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SECTION ONE - THE TUMBAO BASS LINE

CHAPTER ONE - The Basic Tumbao and its Main Variations

The simplest version of the most basic Afro-Cuban bass line, the tumbao, is as follows:
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Practice this thythm along with Track #2 until each note is played with rhythmic authority. You might
try accenting one of the beats in each bar for a while, then a different one (e.g. first the "1", then the "and of
two", then the "4", etc.) This track uses mostly roots and fifths in the bass so you « ocus completely on
rhythmic accuracy. Here, and throughout the book, we have transcribed Oscar's playing on the accormnpanying
CD:s for you to study and play along with. After doing that, however, we strongly suggest that you improvise
your own lines using the basic ideas and rhythms being presented.
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This next track takes the one bar thythm we just learned and adds different rhythms in the following
bar to create some two bar patterns. After trying to match what Oscar plays here, we strongly suggest that you
turn off the bass channel, and then play one phrase at a time (listed at the end of the transcription) along with
this track until it feels natural to you. These phrases will prepare you to play the syncopated version of the
tumbao later in the chapter:
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Here is a typical salsa chord progression, transposed to different keys, that uses the tumbao bass line.
Here only roots are used and the rhythm is played with virtually no variation (but it swings!). Try to imitate
Oscar's sense of forward motion and complete rhythmic assurance, even after you turn off the bass track and

are on your own.
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Following are the basic variations of the tumbao that are found in standard dance-oriented salsa.

VARIATION 1
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The first figure above is like the unsyncopated tumbao but the "and of 2" is not tied to the "3". This

is often found in older styles of Cuban bass playing. The second version above is also the original bass

rhythm for the mambo.
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