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1.2 Notation

Rythmic placement of strokes is indicated by Modern Metric
Notation (see Appendix A), generally in ? or £ . The duration
and pitch of the sound is indicated by the notehead, which will
be one of the 8 basic strokes. Nuance markings and notation
conventions for instruments other than conga drums will be
introduced as needed.

Each instrument in the percussion ensemble recieves a
single line divided into measures.
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Strokes written below the 1line are performed by the
dominant hand, strokes written above the line are performed by
the secondary hand. Since all patterns should be learned on both
sides and in such a way as to switch sides these are merely
conventions to aid communication. Keep in mind that notation is
only a tool for communication and analysis. Notes written on a
page are not music. They only become music when performed by a
musician, with passion and sensitivity. No amount of notational
skill can replace a musicians "feel" for the music. There are
subtleties in all music which notation will be wunable to
capture. This is why we will always need live people to teach
and perform real music, many thanks to all Spirits!

1.3 Posture

Proper and relaxed posture is important for good drumming.
The drum is held 1lightly between the 1legs, tilted slightly
forward. It is important to lean the drum forward to get the
proper wrist action. Feet should be flat on the ground, back
straight, shoulders and elbows loose and relaxed. The correct
stool hieght will leave the forearms parallel to the ground when
the hands are flat on the drum. If you sit too low vyour
shoulders will tire, too high and you will hunch over causing
back problems. '




1.4 Whole Hand Strokes

The whole hand strokes are the bass ( J ) and palm ( ‘l ).
As the name 1indicates these strokes are performed with the
entire hand out on the drum head. Allow the hands to rest flat
on the head. Relax your shoulders and elbows. Feel the skin of
the drum with your entire hand, making the hands as flat as
possible. There should be a straight line from the elbow to the
tip of the middle finger, except for a very slight downward bend
at the wrist due to the forward tilt of the drum. R e 1 a x.
This is called the rest position.

To perform a bass stroke lift the entire hand off the drum
without moving the wrist and drop it down flat again. Stick to
the head and feel the skin, do not bounce. The bass is the only
stroke that does not come from the wrist! The sound should be a
deep boom. By leaning the drum over different amounts and by
picking the drum up with your legs you can achieve wide pitch
and volume variations. Remember, do not hit the drum hard!
Simply allowing gravity to pull the hand down from a hieght of
an inch or two should be enough to get the full sound. The most
important factor is the flatness of the hand.

To perform a palm stroke tilt the hand upward from the
wrist, while staying in contact with the drum then 1let it flop
back down flat. Stay in cantact with the drum the entire time.
The heel stroke comes entirely from the wrist, with the hand
held perfectly £flat. Good tone depends on the flatness of the
hand and requires very little force.

The bass and palm are often performed in conjunction with
one another to create the pitter-patter sounds common in Cuban
drumming. When practicing the bass-palm excercises concentrate
on playing steadily, keeping the hands flat, relaxing the
shoulders, holding good posture, and isolating the motions of
the wrist (palm stroke) and elbow (bass stroke). Leave the hands
in contact with the drum as much as possible, allowing the
shoulders to relax. The importance of the bass-palm cannot be
overstressed, as it develops the proper hand position and wrist
motion critical to the rest of the basic strokes.
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1.5 Half Hand Strokes

The half hand strokes are the tone ( C; ) and muff ( Ei. )-
The rest position for these 1is the same as for whole hand
strokes; hands flat, wrists bent slightly downward, relaxed
posture; except now only the fingers rest on the drum. The rim
should be under the first knuckle so that the palm is held flat
off the drum and the fingers form a flat paddle resting flat on
the drum head. The middle finger should point straight toward
the center of the drum.

To perform a tone rotate the hand upward £from the wrist
then drop it back flatly, allowing the fingertips to bounce
while maintaining contact with the base of the fingers. A round
ringing tone should result. Return to the rest position by
allowing the fingertips to fall back onto the head.

To perform a muff rotate the hand upward from the wrist
then drop it back flatly, sticking all of the fingers to the
head in rest position. The sound shodd be a dry thump of
slightly higher pitch than the tone.

The tone and muff should be virtually identical motions,
save only the tips of the fingers. The strokes should come
almost entirely from the wrist with the hand held £flat
throughout, as with the heel stroke. The half hand strokes
should never be hit hard as a very light stroke, properly done,
will bring out the full resonance of the drum.

When practicing the tone-muff excercises that follow
continue to concentrate on good relaxed posture, steadiness, and
good hand position and wrist motion while listening for the
proper "resonant" sounds. Beautiful tones and muffs are the
cornerstone of excellent drumming.
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Repertoire 1.5 Shiko support parts

Shiko is a Nigerian style which is melodic, driving and
not too difficult to play. Both of these parts can stand alone
but they really come alive when you play them with a friend. The
Tumba is the lowest pitched drum in a group of Conga drums.
Conga refers to a medium pitch drum.
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Practice these leading with either hand and work them up
to a good fast tempo smoothly and with good tone. Listen for the
melody made by the different pitched tones when playing in

ensemble.
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1.6 Touches

Touches ( 41 ) are used for timing and are not meant to be
audible. Starting from the half hand rest position a touch is
performed by 1lifting one or more fingers then setting them back
down lightly. Immediately following a tone a touch is performed
by allowing the fingertips to drop into the rest position. Half
hand position touches are performed by the fingers only, the
wrist should not move and the first knuckle remains in contact
with the edge of the head. In the whole hand position touches
are sometimes performed by holding the hand slightly above the
drum and touching the head lightly with the fingertips. This is
less common than half hand touches.

The purpose of touching is to lend rythms a certain swing
or feel by making contact with rythmic points other than those
being stressed. Touches can also solve certain handing
difficulties and allow for playing in unusual and syncopated
rythmic spots.

