; usually step back 1st)
* Grapevine (ball changes done side to side, switching / crossing feet)
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drum solo dedicated to three different tap
dancers.

Track 1: Bill ‘Bojangles’ Robinson

Bill ‘Bojangles’ Robinson (1878-1949)
was one of the most renowned tap danc-
ers of the early 1900s.?” His career began
on the Vaudeville circuits around 1902,
where he was often the only black per-
former. His signature stair dance catapult-
ed him into the spotlight in 1918.2 He was
featured in nine feature-length Holly-
wood films, including four Shirley Temple
movies. Robinson performed alongside
jazz giants such as Don Redman, Duke EI-
lington, and Count Basie.?”

In the words of Papa Jo Jones, Robin-
son “stepped before there was music” to
go along with it.* Jones may have been
referring to swing music specifically be-
cause Robinson’s rhythms have much in
common with earlier ragtime rhythms.
In contrast to the young rhythm tappers,
Robinson perfected old steps rather than
creating new ones.®* Several character-
istic patterns appear regularly in Robin-
son’s dances. Robinson frequently uses
an eighth-quarter pattern that creates
a three-over-four over-the-barline feel
and a quarter-note triplet rhythm (Figure
3); these rhythmic figures originate from
ragtime and were later adopted by instru-
mentalists.®

Structure

Jones’s solo dedicated to Robinson is
played entirely on the rims of his drum
set, including a snare drum with the
snares turned off and two tom-toms.
Jones uses only the rims to achieve an
articulation that is timbrally much more
similar to a tap dancer than to the typ-
ical jazz drum solo. The use of all of the
different rims creates an accent pattern
that illuminates sticking patterns much
more clearly than they would be if played
on a single surface. Jones marks accented
beats with his kick drum throughout the
solo. This deeper sound is likely an imita-
tion of a stamp or stomp, a tap step that
uses the whole foot to create a heavier
sound.

Jones begins the solo with a short
4-measure introduction, marked by click-
ing his sticks to a ragtime rhythm instead
of striking the rims of his drums. Ragtime
influence is further solidified in Jones’s
use of the secondary rag. The first 16 mea-
sures of the solo are almost entirely com-
posed of three-note groupings over a 4/4
time signature. Jones begins to use ruffs
and rolls (see Figure 1.1 for notation) to ac-
cent the downbeat beginning in measure
16 (into the downbeat of 17), as well as in
measures 21, 25, 29, 33, and 35. He rare-
ly uses ruffs or drags to emphasize beats
other than the downbeat. Jones contrasts
quarter note-heavy phrases with over-

the-barline phrases beginning in measure
24 and continuing to the end of the solo.
Jones ends the solo with a powerful quar-
ter-note triplet phrase.

Implications

This solo represents the beginning of a
feedback loop between rhythm tap and
jazz drumming. The dominant element
in Jones’s solo is undoubtedly what many
call the ‘secondary rag, as it constitutes
most of the solo. Jones's usage of this
rhythm demonstrates his belief that this
rhythm was characteristic of Robinson
and his contemporaries. If Jones's claim
that “Robinson danced the way that he

Figure 4: Three popular rhythms of the early 1900s, notably used by King Oliver and Louis Arm-

strong.*

— T T

b) Cakewalk rhythm

1. Original
¢) Two-note secondary rag

2) Oliver rhythm
—_—
—
| —— > ——F—

E=E==——=——===——====—

2. Armstrong's preferred version

.

Figure 5: The introduction to Jones’s solo on ‘The Drums’; uses a rhythm very similar to the cakewalk

rhythm.

click sticks together
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Figure 6: Excerpts from Bill Robinson’s ‘King for a Day’ (top) and Jones's solo (bottom). Robinson
utilizes the two-note secondary rag rhythm while Jones achieves a similar feel by accenting eighth

notes in three-note groupings.
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danced before there was music to accom-
pany him” is taken literally, then Robin-
son may not have considered his over-
the-barline syncopation a reflection of
ragtime.® Instead he may have thought
of it as more rooted in dance tradition.
Whatever his view of its origins, Robin-
son helped to popularize the rhythm.

Though Jones plays several of para-
diddle stickings in his solo, most of these
stickings appear to be an unintended
product of the three-eighth-note accent
pattern. For example, there are inverted
paradiddles in measures 7 and 8 as well
as a paradiddle in measure 9. Given the
context that they appear in (surrounded
on both sides by three-eighth-note group-
ings), I doubt that Jones was thinking of
playing paradiddles but was instead fo-
cusing more on creating variations of the
secondary rag. Jones only plays three
7-stroke rolls in the whole solo, a number
significantly lower than the twenty-four
drags played. This shows that Jones asso-
ciated ruffs/drags with Robinson much
more strongly than paradiddles, drum
rolls, and other marching drumming ru-
diments. While Robinson may not have
added many stickings to Jones’s vocabu-
lary, Robinson’s repetition, development,
and displacement of phrases certainly
influenced Jones's playing while his stage
presence and style influenced Jones'’s ap-
proach to showmanship.

