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Abstract:

Background and Objectives: Widely regarded as one of the most influential drummers
of the past three decades, Dave Weckl has played a significant role in shaping
contemporary jazz drumming. This study focuses on his performance of Humpty Dumpty,
a composition by Chick Corea originally recorded on the 1978 album The Mad Hatter,
which is recognized for its unconventional form and harmonic complexity. The research
has two primary objectives: first, to transcribe and analyze Weckl's performance
techniques and rhythmic syntax; and second, to propose effective practice approaches
for addressing the challenges involved in studying and performing Weckl's music, with
the aim of enhancing advanced drumming skills.

Methods: This research is based on detailed transcription of the drum parts, critical
listening to selected audio and video recordings, and examination of relevant musical
and contextual elements. The analysis focuses on factors including personnel, overall
style, tempo, recording duration, formal structure, and ensemble interaction. Through
these processes, Dave Weckl’'s improvisational language and soloing strategies are
examined in depth, with particular attention to his rhythmic concepts, phrasing, and
approaches to drum performance.

Results: The findings reveal four primary elements that characterize Weckl’s soloing
approach: (1) motivic development, in which short rhythmic and melodic ideas are introduced,
varied, and expanded throughout the solo; (2) the application of repetition as a method
for creating continuity, coherence, and musical direction; (3) orchestration, particularly
the creative use of different areas of the drum set to develop timbral contrast and expressive
possibilities; and (4) a structured solo approach that demonstrates clear organization,
dynamic progression, and interaction with the ensemble. These elements illustrate
Weckl’s systematic approach to improvisation and provide insights into his rhythmic
language and performance strategies.

Application of this study: Based on these findings, this study proposes targeted practice
approaches derived from the musical and technical characteristics of Humpty Dumpty.
The proposed exercises provide practical guidance for developing advanced jazz
drumming skills, particularly in the areas of improvisation, rhythmic phrasing, orchestration,
and solo construction. The study also contributes to jazz drumming pedagogy by offering
an analytical framework that can support the practice and performance of complex

contemporary jazz repertoire.
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Conclusions: Through comprehensive transcription, structural analysis, and examination
of Weckl's improvisational language, this study provides a systematic understanding of
his soloing approach and advanced jazz drumming techniques. The findings highlight
the importance of motivic development, repetition, orchestration, and structured solo
construction as key elements in Weckl's performance style. Furthermore, the study offers
practical implications for jazz drumming pedagogy by translating analytical findings into
applicable practice approaches for advanced performers.

Keywords: Dave Weckl; Jazz Drum; Fusion Jazz

Introduction

Dave Weckl is one of the most acclaimed drummers in fusion jazz, having earned and sustained a stellar
reputation among listeners, musicians, and the global music scene. Additionally, he has made significant contributions
to the development of drumming equipment, music, and education. Weckl is an expert in all aspects of drum sound,
including recording, tuning, mixing, cymbal complementing, and drum and drum head synergy [1]. In 2000, Weckl was
elected into the Modern Drummer magazine Hall of Fame [2] and was listed as “one of the 25 greatest drummers of
all time” [3].

Throughout his career, Weckl has demonstrated a highly refined performance style characterized by technical
precision, rhythmic clarity, and strong ensemble interaction. His work across multiple jazz contexts—particularly within
the Chick Corea Elektric and Akoustic Bands—has played a pivotal role in shaping modern jazz and fusion drumming
[4]. As a result, his drumming style has exerted a profound influence on subsequent generations of drummers, both in
performance practice and pedagogical approaches [1].

Among the repertoire associated with Weckl, Humpty Dumpty, composed by Chick Corea and first recorded
on The Mad Hatter (1978), occupies a distinctive position [5-6]. The piece is notable for its unconventional formal design,
asymmetric phrase structure, rapid tempo, and dense rhythmic interaction. In live performance settings, Humpty Dumpty
presents substantial challenges for drummers, particularly in maintaining structural clarity, navigating complex rhythmic
syntax, and supporting ensemble interaction during solos, trading sections, and transitions. Dave Weckl's performances
of this piece exemplify advanced strategies for addressing these challenges through motivic development, orchestration,
repetition, and structural awareness.