In addition to working with the touch exercises that
follow, practice touches by substituting them for muffs in the
tone-muff exercises.
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Ex 1.6 The Gallop

The gallop is a fundamental rythmic pattern in wvitually
all forms of music. In snare drumming it is known as a 3 stroke
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The gallop can be varied by starting the pattern in a
different place in the measure. I refer to these as the modes of
the gallop.
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Practice all of these 1leading with either hand and
accenting the first beat of the measure with a muff. We will
return to the gallop often as it is very fundamental.

Rep 1.6 Samba Atabaque

This form of Samba is a fundamental conga drum pattern. It
can be played with almost any form of Samba or in any
situation. It is also an excellent exercise and should be
practiced until you can play it smoothly with good tone at any
speed.

Concentrate on getting sweet tones, rich basses and quiet,

relaxed touches and palms, while staying very loose. Samba 1is

. sometimes played very fast so practice this pattern a lot.
Relax. Play some more.

SAMBA




1.7 Side Stroke, Clave and Bell Patterns

The side stroke ( ) ) is the simplest of conga strokes.
Hit the side of your drum with a stick, or your fingertips if a
stick is not handy. Though this is relatively simple you must
still pay attention to technique and tone. Good sound will bg
achieved by hitting the wood of the drumshell lightly with the
side of the stick an inch or two down from the tip, while
holding the stick in a relaxed manner. Proper stick control is a
study unto itself and is beyond the scope of this book. Suffice
to say that the thumb and first finger form a pivot for the
stick and the stroke 1is achieved by flicking the wrist and
tightening the back fingers. A lesson or two from a snare drum
teacher and some work on a practice pad works wonders.

The reasons a conguero would want to develop stick
technique are multifold. The agility developed will help conga
strokes, many of the supporting parts of traditional rythms are
played with sticks, and there is an entire repertoire of playing
conga drums with sticks (particularly adaptations of the Rada
rythms from Haiti which employ a wooden hammer called a baguette
to sound tones and side strokes). The most critical reason for a
conga player to learn stick control is the concept of clave.

By <clave here I do not refer to a musical instrument nor
to a specific rythmic pattern but rather to a function within
the music. In most Afro-Atlantic music styles there is an
instrument (usually a bell or wood block) which provides a time
line for the other instruments by playing a specific rythmic
pattern without variation. This instrument is performing the
clave function. Clave is the key to the rythm. If all performers
relate thier part to clave improvisation and conversation can
occur naturally without the music becoming confused. Different
rythms and songs can have different clave or bell patterns which
fulfill the clave function. Clearly the feel of a rythm is
strongly affected by the pattern used, however the presence of a
clave of some type is universal. I would venture to say that the
use of clave function as a means of ordering time is the central
principle of the music that I will be discussing in this book.

Clave is so central to all the drumming patterns I am
presenting that henceforth all repertoire will be presented with
reference to a specific clave or bell pattern and should be
learned in reference to that pattern. Learning to play the most
common clave and bell patterns is the first step in this process
and 1is the goal of the excercises in this section. Do not be
fooled into thinking that this introductory work can give you a
complete wunderstanding of clave. Mastery of clave comes from
large and varied experience both playing clave and playing with
clave 1in ensemble. Learning to feel clave is a life-long process
that only begins with learning to play the patterns.
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Rep 1.7 Rumba clave and tumbao

Ex 1.7.d is called Rumba Clave. It 1is the key to cuban
rumba music and toques de santos in ‘4—.
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The accompaniing steady beat, played on the tumba, is
called Rumba Tumbao. It is the foundation of 4 rumba. The
simplest form of the tumbao is 4
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which fulfills the basic functions of a tumbao;

1. Drive the dance pulse with bass strokes.
2. Play a tone on the upbeat of every weak dance pulse.

Take a look at the tumba for Shiko and verify that it is a
tumbao. Appendix A, Modern Metric Notation, discusses this
nomenclature in detail and might be worth a look now also.

This basic tumbao tends to have a blocky feel and does not
respond to clave. The part I will call the root of Rumba Tumbao
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The accent ( > ) on the bass stroke indicates that the
drum should be lifted of the ground for a loud, resonant bass
sound. This accent corresponds to the second stroke of clave
which 1is called bombo or bomba (pump). Tumbao is played in all
tempii. We will be encountering many forms of the tumbao as it
is found in many rythms.



1.8 Rim Strokes ( Zﬂ )

The rim stroke is made by striking the rim of the drum
with the tips of the fingers. The motion comes from. the wrist
and the sound is a thin, high pitched ringing tone, very
distinct from the open tone. To get the right sound and avoid
banging up your knuckles you must strike only the rim with only
the tips of the fingers and the hand should stay flat. The rim
is a simple stroke but in practice a difficult one to play
quickly and accurately. Practice the tone-muff exercises as rim-
muff, tone-rim and rim-bass. Concentrate on keeping the rim
distinct in pitch, not just volume, from the open tone.
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Rep 1.8 Macandal segon

Macandal is a rythm in the petwo style from Haiti.The
middle pitched drum in the ensemble is called segon. It's part
can be performed on a conga drum using rim strokes to create a
rich melody. The bell pattern is played on an iron bell.
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Playing Ambidextrously

It is very important to develop the hands equally in conga
drumming. All exercises and repertoire should be practiced with
both possible handings. This may seem like twice as much work,
and it is, but it is impossible to achieve the highest levels of
playing with a strong hand to hand bias. Go back now and be sure
you can play all exercises and repertoire with either hand
leading.

1.9 The Slap ( K\ }

The slap is the most difficult of all the conga strokes to
master. Before you begin this section review all the previous
sections, master the exercises and repertoire, and perfect your
bass, palm, tone, muff, touch, side and rim strokes.

