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FOREWORD

tehough small in size, the island of Jamaica is one of the most musically fertite places on earth.
A While her larger neighbor, Cuba, exerts a major influence in the world of jazz, Jamaica's infil-

tration and transformation of international pop music through Reggae (mostly dominated by
American and British qroups) is unprecedented for such a titly, economically challenged country.

While musically related to other Caribbean styles like Trinidadian calypse and Haitian com-
pas, Reggae retains its own unique style, and has been far more influential than any of its Afro-
Caribbean cousine. The 1270 saw regaae (or reggae-influenced) songs being cut by pop stars
like Faul Simon, Faul McCartrey, the Rolling Stones, and Erig Clapton, yet by mid-decade, req-
gae was still considered “underground” encugh to be appropriated by punk bands like The Clash
and The Slits.

Reggae continues to have a huge influsnce on pop music across the world to this day.
LConsider these facts:

* The current ska craze is based {loosely} on a etyle of Jamaican music from the early
©0s, although few fans of bands like Goldfinger or Reel Big Fish may realize it

+ The “techno” movement that spawned groups like Prodigy and Madonna's newest work is in-
spired in part. by Jamaican dub music. Dub began as a navelty in the early seventies when pro-
ducers started adding tape delay and other effects to the instrumental B-sides of popular
singles.

* Most significantly, Rap music alse has strong roots in Jamaica. In 1970 a DJ named U Roy
Made hit records by rapping over popular sonas of a few years earlier. This styte, called “chat-
ting," “toasting,” or just “0J" in Jamaica has been hugely popular ever since. Jamaican immi-
grante eventually brought it to New York City in the 1970s, and the rest is history.

Reggae's remarkable influence and staying power is largely due to its fascinating history.
Reggae's rich and varied cultural linzage combines the musical traditions of African slaves and
the Europeans that took control of the islatd during its history. A later period of influence se-
curred in the second half of the twentieth century when Jazz and R&B music came across the
Caribbean on radio waves from stations in Miami and New Orleans, As well, sound system own-
ers were buying up American “race” records such as Lovis Jordan and Resco Gordon to play at
all-night. dance parties, a common form of weekend entertainment for many Jamaicans, The
sound system has long been the lifeblood of the Jamaican music Mdustry, Wealthy Jamaicans
and tourists could afford to go out and see live bands perform, but the poor pecple could only
afford to hear music at the large mobile discotheques that were set up wherever there was
enough space to dance and sell beer and foed. Sound system owners like Clement “Coxsoneg”
Dodd started out by bringing back B&B records from the USA, but when it became harder to
find the sort of recards that went over well in Jamaica, Dodd (along with most of his rivals)
were soon recording their own records at home.

Though most of the carly records were simple atylistic knock-offs of American songs,
Jamaican musicians were apon expanding on them, adding their own flavor The result was a
uniquely danceable farm of music called Ska, named after the sound the guitar made as it
strummed on the “and” of every beat. When Jamaica won its independence fram the UK in 1962,
the government declared Ska the official music of youhg Jamaica. Developing it into a unigue
sound became a matter not only of music, but of patriotiem| By the end of 1968, the beat had
slowed down into a style knawn as Fock Steady, which, with ite new emphasis an the electric
base, prefigured the Reagae music that was to aevelop by the end of the decade.
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Throughout the development. of Jamaican pop music, continuing up te the present day, the
popularity of the sound systems has remained constant. Most classic Jamaican music—from
the Wailers' first hit, “"Simmer Down,” to the latest cuts from Buju Banton or Beenie Man—has
been produced net primarily for radie play or retail sale, but for the dancehall. A song isn’t con-
sidered successful uniess it inspires an enthusiastic response from a hot, sweaty room full of
tired people. Reggae isn't music that encourages subtle experimentation, but neither does it
tolerate self-indulgent pretensions,

In Jamaica, the artist or producer who is unable to speak directly to the psople—moving
the audience in some way—is not in the business for lang. In America, record company execs
often don't find out what is popular in clubs until they read about it in Newsweek (yet they can
make any song a hit by throwing enough money at it). Jamaican producers are often label own-
ers and sound system operators, They have always had immediate, direct feedback from their
customers about every record they press. In the sixties, a producer would record all day with
the best session musiciana on the island. As the players headed off to their night gigs, the
producer would cut the best tunes of the day onto lacquer “dub plates.” In a few hours, they
could audition them for the crowds, who demanded their favorites be played repeatedly
throughout. the night. It was only after a song became a proven hit in the dance halls that a
producer would consider pressing vinyl copies for sale; he only bothered to press the records
he knew would sell. If a producer wanted to take a chance on an unknown singer, or experiment
with some crazy idea, all he had to risk was an hour (maybe) of studio time and the cost of a
few acetates. If the song flopped, on to the next one; if it was a hit, all the better (the pro-
ducer probably owned all the publishing rights in any case). This system of immediate feedback
from the fans has kept the producers in touch with the record buying public. The result of this
intimacy with the fans bas been a vital, living body of music with a deep respect for its roots.
AL the same time, Regaae has an insistence that the music speak to the present.

