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E 
ars still ringing from 

the London Bass Guitar 

Show? Ours certainly are, 

and what a mighty event 

it was! Here at the Bass 

Guitar Magazine command 

bunker we’re still reeling from 

the sheer amazingness of 

the bass players and gear we 

witnessed over that epic weekend 

in March: look forward to a full 

report in our next issue, when 

we’ve had a chance to recover.

Anyway, there’s no time to 

hang about: we have a full year 

of bass awesomeness to cram into the next 13 issues before next year’s 

show, and we’re kicking off with a cover devoted to the great Nathan 

East, whose bass parts you know even if you think you don’t. Whether 

it’s blasting out the blues with Eric Clapton or laying down disco 

grooves with Daft Punk, our man East is the busiest man in bass, and it 

was a privilege to meet him. On top of that we’re reporting back from 

NAMM in California, meeting a host of bassists from the rock, soul and 

metal worlds and bringing you a covermount CD from one of Europe’s 

most exciting bass talents, Alberto Rigoni. Enjoy!

Looking for cool gear to feast your eyes on? Check out our Fender, 

Roscoe, Ashdown and Music Man (MM amps not basses!) reviews, 

and when you’re done with those, head directly to our tuition zone, 

where your bass playing will be polished and perfected by a host of the 

world’s best-known educators. As always, drop me a line with your 

feedback: as last month’s Bass Show proved one more time, bass players 

are a tight community, and we’re all in this together. See you in April!
Joel McIver, Editor
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news and Views FroM the Bass 
world, Collated BY BGM’s teaM 
oF intrePid newshounds

serious siGnatures
Fender has announced two updated signature basses: a Precision for 

Iron Maiden’s Steve Harris and the second a Jazz for Geddy Lee of 

Rush. The Harris bass features a gloss white fi nish, with maroon-blue-

maroon pinstriping and a West Ham United FC crest. The bass also 

boasts the Steve Harris SPB-4 signature pickups from Seymour Duncan, 

fl at-top knurled chrome control knobs, a Fender High-Mass bridge and 

Schaller tuning machines. It comes with Steve’s signature fl atwound 

strings from Rotosound and his signature on the back of the headstock. 

Nab one for a mere $999.99, 600 dollars less than the Rush frontman’s 

new Jazz, loaded with dual vintage-style single-coil custom Jazz 

pickups, an antique white pearloid pickguard, Lee’s signature High-

Mass bridge and vintage-style reverse tuning machines. Pick ’em up 

from March.

Info: www.fender.com

riCKen-BaCK!
New Rickenbacker 2003s are back in the UK courtesy of distributors 

Rosetti, and at a shade under two grand they’ll be the perfect 

acquisition for bassists of a certain tone preference and wallet 

depth. The 4003S is the traditional Rickenbacker bass style with 

dot inlays and no binding, as prized by Paul McCartney and Chris 

Squire when they received their first 4001S models back in 1964. 

Players cherish the traditional look and rounded edges that many 

claim make it more comfortable than the 4003. The updated 

4003S version comes with the improved dual trussrod system, 

mono output and standard Model 4003 single coil pickups, 

keywinds and pickguards. Fireglo, Jetglo, Mapleglo, Midnight 

Blue and Ruby Red finishes are available. The 4003SW is is the 

walnut series version of the 4003S, with a walnut body, a maple 

fingerboard and warmer bass tones than the maple version. We 

tried one of these beauties out at the Great British Bass Lounge 

up in Manchester recently, so watch out for a review.

Info: www.rosetti.co.uk

in the K hole
Danish wonders TC Electronic have announced the K-Series cabinet series, a vertically 

stackable range of bass boxes comprising the K210, the K212 and the K410 (no prizes for 

guessing the speaker confi guration), prototypes of which we saw when we were over there 

last year (we were sworn to secrecy!). All the cabs contain high-end custom-made drivers 

and a 1” ceramic tweeter, loaded into roadworthy plywood cabinets and fi nished with 

vintage-style tolex for 

that Skynyrd feel. “I 

can’t help it, but every 

time I see our new 

K-Cabs I’m all smiles. 

These cabs just look 

so insanely cool, they 

sound utterly amazing, 

and on top of that they 

weigh close to nothing. 

What more could you 

possibly want from 

a cab?” said Morten 

Ehlers, TC’s product 

manager for bass gear. 

Prices are £315 (K210), 

£355 (K212) and £475 

(K410). Looking forward 

to giving them a test 

drive, that man!
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Grammy Goliaths
Hands up if you watched the recent Grammy awards go to the winners of the ‘Best 

Contemporary Instrumental Album’, ‘Best Engineered Album, Non-Classical’ and ‘Best 

Instrumental Composition’ categories? Thought not. Well YouTube them without delay, 

because these admittedly super-obscure gongs were scooped by bassist Edgar Meyer, an 

esteemed bluegrass/jazz double bassist of the American persuasion whose album, Bass 

And Mandolin, was recorded in collaboration with mandolinist Chris Thile. It’s a victory for 

common sense!

Info: www.edgarmeyer.com

the Fast laney
Laney has announced new models in its Nexus bass amp range, all of which look rather 

delectable. The SL has 1000 watts RMS (that’ll keep your neighbours happy), a USB port for 

digital workstation connections, effects loop, balanced DI, headphones out, aux in and an 

ECC83 tube. Fan cooling will keep it alive when the pedal is to the metal, and twin power 

amplifiers with individual speaker jacks allow a wide range of cabinets to be used. There’s an 

SL 4x10 cab too, covered in ‘Tuff Stuff’ (really), a 1” Exit Italian-designed LaVoce compression 

driver with switchable on/off and hi/lo, 4x10” Italian-designed LaVoce neodymium drivers 

and 600W RMS at eight ohms. Two more 2x10 and 1x15 cabs have similar spec apart from 

the obvious horn differences and 400w handling, also at eight ohms. Want to try one out? 

We sure do.

Info: www.headstockdistribution.com
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1 What’s GoinG on by MarvIn Gaye
Oh, you thought 

James Jamerson was 

the only bass player 

to rock Motown’s 

world? On this soul 

classic you can 

hear the late, great 

Babbitt’s deliriously smooth grooves on 

‘Mercy, Mercy Me’ locking with the drums 

and weaving in and out of the delicate 

vocal melody. Other Babbitt cuts include 

the bouncing ‘Right On’ and the slinky 

‘Inner City Blues’.

Triumvirate We select three essential albums from a genre or player.
This monTh: bob babbitt

2 never Can say Goodbye by GlorIa 
Gaynor
This is one strange 

collection of early 

disco tunes. Check 

the upbeat title track, 

which sees Babbitt’s 

pumping octave bass-

line propelling the tune along without skipping 

a beat, as well as the slower soul tunes. This is 

an album of its time, but it’s full of timeless bass 

playing. ‘False Alarm’ sees Bob on fine form with 

some tasty slides taking his line across the neck, 

and ‘All I Need Is Your Sweet Lovin’’ is straight 

from the Motown playbook. 

3 War and PeaCe by edWIn Starr
You need this for 

one reason only. 

This album contains 

what could be Bob 

Babbitt’s most 

famous performance 

on the legendary 

‘War’. With bold brass, busy drums and 

Edwin’s powerful vocals, it’s amazing that 

Babbitt found the room to do anything on 

the track – but he did, adding just the right 

amount of embellishment to a rock-solid 

line.

In which a BGM reader tells us about his or her bass gear...
This month:  Mike Lea from BUG!

I am the bass player for north-west punky originals band BUG! We’ve had some great gigs and 

been lucky enough to play alongside some of my favourite bands and bassists, who are still 

touring today. I use a USA Fender Precision bass and a 4003 Fireglo Rickenbacker. For amps I 

use an Ampeg SVT3 Pro, which I love for its classic Ampeg tone. I was lucky enough to come 

across a SWR Goliath 4 ohm 4x10 cab that was almost new. This cab is fantastic: it’s really 

powerful and doesn’t colour the character of the bass. I also use a Zoom B2 for a little distortion. 

This rig is great live and I recently used it to record our new EP, Take The Money And Run.

Info: www.bugpunk.co.uk

Want to be in Me and My bass? email the editor: joel@blazepublishing.co.uk

Me And My Bass

Pastorius PledGe
Metallica’s Robert Trujillo has launched 

a Pledgemusic campaign to raise extra 

cash for his upcoming Jaco Pastorius 

documentary, Jaco: The Movie, which – as 

readers will recall from our Trujillo cover 

story last year, plus the news coverage 

we give the project – features Flea, Joni 

Mitchell, Sting, Wayne Shorter, Herbie 

Hancock, Geddy Lee, Bootsy Collins 

and Carlos Santana. Trujillo says, “This 

amazing film has been four years in the 

making, and we need your help to get 

this film across the finish line!” On his 

Pledgemusic page, you can purchase bass 

lessons with Trujillo, signed DVDs of the 

film and even a replica of Jaco’s iconic 

Fender as well as Trujillo’s own signature 

Warwicks. Get to it!

Info: www.pledgemusic.com/projects/
jacothefilm#exclusives
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Bassist: Derek Smalls (Harry Shearer)

Album: This Is Spinal Tap by Spinal Tap 

Stop rolling your eyes and give us a chance. We’re not suggesting this in 

some post-modern, winking ironic sense. We’re suggesting it because it 

features some ballsy low end playing from Spinal Tap’s legendary mous-

tachioed four-stringer. The funky riff with its double stops and gritty 

tone is pure genius. Throw in some pentatonic fi lls and sustained notes in 

the chorus, and you’ve got a beginner’s crib sheet to hard rock bass. 

every month we tell you the bass-line we can’t
stop listening to

This monTh:  ‘Big Bottom’

See that nice Aguilar Chorosaurus pedal we reviewed in the last 

issue? Much as we’d like to keep it at BGM’s command bunker, we’ve 

decided to let one of you have it instead. Grab it by answering this 

easy-peasy question:

The name Aguilar is derived from that of which bird?
A Chaffi nch

B Eagle

C Glossy-mantled manucode

Write or email your answer to the usual addresses. Closing date: 23 March.

Signed copies of Fall bassist Steve Hanley’s autobiography The Big 

Midweek go to Ioannis Panagiotis Raptis and Gordan Ristic. Thanks to all 

who entered.



T 
his past month I have hardly put this bass down: it’s just too much fun! As you 

know, I’m a big retro fan, especially when it comes to instruments, which has led 

me to ask the question, ‘Have we really come such a long way in the evolution of 

the bass guitar?’ Well yes and no. Yes if you consider extended range basses and 

the ever-expanding choice of bass-enhancing effects, but no if you’re asking if 

we’ve improved on the original four-string electric bass design. Nowadays you can buy 

some very good, reasonably priced basses: every manufacturer will argue that they have 

the best build quality, and that their bass is made of far superior wood in a far superior 

factory, and that the pickups have the upper sonic ranges that only dogs can hear, blah, 

blah, blah... I’m not saying that this is not true, I’m just saying that a lot of the biggest 

breakthroughs in bass development were made in the fi rst few years of its concept. 

Everything else since then is just tweaking and clever marketing.

Where I do feel we have made – and continue to make – huge strides forward is the 

development of bass amplifi cation. Really, if you want to change your bass sound, don’t 

change your bass, change your amp – or more exactly your preamp. I always thought that 

preamps were a bit of marketing hype, as they never really did anything that dramatic 

to the sound as far as I could hear. That was until I got my Sadowsky outboard preamp, 

which makes everything sound absolutely fantastic – I wouldn’t be without it.

More often than not, when you change your bass you do so for aesthetic reasons because 

you are bored of the look of the current one. I’m guilty of this, I know. Like everything else 

in this consumer-driven world, fashions change: a bass that was cool 10 years ago is not cool 

today, but it will be again in 10 years’ time when it has vintage or retro status again. You 

know what I mean! So you can keep all your instruments and wait for them to become cool 

again, or just keep buying and selling them like I do, which is half the fun.

If you get your hands on as many basses as I do, sooner or later you’ll fi nd a keeper 

and that brings us to this Höfner, which really does it for me. It’s so light that I hardly 

notice I have it on, and every mark on it exudes history. Even its imperfections are cool: 
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EVERY MONTH MASTER RESTORER SIMON MCVEIGH BRINGS A 
KNACKERED OLD BASS TO LIFE. THIS MONTH THE GREAT MAN TAKES A 
BREAK FROM RESTORING TO CONSIDER THE FINE ART OF BASS DESIGN

Simon McVeigh has been a session bassist for over 20 years, and works as a bass tutor at the Royal County School 
of Music in County Meath, Ireland. He has recorded with many artists and runs www.breadheadmusic.com, a contacts 
resource for professionals in the music industry.

LOW END

COSTS SO FAR
Bass: £500
Contact: simonmcveigh@eircom.net 

BASS FROM THE GRAVE

for example, the headstock is not exactly symmetrical, 

demonstrating perhaps that it was hand-fi nished by a 

new employee or someone who was having a bad day 

at the factory. I like that human touch on an instrument, 

but some people wouldn’t. It’s just a matter of taste.

The new heads are working really well, and are in 

keeping with the period of the bass. As you can see here, 

the old heads were really gone beyond repair – but they 

had done over 50 years of service, so they don’t owe us 

anything. I’ll be maintaining this bass carefully from now 

on: hopefully it will go on for another 50-odd years. 



011.indd   11 24/02/2015   11:49



bassically
speaking
bassists reveal the tricks of their trade 
faster than a snapping d string

Syan Barlow, tribazik
I enjoy the high tones as well as the deeper resonances. Due 

to the setup of the band, where there are three of us with 

one guitar, I am able to take up the frequencies that maybe 

a second guitarist would do normally. We have a wide-

ranging style within the music, from post-metal landscapes 

to acid techno psychedelia. On the more dancey numbers 

it’s important to keep the low end thudding and provide 

the anchor point along with the kick and snare, whereas 

I can mingle freely, harmonising with the guitar or synth 

lines when it comes to the progressive passages scattered 

throughout the album. I prefer a four-string bass as I think 

you can be as creative as your mind lets you, given your 

apparatus, plus being slight of build I find four-string basses 

to be generally slimmer and lighter which is a real bonus 

in my book. I used to play the Warwick Vampyre Darklord, 

which is a magnificent beast, with beast being the operative 

word! I renamed it the ‘Gothic table’ as it dwarfed me and 

realigned the symmetry of my spine. I should say it sounded 

immense, especially for the low G# tuning I entertained at 

the time. Having said that I do play a five-string now for the 

simple reason of tuning: CDGCF sounds way better this way. 

Flappy strings with a pick destroys subtlety and clarity, unless 

you play like a delicate flower. With any instrument, think 

outside of the normal way sound can be made, or what the 

bass is traditionally supposed to represent. For sure, keeping 

the low end is essential in many instances, but it’s good to 

have an open mind to experimenting, making mistakes and 

finding your own language. Often this means unlearning 

certain rigid approaches, especially if one is textbook trained. 

I really enjoy watching Les Claypool. So intricate but gnarly 

and groovy to boot. A great example of how his sound and 

technique mirrors his whole surreal aesthetic. Encourage 

your fellow females to play or keep playing the bass guitar. 

It can only be a win-win situation. We need role models 

for women out there, especially in the more extreme forms 

of music. Remember females are music lovers too, and to 

see themselves reflected will encourage a following and 

participation in your art.

www.facebook.com/tribazik

gear
basses cort curbow 52, cort t55
effects distortion/delay/reverb/synth Midi pedals activated through Mainstage
aMps Warwick tubepath 10.1 plus 411 nd411 nd cab

Davey rimmer, Uriah heep
I would describe my bass style as fluid and aggressive while 

always trying to be melodic, following in the footsteps of the 

great 70s rock bassists. I do not play a five- or six-string bass 

as it is not called for within Uriah Heep. Heep’s Hammond B3 

sound fills up the low end, although I do use a Hipshot D tuner. 

I slap mainly to emphasize the kick drum in certain passages. 

The secret of playing bass well is making the bass and drum 

sound like one instrument. My first bass was a Kay, flipped over 

and restrung as I am left-handed, which as always been a pain 

as your choice of instruments is always limited. My favourite 

bass to date is my Warwick John Entwistle Buzzard Bass. It 

just has layers of tone and sounds huge! My bass heroes are 

Billy Sheehan, John Enthistle, John Deacon, Bob Daisley, Chuck 

Wright and Marcel Jacob. The greatest bass player who ever 

lived is a tough question. It depends on the style, but as I am a 

rocker I would pick Billy Sheehan as he is unique. Uriah Heep 

have just released a new album, Outsider, which is followed in 

February by Live At Koko, recorded in London last year. Then 

we’re off on a world tour.

www.facebook.com/daveyrimmer.uriahheep

gear
basses Warwick buzzard
effects ebs billy sheehan drive, tc electronic corona chorus, MXr-M80, MXr compressor, boss octave
aMps ampeg svt 2 heads, ampeg 8x10 av cabs

bass gUitar Magazine012



gear
basses fender precision, ebs strings
effects ebs valvedrive, ebs the Microbass ii preamp/di, ebs ebs Multicomp
aMps ebs classic 450-classic, ebs td650 head, ebs classic line 8x10 cabs, ebs classic line 4x10 cabs

John CalaBreSe, danko Jones
I am a rhythm-minded player, and work in tandem with the drummer to lock into a solid groove for the band. I’m always trying to be as 

tight and solid as I can be, while keeping a steady rock groove. I don’t play five- or six-string bass, because it has no place in the style of 

music I am playing really, and I would most likely be taken the piss out of if I played one. The secret of playing bass well is practice and 

practice, and you need to lock in with the people you are playing with. Pay attention and listen attentively. My first bass was a broken-

down 1960s EKO sunburst from Italy, with a rosewood neck. I think it is at my mother’s house in Italy… I love my Japanese Fender 

Precision P-Lyte bass. It has been used on a lot of our records. When I first used it with my Ampeg V4B and Ampeg 4x10 cab, it gave me 

the sound that we have been using on the majority of the Danko Jones recordings. The tubes were so overdriven that the fuzz was oozing 

out of the speakers. We used the same combination of gear the bass tone for our latest record, Fire Music. My bass heroes are Lemmy 

Kilmister, Mike Watt, Rob Wright, Duff McKagan, Charles Mingus, James Jamerson, Paul McCartney, Adam Yauch, Geezer Butler, John 

Paul Jones, Steve Harris, Jack Bruce, Tom Araya and Geddy Lee. If you ever record with a drummer who does not have you in his mix, it’s 

time for a new drummer! It happened to me with a previous drummer in the studio, and yes, he is no longer in the band!

http://instagram.com/calabresejohn

will Bottomley, MarMozets
I have a pretty punchy, hard-hitting kind of style, but with 

control over the complex riffage we do. An extended range 

bass isn’t really necessary for my style and our sound, because 

we tune to drop C and D standard so there’s no need for me to 

use one. The secret of playing bass well is really knowing what 

you’re providing for the band as a bassist, and keeping the lower 

frequencies as tight to the drums as possible. Oh and you can’t 

beat a bit of practice! My first bass was a Tanglewood. I can’t 

remember the exact model but I got it when I was about 10, so it 

was an okay starting point. I only use Music Man basses. I find 

they have a particular tonal quality to them that really suits my 

style of play and gives me the sound I want to achieve. I have 

both a Sterling and a Stingray, the latter being my favourite. It 

has a slightly fatter neck but I find it sounds a lot more solid. My 

bass heroes? Geddy Lee is one of them. Even though our styles 

are at pretty much opposite ends of the spectrum, I admire his 

fretwork and the sound he gets. I also really admire and respect 

Juan Alderete of the Mars Volta. He has such a distinct style and 

so much groove going on in everything he plays.

www.marmozets.com

“My bass heroes? geddy lee is one of theM”

gear
basses Music Man stingray, Music Man sterling
effects  sansamp tech 21, electro-harmonix Micro pog, fulltone Mosfet drive
aMps  ampeg svt classic head, ampeg 8x10 av series cab, Matamp 6x10 cab

© Justin Rabin
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bassically speaking

riCharD Gully, pylo
I would describe my bass style as sub par. No really, I would say 

laid-back and subtle. Growing up, my bass style was heavily influenced 

by punk rock and ska bands, which I still draw influence from today. 

Overall, though, my style has developed into a much more atmospheric 

sound. I recently traded my pick in for playing fingerstyle, because I 

feel I can create a deeper tone and have more control over the playing. 

I do not play five- or six-string bass, because I haven’t mastered four 

strings yet. Personally I haven’t found myself needing an extra string 

to create the bass-lines for the music we’ve written so far, but I’m not 

closed to the idea. I like slap, and I mess about with the style at home 

but not with the band, I find it a bit too harsh for the feel of the songs, 

but it’s good fun. The secret of playing bass well is knowing when 

to hold back, not overplaying, and creating space to complement the 

music around you. A killer hook of only a few notes can be way more 

effective than a crazy bass solo. My first bass was a Squier P-Bass, it 

was beaten up and covered in stickers from Metal Hammer. I miss it. 