Though little in Jones's solo for Robin-
son points towards influence from sand
dance, it is still worth noting that Jones’s
trademark ride cymbal pattern is very
similar to Robinson’s timekeeping sand
dancing in “Stormy Weather”(1943). Be-
cause Robinson’s dance remained “un-
changed for 60 years’, his interpretation
of the sand may provide valuable insight
into the dance’s roots.** Sand dancers pop-
ularized this rhythm before Jones adapt-
ed the rhythm to the drum set, first using
brushes (introduced in 1912) on the snare
drum and eventually moving to the cym-
bals.

Measure 15 in my excerpt of “King for
a Day” is identical to the second to last
measure of Jones's solo. These measures

also serve a similar transitional purpose;
Jones uses the passage to end his solo
while Robinson uses it to end a section
and move into a tempo change. While
their phrasing and sounds are very sim-
ilar, the rudiments that Jones uses to imi-
tate Robinson’s tapping are fundamental-
ly different from the steps that Robinson
uses.

Track 2: Eddie Rector

Eddie Rector (1898-1962) is known for
his seamless flow of sound and move-
ment. He began his career as a dancer
on the vaudeville circuit at age 15. Rector
performed alongside Duke Ellington at
the Cotton Club throughout the 1930’s.
Few recordings of Rector exist, possibly
due to his mental breakdown and institu-
tionalization in 1934, which took him out
of show business for several years.

Jones credits Rector as the “inventor
of the sand”, though sand dance existed
long before Rector. Jones was likely ref-
erencing Rector’s sand dance feature on
“Underneath the Swanee Moon” from the
musical “Shuffle Along”

Structure

Jones’s solo dedicated to Rector is
played entirely with brushes. It begins
with a 16-bar introduction on the hi-hat,
which is likely intended to imitate a band

introducing Rector. Jones reveals his
‘Rector’ by shifting entirely to the snare
drum after his introduction. For the first
eight bars of this section, Jones sweeps
smoothly and continuously with his left
hand and taps percussively with his right,
imitating the sustained sound of Rector
sweeping his feet across a sandy floor.
Jones returns to this texture momentari-
ly in measures 49-50 but doesn'’t linger for
too long, as this pattern is more common-
ly invoked as an accompaniment than a
soloistic line.

The theme of the solo is introduced in
the 25th measure; this theme is returned
to regularly with small variations for
the rest of the solo (Figure 4). Passages
between the recurrences of this theme
are broken into mostly 16-bar phrases
that can be broken down further into
two-measure calls and responses (figure
4).

Jones limits his vocabulary to legato
brushed sweeps, single-handed shuffles,
single taps, and 5-stroke rolls. He uses
fewer than five 3-stroke ruffs and only
a single flam. Most phrases are rhythmi-
cally resolved at the downbeat every two
bars with the exception of the extended
secondary rag from measures 87-96.

Implications
This solo represents the beginning of

Figure 7: The ending of Jones's solo (left) side by side with a transitional section in Bill Robinson’s

dance in ‘King for a Day’ (right).
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Figure 8: The ‘spang-spang-a-lang’ pattern played with brushes on the snare drum in Jones’s solo

dedicated to Rector.

Left hand sweeps
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a feedback loop between Jones and the
sand dance. Most of the material in Jones'’s
solo is an interpretation of sand dancing,
which makes this solo something of an
ode to the beginning of a relationship be-
tween two previously separate arts. Jones
uses notably fewer drum rudiments than
he regularly solos with, which indicates
that Jones viewed sand dance vocabulary
to be fundamentally separate from rudi-
mental drumming vocabulary. Addition-
ally, Jones uses several techniques that
are derived entirely from sand dance and
have no rudimental predecessor, such as

his sweeping and shuffling motions from
measure 49-53. The time-keeping pattern
introduced in measure 17 is the prototype
for the previously mentioned ‘spang-
spang-a-lang’ ride cymbal pattern. As
the drum set prior to Jones’s time didn't
utilize a sustained ride cymbal sound as
the primary timekeeper, Jones’s attention
to the sustained sounds of sand dancing
likely significantly influenced the evolu-
tion of the drum set itself.

Track 3: Baby Laurence
Jackson ‘Baby’ Laurence (1921-1974)

Figure 9: Several repetitions and small variations of a one-bar phrase of Jones's solo for Rector (on the
left side). The one-bar phrase is used as a call and is followed by a one bar response.
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Figure 10: An excerpt of Jones's solo for Baby Laurence. Note the use of sixteenth notes, paradiddles,
5-stroke rolls, and 7-stroke rolls that were not used in the previous two solos.
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was a professional singer before he was a
dancer. At the age of 11, he went on tour
as a vocalist with Don Redman. He began
to perform as a tap dancer in the 1930s,
appearing alongside Count Basie, Duke
Ellington, Art Tatum, and Charles Min-
gus, among others. He became known as
a bebop tapper and was capable of trading
on equal footing with giants such as Miles
Davis, Charlie Parker, Max Roach, and
Bud Powell. Unlike previous tap danc-
ers, Laurence was known to improvise
routines instead of performing rehearsed
routines such as Rector’s “Sand Dance” or
Robinson’s “Stair Dance”

