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CHAPTER ONE: CLAVE AND TUMBAO
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!t an the most crucial element of rock and funk playing is in the backbeat, Afro-Cuban music is all centered around the clave.
Iiich incidentally, is Spanish for “key.” The clave is an interchangeable two-bar rhythm 1w which all other rhythms must relate,

ther as 32" or "&:3.°
Rumba clave 3:2

Rumba clave 2:3

clave 3:2
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.:1 jazz or pop music you snap your fingers or clap on “2° and
M in Latin music you clap clave Lyrics and melody usually
determine how the music fits within the clave. In the course of

’:ng, the relationship of the music to the clave can cccasion-

change from 3:2 to 2:3 {or 2:3 to 3:2). This will generally
occur by either adding or dropping a bar, so that the rwo-bar
ve itself is never simply reversed. By listening to the music of
idiom, you will come to understand how 10 hear what side
i The clave a une feels batrer on, and this will affect everything
ihe band plays, including the percussion section, bass and
no, lead vocals and ¢horus, horn lines and accents, and final-
Msolo phrasing. Poorly phrased rhythms are referred to as eny-
cao, or crossed,

During the 1930's, 40's and 30's, great Latin band leaders
h a5 Israel “Cachao" Lapez, Arsenio Rodriguez, Machite, Tiwo
ente and Tito Rodriguez, along with many others, develaped
an integration between African and Eurgpean musical forms
ich had previously been for the most part segregated.

following traditional examples are written as they would be
seen in an actual Lain bass chart; however, note how in some
the audio examples the notes on the fourth beat are played
ngandextendudm:rthebm.ﬂﬁaisdﬂn:mmamhupmm
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< clave is ofien referred to as rumba clave. The son clave (also 3:2 or 2:3), doesn't displace the last 8th-note,
Son clave 2:3

J |

Generally speaking, these musicians combined African rhythmi
structures with European harmondes, although African melcdi
and harmonic forms also played a role in the black music of the
New World, as, for example, in blues music. In Cuba and Pueru
Rico, this marriage led 10 a variety of musical styles and dances.
such as son, mambo, guajira, bomba, plena, cha-cha, rumba aru!
many others which today make up what is commonly knosvn a:
salsa.

In salsa, the rhythm section consists of congas, timbales.
bongos, bass and piano. The hearnt of the ensemble is to b
found in the bass tumbao. A umbdo is 2 repeated figure (githe
on conga or bass) which creares the groove. For the Cubans
the bass was a Eurcpean instrument which could be used i
imitate the sound of a drum, playing a role which had previous
Iy been served by the marimbuia, a large African thumb piane:
or a botja (bass notes blown through a bottle}. The music ha-
since been played on upright bass, electric, or fypically in man:
salsa barkls, an electric upright called a “baby bass.”

the conga tumbac, The attitude given this note by the bassis:
will effect the swing of the entire band. To rmake the notes fat

and percussive, I usually use the lower, thicker strings [EA,Di
wherever possible.

The pulse is felt in cot-time,
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way o intermlize the clave is to pracice wpping it with  the metronome (quarter-note = 76}, then zdd the clave with your

uf oot while playing a tumbao. This is a method used by foot and gradually blend in the tumbao. The trick is to get the

many Lalinn musicians (most natably Bobby Rodriguez the great wmbao syncopated with the Z-side of the clave, in sequential

sist with Tite Puente) and is an excellent independence  opder: foot-right hand, feot-right hand {ncte: on the 3-side of the
rcise which really helps lock in the groove. The @mphasis  elave, the foot and hand fall in unison).

here is on aceuracy, not speed. Bepin with a medium tempo on

5 Turabao lndependence exercise

J =76 Play -

_‘3: ¢ —0 f ”. o .
Tap with foor
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Now it is time to consider the basic thythms the percussion section lays down in a oypical salsa wne. Fimst, there is the basic congu
bag (or maiacote) played on one, two of more droms: (nowe 1w low deum on the 3-side of the clave)

vgra tumban )
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¢ bongo players—or bongocero'sgroove is the mertillo, with alternatng riffs conversing with the singer, which is known as
e repigue. Here is the basic martillo:
Bongo martilio patern