Although Dave Weckl’'s influence on jazz drumming has been widely acknowledged, existing literature has
primarily focused on biographical accounts, general stylistic descriptions, or broad surveys of his playing career [7].
Relatively few studies provide detailed, transcription-based analyses that directly connect Weckl’s improvisational
techniques and rhythmic language to concrete practice strategies for advanced drummers [4]. In particular, focused
analytical studies of Humpty Dumpty that address both performance analysis and practical application remain limited.

The main goal of this research is to pay tribute to Dave Weckl through the performance of his repertoire while
contributing to a deeper understanding of modern jazz drumming practice. Accordingly, this study aims to analyze the
techniques and musical language used by Weckl in improvisation through the transcription and examination of Humpty
Dumpty, and to develop effective practice methods that address the technical and structural challenges encountered

when rehearsing and performing this work.

Literature Review

1. The Early Life of Dave Weckl (1960-1983)

Born in St. Louis in 1960, Dave Weckl grew up listening to jazz and soul music and lived in a musical
household — his mother loved music, and his father played the piano. At the age of 8, he received his first drum set

and began playing along with records. At 16, he studied with Bob Matheny and Joe Buerger. During his high school
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years, he joined many local groups, and was recognized with numerous honors from the National Association of Jazz
Educators for his achievements in a youth jazz band. Weckl’s love of jazz began as a teenager [7]. As his playing ability
continued to grow, rock music no longer satisfied him, so he turned his attention to jazz masters such as Steve Gadd,
Buddy Rich, and Philly Joe Jones [4].

Dave Weckl majored in jazz at the University of Bridgeport but left school after only two years to enter the
New York jazz scene and tour Europe with various bands. At that time, Weckl joined a fusion group called the Nite
Sprite Jazz Band, and he began to receive attention and praise from well-known musicians such as Steve Kahn, Michael
Brecker, and Peter Erskine.

2. The Chick Corea Years (1983-1990)

In 1983, on the recommendation of Michael Brecker, Chick Corea began to pay attention to the young drummer.
In 1985, Chick Corea invited Dave Weckl to join his Elektric Band and perform together. From there, Weckl began a
seven-year collaboration with the bands Elektric and Akoustic. During this time, they recorded and released nine records
and three videos together, for which Weckl won two Grammy Awards [8].

Later, Corea’s Elektric Band, which included guitarist Frank Gambale, bassist John Patitucci, drummer Dave
Weckl, and saxophonist Eric Marienthal, re-entered the fusion scene with a vengeance in the late 1980s and early
1990s. Together, they made five albums: Elektric Band (1986), Light Years (1987), Eye of the Beholder (1988), Inside
Out (1990), and Beneath the Mask (1991), taking fusion music to a whole new level. Corea also formed a trio, Akoustic
Band, with former Elektric Band member Patitucci playing bass and Weckl playing drums to diversify the music and to
demonstrate a high degree of interaction between the musicians.

3. After Chick Corea (1990-present)

In 1990, Weckl released his first solo album, Master Plan, for GRP, with the help of Jay Oliver, which would
prove to be a watershed in his career. Master Plan features vibrant, diverse music and performances by the top jazz
artists of the day, and Weckl demonstrates his wide range of abilities by playing many different musical styles. Since
then, Weckl’s influence has grown rapidly, and some say he ushered in a new era of drumming. Heads Up (1992) and
Hard-Wired (1994) also earned him great fame in the early 1990s [7].

After leaving Corea’s band, Weckl began a long-term collaboration with guitarist Mike Stern. In 1998, Weckl
released the R&B-style work Rhythm of the Soul, returning to his childhood music interests. The following year saw
the release of Synergy and Transitions. After forming the The Dave Weckl Band in 2000, Weckl continued to teach,
and in 2001, released another teaching recording, The Zone [9].

