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Forget everything
you think you
know about the
role of the bassist.

onbeingave
musicians

Just as they do everywhere
else, and if you think that being a bassi

2021 is all about ge nd playing live

some of the big
YouTubers, Ins

[t’s time we paid our respects to these visionary

musicians, all of whom have hamessed the

e of Bass Player,
g them:

Daviesy, April Kas JeTiger and Darrell

Freeman, known to millions as the future of our

In this specia
we meet some of the b

instrument. Don't resent their success: these
and bringing the instrume

generation of social media-devo

might otherwise never have put finger:

strings. The future starts here, friends.

to thas point, though: in this 1ssue:
to Tony Levin, Lou E

great VMo Foster

gear des

bass [ea

pouse learning methods

that are both established and prog
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NEWS

The ultimate bass poll
is on the way, and we need
your votes! Plus: new gear
and a killer new column
from Chloe Peacock.

STAR BASS

The great Tony Levin
discusses five key albums
onwhich he performs

m 1 WAS THERE
letallica release their

‘Black Album’ in 1961 with
a huge, bass-heavy sound

LOW LIFE
Refine your live skills

with BIMM [w]'Fm'nmnq'v
tutor Antonio Angotti.

-I f{- THE WOODSHED
Ace luthier Rob Elrick
reveals the tech beneath
your bass gear’s surface.

THEORY OF

THE MONTH
Master a chunk of bass
theory at three levels of
ability with Nik Preston.

BEHOLD THE

FUTURE OF BASS
While many of us are
looking for live gigs and
wortying about our tones,
awhole generation of new
players has built a massive
online presence, redefining
our role right under our
noses. Let’s meet them!

DAVIES(04

With 9.3m subscribers
on YouTube and 837,000 on
Instagram, Daviesos is a
bona fide star. Say ciao here.

m BLU DETIGER
The New Yorker that

everyone's talking about.

DARRELL FREEMAN
Meet the master of
both synth and regular bass.

AFPRIL KAE
24 Model. Influencer.
Jazz-trained bassist.

TUBE TALENTS

Who else should we
be watching? Find out here,



TREVOR BOLDER
We look back at
a classic interview with the
late Spider From Mars.

YA LOU BARLOW,
DINOSAUR JR
Lou sweeps us off our feet
with his new album.

MO FOSTER
The great session
bassist looks back,

4 BASS SUMMIT
Ariane Cap and Stu
Hamm shoot the breeze.

4 4 ANGELINE SARIS
Narada Michael

Walden's bassist talks tone,

4B CHARVEL SAN
DIVIAS PIIV/JIV
Slick, vintage in style and
oozing retro cool: the Ed
takes two C-Basses on.

SPECTOR NS ETHOS

Kevin Sanders
road-tests this (relatively!)
affordable Spector.

54 NEURAL DSP
QUAD CORTEX
Does this futuristic-looking

modelling pedal replace your

amp< Ask Tom Bowlus.

LANEY DIGBETH
DB500H HEAD

Mike Brooks reviews Laney's

hefty new so0-watt head.

1SPY

Ryan Madora takes us
deep into our fave tunes in
search of bass marvels.

BEGINNER
Kickstart your journey
with the great Steve Lawson.

70 INTERMEDIATE
Take the next step
with the mighty Phil Mann.

ADVANCED
Stu Clayton signs off
his killer top-tier lesson.

THE LAST NOTE

Got a burning tech
question related to bass?
Dan Veall answers it here.
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News and views
from the bass world,
collated by BP's team of

newshounds

'111 LML MBI FiNG
BFF BURTON

CRANG ANDERTON TRIES
HORE"S HEW MULTI-EFFECTS

i '!.‘-

Who's the greatest
bass player of all
time? You decide!

t's time to get voting! Bass Player magazine is
running the biggest poll of our 31-year history
to decide, once and for all, who the world’s
greatest living (or dead) electric or upright bass
1 player is (dr was), across several relevant
" categeries, with the results to be published in
ILE.I.I:-: 413, on sale 20 August in the UK and 7
September in North America.
Will it be a rock star? Will be a jazz icon? Will it be
a hot young gunslinger, or a veteran of a long-gone
eras Only you can decide, with online voting opening
at our social media on 12 July. Visit facebook.com/
bassplayermag or twitter.com/bassplayerweb
before 4 August and make your choices! Il
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MANRING _Fi'IEETE PATITUCCI

WHAT'S [T LIKE BEING THE

FUNKIEST

MAN IN AMERICA? . L

ANTHONY JACKSONS
SETUP SECRETS

Interpol’ Judas Priest Remembering Rick lames
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CURINT WD STORFIN US HOW 3 i

ENDERE PREAMF  AGUILAR 5 CARINETS
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taLkin' HEADS

TINA WEYMOUTH

Recording Tips

GET SMART
IN THE STUDIG!

ToOL
Talking Heads Music

MUSIC  McEADDEN & WHITEREAD'S “AIN'T NO STOPPIN' US NOW"

k TAB | LEARN JIMMY WILLIAMS' SURGING SUBHOOK
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T TRUGHEST MAN N ROCK

NEW ASSUME
NOTHING
COLUMN
LAUNCHES INBP

Say hello to our new
columnist, Chloe Peacock

I, and welcome to Assume
Nothing, the place where
you can have an honest
conversation about challenges
weall face as a musician. It's
also whereyou can find insights from
those who have been through similar
situations, allowing you to feel

confident and supported.

["ve been a professional bassist and
multi-instrumentalist for over a decade.

I play in the indie folk band Unkle Bob,
who have recently got back together after
a nine-year hiatus, I'm fortunate to have
experienced a lot of highs throughout my
career — but I've also seen some awkward
situations, ones that ['m not alone

in experiencing.

One issue that resonates with
colleagues of mine, mostly women, is that
we spend a large amount of time talking
to people who assume we don't know
what we're doing, I've walked into venues,
lugging basses and a suitcase full of
pedals, only to be asked if I'm either
the singer or a girlfriend of the band.

Um, nope!

While these assumptions are mostly
innocent, the sheer amount of time that
they take up can get tiring. How do you
deal with them? Firstly, remember they
don’t mean harm. Rephrase their words
back to them, and let them know how this
makes you feel. Their assumption is the
issue, not them as a person.

S0, what assumptions have been made
about you within your musical journey?

If you feel that anything you read here
resonates, thenwrite ito me on Instagram
at @assume___bassplayermag.

See you soon!




Hey Joe

New Emie Ball Music Man
Joe Dart models inbounc.

Youwill recall the unusual
signature bass which Vulfpeck
bassist Joe Dart developed with
Emie Ball a couple of years back.
The limited-edition run sold out
rapidly, but anyone who missed
out will be pleased to hear that
two all-new full- and short-scale
models are on the way. We
haven’t played them ourselves,
but EB tell us that the new basses
are equipped with lightweight
ash bodies, maple necks and
streamlined control layouts. The
smaller model will be limited to
50, so order one now if short
scales are your slab of funk. mm

A great bass-line,in
75 words or thereabouts.

Stevie Wonder, ‘I Wish’ (1976)
Back in the Seventies, you could
write simple bass parts and they
sounded cool because no-one had
written all the good lines yet. This
applies in abundance to Stevie
Wonder's remarkable ‘1 Wish’

= up therewith ‘Sir Duke’ in
terms of sheer funkability, but
somehow even more catchy.

The great Nate Watts was
responsible for this supremely
cool line, and remains a heroin
our world for this and many
more iconic parts.
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Here And Now

As you probably know, the
mighty Lee Sklar released
a debut EP in late 2020 with
his band, the Immedicte
Family, alongside Danmy
Kortchimar, Wadcry
Wachtel Russ Kunkel and
Steve Postell A second
releqse has now been
cnnounced, titled Cant
Stop Progress, featuring
five onginal songs. A live
cut, Machine Gun Kelly',
features an effortless

solo from Sklar, A video s
cvailable, inwhich Sklar
can be seen wielding

¢ stain steal bass
from Stashy

Cue The Jazz

The Q Sessions is a new live

EP from Chnstion McBricle

and his bond, recorded

eadier this year at New

York City's Power Station

The three-song relecse

rded by McBride

yphonist Marcus

Stnckiand, drummer Enc

Harland, and guitcrist

Mike Stem, and is available

onthe stred r‘ning

sernvice Qobuz

Soul Man

Darryl Anders retums with
his AgapeSoul project and
a new EP (what is it with EPs
atthe rr'r.:nn'u:nt'r‘}GE:IIr:{J
Notody But You. On the

record which alzo features

Incognito singer Maysa,
Anders delivers the
grooves ona passive
Stenback five-string alder
rosewood boss, direct into
a Jule Monigue Bamboo
prearmp via an Apolio
Twin interface.

SPEAKING
FRANKLY

New memoir incoming from
Anthrax bassist Frank Bello

nthrax bassist Frank
Bello has announced
the publication of his
autobiography, Fathers,
Brothers, And Sons: Surviving
Anguish, Abandonment, And
Anthrax, set for release by Los
Angeles publisher Rare Bird in
October. Bello’s co-writer is Bass

brother Anthony was murdered
in New York. Although the case
went to trial, the suspected killer
was released without charge
after a witness, intimidated by
violent elements, withdrew
his testimony.

“This book has been a long
time coming,” Bello tells Bass

Player Editor Joel Player. “There’s

Mclver, and the i awhole lot of

book comeswith ThiS book has been important

aforewordby g Iung tme Eurning discussion

Kiss bassist Bass mz _'] > e about big

Gene Simmons. o= themes, as I'm
Bello, bassist whoIam! Sure you can

with the New Frank Bello appreciate,

York thrash although [ want

metal band Anthrax since you to know that [ also talk about

1984, grew up in difficult
circumstances. With an absent
father and no male role model,
Frank found inspiration in bass
players, following their example
and forging a career with Anthrax
from his early teens, first as
aroadie, and then as the group's
bass player. International
stardom came Frank’s way by the
mid-to-late Eighties, when he
was still in his early twenties, but
tragedy struck in 1996 when his

my journey as a bass player, from
my early inspiration in Rush, Kiss
and Iron Maiden until today. Bass
made me who [ am!" s

Fathers, Brothers, And Sons

s scheduled for release in
hardcover, e-book and
audiobook and will retail for

$28. A percentage of the book
revenue is going to charities
assisting abandoned families.
Signed hardcovers can be
pre-ordered at rarebirdlitcom

=L




MADONNA - THE IMMACULATE
COLLECTION (SIRE, 1990)

Each month, we celebrate
a classic, bass-loaded album.
Has it stood the test of time?

adonna’s lengthy career has encompassed many,
many different areas of activity. Films, businesses,
philanthropy... you could almost forget that under
all the white noise there 15 a talented songwriter.
We like a lot of her songs here at BP, although we
tend to think that her early stuff was her best, and
especially the songs gathered on 1990's Immaculate Collection,
possibly the finest ever best-of album after Queen’s Greatest Hits.

From a bass player’s point of view, there's tons of fun to be had
with this album: Maddy = or her MD), more likely - roped in some
serious low-frequency talent for the 17 songs here, even discounting
the large number in which a tinny synth bass appears, for example
on ‘Material Girl'. Let’s face it, if you invite
players like Bernard Edwards and Anthony
Jackson to play on your singles, you're likely to
record a bass part that people will remember.

Where to start? ‘Like A Virgin' is anchored
with a catchy, low-rent Motown line that it is
impossible not to hum in the shower. ‘Lalsla
Bonita’ does the same trick but about an octave
lower, perhaps after Madonna's producers
realised that the dancefloor was primarily
where her songs would stand out. And then
there’s ‘Into The Groove’ (*You can dance - for
inspiration” ) with an insistent, sixteenthy bass
part that made FM radio throughout the whole
of 1985 sound like a woodpecker on speed.

Where Madonna excelled in those increasingly far-off days was
with her ballads, maudlin though they invariably were. ‘Crazy For
You' was her first hit in this downtempo style, with the low end
anchored by that surprising thing, a synth bass that sounded like
a fingerstyle electric line: the computer must have been glowing
in the studio that day. Then there was ‘Live To Tell’, a slightly
more mature wallow in unrequited love that seemed to have
a couple of different bass parts — the clacky synth tone that ruled
the day back then, plus a lower sub-bass figure extracted from
who knows where.

In due course Madonna grew up and started annoying people by
talking about topics such as parenthood and religion. ‘Papa Don't
Preach’ deals with the immortal theme of
a kid telling her dad where he can shove his
parental advice, and then, of course, there is

ﬂ]E anaaﬂate the career-best of ‘Like A Prayer’, with its
Collection is
possibly the

finest best-of
after Queen’s
Greatest Hits

still-astounding bass performance from
BP chum Guy Pratt.

‘Vogue' is probably the most enduring song
from this increasingly far-off era. Sticking to
what she knew best, Madonna wrote a song
about striking mysterious poses on New York
dancefloors while making a face that looked
as if she’d just chewed a lemon. A truly
splendid bass-line of epic proportions
makes this fairly silly song a lot more
memorable. Great days, eh?




w StarBass

THIS MONTH

ony Levin's stellar
career in progressive
rock, jazz and world
music can be tracked
through an estimated 500 album
appearances. He has been
a long-term member of King
Crimson and Peter Gabriel's
band, as well as his own outfit,
Stick Men, which he formed
in 2010. Whether playing
a traditional electric or stand-up
bass, occasional keyboards, or
the Chapman Stick with its

o

¢

TonyLevin

blend of bass and high-register
strings, Levin has always been
in demand as a session player.
He has worked with John
Lennon, Lou Reed, David Bowe,
Paul Simon and Stevie Nicks,
and has toured extensively with
Herbie Mann, Peter Frampton,
Judy Collins and many more.
An innovator and sonic explorer,
his inventive methods of
manipulating his equipment
with all manner of weird and
wonderful household goods are

legendary. Levin is regularly
voted one of the greatest bassists
of all time, and the Boston-born
musician continues to work with
a variety of artists. We spoke to
Tony recently, and he talked us
through some selections from
his mighty back catalogue,
including the importance of the
drummer-bassist relationship
and the role his two-month old
daughter played in one particular
incidence of instrurment
manipulation.

We celebrate five great - and less great! -
albums on which a notable bassist appears

IvanN LINS
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MUST-HAVE ALBUM
IVANLINS

Awa Yio (1991)

KA KKK

“Ivan is a fantastic, exciting
Brazilian artist. [t was an
extraordinary opportunity to
work with him, because he
usually uses Brazilian musicians
but he came to my hometown,
Woodstock. We chose the
marvellous drummer, Vinnie
Colaiuta, to play on the album.
His groove is unique; you can tell
it's him from the way he puts
together the accents on
different notes.

“It’s a joy and the music
grooves easily, but also one learns
a lesson from playing with a great
musician, such as subtleties of
rhythm. With Vinnie we listen to
each other, and learn, and there's
a really great feel, whether that
means being in the pocket, or just
making the audience want to
dance. For a bass player to play
with a drummer providing all
of that, you just have to sign
on for theride. It's an
interactive situation.

“In a recording situation, we all
create our part on our instrument,
which is easy on bass, but the vast
majority of drummers would play
pretty much the same thing.
Great drummers like Vinme have
the ability to keep the music
grooving, and also to add
something of themselves
to the groove,

“I used my five-string Stingray
in those days, and also the
Chapman Stick Bass with both
bass and guitar strings.”




WORTHY CONTENDER

ROBERT FRIPP
Exposure (1979)

AKX K

“This allowed me to dive deeper
into the world of progressive
music. At the time I"d not played
with King Crimson or even
listened to them all that much.

“The drummer, Narada
Michael Walden, was more of a
jazz, groove and funk player, and
the two of us, along with Robert,
got to create together.

“Tt was strikingly different
music, with compositions that 1
found very challenging, and
really think it's one of the albums
where [ grew as a player, from
being in that place even for a
short time. [ was playing my
Fender Precision, which [ had
grown up playing.

“I recorded with a mix of DI and
also through my SVT Ampeg, with
an 8x10 cabinet, which was my
go-to in those days. The sound is
a mix of the two, and when you
really dig in, with the amp pretty
loud, and almost overplay the
P-Bass, there's a crunch and
distortion.

“I'd say about a quarter of the
time [ used a pick, the rest with
fingers.  would put something
like foam rubber to dampen the
strings, to get a different kind of
sound, with less midrange and
less sustain.

“There's a purity to recording
with just the bass and your
fingers. Some bassists can get
great, unigque expression with a
pick, but I can’t do that,
unfortunately.”

The Next Day

COOL GROOVES
DAVID BOWIE

The Next Day (z013)

1 8.8 0. 8.1

“I'was thrilled to get the call to
play on parts of this album and
ended up on a decent amount of
tracks. David’s bass player at the
time was Gail Ann Dorsey, a great
singer and bassist and a good
friend of mine. The week of the
recording, she was busy
elsewhere and [ was the backup.

[ was honoured to have the
opportunity. The session in

a studio at Greenwich Village,
New York, was a secret, 50 nobody
knew that we'd done it until
almost exactly a year later. Tony
Visconti, the producer, emailed
me and said the single was out

at midnight, so [ could now

tell people!

“David would present a song,
play it on keyboard and sing it,
then the drummer Zach Alford
would take it to the place where
it needed to be. He's awondrous
drumnmer. I got to interpret the
bass end of things in my own way.
Tony had plenty of good advice
about the sound of the bass and
the part; to me it doesn’t matter
where it comes from, it only
matters that it is supportive of
the song and what it 15 about.
Sometimes staying out of the way
is appropriate, and sometimes
stepping to the front is what's
required. David gave me a
surprising amount of leeway,
said maybe a thing or two, and
we ended up with a felicitous
combination of all of us that
really worked.”

WILD CARD
PETER GABRIEL

S0 (1986)
1. 0.0.0.0.1

“I have had a long and close
friendship and musical
relationship with Peter, soit’s
hard to know where to begin.
Since I met him in 1976, I've
enjoyed the process of creating
bass parts with a manwho's so
creative that a ‘normal bass-line’
almost never worked for him. For
example, on ‘Big Time' I did the
left-hand fingering, while
Stewart Copeland drummed
pretty fast on the strings. When
we toured the album, I was
practising how to recreate it, but I
couldn’t get it. Peter said, “Why
don’t you put two drumsticks on
your fingers and play that way?’
And so, with help from my tech,
Andy Moore, we created
chopped-off sticks attached to
my fingers with stretch Velcro. [
use those Funk Fingers to this
day, and softened the attack by
having the ends rubberised.
“Now, the song ‘Don’t Give
Up’, has a coda which is a very
different, laid-back groove. It
needed a similar bass sound with
no sustain. My baby daughter
Maggie was two months old, so it
s0 happened that my bass case
was full of diapers. [ dampened
the strings with a diaper to get
short, thumpy notes. It became
known between Peter and the
producer, Daniel Lanois, as ‘The
Super Wonder Nappy Sound’.
They loved it! The door was
always open to try an
unusual approach.”

TAKE A DEEP BREATH...
ALDIMEOLA

Scenario (1983)
) 0. 0.0,

“Now this is not an album to
avoid, musically, at all, but there
are some unique issues I had with
playing on it. Al had the very
interesting idea of asking me and
King Crimson’s drummer Bill
Bruford to be on his jazz record,
and the session was booked for
Caribou Ranch Studio in Colorado;
Michael Jackson, John Lennon
and others had worked there,

“But the spanner in the works
was that it was way high up in the
mountains. Because of the
altitude, you just cannot catch
your breath. Bill and [ came in late
at night, and managed to get
some sleep, but the next day in
the studio I could not speak to
anybody; maybe a couple of words
before I had run out of air.

“As you can imagine,
discussing the tracks was
impossible, and because of our
schedules we only had one single
day there and had to leave
straight after. The making of it
was very difficult, and it would
have been musically better if we'd
been able to acclimatise. It was
really difficult for us to play.

“Since then, I've played at
higher altitudes at concerts
— I have played in Bolivia and
visited northem Chile - but
you need maybe three days
before you're acclimated to
it. Everything is harder at
those altitudes, and the
whole experience was
absolutely exhausting.”
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A historic moment in bass
world —recalled by those
who were thereto see it

Three decades ago,
Metallica released
the biggest metal

album of all time...

n August 12, 1991, the Californian/Danish heavy metal
band Metallica released their fifth record, a self-titled
effort usually known as ‘the Black Album’'. Packed full of
bass courtesy of Jason Newsted, the record was a first in
that sense for Metallica, whose previous albums had
focused more on guitars and drums. Indeed, their most recent LP, the
otherwise admirable 1988 release ..And Justice For All, had included no
audible bass whatsoever.

As drummer Lars Ulnich accurately said at the time: “The bass guitar has
always been this weird instrument in the band, it’s always been overlooked.
With Jason I guess we misfired on Justice, but this time around [ didn't want
to make the same mistake, so early on we steered the bass more towards
the drum kit and away from the guitar a little.”

Metallica had found their new, bottom=heavy sound in Canadian

producer Bob Rock, who had worked with Mtley Criie, the Cult and other - g},““a N Tk ;‘;‘
not-very-metal bands. Although more than a few fans were unnerved by ' ith a f.gw-f_:lgg,g friends

Metallica’s decision to go with a rock rather than metal producer, Rock
brought a huge sound to the new songs, placing the bass guitar squarely at
the bottom of the mix for a deep, radio-friendly sound. Newsted
remembered: “In Bob Rock | found someone who knew what he wanted
and how to achieve it. [ learned a lot by listening for what was needed in
terms of actual bass sound. I learned to bring lots of mids up in my sound. I
didn’t do that before.”

