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Fundamental Concepts of the Clave Rhythm

he key to understanding Cuban music

begins with the clave. The word, literally
translated, means key, With this key we can
learn how to phrase and interpret the music
with authenticity and the correct feel.

The clave is a two-measure rhythm that
serves as a reference point for all the
rhythms, melodies, song-forms, and dances
in Cuban music. This clave rhythm is always
present in the music, even if it is not actually
being played.

There are four basic clave patterns in
Cuban music. The son clave, rumba clave, §
clave, and the Bembe clave. The two-
measure pattern can either be 2:3 (meaning
with two beats in the first measure and

The Clave Rhythm

three beats in the second measure), or 3:2
{meaning three beats in the first measure
and two beats in the second measure),

Within the arrangement of a piece of
music the direction of the clave may be
either 3:2 or 2:3 in any given section. The
exception is the Bembe clave. Once set in
mation, the “direction” of the clave never
changes.

It is important to understand and master
these four clave patterns and their related
concepts—how to hear, feel, and phrase
them—before moving forward. This section
lays the foundation for the remaining mate-
rial in this book and your control of this
material is essential.

Audio Note: On the recording the following examples are played on a woodblocdk. They
can also be played on any sound source on your drum set—side of floor tom, rim of a

drum, closed hihat, cymbal bell, cowbell and the like.
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n Fundamental Concepts of the Clave Rhythm

Rumba Clave

Thu rumba clave is unigue in the fact that
it can be phrased a number of ways,
depending on the musical situation, of
course. Sometimes this clave is played with
a "strict four feel” and sometimes with a "six
feel.” Other times the phrasing falls some-
where between these two (duple and triple)
meters. The standard notation system
cannot do justice to this rhythm or *feel,” as
it Is impossible to capture this feel in
writing, and attempting to do so and then
perform the written version would diminish
the integrity of the music. However, the
following examples can help you to visu-

Audio Note: On the recording the following examples are

alize the clave rhythm and obtain a starting
place for your studies of combining these
two superimposed feels (meters). | suggest
that you listen to a variety of Afra-Cuban
music and feel how clave is phrased in each
instance.

Practice playing the clave rhythm {right
hand) on a wood block, or the side (shell) of
the floor tom. Play the subdivisions quietly
with the left hand on another sound source
such as the hihat and listen carefully to the
phrasing. Practice each (wo measure pat-
tern untll you feel comfortable with your
rhythmic execution and your sound,

yed on a2 woodblock and the

snare drum. They can be played on any two distinct sound sources on your set.
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Fundamental Concepts of the Clave Rhythm

Combination Phrasing

ore we sée the clave rhiythm outlingd in
Hbﬂlh # and cut-time. Notice that the
notes with the *x* notehead outling the
clave within the given subdivisions. As
explained earlier, the 3-2 and 2-3 markings
designate the direction of the clave,

Practice playing the x-notes with one
hand while playing the subdivisions with
the other hand. Listen carefully to the
phrasing of the clave rthythm. The objective
il these exercises is 10 develop and inter-
nalize a sense of phrasing that is relaxed,
awinging, and authentic,

Afro-Cuban music can be played with a
strict “lour feel,” a "six feel® or it can be

phrased both ways, depending upon the
musical situation. This Is similar to jazz
music. An example 15 the way a jazz ride
pattern can be played as a strict dotted
eight and sixteenth feel, or the mare laid
back triplet feel. Another example s the
New Oreans shuffle, that falls somewhere
between the two (duple and triple) feels—
in the cracks,

Practice these exercises until you can
comfortably “shilt® between feels. It s
essential, however, that you listen to record:
ings and performances of Afro-Cuban
music to better understand the proper
phrasing.

Note: the “x" notehead outlines the clave rhythm.

Audio Note: On the recording the following examples are played on the closed hihat and
the snare drum. They can be played on any two distinct sound sources on your sel.
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Fundamental Concepts of the Clave Rhythm

Clave Phrasing: Rhythmic Analysis

ese exercises are written in cut-time—  tapping your foot in two pulses to the
§—~a common meter in Afro-Cuban  measure. If you play only the clave rhythm
music. Notice how the § feel translates to  (the "x” noteheads), you will hear a certair
triplets in cut-time. Try playing Exercises 1 “elasticity”in the rhythm,
through 8 on two sound sources while

Audio Note: On the recording the following examples are played on a woodblock and the
snare drum.They can be played on any two distinct sound sources on your set.
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Fundamental Concepts of the Clave Rhythm

Clave Phrasing Exercises

e following exercises continue with the
techniques and concepts presented in
the last section. The notation in this section
presents another way of looking at the
rhythms, but the underlying elements—the
elasticity of the feel and the superimposed

duple and triple meter—remain the same
Practicing these exercises will help you g
the correct phrasing of the clave rhythe
while naturally incorporating this simuli
neous duple-triple rhythmic combination

Audio Note: In these examples the clave rhythm—"x" notcheads—is played on a wood-
black, the standard notes on the snare drum and the left foot is playing the downbeats of

each bar—the “1” of each bar—on the hihat.