Teaching played a large part in Weckl’'s career. His Back To Basics and The Next Step were released in the
1990s and had such a significant impact that they remain best-sellers to this day. Buddy Rich was one of the drummers
who greatly influenced Weckl. His precise control and unparalleled performance ability impressed Weckl deeply. It was
precisely because Freddie Gruber had an in-depth understanding of Buddy Rich’s technique that Weckl studied with
Freddie Gruber in 1996. After studying with Freddie Gruber, he modified his method of holding drumsticks and thereby
improved his playing. To help other drummers learn to play quickly and efficiently, Weckl created a series of instructional

videos called A Natural Evolution that even redefined some early concepts [1].

Objectives

This study consists of two main parts.

1) To transcribe and analyze selected songs, focusing on the techniques and rhythmic syntax used.

2) To develop effective practice methods to address challenges in practicing and rehearsing Dave Weckl’s music.
Methodology

The research took place in three distinct phases:

1) Transcribe selected song.
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2) Learn about Dave Weckl and his playing style by looking at various sources and analyzing the techniques
and musical language Weckl used by transcribing the drum parts of selected songs.

3) Creating exercises.

1. About the Transcription of Weckl’s Drumming

All of the drum transcriptions in this study were produced by the author, which means that these transcriptions
contain a great deal of personal understanding. Weckl plays on a drum set that includes a snare drum, sub-snare drum,
timbales, bass drum, and four different-sized toms (sometimes he would place the bass tom in place of the snare drum
and place a 6-inch cymbal on the edge of the drum to create a special sound).

In this study, the smallest tom is called tom 1, and the largest is tom 4. Weckl also uses a variety of cymbals,
including hi-hats, ride cymbals, crash cymbals of various sizes, splash cymbals of various sizes, and China cymbals.
Additionally, Weckl includes a pair of stacked cymbals, with the smaller cymbal stacked on top of the larger cymbal.
All transcription of the drum parts are presented to staff ustation. To facilitate understanding, this study also includes
standard drum sheet music with specific noteheads and drum instrument placement (Figure 1). Any advanced drummer
with a basic knowledge of drum kit notation can easily read and play the transcriptions in this study. After that, each
drum transcription was reviewed for accuracy by Sarute Wijitwechakarn, who is a full-time jazz drum lecturer at the

College of Music, Mahidol University, and the author’s private drum lesson instructor.

Hi-Hat Svl?fsoeot Ride Crash Hit the Rim Snare Stick on fixed Stick Rimshot
[¢]
1 )J J -)l l J Tom 3 Tom 1
L o S S N BN I
11} I I ] i { i ) X i ('l
Dr. 11 | ] I i P I I r.N
] ] - ] 1
X X !

Hi-Hat Open Ride Bell Cowbell Bass Drum Ghost note Cross Stick Tom 4 Tom 2
open w/foot

Figure 1. Drum Notation Guide - Drum Key

Source: by author

2. Method of Analyzing Dave Weckl’s Style

Studying various aspects of Weckl and his playing style by reviewing albums, transcriptions, books, Internet
articles, and interviews. Learning of basic information about each selected solo song will be discussed, including title
and composer, performers, overall style, tempo, length of the original recording, form, and ensemble information.

Analyzing Weckl’s playing style by reviewing performance videos and audio of selected songs and transcribing
the drum parts. The analysis focused on the following points: Weckl's uses of effective soloing techniques, including the use
of motives, application of repetition, orchestration, and structured soloing approach, as well as their impact on the music.

3. Methods for Creating Exercises

Exercises are created to practice specific technical difficulties and Weckl’s style problems in the pieces played
in the show. Subsequent chapters provide detailed instructions for practicing, explaining the skills to be developed
through practice.

Analysis of Humpty Dumpty

1. Basic information of Humpty Dumpty

Humpty Dumpty was composed by Chick Corea and featured on Corea’s 1978 album The Mad Hatter. This
study focuses on the Akoustic Band’s performance at St. Peter’s College in 2018, the band’s first performance in over
twenty years. Played by a trio, with Dave Weckl on drums and Chick Corea on piano, the song lasted 7 minutes and
10 seconds.