The Black Album was pivotal to Metallica’s career in many ways,
re-establishing a whole-band sound for the group after the curve-ball of
Justice, and moving the group squarely into the heavy metal - asdistinct from 8 -
thrash metal - arena. Vast success followed. However, fans of Metallica's ;
earlier, more aggressive music made their disappointment clear: lead ' .
guitarist Kirk Hammett once commented, “I"ve run into fans who think the m,‘m
album’s crap. Friends of mine who are really hardcore fans have said, “Well,
the album’s not as heavy. You guys aren't as heavy as you used to be’.”

Most of all, the Black Album presented a new, stripped-down, simpler T :
Metallica. The new songs were shorter, more anthemic and more
straightforwardly structured. Even the black sleeve was a statement of
intent, with Ulrich explaining that Metallica had wanted to avoid the “big
fucking circus, big cartoon images, fancy wordplay™ and adding: “Here's
65 minutes of music. The wrapper it comes in doesn't have to be a big
production. Looking around at other bands and looking at what we'd
done before, we thought it was time to play that thing down to a
minimum... Maybe in three or four years, we'll look back and go, ‘Gee,
that was really dumb’.”

The Black Album wasn’t dumb, though. It sold over 16 million copies in
the US alone and has become an iconic release in the whole canon
of popular music, not just heavy metal. It seems that turning the bass up
was a good idea after all. Who knew < Il

I






elcome back,
‘itching-to-gig
bass players!
This is part
three of my post-pandemic live
performance column, on our
continuing mission to rebuild
the skills necessary for playing
live. In this issue, I'll

be addressing the potential
anxieties of getting back on
stage again, hopefully to be
faced with a great many more
people than we have been used
to over the last year or so.

Even if you feel that the
transition back will be an easy
one, and you’re ‘born to play
live’, I think — if we're truly
honest - there are some doubts
in all of our minds about what
our first few gigs back will
look and feel like.

Anxiety is essentially born
from pressure and fear of the
unknown. If we unpack these
turther, the real pressure that
accompanies live performance
derives from wanting to put
on a great show that is well
received and flawlessly played.

RETURNINGTO
THE CROWDS

Let’s manage our performance
mindset, says Antonio...

The personal pressure that we
put on ourselves not to make
mistakes is also an interesting
concept. [ see this when [ lecture
about live performance, with
a lot of musicians tending to
concentrate on the five percent
of minor errors rather than the
g5 percent of solid performance.
We're human, after all, and
we simply need to understand
that mistakes are always
a possibility. As long as we're
well-rehearsed and prepared,
minor mistakes should not
affect the goal of delivering
a great show - in fact, most
audience members won’t
even realise that a mistake

has been made as long as you
recover quickly.

As for the unknown,
we naturally dream up the
worst-case scenarios, and we
also struggle tovisualise the
performance space and the gig
atmosphere of a particular
show, which can lead to feeling
out of control. For the sake of
our mental health, remember
that it is pointless to envision
things that may well never
happen. This thinking affects
our ability to enjoy the moment,
and if you focus too much on
those negative outcomes, then
they're more likely to occur.
Likewise, we'll never be able

Maximise your live bass
performance with Tax The
Heat bassist and BIMM tutor
Antonio Angotti,

BIMM
INSTITUTE

to predict what a gig will be like
ahead of time, but take comfort
in knowing that you're basically
at home in that environment.
A little tip to help with your
preparation for a gig is to use
YouTube to track down other
live performances at the same
venue, I find this really helps
you to plan your upcoming
performance, as well as take
in some inspiration from other
bands, artists or bass players
on how to tackle the gig.

ast month we discussed
the basic rules of
understanding fretboard
radius. Today, let's delve
into the more complicated
concept of compound radius.
Mow, while a fixed radius can
easily be visualised as the
cross-section of a circle,
a compound radius is actually
the cross section of the
surface of a cone.

Like a cone, a compound
radius fretboard does not
maintain a regular fixed radius
along its length - its surface
radius changes from one end
to the other. A common
compound radius for bass guitar
15 12" to 16", with the smaller
radius at the headstock end
of the fretboard: this becomes
progressively larger along
its length.

So how is a fretboard with
a compound radius superior to
a fretboard with a regular fixed
radius? Early promotion for
guitar necks featuring
compound radius touted them
as affording guitar players

The Woodshed
COMPOUND

RADIUS

What the heck is this all about?
Explain please, Rob...

a small radius in lower neck
positions, for comfortable
chordal playing, and a flatter
radius in the higher registers,
which was better for bending
and soloing - the best of both
worlds, if you will. While that
marketing angle held a lot of
appeal for guitar players, the
truth is less strategic and far
more practical.

Since the neck of a guitar
tapers, the path of its strings
also tapers from the nut to
the bridge. In fact, each string
follows its own irregular path
= not only along, but also across,
a fretboard’s radius. On a fixed
radius fretboard, this can create

setup issues, particularly on
fretless instruments. These
issues, however, are easily
resolved by dressing the
fingerboard along its length.
‘Truing’ the fingerboard in this
way creates a playing surface
on which a regular plane is
achieved under the individual
path of each string. It also
results in a compound radius.
On short narrow necks with
minimal taper, such as those
found on electric guitars,
a compound radius fretboard is
not a remarkable achieverment.
The irregularities encountered
along the length of the strings
on a guitar can often be

Ace luthier Rob Elrick brings
decades of wisdom to the
table. Listenup as he
delvers the verdict!

compensated for by dressing
the frets. However, on
long-scale bass guitars, and
particularly extended-range
Instruments, incorporating
a compound radius fretboard
can result in significant
improvermnents to setup and
playability, resulting in an
improved player expenence
compared to a fixed-

radius fretboard.

Zero radius fretboards,
which are flat with no surface
curvature, also exist and can
offer similar advantages,
but that’s a topic for
another day...
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USING ALTERED SCALES

OVERDOMINANT CHORDS

t's that time again, theorists! This
month’s column leads on from our
previous investigation into various
types of dominant scales and modes.
Ready? The Altered Scale derives its
name from the fact that it has the most
‘altered’ tensions of any seven-note scale in
western harmony. It’s found on the seventh
degree of melodic minor, the seventh mode.
If we identify chord tones and extensions in
the usual way for tertiary harmony, we would
find ourselves with a min7.5 chord. While
this is theoretically correct, it has a more
widespread application as a scale that we can
employ over dominant chords because it
contains a root, major 3rd and ,7th. The
‘altered’ description gets its name from the
fact that both a raised and flattened ninth are
available, as well as a raised and flattened

No scale is much more
advanced than another
—1t's a question of

. The more
we familiarise ourselves
with a scale, the sooner

we can create with it

fifth. The flattened fifth, by the way, is just
another way of notating the sound of a #11
= in other words, they are enharmonic
equivalents. So, in a C altered scale we have
C, D, Di, E, F#/G,, G#, B, — and you would
most often use it over an altered dominant
chord, sometimes written as either
Calt or C7(#5#9).

As we've seen before, no one scale is
much more advanced than another - it's
more a question of familiarity. We tend to
encounter these more dissonant scales later
in our development, but that’s more down
to convention than their actual complexity.
The more we familiarise ourselves with any
scale, mode or chord, the sooner we are able
to recognise it and the sooner we can
create with it.

Additionally, from a technical and fretboard
familiarity perspective, we have spent a lot
of time discussing the need for multiple
fingerings for scales and arpeggios in the past,
s0 please don’t be restricted by the choices you
find here. As always, take it slowly and leave

T

EXERCISE ONE: BEGINNER
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the practice roomwith more options than
you entered with!

EXERCISE 1. BEGINNER

Here we have a predominantly scalic or
stepwise phrase, which moves through the
altered scale before resolving to the 3rd of an
Fmaj7#11 chord. The perfect cadence from
C7(#5#9) up a fourth to an F chord is the
most common resolution of a dominant
chord. In this example we resolve to a major
chord, but it could just as easily be a chord

of any quality.

EXERCISE 2 INTERMEDIATE
HE'['E"SEH:B.E‘H}' the same harmonic resolution,
but melodically, we're using an enclosure
technique over the C7#5#9 chord. Enclosure is
a technique where we build lines approaching
a specific chord tone from both above and
below. In this example we're approaching
each chord tone from one semi-tone above
and two semi-tones below. You may see this
referred to as ‘single above, double below’. It's

a great concept for building chromaticism into
lines while still being able to describe the
harmony through ‘enclosing’ chord tones.

EXERCISE 3: ADVANCED

Here's the same chord movement, but we
have a more technically challenging line

due to the wider intervallic leaps, and

because semi-quavers (16th notes) are the
predominant subdivision. Generally speaking,
wider intervals equate to more string crossing,
hence the increased technical challenge.

The line moves mostly across thirds, fourths
and fifths in the first bar before exploring
sevenths in bar two, and i1s intentionally
written more as a study of the C altered scale
than a genuinely melodic phrase. The wider
intervals contrast with the chromaticism
found in Exercise 2: ultimately, we want both
at our disposal, so this is a brief introduction
to those two contrasting approaches. You'll
also see that the line resolves to the C of

the Fmaj chord before targeting the

B (the #11/).
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@ The Future Of Bass

is

THE

FUTURE

Words: Joel Mclver

Anyone who wants to know
where the world of bass
is going simply needs to

check YouTube, TikTok and
Instagram, where a whole
new generation of super-

talented, super-successful

bass players are pushing
the instrument forward.

HERE

Let’'s meetthem! .

or the first, say, 50 years of the
bass guitar’s existence, the idea
was that if youwanted to build a
career on the instrument, first
you worked privately to master

it, then you recorded music onto pieces of
plastic, and then you went out and played the
bass in front of people. That was how you got
a) known, and b) paid.

Times are a-changing, though, and thanks
to the rise of the internet from being merely
a communications medium to an essential
part of everyday life, playing bass on YouTube
and social media is how a lot of musicians
make their living. We at Bass Player magazine
feature these new musicians from time to

time, but we've never devoted our cover to
these innovative people until now. Why not?
Well, we're not complete stick-in-the-mud
conservatives here, but at the same time,
we're the last and most prominent
embodiment of the received wisdom that
a career as a bassist must mean ‘bass plus
amp plus venue plus live, paying audience’,
It's time to upgrade that thinking, but
don’t worry - our hearts remain on stage
rather than on a phone screen. We value the
connection between bass player and audience
member, and we always will, no matter how
many followers a given YouTuber may boast
= but the amazing bass players that populate
this feature deserve every bit as much of

your attention as those of us who pursue
a traditional path.

With all that understood, please read on
for an unprecedented insight into the future
leaders of bass. Note that Instagram, TikTok
and YouTube are where they dominate, with
Twitter and Facebook now the domain of
relative oldies like me rather than the
younger audiences that pay most attention
to these musicians. All the social media
numbers we quote are accurate as of June
2021 - but who knows, they might have
tripled by the time you read this. These
fantastic bassists are on their way up, right
now. Watch out for them.

Joel Mclver, Editor
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“I started getting very
good grades at school
right after playing bass.
That’s the power of the
instrument, I guess”

is

DAVIE504

Over nine million subscribers tune in to Davide Biale, known to all as
Davie504, on YouTube. He’s a phenomenal bass player, with a sharp
sense of humour that gives his videos an edge. In a rare interview,

he tells us about his life before the internet came calling...

Davie, we know you were bom in 1994, but no-one
Ikmows much about your early life.

I grew up in a very beautiful town near the beach called
Albisola Superiore, near Genoa in north-west Italy. Before
bass [ had other passions such as astronomy and geology:

[ loved to collect minerals. [taly winning the 2006 World Cup
really inspired me to start playing football as a goalkeeper
-l amvery tall - and becoming one of the best goalkeepers
was my goal. Unfortunately, while [ was quite good in
training, I just didn't have the right mindset and I would get
very anxious while playing official matches, so after a few
years [ quit, and switched to bass. l was okay in elementary
and middle school, but then I suddenly started getting very,
very good grades in high school, right after | started playing
bass. That's the power of the instrument, [ guess.

I've read that you started playing bass in November
2009. Is this right?

Correct. It all started because of a video game [ used to play

a lot: Grand Theft Auto: San Andreas. That game's soundtrack is
iconic, and there was one particular song that [ always
enjoyed listening to. After intensive research I managed to
find out that the title of the song in question was ‘Strutter’ by
Kiss. | did a quick search on YouTube and the first video that
came upwas a live version of it. Between all the band
members, the bassist, Gene Simmons, really caught my eye
and made me interested in the instrument he was playing.
Before that I didn't even know what a bass guitar was.

So video games led you to music?

It's crazy. I wanted to get more familiar with music and
instruments and, since [ was a gamer, I bought Guitar Hero

- the perfect combination of music and video games.
Unfortunately there were no Kiss songs in the version of the
game | played, so, tired of playing
random songs [ didn't like, I finally asked
my parents if they could buy me a bass.
They agreed and that’s how [ first
became a bass player.

You now have over nine million
subscribers on YouTube.

It still blows my mind to think that am
the most subscribed Italian YouTuber - and it now looks like
I might be the first Italian person to get up to 10 million
subscribers! I can't wait.

Why do you think your videos are so popular?

YouTube is always very unpredictable, so it’s hard to really
understand what made my videos recommended and
popular, but, throughout the years I've always managed to
renew my content, keeping it fresh. I've constantly adapted

my bass-oriented videos to popular trends all over the
internet. I think adding humour to bass videos is ultimately
the key reason why my channel got popular. Adding
humour makes videos entertaining and fun to watch,
whether you're a bassist or not.

Slap bass is a subject of much sarcasm in your films,

Do you enjoy this playing style, in fact?

A big part of my humour is making fun of popular musician
stereotypes, so | make fun of playing bass with a pick -
because it’s ‘illegal’ — and lots of sarcasm. [ actually love to
slap. It's my favourite technique, but I like to overly joke
about it and make it seem like it’s the only ‘right’ way to
play bass. Obviously I support every technique on bass.
Slap is still the best for making videos on YouTube, because
it is very easy to hear, on any kind of speaker. Whether
your viewer is using high-end speakers or a smartphone,
they will always easily hear which notes and melodies you
play. There are too many videos of bassists where you

can barely hear what they are playing, and I found

the solution in slap.

Your films with Charles Berthoud are hilarious.

[ discovered Charles in a series of videos I where [ hired
bassists on the internet, sent them a drum track and paid
them to compose a bass-line. He was labeled as a ‘Pro’
bassist on a website and it quickly became a tradition

to hire him in every episode. He's always played extremely
well and people demanded some kind of bass battle
between us, which happened. To this day, it's one

of my favourite collaborations.

What does the 504 in your name mean?

Everybody always asks this question, and my answer
always changes... but today I'm gonna tell you the truth.
504 is just my birthday date - the 5th of April. Shhh, it’s
asecret. Don’t tell anybody.

A lot of our readers will be interested in making a career
on YouTube. Can you give them some advice?

Good quality video and good quality audio are a must. My
advice is to study what other successful YouTubers are
doing and try to adapt their concepts to the content you
want to make. Most of the time you have to be prepared to
compromise and find a balance between what you like and
what the general audience likes. For example, there was

a period when the video game Minecraft was trending, to
the point where every video featuring that game would get
millions of views = so [ played Minecraft and | re-created
all the sound effects using my bass. Be aware of trends

on the internet, adapt and include them in your own
unique way in your videos.




How do you handle negative
comments online?

Luckily I have a very thick skinand I'm
able to just ignore negative comments,
Actually they usually make me laugh:
most of the haters are just people who
don’t understand sarcasm and think
that when [ say, “Don’t play with a
pick or | will call the cops and steal
your bass”, that I'm serious. When
my channel was small [ mostly had
positive comments, but once the
channel started gaining some traction,
some people seemed to dishke that.
It's almost like once something
becomes popular, some individuals are
going hate it just for the sake of it.

What bass gear do you use?

[ have more than 60 bass guitars

and some of them are very crazy

- 36-string bass, quadruple neck, and
soon = so if I started to list them all it
would take forever. Some of my most
wconic basses are the Fender Jazz | used
in my first videos, and the Music Man
Sterling I've been using in the past
year. Because | am always travelling,

[ don’t use much musical gear. I just
use a sound card and that's it. All the
basic effects [ use - compression, EQ,
reverb - are done in my recording
software, Ableton and Pro Tools.

Talk us through your filming and editing setup.

The process changes depending on which type of video
I'want to make, The hardest part is to get a good,
interesting idea. Once | get that, half of the job is already
done. Before [ even start working on a video, [ already have
in mind what the title and thumbnail of the video are going
to be. It’s very important to have a clear vision of what you
want to achieve. [ then proceed to search for material to
show or talk about. After that, I write a script. Once I've
finished writing the script, it’s time to shoot the video.
First I shoot the parts where I talk to the camera and then

[ proceed to do the musical parts and play the bass. Because
[ just have one camera [ usually shoot multiple takes to

get different angles, so the video can be a little more
interesting and dynamic. Once | have all the footage and
audio recorded, [ transfer everything to my computer and

[ start editing in Final Cut Pro. When I first started making
10-minute videos, this process would take more than 40
hours, but nowadays [ can finish everything in five to six
hours. You have to be quick. Trends don’t last forever and
the faster you can make a video, while maintaining good
quality, the better.

Do you have staff who help you with this?

No. I've always done everything, from editing, shooting,
graphic design, audio mixing and mastering, by myself.
When [ need some high-quality drawing in my thumbnails,
my girlfriend will help me. I've tried to hire video editors in
the past, but my editing style is unique and it never worked

out too well when other editors were involved. It would be
like hiring another bassist to play my
parts — it just doesn’t feel right.

“Many times, I've felt
my channel was going
to be forgotten, but
a week later it’s gone
viral. It's important
to never give up”

Do you ever play live shows?

[ used to play live shows with my band
when I first started playing bass. Since
['went full-time on YouTube, I've never
played live except for a performance at
Rock In Rio. [ was called to perform there
as a solo act. I didn’t really have any
experience, so going there was a crazy
thing to happen.

Who is the greatest bass player evers
Victor Wooten.

‘What have been the high and low points of

your career;

The highest point of my career on YouTube was in April
2020, where my channel got almost 70 million views in
that month alone. | managed to be near those numbers for
well over a year and half, which in YouTube time is a lot of
time. The lowest point: I'm not sure. Something that a lot
of YouTubers have in common is the constant uncertainty
of what's going to happen next. Many times, 've felt my
channel was going to be forgotten and, a week later, my
channel would go viral, and so on. It's important not to
give up at low points and to keep improving yourself,
Success will come to you!
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New York bassist, songwriter and DJ Blu DeTiger's profile
has gone stratospheric over the last year or two. We find
out why it happened, and what it feels like.

O

Welcome to Bass Player magazine, Blu.
Thank you. I’'m a big fan, so it’s really cool to do this.

You’re having a crazy year.

Yeah, it's been pretty crazy. I think it was part of the game
plan, though. All the accomplishments the past year have
definitely been goals of mine, but I just didn't know or think
that it would happen this fast. | hoped that all this stuff
would happen eventually, but I never would have
anticipated this accelerated growth.

Have you got good people around you, supporting you
through all this?

Yeah, definitely. My family and my team. Everyone’s really
good. I'm very, very careful with that.

When did you start playing bass?
I started when I was seven. The bass was taller than me!
I don’t even know how [ was doing it; I could barely hold it.

Did you start because you had a musical family?

Yeah. My older brother was playing djembe and drums, and
I'was just like, ‘I want to play an instrument too’. Somehow
I chose bass, and I don't know what [ was thinking because
'was so young, but [ was just like, ‘Oh, the guitar is too
mainstream. | see so many people playing guitar. I don't see
many people, especially girls, playing the bass’. | wanted to
be a little different, so I took lessons and jammed with my
brother and got super-passionate about it at an early age.
My parents never forced me to play or anything - they
were just very encouraging and supportive.

What music influenced you?
Right when I started playing, I did this programme called

School Of Rock in New York. They have them all over the
country: it's this programme where you take lessons and
you play covers at a concert. The first one [ did was

a Rolling Stones concert, and then I think the show [ did
after that was AC/DC, so I got super into both of those
bands. It was such an amazing way to learn music and get
better on your instrument, because you're really studying
it and trying to replicate what these players were doing,
Then I got into Van Halen and David Bowie and Prince,
and I got into funk.

It sounds like a good education.

It really was. When you're first starting out, it's important
to experience the fun part of it, and the joy part of it. A lot of
people message me now, and they’re like, ‘I'm learning to
play bass and I'm getting really frustrated and my fingers
hurt”. I tell them to pick a song that they really like to listen
to and learn it, so that they can connect to the fun of
playing it. Then, when they go to do their scales and
practise finger exercises, that part doesn’t seem as

bad any more.

When did you transition from studying bass to

playing professionally?

I kept Iearnmg songs, and studied all the genres. [ got really
into Jazz in high school and got way better at improvisation.
I really nerded out over theory and found all these bass
players that inspired me. While I was doing all of this,

'was always playing in bands and taking a professional
approach. | started getting known around New York: bands
would hire me to play bass for their sessions or for their
shows. [ always said yes to every opportunity out there, and
you know, one person sees you at a show, and they hire you
for the next thing. What really helped was that I was DJing
in New York a lot, and bringing my bass on my DJ sets,
which is super rare, No-one sees that, ever. I was just like,
‘Oh, this is sick. I really like DJing and I love playing bass.
Why not combine them? It’s all music, it should work’. So

[ would bring my bass around to my DJ sets and improvise
bass-lines over different disco and house and funk records.
People would go crazy. For some reason it worked. Then

[ started getting touring gigs, and the bass covers that

I played online got me a profile on social media.

Why make the step to social media?

