—
E | -

JOHN
PATITUCCI

ELECTRIC BASS

TRANSCRIPTIONS BY TROY MILLARD

EDITOR DANIEL THRESS

BOOK LAYOUT/COVER DESIGN JACK WALTRIP
MUSIC ENGRAVING BOB SHERWIN

COVER PHOTO RICHARD LAIRD

INSIDE PHOTOS ROB WALLIS

PUBLISHED BY MANHATTAN MUSIC, INC.™

© 1991 MANHATTAN MUSIC, INC.

All Rights Controlled and Administered by CPP Media Group, a division of CPP/Belwin, INC.
All Rights Reserved International Copyright Secured Made in U.S.A.

DISTRIBUTED BY:

CPP MEDIA

15800 N.W. 48TH AVENUE
MIAMI, FL 33014



INTRODUCTION

The intention of this book is 1o help put you on the right road 1o becoming o working bassist U is by no mcans o complete refer
ence 1o wll musical styles, but should serve as a0 good jumping-oft” point. Remember 1o practice all these exercises stowly with o
metronote, gradually working up the tempo, and 1o play cleanly with a good fecl or groove, Good Tuck and [ hope vou enjoy it

With deepest gratitude 1o Jesus Christ, my Lord and Saviour,
whao is the source of all my inspiration.

not onfy knowledge but muny musical opportunitics,

To my sisters: Renee Joanne, wd Mary Ellen for all the encour-

To Killeen, my wile, who encouraged me and was extremely aeement and interest
supportive during the long hours of preparation. o . : . :

pp o e i Fo my teachers. Chris Pochlers David Baker, Frank sumares.
To my parents, George and Joan Patitucdd, and my grandpar- Churles sianic Abe Lubott and Buarry Licherman, who all shaped
ents, John and Rena Fenimore, Tor all of their fove and encour- my musical coneep.
agenient, 0 . . . . .

o To Ron Mossomy manager for making this project possible and
To my brother, Thomus, my first teacher, from whom 1 received to all at Manhatan Music for being the “Best”

‘Thanks wlso to all at Yamaha, to Roger Sadowsky and 1o all at D' addario Strings,
This book is dedicated, in loving memory, to my grandpuarents. Camilo and Emilia Patitucdd. m
L] L]
John Patitucci

About the Transcriber
Special thunks o Troy Millard, o former buss student of mine, now working in New York City with artists such as Leni Stern, Chuck
Loch, and many others, who's incredible car and impressive wechnique made this project a veality.

The muterial in this book is derived from the video wpe entitled
“Bass Workshop™ by John Patitucci available from DCE Music Video.
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Numbers above notes refer to left hand fingerings. When preceeded by “R.H.” they denote right hand fingerings.
Letters under notes indicate which string the note is to be played on.



SECTION 1: TECHNIQUE

HAND POSITION

I feel that it's important to play with one finger per fret spacing,
keeping your fingers curled, and your second finger parallel to
our thumb. By using curled finger position, the notes will have

full and round tones with a minimum amount of movement with
the left hand. Practicing with the fingers curled will also make it
possible to play more fluidly and rapidly, with greater ease.

S major scale:
4 1 3 4 4 3 1 4
4 - »-
_n 2 f 1 2 o o ¥ i Y 2 1 4 2
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st D G G G G G G D —
A A D D D D A A

LEFT HAND DEXTERITY BUILDERS

Practice everything you do in time. Practicing in time will help
develop consistent time and a very dexterous left hand that can
execute with efficiency and case.

It's always important to lock in on the subdivision in any

ATHE SPIDER

exercise. The subdivision is the smallest part of the beat—in this
case 16th-notes. The drum machine pattern that I am using con-
sists of hi-hat playing 16th-notes, cross-stick on all quarter-notes
and kick drum on “1."

spider in Sths and minor 3rds—cach note should sustain into the next.
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Practice each exercise stowly-—gradually working your way up the metronome or drum machine, until you can play it rapidly.
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Spider in octaves and minor Gths:
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AHAMMER ON/PULL OFF

Another way of developing left hand dexterity is through the use of bammnier on/pull off exercises. “Hammering on” is merely taking
the finger and putting it straight into the bass neck. The “pull-off™ that accompanies it. is pulled straight down with one fluid motion.