My favourite bass ever to date is my Fender 1951 reissue; I’m still using 

this on stage and for recording. I’ve added a Seymour Duncan SCPB3 

and both bridge and pickup covers. I love the deep tone and the fact 

that it’s stripped back to the bare basics gives it a unique vintage look.

www.pylomusic.com

gear
basses fender precision, eastwood classic
effects none
aMps orange ad200b, orange cabs

ChriS FielDinG, Conan
I play a four-string bass but I rarely use 

the top string other than for chords 

or accents. We tune to F, almost an 

octave below standard tuning, so the 

guitar covers frequencies which most 

bass players would play anyway. I play 

with my fingers but I certainly don’t 

play slap bass! In this band, the riffs are 

quite simple and repetitive: in places I 

try to add variety harmonically, but for 

the most part I play off the drums. I sit 

behind the beat slightly as a lot of what 

we play is very slow: if I was pushing it 

would make the music sound like it was 

dragging. My favourite bass ever to date 

is the bass I play now, a sunburst Fender 

50s reissue Precision. Classic punchy 

sound and tank-like build quality. I just 

love how Fender got the electric bass 

guitar absolutely nailed first time round. 

Two hours before we were going to play 

our sold-out album release show at the 

Electrowerkz in Islington, I managed to 

slam the fingers on my left hand in the 

side door of our van. Blood everywhere. I 

played the gig anyway, but only realised 

a few weeks later after the swelling had 

gone down that I had actually chipped the 

bone in my middle finger. For my ‘day job’ 

I am a record producer and Jon (Davis, 

Conan guitarist) and I run a residential 

recording studio called Skyhammer Studio 

in Cheshire where we have worked with 

Electric Wizard among others.

www.hailconan.com

basses fender precision, Warwick dark lord strings
effects cloven hoof modded russian big Muff clone by earthquaker devices, tone bender clone by ghost effects, lehle dual a/b/y, fuel tank chameleon power supply 
aMps ampeg svt classic and 8x10 cab, peavey solid state heads into a green Matamp 4x15, sunn 300t head

gear
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bassically speaking

geaR

basses  Fender Jazz
eFFects tc electronic
amps ampeg sVt cl with 810e cab

Rob Giles, ciRca ZeRo
I do not play five- or six-string bass, because I can’t count that 

high and my tuner only has E, A, D and G on it. I slap only in 

emergencies. The secret of playing bass well? If I told you it 

wouldn’t be a secret any more. My first bass was a black Spector 

with gold hardware. Classy. And heavy. My favourite bass ever 

to date is my Fender Jazz. My bass heroes are McCartney, Flea 

and Stevie Wonder. If I could get the bass tone of any songs 

or albums ever released, I would choose the roundness of the 

Beatles’ ‘While My Guitar Gently Weeps’, the thunk and rumble 

on KD Lang’s Ingenue, the raw and honest Music Man of the 

Red Hot Chli Peppers’ Blood Sugar Sex Magik and the patient and 

versatile basses on Radiohead’s Kid A. Consider locking in with 

the song before the drummer.

www.circazero.com

simon GouldinG, snake DaVis banD
I would describe my bass style as supportive and musical. 

Adapting to every musical situation you are required to play is so 

important. I really do like the different colour you can get from 

an extended range bass. Plus positional playing is much easier. I 

look at the basses as tools for the job. Some artists and producers 

will specify Fender bass or five-string. It’s about serving the 

music you are playing and being able to get the sound that people 

want, plus developing your own sound too. I slap when the 

music calls for it. However, I do find it an overused technique, 

sometimes used just for the sake of it. But if it’s used in a musical 

way which adds to the part, song or tune then it’s a great tool. 

It’s like any other bass technique. Tapping, slapping and so on 

used in the correct place can be very effective. I think the secret 

of playing the bass well is to know what you’re playing, know 

the music inside out, know harmony, know your chord tones, 

approach notes. Serve the music. Use your technique for musical 

reasons. My favourite bass ever to date is my own signature 

six-string made for me by Tito Dalmedo of Dalmedo Custom 

Guitars in Preston, Lancashire. It fits just right, sounds just right 

and looks just right for me. As bass players we cannot make a 

mistake. As all the names of the chords derive from the bass, we 

can just change the name of the chord... I am currently touring 

with the Snake Davis band, planning my third album, promoting 

my new album Open Window, promoting my new eBook Bass 

Workshop and working on different sessions and gigs as many 

jobbing musicians do.

www.reverbnation.com/simongouldingmusic

geaR
basses Dalmedo signature, barker b1 Five, musicman stingray, Fender Jazz, Fender precision, lakland 55-01,
 yamaha tRb5, aria sWb electric upright, tanglewood acoustic, gordon smith, Rotosound swingbass strings
eFFects pedal train Jnr with carl martin pro power, taurus Zebu reverb/delay, taurus tux compressor,
 tc electronic mojomojo overdrive, tc electronic polytune, isp Decimator noise Reduction, tc electronic corona chorus 
amps taurus QUbe 450 head, taurus ts112n cabinet, taurus ts210n cabinet, eden e series 112 cabinet,
 gallien krueger mb112 combo 
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bassically speaking

Fito Garcia,
afro-cuban bass ensemble
I play a six-string bass, because it allows 

me to express myself further. I have all the 

low notes I need to lay down the groove, but I 

can also introduce chords and high melodies 

if the song allows it. That makes it really fun 

for me as a player: I have also done gigs where 

I have nothing but a singer and myself on 

bass. For me the secret to being a good bass 

player is to have as much knowledge of your 

fretboard as possible and also to have good 

timing. If the band you play with allows you 

to come up with your own bass-lines, try to 

make them melodic so they can stand on their 

own but also complement the rest of the band. 

Some of my bass heroes are modern players 

like John Patitucci and Richard Bona, but for 

me the greatest bass player that ever lived was 

Jaco Pastorius. Music comes from your soul: 

feel it, get into it 100%. If you are passionate 

about your music it will shine through your 

instrument. I have been promoting my first 

solo album, Mi Bajo Rumbero. This album as 

far as I know is the first of its kind. The style 

of music is Afro-Cuban and all the songs are 

original, but what makes it unique is the fact 

that I recorded this album with nothing but 

bass, percussion and singers and I played all 

piano and horn parts with a six-string bass.

www.fitogarcia.ca

gear
basses mollerup beluga, mollerup orca, ray ramirez baby, kala ukulele bass
effects none
amps markbass

Brendan Grieve, sam smith
My bass style changes all the time. I try to adapt to different genres. I play a five-string 

bass because I think it’s important to have the option of going to a lower octave when 

needed, especially when playing pop music. I slap a fair bit on this gig. There’s one song 

we play in the set called ‘Restart’ which has quite a Luther Vandross vibe, so I decided to 

slap on it to give it more of an 80s sound. For me, the most important thing is to lock in 

with the drummer. I play so much better with a good drummer; I always imagine I’m a 

drummer when playing bass. My first proper bass was a Warwick Streamer that my Dad 

got for me when I was 15. The poor thing only lasted about five years: I didn’t look after it 

properly. My favourite bass at the moment is my KSD Jazz bass, it can be temperamental 

but it sounds huge. I’ve spent a lot of time trying to find the right strings. At last I have 

found the right strings and the bass sound exactly how I want it to sound. One of my 

favourite bass players is Stuart Zender. When I first heard Travelling Without Moving it 

completely changed my whole perspective of the instrument. I was obsessed with the 

different grooves he would use and where he would sit in the band. Another one of my 

heroes is Dave Allen, who used to play for Glassjaw, the reason being that I used to play 

in a lot of hardcore metal bands.

www.instagram.com/bpgbass

ilan ruBin, the new regime
I do not slap, because I would never ever use it in a song. The secret of playing bass well 

is realising the importance of how to play with and off the drums, and how each of those 

instruments are stronger together than individually. My bass style is anchored, syncopated, and 

melodic in the right places. My bass heroes are John Paul Jones, Jack Bruce, Paul McCartney, 

Colin Greenwood, and John Deacon. The greatest bass player that ever lived? I’d have to go with 

John Paul Jones again. There are of course more technical players out there, but that doesn’t 

equate to better in my book. His taste and technical ability are a match made in bass heaven. 

Every type of song requires a different sound but I certainly love the bass sound on Radiohead’s 

‘Airbag’. Since the bass playing is very sparse and syncopated, it’s almost as if the song is 

sonically tailored to the bass sound. It’s a deep, sub-like tone but with great definition. The bass is 

something that can add a huge element of feel to a song. Playing with and off the drums is what 

provides the solid foundation a band needs. It’s not about being fancy or overly simple, but about 

enhancing the overall rhythm and weight of the song while picking your moments to take the 

bass into the occassional melodic spotlight.  

www.thenewregime.com

gear
basses fender Jazz, precision, mustang, and Jaguar, ernie ball strings
effects mXr blow torch, el grande, standard overdrive, way huge electronics swollen pickle 
amps ampeg sVt classic and acoustic 370 heads, ampeg 6x10 cabinet

gear
basses ksD J bass, lakland custom, gibson midtown,
 fender precision,ernie ball strings
effects line 6 m9, electro-harmonix, ibanez tubescreamer
amps tc electronic blacksmith, rh750, rs410 and rs210
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the low down
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Mu PaGe

h
ave you ever booked a gig with a promoter via text, email or twitter? 

Fine if you’re planning a night out, but if you’re the one taking to 

the stage it not only lacks professionalism, it will also be hard to use 

as evidence in court if the arrangement goes awry. So how can you 

make sure you’re covered if something goes wrong?

Get it in writinG
You may need to provide documentary evidence to prove that an 

agreement was in place, for example if you need to bring a claim for unpaid 

fees. Ideally you should use a signed MU contract, but a clear exchange of 

emails or even a printout of a Facebook chat or tweets can count as long as 

the content is clear and certain. 

Remember that you may need to print and use conversations on social 

media in the future, for example when trying to claim an unpaid fee. These 

exchanges may be all you have to prove that you had a contract in place 

so they should set out all the agreed terms. If your messages are peppered 

with text talk, for instance, it’s going to be harder to prove that there was a 

serious intention to create a contractual relationship. 

The problem doesn’t lie with the medium but rather with the message. 

Mu PaGe
th

e

the Musicians’ union keePs you inforMed of 
your riGhts when it coMes to BookinGs

MU members get access to a range of career development advice. If 
you’re considering a change, contact your regional office and book 
a one-to-one with your MU official for bespoke advice. For general 
advice and more information about how to join the Union, please visit 
theMU.org.

You have to have enough detail recorded to prove a contractual agreement 

was in place and that all of the relevant terms had been agreed.

If an engager refuses to sign a contract or confirm a booking in writing, 

alarm bells should start to ring. Of course you want to get the gig, but you 

also want to be paid. And having a record of what is agreed can protect the 

promoter’s position as much as the artists’, so they really shouldn’t object.

know who is hirinG you 
First off, make sure you’re arranging a gig with the right person. Bob the 

barman might not have the authority to hire bands or be there when you 

turn up to play. You then need to make sure the person you sign a contract 

with is the ‘legal person’ who is engaging you – an individual over 18 or a 

limited company – and that they are explicitly named as the hirer. If the 

booking is with a company, check that it exists. 

Value yourself as a Musician
Don’t be afraid of asking to be taken seriously. Using contracts and 

agreeing terms demonstrates that you expect to be respected, as 

does asking for a fair wage. Asking for a fair fee and terms works 

surprisingly often.

talk to the Mu
The MU can offer legal help and advice to all its members. For contracts and 

specimen agreements, check out theMU.org. If you have a disagreement 

with a venue, promoter or agent, contact your regional office. 
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W
e’re told as kids that manners make the man – and upon his arrival, 

Nathan East greets BGM with the broadest grin in music, bar none. 

“Thanks for hanging around and waiting to talk,” he smiles. It’s our 

pleasure, Nathan. After all, this is a bassist who has seen it all, done 

it all and worn the T-shirt many times. Hey, he played at Live Aid 

and has performed for three American presidents! Nevertheless he 

comes across as the nicest and most modest of players. It’s no 

surprise that he remains the fi rst call bassist for so many artists and producers. It’s not just 

the chops, as any musician knows: being a nice guy makes the job twice as easy.

The past few months have been a whirlwind for East, with clinic dates across the 

globe, tour dates with Fourplay and the release of his debut solo album. But this is nothing 

new for the session ace: 2013 was far from a quiet year either, with a Toto tour and the 

small matter of recording parts for Daft Punk’s Random Access Memories album – which 

featured ‘Get Lucky’, probably the most-danced-to song worldwide of the past two years. 

How did that opportunity come to pass? The infectious East grin prefaces his response. “It 

was a new adventure: you never could have predicted that single would be so big. It came 

right out of the blue, they came directly to me. I had just watched the Tron Legacy movie, 

where they wrote the soundtrack, so they were on my radar – and the next thing, I’m in 

the studio with them. The fi rst time I heard ‘Get Lucky’, I thought, ‘Wow, I love this’, but 

you just don’t know how big it might be. Because Daft Punk wear masks, they [Thomas 

Bangalter and Guy-Manuel de Homem-Christo] play 45,000 seat venues but then after 

the show, they walk home with the crowd and no-one 

knows who they are!”

Let’s fi nd out how it all began for East. As was the case 

with so many American musicians, the Beatles’ appearance 

on the Ed Sullivan Show in 1964 made a signifi cant 

impression on the then-young Nathan, as he describes. 

“The Beatles are on Ed Sullivan and I’m there with a 

broomstick – I knew I wanted to play something. The 

Beatles were huge, I thought ‘Okay, that’s what I want to 

do, that’s cool’. Who wouldn’t want to play music? Back in 

the day, those groups sealed the deal. My brothers were my 

fi rst incentive. I copied my older brother David: he became 

a pilot, I wanted to be a pilot. He played guitar, but I couldn’t 

get my hands around the chords. Then there was a bass: 

it was a miracle. I felt instantly at home on it and the next 

day they said I was going to be the bass player in the band.”

As with so many bassists, the ‘fi rst bass’ story is a 

humble affair – but from small acorns... “My mum took 

me down to the pawn shop and I got my fi rst bass for 

$49... see you later! I still remember the smell of the case! 

Then in 1971, she took me to Manny’s Music in New 

York. The Beatles had been there. I got a proper Fender 

Jazz for $210 – the smell of the bass and the case was 

intoxicating, with the big F plate, and the pickup covers. 

That logo was a huge inspiration!”

Despite having a monster reputation for his bass playing 

alone, East is no slouch in the vocal department either, 

regularly applying his vocal prowess to most projects he 

gets involved with. “When I started out, I learnt James 

“WhEN i Was iN CLuB BaNDs, i WaNtED tO 
BE GEOrGE BENsON ON thE Bass”

Photography by tina K

Nathan East is quite possibly the bass world’s best-known session player. 
sure, Daft Punk’s ‘Get Lucky’ was a huge worldwide hit – but for those who 

only know East’s playing from that admittedly marvellous song, there’s a world 
of bass to explore. Mike Brooks meets the great man
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“i’M DOWN thE MiDDLE: YOu haVE tO rELaX tO CrEatE a
ViBE, But YOu aLsO WaNt tO haVE thE ENErGY tO MaKE it

sOuND LiKE YOu MaY NEVEr GEt tO PLaY aGaiN”
Brown bass-lines by singing them fi rst,” he remembers. “When I was in club bands, I 

wanted to be George Benson on the bass. I found his scatting inspirational, and as a 

guitar player he was second to none. He would open his mouth and sing and I’d be like, 

‘Really?’ His voice is like Donny Hathaway and Stevie Wonder combined, and he can 

play the way he plays!”

Barry White was the fi rst name artist to call on East’s playing skills, at the tender age 

of 16, and became a stern taskmaster, as our man recollects. “He didn’t go as far as to 

fi ne you, but he would fi re you!” he laughs. “I remember one time in the studio, he got on 

the mic and said ‘The next motherfucker that makes a mistake is fi red!’ You literally had 

musicians with sweat coming out of their palms. He was this big, huge guy: he used to 

carry a .357 Magnum into the studio and lay it on the console. You’d look up and think 

‘Wow, okay’. Straight out of the ghetto! I went to BWU, Barry White University – he 

used to craft some of the most amazing bass-lines and sing your part to you. He had two 

bass players in the band and he’d say, ‘Nate, play this – boom, boom, boom’, and the other 

guy would play a high snap and slide and you’d lay on those parts all day long.”

Playing with great artists means you also get to play with the top players on other 

instruments – and having worked with some of the greatest drummers in recording 

music history, East’s in an enviable position. “The top guys, what they play is so correct 

fi rst time out on the date – but when you get a room full of guys who know what to 

do, there is no explanation required, it’s like ‘We’re there’. It’s instant: you don’t have to 

play all day. For example, preparing for major tours with Eric Clapton, we used to do a 

month, which is overkill – now we book a couple of weeks. I played with Eric in Japan 

this year and we hadn’t played for a while, and he was putting me and Steve Gadd back 

together after having Steve Jordan and Willie Weeks. This was his experiment to see 

what we would do together, and on day one he said ‘Okay, you did the right thing’. We 

had an easy rehearsal schedule because day one was so good. So we did a week, a couple 

of hours a day, and then you’d be going home. I said, ‘Really? We’ve only done a few 

hours,’ but Eric was like, ‘It’s okay, I’m happy’ – so that’s when you know it’s fi ne. When 

I played with Phil Collins, that band had toured a lot, so when he booked two weeks for 

rehearsal, the fi rst day sounded like a gig! He said, ‘What are we going to do for the rest 

of the two weeks?’ People who’ve done their homework make it that easy.”

Being off his A-game is never an option for East. Quality is everything, which 

requires a high degree of concentration – and with good reason. “I never go on 

autopilot for anything, not for anything!” he tells us. “We used to talk about this: you 

have to make each tune sound like it’s the fi rst time you played it and the last time 

you will ever play it. I’m down the middle: you have to relax to create a vibe, but you 

also want to have the energy to make it sound like you may never get to play again. 

It’s a combination of knowing the song eyes closed with your hands tied behind your 

back, but also it’s as fresh as the fi rst time you played it. In the studio, I love having 

the control of coming up with parts, but I always maintain that two heads are better 

than one. You may have a great idea, and you don’t have to be a music scholar, but I’m 

always open to options.”

East has always been considered a tasteful player, foregoing bass histrionics for a 

more considered approach. In fact, he is almost economical in his playing technique. As 

he puts it, “The six-string bass gives you a bunch of notes in one position: who wants to 

work harder when you can work less and get more results? Economy of position is what 

you aim for: ask yourself how many notes are available to you in any one position. I’m 

always adjusting my right hand, because tone is so important to me. Every gig, every 

room I’m in, I’m always adjusting my tone for that room with the EQ on the bass and 

through my fi ngers. I used to be the same with pickups: my fi rst Fender had so many 

holes in it from where I’d tried different pickups, I had to put a big wooden block in it to 

fi ll the holes! But I was always looking for different tones with different pickups.”

He adds: “When I was coming up, I read interviews with everyone: I’d read every 

word and think that was what I had to do. Chuck Rainey, James Jamerson, Quincy 

Jones... people pay attention [to those bass players], so you can’t lose sight of what you’re 

doing. It’s our job, doing it every day. People are sincerely trying to carve something out, 
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at the top standard, so obviously if there’s something 

out there I don’t know about and I should, I’ll check it 

out. If I’m on the road, I’ll go into a music store. If I see 

something, I plug in. That’s how I discovered 

Eden. With TC Electronic, they found me. I 

was walking past a booth at a music show 

and I saw their Blacksmith head, which 

looked great. The fi rst thing in my head was 

that they got the right look for it – very cool. 

They sent a rig to my house and six months 

later, I was getting ready to go on tour, so I 

dragged the rig out and performed a side-by-

side test. I agonised over the decision for a 

few days, but the TC rig won. I do thorough 

homework with my amps, because there’s 

no turning back once you’re on the road. I 

rely so much on the sound of my Yamaha 

basses that I can’t imagine changing. The 

craftsmanship is amazing but it’s not 

the standard I’m used to, sonically. My 

ears are tuned into my basses, so I can 

pick up a Fender and play, but it’s not 

that personal thing that I’m used to.”

High points of East’s career have 

been many. Having played on early 

recordings for the likes of Whitney 

Houston and Madonna, he was already part 

of their history before they became famous. 

East knew they would go far, he says. “You 

were aware that the quality was there: Whitney 

sang like an angel and you hoped the record 

company knew what to do with this girl, because 

I’ve been in similar situations and then never heard 

of the artist again. Whitney was undeniable: as long 

as her label did their homework, it couldn’t fail. Now, 

anybody can go in and record vocals, you don’t need to 

be able to sing. Just hit Pro Tools, and use Autotune and 

Autocorrect. It’s a bit disheartening! Back then, the only 

reason for taking someone in the studio was to preserve 

their gift. If a singer can go in with her voice and a 

piano, there’s nothing to hide behind.”

