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Introduction

Welcome to Rock Bass Songs For Dummies. In this book, you’ll find everything you need to play a nice cross-section of classics; everything from Free’s “All Right Now” to the Police’s “Message in a Bottle” to the Who’s “Won’t Get Fooled Again.” Included throughout are some handy performance notes that will show you exactly how to play the songs and how they work. In reading the transcriptions and the notes, you’ll learn how to play some essential bass techniques: hammer-ons, pull-offs, slides, and more — in short, learning not only this book’s songs but how to play rock bass in general. If all that’s not enough, each song’s performance notes include some background information for a bit of rock ’n’ roll trivia.

Although this book acts as an instructional tool to learn these classic rock and pop tunes, it’s not a bass guitar method, and may be too advanced for absolute beginners. If you’re picking up a bass for the first time, try Bass Guitar For Dummies by Patrick Pfeiffer (Wiley), and then come back to Rock Bass Songs For Dummies.

About This Book

For every song, you get a brief intro with a little background on the artist (in case you’re not already a rock trivia god), followed by the essential info you need to learn the song:



	[image: e9781458434937_img_10004.gif] A run-down of the parts you need to know, not including those parts that are clones of other sections of the song.

	[image: e9781458434937_img_10004.gif] A breakdown of some of the special techniques you need to play the song — the trade secrets you won’t see on the sheet music.

	[image: e9781458434937_img_10004.gif] When necessary, some info you need to navigate the sheet music (such as pickup measures). Be sure to familiarize yourself with codas, repeats, and other navigational details explained in the Bass Notation Legend.


You may already know a lot of this stuff, so if you know it, skip it — unless you find the writing especially witty and eloquent (yeah, right). The best strategy is always to go through the song and find all the main riffs and their positions, then try working in all the tricks.


How to Use This Book

The music in this book is in standard notation and tablature (also known as tab) — which is just a diagram of the bass strings with numbers that tell you what frets to play. Assuming you know a little something about reading tab or music, the Bass Notation Legend in the back helps translate all those strange words, alien symbols, and hieroglyphs that are the written language of guitar and bass players. I also assume you know some things about the bass itself — like how to hold it, where the neck and frets are, how to tune it, basic picking, and how to look cool while doing it.

 


New techniques and concepts are introduced as they appear, and referred back to when necessary. So you can skip around the book and pick out your favorite songs first, without missing out on essential information.

Conventions used in this book

Here are some common rock bass guitar terms you’ll see discussed throughout the book:



	[image: e9781458434937_img_10004.gif] Open strings (strings played in open position, without a finger holding them down)

	[image: e9781458434937_img_10004.gif] Riffs (repeating bits of music that are noteworthy enough to mention) and licks (common lead tricks)

	[image: e9781458434937_img_10004.gif] Picking (using a guitar pick to “fling” across the strings, often in a pattern of downstrokes — strumming down toward the earth — and upstrokes toward the sky) and finger picking (plucking the strings, mainly alternating your index and middle fingers on your right hand)

	[image: e9781458434937_img_10004.gif] Pentatonic (five-note) scales (the basis for most of the hot licks you’re about to learn)

	[image: e9781458434937_img_10004.gif] Other terms that are explained in the Bass Notation Legend. In the performance notes, when you see an unfamiliar word in italics, that’s your cue to flip to the back of the book.



Your other left

No two bassists are the same, and some of the greatest ones happen to play left-handed — so forgive your author/teacher for sometimes referring to the picking hand as “right” and the fretting hand as “left.” Sometimes there’s no better way to say it.


Down is up

When I talk about low and high strings, I’m talking pitch-wise, in terms of what you hear, not what you see. Your low E string, for example, is the string on “top,” the fattest one with the lowest sound (sometimes tuned down to D or lower). The high G string is the skinny one on the “bottom,” and so on. I try to be as clear as possible on whether I’m talking about sound or sight. Speaking of which, the names of the open strings in standard tuning, low to high, are E–A–D–G.



Icons Used in This Book

In the margins of this book are lots of little icons that will help make your life easier:

[image: e9781458434937_i0003.jpg]Optional parts, like insanely fast solos, that may be too challenging for many guitarists, but are discussed anyway for the learned and/or ambitious “champion” players among you. There’s no way to walk you through every lick, but you’ll get some tips that might make them less painful. In these discussions I may have to throw lots of strange terms at you, all of which can be found in the Bass Notation Legend.

[image: e9781458434937_i0004.jpg]Details (such as tunings and special techniques) that you need to know, and will probably need again in the future.

[image: e9781458434937_i0005.jpg]Notes about specific musical concepts that are relevant but confusing to the layperson. Sometimes it’s just something that’s musically very cool!

[image: e9781458434937_i0006.jpg]Shortcuts and suggested ways to get through some of the hard parts without tangling your fingers.

[image: e9781458434937_i0007.jpg]A reason to stop and review advice that can prevent damage to your fingers, ears, instrument, or ego.







All Right Now

Words and Music by Andy Fraser and Paul Rodgers
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Additional Lyrics

2. I took her home to my place, 
Watching ev’ry move on her face. 
She said, “Look, what’s your game, baby?
 Are you tryin’ to put me in shame?”
 I said, “Slow, don’t go so fast.
 Don’t you think that love can last?”
 She said, “Love, Lord above,
 Now you’re tryin’ to trick me in love.”

 



3. Took her home, yeah, to my place,
 Watching ev’ry move on her face.
 She said, “Look, uh, what’s your game?
 Are you tryin’ to put me in shame?”
 Baby, I said, “Slow, slow, don’t go so fast.
 Don’t you think that love can last?”
 She said, “Love, Lord above, 
Now you’re tryin’ to trick me in love. Ow!”






Another One Bites the Dust

Words and Music by John Deacon
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Badge

Words and Music by Eric Clapton and George Harrison
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Ballroom Blitz

Words and Music by Mike Chapman and Nicky Chinn
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Additional Lyrics

2. Oh, I’m reachin’ out for something; touching nothing’s all I ever do.
 Oh, I softly call you over. When you appear, there’s nothing left of you. Uh, huh.
 Now the man at the back is ready to crack as he raises his hands to the sky.
 And the girl in the corner is ev’ryone’s mourner; she could kill you with a wink of her eye.
 Oh, yeah.

 



Pre-Chorus 2. It was electric, so frantic’ly hectic, 
And the band started leaping ’cause they all stopped breathing.
 Yeah, yeah, yeah, yeah, yeah.






Brick House

Words and Music by Lionel Richie, Ronald LaPread, Walter Orange, 
Milan Williams, Thomas McClary and William King
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Additional Lyrics

Chorus She’s a brick house.
 She’s mighty, mighty just lettin’ it all hang out. 
Ah, she’s a brick house.
 Oh, I like ladies stacked and that’s a fact.
 Ain’t holdin’ nothin’ back.
 Oh, she’s a brick house. 
Yeah, she’s the one,
the only one Built like an Amazon.






Brown Eyed Girl

Words and Music by Van Morrison
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Carry On Wayward Son

Words and Music by Kerry Livgren
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Come Together

Words and Music by John Lennon and Paul McCartney
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Additional Lyrics

3. He bag production, he got walrus gumboot.
 He got ono sideboard, he one spinal cracker.
 He got feet down below his knee.
 Hold you in his armchair, you can feel his disease.

 



4. He rollercoaster, he got early warning.
 He got muddy water, he one Mojo filter, 
He say, “One and one and one is three.”
 Got to be good lookin’ ’cause he’s so hard to see.






Crocodile Rock

Words and Music by Elton John and Bernie Taupin
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Additional Lyrics

2. But the years went by and Rock just died.
 Susie went and left us for some foreign guy.
Long nights cryin’ by the record machine,
 Dreamin’ of my Chevy and my old blue jeans,
 But they’ll never kill the thrills we got 
Burnin’ up to the Crocodile Rock,
 Learning fast as the weeks went past. 
We really thought the Crocodile Rock could last.






Detroit Rock City

Words and Music by Paul Stanley and Bob Ezrin
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Additional Lyrics

2. Gettin’ late, I just can’t wait.
 Ten o’clock, and I know I gotta hit the road.
 First I drink, then I smoke.
 Start up the car, and I try to make the midnight show.

 



3. Movin’ fast down Ninety-Five.
 Hit top speed, but I’m still movin’ much too slow.
 I feel so good; I’m so alive. Hear my song playin’ on the radio. It goes:






Don’t Fear the Reaper

Words and Music by Donald Roeser
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Free Ride

Words and Music by Dan Hartman
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Additional Lyrics

2. All over the country I’ve seen it the same,
 Nobody’s winning at this kind of game.
 We’ve gotta do better, it’s time to begin.
 You know all the answers must come from within.






Funk #49

Words and Music by Joe Walsh, Dale Peters and James Fox

[image: e9781458434937_i0090.jpg]


[image: e9781458434937_i0091.jpg]


[image: e9781458434937_i0092.jpg]


[image: e9781458434937_i0093.jpg]


[image: e9781458434937_i0094.jpg]


Additional Lyrics

3. Out all night, sleep all day,
 I know what you’re doin’.
 If you’re gonna act this way,
 I think there’s trouble brewin’.






Green-Eyed Lady

Words and Music by Jerry Corbetta, J.C. Phillips and David Riordan
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Additional Lyrics

2. Green-eyed lady, wind-swept Lady.
 Rules the night, the waves, the sand.
 Green-eyed lady, ocean lady.
 Child of nature, friend of man.
 Green-eyed lady, passions lady.
 Dressed in love, she lives for life to be.
 Green-eyed lady feels life,
 I never see setting suns and lovely lovers free.






Gimme Three Steps

Words and Music by Allen Collins and Ronnie Van Zant

[image: e9781458434937_i0100.jpg]


[image: e9781458434937_i0101.jpg]


[image: e9781458434937_i0102.jpg]


[image: e9781458434937_i0103.jpg]


[image: e9781458434937_i0104.jpg]


[image: e9781458434937_i0105.jpg]


[image: e9781458434937_i0106.jpg]


[image: e9781458434937_i0107.jpg]


Additional Lyrics

3. Well, the crowd cleared away and I began to pray
 And the water fell on the floor.
 And I’m tellin’ you, son, well, it ain’t no fun 
Starin’ straight down a forty-four.
 Well, he turned and screamed at Linda Lu
 And that’s the break I was lookin’ for.
 And you could hear me screamin’ a mile away
 As I was headin’ out t’wards the door.






Hey Joe

Words and Music by Billy Roberts
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Highway Star

Wordrs and Music by Ritchie Blackmore, Ian Gillan, Roger Glover, Jon Lord and Ian Paice
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Additional Lyrics

2. A nobody gonna take my girl, I gonna keep her to the end.
 A nobody gonna have my girl, she stays close on ev’ry bend. 
Ooh, she’s a killin’ machine. She got a ev’rything.
 Like a movin’ mouth, body control and ev’rything.
 I love her! I need her! I see her!
 Yeah, she turns me on! 
All right! Hold tight! I’m a highway star!

 



3. A nobody gonna take my head, I got speed inside my brain.
 A nobody gonna steal my head, now that I’m on the road again. 
Ooh, I’m in heaven again, I got a ev’rything.
 Like a movin’ ground, an open road and ev’rything.
 I love her! I need her! I feel it!
 Eight cylinders, all mine!
 All right! Hold tight!
 I’m a highway star!






Iron Man

Words and Music by Frank Iommi, John Osbourne, William Ward and Terence Butler
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Additional Lyrics

2. Is he live or dead?
 I see thoughts within his head. 
We’ll just pass him there.
 Why should we even care?

 



4. Now the time is here
 For Iron Man to spread fear.
 Vengeance from the grave,
 Kills the people he once saved.

 



Bridge Nobody wants him, 
They just turn their heads.
 Nobody helps him,
 Now he has revenge.