It was the same approach - creating different bass-lines
over a record; playing what I would play if someone like
Cardi B said, "Yo, play bass on this record’. [ was just
filming what [ would play in that situation, but obviously

a little bit exaggerated, because clips for TikTok are so short
that you have to get it all in there to show people what you
can do. [ started very, very simply = just putting my phone
up and playing along to popular songs. And then [ started
to get an audience.




CASH FLOW

We have to ask: how much money are
these people really making?

The following numbers are necessarily approximate
because information varies so much between sources,
buta quit:lt.' consultation of a few different websites
indicates that we're in the right ballpark here. We're just
talking aboutincome from YouTube views, not any
other ancillary deals that might follow from sponsors,
merchandise sales or whatever.

Say you shoot a film, stick it on YouTube and a million
people watch it Depending on where these people are,
how much of your film they watch, if they watch the
ads that come with your video, and depending on what
those ads actually are, you might reasonably expect to
end up earning between $2,000 and 510,000 after
YouTube's deductions. Davie504's most popular clip
currently stands at 32 million views, and a quick look ot
his video list reveals that even his 50th most popular
filrn has had 57m views - so it all adds up to a tidy
chunk of change, right?

Then again, all this needs to be put into perspective.
Quite a few films have received a billion views, which
indicates revenues for a single clip of many millions of
dollars. The most successful YouTuber at the time of
writing is a pre-teen called Ryan Kaj, who is said to
have made $26m in 2019 alone. And then, of course, Jeff
Bezos of Amazon has reportedly netted $150,000 in the
minute it took you to read this.

Don't worry about it. Enjoy life!

Which bass players inspired you? Who is your online andience?
Marcus Miller was a big one, and Bernard Edwards. When Well, this past year, I've seen more female bass players
I heard Chic for the first time and all of the Nile Rodgers online than I've seen in my entire life. Before the

productions, [ learned every bass-line that Bermard pandemic, [ didn’t know any women in New York besides

recorded. I thought they were so interesting. They're myself that played bass. Even if you look at the people who

such a groove, but there’s so much melodic and harmonic came before me, there's Meshell, there was Carol Kaye,

information to the songs. Then [ got really into James there was Tina Weymouth, and Kim Deal and Kim Gordon

Jamerson, and [ learmed all the Motown stuff, which is and Gail Ann Dorsey as well. How many is that? Six? It's

obviously really important. I think Meshell Ndegeocellois ~ just crazy. I'm trying to change that and get in front of

incredible too. [ remember looking at her at her playing, more people so that more women are o

and thinking how insane it was that she could play such inspired to start playing, because it’s x .

complicated parts and sing over them. such a cool instrument. I definitely “Pm mlg to ﬁt m
think things are changing. front of more people

Tell us about the bass gear that you use.

A Fender Jazz is my go-to bass. It's super versatile. Theone  'We know a lot of great bass-playing SO ﬂ'l.i':lt H!DI'E woren
that I have has an active preamp in there, which I use to women at this magazine, but maybe are inspired to start
add that extra punch. [ use D' Addario strings, and for we are just louder and ]J]aying”

amps, Aguilar is my favourite, [ also have their pedal more obnoxious?

preamp, which is really good if you can’t bring anamp on I think that might have something to do

agig. I don’t like to use compression, but I have a BigMuff  with it. I think that traditionally, in the way that

for some crunch, and a phaser for solo stuff. civilisation has evolved, men are likely to try to take
up more of the space, and women are more in the
Are you equally happy on four or five strings? background. But I’m definitely trying to change that now.

[ tried to play five-string, but I don’t know, I just like the [ think we’re on the way, just from what I've seen online,
classic four strings for some reason. [ should probably get with girls really getting out there and playing guitar

into it. Maybe I'll try six strings soon, because [ like and drums and shredding. And you know, it’s not
playing bass chords. a moment too soon.




288K
INSTAGRAM
FOLLOWERS

|

21K
TIKTOK
FOLLOWERS

|

8.7K
YOUTUBE
SUBS

|

DARRELL FREEMAN

A seasoned session player who has embraced the online medium
and built a fanbase devoted to his “electric versus synth bass” videos,
Darrell ‘The Real Free’ Freeman explains how it all gets done.

L=

You have a large online following. Are you in personal
contact with these people?

Well, I do work with some of them: people that send

a message, like ‘Hey, can you play bass on this?’ And
sometimes there’s a few celebrities that might ask me
‘Do you want towork on this?' I try to interact where [ can.

Ilove your synth bass versus real bass videos. Was the
idea to open people's minds to the fact that bass can
come from another source?

Ch, thank you. Yeah, definitely. I'm always trying to stick in
more synth bass when [ can. [ have a piano keyboard
background so it's very easy for me.

How much of your session work is
bass guitar and how much is

L} 1 I'llsay at this point, it's 50-50, whereas
A before now electric bass was 80-20,

A% something like that.

Talk me through some of the amazing
basses that I've seen you play in

your films.

Olkay, | guess my favourite is my Fodera,
and then also a Callowhill J5 made by

a friend of mine, the late Tim Cloonan.
That's my favourite Jazz right now. I have
an Eighties Japanese P-Bass, and then

} a host of Fenders. l endorse Dunlop
strings. Amps-wise, it's Trickfish.

Tell me how you got started on bass.
I come from a musical family in Macon,

CHARLES BERTHOUD

YouTube sensation Charles Berthoud reveals that it’s not all about the numbers.

1 look like, Charles?
YouTube takes up
about 80 percent of
my time, whether

that's recording, editing, uploading or

promoting on social medica. |l do record on
the side, as a traditional session bassist,

What does your
daily routine

important to you?

for websites like Fiverr.| do it all except the
YouTube thumbnails, which my fiancée
does for me.1 might try and outsource
some of the video editing at some point,
but at the moment, it's pretty much all me.

You have 650,000 or so subscribers
on YouTube. Are those numbers

Georgia, and early on — around five or six - [ played drums.
My dad and my brother played guitar, so there was always
basses and guitars around. So [ picked up the bass guitar
while still being the drummer. Then [ ventured into
keyboards, and sormewhere in there, the love for bass came
backand I just solely focused on that. As a professional, you
know, things just started happening.

Who was the bass players you admired when you
were coming up?

Oh, wow. Obviously the music that was around in the
Eighties, the R&B on the radio, like the stuff Marcus Miller
was playing on, and Prince of course. As far as today, a lot
of mywork is in gospel music, and there's a lot of gospel
players that [ admire like Andrew Gouche, the late Joel
Smith, and Reggie Young. 1 also studied R&B greats like
Bernard Edwards, Leon Sylvers IIl and Anthony Jackson.
I'm getting more into the bassist-composer side of
things, where the driving force of the song is the bass.

Is your playing changing as the years pass?

Oh, definitely. When I started, | was more about - not
flashiness, that’s not the correct word - but kind of
standing out with the bass. Now I'm getting older, I just
really want to find what moves the song, and sheds new
light from a group standpoint. If that's very, very simple,
then that’s great. Playing simpler makes the whole thing
feel good, because I think people feel the music better
when there’s less going on. I think people attach
themselves more to the music when it's simple.

Have you got any advice for our readers about
playing bass?
Well, it seems like the players coming up now are so

Well,it's all relative. Three years ago, that
number of subscnbers would have
seemed crazy to me, because lonly

had 3000 or something at that time.Im
really grateful to have that following, but
sometimes | really don't care about that
and | just want to make the best music
that | can. It's better to focus on the music
rather than the subscribers, | feel, because
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the only thing | can really control is the
quality of the music that | make.

Are print magazines regarded as rather
quaint these days by internet stars?

I've never really read magazines that
much, so | might not be the best personto
ask | did read them occasionally back in
the day, but now I'm so involved in

652K
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advanced and so talented, because they have a wealth of
resources that I didn’t have when I was coming up. But in
the simplest sense, we still have to make the foundation

be very, very important, right? So if you know all the theory
and all the scales and rhythms, you still need to know what
makes a song, unless you're going to be a solo performer.
Make the basics important, as well as the advanced things
that you want to do. Like 1 said, as a youngster, you're
drawn to the flash and the acrobatics, but when you really
study music, you will find that you got to have the basics
and the foundation very, very tight.

Do you spend all day editing video and audio?
Not at all, because I have a very rigorous practice schedule.
Most of the time, it’s just playing along with songs that
Ilike, just to see
. how I fit in without
“Bass players coming overpiaying, orjust
up now are so adding a little vibe
advanced. They have [0 %ol thouent
Y not just turn
a wealth of resources thecameraon
that1didn’t have”  whierm_
practising? That's
actually where it started, and now it's a streamlined
process. Now I've got it set up to where I can just walk in,
pick what song [ want to play, record it and edit it in five
or 10 minutes. It’s not really that long a process.

Can you play a wrong note or will everyone hate you?
You can definitely do that, but getting back to the point
about taking the craft seriously and having the basics
down, as a touring guy and a session guy, you have that
down like second nature to where you don't mess up.

It might seem like *Oh man, he doesn't ever mess up.
He's perfect’. But it’s from the years and years put in
practising. It’s like riding a bike - once you learn

how to ride a bike, you don't really fall off.
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YouTube Iguess maybe print media does || Personailly, | think people watch the clips
feel old-school | probably wouldn't have for different reasons. it's definitely a

said that three years ago, when lwas balancing act | don't want my music to
playing live shows and hadn't got only appeal to people who play bass.

deeply into YouTube yet.

llove those people, and | do want them to
enjoy my music, but | also want my music

Are people really going on YouTube to to appeal to people who know nothing
find good music, or are they justlooking about bass, which is why | try to get some

for something amusing?

humourin there.
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APRIL KAE

Influencer, model, activist and highly trained bass player April Kae
is out to change the world. We salute her mission.

How are you, April?
Iam fuckin’ thrilled! Bass Player magazine is talking to me
now. It feels incredible.

Well, if you go on social media playing bass to thousands

of people, these things happen.
Apparently. It's wild.

How much time do you spend playing bass, as opposed to
all the other stuff that you do?

Well, three years ago, my band IMANIGOLD - which is
fronted by my sister Nikki and me - put out a single and we
did a big fundraiser to raise money to build a home studio.
When we did that, I neglected to realise that it meant that
I'would have to learn to produce. That's been a three-year
process, where ['ve been basically teaching myself to
produce. Throughout that, I've gotten to do a lot of bass,

and like any musician, I love to play as much as [ can.

Your bass films are really popular.
I"'m trying to do two of those videos a week. [ really enjoy

creating them because it’s a chance to study a range of
different genres and contribute to the conversation around
music in a way that's genuinely me. I have a deep love for the
bass, and because I'm also a model and influencer, | have
flexibility in my schedule to set aside a few days aweek to
dedicate to music. The solitary part of the process is just as
fun as the public part.

How important is the number of followers on your

social media?

I can't say | don’t care about followers, because of course

I care about my followers, but 1 like to think I'm self-aware
enough to know that the numbers are also somewhat
meaningless. What does mean something is to see people be
inspired, especially people who don't look like those we often
see on bass. It goes back to how | got into the instrument in
the first place. I was around 12 at the time, in sixth prade.

I began playing upright bass in the school
orchestra, and the other bass players
were all six foot tall-plus white guys. I'm
five four, so the school actually had to
order a special bass in my size,

You’re a musician, model, influencer
and activist. Which came first?
Music was always first, for sure. We
weren't rich by any means, but growing
=" upinAustin, Texas it seemed like there
were guitars lying around everywhere,
including a few old ones in my mom’s
apartment. 50, when ['was about 10 years
old, [ started learning songs from the
radio on guitar. I loved music so much
that when [ was 17 = I went to a super-
small hippie private school that doesn't

exist anymore, on scholarship - [ created an advanced jazz
theory programme for myself. [t was a kind of independent
study curriculum that I wrote.

When did you become politically active?

It all goes back to my upbringing. Austin was such a free,
hippie town back then that I was able to easily explore and
go to shows, and [ started getting involved in social justice
work, which was a big part of the community. | became

a teenager during the George W. Bush era, and was very
political, and I still am: very anti-war and anti-racism and
anti-Islamophobia. When I was 13, | started combining the
two = music and community organising. | pretty much
became the benefit concert girl of Austin! My friends and

[ would work together and organise various events. For
example, [ did a huge battle of the bands, and  had a friend
who did a fashion show, and [ helped her with that.

Which causes benefited from these events?

These were for all sorts of different causes. Some of it was
around youth media, and some was anti-war. We raised
money for the genocide in Darfur, benefiting refugees, and
for people affected by Hurricane Katrina, because a lot of
people came to Austin from Louisiana. That’s really when
creativity and activism came together for me, and ever
since then, those two things have been the heartbeat of
who Iam. As for the modelling and influencer strand, my
sister and [ were cute Kids, 50 our mom got us with a small
modelling agency in Austin, and booked a few jobs here and
there. That was great, because [ learned how to be in front
of acamera. Now that I'm more in the spotlight for my
music, I'm realising how super-advantageous that is.

What music influenced you?

[ was always into rock and pop music. My mom’s a music
teacher and an incredible singer, and my dad was always in
bands doing lots of different things, which I thought was so
cool, even when [ was little. Even at age 12 I knew [ wanted
to play bass. One day, [ was supposed to go to the music
roormn at my elementary school and choose an instrurment
to play in band or orchestra the following year. They had all
the instruments laid out, and [ was like, ‘I'm gonna play
upright bass’. The music teacher said, ‘No, your hands are
too small’ and signed me up for tuba. Now, I'm realising,
looking back, that it was actually some thinly-veiled
racism, because it was the orchestra, right? There was no
upnght bass in band. And then sexasm, because the hands
thing has never been an issue. There's some Jaco songs

I have to modify, like ‘Portrait Of Tracy’, because there's
one note that I can't play the way he does, but other than
that, the size of my hands has never been an issue.
Anyway, when I got to middle school, I was able to do jazz
band and orchestra, so I played classical as well as jazz.

[ didn't really like classical because it felt too restrictive,
but it was good for my technique and it was fun to hang
out with other upright bass players.




When you switched to bass guitar, did

you benefit from having studied the
upright bass?

Massively. I think they’re really similar. I don’t
understand people who say they're not. ['will
say that I'm still coming to terms with how
important intonation is on bass guitar, because
it’s not automatic. You don’t just put your
finger on a fret and it’s perfectly in tune.
Playing online with people watching me

has made me very aware of that.

You have a lot of online followers watching
you play bass. Do you ever make errors?
Yes, but | guess the thing to do is just ownit.
Sometimes my performances aren't perfect,
but that's part of it, too. I thinkit's sometimes
cool to be a little out of tune. It can work with
the song. Bass is a real instrument, so those
little fret buzzes and weird harmonics are part
of what I love about it. I've never been about
being perfect or a “highlight reel’ on social
media, and bass is no exception.

What bass gear do you use?

I just got endorsed by Fender - they sent me an
American-made Jazz, it’s really nice and fun

to play. [ was joking with my dad about it
yesterday. [ was like, ‘I'm in this position now,
but I'm not a gearhead’. I also have a Mexican
P-Bass that my dad and I paid for, and an Apollo
Twin, and that’s pretty much how we rock. The
Precision is the bass you see me playing on
social media. I'm pretty picky about my tone,
but for me, that's mostly about the amps, so

I can doa lot in post if I'm looking for a different
tone. What I'want is to make it sound the

same on people’s phones as it doeswhen I'm
recording, so I usually don't doa lot toit. I like a pure
sound when it works with the song,.

When did you first attract large numbers of followers?
Before I went viral, I had about 80,000 followers, and [ got
there through a ton of hard work posting, creating images,
and having real conversations about social justice and
inclusivity = almost daily, over five years. This February,
my band was getting ready to release our new single, and

I had the idea to do covers on bass on Instagram as a way to
introduce my community to me as a musician. [ decided to
play bass rather than sing or play guitar, because it's the
instrument I feel the most connected to.

Your videos became popular very quickly.

The first video that [ posted that went viral got almost,

I think, 1.5 million views. It was a cover of ‘Up’, the Cardi B
song, which [ wanted to do partially because I'm in Harlem,
a stone’s throw from the Bronx where she’s from, and
because she’s awoman of colour and she's changing the
game. But it’s funny, I thought the bass-line  improvised
was kinda corny. I didn’t think it was that cool. Next thing

[ know, people are like, “Wow, you sound so funky!’ I'm just
like, ‘T was just playing something that sounded cute’... so
now I'm thinking about things differently. Bringing my

TNYpictures

bass playing to social media has challenged me, and [ feel
like I'm growing. I like to master things, and I feel like after
studying bass consistently for all these years, [ could play in
most bands and get away with it. I couldn’t go in and be like
Primus, with a wild slapping line, but other than that, [ can
hang. I could be in any space with a bunch of musicians

who weren’t bass players and they

would think my technigue was top-tier. “1 mld lJlaY in most
But social media exposes me to awhole

different set of challenges and bands and gEt away
opportunities. [ don’t regret waiting this with [t:_ but social
long to bring my music to social media :

because I am benefiting so much now mEdlﬂFw me
from everything I've learned over the to a different set
years. That said, whenever | hear of dla]]ﬂnga”

a musician frustrated that their career

isn't moving forward, [ always suggest they invest more

time in social media, specifically TikTok and Instagram

Reels. There is so much energy there, and it's so beneficial
to both my career and my musicianship to be part of it.

What is the best part of what you do?

It's been so cool to see so many messages that say,

“You make me want to play bass again’ or ‘I bought

a bass because of you’. It’s the biggest reward, honestly.
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What did you do before your career took off?

['went to Reed College in Portland, Oregon, a super-unique
school for the liberal arts. Andreé 5t James, whowas
Esperanza Spalding’s bass teacher back in the day, was
there: he was a staple in the Portland, Oregon area, and also
a black guy when there’s just not a lot of black folks out
there. | went to Reed because its uniqueness appealed to
me, but I didn’t know what [ was doing there, so [ dropped
out and went to Philly, and spent a year volunteering
full-time at a high school as a teaching assistant and
mentor. After that, I returned to Reed to study economics
and that's what I got my undergraduate degree in. 1 did that
because [ realised that money really does make the world
go round, and as an Austin hippie musician who didn't
grow up with a ton of it, I didn’t have much of an
understanding of how money works.
Studying economics is a good way to see
what matters in Amernica, where we
don’t really have a healthcare system,
for example. Now, I have a better
understanding of why. It breaks my
heart: we kill our citizens with this
terrible systern when there are so many
viable alternatives. And like most
things in this country, poor people and
people of colour bear the brunt of it. If
there’s anything that’s true about this
country, it’s that it was founded on the

. genocide of Indigenous people and the

, exploitation of black people. There are
more black men incarcerated now than
were enslaved at the height of slavery.
So, there's no denying that the United
States as we know it is synonymous
with exploiting and killing marginalised people. It bothers
me so much when [ hear ‘racism is un-American’ because
it’s actually extremely American. And we have to
acknowledge that to move forward in a meaningful way.
But all this is why | studied economics, so [ could try to
understand it. | knew leaming about money would be
powerful. And it is.

Are you optimistic that things will eventually start to
improves

That depends on what things you mean, but yes, I think so.
Across the world, infant mortality rates and maternal
mortality rates are going down. We have eradicated all of
these illnesses, we’re living longer,
there are those indisputable things.

[ like to be hopeful, and I think hope

1s crucial, but at the same time, the
maternal mortality rate in the United
States is higher for black women, even
controlling for every variable under the
sun, iIncluding income and education.
It hasn't really been falling alongside
some of these other rates. I've read a lot of research on
this, and from what [ understand, the main reason is the
unconscious belief that black women are inherently
stronger, which is a legacy from slavery. But it’s so
important to appreciate the tangible wins. The fact that

[ can play bass and get this recognition as a musician makes
me feel a personal sense of freedom. That’s a sign of

progress.

TUBE TALES

Want some more? Check out these
‘primarily-online’ bassists...

Nilanjana Ghosh Dastidar Phenomenal,
highr-speed bassist in the metal realm

Daric Bennett Founder of his own Bass Academy
Aldana Ace Solo bass player

Chris '9Goma’ Goma Multi-talented
multi-instrumentalist

Julia Hofer Austrian slap and tap specialist
Ana Karina Sebastifio Supremely funky chops
Yuki Atori Fusion prodigy from Japan

Vincen Garcia A slapper supreme

Fernando Rosa The funk runs deep in this one
Giane Rangel Thumb-friendly lines from Brazil

I'm assuming that this struggle informs everything
you do, musically.

Yeah, exactly. | understand my position and the
possibilities that I have, and I'm so connected to this
legacy. There’s a line that Maya Angelou says: “1am the
hope and the dream of the slave.” Every time [ say it, [ get
shivers. Our band IMANIGOLD is also an art and social
justice collective, and we have a digital publication that
discusses a range of social justice issues. One dimension of
ethical practice that is often minimised is being ethical in
business. [ pretty much always pay musicians and other
artists more than they ask, because I'want to celebrate
them. It’s really about conducting my business in away
that sets an example and shows artists they deserve to be
treated well. I truly believe that, as artists, we don’t have to
be in a constant state of struggle and exhaustion. And
hopefully, one day, our work will grow to the point where
we're an example for business owners and C-suite
executives, too. Who knows? Maybe we already are,

What is the best thing about being widely known

on social media?