-3— [—3—

}U¢H—H sl - xj—l-c )J -—.J— c[—

A — =

I]-e-ﬁ J J—J—- o —J—La J )Ju-n—:-t J oo

I[lﬂ:i-}-llu- :-t -—-x—-! '--']—!—]-C I!—H—-—J J—-)«J-—-:ﬂ

_3,._

> I]¢H—-l-l H— J—R—- J—-—)J e o o J-—xj—f

_3.._ z

& rl]@l.-’-:mxl—- :-c|—H o :-(-—-—II-- >-:I J—KI—] lll-—f——ﬂl

e

—3—

|D¢{+-- * J—J o -—LJ J—-J—-T'_—x‘ il



Bait 2

Achieving Dexterity
With the Clave Rhythm




Achieving Dexterity With the Clave Rhythm

Technical Exercises

Rhythmic Permutations

With Rumba Clave

F—:.ﬂlmving is a series of permutation exer-
cises designed to develop your indepen-
dence, coordination, and sense of phrasing
in this style of music. The hihat rhythm,
played with the foot, is an important refer-
ence point, because it marks the downbeat
of each measure and helps you to lock in
the time.

The clave rhythm is without a doubt the
most important rhythm in all Afro-Cuban
musical styles, for it serves as a reference
point for all the rhythms and melodies, from
the point of their compaosition right through
to their arranging and performance.

The clave rhythm, played here with the
right hand, can be played on any number of
sound sources, such as a cowbell, wood-
block (or L.P. Jamblock), auxiliary hihat, or
the shell of the floar tom. Keep in mind the

timbre and feeling you are trying to
achieve. It should relate to the percussion
instruments traditionally played in this style
of music, especially If you wish to play with
an authentic sound.

| also suggest that you practice Part 1
with your left hand playing clave and your
right hand playing the variations. Don't be
afraid to break-up the rhythms around the
drumset once you feel comfortable with the
exercises.

Finally, you can try going through these
exercises with the 2-3 clave position. In
other words, simply reverse the clave so
that the measure with the two quarter
notes is played first.

MNote: The notation and suggested
orchestration of cach of the following exer-
cises is provided at each rhythmic pattern,




Achieving Dexterity With the Clave Rhythm

Rumba Clave With One-Note Variations

e first ostinato system key consists of
the clave in the right hand (or left hand if
you are left-handed) with the hihat foot
playing the downbeats (the first note) of
each bar. Remember that you can play the
clave pattern on any sound on your drum
set/percussion setup (i.e, side of floor tom,
rim of any drum, closed hihat, second hihat,
bell of cymbal, cowbell, jJam block). You can
2lso play your hihat foot part on the hihat
itself, or on a jam block or cowbell mounted
on a foot-bracket for playing with a pedal.
The exercises are designed to be played
with a “strict four feel” (duple feel). | would
strongly recommend you play System 1 and

System 1

>

sing the eighth note subdivisions—inste:
of playing—them.Then go to the follow
set of wvariations and sing those an
continue in this way. Singing the rhythn
will pose a technical and coordination cha
lenge, because your voice functions
another limb, Mastering the exercises inm
fashion helps you internalize the rhyths
and the general approach and will ma
playing the rhythms far easier.

Practice this system until you can play
with a good sound and feel, as well aw
solid pulse. Basically, you need to be able:
“play this in your sleep.”

fop—

Once you can do this comfortably,
continue to the next page. Here you
continue to play the system with the corre-
sponding limbs and play the wvariations
{one-note through seven-note variations) in
the left hand on the snare drum. Once you
can execute these easily, you should also
play the left-hand wvariations on other
sound sources, as well as improvise by
“breaking them up” onte varying sound
sources in your set.

s
I~
1

Finally, repeat each exercise numero
times, then continue on to the next witho:
disrupting your groove, Read down
page playing each exercise two times eac
four times each, and eighth times each.

On the subsequent six pages you w
find the two-through-seven-note wvari
tions. Remember, after your basic executio
is under control, the sound and the feel &
your main concern,



Achieving Dexterity With the Clave Rhythm

Audio Note;: In these examples the dlave rhythm is played cross-sticked on the snare drum
and the right hand plays the variations on the floor tom. The left foot is playing the down-
beats of each bar on the hihat.
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Achieving Dexterity With the Clave Rhythm

Audio Note: In these examples the clave rhythm is played cross-sticked on the snare drum
and the right hand plays the variations on the floor tom. The left foot is playing the down
beats of cach bar on the hihat
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Achieving Dexterity With the Clave Rhythm

Audio Note: In these examples the clave rhythm is played cross-sticked on the snare drum
and the right hand plays the variations on the floor tom. The left foot is playing the down-
beats of each bar on the hihat.
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Achieving Dexterity With the Clave Rhythm

Audio Note: In these examples the clave rhythm is played cross-sticked on the snare drum
and the right hand plays the variations on the floor tom. The left foot is playing the down-
beats of each bar on the hihat.
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Achieving Dexterity With the Clave Rhythm

Audio Note:In these examples the clave rhythm is played cross-sticked on the snare drum
and the right hand plays the variations on the floor tom. The left foot is playing the down-
beats of each bar on the hihat
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Achieving Dexterity With the Clave Rhythm

Audio Note: In these examples the clave rhythm is played cross-sticked on the snare drum
and the right hand plays the variations on the floor tom. The left foot is playing the down-
beats of each bar on the hihat.
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Achieving Dexterity With the Clave Rhythm

Audio Note:

Example 30is
an improvisa-
tion using the

clave and varia-

tions from the
previous seven
examples,

Audio Note: In these examples the clave rhythm is played cross-sticked on the snare drum
and the right hand plays the variations on the floor tom. The left foot is playing the down-
beats of each bar on the hihat.
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Achieving Dexterity With the Clave Rhythm

Creative Exercises

Melodic Permutations

With Rumba Clave

he clave rhythm can also be treated as a

melody. By revoicing this "melody”
around the drum set we can create
hundreds of new rhythmic patterns and
musical possibilities,

If, for example, we take the clave and
play this melody on two sound sources,
such as hihat and cowbell (as in Example 1),
we have a new melody. The possibilities are
limitless. In Example 2 we are using an LP.
Jamblock and emphasizing the bombo
note by revoicing the “and” of beat 2 on the

large tom. Examples 3 and 4. demonstrat:
further melodic use of the toms.