FFFTFFOT FEFTFFOT

—
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When the song reaches the montuno, or chorus (corc), the bengocero plays the large bongo bell and usually plays this paltern:
pigo montuno bell part
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wr the coro, the tune generally goes into the mambo section, which is like a brass shour chorus, often followed by a horn or pu
L,ssion solo, The bongocers will now play on his bell the rhythm the timbale player—or fimbalero—was playing on the side of I

_drum during the verse,
he timbalero staris the tune (the verse) playing on the sides of the timbale—which is called playing patla or cascans:

Timbale cagcara pattern

'_ Z:3 | - - - - e e -
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ar the coro, the timbalero moves to his mambo bell and plays this bell-ride:

bale montunc bell ride
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When the tune reaches the mambo section, the tmbalero often  and ending with another rimshot on *17 of the next bar. T
_ moves to the cymbal, once again playing the cascara patterm  abanico is traditionally used 10 signal the introduction of a o
with lefi [and accents on the drums, Another important function  bell pattern on the imbales. Interestingly enough, aban:
of the tmbales is to anaounce the beginning of the montunc or  means “fan,” and the rell actually sounds a lor like 2 fan be:
other sections with an abarico, which is a rimshot followed by whisked open with a fick of the wrist.

W a double-siroke roll of varying length (depending on the lempo)
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Al of these percussion examples have so far been written in 2:3 the tmbalero's left hand. It is imponmant, however, (o be fam)
clave; for 3:2 clave, the measures are simply reversed. [t should  with the basic parts and 1o see how they can be applied ©
also be understood that these are very basic versions of the drumset. On the following page is a skeleron transcription
parts these instruments play. There are also many varlations and the fundamental percussion section parts played during
nuances always being added by each player, for example, with  course of a typical salsa une:
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ome notes on the parts:

imhbales
Verse—A COMMOon alternative o the left hand on the dram s to Ml in the Sth-notes on t

IIIand.
- - - - -
2:3 ﬁ—‘ m ﬁ m—_“
pr B p_ ]

he side of the other drurn with the lell

T‘;I{ — i = — R — X

L (this can also be done on the verse). ,

va is to play clave on 2 mounted woodbloc
ow and high notes on the low drum.

‘tsntunu——ﬁ cammemon left hand alernat
mbo—This is the section during which the left hand is most free, tiffing between |

B hars

ngas
erse—The single open tone an the 3.side of the clave is often a matier of taste; it can also be staggercd every 4 or even

though remember it will always appear anly on the 3-side.
e likely 1o play a bit freer in the mambo, using a few fills.

‘imhﬂ——"l‘hc CONgas are mor
ngos
vVerse—The martiilo pattern is the fame of reference for the riffing that the bongocern plays during the verse, always refurning i

':'['Id playing off of it
bongocero will wall for one of More coTos o go by pefore picking up the be

onung—o0en e
even second imspiracion—ihe lead vocal improvisation,
ambo—There arc sOmMEHmEs other cowhel) pulterns that <an he played in this secion.

1l coinciding with the first o }

te the Fact that the drumset iso't a pan of tln
he context of the bass tumbaas when playin:
mes from *4" being ted over 1 717 &

tin grooves. The drummer should rarely play on “1.”
he next measure. Quaner-nores played on the beat are reserved for the cowhell, paila or cymbal patterns; the botiosty instrument:

{bass. bass drum, CONEas, etc.) generally don't play on "1." The mest common bass druml patern is:

ed onie the drumset in @ vanely of ways, despl
nt Lo consider the role of the bass drum within
becuuse the essence of Latin swing o

b1l of these rhythms can be condens
rypica! salsa setting. It s most importa

ass drwm patern 2:3/3:2
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[Te COMmIIGn Yariklons could be: _
Bass drum variations 23
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s for the bass, in keeping with the thythmic foundation, chord changes are usually anticipated on the fourth beat of the preceding bar:
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@ how the note “F* i5 used as a common tone to make the line mwemmﬁly. These ideas can be very useful for construct-
mbao-like lines through a sequence of chords:
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on section grooves played on drumset, beginning with the cascara pattern (right han¢

Here are some combinations of percussi
along with bass drum patterns 1 and 2. Practice with the hi-hat playing half-notc

being played against the rumba clave (left hand)
and quarter-notes.