It's a community, which is integral to everything. All the
social and political issues [ talk about are not individual
issues = they're community issues. We have to be social in
order to make change happen. Like Toni Cade Bambara
said, “The role of the artist is to make revolution
irresistible.” I'm not actually a super-social person,

['m pretty introverted, but [ have to be connected with
people and talk to people every day inall the work [ do.
have a built-in community at my job, which I'm so grateful
for, because I'm not the “party all night’ type. For a long
time, I thought that meant I couldn’t reach as many people
as I'd like with my work, because I've always preferred to
stay inside and kick it with music and close friends, and
I'm becoming more accepting of that part of myself.
IMANIGOLD has some shows coming up this summer that
we're thrilled about. I've missed seeing people respond to
our music in person, but playing from my bedroom is
completely different yet equally engaging. [ can experience
solitude, and still enjoy connecting with others and
performing for the online community.
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& The Classic Interview

TREVOR BOLDER

TREVOR
BOLDER

In every issue, we dig into the vaults to bring
you an interview with a bass great. This
month it’s the late Trevor Bolder, once of

David Bowie’s band the Spiders From Mars,
and in 2004 when we met him, enjoying a
long career with Uriah Heep. He passed away
1In 2013 at the age of 62: rest in peace, Trevor.

Interview: Joel Mciver Photography: Getty

ew bass players have asimpressive  has remained ever since, apart from a brief

a pedigree as Hull-born Trevor two-year sabbatical in Wishbone Ash, in
Bolder, who began his musical which his predecessor was also Wetton. Heep
career playing cormet and trumpet remain immensely popular and regularly tour
in brass bands. After switching to worldwide, so it’s appropriate that as Bolder
guitar and then bass, he hooked up with his talks to us, he has just taken delivery of
guitarist friend Mick Ronson, with whom a luxurious new bass, made by the
he played gigs in the Hull area. Recruiting Brazilian Dalegria company.
drummer Woody Woodmansey in 1970,
Bolder renamed his band Ronno, only for How did the move to Dalegria come
the entire group to be adopted the following about, Trevor?
year by none other than David Bowie, who One of the partners at the firm happens to run
rechristened them the Spiders From Mars. one of the Uriah Heep websites. He's a big
They appeared on three seminal albums, Heep fan down in Brazil and also runs the
including Hunky Dory, Aladdin Sane and Ziggy fanclub down there. I've been trying to get a
Stardust And The Spiders From Mars, before new bass guitar for years, actually. I play an old revor Bolder (right
their association with Bowie ended in 1973. Fender, a 1972 Precision, and there’s nothing i i
Bolder then toured with Ronson’s band wrong with it at all = ['ve just been trying to
before joining the venerable progressive get a new bass so [ can leave the Fender at
rockers Uriah Heep in 1976, as a replacement home, because it’s too valuable to take out
for the departed John Wetton. And there he now. I've lost it a couple of times on tour, on
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@ The Classic Interview

TREVOR BOLDER

different flights, and I'm starting to get a bit
panicky about it.

Tell us about the new bass.

It's a Jazz copy, really. The first week I got it

I didn’t put it down. [t has a great sound, a bit
toppier than the Precision, but you can fix that
on the amp. It just felt really nice. I think I can
play slightly faster with it. ['ve got one with

a dark wood neck, but I'm asking them to
make me one with a maple neck, partly
because you can see it better on stage. It's
pretty standard, although it's got EMG
pickups on it. But we're going to Brazil this
year, so when I'm there I'm going to try and
design a special model with them at the
factory. The way they've put the neck on,

I can’t get to the top of it very easily,
especially as I've got small hands.

Why didn’t you just buy another Fender?

[ couldn’t tind one. [ searched and searched
and I couldn’t find one that felt the same.

[ wanted one that felt exactly the same.

I couldn’t find a *72, but | did find earlier ones.

They were all battered, though.

When did you get your original Precision?

I bought it when we split from Bowie, and ['ve
played it at every venue since then, except for

a year when I played Washburns. It's just

a standard Precision, except [ put a Seymour
Duncan Jazz pickup at the bridge. [ don't use
the actual Precision pickup, because it was
disconnected for years. I thought, I don’t use it
anyway, so [ might as well leave it.

Do you prefer the treblier sound?

Yeah, well it's punchier, you know. [ play bass
with my fingernails. If you ever look at the
Precision you'll see that
I"ve dug a big hole out of it.

“With Bowie, he

Mo, I adjust it on the amp to the sound [ want.
[ don't like a lot of treble, probably because

[ played a Gibson EB-3 in the old days and
liked that Jack Bruce sound. Actually that bass
is up for auction at Cooper Owen shortly - it's
got a reserve price of £45,000 on it.

What amps do you use?

I'was using big Trace Elliott valve amps, but

[ lent them to John Entwistle = and when he
died, they went into his
estate and [ never got

[ reckon that when air can them back.

get through to the other p]ﬂyed you a song,

ael and you had one run- 2°GeV8Xsoca
How do you keep your thl‘mlgh and that was ofhisstuff?

nails strong? the one you took” Yes! And they're mine,
Well, I'm really lucky, whoever bought them.

they're just naturally strong. | have to keep the
edges cut, because when they get too long,
they break all the way down. [ keep them filed
down to a little point. But you can actually play
faster because you don’t have to get your
actual finger on the string. If you're clicking
on it with your nail, you can get more
percussion and speed up with it.

Isn’t it difficult to avoid a scratchy sound if
you’re playing with your fingernails?

Can you put a notice in the magazine for the
person to return them? But there's nothing
you can do in that situation, really. Anyway,
I've been using the new Ampeg Pro 2s, they're
great. [ usually use them with a couple of 2x15
cabs and an 8x10. Some Ampegs are supposed
to be for funk players, but I don’t find that
myself,

What was your setup when you were
playing with David Bowie?




With Bowie [ used a 100-watt Marshall bass
head and two 12" cabs. That was it. It was like,
plug in, turn it up, and away you go. [ was

a huge fan of Jack Bruce so | had a slight edge
of distortion on it, but there were no pedals

or anything like that back then.

Did Bowie get involved in writing the bass
parts when you were in the Spiders From
Mars?

Mo, itwas all mine. With him, he played you
a song, and you had one run-through and
that was the one you took. That was it. Ziggy
Stardust was recorded in a day and mixed in
two days. The backing tracks for Aladdin
Sane only took two days.

For budgetary reasons?

No, that was just how he worked. He was an
easy man to work with, but it was difficult
when you were doing something like ‘The Jean
Genie’', which he played you once and then
made you record it. That's why that cock-up

is on there at the end of the first verse, where
he says ‘Get backon it’.

But you didn’t.
No. Iwent down to the B before I should

have done, one bar early. He liked it, though,
and said he wanted to keep it. [ went on tour
with a couple of the guys from Def Leppard

a few years ago and we played that song
every night — and [ had to play that mistake
every night, because they said, everybody
knows it!

What bass did you start out on?
Another Fender. I swapped
it for a Mustang when

I joined Bowie's band,
because [ didn't know

the value of a bass in

those days. DEI
Let's be honest, it was
more important to have a
bass that matched the silver suits and
platform boots back then, wasn’t it?
That's right, ha ha! Actually I only swapped it
because | had such small hands. The first bass
[ ever had was a Burns. They were horrible,
weren't they?

Do you go higher than four strings?
Not really. [ drop down to D quite a lot and I do
play a five-string, but I find that with Heepwe

“Playing ‘The Jean

Genie’ on tour with
Leppard,
play the mistake in the
verse every night!”

Ziggy, in LAiN1973;
note those glam-era
silver sideburns in

don’t really use it that much. The extra string
just gets in the way.

Do you use any effects?

[ use a Boss octave divider and a Boss chorus.
[ use the octave divider for solos, just to
enhance the sound at the top of the neck, just
to fatten it out. The lower line just gives it
more beef. | use the chorus for more ballady
stuff. And I also use

a delay pedal to make it
sound fretless. Idoalso
play fretless bass, but

| prefer not to swap basses
on stage if at all possible.
Talking of fretless, I've got
a great story. I'm friends
with Pino Palladino, and
one time in the Eighties he was going off to
audition for Jools Holland’s band and needed
to borrow a bass off me. So 1 said, take

a fretless - and he said, oh no, [ can’t play
that! And then a few years later he'd become
regarded as one of the great fretless players.
Would you believe it? mm

Ihadto

Trevor Bolder’s posthumous album Sail The
Rivers is out now at www.cherryred.co.uk
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SPACE ROCK

Dinosaur Jr’s Lou Barlow on life down below

s part of one of the most
legendarily eardrum-
obliterating bands of all time,
Dinosaur Jr. co-founder Lou
Barlow naturally courses
plenty of powerful-yet-poppy, gain-cranked
bass-lines throughout Sweep It Into Space,
the Massachusetts-based trio’s 12th album
overall, and fifth since reforming their classic
line-up in 2005. Live, he's happily decimating
crowds with multiple stacks. It's trickier in the
studio, however, with the bassist admitting
he's still seeking an idyllic boom to best
complement - or perhaps compete with
= the screaming leads of guitarist | Mascis.

“To be pertectly honest, it’s hard to get
a recorded sound with Dinosaur Jr. that [ feel is
there,” he reveals. “Because of the nature of
the way the records are mixed, the bass really
gets pushed back in the mix. I have a fighting
chance live - I've got my wall of amps, and ]’s
got his — but once it comes to recording, and
once the overdubs start, it’s hard to get the
bass to sit in the right place. Every time we
make a record [ start from scratch, hopefully
finding some magic combination that
approximates the growl of what we get
live. I don’t know if I've done that yet.”

Though humble about his presence,
Barlow’s rthythms on Sweep It Into Space are
nevertheless hefty. During sessions at Mascis’
Biquiteen attic studio in Ahmerst, MA, Barlow
tracked his parts pushing a pair of Gibson
Grabbers through a Marshall JCM 800 2205
“with a bunch of tubes taken out of it” and
an old SVT cabinet, which all gives a gritty,
mid-range sneer to strum-heavy pieces like
‘1 Ain't’, ‘Hide Another Round’, and N Say’.

Having first formed the band in 1985 with
Mascis and drummer Murph, Barlow loves
the moments that reflect the dynamism of
Dinosaur Jr. working purely as a power trio.
“It really cuts it down to the bare essentials of
the band,” the bassist says of their spare, yet
steel-reinforced approach. “I think it's a lost
art with a lot of rock bands and recording
techniques. People are like, ‘It sounds too
empty; you've got to put rhythm guitars in
there!’ I've never liked that. I think it should
be like the Sixties, like, ‘No, fuck that! It’s 1967
— bass in the left channel, guitar in the right.’

Cut it down and let the guitar talk. Let the
bass be heard.”

That’s not to say there aren’t overdub-
embellished sections on Sweep It Into Space
- check, for instance, the feral, sustained
bends Mascis layers atop the chunky, Crazy
Horse crunging of ‘I Met The Stones’, or the
spangled 12-string which album co-producer
Kurt Vile brings to ‘I Ran Away’. But on
‘Garden’ and “Wonder Why', notably the two
tracks that Barlow penned for the set, lead
sections take a more streamlined three-piece
approach. Interestingly, each of these arrives
as bass-on-bass moments, with Mascis laying
down both the groove and some high-neck
noodling on a "65 P-Bass; Barlow handles
six-strings outside of those sections.

“It’s hard to teach my guitar parts exactly to
J. You know, we both have idiosyncratic styles
of playing,” Barlow says of swapping roles for
those particular cuts. Though he has often
switched from bass to guitar across various

“Our new album has bass
in the left channel and
guitar in the right. Let

the bass be heard!”

Interview: Gregory Adams Photography: Getty

releases from his other longtime band,
Sebadoh, he and Mascis first performed their
instrument exchange on 2016's Give A Glimpse
Of What Yer Not. “It’s cool to change it up,

and he'sintoit.”

While Barlow cut his elegiac ‘Garden’ and
the closing alt-ballad “You Wonder” with
Dinosaur Jr. before the pandemic shut down
the sessions, a third track of his called “Why
Can’t It Wait’ didn't make it to tape. Instead,
it's featured on Barlow's latest solo LP, Reason
To Live, as an acoustic piece. As for what was
captured on Sweep It Into Space, the LP further
refines the band’s unique, sand-blasted
sonic blueprint.

“The sound of the band is something we
forged when we were very young. There’s such
a familiarity to it; [ find it really comforting,”
Barlow explains of locking into the instantly
identifiable crunch of Dinosaur Jr. “My love of
the Ramones’ first four or five records is just
boundless; any early Black Sabbath, too. To
be in a band that has this similar kind of
lunk-headed energy to it plays so perfectly
to my limitations. At the core of the sound,
there's something that reminds me of
my youth, in a gopod way.” Il
Sweep It Into Space 15 out now.

Info: www.dinosaurjr.com
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MO
FOSTER

From session bassist to composer, producer to
author, over the last five decades Mo Foster
has occupied a seminal position among
session musicians. But how do you even
begin to quantify a 50-year career with Gerry
Rafferty, Jeff Beck, Phil Collins, Eric Clapton,
Frida Lyngstad of ABBA, Ringo Starr, Van
Morrison, Joan Armatrading and many more?

Interview: Phil Mann Photography Courtesy of Mo Foster

o yourself a favour and pick up
Mo Foster & Friends In Concert,
which its creator hails as
“some of the very best
musicianship that I've ever
captured on one of my own recordings™. On
the eve of release of the album, Mo takes time
out to reflect with BP on his diverse portfolio,
kicking off with a snapshot of life in
Swinging London.

“In the mid-5ixties, you have to understand
that there was jazz and then there was rock.
They were two separate genres of music that
had nothing to dowith one another - at that
time, there was no crossover. It wasn't until
a couple of albums by Miles Davis and Blood,
Sweat & Tears that the artistic lines began to
blur, Davis bought in electric prano and
electric bass, which nobody had ever heard,
let alone contemplated before.”

How did Mo enter this fertile music world,
we ask? “At university we had a jazz trio.
Linda [Hoyle, singer] was first introduced to us
through our keyboard player, and we spent the
summer of 1968 rehearsing. Our band Affinity

was borm, and we were immediately signed to
a manager, Ronnie Scott. The project came as
a result of attempting to delve into both rock
and jazz camps, so essentially, we were
playing jazz-rock for the first time".

This was a truly seminal time to be an active
musician in the capital. “Indeed, we regularly
played Ronnie Scott’s Jazz Club in London,
and even found ourselves supporting the great
Stan Getz's quartet. | remember one afternoon
seeing Jack Dejohnette practising straight
16ths patterns prior to a show, and six months
later he was delivering it on Bitches Brew with
Miles. What I had unintentionally witnessed
in real time was the start of the transition
from jazz to fusion.”

He namechecks another key musical
relationship: “I'd met the guitarist Ray
Russell in a Transit van travelling up the M1
four years prior to the recording of Ray’s 1977
album, Ready Or Not. It was stunning for me
to be part of that recording, as it felt like an
American record, with so many influences

- hom and string sections, plus a great
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MO FOSTER

rhythm section featuring Simon Phillips.

At the time you’d hear like-minded material
coming out of American through the likes of
Herbie Hancock and Chick Corea, but there
was nothing like that here. To witness it
coming out of Basing Street Studios in Notting
Hill was novel. The composition ‘Surrender’,
written with a friend of mine, Tim Whitehead,
was the first tune I ever wrote! The opening
riff, played on my Fender Jazz, was heavily
influenced by Anthony Jackson's on ‘Money,
Money, Money' - and has since gone on to
feature in a Ron Howard film."

1979 was the beginning of a dense period of
touring and recording for Foster, where
awhole sea of artists began to grace his
resume. One of these was Gerry Rafferty and
the album Night Owd. “This was a pivotal time
and recording for Gerry, who had all sorts of
problems with management and musicians,
s0 had fired half the band. Naturally, new
taces came in, and [ was one of those. Gerry
would present a song on piano, then you'd
have to figure out what the key was, what the
chords were, what the structure was, write
down your own chart and even write down
the inversions, as his chords were very
sophisticated. Of course, the choice of bass
note ultimately alters the emotions which are

portrayed in the music.”

Was this a laborious process? “Not at all - the
experience was very sociable! We spent two
weeks in the Cotswolds at Chipping Norton
Studios, where we lived together as a family
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Mo with George}
Martin at AlRg
Studios in London

“What I had witnessed
in real time was the start
of the transition from
jazz to fusion”
and every evening was greeted with a barrel
of Hook Norton beer. Routining sometimes

consisted of up to 12 hours revising and

refining a single song, and then we'd have
the final version.”

Glancing through Foster’s awe=-inspiring
resumé, you can’t help but notice the

ith the great Gar

oore at aVibes
rom The Vines
harity sho

presence of a number of innovative artists
beginning to appear at the start of the
Eighties, notably Jeff Beck. “In 1980 we
recorded the There And Back albumn for Jeff. He
had started the recording, but wasn’t happy
with the line-up, so he brought in Simon
Phillips and Tony Hymas, who had been in the
Jack Bruce band before that. Stanley Clarke
had left and I was one of a shortlist for the bass
seat, which also consisted of John Paul Jones
and Rick Laird, who had been working with
John McLaughlin. I think it must have been all
my jokes that got me the job!"

How did everything transpire once he
arrived at Abbey Road? “A lot of the tracks
were already recorded, so I had to overdub to
keyboards and drums,” he continues. “‘Space
Boogie’ was a very hard song, a fast 7/8. I had
to have the music sellotaped together across
three music stands in the control room of
Studio Two. [t would have been good to have
been on casters, so somebody could have
pushed me along while [ was performing

it... When I finished, Simon and everyone
reached down below their seats and

bought out score cards to mark

my performance!”

Foster’s association with so many rock
artists may come as a surprise. "By the end of
1980 [ was working with the Michael Schenker
Group, which was being produced by Deep
Purple’s Roger Glover. The rehearsals were

in a very small room in Nomis Studios in
Shepherd’s Bush, London. Schenker turned
up with a full Marshall stack, while all I had
was a Roland cube, which was like a cornflakes
packet in comparison! Thankfully, back in
those days [ used to smoke, so [ took two
Marlboro cigarettes out of the packet and

put them in my ears, filter first. I looked
ridiculous, but it worked!"




Racording Evita at

While working for producer Chris Neil,
Foster was part of a British ensemble
reminiscent of LA’s Wrecking Crew. One
More Time is a forthcoming documentary,
produced by Alan D. Boyd, attempting to
honour this prestigious period. “Iwas part of
a house rhythm section which included Peter
Van Hooke on drums and Phil Palmer on
guitar. We'd play on everything of the day,
including an album for the actor Dennis
Waterman. A couple of years later, one of

the tracks, ‘I Could Be S0 Good For You', was
picked up for a television series called Minder.
Thiswas the song which featured my
aluminium-=-necked Kramer 650B, which

I bought as you couldn’t get Alembics at

the time. | had been Listening to the likes

of Louis Johnson, and was keen to adopt his
slap approach for the Waterman session.

The problem was I had never seen him play,
so [ had to invent a way. What you hear on the
record is a combination of that instrument
and me simply being spontaneous.”

The line-up of the Phil Collins band at this
time was formidable - how did that gig
come up? “I got a call to go to the Townhouse
Studios to overdub a couple of parts for the
producer Hugh Padgham. Phil never tells you
what he wants - you just listen to the track
and play along, developing ideas until he says
yes. He's a dream to play with, because he’s
got such beautiful time. He drives and swings,
but never speeds up - it's amazing. After
completing his album Hello, I Must Be Going,

I remember Phil asking if I'd like to go on the

road with him. The subsequent live album,
Live At Perkins Palace, was filmed, recorded and
engineered by Robert Margouleff. Lee Sklar
came up to me after the show to say how
much he had enjoyed it, which was a lovely
compliment as I think he was originally
intended for the line-up, but was unavailable
due to commitments with James Taylor."

He continues, “Phil was always a total
professional, just getting on with the job,
working very hard and expecting you to do the
same. During the first week of tour rehearsals
we had just the basic rhythm section at
Shepperton Studios — Chester Thompson,
Daryl Stuermer, Peter Robinson, Phil and me.
I have this lovely memory of Phil standing at
the mic with a book of lyrics, as he had no idea
of what he’d written! During the second week,
the Earth, Wind And Fire homn section turned
up. They all thought I was Swedish, as that's
where we'd originally met while I was
working with Frida Lyngstad from ABBA."

Mo's sessions with Gary Moore in 1983
supplied some surprisingly challenging
moments, he says. “As you can imagine, Gary
was a big fan of Jeff Beck, so I think that was
why he invite me to play on the Victims Of The
Future album. I remember a nylon-strung
guitar solo during ‘Empty Rooms’ that he
wanted me to copy on fretless. I had to sit
down in the studio and learn it phrase by
phrase, twice, and then [ doubled it to
achieve that wonderful Jaco sound.”

He adds: “Gary was such a lovely guy.
I remember doing a couple of charity shows
where Ray Russell and Gary Husband and
I had invited him to join us as a guest artist.
I composed a fun announcement for him,
saying to the audience, “Would you please
welcome a dear friend of ours, and one of
the finest guitarists in his price bracket..."”

(Gil Evans is always held in high esteem, and
when in 1983 an opportunity arose for Foster
to tour with the seminal composer and
arranger as part of the British Orchestra, he
jumped at it. “I was in America, on tour with
Phil Collins at the time. | rang Ray, who was at
home looking after my diary, and he said
“When you get back you're going on the road
with Gil Evans’. My immediate response

was “What? My hero?""

He remarks: “It was a difficult show. Gil’s
music was hard and never very clear. You had
to listen to 10 people at once to figure out what
you were supposed to play. Gil was very much
a free spirit. [ remember him standing in front
of this established brass section, examining
some incredibly complex parts together, and
then very quietly he said, “This is the note I've
written for you, but if you don’t like it, feel
free to play another one’. They were different
times, when you'd play with everyone, Cliff
Richard was one of the good ones, but there
was also a lot of gigs there just to pay the rent.
I'was invited to join Cliff's band around 1977
or '78 to tour Europe, Hong Kong and
Australia, and that started a long affiliation.”