In this performance, Weckl used a drum kit consisting of a snare drum, a 12-inch tom (referred to here as tom

1), a 14-inch floor tom (referred to here as tom 3), a 16-inch floor tom (referred to here as tom 4) positioned to the left
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of the hi-hat, a bass drum, a timbale drum set to the right of tom 3, a hi-hat, three ride cymbals, two crash cymbals with
one being an effects cymbal with holes, and three splash cymbals.

2. Use of Motives

The use of motives is essential in musical improvisation. Motives are elements that make up musical sentences
and are often very short, consisting of a series of notes that are of particular importance in the composition. The drummer
can create a melodic motive from the interrelation of drums and cymbals of different pitches. However, rhythmic motives
are a much more common feature of drum set improvisation because drummers are limited in the pitches they can use
when performing. Weckl's rhythmic use of rhythmic motives in Humpty Dumpty is evident in measures 303 to 308. In the

example below, each occurrence of the motive is marked with brackets.

Motives
| | Musical space
303 T |
' = N .
Dr. H=F ; ” X = — t |
X
Motives Musical space Motives
305 1 —
S, = = T T
D M= 5 = |
Musical space Motives
| |
307 S o

o 3
E T = — z r— N e
Dr. , (i)j; < (ijﬁ':!

I —]
X

Figure 2. Humpty Dumpty, mm. 303-308

Source: by author

Weckl’'s motif, presented four times in this section, consists of a quarter note followed by an eighth note on
the backbeat. Weckl develops this motif the second and third times by using pianissimo fills and bringing out rich timg
bres by moving between different drums. Furthermore, Weckl allows this motif to be heard as separate sounds by
creating enough musical space before and after using the motives. Another example of Weckl’s use of motives in

Humpty Dumpty can be seen in measures 329 and 334, as shown in brackets in Figure 3 below.

A [ 1
329 3 3 = > > 3 = =
K‘ [r— I | | I | I | | |
pr. = *_"Eﬂﬁzfﬁ:':‘j‘:':ﬂ‘ﬂﬁ:':':!:
)(I ] |>(| | ]
- 1
331 =_= ' 3 o =
[ T 1 [ T 1 [ T 1 [ [d [d [d
pr. W vy ' !
' % — %
1
333 ! '
E — ; J — | \
1 1 1 < N
¢ d

Dr. —H—’j » ¢ = i

Figure 3. Humpty Dumpty, mm. 329-334

Source: by autho

3. Application of Repetition

Repetition is a common improvisational technique used in drum solos to enhance musical statements. With
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correct execution, an essential musical statement can continue to gain meaning with each repetition. Examples of
Weckl’s use of repetition in Humpty Dumpty are evident in measures 258 to 265. The repeating pattern initially occurs
from beats one to three of measure 258. In addition, Weckl repeats the same statements five times in measures 258
to 263. This statement is essentially a 3-beat phrase, and its continuous looping in a 4-beat frame lends a sense of
dislocation to the listener. The first three beats complete the statement in the first measure of repetition. The fourth
beat begins with the first beat of the second statement, which is completed on the first two beats of the next measure.
In measure 265, Weckl repeats the statements in measure 264, creating a dialogue between the snare and the bass
drum. The sensation of four beats will be overwhelmed by the sensation of three beats when repeated in this manner.

Each repeated occurrence is indicated by brackets in Figure 4 below.

