-GUBAN

AFRD

2

—
—
e



Berklee Practice Method: Bass
== By Rich Appleman and
John Reppuci
ISBN: 0-634-00650-0 ~ HL: 50449427 | BOOK/CD $1495

The first-ever method developed to help teach musicians how to play
in a band. The book and play-atong €D will help you improve your
nening, technique, and reading ability,

\* Afro-Cuban Slap Bass Lines

== By Oscar Stagnaro

| ISBN:0-634-02378-0  HL: 50449512 | BOOK/CD $19.95
Learn 10 play bass in seven popular Afro-Cuban styles. The included
CD has percussion tracks, play-along tracks, and complete songs.

Instant Bass
By Danny Morris
UISBN: 0634.01667.9  HL 50445502 ' BOOK/CD §1485

Berklee's revolutionany senes 1o get you jamman’ right away.
Simple lessons and the play-along CD gve you just enough
technique and theory 10 get you playing

deied Slap Bass Lines
e By Joe Santerre  9=TA8INCLUDEDS
ISBN: 0-634-02144-3 _ HL: 50449508 . BOOK/CD 519.95

Learn the ar of creating sofid slap bass grooves in rock, funk, and jazz
music, with more than 80 examples of slap bass lines to learn.

Essential Rock Grooves for Bass
«% Featuring Danny Morris

ol - S ——

ISEN:0-87639-037-8 HL: 50448019 DVD $19.95 Eere

Study the techrmiques 1o help you anchor your band with a solid
foundation of bass lnes, chord progressions, and riwthmic and
harmonic vanations.

f -% Rock Bass Lines
BEGUIMNS By Joe Santerre  E=TABINCLUDEDS
" ISBM: 0-634-01432-3  HL: 50440478 | BOOK/CD §19.95 i

Contans tons of nffs and lines found in your favorite rock
tunes Play along vath the killer tracks in eight different rock
styles on the mcluded CD.

Blues Improvisation Complete:

C Bass Instruments

| By Jeff Harrington

| ISBM: 0-634-01532-X  HL:50449488  BOOK/CD $19.85
|

Lea n 10 improvise i gazz, Latn, fusion, blues, and rock styles with
| musical examples and play-along CD.

AEARTL K
AR A0

\'.',‘. T T

Bass Player's Handbook

Simn By Greg Moater & A Guide to Jazz Improvisation:
ISEN: 0-634-02300-4 : HL: 50449511 BOOK $24.95 ; = Bass C!ef

Pronacies Darssists wath @ complete guide 1o understanding the s - .
onigins and works of their instrument, By John LaPorta

ISBN:0-6348-00764-5  HL: 50449443  BOOK/CD $16.95

Includes ear and rhythm traireng with call-and-response
e and play-along with legendary jazz artists on included CD.

-

el !

¥a Chord Studies for Electric Bass

# By Rich Appleman and
s Joseph Viola
ISBN: 0-634-01646-6  HL: 50449750 BOOK $14.95

Great for mtermechate 1o advanced players, this book develops
Ml aspects 0f Doss techrsgue, including basic and extended
choecks wy Al ks

Berklee Press products.

Reading Contemporary
Electric Bass

k=8 By Rich Appleman

ISEN: 0-634-01338-6  HL: 50449770 BOOK 514.95

A comprebiensive collecton o exercises and
performance studies desgned 1o enable you 10 play
L a wade range of musical styles

Berklee Press books and DVDs are available wherever mus:c bonks are sold

- Go to wwwberkleepress.com or call 866-BERKLEE (237- 5533) fora complete r.atalog of

Check out our online courses at herk!eemusrc.cum



CONTENTS

G0 Tracks

(D Tracks

Introduction to Afro-Cuban Styles

Slap Technique

Lessons
Lesson 1: Cha Cha Cha 1-3
Lesson 2: Son Montuno 4—6
Lesson 3: Songo 7-9
Lesson 4: Timba 10-12
Lesson 5: Afro-Cuban g‘ 13-15
Lesson 6: Latin Jazz 1618
Lesson 7: Latin Jazz in 7 19-21

About the Author

 Page

v

vii

15
22
29
37
46

56




p—

[ T o T S T O
=T R R = G A e A ol

il o M T B e

CD TRACKS

Hasta Manana (Full Band)

Cha Cha Cha Percussion

Hasta Manana (Play Along)

La Lomas del Son (Full Band)
Son Montuno Percussion

Las Lomas del Son (Play Along)
Oye mi Songo (Full Band)
Songo Percussion

Oye mi Songo (Play Along)

Me Voy Pa’ la Timba (Full Band)
Timba Percussion
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Latin Jazz Percussion
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Que es la Cosa? (Play Along)

Keyboards: Alon Yavnai
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INTRODUCTION TO
AFRO-CUBAN STYLES

As a bassist learning to play Afro-Cuban music, it is most important that you understand the essential
rhythms that are at the heart of these styles. Note choices for Cuban bass lines are relatively
straightforward. The root, fifth, and octave are the primary notes of Afro-Cuban bass lines, and
focusing on them will usually sound appropriate. But playing the proper rhythms is critical to
achieving the correct feel.

