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Introduction
Welcome to The New Method for Afro-Cuban Drumming. In this book I’ve put together 

styles mentioned (i.e., songo, timba, mambo). This book and my playing represent a fusion of 
all these styles. Every example you will read and listen to (all exercises are recorded) is taken 
from my little box of experiences which I brought from Cuba.

much from the musicians with whom I’ve performed. This is what I will share with you as well.

My concept came primarily from listening to jazz. Jazz has helped me to think more musically. 
The New Method for Afro-Cuban Drumming is for all drummers who do not necessarily want 
to learn the authentic way of Cuban-style drumming but more a fusion of these styles. Please 
remember that this is only my way of playing. There are many other drummers, Cubans and 
non-Cubans, who play these styles amazingly. Each one has a particular voice and concept. I 
hope that my style and concepts help to answer some of your questions.

Clave
as the drummer are responsible for this element. It can be musically and rhythmically danger-
ous if you don’t interpret the clave in the right way. What is the right way? You can answer this 
question yourself if you listen to music and dedicate some time to analyzing the styles of Cuban 
music. Then you’ll be more likely to understand the clave and its role. But, don’t take it too 
personally or too seriously. Sometimes it’s the people you’re playing with who will direct where 
the clave is going to be. Many times you will share the stage with musicians who don’t know 
the style as well as you do. Then it is your responsibility to make them sound good. If you don’t 
feel the clave in the right place, don’t force it. The Cuban clave is very strong and it can be as 
beautiful as it can be ugly if not interpreted and played the right way. The cáscara pattern can 
sometimes do the job of the clave rhythm by itself (without the need to state the clave), and 
this can be further helped by adding some of the bass drum examples presented in Chapter 3. 
All of these examples will work perfectly with almost any bass or piano tumbáo.

In this book you will hear the clave change from son to rumba. This has been done to emphasize 
the musical fact that the rhythmic patterns work well with both claves.

t with the clave. You can 
use this example in many different ways. Practice all of the examples in a variety of ways. Play 
them “as is,” play them as two-bar phrases, read them from the end to the beginning, and make 
up your own combinations and phrases. Make sure you play musically when you are performing 
these patterns.

The concept of The New Method for Afro-Cuban Drumming is to help you modernize Afro-Cuban 

and others that you do not. Don’t worry about names. Just learn the examples and add them to 
your own concept of playing drums.

Audio Examples
Throughout this book, you will find an icon similar to what you see here
located next to notation examples. To listen to the audio example, simply 
click the icon or notation, and playback will begin! Its just that simple!
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7ORDS�OF�!DVICE
4HE�BEST�ADVICE�)�CAN�GIVE�TO�ALL�DRUMMERS�AND�PERCUSSIONISTS�WHO�REALLY�WANT�TO�LEARN�THESE�

STYLES�IS�TO�LISTEN�TO�THE�MUSIC�CAREFULLY��$ON�T�JUST�LISTEN�TO�THE�DRUMS��,ISTEN�TO�EVERY�SINGLE�
DETAIL�OF�EVERY�INSTRUMENT��4HIS�IS�THE�BEST�WAY�TO�UNDERSTAND�THE�CONCEPT�OF�COMMUNICATION�
BETWEEN�INSTRUMENTS��3ECOND��LISTEN�TO�AS�MUCH�MUSIC�AS�YOU�CAN��FROM�,ATIN
JAZZ�AND�STRAIGHT�
AHEAD�JAZZ��TO�SALSA��SON��AND�TIMBA��4HESE�STYLES�HAVE�BEEN�PLAYED�FOR�YEARS�BY�GREAT�MUSICIANS�
FROM�ALL�AROUND�THE�WORLD��

)�HOPE�THIS�BOOK�WILL�HELP�YOU�IN�SOME�WAY��4HERE�ARE�MANY�MORE�IDEAS�THAT�CAN�BE�ADDED�TO�
THESE�EXAMPLES��*UST�BE�CREATIVE��MUSICAL��AND�ALWAYS�RESPECT�THE�LANGUAGE�AND�AUTHENTICITY�OF�ALL�
MUSICAL�STYLES�

2ESPECTFULLY�
*IMMY�"RANLY

4ECHNIQUE�4IPS
4HESE�PICTURES�SHOW�

A�TECHNIQUE�USED�
BY�MANY�TIMBALEROS�
THAT�CAN�ALSO�BE�APPLIED�
TO�THE�DRUM�SET��0RESS

ING�THE�INDEX�lNGER�
ONTO�THE�STICK�AS�YOU�
STRIKE�THE�HEAD�MUFmES�

THE�DRUM�SOUND��4HE�SAME�TECHNIQUE�CAN�BE�APPLIED�TO�THE�SHELL�OF�THE�mOOR�TOM�OR�THE�COWBELL�

(ERE�IS�HOW�)�PLAY�THE�COWBELL�WITH�THE�PEDAL�
WHEN�)�WANT�BOTH�THE�SOUND�OF�THE�BELL�AND�THE�
HI
HAT��.OTICE�THAT�)�SLIDE�THE�HEEL�OF�THE�FOOT�
TO�THE�LEFT�IN�ORDER�TO�PLAY�THE�COWBELL�

4HIS�PICTURE�SHOWS�WHAT�YOU�CAN�DO�TO�ANY�
PEDAL�THAT�YOU�ARE�USING�TO�PLAY�THE�COWBELL�
NEXT�TO�THE�HI
HAT��4AKE�THE�BEATER�ON�THE�RIGHT�
SIDE�OF�THE�SPROCKET�AND�MOVE�IT�TO�THE�LEFT�SIDE�
OF�THE�SPROCKET��THIS�WILL�ALLOW�THE�BEATER�MO

TION�TO�MOVE�FREELY��WITHOUT�BEING�HINDERED�BY�
THE�LEG�OF�THE�HI
HAT�STAND�
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#HAPTER��
4HE�#LAVE
)N�ORDER�TO�UNDERSTAND�HOW�ALL�OF�THE�EXAMPLES�PRESENTED�IN�THIS�BOOK�RELATE�TO�!FRO
#UBAN�DRUM


MING��WE�WILL�START�WITH�THE�CLAVE��4HE�CLAVE�IS�A�BINARY�RHYTHMIC�PATTERN�THAT�SERVES�AS�A�FOUNDATION�
FOR�THE�POLYRHYTHMS�THAT�ARE�PLAYED�OVER�IT��)N�THIS�TWO
BAR�PATTERN�THERE�IS�ONE�MEASURE�OF�THREE�

BEATS��KNOWN�AS�THE���SIDE	��AND�ONE�MEASURE�OF�TWO�BEATS��KNOWN�AS�THE���SIDE	��4HE�CLAVE�CAN�START�ON�
EITHER�SIDE�AS�SHOWN�IN�THESE�TWO�EXAMPLES�OF�SON�CLAVE�

����
��3ON�#LAVE

¨ E �� ���¡ K¡ ¡ ¡   ¡ ¡   �¡ K¡ ¡ ¡   ¡ ¡  
�

����
��3ON�#LAVE�

¨ E �� ��  ¡ ¡   �¡ K¡ ¡ ¡   ¡ ¡   �¡ K¡ ¡ ¡

4HESE�NEXT�TWO�VARIATIONS�OF�THE�CLAVE�ARE�CALLED�RUMBA�CLAVE��)N�RUMBA�CLAVE�THERE�IS�A�BEAT�DISPLACEMENT�
OF�AN�EIGHTH
NOTE�ON�THE��RD�BEAT�OF�THE���SIDE�

����
��2UMBA�#LAVE�

¨ E �� ���¡ K¡ �¡ K¡   ¡ ¡   �¡ K¡ �¡ K¡   ¡ ¡  
�

����
��2UMBA�#LAVE�

¨ E �� ��  ¡ ¡   �¡ K¡ �¡ K¡   ¡ ¡   �¡ K¡ �¡ K¡
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#HAPTER���
4HE�#ÉSCARA
.OW�THAT�WE�HAVE�AN�UNDERSTANDING�OF�HOW�THE�CLAVE�SOUNDS��LET�S�ADD�THE�CÉSCARA�RHYTHM�OVER�

IT��#ÉSCARA�LITERALLY�MEANS�hSHELLv�AS�IT�REFERS�TO�THE�SHELLS�OF�THE�TIMBALE�DRUMS��-ORE�IMPORTANT��
IT�IS�THE�SYNCOPATED�RHYTHMIC�PATTERN�PLAYED�BY�THE�TIMBALERO��7HEN�PLAYING�THE�CÉSCARA�PATTERN�

ON�THE�DRUM�SET��THE�CLOSED�HI
HAT�IS�USED�AS�A�SUBSTITUTE�FOR�THE�SHELL�SOUND��ALTHOUGH�THE�SHELL�OF�THE�
mOOR�TOM�CAN�BE�USED�AS�WELL	��)N�!FRO
#UBAN�MUSIC�THE�CÉSCARA�IS�USUALLY�PLAYED�DURING�THE�VERSES�AND�
PIANO�SOLOS�AS�IT�PRECEDES�THE�BELL�PATTERN�PLAYED�DURING�THE�COROS��CHORUS�SECTIONS	��4HESE�NEXT�EXAMPLES�
DEMONSTRATE�SOME�GROOVES�UTILIZING�CÉSCARA�IN��
��CLAVE��4HE�CLAVE�OVERDUBS�ARE�TWO�CYCLES�OF�SON�CLAVE�
FOLLOWED�BY�TWO�CYCLES�OF�RUMBA�CLAVE�
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