Experiment with different voicings and
orchestrations, then select one melody you
like and go back to Part 1. Play through the
exercises again, but now use your new
melody in the system in place of the
existing clave. This will introduce new tech-
nical challenges to overcome, but working
in this fashion will give you much new tech
nical ability and control and with it many
new creative possibilities.
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Audio Note: Example 30 is an improvisation using the clave melodic permutations from
examples 1-4 above in one hand with variations played around the set with the other hand
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Fundamental Concepts of the Cascara Rhythm

The Cascara

The cascara, which literally translated
means “shell® is a very important ride
pattern in Cuban music. It is a duple feel ride
pattern that interacts in perfect harmony
with the clave. In fact. it is the most common
ride pattern in the son, quaracha, mambo
and other similar dance styles. It is typically
played by the timbalero {timbale player) on
either the side of the timbales (the shell), on
a cowbell or a cymbal cup.

It was derived from a strict eighth note
subdivision using the lollowing sticking:

RLRRLRLRRLRLRRL

Try playing this rhythm first on the
closed hihat. It is very important to create
two different sound levels for the accented
and unaccented notes, After you master the
pattern above try doubling all the notes
played by the left hand. The pattern then
looks like this:

RIIRRIIRIIRRIIRIIRRII

Try the following exercise first using
both hands on the same sound source, i.c.
closed hihat

NOTE: This is not the way you would play
the pattern in a musical setting. This Is
simply a technical exercise,

After you master this exercise, begin
creating patterns by combining single and
double strokes in the left hand.

These cascara concepts have been
presented in the 3-2 clave position.
However, you must practice all of these
exercises in the 2-3 position as well. This is
done by simply starting the pattern on the
second measure.

Once you are comfortable with the exer-
cise, try breaking up the left hand patterns
around the kit.

One-Hand Cascara

The one hand cascara is derivative of the
preceding rhythm but simply omits the left
hand. Again, give special attention to the
accents of the pattern,

Once you are comfortable with the
cascara in one hand, add the clave rhythm
in the other, then proceed to the following
exercises and add the feet,




Fundamental Concepts of the Cascara Rhythm

Cascara Rhythm in 3-2

Audio Note: Example 32 is the following example of the paila played
with one hand. Audio Example 33 is the same pattern played with two
hands. Follow the two-hand sticking given with the example.
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Achieving Dexterity With the Cascara

Technical Exercises

Rhythmic Permutations

With the Cascara

ln this section we follow the identical
approach of Part 2, where we addressed
technical exercises with the clave. Here we
apply the exact same system to gaining
technical facility with the cascara.

Following is a series of permutation
exercises designed to develop your inde-
pendence, coordination, and sense of
phrasing in this style of music. The hihat
thythm, played with the foot, is an impor-
tant reference point, because it marks the
downbeat of each measure and helps you
to lock in the time.

The cascara rhythm s a very important
rhythm in Afro-Cuban music, for it serves as
the most basic comping (ride) pattern on
timbales and drum set,

The cascara rhythm, played here with
the right hand, can be played on any
number of sound sources, such as a
cowbell, woodblock {or LP Jamblock), auxil-
iary hihat, or the shell of the floor tom. Keep
in mind the timbre you are trying o

achieve. It should relate 1o the percussion
instruments traditionally played in this style
of music—especially if you wish 1o play
with an authentic sound.

| also suggest that you practice Part 1
with your left hand playing cascara and
your right hand playing the variations.Dan't
be afraid o break-up the rhythms around
the drumset once you feel comfortable with
the exercises.

You should also sing the variations as
you play a system, as was started in Part 2,
Keep in mind that you are working with a
duple feel,

Finally, you can try going through these
exercises with the 2-3 clave position. In
other words, simply reverse the pattern and
start on bar two.

Note: The notation and suggested
orchestration of each of the following exer-
cises is provided at each rhythmic pattern.
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System 2

One-Note Variations

Part1

Audio Note:
Example35isa
seven-part
example. It
consists of
Variation #2
from this page
and Variation #2
on each page
through page 44
played 2 times
each back to
back.Turn to the
next page as the
example plays to
follow along.
(Variation #2 on
pages 38-44
played two times
each.)

The cascara
(system) is
played on a
cowbell with the
left foot playing
the downbeats
on the hihat.The
variations are
played on the
snare, As you
develop facility
with this
approach, these
patterns can be
orchestrated in a
variety of ways
around your
drum set.
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Two-Note Variations

Part 2

Audio Note:
Example 35isa
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from page 38-44

played 2 times

each back to

back.Tum te the 4 N h
next page as the |:| s - - . J
example plays lo (1'| ! A S H Jr=ae
follow alang,

(Variation #2 on

pages 1844

played two times

- ’ I -l_-' v - J_-I T

ey



Achieving Dexterity With the Cascara

System 2
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Three-Note Variations

Part3

Audio Note:
Example 35isa
seven-part
example. It

consists of
Variation #2
from page 38-44
played 2 times
each back to
back.Turn to the
next page as the
example plays to
follow along.
(Variation #2 on
pages 38-44
played two times
each.)
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System 2

Four-Note Variations

Part 4

Audio Noteo:
Example 35isa
seven-part
example. It
consists of
Variation #2

from page 38-44
played 2 times
each back to
back.Turn to the
next page as the
example plays to
follow along.
(Variation #2 on

pages 38-44

m two times
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System 2 _

Five-Note Vanalions
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Audio Note:
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weven-part .
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Variation 82
from page 18-44
played 2 times
cach back to
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played two times
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System 2
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Six-Note Variations