Somewhat nostalgically, he adds,

“‘Move It" was the first ever piece of English
rock’n'roll, recorded back in 1958. Jump
forward and Cliff wanted to re-record the
composition on the same spot in Abbey Road
for his Two's Company duets album, supported
by Brian May, Brian Bennett of the Shadows
and me. Brian turned up at the studio nearly
an hour late, looking very tired, but with one
of the best excuses I think you’ll ever hear! He
said, ‘I'm sorry lads, I've been up all night with
[the legendary astronomer] Patrick Moore,
proof-reading a book that we’ve co-written
on the history of the universe’. How do you
even begin to top that?”

Mo Foster & Friends In Concert is available now
via HMV and Amazon.
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STUART HAMM AND ARIANE CAP

STUARTHAMM

MEETs ARIANE CAP

Every now and then, we get a couple of great bass players
together to do our hard work and interview each other about
their lives at the low end. This month, the great Stuart
Hamm breaks bread with the equally great Ariane Cap,
both state-of-the-art educators and practitioners of solo bass

MismHosboch @luefie




TUART HAMM Ari, you're my
closest musical neighbour in Los
Angeles. ['ve really valued your
friendship over the years. We go
hiking, we go for coffee, I take
Logic lessons with your lovely husband.
It's great.

ARIANE CAP Femember how we first met?
My husband and [ were at a branch of Whole
Foods in Los Angeles, and all of a sudden, my
husband says, “You know that bass player you
were talking about? [ think that’s him over
there’.

SH Later, we met at a Warwick Bass Campin
Germany, and you told me that you'd seen me
at Whole Foods, and we figured out that we
lived five miles apart in LA.

AC Right! After that you sent me a text saying
you were going on a solo tour, and asked me if
' would be interested in opening for you. Iwas
like, “Wow'! To be addressed like that by Stu
Hamm...

SH Oh, that’s very kind of you. Now, you're
always taking very good care of yourself. Are
you still being super-healthy?

AC [ definitely try to be. It’s really important
to my wellbeing to be as healthy as possible,
because if I don’t look after my body and eat
right and sleep, I find that I just don’t function
very well. I'm extremely active every day with
writing books and teaching and s0 on, 50
working out keeps me sane. Right now I'm
doing this crazy workout twice a week that is
very heavy. | find that it really forces you to be
in the moment.

SH [ tried lifting weights once, but man, those
things are heavy! But seriously, I'm just glad
that my kid has grown up fit and athletic and
slender. She inherited her mother’s genes.
Anyway, what have you been working on over
the past year?

AC ['ve been incredibly busy over the
pandemic. ['ve helped a lot of other teachers
get online. ['ve done a ton of online teaching
sermninars, and I finished my second book.
Now I'm deeply involved in the Indiegogo
campaign with that. ['ve created new teaching
formats, practice groups, you know, all sorts
of different things. So that’s been going

really well. What about you?

SH Not being able to see my mom has been
the main problem - she’s up in Seattle and
she’s 97, so I've been dealing with that. But
[ managed to get some music done. [ went
to Sweetwater in Indiana to do a recording
workshop, and I'm going back soon to finish
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a record with Alex Skolnick. I also went to
Tampa to do two courses for Sweetwater. Now
things are opening up here in California,

I'm upgrading my studio with lights and

a backdrop and a new keyboard and monitor
and all that stuff, I still refuse to create
‘content’, because I'm a musician, and [ want
to make music, but at the same time, you
better start swimming, Or are you gonna sink
like a stone? Like Bob Dylan said, the times
they are a-changing.

AC Are you teaching too?

$H I'm teaching a lot. Also, there’s been
a pretty steady stream of guitar players
wanting me to play on their projects, sol do

-
ey
Lt o |

“When I was growing
up, any music that had
drums was dismissed as

_ not being ‘real music’
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a lot of recording here in my studio. I've really
had to up my Logic game. It's funny, [ always
pushed back against doing any of that stuff,
because [ don’t really want to be a video editor.
The time that I spend learning iMovie or
whatever, I could be becoming a better
bassist, or becoming a smarter man, you
know.

AC Come on, Stuart. Do you seriously feel that
you need to improve your abilities as a bass

player?

SH That’s why I get up in the morning.
Everyone has their own little niche that they
can carve out of the music industry. You're
really great at the education and the content
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and the books and all that stuff. To my
detriment, | just wanted to be a respected bass
player in lots of different styles, so I'm still
motivated to get better. I'm still trying to
make my bass sound like Glenn Gould, with
articulation on every note. I'm still trying to
get that clanty. Also, it takes me time to get to
where [ want to be. There may be some bass
players that are so physically talented that
they don’t have to practise anything. I'm not
that way. It takes me a good 15 minutes or half
an hour to get to a point where [ like the way

[ play, and in my life, there have been maybe
10 times when [ telt that [ was playing at the
level that I'm really capable of. I enjoyed those
times immensely, so [ always try to get back
there. What about you? [ know you come

from a music-conservatory background,

with classical training that is steeped in

the European tradition.

AC Yes, that's correct. | have a really unusual
background compared to most other electric
bass players. I grew up kind of secluded, in

a small town in Austria
called Innsbruck, and

I started studying
classical music when I
was very little. I didn't
listen to any rock or pop
- nothing like that. Any
music that had

drums was frowned upon and dismissed
as not being ‘real music’, you know. Iwas
talented, but I didn’t like practising - and
that's not a good combination, because
at some point you hit awall.

SH Wow. When did that change?

AC When [was 18, | had the sense there was
another world out there. [ suddenly turmed

L

mmﬂlerplayed poker
ith John Cage. Iused to
put my army men in his

piano strings” Stu Hamm

into a rebel and 1 felt that [ needed to break
out, 50 I went to America for a year on my
own - and there it was: rock and roll. [ was

in Cambridge, Massachusetts, and I fell right
in the middle of it. People were playing jazz
and rock and pop stuff. Everybody | knew had
instruments, so when we were hanging out, [
would pick a bass up and play something and
go, ‘Oh, yeah, that makes sense - [ can do
that’, because | had the theory and I
understood how music was put together.

$H Is that when you started performing?

AC Actually, no. When I came back from that
year, aged 19, | took a totally different route
and did a degree in biology. I knew [ had to be
in a band, though, because I loved the vibe of
hanging out and making music. The first song
I ever learned was ‘Cheap Sunglasses’ by

ZZ Top. That was my first bass-line.

$H Did you find that improvising was hard to
do after reading classical music off the page?

AC Strangely, that
came quite easily to
me. You're right that
when you do classical
music, it’s all about the
book. You never play
something that’s not
there. Nobody ever showed me that
improvising even existed. I didn’t know you
were allowed to doit. [ tried improvising once
when [ was in my teens, and they were like,
“Why are you doing that? Forget it’. But when
saw a jazz gig, [ said to myself, ‘Idon’t care
what it takes, but | want to be able to do that'.
So when finished my biology degree, [ got
really serious about catching up on bass. [t was
an amazing journey. When I started getting
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Marleaux Bass Guitars, Fibenare
Basses Hungary, Gruv Gear,
BeatBuddy, Aeros Looper,
Tsunami Cables, Back Beat
STUARTHAMM

Warwick, Markbass, GHS strings.
Wireworld Cables, TC Electronic,
Zoom, River Straps

into solo bass, studying Steve Lawson, Michael
Manring and you, it really cracked a huge door
open for me, because I realised that I could do
whatever | wanted. [ should add that a huge
paradigm shift took place in the world of bass
when you started taking pieces by Bach and
Gershwin and playing them on your bass.
understand that you come from a musicology
background?

$H Yes. My dad, Charles Hamm, was the
President of the American Musicology
Association for a number of years. He was also
the editor of the Grove Dictionary, and he was

a composer, a sports fan, a novelist, He was
my best friend and the greatest guy | ever met.
I guess his claim to fame was that he started
the academic study of popular music, so next
time you read a scholarly paper on Snoop
Dogg's beats, you can blame my dad for that.
He also started the International Association
For The Study Of Popular Music.

AC Was your mom musical too?




SH Yes, my mother was a voice teacher and
opera singer, so my brother Bruce and [ were
exposed to all kinds of music. My father was a
poker-playing friend of John Cage, so we used
to go and take my plastic army men and put
them between the strings of John's piano for
him to play. At home we had a microtonal
piano that had 19 tones in an octave,

AC That sounds amazing.

S$H It really was. We would go to a John Prine
concert one day and then the Sun Ra Arkestra
for three nights in a row. Bruce, who isan

incredible musician, had all the cool music
in his room =

“I have no control over the future,
really matter what I want. What 'm

aiming
ity, possibly nirvana, and then the
1ll take care of itself” Stu Hamm

peace and
rest

AC] did that because I noticed that a lot of my
students know a bunch of songs, but they
can't crack the code to come up with their
own bass-lines or to understand what they
mean. That’s a typical student: they're a little
bit self-taught, and they've picked up a scale
here and there, but it doesn’t connect up.
Now, normally when you teach theory toa
student, you tell them ‘Forget everything you
know, and open up this music theory book on
page one’, There's Every Good Boy Does Fine
on page two, there's a whole note and a half
note on page three, and after that you have
pages and pages of arpeggios that just don’t
connect with people, because it means they
have to forget everything they already know.

SH Absolutely. How did you manage to solve
that problem?

AC | wanted to meet them where they're
at — at the place where they already know
some stuff on the fretboard. You know, ‘This
five-note scale you already know is called
a pentatonic, and you can play it here and you
can play it there’, That was the purpose of my
first book: it was step one in the way that I like
to teach bass. But it's still not the completely
comprehensive knowledge of the fretboard
that I want for my students, where they can
fluidly go into the next chord in
any progression. I want them to be able to go
anywhere from anywhere - and that’s what
the second book is

Mahavishnu Orchestra,
and Live/Evil by Miles
Davis, and Pink Floyd
and all this weird stuff.
Later on he ran the Ali
Akbar Khan School of
Indian Music in San
Rafael: he and his wife are the driving force of
Indian music in the Bay Area. [t was a really
great, vared musical upbringing, and nothing
was looked down on, whether it was pop or
Judy Collins or the Staples Singers or Victor
Borga or whatever. [ started playing bass by
playing upright and walking through chord
changes. The first time [ played with a rock
band, the first song [ learned was “Whipping
Post' by the Allman Brothers Band. Now,

you've really done wonderfully as an educator,

and your two books are awesome. | steal from
them regularly to use with my students. |
wanted to ask you, why did you choose
diagrams over TAB in your books?

“When I saw a jazz gig,
Isaid ‘Idon't care what it
takes,lwanttnbeahleto

do that’ Ariane Cap

about. I'm not against
reading by any means; |
think everybody should
learn notation, but
learning notation is so
much easier when you
understand music
theory and how it translates to the fretboard.
We do this by using fretboard patterns in all
sorts of combinations, from easy to hard.

$H What has been the high point of your
career 5o far?

AC I've played with some amazing bands and
musicians, but when you're asked to come to
a foreign country and play solo bass, that is
just an amazing honour. Sowhen [ got invited
to Brazil and we played a double bill together,
that was one of my favourite experiences -
and I'm not just saying that because you're
here! And you?

and so it doesn’t
Iming for is

SH Personally, I feel blessed every time [ get
on an aeroplane and realise that I'm flying
someplace to get paid to play original music,
and to do something that no-one else does.
Early on in my career | did a gig with Joe
Satriani, and we played the Wiltern - and
Stanley Clarke came to see me play. That’s

a highlight for sure. And then there’s a town
in south-eastern Estonia called Voru, where
the 5tu Hamm Bass Wellness Camp will
happen when all this is over. I've had my two
best gigs there. It's such a beautiful country,
and the people there are incredible. [t looks
like Vermont, where I grew up, with the birch
trees and the snow and the hills. I don’t know
what it is about that place, man, but those
were two of the best gigs ['ve ever had.

AC What are the challenges that you
face in 20217

$H Well, I've been making my living at bass,
and doing nothing else, since 1979, soit's

a challenge to keep that up. I'm not going to
complain about it, but you gotta get ready,
because the next Mike Tyson of bass is
coming. He or she might be here tomorrow, or
next week, but it’ll be soon. So that's certainly
a challenge, but that's what life’s about. Bob
and weave, man. Hold fast. Batten down the
hatches. What about you?

AC I'm super-happy with how things are
going with the teaching. I'm so happy with all
the interactions I have with my students and
the success they're having. That is really
feeding my soul, and I'm looking forward to
creating more books and recording more solo
bass stuff. Being in a band again would be
great too — I'm starving to play with people.
Let's just live life.

SHYou said it right, Ari. | have no control over
the future, and so it doesn’t really matter
what I want. What I'm aiming for is peace of
mind and tranquillity, possibly nirvana, and
then the rest will just take care of itself. [ hope
I can play bass. I'm really trying to do that.

I’'m working on it.

AC You know, Stu, you're doing okay.
$H I'm doing okay. We're doing okay! mm

Info: https://arianecap.com,
hitps://stuhamm.com
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ANGELINE SARIS

Angeline Saris on the
thinking behind her
approach to bass

hat was your way into
bass, Angeline?

I started playving bass in
our high school jazz band
when [ was 15 years old.
We were lucky enough to have one of those
special teachers who goes the extra mile. He
booked our band on a handful of cruise ships
where Joe Henderson, Les McCann, and Roy
Hargrove were playing. | remember being 16
years old and watching them perform, totally
transfived. It was a magical ime in my life and
also the root of my love affair with the bass,
jazz, and all things music.

What was your first bass guitar?
A 1979 Musicman Sabre. [ still have it.

Which other basses have you played

since then?

I have a pretty nice arsenal that includes four
Fenders = an American Deluxe FMT, an
American Elite, a Precision and a fretless

- a Warwick custom shop electric upright,

a Sadowsky NYC 5, a Marleaux Consat Soprano,
a Kala U-Bass, and a Shen upright acoustic.
They are all in constant rotation depending
onwhat the gig calls for.

What bass gear do you currently use?

My main electric 15 my American Deluxe Jazz,
and my go-to upnght 15 a custom shop Warwick
that I co-designed. Working with Warwick on it
was a fantastic experience. For amplification,

[ use Fender. | have a Super Bassman Pro
300-watt tube head with an 810 Neo for bigger
shows and tours. For smaller shows and more
local gigs, I use my 550 Rumble head paired with
my 410 Neo.

MIC
NOTES &

i §

What's the best advice you’ve ever been
given about playing bass?
Learn to play with the click on two and four.

Which bass player do you most admire?
There are so many bass players [ admire for
their unique voice and contributions. It's tough
to narrow it down to one, but if I had to, it would
be Pino Palladino. His versatility really stands
out to me, as it is something | encounter in my

own career. He plays so authentically across

a broad spectrum of genres, his pocket is
undeniably deep, and he always seems to find
the perfect balance of being supportive yet
tasty. Plus, he strikes me as someone whose
heart and spirit are in the right place. [ think
that matters in music.

As live music slowly returns, where will
we hear you play?




Normally, you'd see me out on the road with
the Narada Michael Walden Band, Ernest
Ranglin, and my own collaborative funk fusion
dance project, Angelex. Right now, the best
place to hear me is on the last two releases
with Angelex. One of my favourite tracks off

the Tight Lips album is “Top Down’, which
features a Larry Graham-inspired bass-line
that I wrote. You could also take a listen to one
of the four albums I've recorded with the

Narada Michael Walden Band. The odd-time
9/8 fusion classic ‘Cosmic Strut’ from the
Rising Sun album easily remains one of my
faves to this day. “The Poor Shall Inherit The
Earth’ from Immortality is a gorgeous tune that
[ felt would be best supported by my fretless in
drop D tuning. “Thunder Angel Funk' from
Thunder totally encapsulates the fire of Jimi
Hendrix, the Oakland funk vibe, and the spirit
of the band at that time just before our Japan

heart is in the right
place. I think that
matters in music”

tour. Last but certainly not least, | spent seven
years with an all-fernale Led Zeppelin tribute
band called Zepparella. To hear my JP]-
inspired bass-lines, I'd suggest checking out
Zepparella's self-titled album. I'm popping
back into the studio next week to record some
tracks for my own project, so I'll have more to
share in the coming months.

Info: http;//angelinesaris.com
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MAX Portability. MAX Flexibility. MAX Sound.

Peavey MAX" Series bass combos feature an angled baffle which allows
you to direct the sound right where you want it.

With a durable yet ultra-lightweight construction, the MAX" Series delivers l \*
superior tone, performance and reliability. peavey.com




DB 599 BASS
COMPRESSOR

Tailored around the specific needs of
bass players, the DB 599 utilizes musically
appropriate compression ratios and attack
/ release parameters to make dialing in
your compressed tone a breeze.
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CHARVEL

Pro-Mod San Dimas
PJIVand JJV

CHARVEL
www.charvalcom

ithout diving completely into a nostalgic Stranger
Things and Ready Player One rabbit-hole, let’s just say

, L] L]
Let’s revisit the «
that these vivid, almost day-glo basses from the
- - Eighties bass brand of th I, Charvel, take
Elghtles, Says our us instantly baz:tﬂfzi:ri;;fise: Tslia:?s, IEE::"; b?ﬁ[?nei : rl:rfgetsrart

of their attraction, just as it was for all those lime-green BC Rich

E dito I‘, puttin g O n and Jackson basses that infested MTV back then. Presumably

Fender = Charvel’s owners since 2002 = are aware that nostalgia

doesn’t necessarily equate to quality, which is why their designers

hi S Ray_B a n S have loaded these relatively affordable basses with player-friendly

features. Still, the very name ‘San Dimas’ is utterly Bill and Ted,




right? And the ‘Pro-Mod’ designation - which apparently means
‘hot-rodded’ - is pure skateboard half-pipe. Let’s plug and play,
dudes... | mean, readers.

Build Quality

For a reasonable but not particularly excessive chunk of your taxed
income, you get an active, bolt-on bass with either four (P] IV) or five
(J] V) strings. Both are fairly lightweight, with an abdomen-friendly
body chamfer for the ‘well-nourished’ bassist, and two graphite
reinforcement rods running through the necks. The active EQ,
presumably where the Pro-Mod branding earns its stripes,

comes in the form of the expected three-band cut and boost, and

a pickup blend and master volume complete the control layout. The
pickups are DiMarzios, like the original Eighties San Dimas basses,
for an extra touch of authenticity.

As always, the fine details are where mid-market basses tend to
fall down, but there's none of that on our review models, which have
been set up with a super-low action. Each has one of those handy
pop=out battery compartments, which will be made mandatory
on all active basses after the revolution; a heel-mounted truss rod
adjustment wheel for that genuine 1987 touch; and a solid, high-
mass bridge. The fretboard edges are rolled, the fret ends buffed,
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the control pots and tuners rotate smoothly, and there are Luminlay
side dots on the neck to save you when the stage lights go off in the
middle of your solo in “Sweet Child O'Mine’. I've seen it happen...
Sounds And Playability
It's interesting that Charvel describe the pickup on either bass
nearest the neck as the ‘middle’ one. It's accurate to label it that way
- rather than as the ‘neck’ pickup - but it instantly begs the question
of why they didn’t move it forward a bit. This would have increased
the difference in tone between it and the bridge unit, a difference
which is not huge, as things stand. There's definitely a bit more edge
from the rear [}iCI'-'.l.IIJ, make no mistake, but the comparison 1s not
huge. As Lemmy, himself a pretty Eighties character, once barked at
me over a glass of something noxious, “1 like 'em to sound different,
not the same, like they do on Fenders!”

As it happens, you can tweak the pickup blend all you like, but
the real tone range comes from the supercharged active EQ. Fully
boosted, the top end is useful rather than scintillating, but that’s fine
- these are Fender-alike basses, after all. The bottom end is much
more potent, kicking out a floor-shaking rumble if you max it out.
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TECHNICAL SPECIFICATION

Chorvel Pro-Mod Son Dimos
PV (V)
Price | RRP £989 (E1079) MSRP
Maode In | Mexico
Body | Alder
Neck | Coromelised mople, reinforced with
graphite rods, 34" scole (35" scole)
Neck join | Bolt-on
Fretboard | Coromelised maple, 20 frets,
GrophTech nut
Pickups | DiMorzio Model P OPI22 (middle),
Model J DP123 (bridge) (Aren J DPSSD
[ middle], Aren J DPS51 [ bridge])
Controls | Volume, pickup blend,
three-band octive EQ
Hardware | Charvel chrome (gold) wners
and hi-mass bridge
Weight | 81bs/ 3.7kg (B.51bs / 3.9 kg)
Left-hond option ovailoble | No
Cose/gig bag included | Ko

WHAT WE THINK

Plus | Comiortable body, grent EQ,
insanely playoble neck
Minus | Pickups don't sound very different
Dverall | Not just on exercise in nostolgio

BP RATING

BUILD QUALITY
Dk b bk Dk Lk e D D
SOUND QUALITY
SOOOOO0O000

WVALUE
SOO0000000

Fortunately the three tone controls have centre detentes, wh ich
I know I always go on about, but they do come in rather useful when
you're trying to tame a boost as powerful as this.

Playability is these instruments’ middle name, so to speak. This is
largely to do with the ‘speed neck’, as Charvel somewhat amusingly
name it, a truly slippery shredder’s delight. The familiar 12" to 16"
compound radius (see this month’s column by Dr R. Elrick for more
on this very subject) has been enhanced with a practically frictionless
finish and a very flat heel for those foot-on-monitor, mullet-blown-
by-fan moments. On the JJ V, with its 35" scale and correspondingly
taut low B-string, this amount of shreddiness is especially welcome.