Cuban music has roots in both African and European styles. Many folkloric rhythms have also been a
part of popular Cuban musical culture for hundreds of years. These are essentially percussion and
vocal styles, using instruments such as the guiro (gourd), maracas, and various drums, such as the
tumbadora (congas), bongos, and batd. The Spanish guitar has also been a part of Cuban music since
the 1700s.

Most modern Afro-Cuban styles have origins in two sources: the danzon and the son. Using either of
these traditional rhythms in their newer derivative styles, to be discussed, will serve as a solid and
appropriate substitute.

The danzon has its origins in the mid 1800s, when a civil war in Haiti against occupying France
resulted in an immigration of Haitians into Cuba. At the time, there was a French/British style of
- chamber music called “Country Dance,” popular in high society Europe and Haiti. The Haitian
immigrants brought it with them to Cuba, where it became known as “contradanza.” The essential
rhythm of this style was the “cinquillo,” a five-stroke rhythm.
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Cinguillo

The cinquillo is at the source of music throughout the Caribbean, including danza cubana (Cuba),
habanera (Cuba), bomba (Puerto Rico), compa (Haiti), calypso (Trinidad), vallenato (Colombia), and
many others.

In Cuba, the cinquillo became the rhythmic core of a popular style called the “danza,” which was a
little faster than the contradanza. Around 1891, the first danzon, “Las Alturas de Simpson”
(Simpson’s Heights) was composed by Miguel Failde. A second bar was added to the cinquillo,
consisting of four quarter notes. This new 2-bar phrase was called “danzon.” The instrumentation
also changed. To the chamber instruments, such as piano and strings, were added percussion
instruments—first the guiro, and then later, the timbales. It was also played by marching bands.

The danzon is the most representative Cuban dance, and it is critical to understand its value and
importance.
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Danzon

Son is the other major Cuban style. Son has its roots in the clave pattern, which originated in Africa.
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A traditional Cuban son ensemble includes maracas, bongos, guiro, guitar, marimbula, claves, and
voices. A trumpet was sometimes added to create a septet. The two most important son ensembles were
the Sexteto Habanero and the Sexteto Bolona.

Son is at the heart of many later styles. The percussion and bass parts are similar in son, son montuno,
guaracha, and mambo. The main differences are in tempo and orchestration.

= In traditional son, bongos and maracas are the most important percussion instruments.
» In son montuno, congas are used instead of bongos. It also has a cowbell and timbales.
=  Guaracha is at a faster tempo than son and son montuno. It features the bongos.

=« Mambo often features a big band.

Arsenio Rodriguez brought the tumbadora to the typical son sextet, replacing the bongos, and also
adding two trumpets, This created a style called diable (or “sabrosura™), which later was called son
mantuno.

The creation of mambo is often attributed to Cachao Lopez and his brother, Orestes Lopez. Also,
the pianist Damaso Perez Prado is often credited with mambos’ big-band sound, still heard in
contemporary Cuban and Puerto Rican dance bands. Famous mambo compositions often include the
name “mambo” in the title, such as “Mambo #8,” popularized by Loui Vega in the 1990s. Benny More,
“el Rey del Mambe,” was the most famous Cuban singer of all time,

Songo (created by Los Van Van in the early 1970s) and timba (1980s and 1990s, by NG La Banda)
are the most representative of the new Cuban styles. These incorporate the drum set as an essential
part of the group. But it is worth noting that the drum set was already being played by a few Cuban
orchestras around Havana around the 1950s, influenced by the American jazz big bands, which
frequently performed in the nightclubs.

Latin jazz (Afro-Cuban jazz, Cubob) was created by Mario Bauza. It mixes all the Cuban rhythms
with jazz harmony and improvisation. In its purer forms, it is instrumental, but background vocals are
sometimes added. One of the most popular Cuban bands, Irakere (1970s to 1980s), is a Latin jazz group
that was also was a dance band.

Most Afro-Cuban music is felt in cut time, with exceptions being bolero, cha cha cha, and the H
rhythms.

The Bass in Afro-Cuban Music

Cuban music has always had an important bass part. At first, the lowest notes were played on the
botija, a large bottle used for olive oil, played as a wind instrument. Then, the marimbula (kalimba)
became popular. This five-note percussion instrument originated in Africa. Strips of metal are
thumbed over a resonating box. A great improvement was the acoustic bass, which arrived with the
European-trained musicians in the early 1800s. Finally, the electric bass guitar became popular in
the 1960s,

There have been many extraordinary bass players of Afro-Cuban music. In the traditional Cuban style,
playing acoustic bass, the most important and innovative bassist is the Legendary Israel “Cachao™
Lopez. Other great acoustic players include Bobby Rodriguez, Lazaro Prieto, Victor Venegas, Andy
Gonzales, and Joe Santiago.