Part6

Audio Note:
Example 35isa
seven-part
example. It
consists of
Variation &2

from page 38-44
played 2 times
each back to
back.Turn to the
next page as the
example plays to
follow along.
[Variation #2 on
pages 38-44
played two times
each.)
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Part 7
Audio Note:
Example 35is a
seven-part
example. It
consists of
Variation 82
from page 38-44
played 2 times
each back to
back.Turn to the
next page as the
example plays to
follow along.
(Variation #2 on
pages 38-44
played two times
each.)
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Creative Exercises

Melodic Permutations With the

Cascara Rhythm

Following are a series of rhythmic
combinaticns written on a single line. You
are 1o think of these rhythms as melodies
and orchestrate them around your
drumset-percussion setup,

You should start by simply playing the
ostinato system and the "melody rhythms”
on the spare. Once you are comfortable
with the technical aspect you can continug
with the following,

Yaur approach can be twofald. First, you
can try playing repeating “melody rhythms®
in order to create motifs. These can then
become grooves you use in playing musical
pieces and can even become the basis for a
piece. Second, you can try to play from a
purely improvisational perspective.
Obviously your improvisations should
consist of motifs and recurring themes, but
here your challenge should be to see how

far you can go with the orchestration of
these patterns.

Your approach should start with the
following ostinato systems:

I. Right hand plays rumba
clave-left hand plays melody.

2. Left hand plays rumba
clave-right hand plays melody.

3. Right hand plays cascara-left
hand plays melody.

4. Left hand plays cascara-right
hand plays melody.

The pattern you play with your feet is up
to you. You should start with the downbeats
in the hihat. Later in the book there arc
additional patterns to play with the feet.

Try to concentrate on phrasing and
always strive for a goed feel and dynamic
balance.
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i) Two-Note Melody Exercises
Audio Note: The cascara [system] is played on a cowbell with the left foot
playing the downbeats on the hihat. The variations are played on the
snare. As you develop facility with this approach, these patterns can be
archestrated in a variely of ways around your drum set,




Achieving Dexterity With the Cascara

Two-Note Melody Exercises (continued)
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Three-Note Melody Exercises
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Three-Note Melody Exercises (continued)

Audio Note: The cascara (system) is played on a cowbell with the left foot playing the downbeats on
the hihat.The variations are played on the snare. As you develop facility with this approach, these
patterns can be orchestrated in a variety of ways around your drum set.
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Audio Note: Example 38 is an improvisation orchestrating the rhythms from the previous example
around the drum set.
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Four-Note Melody Exercises
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Four-Note Melody Exercises (continued)
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Four-Note Melody Exercises (continued)
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Four-Note Melody Exercises (continued)
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Four-Note Melody Exercises (continued)
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Applications In Improvisation

e final step in practicing the *melody  improvised, as would be done in an actual
rhythm" exercises is to improvise the playing situation in which you are comping
rhythmic line as well as the orchestration  and improvising with these rhythms.
(melody). Following are two examples of Take these improvised rhythmic lines
these exercises with the rhythmic line and improvise melodies with them.

Audio Note: Example 39 is an improvisation using mixed rhythms, as in the following two examples,
and orchestrating them around the drum set. The possibilities are endless as both the rhythms and
the orchestrations are improvised.
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Fundamental Concepts of Afro-Cuban §

6
8 Clave

This section mirrors the approach taken in
the last two sections—clave and cascara
development respectively—and now applies
them to Afro-Cuban § This often-used term:
“Afro-Cuban ﬂ[mtlurn'{urﬂ clave), is actually a
qeneric term use 1o describe many different
actual rhythms, Though many peaple use the
term to describe a feel, they do not know the
specific patterns in the particular styles, This
section presents what s probably the most
common of the patterns that are usually asso-
clated with the music called “Afro-Cuban §.°
The first two patterns notated below are
different from each other, yet they are bath
often referred to as § clave.

Pattern 2 is the pattern we will focus onin
this section, It is often played on a hand-held
cowbell at Bembes (religious gatherings), and
ather folkloric events featuring music with

African roots. When practicing these technical
exercises try to internalize this bell pattern as
the clave, This bell pattern becomes the basic
pulse to which all of the other rhythms
conform

Try playing the pattern on a cowbell or the
bell of a ride cymbal. Then play the left-hand
variations on one sound source, such as your
snare drum, Once you feel comfortable with
this, by "breaking up® the thythms around the
kit. Again, it s very important to listen to
peformances in this style of music 1o leam
how to phrase with an authentic feel, Think of
this approach as being the some as the
approach you might take to study the jazz
ride cymbal patterns of Elvin Jones or Tony
Williams. After you overcome the technical
hurdles, your phrasing, feel and steady tempo
should be your main concemns,

I
e 1
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Technical Exercises

Rhythmic Permutations With
the Afro-Cuban § Clave

The following exercises will help you gain
control and dexterity with the Afro-
Cuban 6/8 style. This section follows the
same process as that of the clave and
cascara sections. That is, we take a basic
system and maintain it as an ostinato
pattern in two limbs—in this case right
hand and hihat—and play rhythmic permu-
tations in a third limb (the left hand).

Remember that ance you have the tech-
nical aspects under control, the feel and
groove is the main concern, This 15 a triple-
meter feel so you should practice singing
an eighth-note triplet subdivision under all
of these exercises.

The following pattern, System 3, will be

System 3

B —— s

B

3_.

your main system for this first set of exer-
cises. Play the right hand on the cowbell,
side of floor tom, eymbal bell, or closed
auxiliary hihat, and play the hihat with the
left fool. Remember that the hihat foot
pattern playing the downbeats is estab-
lishing the basic pulse and the bell pattern
is establishing the feel.