257 3 ° 3 3 g 1 3
— | N || | | | ||
Dr. e T D j @ @) ol @ —
[E—— : =
1
259 3 3 f 3 3 o 3 ! 3 3 =
| || || | || || | J
Dr _H__Li) ltl:(il ltl:lil ) il*Edl lil:lil @) o
° E) 3 s 3 | 3 3 =~ 3
261
N || | || || || ||
Dr. H @ @) Feabrcah @) @ @
3 3 | 3 3 I 3 3
263
| || || | I ) — | ||
Dr _H__Li) (ﬁr (tmjr (ir iﬁ (ﬂji) (ir (ﬁr =

265 =
Il — | —_— ¥
br. e w1

Figure 4. Humpty Dumpty, mm. 257—-266

Source: by author

4. Orchestration

Drum orchestration is a method of achieving dialogue by dividing parts on the drums. Weckl repeats the same
motif on the snare drum and bass tom, creating a two-part dialogue. In measures 264 to 265, Weckl establishes a
dialogue between the snare and bass drums. On the first beat of measure 264, Weckl emphasizes the rhythm of two
swinging eighth notes with a snare drum accent and then emphasizes this rhythm again with a bass drum accent on
the third beat. The rest is filled with weak sounds to get a precise dialogue feel. Weckl often uses this simple yet efw

fective method in solo sessions, as shown in Figure 5 below.



Parichart Journal, 39(4), 49-62

7 of 14

3 3 3 3 3
263 3
|| W o p——
Dr. H— ) (#]:Cd) T (@) itd (ﬁji) (@) {
’ I I [
I
3
265 3 3
—— [
Dr. (ﬁ:Cd) (@) (4]:[:‘) i (@) ><I A—
3 I

Figure 5. Humpty Dumpty, mm. 263—-266

5. Structured Solo Approach

Source: by author

Structure is the most essential element of music and defines its characteristics. The structure of music consists

not only of the division of measures and passages, but also melodic repetition, unisons, and choreographed interactions.

Focusing on these musical structures and using these elements to create solos while keeping the solo structure within

the context of the song creates cohesive musical statements. At the same time, this approach helps convey musical

significant meaning to the listener. The structure provides a vital reference point for the creation and development of

musical sentences in the solo. Only when the performer clearly expresses the structure in the solo can the audience

feel the position of the musical statements he uses.

Measures 267 to 274 correspond to the B part of the melody, which features a number of kicks. Weckl supports

the ostinato with complementing patterns that establish a fundamental framework for his solo. Figure 6 below displays

what Weckl plays in measures 267 to 274 and the melody’s corresponding B part and kick.

X

() X — . — X -
y v — N f i—‘——F—ﬁP : I "?F‘ F}‘IP" > The
. )] :I 1 hal IR} Il
%s & ® i 121 1 /1 i Y | 1 ba
) g r . ] | >®
Keyboards
— S — 7 7S 74 /- / / -
Z IN Z r A\ 4 r.N r 4 r 4 r 4 N
ks 3 1 1/ 1 1 1 1 1
[ [ [ [ [ [
267 | — 1
1 R ———— °
° o >
Z _| I z ° — I HZE
Drum set HI=Z—% - — " ;I il — —7 va ——
—u_ﬁ—ﬁ—_lj:l I I = — I L
5
0 -bf'bf .
)" 4 T =1 1 D I
y 4 (b\n & ) — Il Ll Iysr\ >
A s ¥ e
e) 1 |
Pno.
_‘¥ - vd Vd - - - yd vd
Z 7 Z r 4 2
1 1/ 1 1/
[ Y [ Y
A N S 3 3 3
o > 3 3 —
L Z \ — ° T . — 3=
D (I & §°% 7%  * ' ]
r. I 1 —J I o

Figure 6. Humpty Dumpty, mm. 267-274

Source: by author
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Exercise for Humpty Dumpty

1. General Observation of Humpty Dumpty

Humpty Dumpty: This jazz standard was created by Chick Corea and released in 1978. It is characterized by
evolving melodies and textures, rapid rhythmic changes, and complex chord progressions.

Style: This song is Chick Corea»s later work. This album shows Corea’s influence from Rock and Fusion.

Tempo: Fast swing, 256 bpm.