2:3 Rumba clave
-_

clave against the 3:2 cascard pattern:

3:2 Son clave

The left hand can also pick up the conga pattern, though this sounds a bit dated to me:
Left hand conga pattern

2:3

—fie g M
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The snare can also be used in a clave-like manner, which funks things up considgmbly:

. . - . B Ve e N - LR I Loy
.-l .* ] | I ] T'II“rul '1,""}“ I 1".1-"

"‘!\.\ ¥ Practice all of the above rhythms with the hi-hat playing quarters and half-notes.
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Just as the bass drum is rarely going to groove well playing downbeats, backbeats on “2” and “4” often go against the grain of thi
music. I have found that a single backbeat on the 2-side of the clave can work pretty well:

2:3
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;éercussinn triumvirate of congas, timbales and bongos. While some
bale players had been known to add a bass drum or even a snare
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CHAPTER TWO: SONGO
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into their set-ups, the songo rhythm finally put the drumset on equal
footing with the other instruments. For the bass, songo represents a

much more free and open style of playing. Ultimately, songo reflects
the influence of rock and funk from the U.S., and that of other

Caribbean-based styles, on Cuban musicians. Example 1 shows the
basic songo rhythm on the drumset:

. . : : Lo tr m g aat gt
1|lli.|l|l.'|~'fi't‘i L | '
- TR - -+ - L

of these songo rhythms should be practiced with the hi-hat playing half-notes and quarter-notes. The left hand can also be orchestrated

rween the snare, toms, open hi-hat chokes, left hand cowbell, etc., providing an endless number of variations:

- TR L ey
LIS S TR RN BN Y T T
' - o gy

(same as Example 2)
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' Similarly, the right hand need not stay locked into the quarter-notes on a single bell, but can add some notes or move around L
higher bell:
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Another right hand pattern, which I heard Joel Rosenblatt use with Michel Camilio, is played between the right hand hi-hat and
| bell. I then added “sweeps” with the left foot on the hi-hat, 1o create the sound of the songo guiro pattern:
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(Naturally, the bass drum variations given in chapter one are completely compatible with all of these rhythms.)

When 1 first started playing songo behind different groups, I  sion breakdowns, or soloing). 1 then decided to move most of
always found that unless I stuck to the left hand cross-stick type  left hand to the hi-hat while hitting the snare on a kind of s
groove, the above variations often sounded too busy or cluttered  backbeat. This created a much funkier and more versatile groc

(they worked better when limited to select parts of a tune, percus-

phrjm g - P o b -y - I e s L Y .. v, o

- : sy E e, e W1 L L T RN g g v . -
e i g sl D s . m W e, AL . . MLy ) > frp-4riy . ; it ) ]
e N A e e TN T el OGO WL LIS Mhand ' onthethi. et NI LR L o L L R

R LLRL L RLLLRLR
> S

F . ! .ul. . lll 'S l ]

& .

2

:
———




other instrument which the songo influenced are the congas. The pattern changed dramatically from the basic two drum |
asacote, to a much more expanded and melodic rhythm. Here is a stripped-down version of this conga pattern played between }
2 toms on the drumset:
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anwhile, doing away with the cowbell altogether, it is possible to simply ride on the hi-hat, incorporating the songo backbeat
and creating this funk groove This example is shown with two snare drum variations.
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vote that different toms may be substituted on the fourth beat nf I:he 2n-d bar.
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nally, one can ride on the cymbal playinp, the songo pattern mostly on the snare drum with certain accents, creating a ride-out effect.
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§While all of these examples have been given in 2:3 clave, they can also be played in 3:2 clave, as always, by begining with the sec-e
SR ond measure. |
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is pattern invites the bassist to occasionally fill in the space provided by the last-two bars.
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In songo, while the tumbao for the bass remains intact or implied, other inflections can be added. Here are a few examples

- some possibilities for songo bass
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next tumbao has a calypso mﬁuence.
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‘be used to create funkymodern lines.

7.