2



To perform a slap ( )J) the hand is held slightly cupped.
The meat of the heel and side of the hand contact the rim
lightly as the fingertips strike the drum well out on the head.
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The slap comes from the wrist and is not hit hard, however
the fingertips must have good velocity to produce the high
pitched pop or crack of a good slap. Study the slaps of good
players and try to imitate the sound. Be careful not to hurt
yourself. Work up to the slap with a lot of careful practice, a
little at a time. Use the slap in place of tones in the tone-
muff exercises, then use it in place of muffs instead. Do not
get discouraged with the slap. Continue to practice it slowly
and carefully until the correct sounds start to pop out. The Jjoy
of being able to play a good slap is well worth the pain,
frustration and effort it takes to learn it.

Rep 1.9 Son clave and tumbao

Son Tumbao is the driving pulse of Son and Salsa music and
is probably the most commonly used pattern in conga drumming.
The Son Clave pattern is very common in west African music and
in American pop music it 1is called the Bo Diddley or Zydeco
beat. It is very important to master these patterns.
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Practice the tumbao leading with either hand and in such a
way as to switch sides. For variation one of the tones can be
played as a muff. Practice at all tempos. Played very fast this
is called Mambo. Medium speed is Son Montuno. Slower and more
relaxed is Cha Cha Cha. At very slow tempo a variation is
sometimes played called Bolero.
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1.10 Stroke Nuances, Rules, No No's, and Continued Study

. Al]l of the srokes have a variety of nuances, the most
obvious being dynamics. You should develop control over the
volume of all your strokes and use this control artistically. 1In
addition the following techniques are important.

1. Lifting the bass stroke ( ‘J )
>
By 1lifting or tilting the drum while playing bass strokes
it is possible to acheive wide variation in pitch, volume and
tone quality. Muff strokes can also be accented by lifting, the
effect is somewhat different.

A At

2. Elbow tones ( Cl ) and Ciye or Glide tones ( cj )
A

The pitch and quality can be modified by placing the off
elbow 1lightly on the drumhead while performing open tones.
different positions produce different pitches, center is highest
pitched, rim lowest. This technique also works with muff and rim
strokes.

The fingertip glide produces a sustained moaning tone.

3. Muted slaps ( %&) and open slaps ( Xi)
AL o)

By muting the head with the off hand a variety of pitches
can be created for the slap, similar to the elbow tone
technique.

When soloing or playing loudly an open slap 1is sometimes
used. This 1is similar to a Djembe slap. The hand is cupped
slightly and the fingertips are 1launched at the drumhead and
allowed to rebound immediately. This should produce a ringing
crack of a slap with very little open tone quality.

3 Rules of conga strokes, with 1 exeption each

1. All conga strokes come from the wrist. The exeption is
the bass, which comes from the elbow.

2. All conga strokes finish with the hand muting the head.
The exeption is the open tone where the fingertips are allowed
to rise, letting the head ring.

3. In all conga strokes the hand is held flat. The
exeption is the slap, where the hand is cupped slightly.

Some things not to do

There are some common mistakes made in conga drumming that
the serious student should be on the lookout for.

1. Tone pollution of basses and slaps

. Tone pollution is allowing a ringing open tone sound to



come out of your bass and slap strokes. This happens when you
fail to stick to the head to mute this tone out. Remember to
always mute unless you are specifically performing an open tone.
Not muting is the equivalent of mumbling while someone else is
talking. It muddies and confuses the conversation.

Good ensemble conga drumming should be crystal clear. You
should be able to hear a pin drop behind your drumming. Any
muddiness is probably the result of innappropriate stroking. All
drummers should 1listen closely for insiduous tone-pollution and
eliminate it by sticking to the drumhead and feeling the skin.

2. Tone-rim and muff-slap distinction

It is fairly common to hear beginners lose the distinction
between tones and rims and between muffs and slaps. Specific
practice and careful listening will get you over this hump, and
is very important, for without the right sounds the patterns
will not work in the ensemble correctly.

3. Sore Hands

This results from playing too hard. When practicing always
remember to play lightly so that in the heat of ensemble playing
you will play more lightly. The sounds cannot be forced out of
the drum, they must be brought out with finesse. A slight
stiffness is normal after playing for hours on end. Any real
pain is a sign of improper technique.

Continued Strike and Rudiment Practice

As you study the repertoire in the following sections and
throughout your study of the conga drums you must never lose
sight of the importance of proper strokes, rudiments, and
ambidextrous playing. You should continue to play stroke
exercises daily, concentrate on tone quality when practicing and
performing, and work toward balance between your hands
throughout your 1life and at all 1levels of experience and
expertise. No one 1is so good that thier slap couldn't
occaissionally sound better, that thier strokes couldn't be
performed with less wasted motion and energy, or that thier weak
hand 1is equal to thier strong hand in every way. Truly fine
sounding strokes and relaxed, fluid, even-handed playing are the
marks of excellent drumming and can only be achieved through
diligent practice over a long period of time.
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Chapter 2. Playing in the Folkloric Style
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2.7 Instrument type and function in the Folkloric style

Folkloric style refers to music performed in an ensemble
of the same type as would be used in the authentic folk
traditions. This does not mean that you must use the exact same
instruments as the tradition dictates (although it would be
nice) but rather that the instruments used must fulfill the same

musical functions. Since the traditions of the music I amry¥

cataloging wuse a great many different instruments it would be
difficult to collect every instrument needed much less learn to
play them all. On the other hand most of the traditional
instruments can be «classified into basic types with similar
fufions. Instrumentation often varies from time to time and
place to place within a tradition. This is primarily a book
about conga drums, therefore I feel justified in transcribing
the rythms to a simplified battery centered around the conga
drum.

Bells (Metallophones) and Wood Blocks (Idiophones)

There are a large variety of bells and blocks;

Bells Blocks Function

cowbell claves Basic Timekeeper

hoe blade side of drum

gankogui

hi hat

ago-go guagua Secondary Timekeeper
cymbals temple blocks

vibes marimba Melodic

etc.