The pioneer of Latin slap style is Sal Cuevas, who played for the Fania Label in New York City, and
recorded with Willy Colon, Celia Cruz, Hector Lavoe, Ray Barreto, Ruben Blades, Fania All Stars,
and others. His use of r&b, funk, and jazz elements, mixed with slap technigues, make him the most
important player in the development of the Latin slap-bass style.

Other excellent electric bassists include Bobby Valentin, Oscar Cartaya, Lincoln Goines, Ruben
Rodriguez, John Pefa. Mike Vinhas. Feliciano Arango. Carlos del Puerto, Alain Perez, and Charles
Flores.



SLAP TECHNIQUE

The styles in this book are best played using slap bass technique. Instead of simply plucking the
strings, as in finger style, slap style gives you many more kinds of articulations, and these work
beautifully with Afro-Cuban music.

Slap can serve as an arrangement technique. For example, you could play one phrase or chorus using
finger style and the next using slap style. Though you could easily use normal finger style for all the
music contained in this book, using slap articulations will be much more stylistically appropriate and
interesting.

There are just a few slap techniques that you need to master. Once you get the hang of them, you will
find that they let you play much faster, and with much more expression.

Here are the slap techniques used in this book. These directions assume that you are using your left
hand on the fingerboard. Otherwise, reverse the directions.

Thumb r Use your thumb to strike the string against the fingerboard. This is
T the most common articulation in Latin slap. It replaces the usual
fingering of notes.

Thumb Up r Use your thumb to pull the string away from the fingerboard.
u
Dead Note r Mute the string so that it doesn’t ring. This can be combined with

other techniques. For example, using a T on a dead note is a good
way to get an unpitched percussive sound. In this book, we use this
technique when learning new rhythms.

Pull off r Use your first or second finger to pull up on the string. This is
P another one of the most common Latin slap techniques. It is often
used on high notes, and alternated with Ts.

Hammer on r Use your left-hand fingers to articulate the notes by hitting the string
H against the fingerboard.

vii



viii

Pull-Hammer

Slide

Lift
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A pull followed by a hammer. The right hand does not attack the H
note. These always go from lower notes to higher notes on the same
string. The H is often omitted. If you see a T or a P that is tied to an
unmarked higher note, playable on the same string, play that higher
note as a hammer. It is another very common Latin slap technique.

While a note rings, slide up the fingerboard to a note. The right hand
does not attack the S note.

While a note rings, lift your left-hand fingers to sound a new note.
The right hand does not attack the L note. These always go from
high notes to low notes, playable on the same string. The L is often
omitted. If you see a T or a P that is tied to an unmarked lower note,
play that lower note as a lift. It is another very common Latin slap
technique. -



LESSON 1.
CHA CHA CHA

The cha cha cha was created in the late 1940s by violinist Enrique Jorrin, of the Antonio Romeu
Orchestra. Mr. Jorrin’s first cha cha cha composition was “La Engafiadora.” He named the style “cha
cha cha” after the sound that dancers made when dragging their feet on the floor. It develnped from the
four quarter notes of the danzon rhythm (see introduction).

Cha cha cha is one of the few Cuban styles that is in 4 time, rather than cut time. The pulse is gen-
erally between 100 and 120 bpm. Its lyrics reflect daily life in Cuba. It is still a popular style among
Latin jazz composers and performers.

Listen to “Hasta Mafiana,” and follow the bass line. Notice that the “and” of beat 2 is always sounded,
and that the rhythms are all repeating 2-bar patterns. These characteristics are typical of cha cha cha.

Com{: Va '--as pcrformed by
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RHYTHMS

Practice these rhythms along with the recording.

I. First, use a thumb slap (T) on a muted string for each note.
2. Second, alternate using thumb and pull (T and P) articulations.

3. Third, use the articulations indicated.

Then repeat these three steps, but substitute the root of each chord shown for the muted note.

1. Basic Cha Cha Cha Rhythm

A1 -7
T T T T T : T p i
Y2 — ,, - - — = = y —
| e i | = e
2. Cha Cha Cha Rhythm Variation 1
A=T o7
T p T T P T T
- 3 1 1 ]I | i i | | 1
3. Cha Cha Cha Rhythm Variation 2
A-T 07
T P T P T T T T T
")_E i . ] | 1 i |VL L I :

b




BASS LINES

.
‘2 = Practice these bass lines along with the recording.
n

1. Basic Cha Cha Cha Bass Line

A7 07
T T T T T T T P H
1 iy 1 I k. 1 1
g= Si=E T . —F —
B 2
|-ﬂl. a E E 9 [ =4
LH 5 5 5 - z 5 - - -
2.Cha Cha Cha Bass Line Variation 1
AT -7
T P T T T T o T
% = = == = e —
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i hr hr 7
B : ? : 5 5
3. Cha Cha Cha Bass Line Variation 2
-7 0-7
T p T P T T | SR T T
SESHE P == —+ —
SEe——— = —
T 9 7 7 r |
__é - = 5 B 5




Exercise

Practice this cha cha cha bass line along with a metronome or drum machine. Practice it slowly at first,
and then increase the tlempo 1o a pulse of 120 bpm.