{w", s “*.'.h#ﬁ '

. L -|'
. . ..:"“‘\-'\-_ LT )
[ pa——— T

e __Fi9

. .t ’ LR T ) . . .
11'— . __'."1', AL Fd J ot - .“'.' o ‘_r_ T ! : .J._-.'_-q_ . "::rq_.'_ LT Fa -"r-' LRI \
1'\-; e 4. ' .r‘l ," _' e JlEE oo L .E:tl‘"\- .. qﬁ-'.-_ _'|l ;
L ‘ l!r'.. © o, . . - L -_.'..1'- ._, _r s - ,
1 . L=
L 5.. F ."

ceaﬂmy&mﬂcandmelodicﬁgumsmm&nmusicamdruman-
nted, as a bassist [ found it very beneficial to sit down and learn
ome patterns on the drumset and congas--not only songo, but
host of the other rthythms covered in this book as well, s0 I at
sast had a basic idea of how they are played. This helped me to
how the patterns were pitched and to build permutated lines
teordingly.
- Here are some examples of how the slap technique can be
Based to further embellish a bass tumbao and build intensity in the
- section. This is a style developed by Latin session great Sal

i
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ghe bass lines of Andy Gonzalez (Eddie Palmieri, hbre Fort Apache Band) are def‘uuuve e:mmples af how pure folkloric elements
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Cuevas. These lines are essentially “double lines:” tumbao on the
bottom and fragmented piano (montuno) or conga patterns (or the
bassist's own personal funk phrasing) on the top.

While the initial attack should be sharp and percussive, the
tumbao notes should ring over into each other in a legato fash-
ion—keep the left hand relaxed and spread over the notes to be
played. Keep the emphasis on the tumbao, and don't let the syn-
copations throw off the groove. Make the lines smooth but aggres-
sive. Examples 6 and 7 begin with eight bars of basic tumbao:
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anco is properly defined in Afro-Cuban music as one of
ml':ree “rumba” forms—yambu, guaguanco, and rumba
mbia. Yambu is played at slower tempos and basically
ﬁes the same parts as the guaguanco, while the rumba

bia is played at fast tempos, with a stricter triplet feel.
e traditional rumba group includes three congas, clave,

Mdororlowconga 32/223 pfF F F O
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palito (stick pattern), vocals and sometimes bass and even fres
(guitar). At the forefront are the dancers, either performing
indivdually or as couples. The highest pitched conga (the quinto)
is constantly riffing (the repique), also taking his cues from the
dancer. A typical song begins with the clave and palito, followed
by the drums, verse, chorus, quinto solo, chorus and out.

implied
33— 3

[ ]
S —— S —— L

Fe . 1l X X__ N
. . : J 2\

- T R B b N —
1 g®_ 1 1 & 17 —
=_.|_:-:-: :
L L R L R
& golpes or middle drum
- wpﬂ ¥ S § P g
| 3:2
A - h
- | J
N 4 ¥ X X XK & M
=-‘ — N—
R L R L

Rly, the quinto solos over the whole ensemble, often weaving in and out of the implied quarter-note triplet and 8th-note (or triplet

f16th-note) feels of the other drums.
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(not included on the tape)

tumbaos:

golpes part, but the left hand can also riff around and play some q

ng

licks, while the basic guaguanco voices

i

The snare drum is basically play
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ext example works pretty well behind quieter sections of a une, or during percussion, piano and bass solos.

gtin, by re-orchestrating the sound
® much funkier sound can be realized:

sources by moving the left hand over to the hi-hat, with the right hand on the snare
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this point, the rhythm starts to resembie a Bo Diddley/New Orleans second line style, where the pulse is more clave than back»
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Rodriguez. In the first example, note the melodic similarity to t!
tres golpes of the guaguanco. This line is commonly used both
_.;unison with, and as a cgﬂ-andfrgsponge to, the tres golpes.