Clearly some crossing over of function is possible and would
depend on the musical arrangement. The most important functions
for these instruments for my purposes are the basic timekeeper
or clave function and the secondary timekeeper or bell function.
One of the most general rules of folkloric style playing is that
each player usually only plays 1 instrument. This allows for a
large number of people to participate. Melody is then generated
by the interaction of these different instruments played by
different people, rather by being laid out by an individual.

Clave is the key to the music. It is a strictly non-
varying pattern played on a cutting, stoccatto instrument. All
other instruments in the ensemble base thier timing and
placement on the clave pattern. The names may be a bit confusing
since the clave pattern may be played by a bell. It is the
primacy of the «clave function that sets it apart from the more
decorative bell. Bell function serves both to keep time and to
fill out or add color and melody to a basic clave underpinning.
Though many songs can have the same clave one can customize
unique bell patterns to accompany specific songs. Bell can
sometimes vary and even improvise. Clave must not vary.

Sometimes clave is not apparent in the music because no
instrument is playing it explicitly. In these cases it should be
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possible to identify an implicit <clave which 1is keying the
music. The implicit clave is just as important and invioble as
the clave and you must keep the feeling of clave in mind at all
times when playing whether or not it is being stated explicitly.

The instruments I will use for clave are claves, cowbell
and gankogui (double iron bell). For bell function I will wuse
cowbell, gankogui and wood block. The side of the drum will
often be used to tap out both clave and bell patterns.

Shakers and Scrapers, shaker function

Shakers and scrapers serve a similar funtion to bell in
that they keep time as well as adding color and texture to the
music. Shakers tend to be more freely played than bells and £fill
in the highest pitch register of the music. The instruments I
will use for shaker function are maracas (double shaker with
beads inside), axatse (netted gourd rattle), shekere (larger
gourd, tossed from hand to hand), ganza (cylindrical metal
shaker) and guiro (scraper).

Drums (Membranophones)

This 1is the most diverse group I will be discussing and
serves a wide variety of functions. The drums I am most
concerned with are congas or tumbadores, which are used in the
Rumba style of Cuba. These are sophisticated, versatile and
readily available. There are usually 3 but sometimes 4 (rarely
even more) conga drums in the ensemble. By tuning the congas to
different pitches and having them play tones at different times
a melody is generated, hence these drums serve the primary
melody function in the rythm.

Tumba is the lowest pitched drum of the group, wusually
between 12" and 14" in diameter. It is commonly the most basic
support drum but can also be the lead drum in the ensemble.

Conga 1is the generic name for the drum type and in our
ensemble refers to a medium pitched drum which provides a
melodic function. Sometimes ther will be 2 middle pithed drums
in the ensemble. These will be referred as lo conga and hi conga
and are wusually between 11" and 12" in diameter. Conga almost
always serves a support function.

Quinto refers to the highest pithed drum in the ensemble,
10" to 11" in diameter. It is commonly the lead drum, but
becomes a support drum when tumba leads.

The last function I would like to discuss is bass. Bass 1is
the bottom of the music, the very lafe¥t pitches the ear can
appreciate and is essential in getting people to move to *the
music. Sometimes the conga drum arrangement or a specific conga
drum part (eg. tumbao) will f£ill the bass function but sometimes
a specialized bass drum is wused to enhance bass. The main
instrument I will wuse for Dbass function 1is the floor tom
familiar from the drumset. Cajon or box will be discussed in
association with Rumba in Chapter 3.

Instruments in the Simplified Ensemble



claves

cowbell

gankogui clave and bell function
wood block

side of drum

maracas
axatse
shekere shaker function
ganza
guiro

tumba

lo conga melody and bass function
hi conga

guinto

floor tom bass function
2.2 clave and bell instrument techniques

1. Claves. When claves are played they will always serve
clave function. Thier extremely high pitched and cutting tone
can always be heard even when many other instruments are
playing. I prefer solid, cylindrical wooden claves of the cuban
design over shaped '"African" claves or those made of other
materials. One clave is held lightly on the heel and fingertips
of the weak hand. The other clave is held like a stick in the
strong hand. Strike the weak h%gd clave with the strong hand
clave lightly at right angles angig low them to bounce apart.
They should resonate freely.The weak hand clave should be struck
in the middle by a point abodt one quarter of the way down from
the tip of the strong hand clave. allowying the weak hand clave
to resonate by holding it very 1lightly, ' actually halancing on
your fingertips is important. Never hit the claves hard. Done
properly a very light stroke can hurt your ears. Hold them away
from your ears and from other people. At a distance of 4 feet
the claves will be less offensive, but easily heard by other
players.

The most important clave patterns are;
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You should already know these from the side stroke
exercises in Chapter 1. Work them some more and try to really
groove on the patterns while learning to get a good sound out of
your claves. You should be able to play clave for a long time
without wvariations or mistakes at any tempo.

2. Gankogui or iron double bell can serve clave or bell
function. Proper gankogui technique can be guite challenging and
has 3 distinct elements; holding, striking, and muting.

Holding. The gankogui should be held vertically in a noose
made by the middle finger and thumb.

Striking. The gankogui should be struck 1like a side
stroke, sqguarely across the body of the bell with a point an
inch or two below the tip of the stick. Stick technigque is not
the subject of this book but is very important in bell playing
so should be studied on it's own.

Muting. Muting 1is very important when playing gankogui.
The high bell is muted by the index finger and the 1low bell is
mutecd by setting it on vyour 1leg, which also gives some
interesting pitch modifications. Some common parts to practice
on gankogui are;
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These should also be familiar from Chapter 1. Practice
correct gankogui technigue and muting in the hocket while
reviewing these patterns. More patterns and technique for
gankogui will be introduced with the repertoire.