875 € A-T 01 8765 €7 A7 07
T T

i 1 T T g P A S A § T P
: — -"‘_F - .___,'_’ -
I i T 1 1 — - ]
e Fege— ! -y ; B e e o o e e
- b | A - o | . - [ ] X i ]
F==l= = - S— =1 1
e T i
957 5—7
% 7—7 55— 7—7 5
: 7 + 5 5—d 7
C- G7 e- 1 8-1¢5) €T A 07
w & E T e ™ 7 r T T T s i
‘ ] ! ;
By Do — : } T s S =t ==
- ; o — o — -
=== LA S e e e S s S S Ee
E | = 2 k- I L} —
:ém—e 513 32 E 0-— 9 -3—4—5 —

: T T F T T T T T T T T F
! o B F A
3 & - - i ity L
oy ' . 5 : ]
— ____Fr i p — == = 7 . e I...Fl--IF 7 1 I ‘;
i I 1 x t TR ‘S
i a q = 7 q q f 0 2 7 1
A = - o L) - c T ) = = w = = = T
_B ? T 5 LS of Li L o
0 &7 0 £ 875 € A 07
T P T r T P o SR T T P T
13 — L - f— k. L -
e} Il ST L LI - [ [l o I 1 N g I
e e e, - & ’]
1 s ! S 1 i < —S— I B i i
i D — i |
P — 5_ f —
I 3 [ = TR —
E il E 4 L] = E ] [ _» a_ Z n 5 = E |LI
i Cel of - o o 8 i""‘l': LA o o — 1

e



WRITE YOUR OWN

J = Write your own cha cha cha bass line to the chord progression shown. Use the rhythms you have been
] practicing. Then practice your bass line along with the recording.

07 87 -7 F7
_I_
B
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TUNE

“Hasta Manana" is a cha cha cha based on the chords to “Moming™ by Claire Fisher, which was one
of the first cha cha cha’s written. Notice its frequent use of the cha cha cha rhythms; especially the first
four bars are very typical. Also, notice the additional rhythmic embellishments and approach notes, as

in bars 13 1o 16.

This tune has an AABA form. In the A sections, the bass keeps the basic feel. At B, it is more open and
uses some quarter-note anticipations.

you can play it easily, create your own cha cha cha bass part for this tune,

HASTA MANANA

Practice it until you can play it with the pulse at 120. Then practice it along with the recording. Once
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LESSON 2.
SON MONTUNO

The son montuno (also called “diablo™ or “sabrosura™) first appeared in the 1940s, when Arsenio
Rodriguez added the tumbadora, trumpets, and the Cuban tres to the typical Cuban son sextet.

Son, son montuno, mambao, and guaracha are all similar. They are all dance styles, often with vocals,
and are based on the son. They differ in tempo and orchestration, but not in the essence of the son. Son
montuno uses the fumbae rhythm, which comes from the son. This rhythm is also used in many other
styles. Son montuno adds more spice and space to this rhythm to get its unique personality, but here is
its basic pattern.

o 0 —— o —_— ST
| D= L A i i Fa S A Fa i i
i s I & x il i i i &
3 1 11 ¥ 11 Il I [
| | ¥ I I
Tumbao

The bass line is critical in son montuno. It often plays unison lines with the trumpets and tres, often in
an introduction. Beat 4 is often syncopated, as in a typical son. The pulse is generally between 140 and
180 bpm.

Listen to “Las Lomas del Son.” and follow the bass part. Notice its use of the tumbao rhythm, its
opening unison, and the frequent anticipations and syncopations of beat 4 (or delays of bar 2, beat 1).

Suggested Listening

“El Reloj de Pastora™ as performed by Arsenio Rodriguez
“Para Ti" as performed by Mongo Santamaria

“Santa Isabel” as performed by Benny More

“Dile a Catalina” as performed by Irakere



RHYTHMS

,;'5“ - Practice these rhythms along with the recording.
1. First, use a thumb slap (T) on a muted string for each note.
2. Second, alternate using thumb and pull (T and P) articulations,

3. Third, use the articulations indicated.

Then repeat these three steps, but substitute the root of each chord shown for the muted note.