 



5. Heavy boots of lead,
 Fills his victims full of dread, 
Running as fast as they can.
 Iron Man lives again!






Low Rider

Words and Music by Sylvester Allen, Harold R. Brown, Morris Dickerson, 
Jerry Goldstein, Leroy Jordan, Lee Oskar, Charles W. Miller and Howard Scott
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Additional Lyrics

2. Low rider drives a little slower.
 Low rider, he’s a real goer.

 



3. Low rider knows ev’ry street, yeah.
 Low rider is the one to meet, yeah.

 



4. Low rider don’t use no gas now.
 Low rider don’t drive too fast.






The Joker

Words and Music by Steve Miller, Eddie Curtis and Ahmet Ertegun
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London Calling

Words and Music by Joe Strummer, Mick Jones, Paul Simonon and Topper Headon

[image: e9781458434937_i0144.jpg]


[image: e9781458434937_i0145.jpg]


[image: e9781458434937_i0146.jpg]


[image: e9781458434937_i0147.jpg]


[image: e9781458434937_i0148.jpg]


[image: e9781458434937_i0149.jpg]


Additional Lyrics

2. London calling to the imitation zone.
 Forget it, brother, you can go it alone.
 London calling to the zombies of death,
 Quit holding out and draw another breath.
 London calling, and I don’t wanna shout, 
But while we were talking, I saw you noddin’ out.
 London calling, see we ain’t got no highs,
 Except for that one with the yellowy eyes.

 



Chorus 2., 3. The ice age is coming, the sun’s zooming in.
 Engines stop running, the wheat is growing thin. 
A nuclear error, but I have no fear,
 ’Cause London is drowning and I, I live by the river.






Performance Notes

All Right Now (page 6)

In 1970 the British blues-rock band Free scored a major hit with 1970’s “All Right Now,” from the album Fire and Water. Although the group disbanded just several years later, “All Right Now” is one of the rock tunes most closely associated with the 1970s. Part of what makes the song so enduring is the infectious bass work, played by Andy Fraser and transcribed here in its entirety.

 


The concept of not playing is foreign to most bassists. But for the first 24 measures of “All Right Now,” there’s a bass tacet — the bass plays not a single note. So, sit on your hands if you have to during this section. The result of not playing — creating anticipation on the listener’s part — is well worth the restraint.

 


The bass enters in bar 25 at the chorus. Here you’ll notice a dynamic marking — which tells you how loud to play relative to the rest of the band. In this case, the mf (mezzo-forte) stands for moderately loud — loud enough to be heard, but not drowning out everyone else.

 


The music here is fairly straightforward. Play all the 7th-fret and 9th-fret notes with your 1st and 3rd fingers, respectively, and pick the notes with your index and middle fingers, striving for a nice, round sound. Be sure to follow each rest by releasing pressure on your fret-hand finger or muting it with a pick-hand finger, to achieve the proper groove.

 


[image: e9781458434937_i0150.jpg]You’ll get a chance to shine in the interlude, where the bass has a considerably more involved role. In the odd measures, which stick to the lower register of the instrument, play the 2nd-fret F[image: e9781458434937_img_9839.gif] and 5th-fret A with, respectively, your 1st and 4th fingers. As indicated by the staccato marks (dots) on beats 3 and 4, cut the notes short after you pick them.

 


The even measures travel way up to the 16th position and include notes from the A Mixolydian mode (A–B–C[image: e9781458434937_img_9839.gif]–D–E–F[image: e9781458434937_img_9839.gif]–G). To play this part, keep your 4th finger anchored on the 19th-fret D and your 1st finger on the 16th-fret F[image: e9781458434937_img_9839.gif], adding the 17th-fret G with your 2nd finger. Because this part is rather guitarlike, imagine that you’re playing the six-string in these measures, having a conversation with yourself on bass in the other bars.


Another One Bites the Dust (page 12)

In the 1970s, not many bands were more excessive than Queen, with their campy image and dramatically layered, pseudo-operatic vocals. On the band’s bottom end was bassist John Deacon, who wrote one of their greatest hits, the enigmatic “Another One Bites the Dust.” Deacon also played guitar, piano, and percussion on the track, but we’ll of course focus on the bass part.

 


In rock, it’s not uncommon for guitarists and bassists to tune their instruments down by a half step, but in “Another One Bites the Dust,” the bass is tuned up a half step, to F–B[image: e9781458434937_img_9837.gif]–E[image: e9781458434937_img_9837.gif] -A[image: e9781458434937_img_9837.gif], lowest note to highest. Unless you’re playing along with the original recording, though, you can just remain in standard tuning.

 


The song starts with a pickup measure, one that has fewer beats than a bar of the given meter. In this case, the first two notes, A and G, fall on the “and” of 4.

 


[image: e9781458434937_i0151.jpg]The intro contains a bass riff that is heard throughout the song, so make sure you have this section down before proceeding. It is easy enough for the fret hand — play the 3rd- and 5th-fret notes with your 1st and 3rd fingers, respectively. But rhythmically speaking, the riff is a bit tricky. It might at first help to count in 16th notes, like this: “One-ee-and-uh, two-ee-and-uh, three-ee-and-uh, four-ee-and-uh,” and so on. In the second measure, notes will then fall on the following italicized syllables: “One-ee-and-uh, two-ee-and-uh, three-ee-and-uh, four-ee-and-uh,” and so on. Also, to play the part correctly, silence the notes where you see rests and shorten the durations where you see staccatos.


Badge (page 21)

Essentially rock’s first power trio, Cream — guitarist Eric Clapton, bassist Jack Bruce, and drummer Ginger Baker — were one of the most influential blues-rock groups of the 1960s. In the group, Bruce played a much more impressive role than that of the typical rock bassist, as is clear on “Badge,” from 1969’s Goodbye.

 


[image: e9781458434937_i0152.jpg]Bruce is especially prominent in the intro to “Badge.” This four-bar section makes great use of two essential techniques:



	[image: e9781458434937_img_10004.gif] Legato slides: Between the “and” of beat 4, bar 1, going into bar 2, pick the 3rd-fret C, then without releasing your finger, shift up along the string to the 5th-fret C to sound that note. A legato slide is always indicated by a slur (curved line connecting two or more notes) with a diagonal line between the notes.

	[image: e9781458434937_img_10004.gif] Hammer-ons: At the end of bar 2 going into 3, the slur calls for hammer-ons — you’ll pick the 1st note (G), while articulating the others with your fret-hand fingers. Start with your 1st finger on the 3rd-fret G. Pick that note, then in a hammering motion, use your 2nd finger to sound the 4th-fret G[image: e9781458434937_img_9839.gif] without picking it. Keeping that finger held in place, use the same motion with your 3rd finger to sound the 5th-fret A. Strive for a smooth sound, with all the notes sounding at equal volume.


[image: e9781458434937_i0153.jpg]One thing that makes the bass work sound so cool is the extensive use of chromatic notes — those outside the key. More specifically, at play are some chromatic passing tones, which connect notes within a key via half step. Between bars 2 and 3, for instance, linking the notes G and A is the chromatic passing tone G[image: e9781458434937_img_9839.gif]; between bars 6 and 7, the chromatic passing tone D[image: e9781458434937_img_9839.gif] spans the notes D and E. These outside notes might seem minor, but try removing them to hear for yourself how much they contribute to the song.


Ballroom Blitz (page 26)

In the 1970s the genre of glam rock emerged, with its outrageously costumed, androgynous musicians and highly theatrical performances. One of the most prominent glam bands of the 1970s was the British outfit Sweet, featuring the solid bass work of Steve Priest, as can be heard on one of the group’s greatest hits, 1973’s “Ballroom Blitz.”

 


It might be hard, but for the first 17 bars of the tune, play nothing. Containing just drums and verbal exchanges, this portion of the intro is a great example of building anticipation for a tune.

 


[image: e9781458434937_i0154.jpg]“Ballroom Blitz” is played with a swing feel. To cop it, wherever you see a pair of eighth notes, play the first note longer than the second (at about a 2:1 ratio between the two notes). It’s almost like you’re playing a dotted eighth note followed by a 16th. But be sure not to play these rhythms in a mechanical way. Strive for a loose feel, and play along with the original recording if you find that the swing is lost on you.

 


[image: e9781458434937_i0155.jpg]If you glance through the entire transcription, it should be obvious to you that the bass sticks to the chords’ roots, that is, the lowest notes for which the chords are named. And the rhythms are pretty rudimentary, mostly quarter and eighth notes. So, you really needn’t learn the transcription note for note. Here’s an idea: Try playing along with the recording, following only the chord symbols and disregarding the standard and tab notation. Being able to come up with a bass part with just a chord progression at hand is an important skill for a bassist to possess.


Brick House (page 33)

One of R&B’s greatest bands, the Commodores have a catalog that includes more than 50 albums, with over 75 million copies sold worldwide. Originally titled a name that can’t be printed here, “Brick House” (from The Commodores, 1977), is one of their most popular songs. The tune, which extols the virtues of the full-figured woman, has got some downright funky playing from bassist Ronald LaPread.

 


[image: e9781458434937_i0156.jpg]Although “Brick House” is technically in the key of A minor, it’s written here with one sharp, F[image: e9781458434937_img_9839.gif], to denote the key of the A Dorian mode (A–B–C–D–E–F[image: e9781458434937_img_9839.gif]–G). This is due to the preponderance of F[image: e9781458434937_img_9839.gif]s in the song. A Dorian has a bit more of a soulful sound than A minor; to hear for yourself, try playing or singing an F[image: e9781458434937_img_9838.gif] wherever you see an F[image: e9781458434937_img_9839.gif] in the transcription.

 


[image: e9781458434937_i0157.jpg]What makes the bass line so funky is the use of pop-and-slap technique. If this is new to you, here’s how it’s done:



	[image: e9781458434937_img_10004.gif] Pop: Wherever you see a P between the standard and tablature staves, use your pick hand’s index or middle finger to hook under a given string, then pull the string up and release it so that it snaps against the fretboard, creating a popping sound.

	[image: e9781458434937_img_10004.gif] Slap: As indicated by each T, make a hitchhiking sign with your thumb and, using a hammering motion, strike the string. An additional tip: Keep your hand perpendicular to the strings and your thumb at a 50- to 60-degree angle with the string you’re slapping.


Practice each of these techniques on its own before tackling the transcription. Start very slowly until you can consistently get the proper sound for each move. Then, work the pops and slaps into the transcription, playing everything as slowly as needed to keep a constant groove, gradually speeding things up until you’ve got the song down.


Brown Eyed Girl (page 42)

In the late 1960s Ireland native Van Morrison created a style that came to be known as “Celtic Soul,” an uncanny blend of jazz, blues, pop, and folk. The infectiously bright “Brown Eyed Girl” is one of Morrison’s most popular songs, from his 1967 solo debut, Blowin’ Your Mind.

 


[image: e9781458434937_i0158.jpg]“Brown Eyed Girl” kicks off with a pickup measure. So, in this bar be aware that the first note, E, is on the “and” of beat 3 and the second note, F[image: e9781458434937_img_9839.gif], is on beat 4.

 


The music for “Brown Eyed Girl” sounds awfully familiar, doesn’t it? That’s because it’s based on one of the most common progressions in popular music, the I–IV–V, in this case, G–C–D7. How many other songs can you name that prominently feature the I–IV–V?

 


[image: e9781458434937_i0159.jpg]“Brown Eyed Girl” contains a particularly melodic bass line. This is due to the move on the G and C chords of the root to the major 3rd; that’s G–B and C–E, respectively. The D7 bars have a more jazzy sound, on account of a chromatic passing tone — the note F, connecting the notes E and F[image: e9781458434937_img_9839.gif]. Remember these devices when writing your own bass parts.