Once you have this system under
control, proceed to the following patiems.

Keep in mind that the Afro-Cuban &/8
clave and its related rhythms are triplet
feels. It is a good practice to sing a triplet
subdivision while practicing the following
exercises. This will help you further "lock in”
the rhythms,
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Audio Note: On the recording this system is played with one hand on a cowbell,
the hihat playing the downbeats with the foot and the variations played on the
snare with the other hand.
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ﬂ

Audio Note: On the recording this system is played with one hand on a cowbell,
the hihat playing the downbeats with the foot and the variations played on the
snare with the other hand.

Two-Note Variations
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Audio Note: On the recording this system is played with one hand on a cowbell,
the hihat playing the downbeats with the foot and the variations played on the
snare with the other hand.
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Creative Exercises

Melodic Permutations with
the Afro-Cuban § Clave

Following are a seres of rhythmic
combinations written on a sngle line, You
are (o think of these rhythms as melodies
and  orchestrate  them  around
drumset-percussion setup.,

You should start by simply playing the
ostinato system and the *melody rhythms”
on the snare, Once you are comfartable
with the technical aspect you can continue
with the following

Your approach can be twolold, First, you
can try playing repeating “melody rhythms®
in order to create maotifs. These can then
become grooves you use in playing musical
pieces and can even become the basis for a
pitce. Second, you can try 1o play from a
purely improvisational perspective,
Obwiously  your  Improvisations  should
consist of motifs and recurring themes, but
here your challenge should be 1o see how
far you can go with the orchestration ol
these patterms.

Your approach should start with the
following ostinato systems:

your

I. Right hand plays bell
pattern-left hand plays melody.

2. Left hand plays bell
pattern-right hand plays
melody,

3. Right hand plays bell
pattern-left hand plays melody,

4. Left hand plays bell
pattern-right hand plays
melody.

Thir pattern you play with your feet i up
to you. You should start with the downbeats
In the hihat, Later in the book there are
additional patterns to play with the feet,

The first and most basic foot pattern s o
add the bass drum on the second note of
the “three-side® of the clave

Try to concentrate on phrasing and
always strive for a good feel and dynamic
balance,
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Two-Note Melody Exercise
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Three-Note Melody Exercise

Audio Note: On the recording this system (with the basic cowbell pattern) is played with one hand on the
mt:beiﬂ; the hihat playing the downbeats with the foot and the variations played on the snare with the
other hand.
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Four-Note Melody Exercise
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Applications in Improvisation

'I_ht? final step in practicing the *melody  improvised, as would be done in an actual
rhythm® exercises is to improvise the playing situation in which you are comping
rhythimic line as well as the orchestration  and improvising with these rhythms,
imelody). Following are two examples of Take these improvised rhythmic lines
these exercises with the rhythmic line  and improvise melodies with them,

Audio Note: Example 46 is an improvisation using mixed rhythms, as in the following two
examples, and orchestrating them around the drum set. The possibilities are endless as both
the rhythms and the orchestrations are improvised,
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Fundamental Concepts of Afro-Cuban §

Variations for § Rhythms

F ollowing are a number of additional vari-  you variations for the cowbell (ride pattern),
ations you can play with the rthythms bass drum,and hihat.
presented in this section. The table shows
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Advanced Systems

Technical Exercises

Preparatory Patterns and
Combinations

P.srlﬂ introduces more advanced systems  fully, then work them up to as many
comprised of three- and four-limb ostl-  different tempos and dynamic levels as
nato patterns with a variety of rhythmic  possible. Remember that the broader your
combinations. The following preparatory  dynamic and tempo range is. the more
exercises will give you the facility 1o begin - control you will have and many more
working with the advanced systems, Begin musical possibilities will be available to you
by practicing each exercise slowly and care



Advanced Systems

Hand Exercises Over Clave With Foot

played with the hihat foot, Rhythmic accu

ese exerclses will help you “line up®
y racy is essential as Is good sound, feel, and

our altermating single and double
strokes in the hands over the clave rhythm  steady pulse,

1. Single Stroke Exercise
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Advanced Systems

Cascara Independence Exercise

Bass Drum-Snare Drum/Right Foot-Left Hand Patterns
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Advanced Systems

Cascara Independence Exercise (continued)
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Advanced Systems

Bass Drum Patterns
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Advanced Systems

Victor Mendoze, Rod Morgenstein, Trilok Gurtu, Gregq Bisonelte,
Negro and Raul Rekow
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Advanced Systems

Cascara Variations

“nmary Pattern - .
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Advanced Systems

P.srl 2 begins the advanced systems tech
nical exercises. We'll start with a system
comprised of the cascara pattermn in the
right hand (played on any of the sound
sources previously suggested), the rumba
clave rhythm played on the hihat (or
mounted LP. Jamblock or cowbell) with the
left foot, and the basic bass drum pattern
(Pattern Number 1 from the Bass Drum
Variations page.)