1. Basic Son Montuno Rythm

AT -7
i) P i T T T T
J i L/! 1 | | ]P'i | | i
2. Son Montuno Rhythm Variation 1
A1 0-7
T P & T T P P T
}: .fii o Fi0 rd (7] rd rd LT rd Fd s Fi Fd Fi
=" v e ! e v
3. Son Montuno Rhythm Variation 2
07
T P T T B £
S =T 7 e —rr —— 2
| I | 4 Y 1 I



BASS LINES

‘5» Practice these bass lines along with the recording.

1. Basic Son Montuno Bass Line

AT
T P AR T

1
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2. Son Montuno Bass Line Variation 1
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3. Son Montuno Bass Line Variation 2
A-7
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Exercise

Practice this son montuno bass line along with a metronome or drum machine. Notice what happens
on beat 4. Practice this exercise slowly at first, and then increase the tempo to a pulse of 174 bpm.
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WRITE YOUR OWN

159 Write your own son montuno bass line to the chord progression shown. Use the rhythms you have been
practicing. Then practice your bass line along with the recording,
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TUNE

Lt
E " Practice “Las Lomas del Son™ along with the recording. Notice the intro, where the piano and bass play

in unison. This is very typical of son montuno and other Cuban styles. It is based on two chords, and
the feel changes every eight bars.

LAS LOMAS DEL SON

OSCAR STAGNARD
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LESSON 3
SONGO

Songo was first created by bassist Juan Formell, assisted by percussionist Jose *“Changuito™ Quintana,
who is known for incorporating the bass drum in the typical timbalero setup. Formell popularized
songo in his ensemble Los Van Van, which he formed in the early 1970s.

Songo is based on the Cuban son and son changuia, a son style that has a more syncopated feel than
does the traditional son. Songo also incorporates elements of bass lines from Caribbean rhythms
such as calypso and bomba, and also by r&b artists, such as James Brown and other American pop
musicians. The songo bass part is much more syncopated than the traditional tumbao of the son, and
generally includes an eighth-note anticipation over the bar line. It may instead be based on the
rhutmba clave, which differs from the son clave in that it syncopates the third note.

1
A
o]
-

)
™

_::_
™
S
Ei e

wmba Clave

‘-.--
<~

The bass part often identifies a songo tune, and is stated in the introduction. The pulse is generally
between 120 and 140 bpm.

Listen to “Oye mi Songo,” and follow the bass part. Notice the introduction, the use of anticipations,
and the rhumba clave rhythm.

. Suggested Listening = e

“La Havana Si" as performed by Los Van Van =
" “Centro Havana” as performed by Paquito D'Rivera =~ =
, “Ayer ¥ HD}'".&S performed b)r Timbalaya A

ke
LA B

L

st




RHYTHMS

,ha; Practice these rhythms along with the recording.

1. First, use a thumb slap (T) on a muted string for each note.
2. Second, alternate using thumb and pull (T and P) articulations.
3. Third, use the articulations indicated.

Then repeat these three steps, but substitute the root of each chord shown for the muted note.

1. Basic Songo Rhythm

e7 F1
'T T T T P T
E: Fi - ey Y F T e —— i
S e f1 7 E 1 f f3 — f
I 4 § | 4 I 4 I 1
2. Songo Rhythm Variation 1
a7 F7
T P T T T P T T
4} .r‘ﬁ - Fa i — Fd rd i i Fi Fi Fad rd
i e | 1 |
3. Songo Rhythm Variation 2
e7 Fl
T P T T T P
.&-‘}: {? f! i‘: s i)! 1}! i,! l,.i = I’!l = :r.i' l,.l"
4 — I Y I I



BASS LINES

L

;:’R - Practice these bass lines.

1. Basic Songo Bass Line

c7 ]
L. T T T B 3
| - -
= = === — 2 — e
2. Songo Bass Line Variation 1
Q7 F1
T P T T T P T T
! — | - e
1* E i ] ] 5 5 ]
- ° ——=— == -
3. Songo Bass Line Variation 2
e7 1
P
=T T: ; r i i _— T.\ | 1
s S — e - ———
s 2 3 3 ;
— 3 3
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Exercise

Practice this songo bass line along with a metronome or drum machine. Practice it slowly at first, and
then increase the tempo to a pulse of 166 bpm.
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WRITE YOUR OWN

e N
ﬂﬂ © Write your own songo bass line to the chord progression shown. Use the rhythms you have been
~ practicing. Then practice your bass line along with the recording.

£ 857 6-769) a7
67 A7 | o a7




TUNE

N
m!l Practice “Oye mi Songo” along with the recording. Notice the distinctive bass part at the introduction,
and how the rhumba clave rhythm is at its core,

OYE Mi SO

NGO
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LESSON 4
TIMBA

Timba was created in the late 1980s by flautist Jose Luis Cortes, “El Tosco,” founder of NG la Banda.
This style incorporates an amazing blend of r&b, pop, funk, jazz, and Latin rhythms. It is influenced
by the styles of Irakere and Los Van Van.