Conclusions

No arguments from me: [ love these basses. For me at least, they take
away everything that I like least about traditional Fenders - the chunky
bodies, the predictable tones, the sticky necks - and give you an
instrument that is somehow both Eighties and modern at the same
time. That’s quite a feat at this price point, and whether the retro vibes
amuse or annoy you, if you're looking for a souped-up Fender variant,
you should really give one of these a whirl.
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The NS Pulse represents the core
of Spector’s iconic design.

The three-dimensionally carved
solid Swamp Ash body
features a sandblasted finish
which highlights the unique
grain pattern of each instrument.

Equipped with EMG active
pickups and Spector's proprietary
TonePump Jr. active pre-amp for a

range of impressive & aggressive
noise-free tones.

spectorbass.com



NS Ethos 4SFB

Kev Sanders takes a close look at Spector’s smart new NS Ethos

BARNES & MULLINS

wwww bhancimuconk

ince the Eighties, Spector have moved much of their
production to outside of the US, either to the Czech Republic
where their Euro-branded basses are made, or to one of
several factories in Asia, where their new N5 Dimension and
Ethos ranges are manufactured - in Korea, to be precise. Several
of New York’s bass-making elite have followed a similar business
model - so what’s the outcome in the case of the venerable
Spector brand?

Build Quality
The good news is that after some quality time with this new Ethos,

I can report that the standards of build and finish from Spector's
Asian division seem to be as good as ever. This new Ethos is available
as a four- or five-string, and in two finishes: firstly, ‘interstellar gloss’
which is an interesting blue, red and purple fade, and the one we have
here, a ‘super faded black gloss’ which is neither black nor particularly
faded, but rather a fairly uniform mid-tobacco brown.

Nomenclature aside, this glossy finish shows off the figured
burl poplar used for the top of the main body maple wings. These
are fixed either side of the three-piece figured maple through-
neck. At the headstock end, there’s no volute, and with wood
also removed here for the truss rod access here too, this could
potentially be a structurally weak area, especially given the
slender dimensions of the four-string neck at the nut end.

We assume Spector has addressed this, however.
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The fretboard is a real highlight of this bass. It's a perfect piece
of rosewood; smooth, flat and evenly coloured, and the 24 medium
frets are well finished and neatly dressed without being over-
polished. The glossy black hardware consists of generic M4 -style
sealed tuners and a chunky bridge - no real surprises there, just
good-quality, functional components. There are lovely details
such as the knurled aluminium controls, an immaculately fitted
brass nut and Luminlay dot markers on the edge of the board.

Inside the control cavity, although it’s not as neatly laid out as
some, is the superb Aguilar OBP-2 preamp capsule. This means
that control-wise, you get a master volume, pickup pan, bass
(+/-18dB of boost and cut at 40Hz) and treble (+/- 16dBE of boost
and cut at 6.5 kHz). This is such a simple, elegant preamp layout
and is, for me, the perfect balance of simplicity and versatility,
especially when allied to the P/] configuration of the pickups.

Sounds And Playability

There are few basses more ergonomically or anatomically well designed
than a modern Spector bass. That gorgeous body shape was originally
penned by Ned Steinberger for Spector way back in the Seventies -
hence the NS in the model name. Strap on the Ethos and you'll find
that the light weight and perfect balance make this a comfortable bass
to wear. If you're coming from years of playing a Jazz- or Precision-
style bass, the fact that the neck joins the body way up around the 19th
fret is a little disorientating for a while. Once you're used to it, though,




TECHNICAL SPECIFICATION

Price | £1575
Maode In | Korea
Body | Maple with burl poplar top
Meck | Maple, 34" scale
Neck Joint | Through neck
Nut width | 40mm
Fingerboard | Rosewood
Frets| 24
Pickups | Aguilor AG-P (neck)
Aguilor AG-J-HC (bridge)

Spector’s years of experience Sectonics| gl 10 ot rean
in making some of the S e
- Hordware | Gloss block
best basses available really o epilboppes
shines through Cose/gig bog included?  Ves
Left-hand option avaoilable? | No
WHAT WE THINK

Plus | Film-star good looks ond some of the
best electronics ovailoble
Minus | The two ovoiloble colours might not
be for everyone
Overall | A desiroble Spector ot o price that
is nchievoble for more ployers

BP RATING
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CO00000000
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it's a freeing experience — and allied to the sculpted heel joint,
playing right up to the second octave is very tempting.

Plugged in, the quality of the electronics is immediately apparent.
[t's no surprise that the tone is bright, clean and modermn, but there's
a depth and clarity to the low end here which is rare, and the preamp
layout gives you the opportunity to find the right sound quickly and
instinctively. On the front split-coil pickup, evenwith the EQ set
flat, there’s an almost passive pureness and clarity to the treble
frequencies - rich with harmonics, but glassy and clean. Likewise,
the deep, sonorous low end cuts through, adding weight without ever
sounding confused or undefined. Mixing in the bridge pickup adds
depth and definition to the mid frequencies, and using the pickup
pan control gives a wide palette of rich, refined bass tones. Use of the
powerful Bass and Treble pots allows accurate and linear adjustment
of the overall EQ. This is definitely not a bass where you'll want to
crank everything up to full - there are so many nuances here,

Conclusion

You'd expect a bass made with these high-quality timbers and
top-spec Aguilar electronics to sound good, and it really does.
However, the new N5 Ethos is a classic case of the whole being greater
than the sum of its parts. Spector’s years of experience in making
some of the best basses available really shines through. 1 noticed

the word ‘refined’ kept appearing in my notes; I think that sums
things up nicely. .
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NEURAL DSP

Quad Cortex

Tom Bowlus plugs into the Matrix to explore
the Neural DSP Quad Cortex

NE DSP
https://neuraldsp.com/gquad-conex

owdy, folks. You may know me as the Editor of Bass Gear

Magazine, and you may ask, “What is Tom doing in the

pages of Bass Player:" Well, being a bass player means

embracing the role of collaborator and supporting those
around you. This extends to the larger bass community, and [ am
honoured to contribute an article to a fellow publication. Of course,
when the product vour buddy Joel Mclver asks you to review 15 this
freaking cool, it makes the decision even easier!

The Quad Cortex from Neural D5P is a modelling pedal which can
replicate the functions otherwise provided by your favourite pedals,
heads, and even cabs. You can use it without an amp or cab - in the
studio, for example, or live with in-ears - or you can run it in front of
a bass head or power amp driving your favourite enclosure. It is not the
first product to attempt to replace your pedalboard, amp and/or cab,
but it does so at the very highest level available on the market. Its
competitors include products from Line 6, Kemper, and Fractal Audio
Systems. The build quality is off the charts, and the more you use the
Quad Cortex, the more innovative design features you discover. It is
also remarkably compact for its feature set, and notably smaller
than its competitors.

The concept of modelling the sonic characteristics of desirable gear
has been around for many years, from using solid-state gear to emulate
the sound of tubes - think of the Sansamp, for example - to capturing
the sonic fingerprint of a bass cab in an impulse response file, to
utilising plug-ins in a DAW. What we have not seen until more
recently is the “all-in-one” implementation of all of these concepts,
as we have with the Quad Cortex and its direct competitors.

Everything you could want = from a tuner, to almost any effect pedal,
to powerful signal-routing options, to the amp and cab you want to use
- is right here at your fingertips. More powerful processors allow for
both more, and better-sounding, models to take place simultaneously,
and the Quad Cortex’s touch-screen interface eliminates the need for
a laptop connection.

Out of the gate, the Quad Cortex comes with over 50 amps, nine of
which are dedicated bass amps, 70 effects, and 40 cabs, preloaded. You
can download more, but what really takes things over the top is the
ability to digitise and capture your own favourite preamps, amps, drive
pedals, and cabs using the Neural Capture function. This is similar to
Kemper's ‘profiling’ function.

The two bass amp models [ played around with the most were the
‘G400K’ and *California Bass 400’, both of which sounded and behaved
very much like the iconic amps after which they are modelled. The
effects are all spot-on: I have to say, the Poly Octaver is the best digital
octave effect I have ever heard, by a long shot. The hefty processing
power — 2GHz of SHARC chips, compared to the 450Mz dual-core
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processors used in the Line 6 Helix and Fractal's AX8 - has something
to do with this, I'm sure.

Its ease of use really sets the Quad Cortex above the competition,
whether you're setting up your presets and dialling in parameters just
right, or whether you're in the middle of a live performance, turning
effects on and off on the fly. Once [ realised that all 11 footswitches
are also rotary knob controls, [ was momentarily dumbstruck. What
a brilliant feature! With my Line 6 Helix, | always prefer setting up my
presets on the PC, but with the Quad Cortex, there is no need to do so.
You don't even need to plug it in for firmware updates or cloud
backups, as the Quad Cortex sports on-board wi-fi. It provides every
signal-routing option you could ask for, and even supplies phantom
power if needed, through its XLR mic preamps. While the unit does not
have a built-in expression pedal, it can support two of these outboard.

Any concerns which I may have had regarding durability were
immediately addressed when I took the Quad Cortex out of the
(beautifull) box. The anodised aluminium chassis looks great and feels
like a tank. The 7" touchscreen has a 1.8mm protective glass shield,
and the fact that the footswitches are the knobs means that you don’t
have to worry about breaking any fragile controls when you stomp
on the Quad Cortex.

I wish I had more space to sing the praises of the Neural DSP Quad
Cortex, but please believe me when | say that if you've ever thought
about replacing a myriad of gear — some of which may be old, heavy,
expensive, and/or fragile - with an all-in-one modelling solution that
is at home on stage or in the studio, then the time has come for you to
check out the Quad Cortex. Personally, ['will be spending some more
quality time with this unit, and will feature a follow—-up review in Bass
Gear Magazine a few months down the road. Hope to see you there!




Price | 51588
Made In | Finlond
Controls | 7" multi-touch colour disploy,
1 duol-function ratory footswitches,
volume knob, power switch
Presets | 10 setlists, 256 presets per setlis
Number of effects | 70+
Amp Modelling | 50+ omps,
Neuml Copture technology
Impulse Response | 1,000+ IRs,
third-party IR support
Inputs | 2x XLR-1/4" combo (instrument,/
mic), 2 x1/4” (return 1/2)
Dutputs | 2 x XLR, 2 x1/4" TRS,
2%1/4" (send 1/2)
MIDI /0| In, Dut/Thru, US8
USB |1 Type B
Dther 1/0 | 2 x1/4" (expression1/2),
1x1/4" (copture signal out)
Features | Wi-Fi (preset sharing,
firmware updates), 2GHz Quod-Core SHARC
Processors, 7 multi-touch disploy
Software | Neurol CHS mobile opp
Weigh | 1.9 kg / 4.2 Ibs
Dimensions | Z30mm x 178mm x Simm
& x e 2"
Power | 12V OC, power supply inchuded

Plus | Ridiculously powerful, easy to use
Minus | None
Overall | Does it oll, and does it well

BUILD QUALITY

SOUND QUALITY

VALUE
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Digbeth DB500H

mp, DBV212-4 Cabinet

Laney have a new range of heritage-inspired amps,
speakers and FX — Mike Brooks plugs in

HEADSTOCK
wiwwheadstockdistributioncom

yndon Laney started producing bass amplification back in 1967,
and some 54 years later, this new Digbeth-branded range
celebrates the company’s beginnings and heritage. With two
amplifiers, three cabinets and several FX pedals on offer,
there’s something to suit most budgets and playing requirements.
We've matched the more powerful of the two amps with the new
2x12 cabinet for a portable partnership that should suit more or less any
working bassist.

Build Quality

The cab is covered with a rugged black vinyl and white piping, finished
off with a tough cloth grille to protect the speakers: the same material
has been used on the amp for a uniform visual. The amp is well-
proportioned, making it easy to carry and transport without being
overly heavy, weighing in at 15.7 pounds (7.1 kilograms). A securely-
attached rubber carry handle is situated on the top of the amp and
there is venting on the underside and rear. Deeply recessed carry
handles have been incorporated into the speaker design and the *high
instead of wide’ cabinet design makes carrying the cabinet a more
comfortable prospect. Be aware that although this cabinet isn’t
‘old-school’ heavy, at 63 pounds (28 5 kilos) it isn’t ultra-light

either — so portability in tight spaces may be an issue.
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E448,
F499

In terms of features and functions, the cabinet has two rear vents and
two function switches - one to call the tweeter into play and the other
to select between half and full operation: there’s nothing too
complicated going on there. The Speakon socket is also of the ‘combi’
variety, allowing a 1/4-inch jack connection if required. The amp is
a fully-featured box of tricks, offering a full soo-watt output and two
channels featuring FET and valve preamps. These are footswitchable,
although a footswitch isn’t included

The controls are all securely attached and turn smoothly, while the
switches give a significant clunk as you change settings. The two
preamps are quite different tonally: whether you want a clean delivery
or the more richly coloured sounds that the valve section can offer is at
your discretion, and there’s the option of mixing them together as well.
The three-band EQ incorporates a mid-section with four individually
voiced presets, all of which sound quite different from each other, so
there is scope for some tonal tinkering in that department. The Tilt
control has a similar effect to adding presence to your signal, making it
spikier and more pronounced.

The rear control panel features all the usual inputs and outputs that
you would expect to see on an amp of this calibre, and it's pleasing to
see level controls added to the headphone output and auxiliary input for
external media connection.




TECHNICAL SPECIFICATION

LANEY DIGBETH DBSO0H AMP
Price | E449
Maode in | China
Power | 500 wotts @ & ohms
(minimum load 4 Dhms)
Features | Input, FET volume, FET/ Tube
selector switch, Tube Drive, Tube Volume
(push,/pull for FET Mix), Boss, four pre-
shope Mid selector, Mid, Treble, Tilt, Run/
Mute selector switch, Speakon/jock
combi output socket, Tuner output, Remote
input, Send/Return sockets, FX loop level
switch, 3.5mm Aux In ond level control,
Headphone output ond level control, Line Dut
level, Emuloted output, D1 output selectar,
Balanced XLR 0l output socket, Ground /Lift
switch, pre,/source,/post ED output switch
Dimensions | 8" (H) x16.57 (W) x 8.7 (D)
/ 205mm (H) x £20mm (W) x 220mm (D)
Weight | 157 Ibs / 7 kgs

LANEY DIGBETH DBV212-4 CABINET
Price | £499
Made in | Ching
Power | 500 woits @ 4 ohms
Impedonce & ohms
Speakers | 2 x 12-inch HH Black
Label ceramic drivers, 1 x LoVoce OFI0
compression driver (with Horn on/off/Half/
Full selector switches)

Connections | 1x1/4-inch Speakon/jock
combi socket

Dimensions | 28.3" (H) x 197" (W) x 154"

(D) / 720mm (H) x S00mm (W) x 380mm (D)

Weight | 63 Ibs / 28.5kgs

WHAT WE THINK

Plus | A whaole host of tones ond feotures in
o portoble setup
Minus | May not suit you if you don't ike
distortion
Overall | A versatile disploy oton
offordable price

BP RATING

BUILD QUALITY
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SOUND QUALITY
SOOO0O00000

VALUE
QOOOO00000

Sounds

Armed with several active and
passive basses, with a five-string
among them, my first line of
investigation is to determine the performance of the FET stage. With
the EQ on the amp set flat, the amp provides a clean and powerful
response, with a very solid bottom end. The throaty character of the
passive basses is projected well, with the 2xa2 speaker format
conveying a fine mix of lows and mids. The highs are a little restrained
until the homn is brought into play, which gives a more articulate
display in the upper register.

The active basses benefit from the extra range afforded by the horn,
and the mid-EQ presets on the amp are very useful, offering a defined
character with each setting. The five-string bass demonstrates how
well the FET stage conveys the low-end performance, particularly
when entering the extended range of the low B string. The cabinet also
puts in an impressive display, offering a defined response without
sounding woolly or flappy.

Switching over to the tube preamp, the tone changes, and suddenly
valve drive and warmth are the order of the day. There's no disputing
the quality of the tone colouration on offer, and the passive basses
benefit from the grit and drive - so grab a pick and dive in. The Tilt

control comes into its own with the passive basses, making the tone
pronounced, with a degree of clank, should you require it. One of the
active basses gained a very impressive rasp and grind to its tonal
character when running through the valve stage: this was carried
through when combining the valve and FET stages, giving that

bass a fine mix from both channels.

This setup has a lot to offer and will appeal to players of all styles.
For those players who prefer clean tones but occasionally need to throw
some valve grind into the mix, this amp will offer a suitable solution.
Any slappers and tappers who frown upon such sounds may dismiss
this amp out of hand, but I strongly suggest that they audition it before
settling on that opinion. This combination of amp and cabinet will
suit a lot of players, and it is capable of covering all your gigging needs
without incurring physical transportation injuries.

Conclusion

There is much to recommend this setup. Laney have come up with
awell-featured amp that delivers a considerable amount of tonal
flexibility, giving the player real options. The cabinet is no slouch
either, and offers a midway point between a 2x10 and a 4x10 - but with
the added roundedness and heft offered by two 12-inch speakers. Well
worth checking out.
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Bass Lessons

Making you a better bass player in every issue, our state-of-the-art team of
educators will guide you every step of the way. Say hello to them here!

Dig into your favourite bass
parts... and discover treasure!
Ryan Madora is one of
Nashville's most sought-after
touring and session bassists.
Recent touring and session
credits include Robben Ford,
Kyshona Armstrong, and

her instrumental trio, The
Interludes. For the past five
years, she has served as musical
director for Bobby Bones and
has played with Garth Brooks,
Darius Rucker, and Carrie
Underwood. In addition to
instructing at Nashville's
campus of Musician’s Institute,
Ryan has taught at Gerald
Veasley's Bass Boot Camp,
Rock'n'Roll Fantasy Camp, and
at universities across the USA.
She has contributed columns to
No Treble for over a decade and
in 2019, published her first
book, Bass Players To Know:
Learming From The Greats. Ryan
offers online education at
TrueFire and her website,
www.ryanmadora.com
Facebook ryanmadoramusic
Twitter RyanMadora
Instagram ryanmadora
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STEVELAWSON

Kickstart your journey to the
top of the bass world here
Steve Lawson is the UK’s
most celebrated solo bass
guitarist. Across more than
two decades of touring, and

a huge catalogue of solo

and collaborative albums,
he's built up a worldwide
audience for his looping and
processing approach to bass
sound. Recent collaborators
include Beardyman, Reeves
Gabrels, Andy Gangadeen,
Tanya Donelly, Divinity Roxx
and Jonas Hellborg. He been
teaching bass for almost

three decades, and lectures at
universities and colleges across
the globe. Victor Wooten once
commented, ‘Steve Lawson

is a brilliant musician. I've
known about him and listened
to him for many years. He may
not be one of the most famous
bassists = but he is definitely
one of the most talented’.
Who are we to argue?
www.stevelawsonnet
Facebook solobasssteve
Twitter solobasssteve
Instagram solobasssteve

INTERMEDIATE 70

PHILIPMANN

Now you’re rolling, it's time

to hit the next level

Philip Mann studied at the
London College of Music,
securing bachelor’s and
master’s degrees in
performance before receiving

a scholarship to study under Jett
Berlin at the Players School of
Music in Florida. Endorsed by
Crwerwater and Eich, he’s a busy,
internationally freelancing
electnic and double bassist. His
performance and session credits
include work with Grammy
Award-winning artists Van
Morrison and Albert Lee,
five-time Grammy Award
nominee Hunter Hayes, Deep
Purple’s Steve Morse, Leo Sayer,
Billy Bragg and country artist
Peter Donegan. Author of the
Chord Tone Concepts texts, Philip
is currently a member of the
visiting faculty at the Players
School while simultaneously
lecturing for Scott's

Bass Lessons.
www.withbassinmindcom
Facebook With-Bass-In-Mind
YouTube With Bass In Mind
Instagram with_bass_in_mind

ADVANCED 78
STUARTCLAYTON

Take the bass world by storm
with advanced study

Stuart Clayton has been

a professional musician, writer
and transcriber since 2002 and
has worked in function bands,
on cruise ships, theatre shows
and more. He spent four years
recording and touring the world
with Emerson, Lake & Palmer
drummer Carl Palmer and was
one of the original writers at Bass
Guitar magazine. From 2007 to
2019 Stuart worked as the Head
of the Bass Department at BIMM
Bristol, where he taught all
levels of the degree course, In
addition, he has also worked

as the Bass Guitar Technical
Specialist for the Rockschool
exam board. Stuart now runs
Bassline Publishing, which
publishes transcription books
for bassists such as Mark King,
Stuart Zender, Marcus Miller,
Stuart Hamm and Bernard
Edwards, as well as an acclaimed
range of tuition books.
www.basslinepublishing.com
Facebook stuartclaytonbass
Twitter stubassclay
Instagram stuartclaytonbass




BP Notatfon Legend

The following is a guide to the notation symbols and terminology used in Bass Player magazine

The Stave: Most music written for the bass guitar uses the bass

clef. The example to the right shows the placement of the notes 5:___ p—
on the stave,  —
Tablature: This is a graphical representation of the music. Each -> » —
horizontal line corresponds with a string on the bass guitar, E F G A B D E F G A B
with the lowest line representing the lowest pitched string (E). i
The numbers represent the frets to be played. Numbers stacked 1 0—2 3 4
vertically indicate notes that are played together. Where basses - 0—2
with five or six strings are required, the tablature stave will have —t+—3
five or six lines as necessary.
PLAYING TECHNIQUES -
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SLAP AND POP TECHNIOQUE ADOVANCED SLAP TECHNIQUE  PLECTRUM TECHNIOUE TAPPING TECHNIQUES

Notes slapped with the thumb
are marked with a ‘t’, notes
popped with the fingers
marked with a ‘p’.