Pt by Martin Cofken

System Exercises

All ol the systems are created by
combining a cowbell or cascara pattemn
with the bass drum and a hihat patterns
from the pages 77 and 78. Work with the

systems writtéen here and when you have
mastered these you can develop your own
combinations




Fifteen System Exercises

System 1: Cascara and Clave With Bass Drum Pattern 1
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Fifteen System Exercises

Audio Note: Shown
here i System 2
with the Two-Note
Left-Hand
Variations,

On the recording
Horacio uses
System 1 to illus
trate these
two-note varia-
tions. You must
practice these vari-
ations with all of
the given systems,

System 2: Cascara and Clave With Bass Drum Pattern 2
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Fifteen System Exercises

System 3: Cascara and Clave With Bass Drum Pattern 3
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Fifteen System Exercises

System 4: Cascara and Clave With Bass Drum Pattern 4
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Fifteen System Exercises

System 5: Cascara and Clave With Bass Drum Pattern 5
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Fifteen System Exercises

System 6: Mambo Bell and Clave With Bass Drum Pattern 1
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Fifteen System Exercises

System ?'MameBellanchiaverﬂ'lBassDrumPattaﬂ2
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Fifteen System Exercises

System 8: Mambo Bell and Clave With Bass Drum Pattern 3
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Fifteen System Exercises

System 9: Mambo Bell and Clave With Bass Drum Pattern 4
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Fifteen System Exercises

System 10: Mambo Bell and Clave With Bass Drum Pattem 5
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Fifteen System Exercises

System 11: Bongo Bell and Clave With Bass Drum Pattern 1
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Fifteen System Exercises

System 12: Bongo Bell and Clave With Bass Drum Pattern 2
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Fifteen System Exercises

System 13: Bongo Bell and Clave With Bass Drum Pattern 3
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Fifteen System Exercises

System 14: Bongo Bell and Clave With Bass Drum Pattern 4
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Fifteen System Exercises

System 15: Bongo Bell and Clave With Bass Drum Pattemn 5
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Groove Transcriptions

Introduction

“I‘hi5 part presents transcriptions of
grooves Horacio has developed and
plays, as a matter of course, in his perform-
ances. These are not meant to be copled
and played by you as the end. They are
meant as a reference and a starting point
for your to develop your own grooves.

You must be able to play these musical
styles in order to perform in Afro-Cuban
musical settings and in many seitings
where a “generic” approach to a particular

Note:

Latin style is called for. In these situations
you must play a “basic mambo” or a “basic
songo” or whatever the musical situation
calls for. But this should simply be a begin-
ning for you to explore your creativity and
these many rhythmic styles and develop
your own versions of Afro-Cuban rhythms
and also 1o integrate these rhythms with
other musical styles.

The notation scheme for these transcriptions is as follows:

The patterns have been mostly notated on one-line staffs instead
of five-line staffs for easier reading. In the case of cowbells and
woodblocks, unigue noteheads have been used for the various
sound sources. Each voice is notated at each example.




Groove Transcriptions

© Grooves for Drum Set

n the first groove Horaclo uses a typical §
bell pattern but revolces the downbeat on
the large tom to give more of a Bembe feel,
Motice the hihat pattern simulates a
shekeré pattern.
In the second groove the right hand is
playing an Abacua pattern, which implies

Afro-Cuban 6/8 Groove 1

another (superimposed) meter. This is a very
common characteristic of African music. He
also plays the shekeré pattern with the
hihat. Notice how the bass drum outlines
the Abacua rhythm, implying a meter of
three,




Audio Note: In
this example
Horacio plays

Groove Transcriptions

Afro-Cuban § Groove 3
> __3." - > 5
e
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Ihmitunﬂ
pattern an
then follows it
with a short

based on this
thythm.




Groove Transcriptions

Guaguanco

uaguanco is one of the most popular

musical forms of the Cuban Rumba.The
ensemble can be made up of percussion-
ists, dancers and vocalists. In this highly
complex form of music, the lead or solo
drummer plays the quinto, skillfully
mimicking the movements of the dancers
while maintaining a conversation with the
other two drummers—the salidor and the
tres golpes. The middle drum, the Tres
Golpes, and the lowest sounding drum, the
Salidor, each play a specific melodic and
rhythmic pattern that gives the Gauguancé
its characteristic sound,

fe-—

_1

v

feb-

The drums are always accompanied by
the clave and can include other various
percussion instruments, such as the shekeré
{a beaded gourd) and the guagua (a piece
of bamboo mounted on a stand).

This example combines some of the
basic Guaguancd patterns as applied to the
drumset. It must be mentioned that the
drumset is not played in traditional Rumba.

The tempe for Guaguancd is usually
medium to medium-fast. The following
pattern will also work on drumset for the
Yambd, which is another form of Rumba
that is slower in tempo.
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Groove Transcriptions

Mambo

¢ mambo is & popular Cuban dance
rhythm that evolved from the Cuban
Danzdn style during the 1940s. The great
composer and musician  Israel Cachao
Lopez is credited with further developing
the mambo which became a staple for
many of the Latin big bands in the United
States during the 1950s.
The traditional percussion section calls
far a congero, a timbalero, a bongocero and

J¢3 o

ane of the orchestra musicians playing the
clave (instrument),

Here is an example of a basic mambo
pattern played on these traditional instru-
ments. (Note the bongo bell pattern is
played by the bongocero and the mambo
bell pattern is played by the timbalero. )
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Groove Transcriptions

Mambo (continued)

The next example is a drumset applica- as played in the previous example. The
tion of the mambo, extracting rhythms  mambo is generally played at medium 1o
from the traditional percussion instruments  fast tempos.