There you have it, folks – in a nutshell, you can 

underplay, you can overplay or you can hit a home run 

straight down the middle, but even the most seasoned 

pros can’t defi ne what will become a worldwide hit. 

With his new fi lm For The Record (announced after we 

met East) garnering rave reviews, it doesn’t sound as if 

he’s planning to put his feet up for some time yet. What 

comes across most strongly when you speak to him is 

that hard work, solid practice, being easy to work with 

and some good fortune along the way will pay off – but 

always strive to be the best bassist that you can be. 

There’s a lesson there for us all. 

Info: www.nathaneast.com
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and there is always something to learn. I remember Chuck Rainey said once he grew his 

fi ngernails if he wanted a little more attack like a pick, so I did that.”

Talking to East, you quickly grasp just how appreciative he is of the career he 

has had so far. He’s still up for more challenges, though. “It’s never been hard to be 

motivated when you think about it,” he says. “I’m living the dream. I’m not getting up 

to drive through rush hour traffi c to do a job I hate, so I never lose sight that this is 

something I love to do, it’s a privilege. The last time I saw Mike Rutherford of Genesis, 

he said ‘Isn’t it great that we get to do this?’ I feel sorry for people that can’t get inspired 

enough: most of the planet would give one of their limbs to do this. I was just in Japan 

and they rolled out the red carpet – what’s not to like?”

As a perennial user of Yamaha basses, it only seems to be the amps and cabs that 

ever change in the East arsenal – and even then it takes a special amp to turn this 

man’s ear. “I always have my eyes and ears open,” he tells us. “I have to keep my playing 

“it’s NEVEr harD tO BE 
MOtiVatED... i’M LiViNG 
thE DrEaM”
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melodies. That song made me want to play an instrument.” 

Alberto fi rst tried his hand at drums, but soon switched 

to bass. “I immediately felt comfortable on bass,” he tells 

us. “I loved the sound, so I bought a cheap bass and started 

learning Dream Theater songs such as ‘Erotomania’, ‘Pull Me 

Under’ and ‘The Ytse Jam’. I practised fi ve or six hours a day.”

Alberto soon found himself in a cover band with 

friends, and over the next fi ve years he was able to 

further hone his bass skills as part of the group. After 

coming second in a Dream Theater cover band talent 

contest – judged by Dream Theater themselves – he was 

recruited by Daniele Liverani to join Twin Spirits. The 

gig offered Alberto the chance to develop his playing on 

three studio albums as well as through extensive touring 

around Europe. After three years the project ended, but 

Stuart Clayton met up with Italian bassist Alberto Rigoni to get the lowdown on his career,
his Alusonic signature bass and what’s in store for us on the cover CD

O
ver the last fi ve years Italian bassist Alberto Rigoni has made an 

enviable name for himself in both the bass world and in progressive 

rock circles. Through his work with prog-metal group Twin Spirits, 

his own solo releases and lately the Vivaldi Metal Project, Alberto 

has blazed his own path as a bassist, following his compositional 

instincts where others have pursued technical virtuosity.

2014 was a busy year for Alberto, and saw the release of not only 

his fourth solo album Overloaded, but also a signature bass from Alusonic (reviewed in 

issue 112) and the birth of the Vivaldi Metal Project, an ambitious attempt to perform The 

Four Seasons with a host of metal stars from around the world. But how did it all begin? 

“I had piano lessons when I was very young, but didn’t like it,” he explains. “But as I was 

growing up I was exposed to the music my parents were listening to, which was mainly 

classical music, but also bands like Genesis and other pop rock bands from the 80s. Then 

when I was about 16, a drummer friend played me ‘A Change Of Seasons’ by Dream 

Theater. It was incredible: so many tempo changes, odd time signatures and beautiful 

BASSISTS
HADRIEN FERAUD
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Alberto took valuable experience and inspiration, notably in 

composition, away from it. 

“When I started playing bass, I had always intended to 

compose my own music, and I had an idea for an album 

that would feature different styles such as funk, progressive 

rock, ambient, metal and so on,” he recalls. “Then, in 2005 

my girlfriend left me, and I was sad and depressed. That 

became a song called ‘Trying To Forget’. From that point I 

started composing more, and soon I had 10 songs, enough 

for an album. I called it Something Different, as I felt it 

offered an alternative to what other bass players were 

doing on their solo albums.” 

Alberto goes on to explain that for him, the focus is 

always on the melody. “I try to create music, not just a 

showcase for chops. Virtuoso stuff is cool and I love it, 

but I am really focused on melody. I also like to structure 

my songs like pop songs, with an intro, verse, bridge and 

chorus, because I think that’s easier for the listener to 

digest. If the structure is too complex, nothing will really 

stick. That’s my approach: simple structures.” 

Track by track
This month’s cover CD in detail
We asked Alberto to briefl y talk us through the songs on the cover CD. “I’m 
quite an eclectic bass player,” he notes. “I wanted to show both progressive 
and melodic elements of my music, so you will fi nd bass ballads as well as 
more progressive songs. It was really hard to select the right tunes – harder 
than composing them!”

‘The Factory’
This was one of the fi rst tunes I ever 
wrote. It’s experimental prog, with the bass 
playing many roles. In the fi nal section I 
improvised using a whammy pedal so it 
sounds quite like a guitar. While playing, 
my cellphone was ringing and you can 
hear the frequencies on there.

‘The Net’
This is a multi-layered bass harmonics song. 
It’s very short, but smooth and atmospheric.

‘Free’
This one features Gavin Harrison on 
drums. It’s prog but not heavy, more rock 
than metal. There are also some jazzy 
parts. The bass has two different roles 
here, the rhythm part and the solo part.

‘Trying To Forget’
One day I was recording a riff in Cubase, 
then I added another riff and another, and 
something magic happened: I realised 
I was creating something melodic, 
something musical, just with bass. I had 
a rhythm part with some chords, and over 
that I played a melody with harmonics. 

‘Story Of A Man’
This song is just bass and drums, which 
were played by progressive metal 
drummer John Macaluso. Michael 
Manring and Yves Carbonne are also 
on this track – two of my idols, amazing 
players. Their tones are unique and they 
really contributed some great solos.

‘Between Space And Time’
This is a very ethereal, nostalgic song. I 
played my Dingwall six-string here. The 
piano is played by my friend Mistheria 
with whom I am producing the Vivaldi 
Metal Project.

‘Iwazaru’
Iwazaru was one of the Three Wise 
Monkeys. This is a really progressive 
tune with some oriental infl uences. It 
starts with an odd time tapping riff and 
has a very melodic chorus.

‘A New Soul’
This is a bass song. This is a duet 

between Manring and me. I played the 
rhythm part, which is mostly arpeggios. 
Michael plays the melodic line. There are 
some solos: it’s a very sweet tune.

‘Ubick’
This was inspired by the Philip K. Dick 
book of the same name. It’s one of my 
favourite songs. It’s prog rock with some 
metal parts: the intro was played with the 
Sonuus Wahoo pedal.

‘Toshogu Shrine’
Toshogu Shrine is the temple where the 
three wise monkeys live. I played fretless 
bass with an Ebow on this track. There 
are some Japanese bells on there too.

‘Kikazaru’
Kikazaru was another of the three wise 
monkeys. This is a bass ballad and has a 
melodic line played on a fretless.

‘Chron’
The main riff is in 15/16. I used a 
Darkglass Duality fuzz pedal on it, which I 
love. The song only has drums, fuzz bass 
and synths and I think it really refl ects the 
concept of being overloaded.

‘Floating Capsule’
The name of this tune comes from a time 
when I had a stomach problem and had 
to swallow a capsule with a camera in 
it! I played an arpeggio part on a fretted 
bass, then added a melodic line above 
with the fretless.

‘Multitasking’
This crazy song was written to refl ect our 
society. With our phones and computers 
always in our hands, we’re always 
multitasking. The tune has a part played 
with harmonics and a whammy.

‘Liberation’
This is a rock instrumental tune. It’s a 
happy, groovy, moving tune. 

‘Sweet Tears’
This one is just piano and bass and is 
very sweet and nostalgic. It felt like the 
best song to close the album with.

LISTEN TO THE ALBUM HERE



BASS GUITAR MAGAZINE030

While Alberto’s song structures might be simple, 

his use of time signatures often is not. ‘Chron’, for 

example, from his latest album, features a wicked 

15/16 groove. “That’s a crazy riff,” he says, “but 

again, the structure of the song is not diffi cult to 

understand. When I compose I don’t think about the 

complexity of the time signature: if it sounds good and if 

it’s catchy, that’s okay. There are many tunes with odd 

time signatures, but often people who are not musicians 

don’t notice them. If it sounds good, it’s cool.”

In 2009, health problems led Alberto to communicate 

his feelings through new music, resulting in his second 

album, Rebirth. It was with this album that he began 

seeking the input of some of his musical heroes, starting 

with Porcupine Tree drummer Gavin Harrison. “I 

contacted him and asked if he would play on a tune 

called ‘Free’. I never thought he would reply, but he 

said he would be happy to do it if he liked the tune. He 

played exactly what I had in mind, although I gave him 

no instructions.” Further guests included fellow bassists 

Michael Manring and Yves Carbonne, both of whom 

appear on the track ‘Story Of A Man’.

Three Wise Monkeys followed in 2012. For Alberto, 

this was an opportunity to head in a heavier, more 

progressive direction with his music, and also to use 

a vocalist on some songs. “On all my albums there is a 

balance between light and heavy: there are ambient bass 

songs and then there are heavy rock tunes,” he says. “But 

I wanted to make something even heavier. I think I wrote 

the whole album in less than a month, but I was satisfi ed 

with the result. It was less of a solo album from a bass 

player and more like an album from a band. It was half 

vocal, half instrumental. I’m very happy with it.”

Alberto’s latest album, Overloaded, was released in 

October 2014. This time around he decided to eschew 

vocals, opting instead for an instrumental prog assault. 

When asked about the concept for the album, he says: “It’s 

about being overloaded with information because of the 

internet. I was inspired by this and tried to communicate 

this overload through my music, which led to heavy, complex tunes such as ‘Chron’.”

So what gear is Alberto using? In recent years he has been playing Italian-built 

Alusonic basses, innovative instruments that make extensive use of aluminium in their 

construction. Alberto’s signature model is a hybrid: an alder body with an aluminium 

top. “It looks great and has a very defi ned, modern sound that I really like,” he says. “It 

has the tone of the wood, but the aluminium top gives more clarity and sustain. I’m now 

working with Alusonic on a new model, which will be a mix between modern and vintage 

instruments, with some special features.” 

Alberto also uses Dingwall basses, and indeed his relationship with the fan-fretters dates 

back several years. “When I saw the fanned frets I immediately bought one: it sounded 

incredible,” he recalls. “With multi-scale instruments you have a killer low B because of the 

37” scale, plus a great balance between strings and excellent intonation. I have a Dingwall 

AR5, which was custom-made for me by Sheldon Dingwall. It has three pickups and is very 

versatile.” Alberto also uses An F Bass EF5, while his most recent acquisition is a Warwick 

electro-acoustic six-string. “It’s a monster!” he says. “I’ve never had an electro-acoustic 

bass before, but it’s really inspiring to play. I will be using it a lot in the future.” Alberto also 

favours Sansonne strings, a recent discovery.

For amplifi cation, Alberto has chosen Aguilar, opting 

for the popular choice of a TH500 amp and two SL112 

cabinets. “I love lightweight gear,” he enthuses. “This rig 

is so light and the tone is so defi ned.” Alberto also rates 

Peterson strobe tuners, favouring the StroboRack for live 

use and the StroboSoft app in the studio. “They work really 

well for the low notes,” he says. “In the past I’ve tried other 

tuners, but they weren’t as precise on the low notes. The 

Peterson has really accurate tracking.” For composition, 

Alberto is enthusiastic about Sonuus MIDI converters. “I 

can plug in my bass and record directly in MIDI, which is 

useful when composing,” he says.

This year, Alberto will be engrossing himself in several 

new projects. Most notable among these is the Vivaldi 

Metal Project, which has recruited the legendary keyboard 

player Rick Wakeman to the cause. Rick will join Alberto 

and co-founder/keyboardist Mistheria alongside a host 

of experienced rock and metal musicians (including 

bassist Steve DiGiorgio and drummer John Macaluso) in 

performing a metal version of Vivaldi’s The Four Seasons. 

We’re looking forward to catching up with all these 

projects in due course – and for now, enjoy the album on 

the cover. 

Info: www.albertorigoni.net

BASSISTS
ALBERTO RIGONI

“IF THE STRUCTURE IS TOO COMPLEX, 
NOTHING WILL REALLY STICK. THAT’S 

MY APPROACH: SIMPLE STRUCTURES”
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i
magine a place where the weather is always perfect, there’s more bass 

gear than you can dream of, and all of your favourite musicians are 

milling about. Spontaneous jam sessions tie together days full of gear 

demos and artist signings, while concerts and parties fi ll the evenings. 

Now imagine that you only have four days to take in what could 

easily fi ll several weeks of exploration…

That’s how I usually describe the Winter NAMM Show, the 

world’s largest music industry trade event, held at the Anaheim Convention Center in 

sunny Southern California. The show, a trade-only event, takes place in late January and 

acts as a respite from the biting cold of winter for most of the 95,000-plus attendees. This 

year’s show took place on 22-25 January and proved to be a fruitful one for low-enders.

The ACC is made up of one enormous fl oor split up into large four halls, with additional 

displays in rooms upstairs as well as a basement hall. The fi rst hall is dedicated mostly to 

recording software and studio gear and Radial Engineering’s booth always has a fi ne mix 

of bass goodies on hand. This year the BassBone V2 was announced, which bassist Ric 

Fierabracci walked us through. The new features include a dedicated effects loop with a 

our intrepid reporter Kevin Johnson went to Namm and played the coolest 
new bass gear for four days solid, the lucky swine...

wet/dry control, a dual function booster/mute footswitch, 

and an input that accommodates for piezo-equipped 

instruments. Another neat trick is its polarity reverse 

switch. “Whenever my bass isn’t sounding quite right in 

the house PA, I check my polarity. It’s something you can’t 

take for granted any more,” Fierabracci explains.

Quickly heading to Hall B, we encountered the TC 

Electronic booth and a crowd of bassists gathering around 

the company’s new K-Series cabinets. Accented by an 

offset red stripe, the lineup includes 2x10, 2x12, and 

4x10 confi gurations that aim to continue the company’s 

signature clear and punchy tone while keeping the weight 

to a minimum. 

Zon’s booth had an array of exotic-topped basses to make 

you drool, but it was a more subtle-looking bass that was 

turning heads this year. The Billy Gould Signature BG4 
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is a four-string with a fl at black fi nish and only a volume knob and a mini-switch visible. 

Hidden inside is a comprehensive preamp including an overdrive circuit. EQ, distortion gain, 

mix, and pickup pan controls are dialled in with mini pots through the control plate on the 

back. “The bass is very clean, but when I engage the switch, my tone is there,” the Faith No 

More bassist told onlookers. “I’ve always had a particular tone, and people ask me how I get 

it. This is the same bass I’ve played for 25 years to spec, but this has my tone in it wherever 

I go now.” Other Zon models to watch for this year include more affordable import versions 

of its Legacy Standard and Sonus Classic, each loaded with Aguilar pickups and electronics, 

and a revamped Ray Riendeau signature bass.

Aguilar’s booth is always a popular hangout on the show fl oor, and it’s not uncommon 

to see bassists such as former and current BGM columnists Janek Gwizdala and Steve 

Lawson catching up, or P-Funk’s Lige Curry stopping in to see what’s new. The company 

was showing off its SL112 cabinets in a limited edition ‘Bass Cabernet’ colour fi nish, which 

evokes a fi ne red wine as much as the moniker suggests. They also introduced the Fuzzistor, 

a bass fuzz pedal built on a silicone transistor distortion circuit that elicits a vintage 70s tone 

to please the rock gods. 

One of the most exciting aspects of NAMM is seeing what innovations will be on display, 

and Ashdown sat among the top of the heap with the B-Social desktop bass amp. That’s 

right – desktop. The amp is designed for home use and sets itself apart with several features, 

namely Bluetooth connectivity for streaming music or connecting your bass wirelessly with 

an optional transmitter. It also has a second input for jamming with a friend, an App-Tek 

socket for accessing mobile apps, and a built-in USB audio interface for recording. “Most 

musicians have their big, proper amp, but they want something at home to rehearse with, 

practise with, and play with,” Ashdown’s Lee Alexander told us. “We didn’t want to come 

to NAMM with just another gigging amp. We wanted to make something that hasn’t been 

done before, especially for bass players.” Other features include a headphone output, line in 

and out jacks, and, of course, Ashdown’s iconic VU meter. Alexander says fans can expect it 

to start shipping around May.

For playing out, Ashdown unveiled several new amps. Their fl agship ABM has received 

its fi rst update in nine years with the ABM-EVO IV. It has a nine-band EQ now, which 

Ashdown says adds clarity to the top end, as well as a new compressor, an upgraded 

Variable Valve Drive preamp section, and uprated transformers. It comes in 600-watt and 

1200-watt versions. If it’s simplicity you’re after, the new Retroglide 800 is a compact 800-

watt head that cuts the controls down to input gain, output level, and a 12-band EQ. John 

Entwistle fans should also get ready for the RPM-1 preamp and APM-1000 power amp. 

“When John died, we stopped building his preamps and power amps because we didn’t feel 

it was right, and we didn’t want to make amps when he wasn’t there,” says Lee. “All those 

parts have been sitting there on shelves. We’re going to use those parts to make a limited 

run of 100. When they’ve gone we won’t build any more, but for any of the guys that 

were big John fans like we are, you’ll be able to get it exactly as his was, hand-made in our 

England custom shop.”

Another late bass hero is getting gear issued this year, too. Morley will be making the Cliff 

Burton Tribute Series Power Fuzz Wah Pedal, which will 

blend aspects of the fallen legend’s original 70s pedal with 

the company’s current features. It has a vintage-voiced 

wah with a level control and a fuzz that can be toggled 

between vintage and modern voicings. Each effect can be 

used separately or in tandem. Cliff’s father Ray Burton was 

on hand to talk about his son and sign autographs for fans. 

An especially touching moment came when the 90-year-

old met with Metallica bassist Robert Trujillo among the 

roaring crowd to exchange words of gratitude and respect. 

Trujillo was also stationed at the overfl owing Warwick 

booth on Saturday afternoon, along with the majority of 

the company’s artist roster. Warwick had more than big 

names at the show, unveiling the German Pro Series, which 

offers up more affordable versions of its Corvette, Streamer, 

Thumb, and Starbass models while still making them in 

Germany. Stu Hamm has made the jump to Warwick and 

has a signature model based on the Streamer. 

A standout from the displays was a one-of-a-kind 

bass made for session ace Guy Pratt that started out as a 

Starbass but was reshaped. A head-turning attribute was 

its sliding pickup system that allowed for each pickup 

to be independently positioned under the strings. Don’t 

expect to lay your hands on that particular instrument, but 
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Warwick’s Ove Bosch says the pickup system will be an 

option on any custom shop model. 

In the amplifi cation department, Warwick introduced 

the LWA 500, a little brother to the LWA 1000 introduced 

in 2013. The micro-amp dishes out 500 watts with a four-

band EQ, built-in compressor, and effects loop. All that in 

only 2.2 pounds.

German craftsmanship was also represented in Hall C. 

Luthier Jens Ritter was displaying several of his unique 

instruments, but his new Okon Concept was garnering 

the lion’s share of attention. The bass, which combines his 

Okon bass shape and backside tuning system, is covered in a 24-carat antique gold fi nish 

and has a unique aged graffi ti-laced fi ngerboard. “I made it look like my old desktop in 

school, so I call it a “damaged desktop” fi nish,” Ritter explains. 

Down a couple of booths is Marleaux Bass Guitars, currently celebrating 25 years in 

business. Builder Gerald Marleaux brought his Contra model, a bass that blurs the lines 

between traditional instruments and a bass guitar. “The neck-through comes only on the 

low strings, and acts like a bass bar on a double bass,” he explained. “The bass side is shaped 

like a violin and built like a violin. It’s hollow with a spruce top and maple back and sides. 

When you hear the lows, they’re so deep and tight with a focused mid, and the body shape 

allows for playing up to the 24th fret.”

Down the aisle, Fodera had a jaw-dropping set of custom instruments on display, 

complete with exotic woods and intricate fi nishes. New for 2015 are the Monarch 4 

and Emperor 5 Classic Standard models. The models take Fodera’s familiar body shapes 

and apply a more traditional aesthetic. Both models come in either ash body and maple 

fi ngerboard, or alder body and rosewood fi ngerboard variations, and where Fodera’s 

Standard series is typically defi ned by a restriction of options, the Classic Standards allow 

for a choice of paint colours (Vintage Sunburst, red, black or white) and pickguard (three-ply 

tortoiseshell, black, or white). Their price points still fall in line with the Standard line and sit 

at nearly half the cost of a custom instrument.