Fretting hand slaps are marked
‘Ih’ and double thumbing
upstrokes are shown with an
upward pointing arrow.

o ~—r 1

t—=——
HAMMER-ON AND PULL-OFF  SLIDE (GLISSANDD)
These are shown with a slur Slides are performed by

over the notes. Only the
first note is plucked by the

playing the first note and then
sliding the fretting finger up

picking hand. to the second note,
PLAYING HARMONICS
. L

E e

FRETTING TECHNIQUES

Where necessary, down and
upstrokes with the pick will
be shown using these symbols
(down-up-down-up).

- ﬁ:"""“
geE—

T
=
TRILLS

Trills are performed by rapidly
alternating between the two
notes shown, using hammer-
ons and pull-offs.

N
|
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Bt RN e full
" 5 B T 2
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B 1 B
NATURAL HARMONICS ARTIFICIAL HARMONICS BEND
The note is played as Pluck while fretting the lower The note is bent upwards

a harmonic by lightly note and touching the edge
touching the string above of the picking hand thumb
the fret indicated. to the note in brackets.

to the interval specified: 12
indicates a semitone, ‘full’
indicates a tone.

Fretting hand taps have a ‘+’
in a circle. Picking hand taps
are just “+’. Particular fingers
may be shown with numbers.

{ VRV
DiE: ]
i |

,

VIBRATO

The pitch of the note is altered
by repeatedly bending the
string up and back with the
fretting finger.

._:___FA:”““;”’“& : I

full

=2

é 5 5

BEND AND RELEASE
The note is bent up to the
interval indicated and
then released back to its
original pitch.




SEVENTH CHORDS:
MIXING AND MATCHING

ey there, bass players! Since
we've spent the past few
columnns learning about seventh
chords, I'm sure you've been
waiting with bated breath to see
how they can be mixed and matched. Lucky
for you, the wait is over! Let’s combine our
major seventh, dominant, and minor
seventh chords.

So far, you may have recognised a theme in
this series. We learn about chords or scales
with major tonalities, apply them to a [-IV-V
progression, and then adapt them to minor,
That's a great way to practise concepts while
dealing with consistent chord qualities. Now
that we’re mixing and matching, it’s time to
familiarise ourselves with a new chord
progression - the notorious ii-V-1

Chances are, you know that this chord
progression has a jazzy reputation, similar to
how [-IV-V is associated with blues. If the
word jazz sounds intimidating, don’t worry,
we're not about to play ‘Donna Lee’. In fact,
this progression just happens to be an
extremely popular musical device. Yes, you

can spy this on hundreds of jazz charts, but
you can also find it in countless pop songs and
virtually every Christmas classic. At its most
basic, it's a chord progression that fits the
rules of diatonic harmony in a very satisfying
way. At its most advanced, it can be
reharmonised, extended, or manipulated to
fit different melodies. [t can also add a touch
of jazzy sophistication to blues, rock, pop, and
soul music. Long story short, it's very useful
and delightfully
malleable.

In relation to diatonic
harmony, ii-V-1 involves
a mix of major and minor
triads, and therefore, it
also involves major,
dominant, and minor
seventh chords. We pick a key, adhere to the
notes in the major scale, and then build
chords on each degree of the scale. As we
build seventh chords, we discover that the ii
chord will be a minor seventh, the V chord
adominant seventh, and the I chord a major
seventh. Remember, we're only using notes

The ii-V-I progression
can be found in
countless pop songs
and Christmas classics

of the key we're in, so if we happen to be in the
key of C Major, we'll build the chords Dm7, G7
and Cmaj7, respectively.

This seems like a great opportunity to pick
up our bass. Exercise 1 starts and ends on
Cmaj7, giving us a nice four-bar phrase.

To begin, play a Cmaj7 arpeggio starting

with your second finger on the 3rd fret of the
A string. Then, use your pinky to begin a Dm?7
arpeggio on the s5th fret. Play the low G (3rd
fret of the E string) to
outline the G7 arpeggio,
and then return to
CMaj7. To resolve the
phrase, play the triad as
you did in bar 1, but grab
the 7th (B} on the second
fret of the A string. This
will provide a nice voice-leading note back to
the root (C) so you can repeat the exercise.

With this last note, we begin to see that
we don’t always have to play an arpeggio ‘in
order’, or only in one direction. If youwant to
play B, the major seventh of a Cmaj7 chord,
you can choose to play the note in different

Ca7 Dm’ G7 a7
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locations. In this case, we're using the lower
B instead of the higher B on the 4th fret of the
G string. This helps us resolve to the first note
of the exercise, the C on the 3rd fret.

All of a sudden, we have freedom. We can
manipulate the order of the notes within the
arpeggio to set us up for whatever comes
next. By finding the notes we need in
different places, we can play with direction,
register, and voice leading. Lo and behold,
we're on the cusp of creating a walking
bass-line. This concept will come into
play in the next two exercises.

Exercise 2 features the most common
addition to the ii-V-I progression, the vi
chord. This gives us voice leading, musical
symmetry, and jazz-hands galore, As we build
a seventh chord on the sixth scale degree of
C major, we end up with A-C-E-G, or Am7.
Now, our chord progression goes Am7-Dm7-
G7-Cmaj7. Do your best to follow the arpeggio
shapes and the designated finger patterns.
They're slightly different from Exercise 1,
but do contain a few shapes from previous
lessons. As you land on the final chord,
Cmaj7, think about how we have rearranged

the arpeggio. This time, we're hitting our
open E to grab the third of the chord, as well
as the lower G and B. We're still accounting
for all of the notes, but we're getting more
flexible in terms of where we find them.

Finally, Exercise 3 results in a walking
bass-line. This time, we’re starting on CMaj7
and playing [-vi-ii-V or CMaj-Am7-Dm7-G7.
Think of it as the same chord progression
from Exercise 2, but starting on the [ chord
instead of the vi. The chord progression
repeats three times. Throughout the exercise,
the arpeggio shapes change direction; they
ascend and descend depending on what
sounds appropriate.

As if that weren’t complicated enough,
another anomaly is at hand - the purposeful
omission of notes, Moving through the
exercise, you'll see that some bars don't
contain all four notes of the seventh chord.
Perhaps we omit the fifth or the seventh.
These are musical choices, and that’s a good
thing. We don't always have to spell out
the full seventh chord, but we do need to
understand our tonal options. Take extra
time with this exercise and work out the

moves in your head; | have a feeling they'll
begin to make sense, even if it seems
intimidating at first.

Now let’s do some spying. First up, the
Maroon 5 hit, ‘Sunday Morning’. What
could be better than a relaxing ii-V-1 chord
progression? Using it in the verse and the
chorus, that's what! While this doesn’t rely
too heavily on arpeggiating, it’s a great way
to get comfortable with root notes, walking
style fills, and applying this progression
to pop music.

Next, take a listen to Roy Orbison’s classic
‘Oh, Pretty Woman'. The earwormy lick spells
out an E7 arpeggio with the addition of a gth,
also known as an Eg chord. We've got a few
great chord progressions at work, but the
infamous I-vi-ii-V can be heard during
the bridge.

And finally, for a more sophisticated
example, take a listen to the Oscar Peterson
Trio’s rendition of ‘All Of Me’. Ray Brown
walks through the changes and takes
a brilliant approach to voice leading,
arpeggiating seventh chords, and integrating
low-end melodies. See you next month! =9
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DON'T FRET...

elcome to another
lesson, everyone!
Consider this... When
it comes to playing any
piece of music, there
are three ways we can understand what’s
going on - and these ways form a triangle.
At the most basic, the three ways are what
the music sounds like (ear training), what
the notes are called (theory), and how the
music maps out on the bass (technique).
Each of these can be developed in

a number of ways.

Ear training can develop beyond just being
able to recognise musical notes by ear, to us
hearing intricate harmonies and imagining
all kinds of possible sounds in our heads for
altering and developing the music. Our
theory knowledge obviously extends way
beyond note names to understanding of
keys, chords, unusual scales and the ways
that chords build tension and resolve. And
our technique isn’t just about playing the
notes, it's about developing a set of tonal
and articulation choices that inform the
style and groove of the music we're playing.

But at a more fundamental level, this
relationship between ear training, theory
and technique gives us our three entry points
to playing anything. We need skills in all
three areas, but often players will have
a speciality that helps them execute their
given musical style. Classical players and
those who play predominantly from sheet
music will probably have a highly developed

LEARN THE NOTES
ON THE NECK

sense of theory to which they apply their
technique, using their ears to make
judgements about how accurately their
theory knowledge is being executed.

Jazz musicians often have incredible ears,
responding to changes in improvised music
settings with or without mentally naming
those changes via their theory knowledge,
and then making technical choices based
onwhat they hear and how best they can
contribute to the music. Meanwhile, people
whose development has been in one band
with a group of friends often get really good
at playing the set of songs that this band
plays, whether originals or covers.

If you start out as a rehearsing band, how
long you take to learn the parts is of less
consequence than if you're playing in loads
of bands with a changing setlist. You can
gradually develop your technique to play
those songs better and better, and that
ultimately is what your audience
experiences - well-played songs.

For those of us who just want to be better,
well-rounded musicians, there are aspects
of each of these areas that we can develop
over time, and today we're going to look at
a number of ways to build our knowledge of
where the notes are on the neck. If someone

The great Steve Lawson brings us

a new approach to studying bass at
beginner level. The journey begins...

tells us that the first chord is E Major, not
only do we need to know the shape for

a major chord, we need to know where
the E notes are.

Now, E 15 an easy place to start because
we've got our open E as a reference point.
From there we can find the other Es using
a couple of different methods. Firstly, we
know that an octave is found two strings and
two frets away from the note we're on, so we
can find another E at the second fret on the
D string. If you've ever used the fifth fret to
tune your bass to itself, you'll know that the
fifth fret on any string is the same as the
next highest string - in other words, the
tifth fret on the E string is an A, and the fifth
fret on the A string is a D. So if we know that
E is two frets above the open D, it's also
going to be two frets above the D at the fifth
fret on the A string - so the seventh fret on
the A string is an E as well. And then we've
got the octave of that... and soon!

EXERCISE1

Here’s a sequence that plays all the Es over
the entire four-string neck. Start very slowly
and then gradually increase the tempo. For
this one, we will use the open string asa
pivot point to make the big jumps easier.

At a fundamental level, the relationship between
ear training, theory and technique gives us our
three entry points to play anything

EXERCISE ONE
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he great Jirmmy
Haslip: notice anything
odd about the strings:




EXERCISE 2

If we know where the Es are, we have a start
point to finding the notes around them.
Remember that E to F and B to Care the only
pairs of notes that don’t have a sharp or flat
in between, sowe can start to find all the Fs
by moving one step higher than the Es and
all the Ds by playing two frets lower.

EXERCISE 3

Once we remove the Es, Exercise 3is all

the Ds in the same order without the E as

a reference. This is another important
method we can use on any learmning journey:
using what you already know to help inform
what you’re trying to discover. It goes back to
our triangle at the top. If we know where the
Es are, we can use our theory knowledge to
start to define the relationships between

E and other notes in terms of intervals,

and that can then translate to shapes on

the fingerboard. If we know that D is always
two frets down from an E, we can find any

D in a fraction of a second longer than it
takes us to locate the E.

Our next exercise is for you to try this same
principle to find all the Fs. Start by playing
Exercise 2, but replace all the Ds with Fs.
Then remove all the Es and just play the
sequence of Fs across the entire fingerboard.
Remember that unlike D, we can add in an
extra F at the first fret on the E string. Our
lowest D is the open D, but F offers us
another note lower in that first octave,

It's also worth being aware of the pitch of
your very highest note - many Fender-style
four-string basses run out of notes at E,on
the G string, whereas many other modem
basses extend all the way to 24 frets.

Feel free to adapt all the exercises here
to suit your bass. We can repeat the same
exercise to find all the E, or F# notes across
the neck, taking one note at a time, using our
Es that we learmned first as a reference point
and starting to fill in the blanks. Our open
strings are such a useful reference, and they
give us a way of finding a lot of other notes
on the next. We've already talked about the
notes at the fifth fret being the same as the
next highest string, so we can work out what
the fifth frets on the E, A and D strings are
- A, Dand G, respectively. Each of those has
an octave, so we've got two As and two Ds,
For the G, we run out of strings to try and
play an octave higher, but we can reverse
the shape, play the octave lower, and find
a G at the third fret on the E string.

Once again, we can extrapolate from
this as a set of incomplete but consistent
information. So if G is three frets above the
open E, it’s also three frets above every other

Our open strings are such a useful reference,
and they give us a way of finding a lot
of other notes on the neck

E on the neck. For example, there’s one at
the tenth fret on the A string, three frets
about the E that we found in Exercise 1. We
can check that one against the octave, where
the two dots are. The octave on the A string is
obviously an A, so we come down two frets
from there and we're going to find a G.
Understanding the logic behind this
is the first step to being able todo it.

Understanding the method doesn’t require
you to be able to jump in and find any note,
but it does mean you'll now have a method
to work out where every note is, and train
your muscle memory to find those notes and
your eye to remember where particular notes
are in relation to the dots on the fretboard.
Let's look at how our major scale pattern
can help us find some more notes. We've

_____________________________________________________________________________________________________________________________________________________________________W
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looked before in this column at the sequence
for a major scale, but let’s refresh our
memories. Femember that the key of C
major has no sharps or flats, which makes it
a great start point for leaming.

EXERCISE 4
Take a good look at the tab. ['ve played the
scale ascending and descending using
different fingering, 50 we can start to see
how the intervals in the scale help us to find
notes alphabetically. If we learn that C is the
third fret on the A string, or the eighth fret
on the Estring, we can have that as another
fixed start point from which to find things.
Using the two different fingering patterns
we can count up or down the scale (we know
where the octaves of both those Cs are too,
right?) and find the note we're looking for.
When we start doing this, we start to build a
map of the relationships between the notes
on the next string. Rather than looking at the
adjacent string and seeing a G or an E, we can
see where G and E are in relation to each
other, and eventually we can immediately
identify that as a minor third, and in time
know what a minor third sounds like.
Starting to recognise the shape of
particular intervals can really help us with
combining naming notes, playing arpeggios
and scale patterns and playing what we hear
in our heads. The three points of the triangle
are all connected: you’re never further than

[i1.]

Create time in your practice schedule to prioritise
seeing where notes are on the neck

one step away from any of the other
approaches, and that gives us a useful
metaphor for attempting to integrate
all three into a foolproof method for
approaching any piece of music.

As we build our map of where notes are
on the fingerboard, and start to layer scale
patterns and intervals onto that map, those
scales and intervals start to become easier to
remember as shapes, easier to name as they
go by, and easier to recall by ear when we're
listening to a new song and wondering
what might sound cool.

The sum total of these three skills is what
we think of as musicianship: it's beyond just
having good chops or looking great on stage.
It's the point at which we develop the
confidence to delve into a wider variety of
situations and play with a broader range of
other players, knowing that we'll be able
to make sense of a chord chart, pick up
a new song by ear, or follow the guitar
player's fingers when she’s teaching us
the riff that she wants us to double.

EXERCISE S

Let’s finish up with a scale pattern that
jurmps about across two different octaves.
This is just an ascending then descending

G Major scale (that's why that F# is there in
the key signature), but spread out in a way
that means we have to find the location of
every note and think about what the note
name is. Think of this as an interval pop
quiz, and try coming up with your own
variations of it.

The paradox of note naming is that it's
both a vital skill and one that you will
eventually dispense with, in the same way
that you rarely have to think about what
tense you're speaking in, or whether you
referred to someone as plural or singular
in your native language.

The grammar of music is one of the
fundamental building blocks of music, and
varies depending on which of the systems
of music theory and notation we’re dealing
with around the world. It's one that your
conscious brain will seek to move beyond,
once you can hear what those notes mean
and find them on the fingerboard without
having to stop and think.

It's not a stage you can bypass without
years of inefficient practice time, so if you're
struggling with this, dig in and create time in
your practice schedule to prioritise seeing
where notes are on the neck. The creative
pay-off is huge!
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ello again! Being able to
understand and utilise
harmonisation is a critical
component of every musician's
ongoing development.
Harmonisation is the process of producing
a different chord on each diatonic step of
a parent scale. These structures are then
placed in a sequential order to produce
a progression. Once this is familiar to you,
you'll be able to analyse chord progressions
and assign suitable melodic vocabulary to
them. Whether this process 1s used to
produce an impromptu bass fill, or the
development of a virtuoso solo, the method
is the same; if you know how the harmonies
work, then you know the right notes!

Let's look at minor tonality, not to be
confused with the minor scales found in
major harmony = Dorian, Phrygian and so
on. Although there is a crossover, the latter is
a different subject area. Within the confines
of minor tonality, you'll often hear titles such
as ‘harmonic minor’, *melodic minor’ and
‘natural minor’, so what we need here is
a little law and order and some real-life
insights to help us make head and tail
of all this jargon.

Minor tonality usually presents itself as
sporadic [I1-V chord progressions dotted in
and around an assortment of jazz standards.
These II-Vs commonly reference ‘harmonic

EXERCISE ONE
s =100

Cm(a?

THEMELODIC
MINOR EXPLORED

minor’ in their construction, but truth be
told, 90 percent of the time it's ‘melodic
minor’ that’s used to interpret them. In
short, you need to be able to spot harmonic
minor, but know how to employ melodic
minor. You can certainly do this, never fear.
Last month, we were introduced to the
melodic ‘jazz’ minor scale, learning to
harmonise it to 7th chord arpeggios. This
month it's time to immerse ourselves in the
modal content, but first, let's remind
ourselves of the initial structure.

The great Gail Ann
Dorsey, groove
maestro

Whether
this process
is used to
produce an
impromptu
bass fill or
a virtuoso
solo, the
method is
the same
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In a practical context, melodic’ minor usually finds itself prioritised over harmonic’ miner as the default basis for melodic interpretation,
just because its alot easier to use. Sonically, the resolutions are simple, and physically, the 7th arpeggios feel familiar, with most of the
diatonic content conveniently under the hand.
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Exercise 2 demonstrates a two-octave melodic minor scale in the key of G minor. Once you've recalled the notes, move the entire
structure up o half-step and repeat the exercise. When time permits, attempt to repeat this methodology up the entirety of the

neck to solidify muscle memaory.

C Melodic Minor D Dorian =2 E? Lydian Augmented F Lydian Dominant
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When hammonised, the major scale produces seven subsequent scales, each of which con be associated with its own unique chord
Referred to as the modes, these are where you encounter labels such as Dorian, Mixolyclian and Aeolicon. Melodlic minor can be
harmmonised using exactly the same method, producing seven modes of its own. Exercise 3 portrays these structures in diatonic order,
so leam to play each one, prioritising the structures on the first, fourth and seventh degrees. In time, you will learm their significance as
you employ them in altemative harmnonic contexts.
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EXERCISE FOUR
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Exercise 4 portrays similar melodic content, buit the structures are now portrayed in an altemating manner. Don't underestimate the
complexity of this study, as most scales have a different formula in their ascent to the one used while descending In fact, Dorian is one

of only a few seven-note scales where the formula is the same in both directions. Once youve leamed the order of the notes, feel free
to portray them in different registers to vary your practice.

Larry Graham: we
s rérhdfi-::t a case of
headstock dive
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Continuing our investigations into melodic minor, Exercise 5 remains loyal to the properties of the last exercise. Once again, the
associated modes are presented in an altemating format, ascending and then descending. The challenge becomes apparent when
you analyse the format in which the modes are presented, as you'l be required to descend through the entire diatonic sequencein
reverse order. So much of what we think is an improvised veice is actually classically conditioned by what we practise, so studlying

a variety of melodic content will have a positive effect on your practical capability.
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Exercise 6 adds eighth note triplets to proceedings. More often than not, when triplets are part of an exercise, the melodic content can
become subservient to the rhythmic. The patterns here alternate in direction from one triplet to the next, so be sensitive of the fingering
you choose to employ in your fretting hand, as poor judgement can quickly exaggerate the complexity of the matericils.
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We bassists need to be able to portray scales as formulas as well as simple shapes, so that when you find yourself in a precarious
fretboard position and you can't visualise the pattern you need, you're still able to play the right notes. Exercise 7 starts with a linear
descent down the G string, o common occurrence on a four-string instrument. Should you have access to an extended range bass,
try not to be tempted to opt for an easier, more accessible position. Push yourself to identify the aforementioned formula, as it will
serve you better in the long run.
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Here we collate a variety of aspects from the preceding exercises, drawing on not only melodic minor but also linear phrasing. Once
youve progressed past the echoes of Joe Dart in the opening measure, youll then encounter a 16th note triplet rhythm in the second.
The best way to portray this rhwthm is to visualise the second beat as two even 8th notes. During the first of these subdivisions, deliver
three notes of equal duration, then play the second 8th note as usual. All of the notes are on a single string, presented in linear form.
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EXERCISE NINE
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Our final exercise can easily be combined with the last one to produce an inspiring eight-bar motif. Once again, 16th note rhythms,
double stops and triplets are all present, combining to envelop the sonic textures of melodic minor. You shouldn't have a great deal of
trouble working through these, although be mindful of bars three and four, where youll observe that the some melodic phrase has

been delivered using two slightly different rhwthms. Good luck!