Form: Humpty Dumpty is an AB for an -18measure swing. Part A is 10 measures, Part B is 8 measures with
much kick. The time signature has always been in 44/ time. This song includes a piano solo Intro, Head in, Piano solo,

Bass solo, Drums trading, Drums solo, and Head out. The lead sheet of Humpty Dumpty is shown below:

Ebmaj7 Dmaj7 Gbmaj7 Fmaj7 A7(#5) Bpmaj7
0 | N—1 l’* o= — L~
N I I | I || . A i I | I \ I
D || | 7| 74| 11 | i >3 N
W%%vﬂ j e el

Biny
]

15 Fm’ Abm’ b Gbmaj7 Bbm’

o) L e be | |

)’ 4 l I | [ [ 10 2} 11 e I
V AV | 2 1] — | v b ey | PN |
(A \2J) | A Y 7 | L | I
SV | T | | |
e) -

Figure 7. Humpty Dumpty, lead sheet

Source: by author

Ensemble: The intro is played by Piano alone, similar to the main melody. When switching solo instruments,
everyone ftransitions by playing the B part of the main melody at the same time. In the Piano solo part, the Bass will
stay in the background and the Drums will respond with the Piano. In the Bass solo part, the drums are supported by
keeping the rhythm in the background and the piano responds to the bass call.

2. Problems and Difficulties

One of the difficulties in playing this piece is matching the 10 measures of part A with the 8 measures of part
B because most familiar fast swing songs have a structure of 32 measures or 16 measures. This pairing of 10 measures
with 8 measures also means that regular 4-measure or 8-measure phrases are complex and easy to use in this song.
The speed of 256 bpm exacerbates this problem. The second difficulty is that the B part of the melody is very complex
and has many kicks to support it. Whenever switching solo roles, the transition is completed by everyone playing the
Kick of Part B together. Therefore, it is crucial to master the kick of part B proficiently and smoothly coordinate the
transition of the solo character while supporting the kick, and even be able to perform solo while supporting the kick.
The third difficulty is with the trading part and the solo part of the drums. In this part, the piano supports the drums,
and the drums complete the trading. When played by Weckl and Corea, the structure of this part is as follows (P and

D represent piano and drums, respectively, and the numbers represent the number of measures).
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P18-D18-P10D8-P10D8-D18-D18-D18-P10Kick8 (Proceed in linear time)

Therefore, the division of structures in this part is relatively complicated. Completing a dialogue with other musicians
and applying Weckl’s method to play a meaningful solo in this complex structural division and 10 plus 8 measure
combination is complicated. Regarding band rehearsals, the melody of part B is very complex, and all members need
to play this part together many times during the performance. So, the rhythm of part B is one of the critical points of
rehearsal. Stabilizing the structure of 10 measures plus 8 measures is another focus throughout the rehearsal. The
structural design and performance of the drum trading and solo parts are significant rehearsal difficulties.

3. Solutions and Drum Exercises

Considering the 10-measure plus 8-measure structure, the difficulty lies mainly in playing the 10-measure
phrase. Creating a 10-measure approach is key. The easiest way is to imitate the melody of part A to create phrases.
This most basic method can help players quickly learn the song’s melody and create phrases matching the theme.

There are two examples of 10-measure phrases in Figure 8. The first example (mm.110-) supports the melody
in a complementary way. For example, the second and third measures highlight the melody by leaving space for the
melody to sound and filling the gaps with a similar rhythm, effectively supporting the melody. The second example
creates a phrase that resembles the sound of the melody by following its rhythm. Phrases created in this way echo the
melody and are fully cohesive from a structural perspective. At the same time, this approach provides a powerful
reference point for creating and developing musical sentences. The performer can clearly express the structure, which
helps convey the musical meaning to the listener.

Another approach in mm.11- 20 is to create using two-measure and four-measure phrases. As the basis of
even-numbered phrases, two-measure and four-measure phrases can also effectively support 10-measure phrases.
Creation can begin by setting the number and order of two-measure and four-measure phrases in a passage. Depending
on the number, this 10-measure phrase can be composed of three 2-measure phrases, one 4-measure phrase, or one
2-measure phrase and two four-measure phrases. Here are some examples of arrangements in different orders.