A typical timba ensemble will range from twelve to sixteen members. It will usually include a drum
set and brass section, along with lead and hackup vocals.

Timba bass parts are generally in the low range of the instrument, and make use of the heel of the
right hand to reproduce the sound of the bass drum. It also uses arpeggios, shorter notes, and a more
funk-oriented groove, with less of the tumbao rhythms, more quarter-note figures, and more of a sense
of space. The pulse is generally between 120 and 140 bpm.

Listen to *Me Voy Pa’ la Timba,” and notice how the muted bass sound hooks up with the bass drum.
Also notice the bass's rhythms, and how they compare to the other styles we've been studying.

Suggested Listening

. “El Tragico” as performed by NG La Banda i3
“No Me Mires” as performed by Isaac Delgado G S s
“Juego de Manos” as performed by Klimax




RHYTHMS

4 . Practice these rhythms along with the recording.

1. First, use a thumb slap (T) on a muted string for each note.

2. Second, alternate using thumb and pull (T and P) articulations.
3. Third, use the articulations indicated.

Then repeat these three steps, but substitute the root of each chord shown for the muted note.

1. Timba Rhythm 1

C7
T T T T F T
| e ! i %
2. Timha Rhythm 2
6-7 07 ¢ &7
T i T T T T T T T T
!:HE_ :fj !’ .n” I’ E\- T ."I IJ ‘: J‘: IJ }'! : ..nf I‘r .:".r )'!
P 7 = —
J. Timba Rhythm 3
e7 F1
T T T T T T T T T
T EE == E=7—r~> ——¢ =
I ¥l Ko I 4 4
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BASS LINES

. 9
]1 Practice these bass lines.
a,

1. Timba Bass Line 1

07
T T T T T G I €I P T
[ 1 1 | i | 1
oy CHEY 1 1 1 L | 1 | 1
= . = =  a— s 1 o = o .' i Py
al L - am L
- - _d_-
1
A 3 3 3 3 3 3
B 3 3—=8
2. Timba Bass Line 2
6~7 7 =17 7
T T T T T T T T T T T T
0 : i : X N—] 3 T : 1Y i
e e e
[ L ]
-
A —f—3 3 3 1 +—5
L] C A o
3. Timba Bass Line 3
e7 =7
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Exercise

Practice this timba bass line along with a metronome or drum machine. Practice it slowly at first, and

then increase the tempo to a pulse of 172 bpm.
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JT Write your own timba bass line to the chord progression shown. Use the rhythms you have been
practicing. Then practice your bass line along with the recording.
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TUNE

Jf Practice “Me Voy Pa’ la Timba™ along with the recording. Notice the sense of space and the use of
quarter-note rhythms. If you are playing a 4-string bass, any notes that are too low for your instrument
should be transposed up an octave,

ME VOY PA" LA TIMBA
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LESSON 5:
AFRO-CUBAN ¢

The term “Afro-Cuban 6/8" refers to various folkloric rhythms. The most known are bembe guiro
and rumba Columbia. The basic foundation of these rhythms is the West African § bell pattern,
accompanied by different drum patterns—usually congas, but also bongos or shekeres.

Mongo Santamaria was one of the first artists to incorporate these rhythms into Latin jazz.

Listen to “La Casa del Seis,” and notice the g bell pattern. Also notice that the E subdivisions are divid-
ed among two dotted quarters, giving the tune a two feel.

i ;ﬁs perfonned hy Mongcr Santamana
} _' “Scmg for Chano as perfcnned by R Ray '

29



cuban $

RHYTHMS

‘li - Practice these rhythms along with the recording.
1. First, use a thumb slap (T) on a muted string for each note.
2. Seccond, alternate using thumb and pull (T and P} articulations.

3. Third, use the articulations indicated.

Then repeat these three steps, but substitute the root of each chord shown for the muted note.

1. Afro-Suban § Rhythm 1

Cowbell
11 6 " rd Ay £ L¥) £ Fd | !1‘" Fi ¥ F
R R e e T [ [ P
A-T7
Bass
T T P T T
"5}_:"6 i ra i i i !"___ Fi
e f i f { = ) fr

2. kfro-Cuban § Rhythm ¢

Cowbell
b ——
A7
Bass
T T P T
T mpr—r — —— — =
| LV = F i 7 e ra i Fa x|
- ) =f ) il - f £ f1 | -
| 4 4 | [ 4 4 I
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BASS LINES

-
q.“ Practice these bass lines,
a3

1. Mro-Cuban § Bass Line 1

lesson]

I ofro-cuban §

Cowbell
g {il: rf ‘f F 4 ‘Irf g F I .jl' Fa :}I
b p e o] [ p
A=T7
Bass
Ay T P T T P
== e ! —,
J [ J _Irj {r.J J _|r_.f Ir.f
2. Afro-Cuban § Bass Line 2
Cowbell
s I | P o y -.' P £ = . p ol |
3 H'D E D : [ I F ( D I
A7
Bass
T T B T T
HE —— f ==
i= | =1
I ] = b =
I= g : 5 :
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Exercise

Practice this Afro-Cuban gbass line along with a metronome or drum machine. Practice it slowly at

first, and then increase the tempo to a pulse of 147 bpm.
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WRITE YOUR OWN

JI Write your own Afro-Cuban & bass line to the chord progression shown. Use the rhythms you have
' been practicing. Then practice your bass line along with the recording.