H P
—~—~ —~~
Hammer On H pull Off P
(lower to higher pitch) 1~ 3 thigher to lower pitch) 3 —~1
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D D D D
Let's practice this in time:
H P H P H P H P HPHPHPHTPHPHTPHZPHTP

— p— — p— — — — p— | T — — — — p— —— — p— p— p— p— p— pr—  q———  go—

“): ] '_—}I
/ — 1

Ist. 2nd. and Hith fingers on G string (C.DRER respectively)—hold your 3rd finger down on the A string, 7th fret-E

oo p p HooHH P U H PPHHH P HHDPPHHNINTFP
TN TN AN TN AN SN TN SN SN TN TN TN AN SN TN S PN TN TN TSN SN N o~
- be. [’_t r3 ; b be = ,B _l’_t p, o @] fb_o_l}_ﬁ_ 2
C\. 1 | i |
/I. l———
P B I PPHHH P HH PPHHH P HHPPHHHPHHT PPHHHUP
o o 4 - g . + - -
rb_o_ sl Pl 3.6 rlzp‘ gl r__ Bl ,E_o_ -Lp_,_ﬁ_o__ ,lzo_ .- '_#:p_n_-
S o— ———— —— —

ete.

Now we'll turn the exercise over.
ist, 3rd, and Hth fingers on G string (C, D, EP respectively)—hold 2nd finger down on the A string, 6th fret-Eb

PP nmmwePrenrHH P HHPPHPHPHHPPHPHPYP

Lol el Lol el el fef,efe,fe?
',.' 7 N —— {— S—

cte.

These exercises are going to build independence in cach finger because you are isolating the fingers and working them—almost

like isometric exercises.
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The next exercise is a variation on the hammer on/pull off idea, utilizing a chord. This will help strengthen the 3rd tinger, which

caa be one of the weukest fingers.

E mujor 7 add 6 thammer on/pull off between 7th & Oth tret) only the third finger will move,

P I P e e
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¢l
We can also isolate the «th tinger and do a simple pull off exercise o keep it in shape.
Isolating 4th finger—1st & 4th tingers on G string (CF & E)—hold down 2nd & 3rd fingers on A steing (15 & 19
13 P H P 3 P H P H p | P H P i
— T T T T AT TN TN T T T T e s
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e Y - -
)2
VA -
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Pluck

2nd finger—pull off exercise.
Isolating 2nd finger—1st & 2nd fingers on the G string (CF & 1) hold down 4rd & -#th fingers on the A string (F & F#)

H P H P H P H P It g H P H P t
————— T AN TN TN N TN T N N
L o »
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o) ! T
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Refer to SECTION 1 for left hand lingerings.

The Tollowing exercises focus on a basic alternating technique

down in 8th-notes, 16th-notes, triplets, or any pattern in which
utilizing the Ist and 2nd fingers on the right hand. Take some-

the right hand is constantly required 1o play in time with defini-
thing simple like a scale and practice playing it straight up and — ton and cevenness of tone.

ASCALES

E major scale in 8th-notes:

21 2 21 21 21 21 2112
JRHOT 21 21 2 21 > o P @] PP ee o PIZIZZIZ
y A, - i ] —] —
7
Iomamns o
Notice how my fingers are alternating different patterns. Don't be afraid to try different fingering patterns.
E major scale in 16th-notes:
1
i g RH 1 2 U 2 simile —'~'—Jr" oo peme o
7 g 1 -
b
2.1 2 1 simile
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16th-note triplets in 3rds:
RH. 2 1 2 1 2 1 simile — 3 —
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y A i — ] —
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simile