3. Cowbell. Cowbells can be used for both clave and bell
function. The cowbell is held flat in the palm of your hand with
the mouth pointed away from, you. There are 2 basic ways of

striking a cowbell. The tone ( ) is struck across the mouth of
the cowbell with the edge of the stick, producing a deep,
resonant tone of distinct pitch. The side ( ) dis struck near

the base of the bell with the tip of the stick and produces a
sharp high pitched sound. Experiment with different of muting by
lifting the bell off the palm with your fingers and with
different sticks, etc. to bring a full, sweet sound out of the
cowbell. Good tone 1is difficult to achieve on a cowbell. The
sound should be loud and full but not obnoxious. Many cowbell
patterns will be introduced with the repertoire but here are a
few to practice now.
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4. Wood block. The wood block can also be wused for both
clave and bell functions. The wood block is played with 2 sticks
so more complex patterns can be performed. the wood block is
held betwwen the knees or is placed on a stand. the sticks are
held in the standard fashion, all strokes are side strokes ( )
played across the mouth of the block with the edge of the stick.
A sweet, round tone is the desired sound and is difficult to get
consistently. The sides of a drum can be used in place of a wood
block. Practice the following patterns.

/ )
/T 7 ( 2 across 3

.

| -

)

)

N

al
j] ¥

N
~N—

N
N

Cinguillo

6/8 palitos

l 4/4 rumba palitos

Shakers and scrapers are used to f£ill in the time and add
color, especially in the highest pitch register of the music.
Shakers tend to play simple, very repetitive, groove oriented
parts. They are sometimes thought of as unimportant but this is
wrong. The shaker function is of great importance to the music,
filling the high register and developing momentum through
repetition. Good shaker playing raises incredible amounts of
enargy and shaker parts, by virtue of thier simplicity, are
subject to a wider rance of variation and imbellishment than
clave and bell parts. A good shaker player can do much, but the
technique of shakers is as advanced as any instrument, and of
211l the instrumznts discussed in this book I consider the
shakers to be the most physically demending.
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2.3 Shaker function instruments.



1. Axatse (gourd rattle with handle) is the simplest of
the shakers but still has a good deal of technique. The axatse
is generally held in the strong hand as if it were a fat stick.
The first technique is simply to strike your weak hand, 1leg or
other body part to produce a crisp "chit" sound. For a guieter,
cleaner sound the net can be held in the weak hand or tightened
by the fingers of the strong hand. The axatse can be held in the
weak and and the net thrown by the strong hand for some
patterns. The net can also be Spun or tossed using wrist action
similar to maraca technigque while in either hand. The nmost
unigque technique of the axatse is to sit down, hold the axatse
in the strong hand and perform downstrokes on the thigh and
upstrokes on the palm of the weak hand. This requires a bit of
endurance, as do most shaker styles, so needs lots of practice.

Here are some common axatse parts

a l : . -
o downbeats

(strike in palm of weak or on leqg)
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upbeats

(hold net in weak hand, or hold axatse in weak hand and

shake net with strong hand)
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(strike in palm, spin net around gourd)
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one sided gallop

(upstrokes in palm of weak hand, downstrokes on thigh)
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(maraca style technique)
practice all of these techniques.
2. Shekere is a larger version of the axatse designed to

be tossed from hand to hand. Shekere can be used like axatse to
mark downbeats, it can play tonal patterns and it can be played



faster, marking the basic pulses and sounding an amazing array
of nuance and accents. Shekere technigue is very deep and should
be approached with seriousness.

The shekere 1is held between the hands approximately level
with the base of the gourd in the strong hand and the neck of
the gourd in the weak hand. The basic technique involves using
the wrists to toss the gourd back and forth. Try for a smooth,
even progression of crisp "chit" sounds. Once this is happening
accents can bhe inserted on either side with a more exagerrated
wrist snap. More nuance can be sounded by tilting the gourd and
spinning or manipulating the net. In addition the strong hand
can perform tones ( ) with the palm and slaps (y& ) with the
fingertips on the base of the gourd. Practice accents wusing the
tone-muff exercises in Chapter 1. Here are some tonal patterns

to practice.
X& xg::z:;;‘{ short bell
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lMore patterns will be introduced with the repertoire.
Shekere can also be played ganza style, maraca style, axatse
style or held hanging in one hand to produce downbeats by
throwing and catching the net. The whole shekere can be tossed
into the air and then caught in hoth hands to produce downbheats
with a bit of wvisual allure. This makes the shekere the most
versatile of the shaker class instruments. A master of shekere
is a formidable musician.
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3. Maracas is a pair of hollow shakers with handles and
grit of some sort inside. They are plaved by holding one in each
hand and tossing the grit back and forth using wrist action.

There are 2 strokes an up (or bhack) and down (or forward)
available to each hand. These are interlocked to create patterns
that can ne played at incredible speeds and are less

energetically taxing than most shakers. Practice these bhasic
patterns until each stroke is distinct and you can play the
patterns smoothly at medium or fast speeds.
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4. Ganza is a cylindrical metal shaker with grit inside.
It is held in either hand or both hands parallel to the body and
shaken back and forth using wrist technique similar to maracas.
The characteristic ganza sound from the samba rythm is bhrought
out by combining an up and down motion with the back and forth
motion. Other patterns are possible for ganza but this is hy far
the most important.
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5. Guiro is a gourd scraper though the metal version will
do Just fine for my purposes. Guiro is especially useful at
slower tempos where most shakers are hard to play correctly and
the more sustained tone of the guiro can be used to good effect.
Like the canza many patterns are possible for guiro but one
pattern predominated. This is a gallop with a long sustained
note on the downbeat and 2 ¢uick notes on the upheats leading to
the next downbeat.
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2.4 Drums, melody and bass functions
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Basic technigue of the conga drum was the subject of
Chapter 1 and will not be repeated here. Congas are the primary
melodic element in most of these rythms hut any instrument can
add melody by using several of them, of different pitch and
playing offset parts. Groups of bhells and shekeres for example
can be arranged to add nelody to the ensemble. Congas are the
only instrument discussed SO far capable of producing
significant bhass register sound. They are sometimes joined hv
one or more drums which sound priimarily in the bhass register to
£fill out the hass function.

