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Introduction

The lnte 19408 mw the emergence of & new school of drummens who combined many influences
Alro-Cuban snd Latin rhythms, impormed into the Dizzy Gilleapie Band by the late Chano Pono in 1948
were mpidly takoon op. Within a few years their use, previously a rarity and regarded us distracting from
the suthenticity af jarr could be detected at one point or another in almost every performance by mexd-
ern jazz groups. This infision of Latin thythms drew Lhe o the periphery of laxz s weblth of previously
unfamiliar percussive sounds.

Latin Music is founded on 8 two-messure rhythm pattein, a formuls played on & pair of thick hard-
wood sticks known s the “claves.” This 5 the continuum of all Cuban mmmic. Authentic mambo smeko-
dies are “in clave,” that i, their main accants correspond with the sccent of (his two-medsure drtery,
Fundamentals such a8 rhambe, mambo, merengue and cha-cha comstitute a diversity of accentuntions,
applisd to the mubdivision of & four-four measure into sight notes,

The piano plays a very important mle in this music, for the chords are hroken in continuoms homo-
phonic unison. This is called “Montuno-Guajes™ o “lumbaes™ in the Latin vocabulary. Montunos sre
usially performed with both hands in unison, loft hand coupled with right hand on the octave. Harmo-
ny chord structures ar written Lhe same ss jore.

This book will explain to the student how to pley Latin rhythnw from any particalar chord inversion,
according Lo the melody, whether nstrumental or vacal For best results, any individual or class ueing
this book should listen toad much Latin music (both live and recarded) an possible
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Chapter |

Progresaions on the I-TV, V7 Major or L iim, V7 Minor were commonly played in the 50s by Culan

bands, and i well known as “Son Montunn,” “Guiiires ™ “Charanga Chords.™ or “Tipko Style.”

These patterns are playd in major or minor tonalities; right hand will couple unison at the octave

with the left hand.

The bass player will play the notes of bass clef. The lefl hand and right hand will play the same ni-
son af the 8va. These particular cxerviscs should be played in all keys, and memorized for & good

knowledge of the material.

Please be simpile and spocific when playing the Mimiuno. otherwise the barmony will be dense.
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Chapter II
Inversions Over the Dominant 7 Chord

In this chapier we will analyze the dominant seventh chord from ali its points, as well as Major and
minor chonds

You can play & Latin number just on one dominant chord change, called “Descarga Latina ™ We will
cover many different Montenos over the Dominant 7 chord Some time can be integrated over the iim7,
V7 situntion, and we will write Montunos over |2 bar blues structures as weil,

The left hand will pley seme s right hand, Sva unison; bass player plays the bass line. Like Chapier
1. be simple and specific when playing otherwise the harmony will be dense These caorcises should be
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Chapter I

This type of Montuno containg many harmonic chord changes as we play bs the Jarz idiom; im7, V7T
and Imaj? Montunos from the 57 or b3 of the miner, dominant and majer chord. These are Latin Jarz
progressions in Monluno style.

The leh Imnd will play wume 35 right kand, $va unison: the bess player plays the bass line. These
Montunos ¢an be used for fars changes and will be called Latin-Jazrs piaso They can also be played try
vibraphones and guitars iz substitution fir keyboards.

Meontunos can be invertad from the b7 and b3 Major or eninor of all chords on ilm7, V7, Ima)7 or vi.

Play these exercises as in Chapiers [ snd IT. learn in afl keys to be played over chord changes withoot




1 — L_ . — —§— h
_%"l'. }_ E'!" F | ,-' I -
EFHjm '.:I" L] - S e — —_— .
S 7 — g—r—*¢




GTed

L
1. i

=

|

el




Lt tom
U

=

i

piod—pg
e s

e

-,
e
.H'

F-

el

f

- -»
= .

i









vl
- -
e

—
o
Cmaj7

0

e 4

“ae W
.m..r -L._. I a $
< ||
) N

.-l. |
1__"

gt

A
-
e







Descending Major Seconds [im7 - VT - | major?




Descending Major Seconds HmT - V7 - [ major?
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Chapter IV
Rhythms

We will comp the same way as the rhythm will indicste Thess ure similar to the jazz comp, but there
are many different accents to Indicate the basic rhythm paiterns for the style of music performed.

Rirythms for Buteo and Sambs
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Rythme for Tango
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