Structure

Jones begins his solo with a 16-mea-
sure introduction on the hi-hat. Again,
he plays only on the rims of his drums af-
ter this point. The following 16 measures
utilize the secondary rag very similarly
to Jones’s solo for Bill Robinson. Jones
begins to group phrases into large group-
ings of eight bars, as can be seen from
measures 33-40 and 61-68. Jones breaks
steady streams of eighth notes with six-
teenth notes (m. 59, 61, 65) and quarter
notes (m. 70-76), supplanting the second-
ary rag used in his previous solos. Jones
ends his solo with a decelerando and de-
crescendo to fade out.

Jones uses many rudiments in this
solo: ruffs (m. 17, 41, 42, 43, 53, 69, 78, and
more), 5-stroke rolls (m. 33, 54, 55, 56, 58,
and more), 7-stroke rolls (m. 24, 40, 48, 62,
and more) and paradiddles (m. 57, 58, 59,
60, 63, and more) among other rudiments.
Jones also regularly uses note rates out-
side of the swung eighth note subdivision
(m. 24, 41-43, 48, 57-63, and more).

Implications

Jones'’s solo dedicated to Laurence rep-
resents a full trip around a feedback loop.
Just as Jones began taking influence from
tap dancers, Laurence’s rudimental vo-
cabulary, marked by his use (and the pre-
vious dancers’ non-use) of paradiddles, 5
and 7-stroke rolls, sixteenth notes, and
more, takes clear influence from rudi-
mental drummers.
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Laurence incorporates footings that are
seemingly much more rudimental than
the previous two dancers, using many
more odd-numbered stroke rolls (5, 7, 9),
paradiddles, and ruffs/drags. Laurence’s
rolls are very defined; every stroke can be
heard clearly and strokes are very even-
ly spaced, much like the rolls of a bebop
drummer. He also uses rolls to accent
beats other than the downbeat, unlike
the previous two dancers. Laurence reg-
ularly shifts between triplets, shuffled
eighth notes, and sixteenth notes while
Rector and Robinson stay mostly with-
in the swung eighth note subdivision.
This marks an expansion on previous tap
styles, incorporating rhythmic variety
that is more characteristic of bebop drum-
ming. Jones imitates Laurence by using
many rudiments, increased syncopation,
and breaks out of the swung eighth note
grid, yielding a solo that contains a much
higher concentration of all of these ingre-
dients than the previous two solos.

Laurence is almost certainly improvis-
ing in many of the segments of the Jazz
Hoofer film, as is made evident by the
uncertainty of the ending (for example,
the band finishes and Laurence’s tapping
slowly dies out).*¢ Previous tap dancers
often worked out routines, like Bill Rob-
inson’s “Stair Dance” or Eddie Rector’s
“The Sand”. These significant differences
between Laurence and his predecessors
illuminate the influence that he took
from drummers of the time. On the oth-
er hand, influential drummers (such as
Papa Jo Jones later in his life and Max
Roach) spoke about taking influence from
Laurence. Looking back, it is clear that
early tap dancers (such as Bill Robinson,
and Eddie Rector) influenced the style of
Papa Jo Jones, who influenced the next
generation of drummers (Kenny Clarke,
Max Roach), who influenced younger tap
dancers (Baby Laurence), who influenced
drummers again (Jones and Roach).

CONCLUSION
While I have explored the relation-

ship between the drumming of Papa Jo
Jones and several famous dancers of his
era, this paper only begins to examine
the relationship between tap dance and
drumming. This paper identifies several
ideas originating from dance, such as the
smooth texture of the sand of Rector and
the over-the-barline tapping of Bill Rob-
inson, and then attempts to clarify how
Jones (and, by extension, other drum-
mers) interpreted these styles. It seems
likely that the ‘spang-spang-a-lang’ pat-
tern evolved from the textural sustained
sound of sand dancing combined with
typical tap dancing patterns, an evolu-
tion that was largely facilitated by Papa
Jo Jones. The paper finally examines
how tap-inspired drumming influenced
drumming-inspired tap. While this pa-
per examines the beginning (in the 1920s)
and the end (in the 1960s) of this feedback
loop, there is a 40-year range between
that requires more in-depth study. In this
period, drummers may have taken more
influence from Jones and other drum-
mers than directly from dancers, though,
as this paper demonstrates, their musical
vocabulary was still heavily derived from
dance. Many of these drummers, such as
Max Roach, likely influenced later tap
dancers such as Baby Laurence. Further
studies could search for musical traces of
tap dancing (some of which are discussed
in this paper) in drummers of this era who
never directly spoke about the influence
of dance, such as Kenny Clarke. Addition-
ally, studies can examine the relationship
between other drummers and dancers
who directly spoke about the influence of
tap, such as Max Roach and Steve Gadd.
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