 


In music, what you don’t play is often as important as what you do, so make sure to silence the strings wherever you see rests. If you don’t, you’ll make the music sound too cluttered.


Carry On Wayward Son (page 49)

In 1976, the progressive rock band Kansas released the single “Carry On Wayward Son,” from the album Leftoverture. Unlike the typical pop song, it was all over the map, featuring everything from a capella vocal sections to forceful guitar riffs to gentler, piano-based sections. In spite of its schizophrenic nature, the song somehow held itself together, helping make Kansas a household name.

 


[image: e9781458434937_i0160.jpg]Rhythmically speaking, “Carry On Wayward Son” is a complicated song, with a bunch of shifting feels and meters. Here’s an explanation of what’s going on, and a few tips for how to successfully navigate the rhythms:



	[image: e9781458434937_img_10004.gif] Syncopation: When the band enters in bar 9, bassist Dave Hope, in tandem with guitarist Kerry Livgren, lays down some nicely syncopated riffing. Syncopation refers to the emphasis of a weak beat. In bars 9, the 3rd-fret C falls on the “and” of 2; in bar 10, the 5th-fret D falls on the “and” of 1; and in bar 11, the 3rd-fret G and 2nd-fret F[image: e9781458434937_img_9839.gif] fall on the “ands” of beat 1 and 3, respectively. Rhythmic placement is crucial here, so be sure to count carefully.

	[image: e9781458434937_img_10004.gif] Swing feel: As seen beginning in bar 12 and elsewhere, certain sections have a swing or triplet feel, as indicated by the triplet marking above the staff. To cop it, wherever you see a pair of eighth notes, play the first note longer than the second (at about a 2:1 ratio between the two notes). It’s almost like you’re playing a dotted eighth note followed by a 16th. But be sure not to play these rhythms in a mechanical way. Strive for a loose feel, and play along with the original recording if you find that the swing is lost on you. Also, be sure to shift back to a straight feel as directed in the music.

	[image: e9781458434937_img_10004.gif] Metric modulation: Metric modulation is simply a fancy term for changing time signatures. An example of this happens in the last bar of the second chorus, where the music suddenly shifts to 2/4 from 4/4. A metric modulation is often used in service of a vocal phrase; here, the syllables “more” and “no” on beats 1 and 2 suggest that the measure be two beats shorter than the prevailing time signature of 4/4. It can be easy to lose the beat when changing between time signatures, so be sure to play along with a metronome if you find yourself slipping up here.



Come Together (page 58)

The Beatles’ “Come Together,” from 1969’s Abbey Road, is a song for which John Lennon got primary songwriting credit. But one of the coolest parts of the tune happens to be Paul McCartney’s contribution, an athletic bass line that scrambles and slides up the fretboard.

 


[image: e9781458434937_i0161.jpg]The first bar of “Come Together” contains one of Paul McCartney’s most famous moves, a sliding line that sounds particularly aggressive due to its inclusion of the [image: e9781458434937_img_9839.gif]9 (F/E[image: e9781458434937_img_9839.gif]) of the D7[image: e9781458434937_img_9839.gif]9 chord. The move appears note-for-note scores of times throughout the song, so be sure you’ve got it down cold before proceeding with the rest of the tune. Fingering is crucial here: Grab the 5th-fret D with your 1st finger, then the 8th-fret F with your 3rd finger, sliding up to the 12th-fret A without picking. Fret the next two notes, the high F and D, with your 1st and 3rd fingers, respectively, before shifting back down to the 5th fret, where you’ll repeat the entire pattern.

 


[image: e9781458434937_i0162.jpg]The ear gets tired of hearing the same old rhythm ad infinitum, so McCartney wisely mixes things up in several key areas. For example, in the last two measures of each verse, he holds a single G for exactly five beats, leaving three empty beats before the upcoming section. In the chorus, instrumental solo, and outro, McCartney plays lines of steady eighth notes that contrast highly with the main riff, both in terms of pitch and rhythm. In composing your own bass parts, be sure to keep this example in mind; to maintain the listener’s attention, remember to mix things up within a song. Also, don’t be afraid to keep things very simple as did McCartney in key sections.


Crocodile Rock (page 63)

The songwriting team of Sir Elton John and Bernie Taupin is one of rock’s greatest. The duo’s first U.S. #1 single was “Crocodile Rock” (Don’t Shoot Me I’m Only the Piano Player, 1972), in which Sir Elton takes a nostalgic look at the 1950s rock scene, as well as his involvement with a girl named Suzie. Although the tune was dominated by a Farfisa organ, the bass parts Dee Murray played on the recording were even more significant in recreating an early rock ’n’ roll sound.

 


[image: e9781458434937_i0163.jpg]The verse is built from a simple I–iii–IV–V (G–Bm–C–D) progression, with each chord occupying two measures. This part requires a bit of position shifting: play the G chord notes with your 1st and 3rd fingers on the 5th and 7th frets, respectively; the Bm chord notes with a 1st-finger barre at the 2nd fret, the C chord notes with your 1st and 3rd fingers on the 3rd- and 5th-fret notes; and the D chord notes with your 1st and 3rd fingers back on the 5th and 7th frets. In certain spots, like the end of bar 12, a cool bass trick is shown: Playing an open string will buy you the time to shift positions without disrupting the rhythm.

 


Although it features similar fingering, the bridge is a bit more difficult to play than the verse. Look out for the extensive syncopation — at the end of that section’s first bar, for instance, the 5th-fret D is emphasized on the “and” of 4; in the following measure, the 7th-fret E is stressed on the “and” of 2.

 


Something that might be new to you, at least in notation, is the grace note, examples of which can be found starting in the ninth measure of the bridge. Wherever you see a cue-sized (small note), quickly hammer it on to the full-sized note that follows. (For more on hammer-ons, see the notes to “Badge.”) Be sure not to disrupt the overall rhythm. For instance, in bar 9, play the grace note Gs slightly before the As, so that the latter note falls squarely on beat 3 and the “and” of 4.


Detroit Rock City (page 68)

With their trademark painted faces and flamboyant outfits, Kiss is hard rock’s most visually identifiable group. The band, formed in New York in 1973, has been known to put on equally outrageous, theatrical concerts, filled with fire-breathing, blood-spitting, and other such antics. From 1976’s Destroyer, “Detroit Rock City” is similarly excessive, taken at a manic 184 beats per minute.

 


[image: e9781458434937_i0164.jpg]On the original recording of “Detroit Rock City,” the singer/bassist Gene Simmons tuned down a half step, to E[image: e9781458434937_img_9837.gif]–A[image: e9781458434937_img_9837.gif]–D[image: e9781458434937_img_9837.gif]–G[image: e9781458434937_img_9837.gif]. You needn’t do the same unless you intend to jam along with the recording.

 


The entire song is played with a triplet feel. (For more on that, see “Carry On Wayward Son.”) It might be difficult to play this ditty at the fast original tempo, so when learning the song, begin by setting your metronome to a speed at which you can handle the feel, gradually increasing the pulse as you gain confidence. Remember: In playing slowly, you’re learning to play fast.

 


In the intro, there’s a repeating C-to-B move with a great crescendo. As indicated by the hairpin lines, gradually increase your volume, from moderately loud ( mf ) to loud ( f ), over the course of the first three bars.

 


[image: e9781458434937_i0165.jpg]One of the most prominent rhythms in “Detroit Rock City” is the eighth-note triplet, three evenly-spaced eighth notes on one beat, first seen in bar 4 of the intro. If this rhythm is new to you, practice it on its own before learning the transcription. Using a single note, play a steady stream of eighth-note triplets, counting “One-uh-let, two-uh-let, three-uh-let, four-uh-let.” Then, when you can play the rhythm without difficulty, you’ll be ready to proceed.

 


“Detroit Rock City” is rife with rests. In the verse, most of the measures have vacancies in their second halves. At the coda, the bass sits out for four measures, then for 15 more in the proceeding interlude. It can be very easy to get lost in these spots, especially given the original tempo. Be sure to count the beats carefully, slowing down the tempo a bit to keep things straight, if necessary.


Don’t Fear the Reaper (page 74)

Blue Öyster Cult’s most popular song, “Don’t Fear the Reaper,” has an awfully grim title. But somewhat incongruously, the tune, from 1976’s Agents of Fortune, is on the gentle side, with a particularly melodic bass part. Also, the song has been heard in numerous TV and film soundtracks, and even inspired the famous “More Cowbell” sketch from Saturday Night Live.

 


[image: e9781458434937_i0166.jpg]An arpeggio isn’t a type of pasta or dessert; rather, it’s a broken chord, played one note at a time. Here, the progression in the verses and interludes is played entirely with bass arpeggios, as is half the chorus. In other words, the bass outlines A5 (A–E), G5 (G–D), F (F–A–C), and

 


G (G–B–D) chords throughout much of the song. This is where knowing chord construction comes in handy — when faced with a chart that contains only chord symbols, you can easily come up with your own arpeggiated part on the spot.

 


[image: e9781458434937_i0167.jpg]Most of “Don’t Fear the Reaper” is squarely in the key of A minor. But eight measures before the guitar solo, from out of nowhere comes a dramatically abrupt key change, to the distant key of C minor. A minor has no sharps or flats, while C minor has three flats. Also, keep an eye on the metric changes here — a single measure of 5/4 (that’s a bar of five quarter notes) appears right before the guitar solo, and a lone bar of 3/4 occurs at the end of that section. Always scan ahead in music for key and time signature changes; that will make them easier to negotiate when they arrive.


Free Ride (page 84)

They Only Come Out at Night (1972) was the fourth album by Edgar Winter and the first to be credited to the Edgar Winter group. The album yielded two big hits — the instrumental “Frankenstein” and the vocal “Free Ride” — for this high-octane blues-rock group. The latter song has one of the 1970s’ most identifiable bass lines.

 


The song kicks off without any bass for a few measures, so be sure to just chill here. Then, the bass enters with a few strategic hits on the open A string. This part is super easy to play, but be sure not to overlook the timing here. In bar 2, for instance, you’ll enter on the “and” of 3. Also, observe the accent marks (>) by playing the indicated notes rather forcefully.

 


[image: e9781458434937_i0168.jpg]In the verse, although the bass line sticks closely to the chord roots, it’s still a very interesting part. The line sounds especially bluesy because all but one note, the 2nd-fret F[image: e9781458434937_img_9839.gif], comes from the A minor pentatonic scale (A–C–D–E–G). The bass line is very active — it spans nearly two octaves and is packed with syncopated 16th notes. Really concentrate on the rhythm here, if needed counting in 16th notes rather than quarters. Notes in the section’s first bar, for instance, will fall on the following italicized syllables: “One-ee-and-uh, two-ee-and-uh, three-ee-and -uh, four-ee-and-uh.”

 


Who says you can’t play chords on the bass? The end of the chorus and guitar solo feature that ubiquitous rock guitar chord, the power chord, containing just a root and a 5th. In this case, the D5 chord is made of the notes D (root) and A (5th), which you should fret with your 1st and 3rd fingers, respectively.

 


[image: e9781458434937_i0169.jpg]Whereas the verse riff sticks within the key, the bass line in the interlude and outro has a chromatic flavor, using all the notes from the low F[image: e9781458434937_img_9839.gif] to A. Play this part in 2nd position, with your 1st, 2nd, 3rd, and 4th fingers on, respectively, the 2nd, 3rd, 4th, and 5th frets. And mind the gaps — the rests — in the middle of each measure.