Example of a 10-measure phrase arranged from three 2-measure phrases and one 4-measure phrase: 4,2+2+2+
4+42+2+2 2+4+2+2 2+2+4+2.

Example of a 10-measure phrase arranged from one 2-measure phrase and two 4-measure phrases: 4,2+4+
4+4+2 A4+2+4.
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Figure 8. Humpty Dumpty, exercises 1

Source: by author

About the B part melody. The melody of part B consists of a simple motive. The motive is an accented meloe
dy consisting of a dotted quarter note and an eighth note. The first time it appears is in the first two beats of the second
measure of Part B. This motive appears multiple times in part B, and the interval length between each occurrence is
different. This results in phrases of varying lengths consisting of motives and intervening melodies. The following is the

division and length of phrases.
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5 beat 4 beat
A ' 5 beat ' I |
I I I ]
D) | y 1 | y 1 | | | 4
8 beat 6 beat

5 — 1 1T 1
9 et I et ]
7/ 7 7 > 7 7 5

SV I ) I I Il ) I ]
D) | Y | Y

Figure 9. Humpty Dumpty, kick of section B

Source: by author

The key to improvising in Part B is based on these motive phrases. The difference in phrase length is

the key

to creation. The B part of this song is characterized by the rhythm formed by the first two 5-beat phrases, regarding

the content in the interval between the motives of these two phrases. The improvisational rhythm of the first phrase

can be two beats + 3 beats, and the improvisational rhythm of the second phrase can be three beats + 2 beats because

the last two beats have a quarter note accent kick. The beginning of each phrase should follow the Kick rhythm. Below

are examples of improvisations created based on these methods

5 beat 4 beat
A ' 5 beat ' I I
. S )’ 4 I | | | ]
chk( /
ANAVARS 3 1 1] 1 1 1 1] 1 1 1 1 1] 1
e) [ [ [ [ [ [
3 beat 2 beat 4 beat
2 beat 3 beat
11—
— 1 © —
= ™ == ™/ [N — , ! ! ° ><h
Drum set 7@ @ aia s s o s s ~'ﬁ£': — e
s 3 (XI) XI I ><I le I >(I ]
8 beat 6 beat
5() — T 10 |
Kbd. g.’:% -  — d— —_ 4 i -  ———_ 4 i
ANV 1 1/ 1 1 1 1] 1 1
e [ |4 [ |4
8 beat 6 beat
11 I g o I
3 9 ™ 9
L 8 I e R RN ——— )
br. T e e s £

V) |

|
X

Figure 10. Humpty Dumpty, exercises 2

Source: by author

Following this method can effectively support the melody during improvisation. On this basis, by changing the

range of timbres used, the density of notes, and the changes in overall strength, players can smoothly transiti

on with

the solo role and perform solo under the premise of supporting Kick. Below are examples of solos created based on

these methods.
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Figure 11. Humpty Dumpty, exercises 3

Source: by author

Based on the song structure setting of 10 measures + 8 measures, the trading part of the drum structure is

designed in the following ways: P (Piano)10 measures + D (Drums)8 measures, P18 measures + D18 measures, P10

measures + D10 measures + D8 measures + P8 measures.

As a result, these methods need to be practiced separately during the rehearsal process. In addition, a step-

by-step approach can be used to design the overall structure of the drum trading and solo parts, gradually increasing

the activity of the trading and drum kit. It starts with the trading of the entire Chorus, then the trading of sections A and

B, and finally, the drum solo.

Conclusion

1. Humpty Dumpty Form

Based on the transcription and research of Humpty Dumpty, the authors compiled a structural table of Hump-

ty Dumpty - as shown in the table below, which shows each section of Humpty Dumpty and its corresponding number

of measures.