21 2 1 2 1
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16th-notes alternating in 3rds—crossing back and forth:
2
o - - ..
_ S RIL 2 1 2 0 simile e - ot Pfoo Tl poppel TP
rax e — -] i 1
Z '% .4 L
_—_
1 2 1 2 simile
oy ol ol - 2 - o P 1
e R . W I & T
)T AT
i
S —— —
AARPEGGIOS
Two octave E major arpeggio in 8th-notes:
A A I
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TN T i e R 2
Two octave E major arpeggio in 16th-notes (same left hand fingerings):
- s SV
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Two octave E major arpeggio in 16th-note triplets:
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ASTRING CROSSING

Here is an exercise that will tike you from the bouwom of the neck to the top. We'll go up and across in <ths, then up in half=steps.

string crossing exercise in -iths, left hand fingering as follows:

P43 3 2 2 1
111022 11 | S N T T T S B T e
_ O 0 00 00 ()_.u P———— ep——— . E_‘_ '."L- _ ————
N ] _ P v T T
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Moving more quickly through the progression:

RIl. v 1 21 1 1 1 1 I 20 10 b1 | I D S R R | I I S S A
p—y ‘ - o
™ _l_, lzn;b be be b:!: - PR s
g ] — , . @1 1 [ o
f,_(,,)f: § : —" #’ r g e 4
Py P . 128
& P f S —— L — S——
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S——
11 1 | | | | ] ] | | S T R O | I O
e ———— P
I,; I:{!_ bﬂ.A L O
P b 4 »
o
1% % al ﬁ
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You can claborate on any of these exercises by plaving quarter-note triplets, Sth-note triplets, 32nd-notes, anything you want—the

main thing is to get used to crossing up and back with the right hand.

cales are essential in the development of your technique on the bass,

Fingering =1: E major scale—3 octaves
Svea - - -
I A O - T B
1 12 2 2 - o .
o Lo [ bl - p !— 3 » &
e Y
e A I_‘ﬁ
-
_‘L
E I A I b b
Bret =~ - -oe e .
i3 1 4 1 22
. e, 2 2 o a2 1 4 1 o 4 1 4 o
)ity — P
_‘/>< - v = '——‘
-
G D oA Iy J

recommend that for scales. arpeggios. and evenything that you practice, that vou have several different fingerings so that if you get in

“fam™ musically you can refinger o passage and make it plavable.

“ngering =20 Playing up the E string”
Sva
41 2 4 1 2 4 1 3 4 31
1 3 4 13 1 3 41 - -
o 0 : 3 : ! 3 o e = ) » dﬁ ) o
N # In'_g e
E A 9 N
Std --------- )
201 a3 ,
. 4 2 1 4 Sl 3 - T4 3 1 i3 1 4 31 o 2 0
NH T S — I
S it '
U —o—5
- ©
I b oA I l
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AVIBRATO AND DYNAMICS

When practicing scales ivs important 1o use dynamics and vibra-
1o to make the scales “live™ a littde bit more, so they won't be so
dry and unmusical. T busically use three types of vibrato, The
first type of vibrato is classical guitar vibrato x({‘ . which is

achieved by pressing the string on to the neck and moving the

note side 1o side. Another vibrato s used more incurrent styles
such as funk music 444 . Where you “shake™ the note with u
light touch on the string from side 1o side, The third kind of

, , B
vibrato, used in blues 444 o shakes the note up and down.

Dynwics can also make the scale sound much more musical, When the ine Gaale) goes up, we will increase the dynamic; when

the line goes down, we will decrease the dynamic,

E major scale (3 octuves) with dynamics und vibrato:




Atk

A ARPEGGIOS

Lets begin by taking the E major arpeggio and applying this simple fingering pattern which consists of groupings of 1 and 4.

E major arpeggio in 8th-notes:

St - e - e - - - - )
o 1 4 1 4 1 1 4 1 4 1 a1 1 4 1 4 1 o 1 o
——— -» -»- -
Vo OO A i - -
il O 3R -
g
_‘;_ R _“ .‘;. _6;_,
- z
p—— A — b @ Py oa— p ———
I major in 16th-notes:
Sta -------- .
o1 4+ 1 + 1 1 4+ 1t 1 4 1149 1 41 o+t o0
RS »- .- >
W o _ T e T e T ®
9@?% 5 o T "
A & Te——— -*
pu— by oA - —
You can also break up the arpeggio like this:
Stel === -
Pl a1 13 a3 11313014 ekl
ol 4+ 11141 - - -»- o
L J_e . T » 1= .
f)J? PR —» - A —
A
_‘L_ I __6;_
EEEE DAGDGGGD GGGGGGDA  GDAA AANETLE
ALEAA DAAE
Lets alter the fingering slightly for the minor arpeggio:
SUet =~ =-------=~-~ .
O ] 4 | 2 1 l } I | | 4 1 1 2 i
o » utl o i1 o0
;() & S
- &
I I I A A D GG G G G GG A A ! I t
I minor arpeggio broken up:
SICH === - - == s m s s e ]
| | | | I | 2 I i | 1 1 4 1 ] 4
o 1o i l o | 111 g - 2 5 Bl
e - -
I -
G G G G G G DG

2 l | J I 3 i | 2 i | 2 ] |
» 0
Y e
©
Al [P E

G D A G D A A D
A A E A

You will notice marked improvement when you practice these arpeggios in both your left and right hand. Remember to try to make
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music with these exercises, beginning very slowly and gradually building up the tempo.



BACH CELLO SUITE NO.1 IN G MAJOR

Adapted for 6-string bass by John Patitucci

When playing this picce, the time should flow evenly in a freer style rather than strict metronomic time. Listen to Pablo Cusals
recording of this picee to hear the use of rubuto in his interpretation. Please notice that this transcription is written in treble
clef due 1o it's high register on the six-string buss.
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A ———
o s
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J ;Z G CCOCo6a66o6nn e ﬁ‘h K ﬁ GG GGG C G A G C G C G ¢ G
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3 1 4 3
——— B 2 T T e ! S U EU T (Y S A U N S S RTR
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) - p
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C G G G
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4 3 1 4 301 4 2 I+ 2 4 4 4 1 4
' - ' pesse——— ) G ] t 2 0 4 2
A 4 1 3 t 1 4 3 1 4 === p— === ST ———— —
” - 1
. i s} |
'S bl
ALY . [ 4
R ™ s — . . K 2B
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SECTION 2: TIME/GROOVES

Time is the most important thing 10 work on as a bassist s
important that your time is sturdy, solid and casy 1o play with,
You and the drummer will provide the foundation for every
wroup that you are u purt of,

When practicing time, iU's important to work with
metronome or drum machine and o be uble to chunnel your
cmotions 50 that you can create a4 groote. A groove is simply
solid time feeling with emotion that's expressed clearly and
powerfully, without wavering.

A great way of leurning how 1o groove is by listening to
records with bass players who are masters at grooving—people

4 James Jamerson

who muke you feel like dancing when you listen 1o their
records. By suturating yoursell with the playing styles and musi-
cal ideas of different great bassists, you will begin 1o fearn wha
Lrooving is.

The first groove thut Dave and 1 will play on the wpe is in
the style of James Jamerson, my first big influence on the buss,

Jumerson was the king of the Motown sound, playing on many

records in the "60s, including Diuna Ross and the Supremes. The
Temptations, The Juckson Five, Stevie Wonder.all the great
Motown artists. This is « simple “Motown-ish™ kind of sroove
that Jamerson was best known {or.
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A Jerry Jemmott

Jerry Jemmott is another one of my favorite groovers. 1 first heard Jerry on a King Curtis record called Memphis Sould Stew. Vere is

Jerry's groove from Memphis Soul Steie
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ACbhuck Rainey

Chuck Rainey—like Jamerson and Jemmot—had a big influence on my plaving, His use of 16th-notes in a fluid motion, and his use

ol double-stops, are particularly interesting. The next bass line incorporates both of these ideas.
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A veny important part of grooving is hooking up with the drummer’s bass drum pattern. The next groove is from a tune of mine

called Growing, from my first record. Notice how one or two-bar patterns will help 1o establish o nice rhythmic feel which you can

then elaborate on.

Hooking up with bass drum patern: Growing
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It's also possible o have your bass line work “against™ or play off of | the bass drum. In this next groove, we're going 1o play off of th
buss drum and show how it can produce an interesting effect.