Funk #49 (page 88)

Formed in Cleveland, Ohio in 1966, the James Gang never achieved the overall huge commercial success that they were striving for. They did, however, score a pretty big hit with “Funk #49” (from 1970’s James Gang Rides Again), which as one might surmise from the title, is a song filled with all kinds of extremely funky bass parts.

 


[image: e9781458434937_i0170.jpg]An important thing to look out for in “Funk #49” is the use of frequently syncopated 16th notes. Remember that it might be useful to count in 16th notes when learning the song. In the fourth bar, the rhythm that you play will be represented in the following italicized syllables: “One-ee-and- uh, two-ee-and-uh, three-ee-and-uh, four-ee-and-uh.”

 


[image: e9781458434937_i0171.jpg]In his bass lines, Dale Peters thinks more in terms of scales than of chords. Specifically, most of the song is drawn from the A blues scale (A–C–D–E[image: e9781458434937_img_9837.gif]–E–G), like the A minor pentatonic scale (A–C–D–E–G), but with the addition of the [image: e9781458434937_img_9837.gif]5 (E[image: e9781458434937_img_9837.gif]). Try playing the main bass line, first heard in the intro, with your 1st, 2nd, and 3rd fingers on the 5th-, 6th-, and 7th-fret notes, respectively.

 


Beginning in bar 5 of each interlude, Peters transposes the riff to fit a B chord, that is, he plays basically the same line, but a whole step (two frets) higher, with notes from the B minor pentatonic scale (B–D–E–F[image: e9781458434937_img_9839.gif]–A). Here, depress the 9th- and 7th-fret notes with your 3rd and 1st fingers, respectively, then reach down to catch the 5th-fret notes with your 1st finger.

 


Throughout “Funk #49,” fret-hand muting adds a bit of extra funk flavor. Wherever you see an X-shaped notehead, like in bar 4, on the “uh” of beat 1, release the pressure on your fret hand such that a percussive or scratching sound is produced when you pick the note with either your index or middle finger.


Gimme Three Steps (page 98)

In 1973, Southern rockers Lynyrd Skynyrd came out with an uncommonly solid debut, Pronounced Leh-Nerd Skin-Nerd. The album included a handful of tracks that would become bona fide rock classics, “Gimme Three Steps,” “Tuesday’s Gone,” and the overly requested “Free Bird.” On that first song, bassist Leon Wilkeson keeps things tight in the low end.

 


[image: e9781458434937_i0172.jpg]A number of great ideas are at play in the bass lines of “Gimme Three Steps:



	[image: e9781458434937_img_10004.gif] 6ths: Much of the riffing is based on a classic honky-tonk line that outlines sixth chords (1–3–5–6). The basic line is played in quarter notes and has an intervallic structure of 1–6–5–1. Wilkeson mixes up the basic pattern, adding eighth notes and syncopations here and there on both the D and A chords. See if you can identify the function of each note in these measures. Hint: On a D chord, the note B is the 6th; on an A chord, F[image: e9781458434937_img_9839.gif].

	[image: e9781458434937_img_10004.gif] Chromatics and blue notes: Wilkenson adds just a little chromatic action to add interest to certain chords. For instance, in bar 16, beneath the E7 chord he anticipates the 3rd, G[image: e9781458434937_img_9839.gif], with a flatted 3rd blue note, G[image: e9781458434937_img_9838.gif] — a classic blues-rock move. Similarly, he sometimes plays a flatted 7th (C[image: e9781458434937_img_9838.gif]) underneath the D chord, for a nice bluesy clash, as in bar 11. And below the G chord in bar 20, starting on the 3rd-fret G, instead of descending straight within the key, he walks down in half steps all the way to the low open E.

	[image: e9781458434937_img_10004.gif] Unexpected accents: Occasionally Wilkenson tosses in a surprise 16th-note sputter, like in the measure preceding the first verse, on the “and” of beat 3. Although subtle, a rhythmic detail like this can help a song maintain forward motion.


The chorus has two of the same chords, D and A7 (or A), as the verse. Yet, the sections feel completely different. That’s because the chorus is played mostly in straight eighth notes, which contrast nicely to the mixed rhythms of the verse. Remember, sometimes a small adjustment can have a large musical effect.


Green-Eyed Lady (page 93)

Originally known as Chocolate Hair, the psychedelic rock band Sugarloaf is most famous for their 1970 single “Green-Eyed Lady.” The song, purportedly based on some exercises from a scale book, boasts some rather unconventional lines from bassist Bob Raymond.

 


[image: e9781458434937_i0173.jpg]“Green-Eyed Lady” is technically in the key of E minor (one sharp, F[image: e9781458434937_img_9839.gif]), but it’s written here in the signature of the E Dorian mode (E–F[image: e9781458434937_img_9839.gif]–G–A–B–C[image: e9781458434937_img_9839.gif]–D), on account of the frequent use of the note C[image: e9781458434937_img_9839.gif].

 


[image: e9781458434937_i0174.jpg]Some of the exercises in the aforementioned scale book most likely featured the chromatic scale — one which contains all 12 notes ascending or descending in half steps. We see this in the first six notes notes of the song, which are consecutive half steps, and elsewhere throughout the tune.

 


The last eight measures of the verse include the riff that forms the bulk of the song. The approach of this part is very interesting. Here, Raymond plays notes that imply an Em7 (E–D–G)–A7/E (E–C[image: e9781458434937_img_9839.gif]–G) — Am7/E (E–C–G) progression. A cool thing about this progression is that the two outer notes (E and G) never change, whereas the middle notes descend in half steps (D–C[image: e9781458434937_img_9839.gif]–C) between each chord. Each change is punctuated with a quick chromatic move, A–A[image: e9781458434937_img_9839.gif]–B, on the 6th string. Meanwhile, for the Em7 bars, Raymond plays within the key signature, approaching certain notes chromatically — the 7th-fret B, for instance, is reached from a half step below, via the note A[image: e9781458434937_img_9839.gif].

 


As for the rhythm of the main riff, pay close attention to the syncopation. In bar 12, for instance, note that the open E falls on beat 2; the 5th-fret D on the “and” of 3. If you’re playing this song in a band, it’s crucially important for you and the guitarist to be in strict rhythmic agreement, for you’ll be playing the part together in octaves. Remember to lock in tight.


Hey Joe (page 106)

The 1960s folk classic “Hey Joe” has been covered by everyone from Cher to the Safaris. But no version is more famous than that recorded by the Jimi Hendrix Experience, from their 1967 debut Are You Experienced? It’d take a bit of experience to be able to replicate bassist Noel Redding’s part note-for-note, but with a little strategizing you should be able to come up with a reasonable facsimile.

 


The intro features a total of two bars of unaccompanied guitar, so remember to be quiet during the rests. Then, you’ll enter at the end of the second bar, locking in tight with your guitarist. Playing the 7th-fret notes with your 1st finger and the 9th-fret notes with your 3rd, make sure that those hammer-ons sound nice and smoothly connected.

 


[image: e9781458434937_i0175.jpg]Although this transcription is packed with notes, it’s easier than it looks. Only one basic progression — C5–G–D–A5–E — is heard throughout. Isolate the first four bars of the verse, because that’s basically the whole song there. If you’d like, you can streamline the first two measures to make them easier to play without detracting from the song. In each of these bars, play the first note as a dotted quarter instead of what’s written, and on each beat 4 play a single eighth note instead of two 16ths.

 


As for fret-hand fingering, play the first bar in 2nd position, with your 1st finger on the 2nd-fret B and your 2nd finger on the 3rd-fret notes, then for the remainder of the riff move up to 5th position, with your 1st, 2nd, and 3rd fingers on, respectively, the 5th, 6th, and 7th frets. After you’ve got the riff down, see if you can spin your own variations throughout the song, as did Redding on the original recording.

 


Look for a small variation on the first two bars of the main riff in the interlude, during which Redding, in tandem with Hendrix, travels in little chromatic groups (E–F–F[image: e9781458434937_img_9839.gif]–G, B–C–C[image: e9781458434937_img_9839.gif]–D, and so on) up to 7th-fret E of the E chord measure. You’ll want to play this part exactly as written, again, locking in with the guitarist in steady eighth notes.


Highway Star (page 114)

The title track from Deep Purple’s 1972 album, “Highway Star” is one of the band’s most killer cuts with its fast-paced, classically inspired organ and guitar solos. It also provided the blueprint for the speed metal style of such later groups as Motörhead and Metallica. Although “Highway Star” is a real showcase for guitarist Ritchie Blackmore, it’s also got some pretty serious playing from bassist Roger Glover.

 


[image: e9781458434937_i0176.jpg]Glover plays “Highway Star” not with his fingers but with a pick. If you’re unfamiliar with using a pick, here are a few pointers to help you avoid fatigue in your hand, wrist, and arm: For starters, use a thick pick; doing so will help you get more volume and a rounder tone with less effort. Also, keep your wrist, hand, and fingers relaxed and don’t pick too hard — turn up the amp and let it do the work for you.

 


In the first six bars of the intro is a key heavy metal rhythm commonly called the gallop, which evokes the sound of a horse or of soldiers engaged in battle. If you find it problematic to play this rhythm, here’s what to do. Take a single note and play it in a slow and steady stream of continuous eighth notes, using all downstrokes. After you’re comfortable with that, try tossing in a 16th-note upstroke on the “uh” of each beat. Practice this move slowly, too, until you can comfortably execute it at the song’s brisk pace of 170 beats per minute. Use the same process for learning to pick the dyads (two-note chords) played in a galloping rhythm during bars 5–7.

 


[image: e9781458434937_i0177.jpg]“Highway Star” is full of modulations both metric and tonal. The song kicks off in the key of G major and at the organ solo shifts to D minor. At the end of that section the meter repeatedly toggles between 4/4 and 2/4, and right after the second D.S., the music is back in G. When playing a transcription, always scan ahead in the music for changes like this. And if you find yourself having trouble moving between keys and meters, isolate the transitional passages and practice them until you can play them smoothly and effortlessly.


Iron Man (page 124)

With its down-tuned guitars, wailing solos, and macabre lyrics, Black Sabbath is the godfather of heavy metal. From 1970’s Paranoid, “Iron Man” is a song not about a hero, as the title suggests, but about a vengeful villain. The tune is packed with the characteristically aggressive playing of bassist Geezer Butler.

 


[image: e9781458434937_i0178.jpg]Measures 11 and 12 of the intro contain the two-bar riff that is the heart of “Iron Man,” drawn directly from the E natural minor scale (E–F[image: e9781458434937_img_9839.gif]–G–A–B–C–D). In bar 12 is one of the song’s most prominent rhythms — six straight 16th notes followed by an eighth. This part might be a little difficult to pick, so polish it up before learning the entire song. Pick the notes in alternate strokes of your index and middle fingers, using just the tips so that you don’t have to work too hard. Also, a bit of volume and gain from your amp will make the part easier to pick.

 


The riff in the bridge is a little more complicated than that of the verse. Here, Butler begins the E5 bar by outlining an E5 chord (E–B). Play the 7th-, 8th-, and 9th-fret notes with, respectively, your 1st, 2nd, and 3rd fingers before sliding down to the pattern created around notes from a D major triad (D–F[image: e9781458434937_img_9839.gif]–A) in the D5 measure, using your 1st and 2nd fingers on the 4th- and 5th-fret notes, respectively. Then, in the B5 bar, it’s back up to 7th position with a line built on the B blues scale (B–D–E–F–F[image: e9781458434937_img_9839.gif]–A). Practice this section as slowly as needed in order to smoothly shift positions and cleanly articulate the notes.