Groove Transcriptions

Conga and Comparsas

he conga is a carnival rhythm from Cuba

The rhythm (conga) is played in festivals
and parades (comparsas). The music can be
performed by singers, dancers and a band,
complete with brass players and a full
compliment of percussion instruments.
Some of the more typical percussion instru-

d

ments include various sizes of cowbells,
congas (rebajadores and salidores), snare
drums, bass drumssartenes [(mounted
frying pans), and a host of other percussion
instruments. Here is an example of a tradi-
tional conga followed by a drumset
application,
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Groove Transcriptions

Cascara Groove

his is a good basic groove for many
Tstyles of Afro-Cuban music. |t applies the
cascara pattern, a bell pattern variation, a
bass drum hgure, and the 2-3 clave. This is a
very versatile groove that can be applied to
the drumset in many ways. Try revoicing
some of the rhythms around the drumset,
For example, substitute one of cascara
notes for the snare drum, or try playing the

[
ﬂ"i"u# Dﬁ#

fe¢—r Nyl

Je? s N 2

Ll pl

bell pattern between two bells. The word
cascara, literally translated, means shell, and,
in Cuban music, cascara can either mean
the actual rhythm itself, or it can indicate
the percussionist should play on the shell
[sides) of the drum (usually the timbales). In
other words, ane indication is for a rhythm,
and the other is for a timbre.
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Groove Transcriptions

Macuta

e macuta Is a unique rhythm that

borrows clements from a varlety of
Cuban traditions, including traditional folk
loric styles such as the rumbas as well as as
more contemporary dance styles. The
rhythm comes from the Bantu or Canga reli-
gion. It is usually played in the regions of

E]ﬂ'*-' e il

7=

¢ J-—‘r Ay K

L R gl

Matanzas and Las Villas, where these reli-
gious sects are more popular. It has
similarities to the Puerto-Rican Bomba
rhythm, especially in the ride pattern,
Horaclo brings these elements together to
form an interesting drumset groove,
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Groove Transcriptions

Cha Cha Cha

he Cha Cha Cha is a song and dance
style that evolved from the Cuban
Danzén. The name |s taken from the sound
of the dance steps. The tempo is usually
played medium with a strong “four feel”
Although less syncopated than most Afro-

groove that started a dance craze in the
United States during the 1950s. The percus-
sion instruments for this style typically
include timbales, bongos, guire and conga
drums, Here are two examples of a drumset
application.

Cuban rhythms, the Cha Cha Cha's a unique

@ Audio Note: Example 61 is a short improvisation based on the Cha-Cha groove.
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Groove Transcriptions

Merengue

e merengue has a wide variety of
musical iterations. The most popular and
well-known version is the one from the
Dominican Republic, which is one of the
most popular Latin dance forms through-

There are also variations of the meren-
gue that emanate from Cuba and Haiti.
Following is a drumset adaptation of a
Cuban version. Notice that the pulse in the
feet mark the downbeats—the same as the

out the world. Dominican version.
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Groove Transcriptions

Songo

The songo has become one of the most
popular rhythms played on the
drumset—both in and out of Cuba.The key
thing to remember, though, is that the
Songo is not really a rhythm, but a way of
playing. There are some fundamental

rhythmic structures that are used to build
beats, but the rest is up to the player and
the particular musical setting.

Following is one of Horacios adapta-
tions for the drumset followed by an
improvisation using his basic rhythm.

Audio Note: Example 64 is another improvisation based on the Songo style.




Groove Transcriptions

Mozambique

'I‘he mozambique is a rhythm that devel-
oped and flourished in the early 1960s in
Cuba. It developed from a combination of
the conga de comparsa and other Cuban
carnival rhythms and elements of funk and
related styles. It resulted in a very lively and
syncopated style that contained many
unigue patterns but also left the players a
lot of room for variations and improvisation.

- =

The rhythm was popularized in Cuba by
Pello El Afrokan and his ensembles and later
made its way to New York where it was big
influence in Latin dance styles as well as in
jazz, funk and fusion styles. It has had many
adaptations on the drumset, including
typical and hybrid versions.
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Groove Transcriptions

Recorded Grooves

'rhe following are grooves Horaclo plays
on specific recordings. You can hear
these grooves in their real setting by
checking out the recording. Again, these
grooves are here for you to learn and as a

Mambo de la Luna

starting point to building your own varla-
tions. Do not just simply copy the grooves
and leave it at that. You will never reach
your maximum potential as a player if you
do not develop your own voice and style.
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Groove Transcriptions

Sin Saber Porque
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Left-Hand Variation Master Sets

Left-Hand Variations:
Master Sets

(7))
=
Re,
e
0
©
>
O
©
L
=
()
—

his section contains all of the left-hand

variation master sets. They are listed
here for convenience in reading through all
of them in a practice session. You should
practice all of these variations —the one-
through seven-note sets—with all of the
systems listed in Part 6. Practice each exer
cise slowly at first with the eventual goal of
playing any variation with any system and

moving from any variation to any othe
without any disruption to the leel. Practice
all of these with a varlety of tempos and
dynamic ranges, as well as using different
sound sources around your drum set.

Remember to stay focused on the fecl
and groove. This is the maost importan|
element in actually applying this material in
musical situations.



Left-Hand Variation Master Sets

One-Note Variations
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Left-Hand Variation Master Sets

Two-Note Variations
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Left-Hand Variation Master Sets

Three-Note Variations
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Left-Hand Variation Master Sets

Four-Note Variations
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Left-Hand Variation Master Sets

Five-Note Variations
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Left-Hand Variation Master Sets

Six-Note Variations
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Left-Hand Variation Master Sets

Seven-Note Variations
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Melody Exercises Master Sets Achieving Dexterity with the Cascara

Melodic Exercises:
Master Sets
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ise master sets, They are listed here for
convenience in reading through all of them
in a practice session. You should practice all
of these variations with all of the systems
listed in Part 6. Practice each exercise slowly
at first, with the eventual goal of playing any
variation with any system and moving lrom
any variation to any other without any
disruption to the feel, Practice all of these
with a variety of tempos and dynamic
ranges, as well as wusing different sound
SOUrce's around your lilLlr'l'I sel.