There are few builders who have infl uenced the bass industry as much as Stuart 

Spector. Even with so much experience under his belt, he still gets excited about new ideas 

and designs. This year Mr Spector was amped up about the NS-2 CT-B Carved Top Bass, a 

hollow-body with some history. “It has a redwood top, which is reclaimed from water tanks 

on the roofs of buildings in New York City, making it 60 to 70 years old,” said Spector. “It’s 

carved both on the inside and the outside. The top is 1/4-inch thick and it’s only glued to the 

back on a 3/4-inch wide strip running down the centre. The EMG pickup is mounted onto 

the alder back, and it also has a Fishman jazz guitar piezo bridge, which sounds killer.” The 

“oNe oF the most eXCitiNG aspeCts oF Namm is 
seeiNG what iNNoVatioNs wiLL Be oN DispLaY”
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bass is currently only offered as a USA custom shop item, though Spector is investigating 

ways to offer it in other versions. Other Spector gear includes Rachel Bolan and Mike Starr 

signature Euro4LX models and the Legend Neck-Thru with a bubinga top.

This year’s NAMM saw the reboot of a few classic basses, including the Ernie Ball Music 

Man Stingray. The bass, which has been a bolt-on style since its introduction in 1976, will 

now be available in a neck-through version complete with a three-piece maple neck and ash 

body wings. Music Man diehards will be happy to know that the new models will still carry 

all of the Stingray’s characteristics from its pickup options down to its string spacing.

On the other side of the coin, Ibanez expanded its Bass Workshop with a pair of new 

basses. The BTB Volo is a 33” scale version of the typically larger BTB line. Designed for 

progressive players, the five-string bass is tuned E to C rather than B to G, with a ramp 

to maintain a quick fingerstyle. The second new bass of note is a multi-scale, fanned-fret 

version of its SR, built with an ash body, a jatoba neck, and a rosewood fretboard.

Fender has probably the biggest display of the whole show and were prolific in the bass 

department this year. Both Geddy Lee and Steve Harris got their signature basses reworked. 

Where Harris’s gets a facelift with visual upgrades, Lee’s bass is an overhaul. The new 

version mixed elements of three of the Rush frontman’s 

own basses and is defined with a thicker neck profile, white 

binding, and white pearloid blocks.

Another interesting step is the introduction of Deluxe 

Precision and Jazz basses being built with okoume bodies. 

Fender describes okoume as an African hardwood with 

a straight grain and distinctive reddish-brown hue. 

Other models to watch for this year from Fender include 

Squier editions of the Dimension Bass, Limited Edition 

Sandblasted P and J basses, and the Standard Jaguar. The 

amplification lineup grew to include a new Bassman 500 

head and Rumble 1x12 and 2x10 cabinets.

Ampeg’s booth was surrounded by the redesigned BA 

series combos introduced last year, but the centrepiece was 

the new SCR-DI. Similar to the BA series, the new pedal 

features an Ampeg preamp complete with a four-band EQ 

as well as the Scrambler Overdrive. The Scrambler has its 

own footswitch and drive and blend knobs to dial in your 

grit: plenty of connectivity makes this one versatile device.

Phil Jones was busy for the weekend, talking up his 

new amps ranging from small to unbelievably massive. 

Jones is known for utilising small drivers, but the new 

Quantum series takes things even smaller with 2.5” drivers. 

The Quantum 400 and 800 hold four and eight of them 

respectively. Both have Class D amps to keep things ultra 

lightweight, Bluetooth connectivity to stream music, and 

can run on battery power. Buskers will also want to check 

out the new Off The Grid, a 2x5 combo with 70 watts 

of power that is designed to run off DC battery power. 

Looming over everyone at the show was Jones’s 50B 

cabinet loaded with 50.5” drivers. A custom-shop model, 

the cab is capable of 5000 watts. 

The recent trend of reducing stage volume and 

switching to in-ear monitoring has reduced the rumbling 

excitement of getting on stage. Porter & Davies has 

introduced its solution with the KT Platform Tactile 

Monitor. The platform is run with one of its engines to 

reproduce your sound as you stand on it. It can transmit 

either your own bass sound or a mix from the monitor 

board, and delivers more than just the low-end rumble. 

Now that we’ve run the main hall and upper floors, it’s 

time for Hall E – the basement. It carries a reputation of 

being more relaxed, but it also has the more adventurous 

builders and players. Hot stops in the basement include 

Marco Bass Guitars, the engrossing Wyn Basses booth, 

Darkglass Electronics and the Kalium Strings booth, 

where the wonderful Chris Cardone proudly shows off his 

24-string Prat Basses behemoth.

Bergantino unveiled the prototype for its B-Amp. “It’s 

an embedded system digitally-controlled DSP Processor 

amp,” Bergantino’s John Files says. “That’s a lot of words, 

but what it means is that just as a smartphone is hardware 

controlled by software, this amplifier is controlled by 

software.” The B-Amp function boasts multifunction tone 

controls, a programmable chromatic tuner and filters, a USB 

port for upgrading the software.

If this year’s NAMM Show displays hold true, 2015 

will be a year marked by innovative new amplification, 

stunning new bass designs, and an abundance of new 

overdrive pedals. While boutique gear is pushing the 

envelope, manufacturers are seeing the benefits of creating 

more cost-effective products that anyone can enjoy

Imagine you’ve just been in a music gear paradise for 

four days straight and you’re sent back to the cold. Now 

imagine you have to wait a whole year to get back… 
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still play the Ernie Ball Stingray that I bought when I was 16, 

and I’m 27 now! I do crank a few Ibanezes here and there, and 

in the studio I change it up, but generally my live machine is 

the Stingray: it has great bite in it. 

It gives me the grip that I want. My fi rst bass was an 

Ibanez, straight off the shelf. I got it for about £800 brand 

new: the dude who sold it to me had been given it as a gift or 

something, and didn’t really know what he had. I’ve never had any problems with 

it, except I’ve learned the hard way when it comes to 

straplocks, because the fi rst time I went out without 

them I dropped my bass right on the stage! The strings 

snapped right off it and it was the worst experience 

of my life. 

I play Elixir strings when I can get them, because 

the tone just lasts forever, but I don’t have any 

endorsements or anything. We don’t use any amps 

either: I used to like having one on stage for a bit of 

extra warmth around me. It’s nice when you can physically touch something that’s 

right there with a speaker and noise is coming out of it. But when we went onto 

in-ear monitoring and started doing fl y shows, I found myself not using an amp 

because I’d DI straight out of the Sansamp and I just didn’t need one any more. We 

don’t even have empty cab boxes behind us. 

We still have a huge sound, just with small gear! I use an Ibanez Tubescreamer for 

a dirty sound, I just fl ip it on when I feel like it, but usually I have a clean tone and I 

switch between pick and fi ngers. The Sansamp works in both situations pretty well. 

I’m actually a bass player who started as a bass player, rather than being a failed 

guitarist like so many other bass players! I think you can actually tell when you 

listen to a bass player whether they started on bass or guitar: it’s about the position 

in the band that you have to fulfi ll.

Infl uences? I loved Flea, he was a huge infl uence 

on me, although I don’t slap in the band. What I do 

with Rival State and what I do at home are completely 

different! I’ve been playing in bands since I was 12 

years old, and I learned my instrument through 

writing original songs, rather than playing covers. 

I’m a fan of songwriters rather than bassists, so Trent 

Reznor and Matt Bellamy are infl uences in that sense. 

My bass parts usually start with a guitar riff and then 

my job is to fi ll it out from there and add some balls. 

We play a lot in unison and I throw in a few runs here 

and there, although I don’t want to weaken the energy 

of the song too much. It depends on the situation. For 

me, it’s about the song fi rst: I’m not there to get a bass 

fi ll or a bass run in every single part of the song, unless 

it does the song justice. I do show off here and there in 

the show, but generally I like to keep it pretty meat and 

potatoes. That’s what I call a true bass player! 

Info: www.rivalstate.net

 Stefan Einarsson of Kiwi rockers Rival State talks the state of bass

“I LOVED FLEA, HE WAS A HUGE INFLUENCE ON 
ME, ALTHOUGH I DON’T SLAP IN THE BAND”

BASSISTS
STEFAN EINARSSON, RIVAL STATE

DownUnder
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 Venom, the original black metal band, have been invoking Old Nick since 1981. On the 
bass, please meet Conrad Lant – ‘Cronos’ to the (black) masses
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A
sk Conrad Lant of Venom how he got into the bass guitar in 

the late 1970s and he tells this ace story. “I got into bass 

through a guy letting me down! I’d joined a band as a rhythm 

guitarist, but one day the bass player didn’t arrive. I was 

working at Impulse Studios near Newcastle, which later 

became the home of Neat Records, and I asked the guy there 

if I could borrow a bass. We had a gig at the weekend and I 

figured I’d just play the root notes, fuck it! I fell in love with that bass, a Gibson 

EB-3, and thought, ‘This is me!’ I bought it for 50 quid – and I was on 24 quid-a-

week wages at the time, so you imagine what that 

was like – and it turns out it was Andy Fraser’s bass, 

the exact one he played in ‘All Right Now’!”

Not a bad start for a career on bass that turned out 

to be rather longer than the couple of years for which 

Lant thought Venom would be initially be around. 

Three decades-plus later, Venom (also featuring Stu 

‘Rage’ Dixon on guitar and Danny ‘Dante’ Needham 

on drums) is releasing its fourteenth album, From 

The Very Depths, which features as always a highly 

abrasive bass tone.

“I’m using Fernandes basses these days,” explains 

Lant. “I was using them on the last album as well. My 

sound is unique, and I’m actually a bit scared that 

I’m going to lose it one day, because I go through an 

Acoustic amp, which they don’t make now like they 

used to back in the day. I look on eBay and I buy 

them up for parts. I got in touch with the company 

in California a while back, and asked to buy a couple 

of their new models. I was prepared to pay for all the 

shipping, but they told me I had to buy them from the 

stores in the States. So I don’t know what their new 

gear is like – I’m just hoping that my old one from the 

80s holds on!”

Asked about the new album, Lant explains: “One 

song, ‘Evil Law’, features a bass that I got from a guy 

at a magazine in Germany. It has strings like railway 

lines, much thicker than a fifth string: they’re like 

fingers! There’s no name on that bass, but they made 

the neck specially so it can handle the tension. If you 

put those strings on a normal bass, it would snap the 

neck like that. We’ve christened it the Behemoth. It’s 

massive, and it has the heaviest bass tone ever. When 

we recorded that song, I didn’t want it to be so bass-

heavy that the other songs sounded light, so we had a 

bit of bother mixing it: we actually had to take some 

of the weight off. My distortion just comes from my 

fingers and a Marshall 800 head. I always play with 

a pick, unless I’m playing fretless, when I use my 

fingers. I have a white cab with four 12” Celestions 

that I run the Acoustic head into, and my tone is 

right there, especially if you push the volume.”

So who influenced Lant on bass? “Geddy Lee was 

the first one that I focused on, when I’d just switched 

from guitar to bass and I needed to learn what I 

had to learn,” he remembers. “I was like, ‘Help!’, and 

I didn’t think I could get anything apart from basic 

playing from Status Quo, who I was a massive fan of. 

Don’t get me wrong, Alan Lancaster is a great player, 

but the boogie stuff wasn’t as versatile as Rush’s 

playing. I don’t read music and I never will, but 

Geddy’s playing used to blow my mind on ‘Xanadu’ 

where the notes he’s hitting are not what I would 

consider as being in the right key. Straight away I 

was like, ‘How can he play those notes?’ and that 

opened me up in my own bass playing. Like in ‘Seven 

Gates Of Hell’, I would never have done that unless 

I’d heard Geddy. And when I play the middle bit of 

‘Bloodlust’, I’m deliberately playing a fret higher than 

I should be, for effect. It creates the nastiness!”

Unusually for any bass player, Lant customises 

his basses by removing the frets from the 12th fret 

upwards, resulting in a half-fretted, half-fretless 

instrument. “I’ve been doing that as long as I can 

remember now, maybe since 1983,” he explains. “All 

my basses are fretless from the 12th fret. The first 

The
Devil You

Know

“BASS SHOULD STAND ON ITS OWN, IN METAL 
ANYWAY: IT’S AS POWERFUL AS THE GUITAR”



thing I do whenever I get a bass is hook the frets 

out, fill them in and smooth them down. I always 

have two basses and two amps with me when we 

play live. I usually do a changeover halfway 

through the set anyway, because the first 

one is bound to have gone out of tune. We 

tune to C# now: we used to go a bit lower, 

but C# sounds the best.”

 As a power trio, the musicians in 

Venom have plenty of room to move 

around – that is, when they’re 

not producing a wall of sound in 

unison. Asked how he layers the 

instruments on his albums, Lant 

explains: “As the bass player I prefer 

to follow the drums rather than the 

guitar riffs, because if me and the 

drummer can create a brick wall, it 

works out much better for the guitarist 

to put a layer on. I prefer to get right into 

the groove which the drummer is nailing. I’ve 

actually changed my playing on some of the riffs 

because I follow his drum parts. It’s heavier than 

if I just follow the guitars.”

He continues: “Bass should stand on its own, 

in metal anyway: it’s as powerful as the guitar. I 

don’t think the bass player needs to be hidden 

in the background. I remember how bass 

tones changed when Pantera and the rest of 

those bands that sounded like Pantera came 

out in the 1990s. All the heaviness was in the 

guitars. It’s actually a bit of a nuisance for 

me, because if we’re doing a gig where the 

backline is provided, they always assume I 

want that sound, and they give me Ampeg 

SVTs, which I can’t stand. I can’t get my 

sound out of them. I can get it from a 

Marshall head, a Peavey 6505, out of most 

amps, but not from Ampegs.” 

All these years down the line, Venom 

is still touring regularly worldwide: 

how does Lant decide what songs to 

play live? “We’ve got so much back 

catalogue now, we could be on stage 

for five hours!” he laughs, adding 

more seriously: “The last thing I 

want to be is a parody of what I 

was in the 1980s. If I can’t come up 

with new ideas with a controversial 

edge, I don’t want to be doing it. 

But I want the kids to be able to 

turn away from the stage and say 

‘That’s Venom up there’...” 

From The Very Depths is out 
now on Spinefarm. Info: www.
venomslegions.com

BASSISTS
CONRAD ‘CRONOS’ LANT, VENOM 

BASS GUITAR MAGAZINE040

“THE FIRST THING I DO WHEN 
I GET A BASS IS HOOK THE 
FRETS OUT”
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T
he secret to playing bass well is not limiting yourself – don’t be 

confi ned to one style of playing, teach yourself something new 

whenever you get a chance and practise as much as possible. 

You’ll only excel if you push yourself to learn new things. If I 

could get the bass tone of any 

album ever released, I would 

probably choose the tone from 

Gideon’s album Milestone: I don’t know what it is, but 

something about the bass on that album just pushes 

everything and really complements the guitars.

Some people think that bassists aren’t an important 

part of the band, but in the end we hold the band 

together and keep everybody sounding tight. We 

essentially make everyone sound better by complementing their tones with ours.

My bass style as loud, hard, and aggressive, and I don’t play five- or six-string 

basses because with what I play I don’t really see a need for the extra strings. I 

also like to be able to manhandle my basses, so having a nice thin neck is perfect 

for me. I’ve never properly learned how to slap, but I’m actually in the process of 

teaching myself slap bass, because I would love to throw some slap parts onto the 

next record.

My first bass was a blue Ibanez GSR200 four-string that I threw random 

stickers all over and made look as trashy as possible. The action on that bass was 

so high, but I didn’t know enough about adjusting anything at the time to fix it, so 

“WE HOLD THE BAND TOGETHER AND KEEP 
EVERYBODY SOUNDING TIGHT”

Travis Hufton  of Sylar puts the pedal to the metal
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I just dealt with it and played it anyway. My favourite 

bass to date is the Fender Geddy Lee Jazz: I work at 

Guitar Center when I’m home, so I get to play with a 

lot of cool basses that come in. The Geddy Lee basses 

feel and play so well. My bass heroes are Twiggy 

Ramirez from Marilyn Manson, A Perfect Circle and 

Nine Inch Nails, Fieldy from Korn and the late Paul 

Gray of Slipknot. The greatest bass player that ever 

lived in my opinion was Jaco Pastorius: his style and 

the way he played was so smooth and just flowed 

together so well. 

Sylar’s album To Whom It May Concern is out on Razor 
And Tie Records. Info: www.sylarny.com
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Sean Shreeve of Freeze The Atlantic explains
his low-frequency philosophy
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Ice Man
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SEAN SHREEVE, FREEZE THE ATLANTIC

I
like playing around with what I 

contribute to the music, 

rhythmically and melodically. 

It’s great to lock in with the bass 

drum and keep sections driving 

while the next moment playing 

syncopated lines underneath 

everything. I don’t play fi ve- and six-string basses 

because they’re not something I’ve had the chance to 

experiment with before, although I wouldn’t mind 

locking myself away with a fi ve-string for a couple of 

months and seeing what happens.

I do not slap, because I’ve never been that interested 

in learning to. Unfortunately, 90 per cent of the times 

I’ve been exposed to slap, it’s been through people at bad 

pub gigs and music stores messily crashing through Red 

Hot Chili Peppers songs. If it’s done well though, it can 

be great. Always stay open to improving your technique, 

listen to the band and respect the groove of the song.

My first bass was an Aria Pro II, used for many 

months to play Britpop and Beatles covers, badly. 

My current Fender Precision is great: it came 

complete with a Babicz bridge and Seymour Duncan 

Quarter Pound pickups and I loved it from the 

second I picked it up. It has a great action and sound 

and, unlike a lot of P-Basses, it’s not heavy. 

My bass influences, in no particular order and 

from various stages of my bass-playing life, are 

Justin Chancellor of Tool, Chris Wolstenholme of 

Muse, Ben Kenny, Les Claypool, Tim Commerford 

and Melissa Auf Der Maur. The greatest bass player 

that ever lived is Victor Wooten: there are few 

people who can say they’re spiritually linked to 

their instrument and not sound like a pillock. He 

has control, ability and style in spades.

If I could get the bass tone of any album ever 

released, I would choose a mix of Lateralus by Tool 

and Variations On Swing by Meet Me In St. Louis: 

there’s bags of clarity, grit and tone there. The 

rhythm section’s the heartbeat of the band – the 

drum provides the beat; the bass, the heart. 

 

Freeze The Atlantic’s self-titled second album is out 
on Alcopop! Records. Info: www.freezetheatlantic.
co.uk and www.facebook.com/freezetheatlantic. 

“I WOULDN’T MIND LOCKING 
MYSELF AWAY WITH A FIVE-
STRING FOR A COUPLE OF 
MONTHS”
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After becoming the most in-demand metal bassist in Sweden, Dick Lövgren 
joined tech-metal pioneers Meshuggah on their conquest to melt minds around 

the world. Amit Sharma meets the man behind the bass…

I
t’s a cold rainy night in Camden 

when we fi nd Meshuggah bassist 

Dick Lövgren backstage at the 

legendary Roundhouse, a venue 

famed for its electrifying 

performances by Pink Floyd and Led 

Zeppelin in their heyday. Lövgren is 

contemplating tonight’s set, where his band is celebrating 

25 years of existence. A massive feat by any stretch, even 

more so for a Swedish extreme metal band that display an 

almost inhuman, telepathic quality in the complexity of 

their music: bending space and time like one living, 

breathing collective organism. One Direction they are not.

Lövgren joined Meshuggah in 2004, by which time 

he was his native country’s bass player du jour, after 

stints with heavy hitters such as melodic death legends 

Arch Enemy and In Flames. Sat in a checked shirt with 

his hair tied back, the 34 year-old bassist (the youngest 

member of the band by an average of 10 years) seems both 

introspective and humble, yet quietly confi dent as he tell 

us his story.

“I grew up in a town just south of Gothenburg and 

started listening to metal and jazz music very early,” he 

says. “You could say I was pretty obsessed with music, I 

didn’t join any ‘gangs’ on what you’re supposed to listen 

to, I followed my own route with a particular interest in 

rhythms and phrases.”

It was the music teacher at his local school that gave 

Lövgren the support and opportunity to sharpen his 

creative claws, playing a fundamental part in his ability 

to translate the sounds in his head to other musicians. “I 

was lucky to have had a really nice music teacher at school,” 

he says. “He let me play music with older kids at the time, 

which all led to me becoming very geeky. It became part of 

my identity I guess, to practise more and more!”

As with many other metal bass players, it was Metallica 

four-stringer Cliff Burton, who tragically passed away in a 

bus crash in Sweden in 1986, who inspired Lövgren to pick 

up the building blocks of heavy music in order to express 

himself. He soon acquired an Aria Pro II bass.