 


[image: e9781458434937_i0179.jpg]Certain sections of “Iron Man” (like the second interlude), are in double time — the music is suddenly twice as fast. To transition smoothly between regular and double-time sections, you might begin by tapping your foot in eighth notes during the slower passages. When you shift to double time, each tap will then be a quarter note. In the slower sections, counting in eighths of course has an added benefit, helping you feel the syncopations more easily.


The Joker (page 134)

Steve Miller’s “The Joker” is a pretty strange song, featuring invented phrases like “the pompatous of love,” whatever that means, and the occasional speech-like guitar lick over a spare reggae arrangement. From the 1973 album of the same name, “The Joker” has been covered many times over the years, by everyone from Puddle of Mudd to Keith Urban.

 


Lonnie Turner’s bass lines on “The Joker” offer a mini lesson in how to play reggae bass. Throughout, the extensive use of rests reveals what every decent reggae bassist knows — that it’s important to leave gaps in the music, so as not to oversaturate the sound. On the other hand, in spots where there’s not a lot going on in the other instruments, it’s okay to be a little more active, like on beat 3 of the second measure. In any case, wherever you see a rest in the transcription, be sure to stop the string from sounding, using either a fret-hand or pick-hand finger, or a combination of the two.

 


[image: e9781458434937_i0180.jpg]Luckily, the main riff, located in open position, is easy on the fret hand. But picking the 16th notes that occur throughout the tune might be a little difficult. If so, focus on a single note. Then, using a metronome, find the fastest speed at which you can cleanly pick streams of straight 16th notes on that pitch, preferably alternating between strokes of your index and middle fingers. Remember to relax your fret hand and use the tips of your fingers to pick, in the interest of economy.

 


The bass part during the guitar solo is a little trickier on the fret hand, shifting between 1st and 3rd positions and including a handful of hammer-ons. For this part, play each beat 1 and 3 with your 1st and 3rd fingers on the 1st and 3rd frets, respectively; on 2 and 4 move up to grab the 3rd- and 5th-fret notes with your 1st and 3rd fingers, making sure to play those hammer-ons in a smoothly connected manner.


London Calling (page 142)

With their highly politicized lyrics, hard-edged sound, and experimental tendencies, the Clash were part of the first wave of British punk rock. The Clash’s third album, 1979’s London Calling, found the group borrowing from unlikely sources: jazz, reggae, rockabilly, and more. The title track has a reggae vibe and features some solid work from bassist Paul Simonon.

 


[image: e9781458434937_i0181.jpg]“London Calling” is played with a swing feel — in a pair of consecutive eighth notes, the first note is played longer, at about a 2:1 ratio. For more on the swing feel, see the performance notes to “Ballroom Blitz.”

 


The song tends to have eighth-note triplets on each beat 4, so before you tackle the song, you might want to make sure that you’re confident with that rhythm. See the notes for “Detroit Rock City” for more about it.

 


[image: e9781458434937_i0182.jpg]Found throughout “London Calling” are some slash chords. No, these chords aren’t named for the perennially top-hat-wearing guitarist of Guns N’ Roses. Rather, they’re chords in which the lowest note is not the root; this note is indicated to the right of the slash, and the chord appears on the left. In “London Calling,” slash chords are formed as a result of what the bass plays. For instance, in the second bar of the verse, the bassist plays the note F, while the guitarist plays a Cmaj7 chord, thus forming the slash chord Cmaj7/F.

 


Slash chords are sometimes used to create a tidy bass line, one that doesn’t skip around too much. That’s sort of what’s happening here — the bass line is travelling stepwise within the lowest three notes of the E natural minor scale (E–F[image: e9781458434937_img_9839.gif]–G–A–B–C–D). Pretty smooth, right?


Low Rider (page 131)

A low rider is a car that has been customized, allowing its operator to lower each wheel while driving, making the car bounce in an attention-grabbing way. In the mid-1970s, members of the band War were immersed in Southern California low-rider culture, and that avocation inspired the ultra-funky song “Low Rider,” from the 1975 album Why Can’t We Be Friends?

 


[image: e9781458434937_i0183.jpg]Structurally speaking, “Low Rider” is as easy as it gets. The entire song is based on the two-bar riff that starts when bassist B.B. Dickerson enters, albeit with minor variations throughout. Based on the G minor pentatonic scale (G–B[image: e9781458434937_img_9837.gif]–C–D–F), the riff creates a bluesy sound against the song’s only chord, G7 (G–B–D–F).

 


It’d be perfectly fine to learn the entire transcription note-for-note. But it would be more beneficial to your musicianship just to learn the two-bar riff, understand how it works, and create your own variations on the spot.

 


Try starting by learning the riff as shown in its most basic form, in the first two bars of the verse. Play the first four notes in 1st position, with your 1st and 3rd fingers covering the 1st and 3rd frets, respectively, then shift up to 3rd position, using the same two fingers on the 3rd and 5th frets.

 


Be especially mindful of the syncopation, because that’s what drives the song. In the first bar and a half of the riff, make sure to play a note on the “and” of each beat. After you get a good feel for the main riff, close the book and play along with the original recording using notes from the G minor pentatonic scale. Most important: It’s got to be funky.


Maneater (page 168)

The singing multi-instrumentalists Daryl Hall and John Oates achieved their greatest fame in the late 1970s and early 1980s with their exceedingly catchy blend of new wave and R&B. Purportedly inspired by the English model and actress Kelly LeBrock, she of Weird Science fame, “Maneater” (from the 1982 album H20) is one of Hall & Oates’ half-dozen #1 hits.

 


[image: e9781458434937_i0184.jpg]The rhythmic backbone for the entirety of “Maneater” is found in the first two bars of the intro. This part shows how Hall & Oates took something old — the bass line here sounds very Motown; think of the Supremes’ “You Can’t Hurry Love” — to create something new.

 


In learning “Maneater,” be sure that you have the basic two-bar rhythm down before doing anything else. Observe the staccato makings on the first two quarter notes by cutting them short, then play the third quarter note for its full value. Make sure to play the following eighth notes on the upbeats, then play the last two quarter notes normally, squarely on beats 3 and 4. Playing all the notes with a light but rhythmic touch, practice this rhythm repeatedly, until you find yourself playing with such groove that someone could dance along.

 


[image: e9781458434937_i0185.jpg]There’s some cool stuff going on harmonically in “Maneater.” In the verse, check out how a slash chord, A/C[image: e9781458434937_img_9839.gif] (C[image: e9781458434937_img_9839.gif]–E–A) makes for a nice chromatically descending bass line, D–C[image: e9781458434937_img_9839.gif]–C, for the progression of D–A/C[image: e9781458434937_img_9839.gif]–C. Similarly, a jazzy chord, A[image: e9781458434937_img_9839.gif]°7 (A[image: e9781458434937_img_9839.gif]–C[image: e9781458434937_img_9839.gif]–E–G) bridges the chords A and Bm, creating an ascending chromatic bass line, A–A[image: e9781458434937_img_9839.gif]°7–Bm. Details like these help separate Hall & Oates from the average pop band.


Message in a Bottle (page 180)

Loosely speaking, the Police were a punk band. But each member of the group had greater musicianship than that of the typical punker. Leader and bassist Sting possessed the uncanny ability to lay down just the right bass part for any song, as is apparent on “Message in a Bottle.”

 


In the Police, Sting was known to play with a pick, so to emulate his sound you might try doing the same. See the notes to “Highway Star” for specifics on using a plectrum.

 


[image: e9781458434937_i0186.jpg]The bass part for the verse is simple but highly effective, sticking to the roots of the chords, which are syncopated throughout. Begin the first two-bar phrase by depressing the 4th-fret C[image: e9781458434937_img_9839.gif] with your 1st finger, then sliding down to 2nd position, where you’ll play the 2nd- and 4th-fret notes with your 1st and 3rd fingers. The good news is, after you’ve tackled this part, you’ve essentially learned the entire verse. Another thing to note: In the 2nd verse, as indicated by the dashed line, the bass tacets for several measures. Don’t play anything at all here.

 


In the chorus, Sting switches to a more eighth-note-based texture, creating a nice contrast to the verse. Again, this part incorporates mostly root notes, some of which are anticipated on the “and” of beat 2, so look out for that. Sting switches things up a little at the end of the chorus’s fifth bar, where a 2nd-fret A appears in several more bars, pitted against the root notes F[image: e9781458434937_img_9839.gif] and D. Finally, the verse ends with a rhythm more similar to that seen in the verse, making for a nice transition back to that section. Part of what makes “Message in a Bottle” so great is this rhythmic variety on the low end.

 


Right at the D.S. is a symbol that’s much more common in guitar notation than in bass — the rake. As indicated by the horseshoe-looking symbol and the line that terminates in a bracket, simply articulate the 4th and 3rd strings with one continuous downstroke.


Mississippi Queen (page 186)

Led by a mountain of a man, Leslie West, Mountain is an American band that contributed in a big way to the development of heavy metal. The group’s most famous song is the driving “Mississippi Queen” (from Climbing!, 1970), featuring the fat bass lines of Felix Pappalardi.

 


To cop Pappalardi’s thick sound, you might try using a pick instead of your fingers. For some tips on how to do so, check out the notes to “Highway Star.” Or, just play in the customary manner, using forceful fingerstrokes.

 


[image: e9781458434937_i0187.jpg]Throughout “Mississippi Queen,” Pappalardi plays bass lines that lock in tight with West’s guitar power chords and riffs. The bass parts are very repetitive and played in just a couple positions, both seen in the intro. Bars 2 and 3 are in 5th position, with the 1st and 3rd fingers on the 5th and 7th frets, respectively. Measures 5 and 6 occupy 7th position, with the same two fingers on the 7th- and 9th-fret notes, whereas bars 7 and 8 slide back into 5th position via the 3rd-fret F, fretted with the 1st finger. Getting acquainted with these positions and fingerings should make learning the entire song pretty easy.

 


[image: e9781458434937_i0188.jpg]In the last bar of the intro is a technique more common on guitar than bass. On beat 3 is a quarter-step bend, which you can create by pulling the string toward the floor just a hair, such that its pitch is slightly raised. Meanwhile, in the 12th measure of the verse is a half-step bend. Pull the 5th-fret G a little farther toward the floor, so that the note G[image: e9781458434937_img_9839.gif] is sounded. If you need a target, simply play the 6th-fret G[image: e9781458434937_img_9839.gif], then hold that note in your ear as you try the bend.


Money (page 175)

From 1973’s Dark Side of the Moon, the Pink Floyd song “Money” is about the evilness of being mercenary. Ironically, though, the album has sold many millions of copies, making the members of Floyd pretty well off. Anyway, vocalist and bassist Roger Waters plays a wealth of cool parts on the song.

 


[image: e9781458434937_i0189.jpg]The main riff heard during the intro and verse of “Money” is played in a time signature that might be new to you, 7/4, or seven quarter notes per bar. Throughout these measures, count to seven instead of your customary four. Or, if it’s easier for you, divide each measure into a bar of 3/4 plus one of 4/4, breaking things down into bite-sized parts. In other words, in each measure, count “one, two, three,” then “one, two, three, four.”

 


Whichever way you count, observe the staccato marking on each beat 3; cut the quarter note short. And be sure to swing the eighth notes on beat 2 (and throughout the song). Remember, think long first eighth note and short second one. (More about the swing or triplet feel can be found in the notes to “Ballroom Blitz.”)

 


[image: e9781458434937_i0190.jpg]In bar 9 of the verse, the music switches to 4/4, then to 6/4 (think of it as six beats, or two bars of 3/4) in bar 11 before resuming 7/4 in the following measure. Obviously, timing is crucial here. If you find yourself getting lost, bust out a metronome, put down your bass, and concentrate just on counting. Then, try playing this portion of the transcription along with the metronome on a slow setting, gradually increasing your speed until you can shift seamlessly between meters.