'rhls section contains all the melodic exer-
c

Remember that the improvisation is not
only in the rhythm but in the orchestration
of the notes around the drum sel. You
create the "melodies” through your place-
ment of the notes around the set. Try 1o
establish themes with your placement of
the notes by repeating things., This will help
you develop your sense of phrasing.

Hemember to stay focused on the feel
and groove. This is the most importamt
element in actually applying this material in
musical situations.



Melody Exercises Master Sets

Two-Note Melody Exercises
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Melody Exercises Master Sets

Three-Note Melody Exercises

k N ——— e e

-ﬂ»(‘.f e %ol ‘o o % et -i—jr- ot o e v el o

\ | N N \

N
h[l—}h o o % ot e o Yo 0o % eo% ei .0 % oot

[]'5 et ¢ ¢ et o ¢ ) e Yo% e} & % o -
Y ' \ | N \ \ N

ﬂ—-— o1 e o %Yol o %) o Yo% o) e—Y-ei

3 APOJS|\l @I0N-224Y L

.
0
-
0
»
®
v




Melody Exercises Master Sets

Three-Note Melody Exercises (continued)
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Melody Exercises Master Sets

Three-Note Melody Exercises (continued)
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Four-Note Melody Exercises

Melody Exercises Master Sets

Four-Note Melody Exercises
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Melody Exercises Master Sets

Four-Note Melody Exercises (continued)
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Melody Exercises Master Sets

Four-Note Melody Exercises (continued)
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Melody Exercises Master Sets

Four-Note Melody Exercises (continued)
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Melody Exercises Master Sets

Four-Note Melody Exercises (continued)
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Selected Discography

With Gonzalo Rubalcaba
Grupo Proyecto
Live in Havana
Embele Iruke
Mi Gran Pasion
Giraldilla
Gonzalo Rubalcaba and Clark Terry in Finland
Gonzalo Rubalcaba and Dizzy Gillespie in Havana
With Carlos Averhoff
Solamente con Amor
With Cuban All Stars
Volumes I, 1, and lll
With Paquito D'Rivera
Forty Years of Cuban Jam Sessions,Volume | (featuring Cachao and
Chocolate Armenteros)
A Night in Englewood
With Kip Hanrahan
Arabian Nights
Deep Rumba | and Il (Hernandez, co-producer)
With Michel Camilo
Two Much (film soundtrack)
Thru My Eyes
With Tito Puente
Tito Puente and La India
With David Sanchez
Street Scenes
With Tropi Jazz All Stars
Tropi Jazz All Stars Volumes 1 &I
With Roy Hargrove's Crisoul
Habana (1997 Grammy Award for Latin Jazz)
With Steve Turre
Steve Turre
With Santana
Supernatural
With John Patitucci
Imprint
With Sergio George
Live With Sergio George
With Giovanni Hidalgo & Umberto Ramirez
Best Friends



With Joanne Brackeen
Pink Elephant Magic
Joe Henderson Tribute
Christmas Carols
With Arturo O'Farrill
Bloodlines
With Juan Carlos Formel
Songs From A Little Blue House
With Gabriella Anders
*New Recording-Title Unavailable
With llario Duran
Habana Nocturna
With Papo Vasquez
Pirates and Troubadors
With the All-Stars
Jammin' In The Bronx
With the United Nations Orchestra
Forty Years of Cuban Jam Sessions, Volume ||
(featuring Chucho Valdes)
With Ed Simon
El Dia que me Quieras
With Victor Mendoza
This is Why
With Dave Samuels
Tjaderize It!
With Santi Debriano
Suave
Circle Chant
With Juan Pablo Torres
Together Again
With Jack Bruce
*New Recording-Title Unavailable
Paolo De Sabatino
Threeo
With Gary Burton
*New Recording-Title Unavailable
With Ana Torroja
Pasajes de un Suefio
Chucho Valdez
Live In New York (CD and Video available)
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Conversations in Clave is the ultimate technical study of four-way
independence based on Afro-Cuban rhythms. This detailed and
methodical approach will develop four-limb coordination and expand
your rhythmic vocabulary. Understanding the clave and the relation-
ship between eighth-note and triplet rhythms will help you master the
multiple and complex rhythms of Afro-Cuban styles. This rhythmic
style dates back before the drum set was invented, but today one
drummer has the ability to cover the sounds and language of the entire
Afro-Cuban percussion section. However, you must first develop the
skills and master the freedom to move within the music. By studying
the exercises in this book. and most of all listening to the music. you
will enhance your playing in all styles as you gain facility and indepen-
dence on the drum kit

Internationally renowned Grammy Award-winning recording artist

Horacio “El Negro" Hernandez, born in Havana, Cuba, started
performing at an early age. As part of the exciting musical scene of
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1980s Havana, Horacio worked with all of its dominant musiclan
including Paquito D'Rivera. Lucia Huergo, Arture Sandoval, ar
German Velazco. Horaclo quickly became the most in-demand drun
mer in Cuba. Since arriving in the US. in 1993, Horacio has worke
with musical legends Carlos Santana, Mike Stern, Michel Camilo, Ti
Puente, Chucho Valdes, Changuito, Gievannl Hidalgo, John Patitug
Gonzalo Rubalcaba, and MeCoy Tyner ameng many others,

Heracio is currently a faculty member of the Berldee School of Mus
in Boston, the Drummer’s Collective in New York, and the Percussk
Institute of Technology in Los Angeles and frequently conducts wor
shops for KOSA International. Known for his brilliant rhythmic ar
musical drumming that features the left-foot clave technique, Horac
is considered one of the top drummers in the world today,
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Visit El Negro at www.elnegro.com.
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