Floor tom is the most common drum used for this purpose.
It is common and capable of imitating a variety of traditional
bass drums like surdo, bomba, gome, bhas and junjun acceptably
when played prroperly. '"hen played in this style the tom is
usually played with a soft mallet in the strong hand, keeping
the weak hand frece for nmuting and timing strokes. The strong
hand performs tones (,A ), muffs ( ) muted by the weak hand
and side strokes ( ) ), on the metal rim of the tom. The weak’J
hand can perform basses ( J ) to mute a ringing head, palms (

) tcnes, muffs and tcuches (_% ) using technicue similar to the



conga drum. Here are a few floor tom patterns to practice.
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2.5 Style and Improvisation

The most important thing about Folkloric style music 1is
that it happens within a community. No one can play this music
alone. By it's very nature this music promotes, requires,
interdependency and communication amongst a good sized group of
people. Nor is Folkloric style music suited to the professional
situation. One of the key concerns of professional music is
money and how that money is split up. Hence professional bands
try to get away with the least number of members neccesary by
having each member do as much as possible. Drumming in this
style is the subject of Part II-Band Style. This is contrary to
the Folkloric process wherein as many people as possible are
invited to participate and each person does one job only. Money
is not an issue in Folkloric style music., The issues are
communication and cooperation. The music is a microcosm of life
and can be very healing both socially and personally if
approached in the right manner. As in any group dynamic the key
to success is mutual respect and a willingness on the part of
each person to fulfill their role for the greater good of the
group. There are no heroes, only good team players.

Repetition vs. Improvisation

Achieving a pleasing balance and flow between repetition
and improvisation is one of the basic issues of style. Rote
repetition, especially of support parts, is central to the
success of the music and should predominate at most times. This
must be relaxed however in order to keep the music from becoming
static, to capture the loose feeling. For purposes of
improvisational style and approach I find the following
classifications useful.

1. Timekeepers would include <clave, bell, shaker and
sometimes bass function. With clave no variation is allowed. The
whole point and challenge of clave is not to wvary. The clave
pattern only achieves it's true stature after about 1000
flawless repetitions, where it truly begins to order time. One
mistake breaks the momentum and you must start over. Bell
function is almost as strict but sometimes specific variations
or sectional changes are performed. If improvisation is allowed
on a bell it will be in the context of melody function. Shaker
funtion 1is a bit 1looser but the shaker must always be driving
the groove with whatever they choose to play. Shaker is not a
lead instrument, but it can add loosenes to the strictly
structured time section. Bass function instruments have a wide
range of playing styles. Sometimes bass functions as part of the
time by playing a part repetitively with little or no variation.
In samba the bass instrument (surdo) is the primary timekeeper.
Bass can also be melodic, as in the case of multiple surdos in
large samba bands, which implies a wider improvisational range.
Bass could also function as a lead instrument with unlimited
improvisational scope. Hence players of bass function
instruments must pay very close attention to thier role in the




music to achieve appropriate performance style. The best players
will find ways of keeping the music interesting without changing
it. This involves the use of nuance and subtle perceptual
shifts. More about this later.

2. Response instruments are usually from melody functions
though any instrument can play a response role 1in some cases.
Response are required to answer a call from the lead instrument
with a specific response. Response instruments usually have a
variety of variations which they can employ to hieghten the
music or intensify conversation and they can sometimes even take
over as lead. Good response playing involves study and careful
listening.

3. Call or lead instruments are the freest in the
ensemble. They are responsible for improvising tastefully,
making calls to guide the music, and making sure the entire
event is enjoyable for all. This reqguires quite a bit of musical
sensitivity and is not the place to start. The best lead players
know how thier support lines up intimately and engage the
support parts in conversation, bringing attention to various
beauties inherent in the rythm rather than playing over the top
of the rythm in order to draw attention to themselves.

Within each of these classifications there is still a wide
range of possibilities. Each rythm and each song is different.
Oonly great sensitivity to the music as a whole will lead to
proper balance. When getting started on any new rythm I advise
playing it perfectly straight for a long time (hours of playing
time) before experimenting with improvisation. Each set of basic
parts represents a "key" to a certain '"groove". You must first
find that groove and get to know it. Then you can play freely.

A detailed analysis of Shiko is very instructive.

2.6 Shiko basic chart

The following page is what I will refer to as a basic
chart for Shiko. It contains all the information you need to
play Shiko. By playing these basic parts for a long time vyou
will 1learn to feel the groove of Shiko, and embellishments will
begin to flow without destroying the feel of the music. This is
the process the entire group must go through before you can
really play Shiko. Now part of the genius of Folkloric style
becomes apparent. The best way to learn the groove is to listen
to experienced players play while playing a simple support part.
Hence places for both students and teachers are provided in the
basic chart. For those without such help the following
guidelines should be kept in mind.

1. The bell and axatse parts are very basic and should not
be varied. The exception is that a bell may use a single insted
o0f a double stroke sometimes to rest and provide variation. This
should not be overdone as the train-like feel established by the
timekeepers is essential.






2. Implicit <c¢lave has been scored in to emphasize that
even though no instrument is playing the clave pattern the clave
feel still wunderlies the music and must not be violated (eg. by
reversing one of the drum parts). It is critical to keep the
polarity established by the implicit clave intact at all times
so that musical phrases can flow smoothly. It might be helpful
to have someone play clave at least until the feel has been
ingrained.

3. Melody is established by the tuning of the drums and
the rythmic placement of open tones. This melody is important in
the music and must be kept in mind when improvising. These parts
set up a double conversation. Tumba and lo conga converse every
measure. Quinto and high conga converse once per clave cycle (2
measures). The drum parts deserve individual attention.