AT

|
=
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TUNE

‘Ig - “La Casa del Seis” is essentially a minor blues tune. Pay attention to the bell pattern, and notice the 3

{in two) feel.

LA CASA DEL SEIS

OSCAR STAGH!
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LESSON 6.
LATIN JAZL

Latin jazz started with Mario Bauza and Machito in the mid 1940s. Mr. Bauza, an established jazz
musician in New York, dreamed of organizing an orchestra that would play Cuban music with the
sound of a jazz big band. In collaboration with his brother-in-law Frank Grillo “Machito,” he formed
the band “Machito and His Afrocubans.” In the late 1940s, Mr. Bauza introduced Dizzy Gillespic to
the Cuban conga player Chano Pozo, and Mr. Gillespie also became an important early performer of
this music.

The root of Latin jazz is basically the Cuban son. Today, it is also influenced by other styles, such
as bolero, cha cha cha, son montuno, guaracha, mambo, and songo. It is mainly instrumental, but
sometimes includes background vocals. Contemporary Latin jazz ensembles may include a drum set
and other percussionists. It may use harmony and forms from jazz standards, which gives the bass more
freedom to play additional notes.

Latin jazz bass lines may use elements from the style§ mentioned above, but are generally more
improvised. Caribbean bass lines are also sometimes used. Bass in Latin jazz can play freely—less
restricted than in some of the more traditional Cuban forms.

Listen to “El Ocaso,” and notice the use of Afro-Cuban rhythms, in this jazz context.

" Suggested Listening

- “Mambo Inn” as performed by Mario Bauza
“Obsession” as performed by Dave Valentin
“Moliendo Café” as performed by Fort Apache

'._-’_.‘-‘Palmas" as performed by Eddie Palmieri
- “Tumbao Africano” as performed by Ray Barreto

i 0
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RHYTHMS

sti Practice these rhythms along with the recording.

1. First, use a thumb slap (T} on a muted string for each note,
2. Second, alternate using thumb and pull (T and P) articulations.
3. Third, use the articulations indicated.

Then repeat these three steps, but substitule the chord root shown for the muted note.

1. Basic Latin Jazz Rhythm

&7
i T T T T P T T T T T T T T
e e e e e et
= T 7 s 4 - =5
2. Latin Jazz Rhythm Variation
67
T T P | S I R T T T P T F I T
= —— :
% I! ."’I f! I! .f’ l’ !’ .f’ I'I .J'! f! : J" . ‘,f .J"! f" !I !I Ijl J} = P
R A T SR = = s i) NN © 25 Ny It I M S R
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BASS LINES

474 Practice these bass lines.

1. Basic Latin Jazz Bass Line

G7
T T T T T P T T T T P T
—— = —_— =T = = T
i&ﬂ‘f* H—————— i i 1 I =1 —i ] - | o =
_1?,: e I :YJ e -, rra— e 1 ] IVF 1 =
T E ) '}F-“I: E a E gt ||
A 5 = = 5 E v bl =
_B 3 3 ' Al -
2. Latin Jazz Bass Line Variation
G7
T T P P T P T T T P T P 1% T
— e
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Practice this Latin jazz bass line along with a metronome or drum machine. Practice it slowly at first,

and then increase the tempo to a pulse of 198 bpm.

Exercise
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WRITE YOUR OWN

-".
JT Write your own Latin jazz bass line to the chord progression shown. Use the rhythms you have been
' practicing. Then practice your bass line along with the recording.

67 A-165) 07
)L &
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B o -
A
| B . i

TUNE
18

“El Ocaso” is based on the chords to “Obsession,” a bolero by Pedro Flores in 1940, and recorded ~.a

faster tempo by Dave Valentin. After an 8-bar introduction, the form is AABA, ending with a tag that
opens the tune up for further variations.

EL OCASO
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LESSON T
LATIN JAZZIN 7

Latin jazz in 7 time was first recorded by Emiliano Salvator in his tune “7 por 4 Oye mi Son.” This
style keeps the basic components of Cuban son, but breaks away from traditional ‘E dance music. It
may be in E or 3 , or even as 2-bar groupings of ‘2 and E . The beats are always grouped as either
4+3 or 2+2+3. The cascara rhythm is an important element.