“I guess Cliff may have had a little to do with that,” he 

smiles. “One of the things that grabbed me was his bass solo 

‘(Anesthesia) Pulling Teeth’, from [Metallica’s 1983 debut 

album] Kill ’Em All, which I heard when I was about 13 years 

old. I was pretty genre-blind through playing so much music 

all the time in different styles, and I’m glad I was, because 

there are a lot of colours and melodies in my head. It’s like a 

library up here! I’m writing a lot of jazz music for my other 

band Angry Loner using atmospheres inspired more by 

movies and old music than anything contemporary.”

Lövgren’s other band couldn’t be more different, at least 

on the surface. Scratch deeper, though, and you’ll notice 

certain nuances exhibited by both bands that challenge 

common boundaries within music. This is the unpredictable 

nature of improvisational music: sounds that take the 

listener on a journey like no other. “Angry Loner has similar 

rhythm concepts to Meshuggah in a way,” says Lövgren. “I 

realised a few years ago that both are improvisational. We 

have a drummer who plays really freely and creatively 

around these different frameworks.”

Outside his day job, Angry Loner is Lövgren’s way 

of unearthing the lost art of suspense and creating vast 
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 I WAS LUCKY TO HAVE HAD A REALLY NICE 
MUSIC TEACHER AT SCHOOL

BASSISTS
DICK LÖVGREN, MESHUGGAH
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with a ziricote top and a little Purple Heart tone plate, as well as a composite neck. 

With the expertise of some of the fi nest bass crafters this side of Mars, he was fi nally 

able to create the instrument of his dreams. “I wanted a Precision-fl avoured sound but 

with really deep, American-style low end,” he enthuses. “That’s hard to fi nd in a typical 

Precision sound as they are more nasal, so it’s a new sound, like a Precision but juiced up 

for maximum impact. One thing we did was have a separate EQ for each pickup, which 

I can dial in with a screwdriver in the back. It was a really successful project.”

Interestingly, the Swede looks to American jazz legend Jaco Pastorius for inspiration 

when it comes to tone. There was a certain midrange in Jaco’s tone that appealed to him 

more than, say, the more conventional approach to heavy sounds preferred by Lemmy 

or Steve Harris.

“Way back when Jaco started out, he found this bridge picking sound with loads of 

twang,” he explains. “Since then, bass luthiers have pinpointed it over the years and now 

you can fi nd basses that can get that with no effort, they just sound perfect whatever 

you’re doing! Back in the day, you had to be really fi t in your hand to get that kind of 

tone. With Zon I found the sweet spot pretty quick.”

As for the rest of the rig, it may come as a surprise that despite his band being one 

of the pioneers of digitally modelled sounds, Lövgren no longer uses his Fractal Axe-

FX. “I actually prefer analogue, especially for my jazz 

work. With Angry Loner, I’ve been using the Aguilar 

Tone Hammer preamp, I really love how it sits in the mix 

and lets other instruments shine. For Meshuggah, I use 

a Darkglass Vintage Deluxe distortion pedal going into 

the Tone Hammer, and that’s it! I have in-ears and just go 

out through the PA. You can’t see any gear on our stage, 

because there is no gear.”

Despite being a member of one of the most infl uential 

metal bands in recent times, there’s a certain humility and charm to Lövgren’s nature 

that has little in common with your typical rock star. Sure, awards have been won and 

accolades given – especially within the Meshuggah-infl uenced djent community – but 

the Swedish quintet have always kept themselves to themselves, remaining shrouded 

in mystery, to an almost cult-like degree.

“I’m pretty segregated from the rest of the world,” smiles Lövgren. “I don’t know 

much about other bands. Obviously it’s really fl attering when someone says you 

inspired them. But for me, it’s important not to get affected by that, because it could 

change my creativity. Humans naturally want to have the things they want: we don’t 

like change, so I try to keep myself isolated in my own creative path. With Meshuggah, 

we’re careful not to repeat ourselves, which can be quite easy for musicians to do, 

especially after 25 years!” 

Info: www.meshuggah.net, www.facebook.com/AngryLoner 

ambiences: at points they feel like music from a far 

distant planet. It’s hugely experimental, not for the 

faint-hearted, and ridiculously complicated. “I’m a 

musician that likes to play with feel,” says Lövgren. “I’ve 

studied a lot of music for quite some time now, and 

I know all my theory – but to me, it’s only tools. You 

can’t think of theory as actual music: the rules are just 

there to help you communicate what you need.”

It’s a fair point. For tonight’s two-hour set, 

Meshuggah are unearthing some lost gems from their 

earlier years. What’s more, these are not songs that 

anyone can bluff their way through. Lose your footing 

and their polyrhythms will strobe your mind into total 

confusion. Asked about the songs, Lövgren explains: 

“I’ve had to learn songs back from 1989, way before I 

was in the band, and it feels like they had 10,000 riffs 

in them. Since I’ve been in the band, we create music in 

a garage riffi ng to each other all day long… but we still 

fi nd ourselves sitting down 

to relearn things.”

At this point, there’s a 

knock on the door and a 

twinkle appears in Lövgren’s 

eye. Tour manager Biffen 

has arrived with a very 

new, and special, weapon in 

Lövgren’s sonic arsenal. It’s 

a gorgeous fi ve-string Zon, with a stunning contrast 

between the darker cap against the lighter body wood. 

You get the feeling that when Lövgren is holding it, 

everything else just fades into the distance…

“I got my fi rst Warwick quite early on,” explains 

Lövgren. “I stuck with them pretty much my entire 

career until about a year ago. I have a lot of ideas when 

it comes to sounds, and there were things I hadn’t 

found time to do and certain things it didn’t make sense 

for Warwick to do, like a composite neck to experiment 

with pickups and different things. So I discovered Zon 

and me, Bill Bartolini and Joseph Zon ended up making 

a bass together. This is the fi rst tour I’m playing with it.”

Lövgren’s new toy is made of a swamp ash body 

“I KNOW ALL MY THEORY – 
BUT TO ME IT’S ONLY TOOLS”

BASSISTS
DICK LÖVGREN, MESHUGGAH
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Tony Visconti is the man who produced and played bass on David Bowie’s 
The Man Who Sold The World, as well as working with seminal musicians 

such as Marc Bolan. Joel McIver bows his head before the master

F
ans of a certain glittering era in British rock music were treated 

recently to four unique concerts in which David Bowie’s 1970 

album The Man Who Sold The World was performed in its 

entirety. The album’s producer and bassist, Tony Visconti, was 

there, as was original drummer Woody Woodmansey, while 

vocals came from Heaven 17 singer Glenn Gregory and guitar 

and saxophone were supplied by Steve Norman of Spandau 

Ballet in the absence of the late, great Mick Ronson. Bowie himself didn’t take part, 

but gave the dates his blessing: Visconti, who we spoke to just before the shows, has a 

long and creative relationship with Bowie which extends to the present day and the 

great man’s most recent album, The Next Day. 

It’s an honour to speak to Visconti, although space forbids the full appreciation of his 

career as a bass player and producer that he deserves: for that, read his excellent 2007 

autobiography, Bowie, Bolan And The Brooklyn Boy. Today, we’re talking specifi cally about 

The Man Who Sold The World, 45 years old (yikes!) and counting but still sounding fresh.

Asked about his extravagant bass playing on the album, which ranges from the wildest 
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of improvised runs to solid, proto-heavy-metal support 

notes, Visconti explains: “I can still play like that now, but 

there’s not much call for it! When I started out playing bass, 

I was a jazz bassist on the double bass – so I was playing 

far-out solos when I was 16 or 17. When you’re the bass 

player and it’s time for the solo, you go nuts, because you’ve 

been playing rhythm for everyone else for so long, but the 

person who really spurred me on was Mick Ronson.” 

He continues: “David and I adored Mick and looked to 

him for advice and guidance, and Mick said I had to listen 

to Jack Bruce playing with Cream. That was the style he 

wanted me to play. Jack’s style was lead bass, which was 

similar to mine. I was also infl uenced by Noel Redding, 

who was a friend of mine: I adored the Jimi Hendrix 

Experience and saw them live several times. I saw Jimi 

jam in the Speakeasy one night. So this style of playing 
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rather than telling us to get stuffed as we deserve, 

Visconti merely laughs and says, “Oh, towards the end? 

I do that a lot. That’s an old musician’s trick. If you make 

a mistake, do it twice and it sounds like you did it on 

purpose. I think I played a D when it was an F, but you 

could play a D against an F chord, certainly in jazz.”

So how did the idea of playing the songs live come 

about, we ask? “I got a couple of emails from Woody and 

other people wanting to do it, and the album had never 

been played live, so I really wanted to do it,” he replies. 

“Then I listened to the album and went through a period 

of regret, because I thought, ‘What was I thinking?’ When 

I played those parts, most of it was improvised. So I had 

two choices, one of which was to improvise it all over 

again – but then it wouldn’t be the same bass parts!” 

“Some of the improvisations were set pieces, though, 

and after years of living with them I could reproduce a lot 

of that stuff. Not every note, though: I went to some far-off 

places. I was playing off Mick Ronson as well, and I don’t 

know what our guitarist Steve Norman is going to do, so 

I’m anxious to rehearse and see where we take ‘She Shook 

Me Cold’ and ‘Width Of A Circle’. Those are some pretty 

elaborate solos and bass guitar interplay. I think I’ll play 

about 75 per cent of what I did play. I’ve been rehearsing it 

by myself, and I got frustrated: I wrote out every bass part 

on manuscript, just so I could study it like I bought it off the 

shelf in a music store. I sat and read it, not even playing the 

music: that’s a good way for me to learn it, to write it out.”

He had no need to worry – the dates went to plan, and 

The Man Who Sold The World fi nally got the live outing its 

songs deserved. Forty-fi ve years later, it’s been proven one 

more time that quality lasts. 

Catch Tony Visconti on Twitter at @tonuspomus

was in the air at the time, and I loved it. For me, it was better than playing one in fi ve 

and one in four!” 

Visconti’s memories of recording TMWSTW remain clear, he says. “I was working 

hand in hand with the engineers to get a sonic identifi cation for the band. We worked 

as an arranging team: I wasn’t exclusively calling all the shots just because I was the 

producer. The song ‘Black Country Rock’ has my bass-line, and ‘Width Of A Circle’ has 

David’s melody, and the opening riff is his. We had such a ball making that album, because 

we were a real band, and the tragedy is that we never got to perform it live.” 

So what happened, we ask? “We had every intention of going out on the road as David 

Bowie & The Hype. It never happened because David had his hit, ‘Space Oddity’, and he 

met Tony DeFries, who he adored and wanted to manage him because he was parting 

ways with [previous Bowie manager] Ken Pitt. It was a changing of the guard, and I had 

some business with Tony DeFries of my own, before David even met him, because he 

worked for the accountancy fi rm that I used. I didn’t trust Tony, and David and I fell out 

over him. Plus Tony didn’t like the idea of the band: he told David, ‘You don’t need these 

guys’. Mick and Woody went back to Hull for a whole year before they made Hunky 

Dory together, and then went on to do Ziggy Stardust And The Spiders From Mars. So Tony 

DeFries was the catalyst that foiled all our plans, really!”

It’s all ancient history now, of course, and the zest with which Visconti and drummer 

Woodmansey attacked the 45-year-old material speaks volumes about the quality of the 

music. Listen to pretty much any song on the record and you’ll encounter some fairly 

complex bass parts: how did Visconti address them when he came to rehearse them again 

after all these years? 

“I had to do forensics!” he laughs. “Some of those parts, I 

started practising on my Fender P-Bass, because I did play 

that bass on a few songs on the album. But when I came 

to do ‘Black Country Rock’, I didn’t remember the space 

between two notes in the main bass-line being that wide 

and hard to play. You have to stretch from the E to the G# 

on the A string, and I said, ‘I don’t think I played the P-Bass 

on this’. I realised that I’d played a Gibson EB-3 on that 

track, so I went and bought myself a new Gibson SG bass. 

The SG has about the same scale as the EB-3, like a 30.25” 

scale, so all of a sudden I found myself playing notes that I couldn’t play on the P-Bass. 

It was very important, because that was the Jack Bruce style of playing, on a little bass, 

with real fast runs. I don’t have really big hands: I have good guitar hands, not bass hands. 

There’s a triplet run when it goes to the D boogie section on ‘Width Of A Circle’, and I’m 

playing a very fast G triad. It’s GBD, then F#DA, very high on the neck – and that would be 

impossible on a P-Bass with my size hands. I could play it on the SG though!” 

Visconti’s bass tone is to die for on the album – fat, overdriven and falling off the rails, 

especially towards the end of ‘She Shook Me Cold’. How did he achieve it in the days when 

effects for bass were almost unknown? “I got distortion the way Mick did,” he replies. “I 

had a very powerful valve bass amp, a 200 watt WEM, with two 2x15 cabinets. It was so 

beautiful. I did what Mick did and just turned everything up to 10: those speaker cabinets 

were vibrating heavily and dancing round the studio! I only had one effect in those days 

and that was a Fuzz Face, so possibly I put it in there for a little overdrive, but it wasn’t 

turned up much, because a lot of the distortion was coming from the amp.”

Like the petty hacks we are, we’ve spotted a bum note and feel the need to tell Visconti 

about it. For fellow geeks, it’s at 6’56” on ‘Width Of A Circle’. When this is pointed out, 

“DAVID AND I ADORED MICK AND LOOKED TO HIM 
FOR ADVICE AND GUIDANCE, AND MICK SAID I HAD 
TO LISTEN TO JACK BRUCE PLAYING WITH CREAM”
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The Gallery (Camden)
www.thebassgallery.com

fender 
Starcaster

a new take on a retro vibe with some eye-catching visuals from 
fender. Mike Brooks takes this semi-acoustic beauty for a cruise

t
he Fender Starcaster guitar was introduced in the 70s, but 

its four-string bass brother was a creature of legend and was 

never made for public consumption. Times change, however, 

and with a newfound reverence towards the six-string sibling 

among today’s axe-slingers, the bass version has been revisited. 

With Warwick’s semi-acoustic Star Bass proving popular, 

maybe the era of the semi-acoustic bass is upon us once again?

Build Quality
Made in China as part of Fender’s Modern Player range, the styling 

is a radical departure from most players’ perceptions of what a 

Fender instrument should look like. However, resplendent in an 

‘Aged Cherry Burst’ thick gloss finish, its smooth flowing lines, 

offset body shape and curvaceous horns are pleasing on the eye. 

Despite the wide body dimensions, the moderately arched front and 

back and lack of any chamfering or contouring to speak of, the body 

sits comfortably against the player, and in a practical sense the old 

school styling works. As well as offering a sonic benefit, the F-holes 

add to the retro look and feel, as does the cream binding around 

the front and rear facings, and as a semi-acoustic instrument, the 

Starcaster has got its overall dimensions just right.

The glossy maple neck and fingerboard are securely attached 

with a four-bolt attachment; the neck joint isn’t too obtrusive to 

the player’s fretting hand; and the upper and lower cutaways offer 

decent access to the upper frets of this 22-fret neck. The 30” scale 

and slim neck profile make the whole playing experience extremely 

comfortable and accessible even to the fattest of fingers. The setup 

is good with a moderate action and no sharp fret ends along the 

whole neck. 

Strangely, despite the body dimensions, the headstock still 

dominates the instrument’s balance until it’s placed on a strap – 

thankfully the strap buttons are located where you would expect 

them to be. Once in playing position there are no comfort issues, 

no doubt helped by the lightweight timbers and lack of bulk due to 

the acoustic nature of the instrument. The curved headstock, and 

upturned headstock bulb work in tandem with this bass’s aesthetic.

The Hi-Mass chrome bridge looks like Fender’s attempt to create 

a Badass-style bridge and the open-geared elephant-ear machine 

heads add to the overall vibe. The Wide Range humbucking pickups 

look chunky and domineering, with the Fender logo etched onto the 

pickup cover while the black volume and tone controls are of the 

black-skirted type as seen on Fender amplifiers. The control set is 

completed by the pickup selector located on the lower horn.

sounds and PlayaBility
Surprisingly, the acoustic characteristics of this bass don’t appear to 

add much additional volume when unplugged, yet the acoustic tone 

is noticeably bright and resonant with a good clear response and the 

Gear
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PRICE £898
MADE IN China

BODY Alder with maple top and back
NECK Maple, 30” scale

NECK Joint bolt-on, four-bolt connection
NUT WIDTH 43mm

FINGERBOARD Maple
FRETS 22

PICKUPS 2 x Fender Wide Range 
humbuckers

ELECTRONICS Passive
CONTROLS Neck pickup volume and tone, 

bridge pickup volume and tone, 
pickup selector

HARDWARE Fender Hi-Mass chrome 
bridge, Fender chrome tuners, black skirted 

amp controls
WEIGHT 4.5 kg

CASE/GIG BAG INCLUDED? No
LEFT-HAND OPTION AVAILABLE? Yes

WHat We tHinK
PLUS Different and interesting, eye-

catching visuals and a good choice of tones
MINUS Won’t suit everyone, not the sort of 

bass you would use on every gig
OVERALL The legend lives! An interesting 
bass with some equally interesting tones 

matched with great playability. Check it out!

BGM ratinG
Build Quality 
sound Quality 
Value  

tecHnical sPecification

bass sustains well even with 

its shorter scale. Despite being 

fi tted with heavy gauge strings, 

the bass plays very well: the 

strings still have a suppleness 

and ‘bendability’ that you may 

not expect.

Amplifi ed, what have we 

got? Well, running across both 

pickups and some immediate 

tonal investigation, I’m pleased 

to report that there is a good 

selection of very usable tones on 

offer. Having a pickup selector 

and individual tone and volume 

controls for each pickup means 

there is a fairly wide palette of 

tones available in a variety of 

combinations, but don’t be put 

off by this: you could quite easily 

pick this bass up and achieve a 

thick, rounded tone with some 

mid-bite immediately. 

Being a humbucker, the bridge pickup is signifi cantly fuller sounding 

than a standard single-coil pickup in that position. This offers some 

fatness to the tone to compensate for the instrument’s lightness but 

don’t dismay, the bridge pickup also has plenty of honk and character 

to brighten up the tone in a band mix. Soloing the bridge pickup and 

playing with a plectrum or fi ngers gives you an idea how bright the 

instrument can be, so mixing in some of the neck pickup rounds the 

whole tone off. Similarly, soloing the neck pickup gives a great Motown/

soul/blues vibe: I have to say these pickups are very well matched with 

this particular bass.

conclusion 
An instrument like this gives a certain impression just from its 

appearance and I thought I knew how it would sound before I plugged 

it in, but it actually performed even better than I had hoped. It’s not a 

typical standard bass and therefore a slightly different playing approach 

actually brings out the best it has to offer. The neck is fast, comfortable 

and well set up. Whether the body shape and styling suit you is another 

matter entirely. The Starcaster won’t suit everyone, so I would advise 

trying one before parting with your hard-earned cash. It lends itself well 

to certain styles and less well to others, but it has a defi nite character of 

its own, and in that respect, it’s certainly worth investigating. 

“it’s not a tyPical standard Bass and tHerefore a 
sliGHtly different PlayinG aPProacH actually BrinGs 

out tHe Best it Has to offer”
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“THE AGUILAR PICKUPS AND
PREAMP, AND THE POSH HIPSHOT 
BRIDGE AND GOTOH TUNERS, ARE THE 
SAME KIT THAT APPEARS ON MANY 
OF THE ONE-OFF EXOTICS ON WHICH 
ROSCOE HAS BUILT ITS REPUTATION”
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Bass Direct
www.bassdirect.co.uk

Roscoe 
Century 5 PJ

A ‘Handmade In The UsA’ bass for under
two grand? Kev sanders investigates

o
ften, hand-built basses from small US or European workshops 

will have a top or body made from rare tonewoods with striking 

grain patterns or spalting. In fact much of Roscoe’s catalogue is 

very much in this vein. Although these costly woods are chosen 

with their natural tone in mind, they’re mainly used because 

they look good, adding a great deal to the perceived value of 

the instrument. After all, if you’ve forked out thousands of pounds for 

a bass, it seems a shame not to flaunt the fact. But while the materials 

used for Roscoe’s Century 5 may not have the wow factor of some, boy, 

does this bass look good. Let’s take a closer look...

BUILD QUALITY
The tobacco sunburst satin finish on the Roscoe’s swamp ash body has 

been allowed to sink into the grain of the timber here and there, giving 

it the appearance of old leather. The Century has an unusual finish, but 

it suits the colour and is evenly applied and rubbed back to a smooth 

sheen, as is the finish on the neck and headstock. The two-octave neck 

is made from three pieces of maple, the outer two with arrow-straight 

grain either side of the centre section. This has been quarter sawn, 

showing off the distinctive ginger flecks in the grain. This middle piece 

is separated from the two outer sections by strips of dark veneer.

The neck has a single truss rod reinforced with two graphite rods so 

although it’s slim and shallow, it should stay put once set up. Around 

the back, five black countersunk hex bolts and an accurately routed 

socket holds the neck and body solidly together. There are separate 

cavities for the preamp control and battery, meaning that swapping the 

9V battery is quick and easy with just two screws to undo.