2.7 Shiko support parts

The tumba in Shiko plays a classic tumbao, driving the
dance pulse with bass strokes, with an open tone on the upbeat
of the weak dance pulse. Placing a muff squarely on the wupbeat
of the strong dance pulse makes this tumbao very blocky and hard-
driving. This is part of the feel of Shiko. The bass strokes on
the Dbeat should be relentless and steady, like a disco bass
drum. Because of it's great responsibility to the rythm and
because 3 other drums are speaking somewhat more freely
improvisation on the tumba should be restricted to small
embellishments and wused sparsely, simply to keep the part from
becoming "locked up". The most common variation is to double the
final tone. Too much wvariation on the tumba will destroy the
groove so beware of mutiny on the tumba.

The lo conga part is somewhat freer
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Apendix A.-Modern Metric Notation

Modern Metric Notation is of european origin and in spite
of the relative simplicity of European rythms as compared to the
rich Indian and African traditions, it suffices to notate these
musics as it 1is based on principles which underly all rythm.
These principles are time span and pulsation.

Pulsation is the phenomenon of time ordering itself into
regular bits. Perhaps it is a feature of time itself, perhaps it
is a figment of human perception, but it is real. This "silent
pulsation" is the thing that makes rythm possible. One can find
a silent pulsation in all rythm, whether an instrument is
actually playing it or not. There may be many possibilities,
nonetheless in any music played in time it will be possible to
find a steady pulsation which the music 1is based wupon. This
pulsation I will call the Basic Pulse. It may be q ite fast. I
will represent a basic pulse by an eighth note ). Finer
divisions of time can occur in the music, but they are not
generally percieved as a steady flow. These are the sixteenth

‘R ) and higher order notes.

The Dance Pulse is the pulsation in the music to which the
body tends to move. It is usually slower than the basic pulse,
each dance pulse being composed of 2 or more basic pulses. The
dance pulse is sometimes called the "beat". Use The ears to find
the basic pulse, use the body to find the dance pulse. If a
dance pulse 1is composed of 2 basic pulses the dance pulse is
said to be binarily divided. If a dance pulse is composed of 3
basic pulses it is ternary. If 4, quarternary. Etc. and so on. A
binary dance pulse is represented by a guarter note ( ), A
ternary dance pulse 1is a dotted gquarter note ( Ju ), a
gaurternary dance pulse is a half-note ( ).

The Time Span 1is a 1length of time, measured in basic
pulses, over which the underlying rythmic template of the music
repeats itself. In most music this time is 2 dance pulses. In
this notation the time span is represented by the measure. The
measure is the space between 2 bar lines.

U mensoie

The way pulsations are organised within the time span
determines the time signature. There are many possible time
signatures, but the 3 simplest p0551b111t1es suffice to describe
the vast majority of the world's music. A measure composed of 2
binary dance pulses is said to be in ( & X ) time. 2 ternary dance

pulses make ,a measure of (g ) and 2 quarternary pulses make a
measure of ( 4‘). The 2 dance pulses that make up a measure of
music are referred to as the strong (first) and weak (second)
downbeats. Strong and weak do not refer to volume, as often the
weak down beat recieves greater stress than the strong, (as in
rock music where the weak downbeat is called the '"backbeat" and
is always stressed) but rather to a sense of closure or
resolution. The strong down beat will feel more stable and
resolved.




I claim that these 3 metric conventions suffice to notate
the bulk of the worlds music. Each has it's own personality and
peculiarities, however before we proceed further let us examine
a few of the ambiguities and exceptions.

1. Hemiola refers to an apparent switching back and forth
from one subdivision scheme to another, wusually binary to
ternary. This is quite common in west african music.

g‘—;l S S ’\%7 ¢ J\‘t\‘t‘l{ HEMio LA

( 2 G Reups aW-}D (2 Growrs oFf 1)
In this case the notationis somewhat arbitrary. The first (or
strong) measure could be written in "waltz time" ( ) which

indicates a measure composed of 3 binary dance pulses, 1 strong
and 2 weak, the second (or weak) measure remaining in ( %,),

g

or it could be notated in ( %;) using the triplet marking.
2
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Both alternate notations are cumbersome at best, and
misleading at worst. The waltz time notation gives the false
impression that there are 3 dance pulses in the first measure
ond only 2 in the second. In my experience this is not generally
true, the hemiola usually lasts for 4 dance pulses. The ( %; )
notation gives the false impression that the pulses in the weak
measure are divided in a binary fashion. In my experience most
hemiola will be best notated in ( ‘g ).

ESN

2. Polymeter refers to a continuous crossing - of different
subdivision schemes. Depending on the level of subdivision of
the dance pulse these can be simple or complex.
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This is the most common case and as with hemiola the ( gf)

notation is less cumbersome and more true to the actual feel of
the music than other possibilities.
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In this case the finer 1level subdivision of the dance
pulse makes both notations cumbersome, hence choice of notation
is arbitrary and should be based on context. This and even more
complex polymeters are actually quite rare and can be dealt with
individually.
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3. Uneven division of the time span is represented by odd
time signatures, for example jazz ( j:).
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These cases are also rare in most music (although common in
hidustani tala) and can be dealt with individually

4. Unequal time spans. The above example could also be

notated,

_— — T

Now the division of each time span is even but the time spans
are of different lengths. Choice of notation is again arbitrary
and should be based context. Much more complex combinations of
all these examples can be found in the hindustani tala
repertoire however it is interesting to note that the most
common hindustani tala "Tintal" is a simple ( i_) rythm.
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O0f course there are many other exceptions, complications
and shortcomings of this notational system. The thing to keep in
mind is that notation 1is only a tool for communication and
analysis. Notes written on a page are not music. They only
become music when played by a musician with passion and
sensitivity. No amount of notational skill can replace a
musician's '"feel" for the music. There are subtleties in all
music which notation will be unable to capture. This is why we
will always need live people to perform real music, many thanks
to all spirits!
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A graphic description of the 3 subdivision schemes
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Essay on Community, by Dave Lyons

: Community is a subject of great concern to many in our
modern society, and for good reason. With massive urbanization,
rapid transportation, and extensive media disinformation the
ties that bind people together have been frayed to the point
where most people feel completely isolated and alone among our
teeming millions. This sense of isoclation leads to an attitude
of selfishness which propagates, eventually 1leading to crime
which in turn justifies govornmental control and a complete loss
of individual freedom and choice. Sound familiar?