Table 1. Humpty Dumpty Form

Section Measures Note

Intro mm. 1-4

Head in mm. 5-14 A

Head in mm. 15-22 B

Second time Head in mm. 23-32 A

Second time Head in mm. 33-40 B

Piano solo mm. 41-148 6 choruses
Bass solo mm. 149-238 5 choruses
Trading section - Piano solo mm. 239-256 A and B
Trading section - Drum solo mm. 257-274 A and B
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Trading section - Piano solo mm. 275-284 A

Trading section - Drum solo mm. 285-292 B

Trading section - Piano solo mm. 293-302 A

Trading section - Drum solo mm. 303-310 B

Drum solo mm. 311-364 3 choruses
Head out mm. 365-374 A

Head out mm. 375-382 B

Second time Head out mm. 383-392 A

Second time Head out mm. 393-400 B

Ending mm. 401407-

2. Summary of Soloing Analysis

The transcription and analysis of Dave Weckl’s repertoires yielded the following four points:

1) Dave Weckl extensively uses rhythmic motives to structure the solos in these three pieces. These motives,
such as those in Figures 2, and 3provide a unique character and help establish an identity for the solo.

2) Repetition is a common improvisational technique. These techniques include Figures 4, which Weckl uses
in his solos to enhance musical statements. With correct execution, an essential musical statement can continue to
gain meaning with each repetition.

3) Drum orchestration is a method of achieving dialogue by dividing parts on the drums. Weckl uses this methn
od to create a two-part dialogue by repeating the same motifs with different voices. For example, Figure 5.

4) Structure is the most essential element of music and defines its characteristics. The structure of music
consists not only of the division of measures and passages, but also melodic repetition, unisons, and choreographed
interactions. Weckl focuses on these musical structures and uses these elements to create solos while keeping the
solo structure within the context of the song, creating cohesive musical statements. For example, Weckl's performance
in Figures 6. At the same time, this approach helps convey musical significant meaning to the listener. The structure
provides a vital reference point for creating and developing musical sentences in the solo. Only when the performer
clearly expresses the structure in the solo can the audience feel the position of the musical statements he uses.

3. Summary of Drum Exercises

The author identified the exercises and preparations required to perform the work, as well as possible problems
that may arise during rehearsal, and applied the analysis to create the following exercises: Methods of creating a
10-measure phrase suitable for Humpty Dumpty As well as practice methods and examples, practice methods and
examples for Part B of Humpty Dumpty.

Through transcription and structural analysis, this study confirms that the unconventional 108+ measure form
(Part A and Part B) is the defining framework of «Humpty Dumpty». Unlike standard 32-bar jazz forms, this asymmetrical
structure requires drummers to possess a heightened sense of structural awareness.

The exercises developed in this study bridge the gap between technical practice and musical application,
specifically addressing the dual demands of the Head and Improvisation sections:

In the Head Section: The exercises focusing on 10-measure phrases (Figure 8) and B-part kicks (Figure 9)
are essential for supporting the melody. By using these exercises, the drummer moves beyond simply «keeping time»
to actively reinforcing Chick Corea’s melodic syntax. This ensures that the transition between the piano-led melody and

the ensemble hits is executed with rhythmic clarity and precision.
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4. Weckl’s Influence and Pedagogical Impact

The findings reveal that Dave Weckl's approach to «Humpty Dumpty» is rooted in motivic development and
structural logic rather than mere technical display.

Weckl's use of repetition and orchestration transforms the drum kit into a multi-timbral voice capable of dialogue.
By repeating 3-beat phrases within a 4-beat frame, he creates a sense of «rhythmic dislocation» that provides the
tension and release necessary for sophisticated fusion jazz.

This study connects Weckl's improvisational language to concrete practice strategies, addressing a gap in previous
literature which often focused on his biography rather than his technical methodology. For advanced drummers, these
findings suggest that pedagogy should shift from purely mechanical speed to structural soloing—the ability to play the
song» while improvising.

While Weckl’s style is characterized by «natural evolution» and ergonomic efficiency, the complexity of his
rhythmic syntax in Humpty Dumpty presents a steep learning curve. The proposed exercises mitigate this by breaking down
his improvisational vocabulary into manageable phrases (e.g., 42+4+ or 24+4+ arrangements). This allows the student

to internalize the logic of modern jazz drumming, moving from imitation to genuine improvisational fluency.
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