Turning to the electronics, the Aguilar pickups and preamp are 

among the best available and unusual at this price point, as indeed is 

the Hipshot billet stainless bridge and top quality Gotoh machines, 

which turn smoothly and evenly. The 24 nicely finished medium frets 

and unadorned fingerboard give the bass a clean, unfussy image, with 

the only decoration being the small white dot makers neatly set into 

the top edge of the pau ferro fretboard.

soUNDs AND PLAYABILITY
The first impressions are of a light, workmanlike bass. The Roscoe is 

comfortable to play either seated or standing, and the narrow, ergonomic 

body shape and slim neck make this a bass that you’ll enjoy playing no 

matter how long the practice session, rehearsal or gig. The two-octave 

neck in particular is a peach, and with its shallow C profile and smooth 

satin finish, it’s a joy to hold and play over its entire range, from the 

geAR
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Price | £1,950 including deluxe gigbag
BoDy | Swamp Ash

Finish | Satin Tobacco burst
neck | Maple, three piece

neck inlays | White dots on top 
edge only

FingerBoarD | Pau ferro
Frets | 24

controls | Volume Pan Bass Treble Tone
scale length | 35”

tuners | Gotoh
PickuP | Aguilar P/J

WHAT We THINK
Plus | High quality, no-nonsense bass with 
the best available hardware and electronics. 

Sounds at least as good as some 
instruments that cost twice as much

Minus | Not an unattractive bass, but 
perhaps a little uninspiring visually

oVerall | £1,950 is a bargain for this 
bass, especially when that price includes a 

deluxe gig bag
 

BgM RATINg
BUILD QUALITY  
soUND QUALITY 
VALUe  

TecHNIcAL sPecIfIcATIoN

shallow volute just before the 

headstock right up to the shaped 

heel at the body end.

The string spacing is very 

close – initially a little too 

close for me, in fact – but it’s 

something you’ll quickly get 

used to and once you do, like 

me you’ll probably find it hard 

to put the thing down. Partly 

that’s because it just feels so 

comfortable to play, but mainly 

it’s because of the fantastic 

sound of this bass.

The Precision pickup in 

front plus a Jazz pickup at the 

bridge configuration means 

that in theory you get the best 

of both worlds. The Precision 

pickup was the original sound 

of rock, and its split design still 

sounds as good today as it ever 

did. Then there’s the Jazz-style 

single coil at the bridge end, 

giving you that dark, mid-rich 

bark that players the world 

over have used ever since Jaco 

made it the bass sound of choice 

for funk and fusion. Although 

we can compare the Century 

5’s electronics to those of the 

early Fenders, in reality the 

similarities go little further than 

the way they look. This is a modern and hugely powerful bass, and the 

bright and clear tone you hear as soon as you plug it in is no doubt due 

as much to the quality of the Aguilar electronics and pickup designs as 

the hardware and timbers.

The controls are refreshingly simple and quick to get used to. 

With the pan control set to full neck or full bridge, you get a modern 

interpretation of those original benchmark Fender tones. But this is 

only part of the story: using varying amounts of both pickups together 

gives you a wide range of classy bass tones, from a soft, intense jazz 

solo voice to a thunderous foundation fit for any rock or metal anthem. 

The longish 35” scale means that the low B string is taut and focused, 

and pulling out the volume control puts the bass into passive mode 

should you feel the need to head back towards a more traditional blues 

or rootsy vibe.

coNcLUsIoN
Somehow, Roscoe has pulled off a neat trick here, producing a quality 

bass handmade in the US and selling it at a price that rivals many 

mass-produced instruments imported from the Far East. Apart from 

the absence of fancy timbers, it’s hard to see how it has been done: 

Roscoe certainly hasn’t scrimped on the hardware and electronics. The 

Aguilar pickups and preamp, and the posh Hipshot bridge and Gotoh 

tuners, are the same kit that appears on many of the one-off exotics on 

which Roscoe has built its reputation.

The Century is as close as we’ve seen in a long time to a bass 

that is designed and built first and foremost for the quality of its 

tone. Swamp ash may not look as good as AAA quilted maple, but it 

sounds every bit as good (if not better) when it’s been selected for 

lightness and evenness of grain. The neck profile is slim and fast, 

and the electronics and hardware are as good in a functional way 

as anything currently available. If the quality of your sound is your 

number one priority, and you can’t quite stretch to the £4k-plus 

that other handmade basses 

can cost, this has got to be high 

on your shopping list of basses 

to try.  
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I
t’s been a great couple of 

years for Ashdown, with 

loads of new products 

released. For those of us 

working to a budget, one of 

the most eagerly anticipated 

releases has been the new AAA 

(Access All Areas) range. This 

consists of seven new combos 

and this, the Five Fifteen 

BBH-220 head. Although the 

Five Fifteen might look a little 

plain to some users, you’ll get 

no complaints from us about its appearance. It’s unusual these days 

to fi nd a bass amp head that doesn’t require you to buy a separate 

carry case or rack to keep it from getting bashed, and the sturdy case 

with its black vinyl covering and tough corner protectors should do a 

great job of keeping the Five Fifteen safe for a long time. This kind of 

design was very popular back in the 70s and 80s, with companies like 

Carlsbro, Trace Elliot and Peavey all making smaller bass heads of 

this kind for those ready to step up from a combo amp. How does the 

Five Fifteen compare?

As good as the aforementioned old Peaveys and Carlsbros were, 

we’ve moved on a long way since then and the Five Fifteen not only has 

pro features such as an XLR balanced line out, effects loop and aux in 

with balance control, it also has the AppTek function, something which 

Bass Direct
www.bassdirect.co.uk

 ASHDOWN
Five Fifteen BBH-220 Head

Two hundred quid plus change for an Ashdown head? Plug me in, says Kev Sanders

would have been science fi ction 

back then. The front panel is 

simply and clearly laid out with 

separate hi and low impedance 

inputs on the left, followed by 

the input volume, drive and EQ 

controls. The master volume, line 

in and FX loop are to the right.

Like the combo amps we’ve 
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tried in the AAA range, the 

simplicity of the front panel on 

the Five Fifteen makes fi nding 

your bass tone quick and easy. 

We recently tried this head as 

installed in Ashdown’s AAA 

1x15 combo, and we were all 

pretty impressed with its warm, 

almost valve-like natural tone. It 

wasn’t lacking in volume either, despite having an eight-ohm driver and 

therefore only drawing about two-thirds of the amp’s maximum power.

Any amp has limits to its frequency range, and for a combo, that 

range is usually determined by the speaker and the size of the box 

in which it’s mounted. The amp may well be capable of amplifying 

very high (and very low) frequencies, but if the speaker and cab can’t 

reproduce them, then they’ll never be heard. So as a standalone head, 

the Five Fifteen is an altogether different proposition, and hooking it 

up to the Rootmaster 210T cab it sounds big, clean and open. Like the 

combo, it has a sweet, warm 

sound, but you can add in all 

the top end and ground-shaking 

low bass you‘ll ever need. The 

EQ may be simple, but it’s 

very effective and the controls 

all work in a smooth and 

progressive way.

The drive control works just 

GEAR
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PRICE | £229
INPUTS | 2 hi/lo impedance
POWER (RMS) | 180 Watts

EQ | Passive: bass, middle and treble
DISTORTION | Less than 0.5% THD

DIMENSIONS (MM) | (WxDxH): 410 x 
280 x 112 

WEIGHT | 6 kg

WHAT WE THINK
PPLUS | Great value. A well packaged and 
designed fi rst-time head. The AppTek facility 
massively increases its potential for practice 

and recording
MINUS | Not particularly exciting to look 

at. Lacks a little headroom when the volume 
gets cranked up very high

OVERALL | Ashdown has done it again 
and produced a bass amp that will appeal 

to cost-conscious seasoned players as well 
as rookies

BGM RATING
BUILD QUALITY 
SOUND QUALITY 
VALUE  

TECHNICAL SPECIFICATION
like the gain stage in a valve 

amp, and turning this up gives 

you a workable and very musical 

overdrive. It does get a bit nasty 

at the extreme, but the usable 

range comes way before this and 

you can switch it in or out from 

the front panel. Then there’s the 

AppTek function, via a socket 

on the front panel of most of the 

amps in Ashdown’s new AAA 

range. It’s basically a parallel send/

return loop on a mini jack socket, 

into which you plug your tablet or 

phone with the cable provided.

Here’s how it works. First, 

you download a free app called 

AmpKit from Ashdown’s 

software buddies Agile Partners. 

This seems to be primarily 

designed for guitarists and only 

comes with a Peavey VK100 

guitar amp interface as standard, 

as well as a noise gate and 

distortion effect plus a simulated 

cab and mic option. However, 

once you have this app you can then download the Ashdown ABM900 

interface, with all the features the big Ashdown has to offer: nine-band 

EQ, sub-harmonics, tube drive and compressor. At the moment this costs 

£3.99, but from the next update this will be free. Alternatively, if you 

can stretch to £13.99 for the AmpKit+ app, you get a whole selection of 

amps and effects bundled together. Once installed, you have a range of 

recording, amp modelling and foot pedal effects options. At the moment 

the AppTek is only compatible with Apple products, but Ashdown tell us 

that Android platform software will soon be available.

There aren’t many bass heads you can buy for this kind of money, 

and virtually none from a company with the kind of reputation that 

Ashdown enjoys. Hooking up the Five Fifteen to one of the new RM 

MAG 210T cabs (or even better, one of the 4x10 4 ohm 414Ts) gives you 

a great looking and compact rig, and let’s not undersell the bar-bragging 

rights that come with having a bona fi de Ashdown rig. One of the best 

points about this amp, and the rest of the AAA range for that matter, is 

its weight, or rather the lack of it. You can easily lift this amp and one 

of the new Ashdown cabs in and out of a car boot: it’s really no more 

hassle than transporting a large combo. Unlike a combo, however, the 

Five Fifteen head gives you the fl exibility to add the speaker cab of 

your choice, which means you can select the kind of rig that will best 

suit your style. Roots and reggae? You’ll need a 1x15. Rock and metal? 

That’ll be a 15 and two 10s. Funk or soul? Four 10s will sound great. The 

Five Fifteen head is a great little amp. It’s straightforward to use, pokey 

enough for most small and medium gigs – and with the AppTek facility, 

versatile and great fun too. 

“ONE OF THE BEST POINTS ABOUT THIS AMP, 
AND THE REST OF THE AAA RANGE FOR 
THAT MATTER, IS ITS WEIGHT, OR RATHER 
THE LACK OF IT. YOU CAN EASILY LIFT THIS 
AMP AND ONE OF THE NEW ASHDOWN 
CABS IN AND OUT OF A CAR BOOT “
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   Strings & Things
                   www.stringsandthings.co.uk

Music Man
Bass Amps

Wait a minute. amps with ‘Music Man’ written 
on ’em? Duff Battye investigates...

F
irst off, this is not a 

strange case of mistaken 

identity, perhaps with 

some factory somewhere 

putting the wrong 

labels on the wrong 

amps. You see, while they are 

well-respected bass guitar 

manufacturers, with endorsees 

of the calibre of John Myung 

of Dream Theater, Cliff 

Williams of AC/DC and Gail 

Ann Dorsey of David Bowie’s 

band, Music Man have not in 

recent years been known for 

their amplification. But, despite 

being away for almost three 

decades, they are back. Let’s see 

if they cut it!

You’d expect a company with 

the standing of Music Man to 

produce top-quality amplification 

to sit alongside their lovely 

range of basses – and on finding 

out that to re-launch their amp 

range they drew on the expertise 

of Italian designer Marco De 

Villgellis of DV Mark and 

Markbass fame, our excitement for these amps was tangible.

The first thing that struck me when the head, cab, and combo 

arrived was their size. In this age of tiny bass heads, cabs, and 

combos, the packaging had a reassuringly large feel to it. The 

second thing was how easily the deliveryman was carting them 

around. Once unpacked and signed for, it was clear that the 

delivery guy was not a late entrant for World’s Strongest Man. 

While this range looks very un-Markbass, it shares one important 

factor – it’s lightweight.

I remember when I first started playing bass; I wanted a big amp 

behind me moving a whole lot of air in front of me. Several years 

later, I loathed that enormous rig. As did my back, and the many 

sets of stairs that had felt the impact of said amp dropped down 

them. So for me at least, it’s a really nice touch to keep the size 

of the rigs but use modern technology to cut down on the weight 

without any loss of power.

The old-school appeal doesn’t stop there. The thing that really 

draws your eye to the amp is the on/off switch, a very un-fancy 

stainless steel toggle switch that drops down into the ‘on’ position 

with a lovely clunk and lights a simple red indicator. A clunk of 

yesteryear, if you will – when bands were made by relentless 

gigging, not by people I don’t know swinging around on chairs (Calm 

down, Grandad – Ed).

The head, cab and combo all continue this robust and simple 

theme, with matte black bodies, silver mesh fronts, and a discreet 

and classy Music Man logo. Plain black and white dials on both the 

BH-500 head and 115-B 250 combo give you plain options: input, 

gain, treble and bass. Then there’s an EQ section with footswitch 
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MUSIC MAN BH-500 HEAD
RRP | £749.99, £1249.99

POWER | 500 watts
FEATURES | Four-band EQ, plus bright, 
contour and vintage controls, overdrive 

circuit with on/off, drive and level, effects 
loop 1/4” send and return, 1/8” aux input, 
1/8” phones output, optional footswitch 

input, removable front grill

115-B 250 COMBO
RRP | £749.99

POWER | 250 watts
FEATURES | 1x15 speaker, four-band EQ, 
plus bright, contour and vintage controls, 

overdrive circuit with on/off, drive and level, 
effects loop 1/4” send and return, 1/8” 
aux input, 1/8” phones output, optional 
footswitch input, removable front grill, 
external speaker output with ground lift

WHat We tHinK
PLUS | Build quality, incredibly lightweight, 

stylish old school design
MINUS | The name lacks the track record 

of its competitors
OVERALL | Simple styling and light weight 

backed up with fantastic sound quality 

BGM ratinG
BH-500 HEAD

BuiLD QuaLitY 
sOunD QuaLitY 
VaLue  

810-BS CAB
BuiLD QuaLitY 
sOunD QuaLitY 
VaLue  

115-B 250 COMBO
BuiLD QuaLitY 
sOunD QuaLitY 
VaLue  

tecHnicaL sPeciFicatiOn

option, plus interesting, non-graphic-equaliser-style 

dials at 67 Hz, 184 Hz, 510 Hz, 1.4k Hz and 3.8k Hz. 

The front section is rounded off by a volume master and 

the aforementioned on/off switch. No fi ddly effects that 

generally don’t work. Just an amp with knobs on it, which 

change the sound, and look as if they’d laugh in the face of 

an unintentional ride down a set of venue stairs. 

As you’d expect from such a simple design, the 

sounds are relatively straightforward. The 500W head 

aligned with the 8x10 cab really puts out some serious 

power. There is less chance to become pre-occupied 

with tweaking minor graphic settings and the sounds 

remain crisp and clear up the range. The bass can be 

played gently, and the basic nature of the tonal options, 

to me, means it is less confusing. 

The 115-B 250 combo would work fi ne in most 

rehearsal or gigging situations. The basic layout of the 

amp head is the same, and so are the tonal options. It also 

has a nice modern twist with a tilt in the speaker to face 

upwards. As many combos will be used in live settings 

without monitors, this is a really sensible option, to put 

the sound where it needs to be. The tones are crisp and 

clean with plenty of options to add after market effects.

“tHe tHinG tHat reaLLY DraWs YOur eYe tO tHe aMP is 
tHe On/OFF sWitcH, a VerY un-FancY stainLess steeL 

tOGGLe sWitcH tHat DrOPs DOWn intO tHe ‘On’ POsitiOn 
WitH a LOVeLY cLunK anD LiGHts a siMPLe reD inDicatOr. 

a cLunK OF YesterYear, iF YOu WiLL ”

Music Man is defi nitely back 

in the amp market. They may 

have used the amp designers 

behind the fabulous Markbass 

range, but they haven’t simply 

copied an existing idea. They 

have used the strengths 

of power, playability, and 

lightweight amps and married 

them to a more traditional 

styling – both feature wise and 

size-wise. So many amps are 

loaded with irrelevant extras: 

these amps are not. 

Gear
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 elcome to our redesigned techniques section, in 
which Bass Guitar Magazine collates the wit and 
wisdom of the crème de la crème of the electric 
and upright bass world. We’re fortunate enough 
to have some serious talent on the team, from 

world-class music educators to experienced touring musicians, who 
between them have laid down the low notes in every studio, club 
and arena in the civilised world. Note that we’ve divided the columns 
according to Beginner, Intermediate and Advanced level for easy 
reference. Whether you’re looking to improve your playing technique, 
expand your awareness of theory, set up your rig to sound like your 
particular bass hero or simply get on a bus and tour, we provide the 
answers you need here. What are you waiting for? Dive in...
Joel McIver, editor

MaKinG you a Better Bass Player

Bass

Alex Webster founded the frankly terrifying Cannibal Corpse in 
1988 and has guested since then on musically complex projects 
such as Blotted Science. He is the author of the Extreme Metal 
Bass instruction book.

aleX WebSTer INTERMEDIATE THEORY 78

Ellen O’Reilly is a freelance bassist and vocalist currently 
studying at ICMP. Ellen has extensive experience in gigging, 
studio and television work. 
www.lowendlady.com

Ellen O’Reilly is a freelance bassist and vocalist currently 
studying at ICMP. Ellen has extensive experience in gigging, 
studio and television work. 
www.lowendlady.com

86

Paul Geary attended the Berklee College of Music in Boston and 
the Musicians’ Institute of Technology. He also heads up the 
Academy Of Contemporary Music’s bass school.
www.paulgeary.com

paul gearY BEGINNER’S THEORY 74

Rob Statham has amassed over 25 years as a professional 
freelance bass player. He has played in a wide range of musical 
settings, including jazz, blues, prog and classical, and he has taught 
for the past three years at Tech Music School.

rob STaTham INTERMEDIATE TECHNIQUES 76

ellen o’reillY BEGINNER’S THEORY 72

Head of the Bass Department at BIMM Brighton, Franc has 
worked with artists such as Steve Howe (Yes), Lisa Moorish, and 
Mike Lindup (Level 42). Franc uses Jeff Chapman basses and 
Elites strings.
www.francoshea.com

franc o’Shea ADVANCED THEORY 80

Say hello to advanced techniques columnist Philip Mann, star of 
studio and stage. Ready to get those fi ngers fl ying? Mann up...

David Etheridge studied double bass at the Royal College of Music. 
Since then he’s worked with musicians such as Nigel Kennedy and 
Martin Taylor. David teaches double and electric bass and is the MD of 
two big bands and a 55-piece jazz orchestra.

david eTheridge UPRIGHT BASS 86

Say hello to advanced techniques columnist Philip Mann, star of 
studio and stage. Ready to get those fi ngers fl ying? Mann up...

Mike has written for BGM since 2004 and has been a bassist since 
1987, clocking up over 3000 gigs around the world in the process. He 
has played for and worked with the likes of Bonnie Tyler and Toyah 
Willcox, and has a bass collection to rival a small shop.

miKe brooKS COVER BAND PRO 88

Steve Lawson is the UK’s most celebrated solo bass guitarist, with 
15 years of touring and 36 solo and collaborative albums to his 
name. He also lectures at colleges around the world.
www.stevelawson.net

Mike has written for 
1987, clocking up over 3000 gigs around the world in the process. He 
has played for and worked with the likes of Bonnie Tyler and Toyah 
Willcox, and has a bass collection to rival a small shop.

miKe brooKS 

STeve laWSon EFFECTS MAESTRO 91

philip mann ADVANCED TECHNIQUES 84
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introduction

The Stave: most music written for the bass guitar uses the bass clef. The 
example to the right shows the placement of the notes on the stave.

Tablature: this is a graphical representation of the music. Each horizontal 
line corresponds with a string on the bass guitar, with the lowest line 
representing the lowest pitched string (E). The numbers represent the frets 
to be played. Numbers stacked vertically indicate notes that are played 
together. Where basses with five or six strings are required, the tablature 
stave will have five or six lines as necessary.

