


ABOUT THIS BOOK 

All jazz musicians play a number of Latin tunes, but for most cases Latin 
means a generalized feel and approach, and nothing necessarily specific 
beyond a straight eighth-note feel. This book offers the jazz pianist a more 
specific approach to playing Latin jazz piano based on traditional Latin music 
from Cuba-known as Afro­Cuban-and Brazil. Each differs in its rhythmic 
approach and feel, and each cornes from a different tradition. Whereas the 
piano is a crucial harmonie and rhythmic instrument in a traditional 
Afro-Cuban ensemble, the guitar more typical1y plays that role for a Brazilian 
ensemble. The jazz pianist, however, often is called on to supply chords and 
accompaniment rhythms for Brazilian-based jazz when a guitar is not present. 

This book does not attempt to instruct the reader in the area of traditional 
Latin piano playing, but rather in 
the area of Latin-based jazz piano. The traditions serve as points of departure 
for a more improvisatory jazz approach. Sorne of the more popular traditional 
styles introduced in this book include mambo, cha-cha, bossa nova, and 
samba. The book addresses the three raies that the jazz pianist typically plays: 
1) a member of an accompanying rhythm section, 2) a Iead instrument within
an ensemble, and 3) a solo instrument. The book is divided into three main
sections: Afro-Cuban based jazz piano, Brazilian based jazz piano, and Iead
sheets for play along.



INTRODUCTION: 

WHAT IS LATIN JAZZ? 

L
atin music has been associated with jazz from the very beginnings of the genre in New Orleans, 
around 1900. Jelly Roll Morton, the first great jazz pianist and composer/arranger, spoke of the 
"Spanish tinge" as a crucial element in jazz. He was referring to the habanera rhythm (J. J. J). 

This rhythm was played by Morton and others in the earliest days of jazz and was most famously featured 
in the middle section of WC Handy' s "St. Louis Blues," published in 1914. The habanera rhythm was a key 
feature of the Cuban da11z611, which was an important forerunner to more modern Cuban music. 

Latin music and jazz share common roots and both are mixtures of African and European musical elements. 
Form and harmony corne from Europe, and rhythrnic concepts corne from Africa. Latin music also has 
more direct influence from Spain and Portugal. The proximity of the major ports of New Orleans and 
Havana led to the exporting and importing of jazz and Latin music, and both influenced each other in the 
Twentieth Century. 

Cuba became a major center for the style known as Afro-Cuban music. Often the tenn "Afro-Caribbean" is 
used today to be more inclusive of dominant centers such as Puerto Rico. Salsa, the dominant modern style 
of Afro-Caribbean music, cornes largely from Puerto Rico and New York City as well as Cuba. Cuban 
music, however, played the key rote in the füst significant merger of jazz and Latin music in the 1930s, 
and especially in the 1940s. Varions big bands of the Swing era incorporated some Cuban influenced dance 
music in the l 930s, but the real confluence came in the l 940s when Dizzy Gillespie merged Afro-Cuban 
music with bebop. Dizzy hired Chano Pozo and other Cu ban musicians in an effort to merge the two 
genres. The experiment had some success despite the contlicting rhythmic conceptions. The key difference 
was the concept of the clave in Afro-Cuban music. The clave is an underlying rhythm that organizes the 
surface rhythms of the music. It is often compared to the "swing" feeling associated with much jazz. The 
concept of the clave is crucial for Afro-Cu ban styles, but foreign to most jazz musîcians. Latin jazz became 
more commonplace in the 1950s, and several groups, including those led by George Shearing and Cal 
Tjader, incorporated the clave concept along with some Cuban musicians. Most jazz musicians, however, 
played various Latin jazz tunes without regard to the clave. 

In regard to Afro-Cuban (Afro-Caribbean) music, the term "Latin jazz" can refer to two dîfferent kinds of 
music: IATJN Jazz (based on the clave) and Latin JAZZ (not based on the clave). The Afro-Cuban section 
of this book serves as an introduction to the concept of the clave for jazz musicians who may not be famil­
iar with it. Sorne of the major LATIN Jazz pianists include Eddie Palmieri, Chucho Valdez, and Michel
Camilo. Pianists who play Latin JAZZ include Horace Silver, George Shearing, Claire Fisher, Vince 
Guaraldi, and Chick Corea. The piano is a crucial member of any Afro-Cuban based music. 

The 1960s brought a whole ne\v sound and style to jazz based on a new music from Brazil. lt was called 
"bossa nova" and blended elements of samba-a traditional Brazilian music-with jazz. It was sometimes 
referred to as "jazz samba." Bossa nova took America by storm and entered not only the jazz world but the 
pop music world as well. Jazz saxophonist, Stan Getz, popularized bossa nova and had several hit records, 
including "Desafinado" and "The Girl from Ipanema." Bath of these songs were written by Antonio Carlos 
Jobim, who along with Joao Gilberto and others invented the new style in Brazil. Bossa nova's gentle 
undulating rhythmic underpinnings seemed to appeal to almost everyone and quickly became a standard 
feature in most jazz and pop musîcians' repertoire. Unlike Afro-Cu ban music, bossa nova required no extra 
percussionists and specialized piano parts, and therefore almost anyone and any band could play it. It is 
safe to say that all jazz musicians play bossa novas, but not al! play Afro-Cuban jazz. 
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