 


Beneath the guitar solo, which is in 4/4 time, Waters plays a jazzy chromatic line that contrasts nicely with his other parts in the song. Under the Bm7 he plays the four-note group D–C[image: e9781458434937_img_9839.gif]–C–B, interrupted by the open A string; under Em he plays the line E–E[image: e9781458434937_img_9837.gif]–D–C[image: e9781458434937_img_9839.gif], punctuated by the open A. The use of the A reveals a cool textural trick: Jazz bassists tend to add spice to their lines by tossing in an open string here and there.


No Reply at All (page 190)

From the 1981 album Abacab, “No Reply at All” was a big hit for the British rock band Genesis. The song, presumably about a dude who’s unlucky with the ladies, has a soulful sound, due to the presence of the Earth, Wind, & Fire horn section on the track. As well, it’s got some pretty sharp playing from bassist Mike Rutherford.

The song starts off with a pickup bar, containing just beat 4. Don’t come in, though, until the “uh” of that beat.

 


[image: e9781458434937_i0191.jpg]The bass line of “No Reply at All” is filled with articulations and details that make the part sound snappy. Some of the notation might be new for you, so here are some explanations:



	[image: e9781458434937_img_10004.gif] Grace notes: In bar 4, preceding beat 3, for instance, you’ll find a grace note, A. Just before the beat, quickly hammer the A onto the B that follows. Make sure that the B falls squarely on beat 3, and that you hammer on smoothly.

	[image: e9781458434937_img_10004.gif] Slides: Although you’re probably acquainted with slides, some of the notation here might be a little confusing for you. In bar 4, on beat 4 for instance, play the 7th-fret A. Then, as indicated by the tie in notation and the parentheses in tab, hold the note until the “and” of the beat, at which point you’ll slide down the fretboard.

	[image: e9781458434937_img_10004.gif] Let ring: At the chorus you’ll see the text let ring between the staves. This simply means that you’re to let the indicated notes blend together. To do this, begin by stopping the 2nd-fret F# with your 1st finger, at the same time, the 4th-fret F[image: e9781458434937_img_9839.gif] with your 3rd finger. Keep this grip held in place while you pick the separate notes, allowing everything to blend together.



Peg (page 198)

Steely Dan is one of rock’s most sophisticated bands. Their jazz-influenced harmonies, cerebral lyrics, and mastery of the recording studio are fully apparent on “Peg,” from 1977’s Aja.

 


[image: e9781458434937_i0192.jpg]In terms of fret-hand fingering, the verse is simple enough. In bars 1 through 4, for instance, play all the notes on beats 1–3 with your 1st finger, then on beat 4 catch with 5th-fret A with your 3rd finger and the 5th-fret D on the “and” with your 1st finger.

 


What’s trickier about the verse riff is the picking. If you find yourself getting tripped up, you might at first try streamlining the riff. Hold the first note, the 3rd-fret C, for a dotted eighth note. Then, after you play the 3rd-fret G on the “and” of 2, hold that note through the end of beat 3. After you’re comfortable with this simpler version of the riff, try playing it as written, counting carefully and being sure to throw in all the fret-hand muting (X-shaped noteheads), of which you can read more about in the notes to “Funk #49.”

 


The chorus and outro make excellent use of pop-and-slap technique (which you can learn all about in the performance notes to “Brick House”). These sections are quite complicated, so it might behoove you to tackle them at a microscopically slow tempo, playing along with a metronome set in eighth notes, to help you place all the rhythms precisely. If you find yourself struggling with the techniques, simply isolate the first two notes of the chorus, and play them in straight eighths, slapping the lower string and popping the higher.

 


[image: e9781458434937_i0193.jpg]Typical of a Steely Dan song, “Peg” has a sophisticated chord progression. Even though you’re a bassist, it’s in your best interest to understand how the chords are constructed and to be acquainted with how they sound. If needed, consult a theory book to learn how to spell all the harmonies found in the song. Then, try playing arpeggios of chords like Gmaj9 (G–B–D–F[image: e9781458434937_img_9839.gif]–A) and F[image: e9781458434937_img_9839.gif]7[image: e9781458434937_img_9839.gif]9 (F[image: e9781458434937_img_9839.gif]–A[image: e9781458434937_img_9839.gif]–C[image: e9781458434937_img_9839.gif]–E–A) on your bass.


Radar Love (page 203)

“Radar Love” (Moontan, 1973) by the Dutch rock band Golden Earring, is one of the great rock songs about driving, in which a guy is traveling through the night to reach his sweetheart. The tune has been covered extensively throughout the years, most notably by Def Leppard, R.E.M., Carlos Santana, U2, and others.

 


[image: e9781458434937_i0194.jpg]“Radar Love” starts off with an incomplete measure. You’ll come in not on beat 1, but squarely on beat 3.

 


[image: e9781458434937_i0195.jpg]Bar 9 of the intro contains a sign that might be unfamiliar to you, a decrescendo (the opposite of the crescendo detailed in “Detroit Rock City”). As indicated by the hairpin line, the open E should gradually get quieter over the course of the measure. Of course, a note will naturally decrescendo as its sustain dies, but you can also create the effect simply by turning down the volume knob on your bass.

 


In the bulk of “Radar Love,” the bass line sticks to the roots of the chords, an exception being during the implied F[image: e9781458434937_img_9839.gif]m7 (F[image: e9781458434937_img_9839.gif]–A–C[image: e9781458434937_img_9839.gif]–E) chord, which adds the occasional 7th (E) and 3rd (A). Because of the simplicity of the pitch content in the song, to say nothing of the fact that the rhythms are very straightforward, you needn’t necessarily learn this song note-for-note. Instead, you might try reading just the chord symbols, playing root notes in a driving rhythm.

 


Although “Radar Love” is pretty basic, it does contain one rhythm that might trip you up — the quarter-note triplet, which is three quarter notes in the space normally occupied by two, indicated by a bracketed 3. This rhythm is seen in the eighth bar of the coda. Here’s how to feel it: Try counting eighth-note triplets on each beat: “trip-uh-let, trip-uh-let,”and so on. In the span of two beats, a quarter note will then fall on the first “trip,” the first “let,” and the second “uh.” If this rhythm is giving you trouble, count and practice it extremely slowly, using just one note, until you feel it naturally. Then, you’ll be all set to play the rhythm in context.


Rock and Roll Hoochie Koo (page 212)

Singer-songwriter-guitarist Rick Derringer has lots of stamina. Derringer was barely an adult when he began working with guitarist Johnny Winter, who included Derringer’s song “Rock and Roll Hoochie Koo” on the 1970 album Johnny Winter And. For his own 1973 album, All American Boy, Derringer redid the tune; this version, which became Derringer’s signature song, is the source of the transcription here.

 


[image: e9781458434937_i0196.jpg]The part played by bassist Kenny Passarelli is especially prominent in the intro. A couple things to look out for: At the end of the fourth full bar, depress the 3rd-fret F with your 3rd finger, remembering to nudge the string toward the floor, raising its pitch slightly. In the last bar of the intro, play the 12th-fret G with your 1st finger, hammering on to the 13th-fret G[image: e9781458434937_img_9839.gif] with your 2nd finger. Timing is very important here. The proper count: “One-ee-and-uh, two-ee-and-uh, three-ee-and-uh, four-ee-and-uh.”

 


In the even bars of the verse, Passarelli plays notes that stick closely to the roots of the power chords — grab the 2nd- and 3rd-fret notes with your 1st finger and the 5th-fret notes with your 3rd. In the even bars Passarelli lays down a mean line from the A blues scale (A–C–D–E[image: e9781458434937_img_9837.gif]–E–G) in 5th position — fingers 1–4 on frets 5–8, of course. This lick is played in tandem with guitar, so be sure to lock in tight if you’re playing the song with a band. And again, play close attention to the rhythm. The verse’s third bar, for instance, should be counted, “One-ee-and-uh, two-ee-and-uh, three-ee-and-uh, four-ee-and-uh.”


Slow Ride (page 220)

“Slow Ride” is the most well-known song of the rock band Foghat, who were most popular in the mid- to late ’70s. As its title suggests, the song is about taking one’s time in moments of intimacy. On the 1975 album Fool for the City, “Slow Ride” clocks in appropriately, at more than eight minutes. But for those who are impatient, the single version, with its fade-out ending, is less than half the length.

 


[image: e9781458434937_i0197.jpg]Bassist Nick Jameson is slow to enter the song, waiting nine full measures before he plays anything. So, remember not to noodle during those bars. At bar 10, Jameson has a dramatic entrance; there’s a lot going on in this measure. In case you’re curious, the 8va sign is provided for ease of reading; it indicates that the notes are to be played an octave higher than written. The loco sign cancels the 8va, calling for the music to be played once again as written. On beat 3 is a rhythm that might be new to you — the 16th-note triplet, three evenly spaced 16th notes in the span of an eighth note. To practice that rhythm, tap your foot in eighth notes and count “Trip-uh-let” on each beat.

 


[image: e9781458434937_i0198.jpg]The chorus of “Slow Ride” is fairly straightforward; play it entirely in third position, with your 3rd finger on the 5th-fret notes and your 1st finger on the 3rd-fret notes. The only things to look out for are the staccato markings here and there, as well as the occasional syncopation, like in the second bar of the section, where 8th notes are placed on the “ands” of 2 and 4.

 


The verse, on the other hand, is a bit more challenging, filled with popping and slapping. If you need to brush up on those techniques, see the notes to “Brick House.” It might be beneficial to practice popping and slapping using just two notes before attempting to play the transcription.

 


The fret hand also gets a workout during the verse. Start the odd bars by anchoring an octave-based grip with your 3rd and 1st fingers on strings 2 and 4, respectively. Then, in the second half of the bar, grab the 12th-fret G and the 11th-fret F[image: e9781458434937_img_9839.gif] with your 2nd and 1st fingers. Play the even bars with your 1st finger on the 2nd-fret A and your 3rd finger on the 4th-fret notes. Another thing to note, in the penultimate bar of the chorus is a vibrato sign. As indicated by the curvy line, rapidly and repeatedly bend the 7th-fret A and release it, creating a sort of singing tone.


Smokin’ (page 228)

In the mid-1970s, the engineer and guitarist Tom Scholz recorded a simple 12-track demo in his spare time. That recording became one of the most successful debuts of all time, the arena-rock band Boston’s 1976 self-titled album, which went to #3 on the Billboard charts and which has now sold more than 15 million copies in the United States alone. From that album, “Smokin’” boasts some solid bass playing from Fran Sheenan.

 


Let the guitar player do his thing in the first three bars. If needed, sit on your hands to restrain yourself from playing.

 


“Smokin’” has a swing feel, (find out more about that in the notes for “Ballroom Blitz”). Remember to play the consecutive eighth notes long-short, and make sure you’ve got a handle on the eighth-note triplet rhythm before delving into the transcription.

 


[image: e9781458434937_i0199.jpg]Sheenan’s lines feature plenty of chromatic action — remember, basically, movement by half step. For instance, at the end of the intro leading into the verse, there’s the move C–C[image: e9781458434937_img_9839.gif]–D; in the verse’s first bar, beats 2–4, is the line F[image: e9781458434937_img_9839.gif]–G–G[image: e9781458434937_img_9839.gif]–A. The music would sound comparably square without this chromatic action. To hear for yourself, in the last bar of the intro, on beat 4, play a C[image: e9781458434937_img_9839.gif] instead of the C[image: e9781458434937_img_9838.gif], and in the first bar of the verse, on beat 4, play an A in place of the G[image: e9781458434937_img_9839.gif].
[image: e9781458434937_i0200.jpg]
 


[image: e9781458434937_i0201.jpg]The organ solo makes extensive use of a distinctively scratchy sound, alternating fret-hand-muted notes with fully fretted ones. In bar 1, for instance, you’ll be depressing the 5th-fret A with your 3rd finger, picking it, releasing pressure on that finger, then picking the note again, making sure that it sounds percussive. It might take a bit of practice to get your pick and fret hands coordinated during this section, so take things slowly if needed.