Notes shown in brackets indicate that a note has been tied over from a previous bar.

the followinG is a Guide to the notation syMBols and terMinoloGy used in Bass Guitar MaGazine

Slap and pop Technique
Notes slapped with the thumb are 
marked with a ‘t’, notes popped 
with the fingers marked with a ‘p’

advanced Slap Technique
Fretting hand slaps are marked 
’lh’ and double thumbing 
upstrokes are shown with an 
upward pointing arrow

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

Tapping TechniqueS
Fretting hand taps are shown with a 
‘+’ in a circle. Picking hand taps are 
shown with ‘+’. Specific fingers will 
be shown with numbers if necessary

hammer-on and pull-off
Hammer-ons and pull-offs are 
shown with a slur over the notes. 
Only the first note is plucked by 
the picking hand

Slide (gliSSando)
Slides are performed by playing the 
first note then sliding the fretting 
finger up to the second note

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

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

BGM Notation Legend

PlayinG techniques

frettinG techniques

PlayinG harMonics BendinG notes

naTural harmonicS
The note is played as a harmonic 
by lightly touching the string 
above the fret indicated

arTificial harmonicS
Pluck the string while fretting the 
lower note and placing the edge of 
the picking hand thumb an octave 
higher (the note shown in brackets)

bend
The note is bent upwards to the 
interval specified: ½ = semitone, 
full = tone

bend and releaSe
The note is bent up to the interval 
indicated then released back to its 
original pitch
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Our 2005 album Ascendancy is 10 years old this year. If you do it 
right, making an album should drain you mentally and physically – and 
this one most certainly did. Here are a few fun bass tales... 

Jason Suecof, our producer, and I rarely disagreed during the 
making of Ascendancy. However, there was one area of contention, 
and that was my bass and its recording-worthiness. There was only 
one choice, a Washburn five-string that I’d been playing for a few 
years. It was an excellent starter bass with active pickups, despite 
its slightly unpleasant buzzing sound. I was offended to think that 
it wasn’t up to par for recording and I argued that it would never 
be heard in the mix. Wisely, Jason and I went to the Bass Store in 
Orlando to see what they had. He purchased an Ibanez K5 Fieldy 
signature bass, not a bad bass at all, the best part being that there 
was no noise and we got a decent tone in the end. We tracked all 
my parts in about four days, but two weeks into tracking guitars 
and bass, it became apparent that something was wrong. We had 
to scrap every riff and lick that we had recorded.

That really sucked! I expect some setbacks in the studio now, but 
back in those days, our inexperience led to a bit of panic. We also 
made the very amateur move of trying a new tuning after all of our 
pre-production and demoing. I believe it was drop C or C#, and we 
were originally in drop D. The solution to our problem was simple. 
One, we were going back to the original tuning, and two, we would 
record each song in chunks in order to tune more frequently. This 
saved the day and lifted a mighty weight off of our shoulders. 
Having the album mixed by Andy Sneap was an honour for us: what 
made Ascendancy stand out among the metal class of 2005 was 
the sound he helped us create.

Any time I hear a track pop on at a bar or a concert, I am still 
pleased with how different and interesting it sounds, especially 
since none of us had any clue of what goes into a mix at the time. I 
figured you just got your tone and that was it, minus a few tweaks 
to the EQ here and there. The album just makes itself, right? Re-
amping was a foreign word to me. I remember the rough mixes we 
sent and the final mix we received being drastically different. It’s 
hard to even think of what another mix on Ascendancy would have 
done to the overall results. 

Ten years later, I 
feel very fortunate to 
be able to retell some 
of these stories and 
laugh at how naive 
we were throughout 
most of the album 
process. Even though 
we had all been 
playing in local clubs 
for years, making 
demos and trying our 
hardest to make it 
out of Florida, nothing 
prepares you for the 
reality of making a 
major record. Fingers 
crossed, 10 years 
from now I’ll be back 
here writing a few 
more stories and 
seeing if Ascendancy 
still holds up!
www.trivium.org

If you love the sound of the double bass as much as I do, then 
listening to an improvised solo concert on the instrument can be a 
real treat. It’s rare that you can hear such a performance and enjoy the 
sound of a double bass without any other instruments, of course. 

For any instrument, performing a solo concert is difficult as you 
have to incorporate different textures, dynamics and sounds in order 
to develop the music, which is usually shaped by the presence and 
interplay of other instruments. I love to hear a really good band play 

together, and I’m a 
big fan of interaction 
between musicians, 
but I also love 
attending a solo 
performance. 

I’ve seen a few 
such concerts in 
my life, but none as 
amazing as the one 
I saw last week. 
I heard Robert 
Lanfermann, a 
German bassist, play 
solo in a church in 
London: it was one 
of the most beautiful, 
inspirational 
performances I have 
ever seen. Just as 
the setting for the 
concert was spot 
on, his musicianship, 

ideas, musical flow and technique were astonishing. Sometimes 
musicians are very technical but lack musical depth: others have 
beautiful ideas, but are missing something else.

Robert, on the other hand, held all that to a very high standard. His 
playing was so creative, and his ideas flowed from the first note until 
the last. I especially enjoyed the bowing harmonics with which he 
started off his performance. He then developed his ideas from there 
and every note sounded fresh and improvised, retaining a very strong 
theme throughout. You might think it’s easy to do an improvised solo 
performance, but apart from the exposure of the situation, it’s not 
easy to avoid falling into learned habits and play something that has 
been previously planned. To really improvise, every moment of your 
performance must completely connect with the inner flow of your 
music. This is a part of getting to know yourself as a musician, and also 
as a human being. 
soundcloud.com/ruth-goller

The Jazz BassisT

Jazz guru ruth explores the art of solo performance

Ruth GolleR

The MeTalhead
Paolo GReGoletto

trivium bassist Paolo Gregoletto looks back at his 
early work

© Scott Uchida

front line
The

Want to Make it as a Professional Bassist? 
listen uP as BGM’s World-class Bass teaM 
rePorts Back froM the tour Bus

a coMPact Practice coMBo for the Bass connoisseur? Great thinGs 
can coMe in sMall PackaGes, as Ben cooPer finds out
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Following on from last month’s studio tips and tricks, let’s look 
at the playing, mindset and environment that can make a recording 
session go much smoother. 

Warm up as you normally would before a show, and don’t be afraid 
to get the temperature of the studio increased a bit: cold fingers won’t 
be any good when you’re trying to play solid bass-lines. I find standing 
in the control room and monitoring with the speakers tends to help 
communication with fellow bandmates and the studio boffins. 

Also, if you’re using a DAW, sit with the engineer or producer and go 
through the track mapping out the structure of the song with different 
colour markers: you can also prep this with the demos, if you’re using 
them as guides. That way everyone knows which bit is the chorus 
and which bit is the middle eight – very handy when doing drop-ins or 
patching up parts, and likely to speed things up considerably. 

If the track has chords in the bass part, try and separate the notes 
of the chords out and track them individually. Bounce them down to a 
single track and hey presto, the tuning will sound better and the chords 
will ring truer and clearer. They’re much easier to place in the mix as 
well: your mixer will thank you. Listen to the engineer or producer, try 
their ideas out – and if you’re still not happy, at least you have your 
original Plan A to revert to. It’s good to try at least a cursory exploration 
of all the other ideas, but remember, at the end of the day, it’s your 
name on the record, not theirs. 

And finally, tuning! Put the tuner after the first DI – or an out from a 
bass head or pre-amp, if there’s one free – and check the tuning every 
take. In fact, check it even if you’re only dropping in for a bar. Once you 
get into the habit, it tends to become second nature.
www.therapyquestionmark.co.uk

The alTernaTive rocker

therapy? bassist Mike enters the zone of the mind

Michael McKeeGan

One of the criticisms leveled at extended range players is that we 
do not play bass, and more specifically that we do not perform the 
traditional function of a bassist, or even that it is ridiculous to play that 
way on something with seven or more strings. I would argue that we 
are able to play deeper bass than usual, which is a valuable skill. 

People in the audience pay attention to the added high range of our 
instrument because it is more present, and because many of us develop 
flashier techniques in the upper register, but it is at least as important 
to focus on the other end of the spectrum. There are countless four-
stringers who can be cited as great groove players or examples of how 
to do the job right, but how often do people think of extended rangers 
as pocket players? 

There is no reason for this to be the case. I challenge you to find new 
ways to perform bass in the lowest registers of our instrument. Why 
not tackle funk, classic rock, metal, jazz or any other style, and find a 
way to make the music happen in a way that’s deeper than most people 
think? Listen to what keyboardists and organists have been doing for 
decades to hear how supportive bass works when you go below the E 
at the bottom of a four-string. 

While we may not be able to mimic the parts of Mark King, Rocco 
Prestia or Marcus Miller, why not be the ones to start pioneering sub-
low bass? It is easy for us to focus on dexterity and speed, articulation 
and phrasing, but one of the great weapons in a bassist’s arsenal are 
spaces, both in the leaving of it and in playing long notes or pedal tones. 
Finding where rhythmically to place your accents or to drop out is an 
art that has yet to be truly explored or exploited. And what better way 
to rise to the naysayers than to prove them wrong and doing it with 
elegance, with authority? 

We give plenty of ammunition to those who say we aren’t bassists. 
It’s time to show them that we can embody bass in an even more 
powerful way. We are here. Let’s show people why we’re staying. 
Time, my friends, for true bass.
www.facebook.com + search ‘Stewart McKinsey’

The exTended-range specialisT
StewaRt McKinSey

ten-string wielder stu talks the low (very low) notes

©
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BEGINNERS’ THEORY 
NINJA ELLEN REVISITS 
THE BASICS 

I
n the last few columns we’ve 

explored some fairly heavy 

territory with modes, so it’s time 

we went back to basics. This time 

I want to discuss key signatures 

and how the circle of fi fths can 

help you learn them.

A key signature can be described 

as the tonal centre of a piece of 

music, and it tells you what notes 

you can play in order to sound 

melodic within that key. The two 

most common kinds of keys are the 

major and minor keys, and these 

are related. Every major key has 

its relative minor key: the relative 

minor  of C major is A minor, 

because they share all the same 

notes in a different order. You can 

fi nd the relative minor of any major 

key by going backwards three frets 

from the root of the major key. 

There are 12 major keys: C, Db, 

TECHNIQUES
BEGINNER’S THEORY

ELLEN O’REILLY

D, Eb, E, F, F#/Gb, G, Ab, A, Bb, B.  The F#/Gb is enharmonic, which means that it sounds the same but it is spelled 

differently. This can be illustrated in the circle of fi fths. By looking at this visual representation of the circle of fi fths 

you can also see the relative minor of each key. 

You can also use the circle to see how many and what kind of accidentals (sharps and fl ats) there are in each key. It 

helps to look at the circle as if it was a clock, with C major being at 12 o’clock. As you go clockwise around the circle of 

fi fths, add a sharp (#). As you go anti-clockwise, add a fl at (b). 

When learning each key signature you must know the order that the accidentals go in, and it’s really useful to use 

the following rhymes to remember them. To remember the order of sharps, learn the acronym Father Charles Goes 

Down And Ends Battle. To remember the order of fl ats, it’s Battle Ends And Down Goes Charles’ Father. 

Another tip for identifying the key signature of a written piece of music is by looking at the last sharp or second 

last fl at in the key signature. For example, if you see three sharps next to the clef these will be F# C# G#. The last 

sharp is G#, so move up a semitone and you get A, therefore you are in the key of A major. If you see three fl ats then 

these will be Bb Eb Ab: the second last fl at is Eb, therefore you are in the key of Eb. Always move up one semitone 

from the last sharp or go to the penultimate fl at to identify the key. Good luck! 

APP EXTRA
Click to view extra 
video content here
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THE GREAT GEARY 
INTRODUCES READING 
– AND HOW IT AFFECTS 
YOU AS A BASS PLAYER

PAUL GEARY

T
his month I’d like to start 

to address some basic 

reading skills. I think 

as bass players, more 

than any other group 

of instrumentalists, we 

tend to learn to play by ear 

long before we decide to read 

music. In general, by the time 

we start reading we can already 

play quite advanced rhythms 

and melodies. It can be quite 

frustrating at times to actually 

go back to notation and look at 

rhythm in its basic form, but in 

order to progress we sometimes 

need to go back and revisit 

fundamentals. Let’s have it!

Let’s get started with note 

names and equivalent rests. 

First up is a whole note or 

semibreve. The rest is a symbol 

for silence. Notice how the 

rest hangs from a line on the 

stave. In bar three we have a 

half note, or minim. The rest 

this time sits on a line on the 

stave. Try writing these on 

some manuscript paper. I’m a 

great believer in getting a sharp 

pencil and physically writing 

out notation – we can sometimes 

rely too heavily on music 

notation software programs. 

EXAMPLE 1

EXAMPLE 2
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There is nothing quite like 

good old penmanship to make 

notation stick in your memory! 

We then move on to a quarter 

note, or crochet, and rest. A 

group of 8th notes can be joined 

together with a beam, or on its 

own with a stem. Again, practise 

writing the notes and rests. We 

then move onto 16th notes, or 

semiquavers, and finally 32nd 

notes, or demisemiquavers.

Let’s take a look at some basic 

8th note rhythms. For ease I 

have chosen the C note played 

on the third fret of the A string. There are two things rhythmic notation tells you: when to attack the 

note and how long to let the note ring. We are only concerned with the attacks in this example. 

Get your foot tapping the beats. Beat one should be ‘down foot’, beat two will be ‘up foot’, beat three 

is ‘down foot’ and beat four is ‘up foot’. I have indicated this in bar two with D (down) and U (up). As you 

tap your foot, have an 8th note pulse running through your head and clicking with your voice. This will 

help you to internalise the fundamental pulse. It’s sometimes easier to do this than counting. 

As you work through the bars, keep your foot tapping the beats and have the 8th note pulse running 

through your head. You will notice in bar nine that we are not on the beat, but off the beat. Your foot 

will come down to start the bar, but you don’t play a note. The note is played on the second 8th note. 

Finally, keep your eyes moving across the page: remember not to focus too heavily on what you’re 

playing, or you will miss what is coming up. Try to adapt to reading music as you would a book or 

newspaper. As you do this, you will begin to scan the page and read the music, taking in more and more 

phrases as you go. 

Most bassists think of reading music as only slightly less painful than root canal work, but all you 

need is the desire and commitment to give it a try. Go on, you know you want to!  

APP EXTRA
Click to view extra 
video content here
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O
ne of the clichés we 

can fall into when 

playing slap style is to 

always slap the lower 

notes in any bass-

line – usually on the 

lower two strings – and pop the 

notes on the upper two strings, 

lending a certain predictability 

to the overall effect. That is 

not to say that this isn’t often a 

perfectly appropriate approach, 

and last month we looked at 

emulating kick drum and snare 

drum patterns in slap lines, 

which tends to presuppose this 

approach. But in order to widen 

our range of possibilities it is a 

good idea to see how we might 

deviate from this idea by also 

slapping on the higher strings 

and popping lower tones. This 

can provide us with many 

different and subtle nuances 

to any particular bass-line we 

might be playing. 

A good place to start would 

be to try using these two 

techniques across all four strings 

as in our first exercise. All we 

are doing here is playing two 

notes per string, fretting at the 

SLAPPING AND POPPING 
ACROSS ALL THE 
STRINGS? STATHAM 
SHOWS YOU HOW

fifth fret as an example, and firstly ascending and descending using just our thumb, and then the same 

but just using our popped tones. With our thumbstroke we should aim to hit through the string, our 

thumb coming to rest on the next string, rather than hitting on top of the string, which tends to have the 

effect of dampening the note we’re playing. 

For now we can play using all downstrokes, but if we wish to build up some speed we will probably need 

to think of using our thumb as an upstroke too, in what is known as double thumbing, a technique that is 

analogous to playing down and upstrokes with a plectrum. If you wish to investigate this technique further, 

then it’s worth checking out Victor Wooten, who is a master at this, attaining great control and amazing 

speed. For now I want us to concentrate simply on feeling comfortable using our thumb across all four 

strings, and so speed is not the main goal here.

For the popped tones I have suggested using both fi rst and second fi ngers: again this will help us to attain 

greater speed further on, but for now play at a moderate tempo, the goal being to feel comfortable popping 

tones on the lower strings and playing evenly and consistently.

The second exercise takes this idea a step further by alternating between thumbstrokes and popped 

EXERCISE 1

EXERCISE 2

EXERCISE 3

EXERCISE 4

ROB STATHAM
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tones on the same string. I have demonstrated the idea on an A minor 

pentatonic scale, ascending and descending across all four strings. As 

you can see, there are four notes per string as we ascend, and I have 

indicated that we are to play two thumbstrokes and two popped tones 

per string. As we reach the top D and then start to descend, we play 

six notes on the top string, meaning that on the way down we play the 

popped tones fi rst followed by the two thumbstrokes, the reverse of 

the ascent. This exercise may feel awkward at fi rst, and we will need 

to make slight changes in the attitude of our plucking hand between 

thumbstrokes and popped tones, but with practice this will become 

more comfortable.

Variations on this exercise might include alternating between 

thumbstrokes and popped tones every note rather than every two, or 

perhaps alternating these two approaches as we change string. As you 

will appreciate, there are many possibilities, so take this exercise as a 

good place to start and, as it becomes more comfortable, try different 

variations: there are many ways to subtly change the emphasis of the 

line, implying different rhythmic nuances.

The third exercise is a simple E minor pentatonic one-bar fi gure, 

using hammer-ons and descending across all four strings. In the 

fi rst bar I have indicated that it should be played in what is probably 

the most obvious way, popping the tones on the top two strings, and 

thumbing the notes on the lower two strings. I have suggested popping 

the top string with the second fi nger and the next string down with the 

fi rst: this sits more comfortably for me, but it is just a suggestion.

In the second bar I reverse the technique as applied to the sixteenth 

notes and hammer-ons, though I keep the two thumbed tones on 

the bottom E. So here we will use thumbstrokes on the top two 

strings and then popped tones on the lower two, which may feel 

somewhat counter-intuitive at fi rst. But as you can hear, this quite 

subtly changes the emphasis of the line, and again, other variations 

are possible, perhaps changing between techniques with each string 

change, all providing us with more ways to add a slightly different 

nuance and emphasis to the idea.

Being able to use thumbstrokes and popped tones on the same 

string also provides us with the possibility of playing in a more linear 

manner, as we might play when playing fi ngerstyle, rather than the 

more vertical, octave-based approach that slap playing can often be. I 

demonstrate this in our fi nal example, a four-bar shuffl e groove in D. 

As you can see, bars one and three are the same, played as one might 

expect to play such an idea, slapping the lower notes and popping the 

upper tones. However, in bars three and four I have written a triplet 

fi gure repeating notes on the same string. This requires us to alternate 

between thumbstrokes and popped tones as, at any sort of tempo, it 

would be very diffi cult to play just using one or the other technique.

Take this exercise at a nice easy tempo to begin, looking to play the 

triplet ideas evenly and consistently. As you can appreciate, being 

able to combine these techniques on one string opens up all sorts of 

possibilities for more linear ideas and enables us to get away from 

stock slap bass-lines. Being able to incorporate double thumbing 

takes it to another level again, and so that might be something to 

consider working on next if you haven’t already begun to explore 

that concept. The first thing to work on is this idea of being 

comfortable using both techniques, thumbstrokes and popped tones, 

across all strings. As ever, these exercises are just examples, so look 

for your own ideas to explore these concepts further. 

APP EXTRA
Click to view extra 
video content here
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death MetaL 
Monster WeBster 
stePs uP to 16ths

L
ast month we took a look 
at 8th note groupings in 
the time signatures 3/4 
and 6/8, and this month 
we’ll continue our study 
by looking at 16th note 

groupings in those signatures. 
Throughout the lesson I 
recommend using the tempos 
82BPM for the 3/4 measures and 
54BPM for the 6/8 measures, 
but feel free to use slower 
tempos if you need to. Also 
remember that the beat in 3/4 is 
a quarter note, whereas in 6/8 
it will be a dotted quarter note, 
which is a quarter note plus an 
8th in duration.

In Example 1 we’ll look at 
the way that 16th notes are 
generally grouped in the two 
time signatures: three groups of 
four in 3/4, and two groups of 
six in 6/8. Counting 16ths in 3/4 
is fairly standard: one-eh-and-uh, 
two-eh-and-uh, three-eh-and-uh 
and so on – which is basically 
the same as 4/4 but without 
the 4th beat. In 6/8 I like to 
count 16ths this way: 1 and 2 
and 3 and 1 and 2 and 3 and 
(bold numbers are accented). 
I’ve seen some other counting 
methods for 16ths in 6/8 time, 
but this one makes the most 

example 1

example 2

example 3

alex WeBSTeR
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sense to me since it reinforces 
the beat and the 8th notes that 
occur in each measure.

Example 2 has its 16th notes 
grouped in threes, which in 
3/4 creates a four over three 
polyrhythm. The same pattern 
played in 6/8 has a fairly 
different effect, and for most 
players it should seem more 
natural and in line with that 
signature’s basic feel.

Example 3 shows a 3, 4, 3, 2 
pattern of 16th notes, first in 3/4, 
and then in 6/8. Counting this 
sort of phrasing can be tricky 
in either signature: I’ve found 
it can be very helpful to simply 
memorise the pattern and count 
it that way, which in this case 
would be one two three, one 
two three four, one two three, 
one two.