Push yourself to identify ~jmeletecifsurion
the formula, as it will tudent who applied
serve you better in the

long run
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The study of meloddic minor is a crucial
component in the developrment of any
musician's ability to interpret minor
tonality. Ensuring you are able to recall
the order in which each of the melodic
minor modes denves is essential, so if
you only have time to tackle one aspect
of this month's studies, ensure you know
the names and basic construction of
these seven structures.
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LEARN TO PLAY LIKE
MARKKING

ello, and welcome back to

my long-rmnning Advanced
Techniques series. Over the in full flo
past few instalments, we've
been taking a detailed look at
the playing techniques of some of the world’s
best-known slap bassists. So far, we've
looked at icons such as Larry Graham,
Stanley Clarke and Marcus Miller, and in this
month's instalment we'll be analysing the
work of Mark King, one of the UK's most
popular bass players.

King has fronted the pop/ffunk group Level
42 for over 40 years, with the group racking
up sales of over 30 million albums along the
way. Although they re best-known for their
Top 40 hits during the Eighties, the band
began as an instrumental jazz-funk outfit
which slotted in perfectly with the popular
Britfunk movement of the late Seventies.
Onginally a drummer, King switched to bass
when he began jamming with his friends
Boon and Phil Gould (guitar and drums),
and Mike Lindup (keys).

Taking inspiration from bassists such
as Jack Bruce and Stanley Clarke, King
approached the bass with the mindset of
a drummer, quickly developing his own take
on the popular slap bass style. Owing as
much to percussion as it does to conventional
slap playing, King's technique was a more
complex, sixteenth note-based vanant, with
his fretting hand working as a key rhythmic
element in the style. This technique was
showcased perfectly on ‘Love Games’, one of
the band’s earliest singles. The bass groove
from this song is a bubbling, continuous
sixteenth slap groove that propels the track
forward while at the same time outlining the
harmony.

This busy slap style permeates much of
Level 42's early material, with songs such as
‘Sandstorm’, ‘Mr. Pink’ and *Almost There’
contributing sipgnificantly to King's growing
reputation as a new bass hero through the
early Eighties. As the band developed as
songwriters, his bass playing developed in
tandem, with later hits such as “The Chinese
Way’, and “To Be with You Again’, built
around challenging fingerstyle grooves. Let’s
take look at King's slap playing style. i

Ace bass educator Stuart Clayton
guides us to the peak of the bass skills
pyramid. Achieve your goals here!
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The key to King's rhythmic style lies in using both hands to build up continuous sixteenth note rhythms This exercise illustrates a very

basic application of this idec: here, you will be slapping the open E-string with the thumb and playing a ghost note with the fretting

aggressive version of the muting technique that you would typically employ to quiet a ringing open string

EXERCISETWO
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Once you're comfortable with the basic concept, you can begin to experiment with different rhythmic ideas. In this exercise a complex
rhythmic pattern is used, with some of the slapped notes also being played as ghost notes.
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In this exercise we will add in some hammer-ons and pulkoffs: these will add a lot more melodic and hamonic interest to the
percussive lines we've played so far. The triplet figure in the fourth bar of this exercise is similar to one that King uses in his solos and can
be difficult to execute. Use the fourth finger of the fretting hand for the A, sliding up to the B,,, back to the A then puliing off onto the G,

which can be fretted with the first finger. PFlay the E on the A-string by hammering on with the fourth finger of the fretting hand.
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In this exercise we will add some popped notes. These can be played with either the first or the second finger, although as youll know
from previous columns, it's a great idea to be comfortable using both. Being able to use two fingers will rean that you can develop the
technicue to include double stops (two notes played at once), something that is required in the final beat of this exercise.
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Here s another groove built around the same ideas. These kinds of slapped lines would be impossible to play without utiising the fretting
hand to fillin the gaps. Many of King's lines are built up in this fashion - in addition to the tracks already mentioned, be sure to check out
‘43, Foundcrtion And Empire and The Machine Stops to hear this technique in action. With the fundamentals of this slap style now
covered, lets look at some additional technigques that King commonly uses in his playing.

S

King often uses melodic figures in his playing that are based on sliding octaves and tenth intervals. This exercise breaks down the slap
and pop pattemn that he commonlty uses when doing this. In the first two bars octaves have been used, with tenths used in the third and
fourth bars. Try to allow the notes to nng into each other in order to enhance the chordal effect You can hear King use this technique on
tracks such as ‘43 and 'Can’t Walk You Home',
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This vanation on the technique allows King to ascend to other chord tones. For example, for a minor chord he often ascends from the
roct via the second scale degree to the minor third, as shown in the first bar. This idea can be extended to include other chords such
as the fifth, as shown in the second bar. In the third and fourth bars this lick is reconfigured to work over a major chord
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Another of King's trademark skap licks involves playing sixteenth note triplets at blinding speeds — this is something that he often does in
his live solos. Although seemingly compilex; this technique is a little easier to perform than it might initially seer: as with earlier exercises,
the key lies in the tight integration of the two hands. In the first bar of this exercise, the technigue is llustrated with an eighth note tnplet.
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This exercise illustrates how King might incorporate this conceptinto aline.
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King also delive
onventional
fingerstyle groove
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This longer exercise demonstrates the siteenth note triplet technigue in the context of a bass solo. That's all for this month, folks, and in
fact, that's it from me for a while! I've very much enjoyed writing this Advanced column over the past few years, but as of next issue [l be

handing over to Rich Brown, who will be kicking off a new column with some rhythm/metronome work Thanks to everyone for reading,
and as usual | can be reached via the mag) if you have any questions about this month's exercises.




ello again, and
welcome to

the end of the
magazine! We've
spent a lot of time
discussing the electronics on
board our bass guitars and in
our amps, so let’s take a look at
another important area of tech
= our bass hardware. Although
much of this hasn't radically
changed in its function since
the electric bass first appeared
back in the Fifties, advances in
technology have led to better
quality and a smoother
operation, giving us a more
precise performance platform.
First, let’s take a look at bridges.

What does a bridge actually do?
In simple terms, it anchors the
strings at the opposite end of the
bass to the tuners. In the case

of a headless bass, the bridge is
also home to the tuning gear.

Like anyone plays a headless
bass these days...

I have a headless bass, and it
rocks, so shut your piehole.
Mow, the strings are fixed at the
bridge point, but its individual
components have their own,
very significant functions.

Oh yeah, like what?

The strings pass over individual
blocks called saddles, which are
shaped to accept the string,
sometimes featuring friction-
reducing rollers. The design

of the saddles takes into
consideration the ‘break angle’,
which improves tone by pulling
the string downward tightly
against them. Then there's

the bridge block, which may

be die-cast or milled from

a solid chunk of steel, brass

or aluminiumn. This is often
shaped, and not just for looks:
the saddles may have channels
along which they move back and
forth to adjust intonation and
reduce sideways shifting. The
back of the bridge may also have
‘kevhole’ cut-outs, allowing the
strings to drop in and out for
quick changes, rather than
having to feed the whole

string through a small hole.

Okay then. How can my
bridge help me sound good?
For starters, with intonation

A BRIDGE

The Last

Note

TOOFAR?

Part One of our search for the
perfect bridge

adjustment. Moving the saddle
back or forward changes the
length of the string so that it
stays in tune as you fret notes
higher up the fretboard. Bridges
will either use a single long
screw for this, or you may need
to unlock the saddle and shift

it manually. You can adjust the
action, too: the saddles can be
raised or lowered, which in turn
adjusts the height of the strings
from the fretboard. If it's too
low, you're more likely to suffer
from fret buzz, and if it's too
high, the bass may be more
difficult to play.

Talk about string spacing.
Some bridges allow for the
saddles to be released and
moved sideways, thus allowing
for your preferred spacing
between the strings. Personally,
I prefer a close string spacing
such as 16.5mm, whereas other

bassists may prefer a 19mm
spacing. You can only go as wide
as the fretboard will allow, of
course.

Well, duh... whats this
‘string-thru’ jargon?

This refers to the strings passing
through the back of the body
and up through the bridge from
underneath. You will need

to use longer strings for this
mounting versus the regular,
rear-loading types. Note that
so-called ‘long scale’ strings
that fit rear-loading bridges
may be too short when used

for string-through mounting,

And what’s a monorail bridge?
Instead of having one large
bridge block, separate bridge
pieces per string have become
favoured for certain designs.
These are very useful for
multi-scale basses, asit’s

Dan Veallis a session and
stage bass player, educator
and gear expert and is here
to answer your gquestions.
Contact: (@DanVeallBassist

more convenient to use

them rather than custom-
manufacture a bridge designed
for different scale lengths. It

is thought that the individual
monorails isolate each string
from one another tonally,

but it's not easy to measure
this difference.

So is setting up the bridge
hard to do?

The setup geometry on a bass
bridge is more complex than it
may seem, but not impossible
for a novice to learn. There is

a balance to be had between
action, neck angle, fretwork
and neck relief, When set up
properly, even an average bass
can be transformed into an
excellent instrument to play.
The good news is that there’s
plenty you can do on your own
- and I'll be showing you the
basics in future columns. .
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4 String Basses

[ e

22084 - CortAd Puuss FIVIMH 4-Sing Bass, Nalural
21660 - Cort Acion 4 Siring Ley, Biack, Uksed
15422 - Cort Acion DX FGEE Faded Grey Bursl
19701 - CartAckon Juredr Bass, Walnut OPW
18278 - Corl Aclion Juricr Bass, Black OPB

21466 - Cort Acion Junicr Bass, Black Cheny
16156 - CortAcion PJOPE, Cpen Pore Black
ST = Gt Acton P, Open Pons Dlack Chery
16323 - Cort Acion 4 Siing Lefty, Black

21598 - Cort GB54.L 4-Siing Bass, Oympic While
21480 - Cont GBGLL Natural
15242 - Cort ol Berlin Fifhirnic 5 Siing Baes
12807 - Cont Jeff Berfin Rithimic 4 Siing Bass
18184 - Epphone EE3 Bass, Black, Seconchand

“Fender

21578 - Fender 60hFoad Wom Jerr Bass, Sunburst
21755 - Foncler 608 Arres AW J Bass, FShar
22007 - Fender G06hRoad Wom Jazz Bass, OWhile
18047 - Fender Arm. Orignal 60s Jarr Bass, CAR
AR - Fander Amencan Pm. I larr Bass, Mami Bue
18245 - Fonder Arm. Pro ez Bess Sunburs ExDermo
21858 - Ferder Boveer Seniess P Bass, Tormo Red
19238 - Forcker Floa Ackhn Jocer Bl Shaor

18570 - Fender Pliayer Jooz Bass, Sunburst

22354 - Fencer Pliayer Jazz Bass Polar Whits

233 - Fander Player Mustang Bass P, Sunburst
2204 - Fender Player Mustang Bass PJ Aged Natural
21755 - Fender Player Praceaon Bass, Sunbursd
21847 - Fencer Player Precison Basa, PolarVWhiln
TEE38 - Vintera 50s Praceson Bass, Dakoka Red
19420 - Holiner HCT Vicln Bass, Sunburst

12188 - Holner igniion 'Viokn Bass, Sunburs!

Z2168 - Holner Igniion SpEd Bass, HIBBSESB
14458 - Hodner Igniion Violn Bass, Surburst

ZH4B - Levin Deluses LIBSO-TRD Biess Guillar

22112 = Lénan Dasusesy | BED Besss in High-(Eo Nat
22113 - Levin Deluees LETS-5B Bass in Hgh-Gio 58
22111 - Livin LBG0 Bass Guitar in High-glo Black
22146 - Levin PRS- Bass in High-Gio Black
22147 « Lenin PBA0-58 Baess in HghGlo Sunburst
152 - Markbass MB P Black Crvome 4 GDIPF
19480 - Musichlan Sincrary 4 Baes with 3 EQ BLo
18114 - NS Design WA Doube Bess Trans Biack
13012 - Fckaanbacker H0006, Walnul

18083 - Rockbass Sheamer U4 Frediess, Bl Usad
212 - Sancherg Becira VS Bass Guiter

Squsr

18T - Sopsor Alirty Sones Procson Bass PJ Pack
21374 - Squeer Classic Vibe e Jarz Bass, Nal
14778 - Vintago IDON V7AWFRUP Frofless, Sunburst
14480 - Vintage v Lafthanded 4 Sang

14407 - Vintage LV.J74 Lefhanded Bass, Nabural
19680 - Vintage VS4 Retssund Bass, Chamy Red
22086 - Vintage VS Retssued Blass, C.RED, USED

Fretless Basses

’j'i't:_ s - ———

22064 - F Bass AC-Siognature Frefess | Lisad
14867 - Madge Fluke Tirrber Elsctne Bass

18083 - Rockbass Strearmas L4 |, Bl Used
14778 - Vintage ICON VT4MAUP , Sunburs!

Bass Cabinets

-‘1-"' Y

13640 - Aguilar 51112 Bass Cabhnel
G147 - Ashcioesn Blysinon NED 210 Secondrand
16800 - BLLIGUr Manocab

- Bden EGRW1254 Head & Cab Package
= Eich 1105 Bass Cabinet 4 Ohm

= Bch 11005 Bass Cabinal 8 Ohm

= Eich 11245 Bass Cabned 8 O

- Eich 11245 Bass Cabinet 4 Chrrs

- Eich 1151 Biass: Cobned

- Ech 1155 Bass Cabinet 4 Ohm

= Bch 115X5 Bass Cabinel 8 Ohm

- Bxch 12105 Bass Cabnat

- Eich 2100 Blass Cabwrnd

- Bt 212 B Cabred

- Ech 2120 Bess Calbnel

- Bch 2125 Bass Cabinet 4 Ohm

- Bich 2125 Bass Cabingl 8 0hm

- Each 4100 Bews Cabred

- Eachy B 100 Bt Coadral

- Eixch 612 Bass Cab

- Eich B10L Bass Cabinet

16321 - Gallen Knueger CX115 Bass Cabinet
16444 - Gallen Kiuseger CX210 Bass Cab
16320 - Gallen Krueger ME210 Bass Amp Combo

160E1

J jfrm

= lark Blaess STOA0HR (4x10)

- blark Blass STOA0EHF (2:10)

- Merk Blass STOAOMHF (4x10)

- Mark Bass STONSTHF (1x15)

- Markhass Traveler 121H Bass Ext Cab

= Markbass Travelar 151 P Bass Gutar Cab

= Wlark Beees Travselor THAV0EP (20 10)

« Markbass 123 Akn Caron Bass Cab

- Markbass CWVD Supar Cormib, K1 Alain Caron
- Markbass Marcus Millker Caby 102

- blark Blass WY 121 Mew York 1x 12 Bass Cab
- Markhass MY122 2012 Bass Cab

- ekt MY151 1 3 15 Baess Caby

= Mk MY 151 AU 1 x 157 Rancy Jackson

= Markbass New York 122 Nina Bona Cab

ORENGE

6250 - Orange OBC115 (1x15)

10266 - Orange OBC210 Bass Guitar Speaker Cab
6260 - Orange DBCA10H (4x10)

5241 - Orange OBCE10 ([Bx10)

21040 - D Adciaro Planst Waves 5t Speaker Lead
20753 - Stagg 10M Speakon-Jack Lead
20754 - Stagg 10M Spik-Spk Lead (S5P105513)
16856 - Trace Bt 1:10 B Cab

19606 - Traos Elal TEZSE 287 bies ool

Acoustic Basses

10458 - Oriega D Walker Acousic Bass, Black
18342 - Owvation B77ETX Elecio Acoustic Bass
12180 - Protection Racket Ac. Bass Case Dix
15117 - Takaming GE30CE E.ACOUSE:. Bick

Bass Combos

T,

o —

13577 - AER Arnp |1 Bass Amp Comibo
SEET - AER Amp One (200W, 1x10)
21842 - Ashdown Studic 12

EDEN,

= Edan EGRW1 254 Head & Cab Packags
- Eich BCA12 Bass Combo

- Eich BC112 PRO Bass Combo

- Eich BC112 Bass Combo

« Eich BC 112 Bass Combo, Secondhand

“Fendsr

= Fandar Rurmble 100 Bass Armg Combo
- Fander Furmbde 15 (15W, 1:8)

- Fender Fumbies 200 Bass Combo

- P Rurnbie 25 Bass Amp Combo
« Fender Rurmbio 40 Bass Amp Combo
= Fander Rurmile 500 Bass Amp Combo
= Fander Rurmible Shudio 40, 1210

16765 - Galien Krueger MB110 Bass Combo
164845 - Gallian Krueger MB112 Bass Combxo

- Wark Bass CMD102F Bass Combo

- Mark Bass CMD151P J Bardin (3008Y)

- Mark Bass Covwers For Mark Bass Amps
- Ivark Blaece Wird SWVDT2 P (300W, 1x12)
= Mark Bass Mini CMD121P 300W, Lsad
= Markhass Marcus Mller CMD01 MeroB0
- Markbass Marcus Miler CRD 102 250

- Markhiass Marcus Miller CWMD 102 500

= IMarkbass M CMD 151 Jefd Bardn

- Iarkbass MindJark 802 Bass Combo

- Markhass 102 250 Rachard Bona Combo
- Markbass MNinja 102-500 Bass Amp

= IWicrobark 801 Bass Combo

ORHNGE

15715 - Orange Crush Bass 100 Bass Amp
15716 - Orange Crush Bass 25 Bass Amp
15714 - Orange Cnush Bass 50 Bass Amp
15111 - Orange OB1 300 Combo

Electric & Silent

Wil

14482 - NS Design NXT Blectric Double Bass
16847 - NS Dasign NXTA Upright Bass, Active
14014 - Yamaha SUB100 Silent Upright Bass
B350 - Yarmaha SLE20) Sient Double Bass
19638 - Yamaha SUBS0D Silent Double Bass

01524 410 202
enademusic.co.uk

Bass Heads

14618 - Aguitar Tone Hammer 500 Bass Amp Head
15115 - Aghuciown ABM 00 EVO IV 600 Head SH
18854 - Barganting Cuesionn Paddad Camy Bag
16850 - Fore Bass Ampilier

21556 - Banganiino MNXT210 Bass Cab

13566 - Bdon BGRWN 264 Head & Cab Package
16044 - Ech T1000 Bass Amp

16043 - Bich T300 Bass Armp

16T - Bch THO0 Bass Armp

TE0EN - Exchy TRO0 Baess Armp

19468 - GALLIEN KRUEGER LEGACY 500 Head
16318 - Gallon Kruager MBS0 Bass Amp Head
16319 - Gallen Krueger MBS0 Fusion Bass Amp H
17147 - Gallen Krueger MBB00 Bess Head

T2z

14858 - Merk Barss MNano Merk 300 Bass.Amp Head
10408 - MarkBoes Bass MullAmp Stemo

E243 - Mark: Bass Lisle Merk il Bess Head 500w
1081 - Mark Bass Lithe Mok I Bass Head USED
80135 - Markbass Litke bk il Tube Blass Head
5244 - MarkBiass Lisle Mark Tube 800, B00W

056 - Markbass Big Bang S00W Bass Head

15484 - Markbeess Evo 1 Bass Armp Head

17254 - Markbess Litle Marous, 1000 Bass Amp
17352 - Markiess Lille Marous 250 Biass Amp Head
17008 - Markbees Lisie Marous 500 Bass Armp Hesd
17010 - Markbess Lifle Marous B00D Bass Amp Head
2541 - Markbass Lile Mark 250 Head Black:

152 - Merkiness Lifle hMesk Mg Boma Head

19282 - Markbass Lile Mark Vinkage Bass Amp Head
S - Markiherss MuBAmp

15151 - Markbss Randy Jadkson TTESD Bass Head

ORSEINGE

15110 - Orange 4 Sroke 500 Bass Amp

6251 - Crange ADEDO MK

B2 - Cranga Diark Tamor Walve Guitar Head
19674 - Orange Lite Bass: Thing Bass Amp Head
5351 - Cirange Termor Bass 500 TES00

TES3 - Trace Eliot B 200 Vel Bass Armp Hesxd

S & 6 String Basses

16626 - Cont GBS 5 56ing Bass, Bk

18731 - Cort GE7RL 5 Siing Bass Aqua Blue

16367 - Cont GBS Amber Clossy S Sing Bass
21970 - ESP LTD RB1006 Rooo Presta 55ng, Lsed
22064 - F Bass AC-Sigraium Frolless B, Used
16766 - banee SFEOTHEPT Promiurm, 5-Sing Bass
22085 - MTD Kingeton 2 5-5ring, Surburst, Used
19681 - Mardeaux MBlass 5 Siing Bass, Bud Top
22057 - Muschfian JPHE Jabn Pelrucs, Lised

8008 - Overseier Contermporany 5-3nng, Lsed

Rickenlsacker:

21654 - Fickenbacker 40005 5 Biass Gulter Jeigio
21555 - Rictentacker 400055 Sing Bass Mapiago
5121 - Rockbass Srearmer LS. Black, Used
21743 - Sancherg Callomia TMS

21747 - Sandber Caliomia 5 Siing Bass, Creme

Specte/

15735 - Specior Bass Rebop S0LX Bk Chery
16773~ Spacior Coda 5 Pro Teans Black

111596 - Specior Bass Legend 5 Classic Bk Cheny
12406 - Spacier Lecpnd Cusiom S Siang, Armber
16776 - Spacior SPSEK, Perkormir 5, Black Chasry
15158 - Stering by Musohian SubRay 5 Bass, HBS
8090 - Yamaha REXGA2 5 Siing Bass, Black

For full guitar details, pricing and photos, enter the number next to each quitar model into our SKU search facility on the website.
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RANGE

STUDIO 15 STUDIO 12 STUDIO 10 STUDIO 8
- 11.3Kgs - 24.91bs - - 11.9Kgs - 26.2lbs - - 9.3Kgs - 20.5lbs - - 7.7Kgs - 17lbs -

2000