Many thinking people have witnessed this trend and sought
to escape it via the "counter culture" Which places the freedom
of the individual above all other considerations. I applaud
this, however the selfishness intrinsic to such a position 1is
bound to degenerate into anarchy and a need for control if
individuals are not willing to temper their freedom to the needs
of others. These counter culture groups have done much to revive
interest in alternative lifestyles and folk arts, but their
preoccupation with the individual has alienated many so called
"responsible" people from their cause. This has prevented the
assimilation of their values into the "mainstream". They create
folk art but it often 1lacks the spirit of cooperation which
would bring 1t to the highest levels of creativity, at which
point the public at large could not fail to notice, and desire
to join in. It is this issue I would like to address.

Self Expression versus Cooperation

I hear many people who profess to "play the drum" say that
they "just want to do their own thing" or that "having to play a
structured part destroys my self expression'". In my opinion this
tind of thinking is both a symtom and a cause of our communities
not functioning properly. Many '"dancers'" say the same thing,
that having an organised dance interferes with self expression.
In my experience nothing could be further from the truth. I
believe that freedom and self expression are the most important
things that a person or community can have. Therefore I also
take issue with '"music and dance nazis" who insist that a
particular piece of music or dance must always be performed in
the same way. I sav:

Self expression and cooperation are not mutually
exclusive. They reach their highest pinnacle when
combimed, completely integrated.

Witness the music of an african drumming ensemble. Each
person plays a completely different part yet these parts must be
related to each other in specific ways for the whole music to
work. Each musician must be more concerned with the success of
the whole than with their own idividual recognition, but the
music works best if each individual plays with heartfelt
conviction born of true self expression and tempered with
respect for the whole. In this way the ability for us all to be



free individuals is taken to new hieghts by our ability to work
together.

Art imitates life, and vice versa,

therefore however it 1is in your music and dance so it is
in your neighborhood. If people become more concerned with their
own needs and recognition than with the success of their
community as a whole their greed will interfere with their
neighbors ability to live freely. The resulting antagonism will
ultimately end in chaos. On the other hand if a single person Or
group attempts to control this chaos by forcing others to do as
they say even greater restriction of freedom occurs, with even
greater resentment.

The greatest amount of individual freedom is thus afforded
by the middle way. In this community people would realise that
their personal greatest good comes from the success and freedom
of everyone and everything. People would willingly cooperate
without needing to surrender individuality. Obviously in a
system like this great havoc could be caused a greedy Or power
hungry individual. The benefits of such a society would have to
be so great that no one would even think of behaving in such a
manner.

The question of course remains, how do we establish such a
cooperative attitude within the reality of our greed driven,
power hungry, selfish and short sighted society? How can people
come not only to believe but to know visceraly that their best
interests are served by serving the best interests of the
society and the environment as a whole?

I contend that these 1lessons can be learned through
cooperative folk art, namely music and dance.

"I ywouldn't want to belong to any club that would have me
as a member." -Graucho Marx

It's fine and dandy to tell a person something but they
rarely bhelieve or understand until they experience it for
themselves. The arena of a cooperative folk art event allows
people to experience the reality of cooperation and freedom
taking each other to giddy hieghts with relatively little risk.
This knowledge can then be applied to daily life at greater and

greater apparent risk until "yirtuous selfishness" and "free
cooperation" replace '"short term selfishness" and "forced
cooperation'" in our society as a whole. This would be heaven on

earth, and in order to acheive this 1lofty ocoal all we as
individuals need need do is come together and risk a little of
our precious time learning to participate in an "organised" folk
art event.

Many people will Dbe skeptical of this statement, and
rightly so. Until one has experienced the power of cooperative
freedom it seems greatly exaggerated by it's proponents. A true
skeptic, however, 1is always willing to learn, so what have you
got to lose. Drop your reservations for a moment and get
involved in doing something "organised" with others.



You may find that it is more difficult than vou imagined.
This 1is as it should be. Nothing (or everything) worth having
comes for free.When one enters community one must accept
responsibility for providing that community with something of
value. In return the community must make use of each
individuals' talents and skills in a way that allows them free
expression and validates their sense of individual worth. None
of this will happen without effort and thoughtfulness from all
involved, however once you experience the jov of coming together
to create something that no individual could have conceived you
will want that feeling as a permanent part of vyour life. I know
this firsthand and I have heard it from many with whom I have
shared such experiences. This heartfelt understanding has
filtered down into many aspects of nmy daily 1life and will
continue to do so as I continue to learn and grow. I only wish I
could have had this understanding much earlier, and that all
people, especially children, could learn the benefits of free
cooperation through folk art, so that the healing of the world
could begin.

Towards this end I suggest the grass roots establishment
of cooperative folk art traditions in all communities throughout
the world. Many communities have never lost their folk art
traditions. Those of us seeking to reestahlish community amidst
the heartless and spiritless urban societies created hy our
"civilization" have much to learn from them. Yet we must
remember that folk art is about expressing ourselves as much as
it is about working together. We must seek to allow all our
voices to be heard harmoniously, to create something unicguely
our own. To this goal I dedicate myself freely.

"Do what thy Will shall be the whole of the law."
~-Aliester Crowley