Example 4 features phrasing 
based on the four different 
groupings we’ve looked at this 
month: 3/4, 6/8, and the 16th 
note groupings 3, 3, 3, 3 and 3, 
4, 3, 2. Notice the significant 

techniques
interMediate theory

© Alison Webster

difference in feel that occurs when you play the exact same piece of music in the two different time 
signatures. Also note that although there are no 16th notes in the example, keeping the 16th note pulse 
in your mind while playing through it can be key to getting the timing right. 

Once you get used to playing various different note groupings in standard meters like 4/4, 3/4, 
and 6/8, I think you will find that more complex time signatures aren’t nearly as daunting as you may 
previously have thought. With that in mind, if you’ve been following my last few columns I think you’ll 
be well prepared for what I’m going to cover next, which is odd meters. See you next month – it’s time 
for the fun stuff! 

example 4
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FRANC CONTINUES HIS 
EPIC JOURNEY INTO 
THE FUNK DIMENSION

T
his month in my series 

on bass soloing I will be 

continuing my look at the 

funk genre. As we have seen, 

funk is a very rhythmic 

style and in BGM 113 I 

demonstrated various one-beat 

semiquaver rhythmic phrases 

that can be used in a variety of 

combinations to create some highly 

syncopated patterns. 

In this issue, I will be highlighting 

an alternative method of how these 

patterns can be utilised to create 

some interesting rhythmic motifs 

that cross over the underlying 

beat form while maintaining a 

cohesive structure throughout. I 

call these motifs melodic rhythms. 

This method is a form of rhythmic 

displacement, a device often 

employed by drummers. 

Example 1 demonstrates the 

possible semiquavers patterns 

within one crotchet that start on the 

beat. In BGM 113 I also included all 

the semiquaver patterns available 

in one crotchet that have a rest at 

the beginning of the beat. These 

are not shown here, as they don’t 

tend to work as well in this context, 

but once you understand how the 

method works you will be able to 

apply it to these too if you wish. 

Example 2 demonstrates 

the method in action. The fi rst semiquaver pattern from Example 1, which includes all four semiquavers in one 

crotchet, is employed. This pattern is played starting on the fi rst beat of the bar and then repeated twice more but 

with a slight twist. A semiquaver rest is inserted between each successive four-note pattern, so that it doesn’t land 

on the beat but is displaced by a semiquaver in comparison to the previous pattern’s placement. Essentially each 

pattern turns into a group of fi ve semiquavers, but with a semiquaver rest placed at the position of every fi fth 

semiquaver. These groups of fi ve cross over the beats, as the accents in 4/4 are usually felt at the beginning of each 

group of four semiquavers, highlighting each crotchet beat of the pulse. 

An extra semiquaver rest is added at the end of the bar so that the pattern starts again on the fi rst beat of the 

next bar, ready to be repeated. As this fi nal semiquaver rest in the bar is preceded by the fi nal semiquaver rest of the 

fi ve-note displacement pattern, they get joined together as a single quaver rest, as seen in the example, as this is the 

usual way this would be notated. Adding this extra rest rounds the pattern off so that it works within one bar of the 

common funk time signature of 4/4. 

EXAMPLE 1

EXAMPLE 2

EXAMPLE 3

EXAMPLE 4

FRANC O'SHEA
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So what would happen if we didn’t add the extra semiquaver rest? Well, the displaced pattern would continue for 

fi ve bars of 4/4 before it actually landed on the one again. This might sound good as part of a progressive rock or 

jazz fusion opus but might be overkill in a funk solo context, especially since fi ve bars of semiquavers is a long time. 

Why do I call these patterns melodic rhythms? Humans like symmetry and, as we have just seen, these 

displacements have an underlying symmetry. The ear detects that there is some coherence to the pattern even 

if the listener is not exactly quite sure what it is. The mind naturally latches on to this symmetry, even if only a 

subconscious level, which produces a feeling of familiarity. 

Once we add notes to these patterns they start to come alive, as can be seen in Example 3, which demonstrates 

the rhythmic idea shown in the second example. This bass-line example is an excerpt from my composition ‘Dance 

Architecture’ which appears on my fi rst solo album, Esprit. It is the second half of the fi rst B section, which comes 

in at 39 seconds into the track. The displaced pattern comes in on the fourth bar. Here we can see that each of 

the successive notes of the phrase ascend chromatically, and each subsequent phrase is played a semitone higher 

than the last. Although this shows the pattern used in unison with a horn section in a funk fusion context, these 

rhythms work equally well in a normal funk setting, as demonstrated in Example 4. 

Patterns 2, 3 and 4 in Example 1 all contain three notes and also work well using this method. Now that you have 

seen how the method works, you will be able to work them out for yourself: however, of particular interest is the 

third pattern shown in Example 1. Using the method outlined above, Example 5 demonstrates how this pattern 

would span a bar of 4/4. 

Those of you who are familiar with traditional Cuban rhythms such as rhumba and mambo, will recognise this 

rhythm as a common cascara or palito pattern. You will note that the cascara pattern also employs a pickup note to 

the fi rst beat of the next bar, which 

I have indicated in brackets.

The fi rst bar in Example 6 

employs the cascara pattern using 

major 10th double stops to create 

a funky sound. This is followed 

in the second bar by adding the 

line created in Example 4. Since 

both examples are using the same 

underlying rhythmic structure, 

they work well together, creating 

a call and response effect that is 

highly musical and cohesive. 

As soon as you get down to two 

notes as shown in patterns 5, 6 

and 7 of Example 1, the method 

is less effective as there is less 

information for the ear to pick 

up on what is going on. These 

can work well as horn stabs and 

band accents, but to use two-

note groupings effectively in a 

solo context we need to cut the 

underlying displacement structure 

down from fi ve notes to three. 

Example 7 demonstrates the 

two-note pattern, shown as 

pattern 7 in Example 1, in use 

with an underlying structure 

of three: two semiquavers are 

followed by a semiquaver rest 

and then the pattern is repeated. 

This yields a repeating pattern 

of three semiquavers crossing 

over the usual groups of fours 

in the crotchet pulse of the 4/4 

time signature. The accenting of 

groups of threes in a pulse that 

is subdivided into fours occurs 

quite regularly in popular music. 

The effect is not only be heard 

in Brazilian bossanova but can 

also be heard in the intro to Jimi 

Hendrix’s ‘Crosstown Traffi c’, 

where the cross-rhythm is 

sustained for two bars before 

resolving on the downbeat of the 

third bar. 

Example 8 demonstrates the 

rhythmic pattern shown in the 

seventh example, combined with 

pitches. The choice of descending 

pitches and broken rhythm creates 

a cascading effect that fi nally 

resolves on the low E string.

Next month I will be bringing 

together all the ideas I have 

explored for creating funk solos. 

Until then… keep it funky!

EXAMPLE 5

EXAMPLE 6

EXAMPLE 7

EXAMPLE 8

APP EXTRA
Click to view extra 
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THE GREAT MANN 
EXPLAINS RUDIMENTS AND 
PERMUTATIONS FOR THE 
THUMB AND INDEX FINGER 

W
hen walking around 

the streets of London, 

the amount of 

diversity that exists 

in the delivery of the 

English language is 

quite overwhelming. The majority 

of us communicate using the 

same platform, but everyone 

speaks with a different accent, 

whether it be regional dialect, 

particular enunciation or with the 

presence of slang. It’s these and 

other similar elements that help 

maintain the individuality in our 

speech: interpretation of language 

is an individual characteristic to 

all of us. 

Similarly, in music, I can’t count 

the times I’ve studied a piece, 

whether it be a Victor Wooten 

line, a Hadrien Feraud motif or 

a programme of development 

from one of Stuart Clayton’s 

books and ended up sounded 

nothing like the piece I’m trying 

to play! I’ve taken the ‘lesson’ 

and ended up interpreting it 

with my own voice. I remember 

seeing Gary Willis perform a 

masterclass at the London Bass 

Guitar Show a few years back: 

he’s a sensational player of course, 

but what shocked me most was the sheer volume of rhythmical rudiments and variations that he was able to 

deliver. Basically the lesson here is just how important it is that you study rudiments, enabling your natural 

vocabulary to expand and allowing you to interpret music at a deeper level of understanding.

Over the last couple of issues we have commenced a study of right-hand (left-hand if you’re a lefty), three-

fi ngered technique. Today’s exercises will focus on the delivery of rudiments and permutations that exist 

using only the thumb and index fi nger.

Using a triplet rhythmic pattern, our fi rst exercise executes two dead notes followed by diatonic 

information taken from the C melodic minor scale. Start by initially striking the thumb down onto the top 

of your string to create a dead note. Then use the thumb again to pluck the fundamental before stimulating 

the string for a fi nal time with the index fi nger to produce the triplet. The exercise ascends and descends on a 

single string, allowing you to focus predominantly on the delivery of the plucking hand rudiment.

EXERCISE 1

EXERCISE 2

PHIL MANN

Our second exercise continues the excavation of the triplet pattern found in exercise one. This time 

the notated pitch has moved, creating a new rudiment. Once again, play down onto the string to create a 

percussive dead note. In this case however, the thumb then plucks the string with the indicated pitch straight 

away. Finally, the index fi nger then produces another dead note to complete the triplet. You’ll have to mute 

the strings with your fretting hand to allow the index fi nger to form a suitable ghost note. You’ll fi nd that the 

displacement of the notated pitch in this example will create some interesting musical variations that you can 

experiment further with. 

APP EXTRA
Click to view extra 
video content here
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The third exercise continues to 

investigate the melodic minor 

using triplets. In this instance, 

interval skips of 5ths are 

endorsed to help encourage your 

ability to skip strings with the 

plucking hand. Melodic minor, 

although clearly implying a key 

signature, doesn’t actually belong 

to one, hence this exercise has 

been written using accidentals. 

EXERCISE 3

Now let’s take this month’s 

programme of study and apply 

it to some grooves in E minor. 

To help our interpretation of the 

‘dead note, pluck, pluck’ fi gure, 

I’ve composed the following 

grooves in a 12/8-meter. If 

you’re unfamiliar with this time 

signature, try counting each bar 

of music as four groups of three 

eighth notes. Common academic 

counting systems include ‘1 & a, 2 

& a, 3 & a, 4 & a’. Hopefully, you’ll 

spot some patterns that we’ve 

already studied today.

EXERCISE 4

Our fi nal exercise has echoes 

of minor harmony all over it. 

Work through each bar, trying 

to identify the language and 

rhythmic permutations being used. 

Until next time, practise hard! 

EXERCISE 5

“THE LESSON HERE IS JUST HOW IMPORTANT IT IS THAT YOU STUDY RUDIMENTS”
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DAVID ETHERIDGE CONTINUES TO STRETCH YOUR RANGE ON THE FINGERBOARD

L
ast time I mentioned the change over point between the lower positions and thumb position, and let’s 

look at this in a little more detail. It’s useful to do this particularly if you’ve decided to do grades, as the 

later ones are full of music that spans at least two, and sometimes up to three octaves.

As I’ve shown in past articles, there are many ways of fingering any passage or scale. No 

matter how complex a passage or scale may be, if you simply slow it down enough, you’ll find 

you’ll be able to play it. The rest is just a question of degree, and getting the speed up to what you 

eventually want it to be, and storing the movements in your sub-conscious muscle memory.

The main principle to grasp here is the changeover for the entire left hand when moving up from 4th 

position, through the higher positions and the changeover to thumb position. Revision time: remember 

that the thumb stays in the crook of the neck from 4th position up to 6th position, to anchor the left 

hand. The relative position of the thumb to the fingers changes with each new position here, so that by 

the 6th position you can get an octave harmonic on any string simply by  stretching your third fi nger straight out 

FIGURE 1

FIGURE 2

FIGURE 3

DAVID ETHERIDGE

“AS I’VE SHOWN IN PAST ARTICLES, THERE ARE MANY WAYS 
OF FINGERING ANY PASSAGE OR SCALE”

with the thumb still in place at the 

neck join. Obviously how much 

you have to stretch will depend on 

the size and scale of both your bass 

and your hands.

Now after 6th position, your 

thumb will start to slide down 

the left hand side of the neck 

for 6 and 1/2 and 7th positions, 

which take us on the G string to 

top A (an octave and a tone from 

the open string). From here, the 

thumb moves immediately to the 

octave harmonic ready for the 

thumb position itself, so changing 

positions is just a case of getting 

the thumb to move smoothly 

between the varying anchor 

points on the neck: at the neck 

join: 4th to 6th positions; on the 

side of the neck: up to 7th position; 

and at the octave harmonic ready 

for thumb position and the upper 

octave work. Try to keep your 

thumb in contact with the neck 

or string at all times. Students of 

mine who try a ‘fl oating hand’ 

(with the thumb in the air on the 

changeover) invariably end up out 

of tune!
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Let’s look at this in practice: Figure 1, a two-octave scale of D. We 

can take the ‘easy way on this and play the fi rst three notes on the D 

string, and everything else on the G, climbing in steps through the 

positions. Now look at the fi ngerings: here I’ve deliberately added 

different fi ngerings coming down to those going up, just to illustrate the 

possibilities. Notice in the second bar that the scale has a 1, 4 fi ngering 

on the E and F#, before the hand shifts up to thumb position on the G, 

and the last four notes are a standard 1, 3, 2, 3 fi ngering up to the top 

D. We could even change the notes at the top using thumb position 

and group four notes into thumb position itself, as in Figure 2. The neat 

things about thumb position is that you can combine fi ngerings from the 

bottom octave for familiarity and alter the distance between any fi nger 

in any combination for your fi ngerings. In Figure 2 we have a whole tone 

between the thumb and each fi nger in turn. If your hand’s large enough 

you may be able to get up to a minor third between fi ngers.

Back to Figure 1: coming down I’ve shown how we can use just the 

fi rst and second fi ngers in thumb position. In fact, some of the historical 

bass methods, when dealing with thumb position suggest only using 

the fi rst two fi ngers for upper octave work, which again seems to make 

things unnecessarily diffi cult, but it’s horses for courses and the size of 

your hands when playing. I suggest that if you can use three fi ngers and 

thumb it’ll make life much easier. Notice as we’re coming down from the 

top octave, even with the 1, 2 fi ngering how we have to transition back 

to a third fi nger as we hit the octave G, with the F# close by. One of the 

problems I’ve had with students when playing around this area is that the 

semitone between the G and F# is always closer than you think, and the 

shift back and forth from the upper positions to thumb and back again can 

be a bit problematic. In fact the high C# and D can have the same problem, 

particularly if you’re playing the high D as a harmonic. It’s very easy to get 

the semitone between each note fl at I’ve done it myself in the past.

Obviously in the case of the shift through F# and G, we need to work 

on this, and Figure 3 shows an exercise to master this shift. To add even 

more fun, I’ve suggested two entirely different fi ngerings. Personally, I 

fi nd that when going up the scale, the upper fi ngering, and particularly 

the 1, 4, thumb change from 5 and 1/2 position to thumb position easier. 

With that fi ngering the thumb can follow the 1, 4 fi ngering and be 

in place ready to change to the new position. By contrast, the lower 

fi ngering which uses 6th position for the F# and G, and then goes up 

to thumb for the A and B uses a wider shift of the left hand to move 

between the positions. Basically, take Figure 3 very slowly at fi rst to get 

used to the position shifts and fi ngering. As your muscle memory comes 

into play, you’ll fi nd that you can gradually speed the exercise up until it’s 

comfortable. Then you can try the other fi ngering, or even use elements 

from both to make your own. Try the same exercise on other strings: a 

scale of A on the D string, E on the A string and B on the E string. The 

principle is the same in each case, getting through the ‘no man’s land’ 

between the upper positions and thumb position, and easing the hand 

into the required shapes smoothly. Then if you really want a workout, 

try transposing the exercises up and down a few semitones in either 

direction! 

APP EXTRA
Click to view extra 
video content here
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COVERING THE BASSES

BROOKS ADVISES ON 
THE ART OF ‘JOHNNY 
DEPPING’

D 
epping – covering or 

standing in for another 

bassist – is not dissimilar 

to approaching an 

audition: if you do a good 

job, you could be looking 

at regular work or an extra 

income stream for many years 

to come. Bands want a safe pair 

of hands who will do a good job 

without being high maintenance, 

and while some of them will be 

cool with you putting your own 

stamp on the songs, for the most 

part they want a carbon copy of 

their regular bassist’s playing. 

They really want to be able 

to close their eyes and run on 

autopilot, so it’s in your interest 

to copy as close as possible what 

their usual bassist would play. 

Ask for a copy of the band’s 

live arrangements, whether as 

written or sound fi les: if the band 

has a specifi cally rehearsed show, 

video fi les or a DVD are a must. 

Don’t assume you can play the 

songs if you have played them 

before: bands tend to have their 

own arrangements, even of the 

most common cover versions.

Being a dep is a great 

opportunity to see how other 

bands work, and you can learn a 

lot doing it. Every band functions 

and organises itself differently, and it can be a great way of networking and making new contacts, so have 

some business cards with you. Learning the material is vitally important: busking along isn’t an option, so 

make sure you are totally comfortable on the night. On the day of the gig, run through the set once or twice 

to ensure you haven’t missed anything. If you are performing at a function or wedding, assume you aren’t 

being fed, and eat well before leaving home so you are ‘fuelled up’. Take a drink and snacks with you in case 

food doesn’t materialise. Some bands forfeit refreshments for more money, but it can be hard to focus if 

you’re hungry or dehydrated.

As always, make sure all your equipment is working. Check that you have a spare bass, strings, batteries, 

valves, gaffa tape and (if required) your own microphone, stand and XLR cables. If you’re driving yourself, 

leave extra travel time and ensure that you are punctual: don’t give the band a reason to worry if you get held 

up in traffi c. Make sure you have followed the stage clothing criteria: if you need to buy something to get the 

job done, you can potentially claim it as a tax expense or you may be able to use it on other gigs.

Being pleasant, well mannered, friendly and helpful are all big pluses: don’t be afraid to get stuck in and 

help the band when setting up, especially if a big PA is involved. I’ve heard some deps state that they don’t 

help bands in that respect because they are being paid to play – but it never hurts to offer your help. I’ve also 

known deps who were never rebooked by a band because they didn’t want to get stuck in. Bands love to have 

reliable deps who look good, sound good, are reliable and are easy to work with, so if you get asked back, you 

know you did a good job! 

MIKE BROOKS
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TECHNIQUES
LAYING DOWN THE LAWSON

I
’m just back from the NAMM 

Show, which aside from all 

the other cool stuff going on, 

features possibly the greatest 

collection of bass pedals, plug-

ins and effects assembled 

anywhere in the world. I was like 

a kid in a sweetshop, doing the 

rounds and investigating the new, 

fun stuff that’s on offer.

One thing that strikes me 

about the way a lot of people 

think about effects is that pedals 

are often treated as just on/off 

binary boxes that do one thing. 

You set your sound, leave it, 

and use the switch to activate it. 

Meanwhile, the option to tweak 

things as we go along has improved 

immensely over the years, with 

everything from Bluetooth control 

to innovative mic-stand mounts 

for pedalboards, which allow us 

to reach them without crouching 

down as if we’re looking for a 

lost contact lens. The days when 

the trajectory for all bands was 

stadium-bound, and we were 

imagining all performances along 

that path, are long gone – so 

changing the way we perform to 

allow for more interesting sounds is 

more than acceptable!

As someone who pretty much 

always sits down to play, I’ve long 

had the luxury of interacting with my pedals while I’m playing. I very rarely have pedals on the fl oor, other than 

the MIDI controller for my rack, and that has a whole raft of CC (continuous controllers) available which allow me 

to interact with the sound. Sometimes that’s using an expression pedal for wah, sometimes it’s using it to control 

the reverb length or loop speed, but I’ve always seen sound as constantly evolving, and I’ve worked on having my 

setup be as interactive as possible.

Those clever chaps at Source Audio have long been at the vanguard of innovative pedal control. The Hot Hand 

is a ring-mounted Bluetooth accelerometer that allows you to make awesome wizard movements with your hand 

and control fi lters, delays, overdrive and more... Brilliantly random or ultra-precise, depending on how much time 

you take to choreograph your moves! They’ve also just launched a MIDI add-on for analogue pedals called the 

Neuro Module, which gives you full MIDI control over hacked pedals. Genius!

Another favourite from NAMM was a company called One Control, who provide numerous routing and 

switching pedals that allow you to set up multiple parallel or series effects loops, route to different outputs and 

buffer the signal against possible degradation. Recombining and reordering pedals can multiply many times the 

range of possible sounds from your pedals:  check out their various loop switchers and imagine what you could do 

with your current collection.

As always, it’s left to the boutique pedal builders to come up with the wildest, wackiest alternatives to the 

bog-standard on/off controllers. My favourite this year was from a company called Walrus Audio, whose Janus 

Tremolo Fuzz pedal features two joysticks for your feet. You can control the tremolo speed and depth as well as the 

amount and the tone of the fuzz for the most amazing interactions. It’s truly a performance add-on rather than 

just an effect.

For this month’s homework, try getting your pedalboard up off the fl oor – and think how best you can vary the 

controls while still playing, to get the most from your board. 
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