Pliying off of the bass drumy:
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ASLAPPING/POPPING

Thumb stapping .nd popping are part of a syle that began in the "60s. The originator of the style was Larry Graham who played wit,
sly and the Family Stone, and Later with his own Graham Central Station. The style was carricd on by Chuck Rainey, Louis Johnson,
stanfey Clarke and fater on by Marcus Miller, Will Lee, and many others,

The next groove is a buasic thumb/slap groove. The thumb is hiting with the bass drum and the pops can cither be associated with the
snare, hi-hat or any ol the other cymbuls.
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\ good way to practice thumb slapping is to use a metronome or drum machine and practice the major scale in 8th-notes. To prac-
ice popping also use a major scale practiced in time. Now let’s practice thumb slapping and popping by playing the major scale in
OCLIVES,

Slapping Popping over major scale in octaves:
o
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(Paul Jackson

Another fine groover on the bass is Paul Jackson. best known for his work with Herbie Hancock. The next bass line is an example
1 Paul’s stvle of playing. Notice the type of vibrato used, and the “linger style™ of funk.
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AFrancis Rocco Prestia

Francis Rocco Prestia, whose finger style funk became popular with Tower of Power in the 70s, is another important bassist. 1Us

possible that he influenced the 16th-note percussive Tunk of Jaco Pastorius. The next bass line illustrates this kind of fecl.
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AROCK AND ROLL

Harmonics

Rock and roll music has given us many great buss players: Paul MeCartney. John Entwhistle of the Who, and Juck Bruce of Cream.

Today’s influential rock bassists include players Geddy Lee and Billy shechan. Here s basic rock and roll groove utilizing the 8th-

note pulse.

sth-note rock groove:

I M— — |- —
Pty L %Y [ [ ———— b 2%
e ) 2N N —
A ,|. % Ny
1 7
-& & 4 & -& K & - & o @ & -
—— - - pmm——— ‘L - e — —— — —_1
Yo O I I ]
bhd . 3 -~ |
7 %% e g r PR
- 4 4 & e . & ¢ ¢4 4 & -
Cle.



AJAZZ/WALKING BASS

Jazz music has produced a number of amazing bassists, both on
apright and clectric bass, 1Us important to go back to the roots of
the upright bhass and listen to guys like Jimmy Blanton, who
plaved with Duke Ellington, Ray Brown, Ron Carter, Oscar
Pettiford, as well as the great plavers of today, like Stunley

Walking bass (F blues)

Clarke, Eddic Gomez, the list goes on and on.
One of the main styles of jazz plaving is called the walking
hass. This pattern is related to the rhythm played on the drum-
mer's ride cymbal working together to create a fecling of forward
motion. Here's an illustration of “walking the blues™ in /4.
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4 SHUFFLE

The shuffle is another interesting feel, which can be heard in blues and gospel music. Notice it has a kind of a luzy, “behind the

heat” feel.

shuttle (Swing feel)
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“SEARCHING, FINDING”

John Patitucci
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Buss solo following the suxophone solo:

“SEARCHING, FINDING”

1 o 1 3
a1 O 53 o 1
e————
1 3 1 3 3 |3

N > . 4 & g 13 ———

— A 79 ¢ rd

fr—C ¢
ANV
J CFoeoFoeoFoo | == gppab DD

G G g G G DD
E-li Ce-
= Y—n 7 y 7 7 - y y yd -
T/ Z 7 .4 y y.4 Z 7/
312 91 3 || A 0 1 o o+ 3 o ] [ ; 2
) ) - -
) PR il N ”w'w 2o ———— — j ﬁf #
s a— ? g1 c ' s il T '—ﬁ
€ < 1) e o) -
;J %) et 1 S A e A I
3 GO D OGDl G GZIf
iy 1 gl N .
G Cce CaC CoCoG & ‘ “ __ e eG !
] . . s . I - (, () (l (l . C
19 49 ) b
Fd7gs B7 g5 Ab-785 FAT#I E-l C#-ll