Suffragette City (page 238)

Since the 1960s the rock star David Bowie has been known to continuously reinvent his musical and sartorial styles. Bowie started off as a typical folk-rocker and by 1972, with the introduction of his concept album The Rise and Fall of Ziggy Stardust and the Spiders from Mars, Bowie had become a flamboyantly androgynous performer with a hard-edged, experimental sound. From that album, “Suffragette City” is — despite its creator’s undeniable oddness — filled with some pretty traditional lines from bassist Trevor Bolder.

 


Be aware that this song’s pickup, or incomplete first measure, is an eighth note in duration.

 


[image: e9781458434937_i0202.jpg]“Suffragette City” has a pretty active bass line that might look complicated on paper. But if you play using smart fingerings, the music shouldn’t be too difficult. In the verse, for instance, start off in 7th position, with your 4th finger on the 7th-fret notes and your 1st on the 4th-fret F[image: e9781458434937_img_9839.gif]. At the end of that measure, move down to 5th position, your 1st finger on the 3rd fret and your 3rd on the 5th. Then, at the end of the second measure, you’ll move back up to 7th position. Note the occasional appearance of a power chord, a type you learned about in “Free Ride.” Pick each F5 (F–C) with your index and middle fingers.

 


[image: e9781458434937_i0203.jpg]Rhythmically speaking, “Suffragette” is fairly straightforward — basically, a continuous stream of eighth notes. But look out for spots where that stream is interrupted, like in the fourth and sixth bars of the intro, which contain an eighth-note rest on beat 1; the end of the verse’s first bar, where the power chord is tied into beat 1 of the proceeding measure; and also in the verse, bar 4, on the “and” of beat 2, where a 16th note is tossed in.


Thirty Days in the Hole (page 246)

Inspired by a Humphrey Bogart line from Angels with Dirty Faces (1938), “Thirty Days in the Hole” is the best-known (though non-charting) single of the British blues-rock band Humble Pie. The song was originally released on the 1972 album Smokin’ and has since seen a number of covers, most excellently by Gov’t Mule and Mr. Big. Check out the smokin’ bass lines of Greg Ridley.

 


“Thirty Days in the Hole” starts off with a 13-measure bass tacet. In the interest of a dramatic entrance, wait until bar 14 before you begin to play.

 


[image: e9781458434937_i0204.jpg]In the verse, Ridley alternates between fills and lines that stick closely to the chords’ roots. The first fill, seen in the eighth measure of the verse, is based on the E major pentatonic scale (E–F[image: e9781458434937_img_9839.gif]–G[image: e9781458434937_img_9839.gif]–B–C[image: e9781458434937_img_9839.gif]). Play the 9th-fret notes with either your 3rd or 4th fingers and the 6th-fret C[image: e9781458434937_img_9839.gif] with your 1st finger. The same fill is heard in bar 12. In the last measure of the verse there’s a new fill, this one in E minor pentatonic (E–G–A–B–D). Play the 12th- and 14th-fret notes with your 1st and 3rd fingers, respectively.

 


The bass line heard in the chorus is also played with notes from the E minor pentatonic scale. The fingering is easy — fingers 1 and 3 on, respectively, frets 5 and 7. But the heavily syncopated rhythms might be a little tricky. In bar 1, for instance, heads up on the eighth-note E that falls on the “and” of beat 2, followed by a rest on 3. The same thing happens in the next measure; also be aware that the muted E falls on the “ee” of beat 4. Remember to release fret-hand-finger pressure so that the note sounds muted when you pick it, then play the 5th-fret D on the “and” of the beat in a conventional manner.


Train Kept A-Rollin’ (page 255)

“Train Kept A-Rollin’” was a song first recorded in 1951 by the jazz and R&B bandleader Tiny Bradshaw. A proper rock ’n’ roll version of the song was released in 1956 by Johnny Burnette, and other great rock versions followed, by the Yardbirds, Jeff Beck, and Aerosmith. This version is from Aerosmith, heard on their sophomore release, Get Your Wings (1974), featuring bassist Tom Hamilton.

 


Although you play nothing in the song’s first four bars, it’s good for you to know what’s going on. The music is in free time, that is, the guitarist is playing in a way that’s unencumbered by meter before the tempo of 102 beats per minute kicks in at the guitar solo.

 


[image: e9781458434937_i0205.jpg]One of the song’s primary rhythms, which is a bit syncopated, appears in the first measure of the guitar solo. So in learning the song, the first thing for you to do is make sure you’ve got this rhythm down. It should be counted “One-ee-and-uh, two-ee-and-uh, three-ee-and-uh, four-ee-and-uh,” the notes that you play reflected in the italicized syllables. After you pick the first note in each measure, make sure that it’s cut off before the “and” of beat 1. Another thing: The bass line here and throughout the song is played in concert with the guitar (at an octave above), so be sure to lock in tight with your guitarist.

 


[image: e9781458434937_i0206.jpg]The bass line in the guitar solo is a bit more involved than elsewhere, with denser rhythms and some nice scalar work. In each even measure is a line from the E blues scale (E–G–A–B[image: e9781458434937_img_9837.gif]–B–D) for the E5 chord or the A blues scale (A–C–D–E[image: e9781458434937_img_9837.gif]–E–G) for A5. Both are played in open position — fingers 1, 2, and 3 on frets 1, 2, and 3, respectively. Note that the shape for the E blues lick is the same as for the A blues pattern, except moved over one string set. So, once you’ve learned the E lick, everything should fall right into place.


Walk on the Wild Side (page 268)

In 1972, the Velvet Underground’s Lou Reed released “Walk on the Wild Side,” a song in which he introduced listeners to some characters they might’ve preferred not to meet, New York residents with, let’s just say, unusual proclivities. From Reed’s second solo album, Transformer, the tune has a particularly cool bass line, sampled by a number of hip hop artists, most notably, A Tribe Called Quest.

 


[image: e9781458434937_i0207.jpg]The main bass line of “Walk on the Wild Side” was originally played on a standup bass. But to make this part sound more interesting, an additional line that’s a 10th higher (a 3rd plus an octave) on the electric bass was added. Most of the arrangement shown here is the upright bass part notated for the electric bass.

 


Perhaps you’d like to play both parts at once. It wouldn’t be possible to do this with conventional technique as the parts slide around in contrary (opposite) motion. You could, however, come up with a reasonable approximation: Depress all the intro’s notes with your 1st finger; to the 8th-fret C add the 1st string’s 9th-fret E, and to the 1st-fret F add the 1st string’s 2nd-fret A, fretting both notes with your 2nd finger. Pick each 6th-string note with your thumb, in the manner of a guitarist, and the 1st-string notes with your index or middle fingers.

 


Be sure to take your time with all those finger slides. Make sure that they’re clear, because they really make the bass part cool — and the song, for that matter.

 


Transcribed here in the last chorus and outro solo is the original recording’s electric bass part, with its extensive use of chromatics, obviously the work of a jazzer. In playing this line, be sure to use smart fret-hand technique, one finger per fret, and if needed subdivide so that you can play the rhythms accurately. If you find this part too tedious to play, simply repeat the intro until the end of the song.


Werewolves of London (page 294)

A song about a strange creature with a taste for piña coladas, “Werewolves of London” was the only single by rocker Warren Zevon to ever hit the charts, peaking at #21 in 1978. From the album Excitable Boy, the song has an especially happening bass part that was played in the studio by Fleetwood Mac’s John McVie.

 


“Werewolves of London” kicks off with an incomplete measure, containing just two beats. You’ll come in on the “and” of 4 with a 16th-note triplet, three evenly spaced 16ths in the span of an eighth note (for more on this technique, check out the notes to “Slow Ride”).

 


[image: e9781458434937_i0208.jpg]The harmonic structure of “Werewolves of London” is very simple — just D–C–G throughout. Three-chord rock, in other words! To keep things from getting boring, the bass part uses a number of different ornaments and embellishments. If the music at first looks too complicated to you, then start simple, by learning just the first two bars of the verse. Play the 5th-, 3rd-, and 2nd-fret notes with your 4th, 2nd, and 1st fingers, respectively, or alternatively play both the 2nd- and 3rd-fret notes with your 1st finger and the 5th-fret note with your 3rd. Be sure to nail the syncopation. In the first bar, grab the notes on the “ands” of beats 2 and 4; in the following measure, on the “and” of 2. Also don’t overlook the staccato markings on certain notes.

 


After you have the two verse measures down, close this book and try to play those bars along with the original recording in its entirety, really digging into the groove. Then, you’ll be ready to add some of the ornaments. Break things down again — isolate and work on the triplet at the end of bar 2, for instance, using a metronome to ensure that it’s timed properly and hammered on and pulled off smoothly. Then, after you can incorporate that move into the song, you should be all set.


Wild Thing (page 300)

In the mid-1960s, bands like the Troggs (short for troglodyte) played a loud, heavy, and slightly boneheaded brand of rock ’n’ roll that bred garage rock and punk rock a decade later. The Troggs’ greatest hit was “Wild Thing,” featuring the thunderous bass lines of Pete Staple, from their 1966 debut From Nowhere. You might also be familiar with the song from the famous rendition guitarist Jimi Hendrix played at the Monterey Pop Festival that following year.

 


[image: e9781458434937_i0209.jpg]The song’s basic rhythm is found in bars 2 and 3 of the verse. Before you even pick up your bass, make sure you can count the rhythm. It’s like this: “One-and, two-and, three-and, four-and, one-and, two-and, three-and, four-and.” Got it?

 


Next, try the bass part, which is built on a simple I–IV–V (A–D–E), one of the most common progressions in pop and rock. Depress all the 7th-fret notes with your 3rd finger and the 5th-fret D with your 1st. Note how on the E chord, the 7th-fret E is cleverly doubled at the octave below by the open E string, for an extra heavy sound.

 


[image: e9781458434937_i0210.jpg]In the verse, the same sort of reinforcement is used on the A chord, in which the open A string is added to the 5th-fret A. Rhythmically speaking, this part is super easy, but don’t be overconfident and get tripped up by the long held rhythms. In the first bar of the section, play the A notes and sustain them all the way to beat 4 of the proceeding bar, where you’ll play the 7th-fret E before repeating the whole move. Make sure not to come in early on that E.


Won’t Get Fooled Again (page 279)

From the 1971 album Who’s Next, “Won’t Get Fooled Again” is one of the Who’s greatest hits as well as one of rock’s most powerful anthems — a song that screams to be played loud. The song features the aggressive lines of the late bassist John Entwistle, considered by many to be one of the most awesome bassists in the history of rock.

 


Entwistle was known for his slightly trebly sound, which he achieved by using roundwound RotoSound string and venturing into the upper register of the bass. Following a 17-bar guitar-and-synth extravaganza, Entwistle comes in way up in 10th position, fingers 1 and 3 on frets 10 and 12, respectively. Due to its rhythmic business, this part is best played with a light pick-hand touch, with just the tips of the fingers contacting the strings. Turn your amp up and make it do the heavy lifting.

 


[image: e9781458434937_i0211.jpg]During the A5 bars of the verse, Entwistle plays a nicely inventive line from the A blues scale (A–C–D–E[image: e9781458434937_img_9837.gif]–E–G), mostly in 5th position. The part includes some dramatic octave leaps, from the 5th-fret A to the 7th-fret A, fretted with, respectively, the 1st and 3rd fingers. At the end of bars 2 and 4, the line shifts down to 3rd position — catch the 3rd-fret notes with your 1st finger, and the last note, the 5th-fret A with that same finger. Throughout, try to cop all the articulations, the staccatos, slides, and so on, and strive to play lightly while sounding aggressive.