The role of the bass functioning as 3 drum part is most evident in

i hao
the guaguanco. This is a style of playing developed by Cachao,
" ;who in addition to playing with a full band, also recorded with

: EJ“ st’congas’and vocals, along with the guitarist Arsenio’: R
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clave, in’much the same way as the quinto follows
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4 the drums, the bass can also get into the “Bo Diddley/New Orleans” groove by outlining the 3:2 clave in the following manne:
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CHAPTER FOUR: AFRO-CUBAN 6/8

& Afro-Cuban 6/8 rhythm is probably the most versatile of all  are similar to the many different approaches Tony Williams an.
-Cuban grooves inasmuch as it can lend itself to the widest Ron Carter used in playing Wayne Shorter’s “Footprints™ will

ieties of time feels—one can play funk, rock, shuffle or Miles Davis.
Right-ahead jazz time over the same pulse. The possibilities

e B --a-l'--"'l'--'.- o o domaa = .

basic 6/8 Afro-Cuban rhythm is:

or

[

Bhe dotted quarter becomes the quarter-note in 4/4 time, it creates a half-time jazz or a shuffle feel:

| J-J 3 3 3 3

flarly, with the dotted quarter becoming quarter-notes, you can play 8th-notes over the pulse, creating a double-time swing feel:
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i geels make up the most cc:mrnc;n ways you can play 6/8; now we will detail some grooves for the drums:
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Keep in mind that there are many variations of this groove, second bar. One interesting pattern comes from a bass drum/hi-
ich can involve all sorts of changes, such as using different hat combination suggested by David Garibaldi's playing, which
ss drum patterns, adding toms, bringing out ghost notes, or  can be used underneath all of these patterns:

ven freeing yourself up from a backbeat pulse on “1” of each

s~ tf+r " 1 1« . rr 2 r 1 2 I 1 I I 1
1 1+ . r I 1 r_+ 1 1 1 I I !
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Keeping this pattern going with the feet, here is a tom idea which echoes a more folkloric conga pattern. Note its melodic similarity
the guaguanco:
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E B +ith all the other Afro-Cuban rhythmic forms shown in this  very polyrhythmic in nature and can be heard and felt in many
“¥Mok, the 6/8 bass tumbao takes those elements from the different ways. When playing them I usually feel the time mov-

dryms that best connect thythm and harmony. These lines are  ing in dotted quarters and make the notes long and even.
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CHAPTER FIVE: CHA-CHA AND MOZAMBIQUE

SRA-CHA
BB chapter will focus on two other common grooves within  on, as it is one of the only basic rhythms that lends itself readily
¢ Afro-Cuban tradition. ‘o a backbeat on “2” and “4,” with the incorporation of the bass
The cha-cha groove is most easily recognized by tempo, and sometimes bass drum on the downbeat. Anyone who has

ever listened to Santana's version of the Tito Puente standard

ch is generally medium—slow to medium (M.M. 88-132).
“Oye Como Va" knows what we mean.

Me than any other Latin style, it may be the easiest to rock out

, is a basic cha-cha groove on the drums:
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re are some possibilities for the more driving parts of the tune:
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zed by the constant quarter-notes the timbale player plays on the small cha

Within the Latin context, the cha-cha is best characteri
ha bell. .

Small cha-cha bell

- .
= B

= R ember, the cha-cha can also be played in 3:2 clave.
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s od’at a slower tempo. A 3ood mmple of this | s,
Rd in the guajira groove (Chapter 1, Exam;:le 6) Slap songo llnes can alsoworkwell at the cha-cha tempo.
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BIQUE N

bique is another rhythm which has ofien been used in a rock and funk context. It forms the heartbeat of quite a few of Steve
{'s Latin grooves, such as the drum part on Paul Simon’s “Late In The Evening.”

i Q e is the basic mozambique played on timbales
B 2:3 o o ¢ e

LH stick on drum

again, we see the heavy accent on the “and” of “2” in the 3-pan of the clave. Here is a funky version of the mozambique that
s nicely over a broad spectrum of tempos. Part of the funk comes from the bass drum playing both “1" and “2" of the first

the clave: | .
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ke the drums, the bass line for the mozambique often starts on the downbeat of the 2:3 clave. Also characteristic is the rhyth
jiaem of the first bar and the 7th of the chord on the 8th-note preceeding the second bar.
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Kerain cha-cha and mozambique grooves the downbeat will  Orleans—guaguanco grooves, where the downbeat of the 3-side
corpomted. whether on the 2-side or the 3-side of the clave. of the clave is played.
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