N- B

S TS f,:“z("—_l
o2
hSequemen—— | 220 1 1 y N | 2 } 1 -}

” p -3 - - e 2 L4 30201
— , - L = - = .
ANV < —_ ) ' 4 % o = i
J C £ G C Y T . ! R o m————

o = DD G DD GG = . .
G CG [TTD a G G C C C C
ClSﬁll Bb13#11 F&-1 FA7$]1

ya ) JI

__,l CR— 4 4 4 4 4 B 4 4 i 4 ]
3 0 1 3
e pem— 3 V31, 5 | 5+ 1 24 , i 13 3

A s N . S -t -4 1 1 [ ———— 1 2 4
4 ; 7
r\.)nu -: ﬂ LU P . € ‘

C :—-h G C R —— S N N N N . # - . '
r 2 ! o (‘_(’Cb D GDh DG G G === G GDG G DD
G - MM G C G C
E-ll C#l1l l
TN
). 4 7 4 7 yd p .4 7 y 4 !
7 Z 7 -/ 7 7 V.4 y.4 y.4

28



1 4

14 2 o
_) | i 2 1 4 ] ‘
20002 03 2 w2 2 4 ee—— 2 1 [e—p—
} (Y} P_a'_*Jq 1 o/ AY g ‘JLJ.L
- S et 7 | ...‘ | S
3G ; . oy s
A DD | mm— el o— C6 GGG G D GCC CGG6T
DGG C CCGDCCGG FD
FAT76)y AbAT/Bb A/B E-ll Ca-1
é\l: pd V4 V.4 V4 V.4 7 V4 7 4 Vi .4 V.4 V4 V4 4 7
V4 4 4 Z. 4 y4 V4 4 4 7 y4 7 4 y 4 V. .4 4
L I3 TS 3 A3 141341
b p— g
v o - . ~ -
N~ v [} Ui
\.)\} 7 7
~ - - N - g VT
G ¢ Geane G CCCaGCCaol ¢ CCCGCCGC
89 o
Fﬁ7ﬁ5 B7 85 E-1l /.
hof l: .4 4 y 4 7 J .4 V4 4 V.4 4 y 4 7
- 7 7 7 7 7 7. 7 7 7. 7. yd
303 1 1
1 3 1 2 o | 1 : :
, R T ETR B S — T 3 A
(e T 2 e
ALY i —‘#
By — D GG 1 T 6 oG oc . .
¢ ¢ gcecco © ﬁ SR G G G ¢
E-li D VA
'C\l: y.4 4 .4 p.4 V4 .4 y 4
’I 7 yd 4 .4 7 yd . II o
I o 1 1
—)Ilbllﬁbllhﬁ D2 b L3 1 4 1 3 01 41 371 2
) | - r. @- % 1 2 —»-
— ¥ I - foys ¥ - =
< ‘ —H aE,
~ .y i L i ™
,Aj/ 0
GG Ccc CCceC c ‘( GG [ —— e m—— po—
¢Ganp Gl anpnpec ©66Cec 66 ccG6a6c
E-11 7
_f)_w/_ ’ 4 7 7 7 7 7 —
| I3 oA 2 _ I3 |
N ev——— e ! . ! |3 | 2 i 4 1 i ps—— 3
::ﬁl + » o
v o/
i/ L L !
oJ GG D GgpDp G ‘ ﬁ“' ‘ _‘bb—‘_ e ;: * ¥ j %Z
(1 I) /\ (5 l) /\ /\ [) /\ /\ ]: /\ /\ r A ]:
E-lI /.
O
I' I, II Il ]I II ]I 71 II

29



SECTION 3: LATIN, BRAZILIAN, AFRICAN AND REGGAE

ALATIN

More than ever, Latin music is becoming an integral part of the
bass pluyer’s vocabulury. The Latin influence can be found in all
kinds of juzz and pop music today. To hear authentic Latin bass

The foundation of this music is the clace.