 


At the chorus Entwistle lays down some lines built from a contrasting scale, A major pentatonic (A–B–C[image: e9781458434937_img_9839.gif]–E–F[image: e9781458434937_img_9839.gif]). This part is kind of athletic and a lot of fun in terms of fret-hand motion. To play it, stop the first two notes — the 11th-fret F[image: e9781458434937_img_9839.gif] and the 9th-fret E — of the first bar with your 3rd and 1st fingers, respectively. Depress the 11th-fret C[image: e9781458434937_img_9839.gif] with your 3rd finger and after sliding down to the 9th fret, play the 7th-fret A with your 1st finger. Also, note the use of open strings throughout. In a manner similar to that of a jazz bassist, Entwistle inserts these notes for a nice textural contrast, and to buy himself time when shifting positions.








Maneater

Words by Sara Allen, Daryl Hall and John Oates 
Music by Daryl Hall and John Oates
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Additional Lyrics

3. I wouldn’t if I were you;
 I know what she can do.
 She’s deadly, man; she could really rip your world apart.
 Mind over matter. Oo, the beauty is there. But a beast is in the heart.






Money

Words and Music by Roger Waters
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Additional Lyrics

2. Money, well, get back.
 I’m all right, Jack, keep your hands off of my stack.
 Money, it’s a hit.
 Ah, don’t give me that do goody good bullshit.
 I’m in the high fidelity first class traveling
 Set, and I think I need a Lear jet.

 



3. Money, it’s a crime.
 Share it fairly, but don’t take a slice of my pie.
 Money, so they say,
 Is the root of all evil today.
 But if you ask for a rise it’s no surprise
 That they’re giving none away.






Message in a Bottle

Music and Lyrics by Sting
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Additional Lyrics

2. A year has passed since I wrote my note.
 I should have known this right from the start.
 Only hope can keep me together.
 Love can mend your life, but love can break your heart.

 



3. Woke up this morning, I don’t believe what I saw,
 Hundred billion bottles washed up on the shore. 
Seems I never noticed being alone.
 Hundred billion castaways, looking for a home.






Mississippi Queen

Words and Music by Leslie West, Felix Pappalardi, Corky Laing and David Rea
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Additional Lyrics

2. This lady, she asked me if I would be her man. 
You know that I told her I’d do what I can
 To keep her lookin’ pretty; buy her dresses that shine.
 While the rest of them dudes was a makin’ their bread;
 Buddy, beg your pardon, I was losin’ mine.






No Reply at All

Words and Music by Tony Banks, Phil Collins and Mike Rutherford
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Additional Lyrics

4. Be with me, seems you’re never here with me. 
Ooh, I’ve been trying to get over there. 
Oh, but it’s out of my reach.

 



5. Listen to me, you never listen to me.
 Ooh, and it seems there’s no way out.
 I’ve been trying but we cannot connect.






Peg

Words and Music by Walter Becker and Donald Fagen
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Additional Lyrics

2., 4. I like your pinshot, I keep it with your letter.
 Done up in blueprint-blue, it sure looks good on you, 
And when you smile for the cam’ra, I know I’ll love you better.






Radar Love

Words and Music by George Kooymans and Barry Hay
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Additional Lyrics

2. The radio’s playin’ some forgotten song.
 Brenda Lee comin’ on strong.
 The road has got me hypnotized, 
And I’m spinnin’ into a new sunrise.

 



Pre-Chorus When I get lonely and I’m sure I’ve had enough,
 She sends a comfort coming in from above.
 We don’t need no letter at all.






Rock and Roll Hoochie Koo

Words and Music by Rick Derringer
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Additional Lyrics

3. I hope you all know what I’m talkin’ about.
 The way they wiggle that thing really knocks me out.
 Gettin’ high all the time; hope you all are too.
 Come on little ’cuz, I’m gonna do it to you.






Slow Ride

Words and Music by Lonesome Dave Peverett
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Smokin’

Words and Music by Tom Scholz and Brad Delp
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Additional Lyrics

3. Ev’ryone’s jumpin’, dancin’ to a boogie tonight.
 Ah, clap your hands. On your feet.
 Don’t you know it won’t seem right, yeah? 
We’re gettin’ off today.
We’ll pick you up and take you away.






Suffragette City

Words and Music by David Bowie
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Additional Lyrics

2. (Hey, man!) My school day’s insane.
 (Hey, man!) My work’s down the drain. 
(Hey, man!) Uh, she’s a total blam blam,
 She said she had to squeeze it but she... an’ then she...

 



3. (Hey, man!) Ah, Henry, don’t be unkind, go ’way! 
(Hey, man!) I can’t take you this time, no way.
 (Hey, man!) Di-droogie, don’t crash here.
 There’s only room for one an’ here she comes, here she comes!






Thirty Days in the Hole

Words and Music by Steve Marriott
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Train Kept A-Rollin’

Words and Music by Tiny Bradshaw, Lois Mann and Howie Kay
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Walk on the Wild Side

Words and Music by Lou Reed
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Won’t Get Fooled Again

Words and Music by Peter Townshend
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Werewolves of London

Words and Music by Warren Zevon, Robert Wachtel and LeRoy Marinel
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Additional Lyrics

2. You hear him howlin’ around your kitchen door.
 You better not let him in.
 Little old lady got mutilated late last night.
 Werewolves of London again.

 



3. He’s been a heavy handed gent who ran amuck in Kent. 
Lately he’s been overheard in Mayfair.
 You better stay away from him, he’ll rip your lungs out, Jim.
 Huh! I’d like to meet his tailor.






Wild Thing

Words and Music by Chip Taylor
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Bass Notation Legend
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Additional Musical Definitions
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function getPosition()

{

	return gPosition;

}



function getProgress()

{

	return gProgress;

}



function getPageCount()

{

	return gPageCount;

}



function getCurrentPage()

{

	return gCurrentPage;

}



function turnOnNightMode(nightModeOn) {

	var body = document.getElementsByTagName('body')[0].style;

	var aTags = document.getElementsByTagName('a');

	

	var textColor;

	var bgColor;

	

	if (nightModeOn > 0) {

		textColor = "#FFFFFF !important";

		bgColor = "#000000 !important";

	} else {

		textColor = "#000000 !important";

		bgColor = "#FFFFFF !important";

	}

	

	for (i = 0; i < aTags.length; i++) {

		aTags[i].style.color = textColor;

	} 

	

	body.color = textColor;

	body.backgroundColor = bgColor;

	

	window.device.turnOnNightModeDone();

}



function setupBookColumns()

{

	var body = document.getElementsByTagName('body')[0].style;

	body.marginLeft = '0px !important';

	body.marginRight = '0px !important';

	body.marginTop = '0px !important';

	body.marginBottom = '0px !important';

	body.paddingTop = '0px !important';

	body.paddingBottom = '0px !important';

	body.webkitNbspMode = 'space';

	

    var bc = document.getElementById('book-columns').style;

    bc.width = (window.innerWidth * 2) + 'px !important';

    bc.height = window.innerHeight  + 'px !important';  

    bc.marginTop = '0px !important';

    bc.webkitColumnWidth = window.innerWidth + 'px !important';

    bc.webkitColumnGap = '0px !important';

	bc.overflow = 'none';

	bc.paddingTop = '0px !important';

	bc.paddingBottom = '0px !important';

	gCurrentPage = 1;

	gProgress = gPosition = 0;

	

	var bi = document.getElementById('book-inner').style;

	bi.marginLeft = '10px';

	bi.marginRight = '10px';

	bi.padding = '0';

	

	window.device.print ("bc.height = "+ bc.height);

	window.device.print ("window.innerHeight ="+  window.innerHeight);



	gPageCount = document.body.scrollWidth / window.innerWidth;



	if (gClientHeight < window.innerHeight) {

		gPageCount = 1;

	}

}



function paginate(tagId)

{	

	// Get the height of the page. We do this only once. In setupBookColumns we compare this

	// value to the height of the window and then decide wether to force the page count to one.

	if (gClientHeight == undefined) {

		gClientHeight = document.getElementById('book-columns').clientHeight;

	}



	setupBookColumns();

	//window.scrollTo(0, window.innerHeight);

	

	window.device.reportPageCount(gPageCount);

	var tagIdPageNumber = 0;

	if (tagId.length > 0) {

		tagIdPageNumber = estimatePageNumberForAnchor (tagId);

	}

	window.device.finishedPagination(tagId, tagIdPageNumber);

}



function repaginate(tagId) {

	window.device.print ("repaginating, gPageCount:" + gPageCount); 

	paginate(tagId);

}



function paginateAndMaintainProgress()

{

	var savedProgress = gProgress;

	setupBookColumns();

	goProgress(savedProgress);

}



function updateBookmark()

{

	gProgress = (gCurrentPage - 1.0) / gPageCount;

	var anchorName = estimateFirstAnchorForPageNumber(gCurrentPage - 1);

	window.device.finishedUpdateBookmark(anchorName);

}



function goBack()

{

	if (gCurrentPage > 1)

	{

		--gCurrentPage;

		gPosition -= window.innerWidth;

		window.scrollTo(gPosition, 0);

		window.device.pageChanged();

	} else {

		window.device.previousChapter();

	}

}



function goForward()

{

	if (gCurrentPage < gPageCount)

	{

		++gCurrentPage;

		gPosition += window.innerWidth;

		window.scrollTo(gPosition, 0);

		window.device.pageChanged();

	} else {

		window.device.nextChapter();

	}

}



function goPage(pageNumber, callPageReadyWhenDone)

{

	if (pageNumber > 0 && pageNumber <= gPageCount)

	{

		gCurrentPage = pageNumber;

		gPosition = (gCurrentPage - 1) * window.innerWidth;

		window.scrollTo(gPosition, 0);

		if (callPageReadyWhenDone > 0) {

			window.device.pageReady();

		} else {

			window.device.pageChanged();

		}

	}

}



function goProgress(progress)

{

	progress += 0.0001;

	

	var progressPerPage = 1.0 / gPageCount;

	var newPage = 0;

	

	for (var page = 0; page < gPageCount; page++) {

		var low = page * progressPerPage;

		var high = low + progressPerPage;

		if (progress >= low && progress < high) {

			newPage = page;

			break;

		}

	}

		

	gCurrentPage = newPage + 1;

	gPosition = (gCurrentPage - 1) * window.innerWidth;

	window.scrollTo(gPosition, 0);

	updateProgress();		

}



/* BOOKMARKING CODE */



/**

 * Estimate the first anchor for the specified page number. This is used on the broken WebKit

 * where we do not know for sure if the specific anchor actually is on the page.

 */

 

  

function estimateFirstAnchorForPageNumber(page)

{

	var spans = document.getElementsByTagName('span');

	var lastKoboSpanId = "";

	for (var i = 0; i < spans.length; i++) {

		if (spans[i].id.substr(0, 5) == "kobo.") {

			lastKoboSpanId = spans[i].id;

			if (spans[i].offsetTop >= (page * window.innerHeight)) {

				return spans[i].id;

			}

		}

	}

	return lastKoboSpanId;

}



/**

 * Estimate the page number for the specified anchor. This is used on the broken WebKit where we

 * do not know for sure how things are columnized. The page number returned is zero based.

 */



function estimatePageNumberForAnchor(spanId)

{

	var span = document.getElementById(spanId);

	if (span) {

		return Math.floor(span.offsetTop / window.innerHeight);

	}

	return 0;

}
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