Ii Listen to *Que es la Cosa?” and notice the cascara rhythm.

Suggested Listening

“Oye mi Son" as performed by Emiliano Salvador
“Stolen Moments™ as performed by the Caribbean Jazz Project
“Yes and No" as performed by Oscar Stagnaro

RHYTHMS

Practice these thythms along with the recording. Notice that some are notated in 7, and some are
notated over two measures; one in 4, the other in 3. Both approaches are common,

[. First, use a thumb slap (T) on a muted string for each note.
2. Second, alternate using thumb and pull (T and P) articulations.

3. Third, use the articulations indicated.

Then repeat these three steps. but substitute the root of each chord shown for the muted note.

1. Latin Jazz in 7 Basic Rhythm

Cascara

_|lLb17 = 7 Fi
l"l;'sI ¥

46

Clave
,il lnbl 7 oY) Fi F £ y  a i ] Fi ' I : A V) P
g il & 7 4 < 7 p ( I
I ) [ (7
-7
T I T T T T T T T T
o O B
ol {0 7 JRY | - F- £ r 3 3 ra ra i i ra Fa ra
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2. Latin Jazz in 7 Rhythm Variation

lessoni{

I (ctin jozz in 7

Cascara
IlblTl g . P P PR L, i P P g PR
i | i o S R S i N '
Clave
'
"_.J}._.IJ 4t ya L ) a ’ £ P —— 1|
SECTARS T RO 0 SRR A (RN e
E;T T 3 iy 'Ti T F T T T T
|?)"'___':+T 1 E I & i ff i f’ .1’. f' 1!’ !’ . i
S = S ] 1 % e j = 7
3. Latin Jazz in 7 Rhythm Variation 2
Cascara
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Clave .
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4.Latin Jazz in T Rhythm Variation 3
Cascara
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|
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BASS LINES

Z'T Practice these bass lines.

lessonl4
latin jozzin 7

1. Basic Latin Jazz in 7 Bass Line

Cascara
_
‘H L.bl"}' - s ) P, . VI . 3 S ’ P Lz iz " Lus T I
T Bl el el T b L b i
Clave
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2. Latin Jarzin 7 Bass Line Variation 1
Cascara
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Clave
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lessoni/

I (atin jozzin 7

3. latin Jazzin 7 Bass Line Variation 2

Cascara
b
_Ii___l; 1 -ﬁ: — . F i i ‘, q A
e ( =2 b e
Clave
TR / ! i y—st
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8 3 2 =
4. Latin Jazz in7 Bass Line Variation 3
Cascara
s 1B
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A 7 i [ el e L el
| Clave
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Exercise

latin jozz in 7

Practice this Latin jazz in 7 bass line along with a metronome or drum machine. Practice it slowly at
first, and then increase the tempo to a pulse of 184 bpm.
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WRITE YOUR OWN

Write your own Latin jazz bass line in 7 to the chord progression shown. Use the rhythms you have
been practicing. Then practice your bass line along with the recording.

o7 =7
"
A
B
0-765) 67 -
3 Vo

e
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latin jazz in 7

yik

-l

TUNE

*Que es la Cosa?” is based on the chords to “Blue Bossa™ by Kenny Dorham. Notice the cascara

rhythms. After an 8-bar introduction, it alternates eight bars of an A section with eight bars of a B
section. There is a tag ending.

QUE ES LA COSA?

0SCAR STAGKA
Latin Jazzin 7 4 = 184
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BASS GUITAR: AFRO-CUBAN
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Learn to play slap bass in seven popular Afro-Cuban styles: Cha Cha Cha, - |
Son Montuno, Songo, Timba, Afro-Cuban 6/8, Latin Jazz, and Latin Jazzin 7.

The bass is the beating heart of the Afro-Cuban
groove. It drives the spirit and energy of this dynamic
music—and you can, too, using this methodical
approach to Afro-Cuban bass playing. Internalize

basic Afro-Cuban rhythms, master the slap articula-

tions critical to ashieving the right sound and feel,
and then use these techniques to create authentic
grooves of your own.

Whether you read tablature or traditional nofatiun,
this book will expand your Afro-Cuban vocabulary,
helping you become a more versatile bass player.

Slap bass téchniques you will learn include:

e Thumb Up

® Thumb (Slap)

* Dead Note e Pull Off

¢ Hammer On ¢ Pull-Hammer
¢ Slide o Lift

= s 7 a groove.:
The included CD features bass-guitar legend Oscar

Stagnaro demonstrating each technique. Listen to -

the full performance tracks, and then hook up with
Oscar’s band using the play-along tracks.

Also available in this series:

| ~ a=e Rock Bass Lines
e - by Joe Santerre -

=~ ISBN 0634014323
Siap Bass Lines 7g'sw's

by Joe Santerre = 2 4

ISBN 0634-02144-3 m
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