The traditional *3:2” grouping of the clave is played:
grouping play

Tumbao

The "modern” version of the 3:2 clave is played:

The 2:3 traditional or son clave is played:

2:3 modern or rumba clave is played:

Barcetto, and the group Afro-Cuba.*

pluying, check out Isracl *Cachao™ Lopez, Bobby Rodriguer ai
Oscur Curtuya. Also ook for records by Tito Pucnte. Ray
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*For an in-depth study of Afro-Cubuan rhythms, refer 1o Funkifying The Cldve: Afro-Cuban Grooves Jor Bass and Drums,

Lincoln Goines and Robby Ameen. «l~o available from Manhatan Music/DCH.
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4 BRAZILIAN—SAMBA/BAIAO

MVusic from Brazil has some fascinating bass lines. Two of the best known are the samba and the baido. The bass line for samba is

ferived from the surdo drum rhyvthm, Ts basic rhythm s in half-notes on the strong beats, “17 and “3.7
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1w baiao is another interesting groove in Brazilian music, whose rhythm relates to the bass drum pattern: J ﬁVJ
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u can learn more about the music of Brazil by listening o the music of Airto and Flora Purim, Hermeto Pascoal, Milton
ascimento, and Brazilian “pop” stars like Djavan, [van Lins and Tania Maria.
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ASOUTH AFRICAN

South African music has some extremely rhythmic bass lines. Paul Simon's Graceland album exposed us 1o some ol these gre.,

rhythms. A friend from Angola showed me this very interesting and upbeat groove:

south African
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Reggae is an extremely interesting style for the bussist. Tt incor-
porates 4 very free kind of rhythmic playing that's not found in
other styles. You will hear this type of bass playing on records
with Sty Dunbar and Robbie Shukespeare, also Bob Murley,
Ziggy Marley, und many others.

The right-hand muting technique used in reggae incorpo-
rates the palm and the thumb. Rest your palm on all the strings
buck by the bridge and then just pluck, using the side of vour

Reggae shuffle

thumb and thumbnuil. It's important to roll some extra buss
your tone controls for more "hottom,” 1o creie o firm foundu-
tion while you are muting. Check out the wuy Marcus Miller and
Anthony Juckson apply this technique.

The next example is a reggac-shuftle, illusteating this rig..(
hand damping technique, and the free flowing style of reggae
bass playing.
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“KINGSTON BLUES”
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2nd x/Everyone A A
h
7 I Y O I A Y A}
y I8 o N v Y i X o} LY A I D
O N e e N
L 4 ) § 1
o e " 4 fe be
(Mclody)
Fi-1
NG
Ml . p .4 7 y.4 7 Y 4 7 Y 4
7 . V4 7 4 7 y £ y £ y 43
A " — 3 —
) 4 s s P~ d D Py N
W rd D N_¢ V" D! i L% D) YA - )
1~ € LD W WA 3 T 1 Y g 7 1 D i # 1
ANIY) b Vi X 1 i P )
o o Y n K o &
Band enters——
= B y 4 7 7 rd qﬁ -
- L] - .
7 Z: y & 7 - € Ty
1. 2
5 8 4
7 4
¥
o
Fé-11 8 Fe-11 4
) A reeem———————————————————— s ——————————em——————

>
g - = u
- B — I 4 S e . n P -
£ 5 5 A R r #r - - el —— S— (] —fF—
J | % ]
Fo-11
LN
—Je 4 p 4 7 V4 W 4 o 1w 4
V4 y4 . 7 7 y £ y £ y £

© 1989 Litha Music/Tecutitap
Used by Permission. International Copyright Sccured.
Made In USAL Al Rights Reserved.

33



x

N

NN

-2

¥

N

jm—

PN

el

N

F+11 4

N

N

\

N

Josmss—

N

A

h

N

]

D.C. al Coda

N

~g]

-l

2ah

N
2
'j;!F_

N

N

mp

Crescendo

-Le!

-le|

N

1PN

]

1

N
N

NG

T

T

</

3T

N

-8

T

BN

Le;i)

DAT/E

Eb-l1

BA78l

)

N

e

16

5—

5

N

I
\

.

I

[N

LES%S

N

34




o | g
I i © : o)
! ) a
7/ D-7%5 D-745 G/Db7
N 1
Pay Ly L
«<r | %4

(Vamp and fade
over melody)

o . 'Y 4 .
. y £ [)