When Jamaican producers startsd using multi-track recorders in the mid 1960s, they re-
alized it was cheaper to make a new record by taking the rhythm track of an old hit and have
a singer “voice” a new song on top of it. The practice of “versioning” started as a way to cut
Gosts, but turned out to be extremely popular in Jamaica. When a new record based on a pop-
ular rhythm track gets played in the dancehall, the audience first gets a rush of recognition
when they hear the track start up, followed by the seemingly contradictory pleasurs of hear-
ing a whole new song thereafter.

The people loved this, and soon dancehall selectors (DJs) were stringing together multi-
pte songs based on the same rhythm track. These “version excursions” brought a new level of
compesitional complexity to the music. Each excursion was a unique combination of records
and 1. jive talk created fresh every night, based on whatever got the best crowd response. In
between vocal versions, the DJ would slip on the instrumental B-side (usually just labeled “ver-
sion”) and rap over it. [t wasn't long before someene thought to do the same thing in the stu-
dio and the rap record was born. Since many of the chord progressions were the same, the
easiest way to distinguish different rhythm tracks was by their basslines. These bagslines be-
came s0 popular in their own right. that soen other producers were recording their own versions
of popular rhythm tracks. As the years passed, new producers would often try to score an in-
stant hit by recreating a popular rhythm track from years past. In the Jamaican record busi-
ness popular new rhythm tracks, or riddims, appear every year (and are promptly appropriated
by every praducer around). However, there inevitably is a batch of re-versioned classic rhythms
that alse make the charts. If you listen to a Reagae radio show, purchase a new album of
Fegaae music, or attend a live Reggae show, you are almost guaranteed ta hear new songs with
basslines dating back twenty or thirty years. The tempe may be different, the style of drum-



ming is likely to ke whatever is currently popular, but the bassling remaing the same, almost
unchanged from when it was first recorded. A well known example of this occurred when an in-
strumental called "Full Up” mutated inte an international hit in the early sighties—Musical
Touth's “Fass the Dutchie” More recently, the rhythm from the Heptones' hit "Farty Time™ went
straight. to #1 on the US charts backing [ni Kamoze's "Here Comes the Hot Stepper” Both of
these tracks originated at Coxsane Dodd's Studia 1in the late 1260s. Most of the truly “clas-
sic” rhythms came either from Studio 1 or from Dodd's biggest rival, Duke Reid (owner of the
Treasure [sle recording studio and record |abel).

Although the studio musicians that created these rhythms are largely unknown to the
mainstrearn Feggae audience (in Jamaica or abroad), men such as Studie | keyboard-
ist/arranger Jackie Mittoo [whe wrote many of the basslines), guitarist Lynn Taitt, and
bassists lackie Jackson, Lloyd Brevett, and Leroy Sibbles helped create a musical canon that
hae stood the test of time. To this day, if a singer has to work with 2 pick-up band, all he has
to say is “Answer Ehythm' in &7 and the band will know to play the bassline from Slim Smith's
sixties hit “Never Let Go" While some might consider this a lack of originality, it's ne more “un-
original” than playing a 12-bar blues. The simple conventions of the musical form challenge each
new performer to leave his or her own stamp on an otherwise “genaric” style. Unlike the blues,
Reggae produces popular new rhythms that join the canon every year. The producer or musi-
cian whose work is chosen for immaortality in this fashion can only feel honored.

—Art Cohen

on the radio in 1975, A couple of years later, after his drummer explained to him
that reggae was much, much cooler, he discovered the music of Steel Fulse, Bob
Mariey, and Black Uhuru. Since then, he has qone on to play guitar and bass in such

H rt Cohen first discovered ska music when he heard Madnesa’ “One Step Beyond™

Boston-based bands as Steady Earnest and Dion Knibb & the Agitators, as well as
filling in with everyone from local ska-popsters Beat Soup to the legendary Skatalites,
It his non-spare time, he is a computer programmer.




INTRODUCTION

he title Keggae Bass is actually a little misleading. Regaae iz the name of a stylistic pariod in
T Jamalcan popular music; however, it has become a generic tarm for all popular Jamaican music
from the iate fiftics up to the present. Really, this book should be called Jamaican Bass.

The bass plays an important role in Jamaican music. More than just the traditional an-
chor, it acts as a rhythmic and melodic “hook” that defines the entire sohg. Pass lines are
known as riddims—as spoken In the tongue of Jamaican English. These riddims become corm-
positions in their own right, and are continually ra-interpreted through the years. The riddims
of Jamaican bass playing become standards, forming a repertoire of must-know patterns for
anyons attempting the style.

SOME HISTORY

The periods of Jamaican music we will look at start around the late 1950s and continue
up to the present. Until the late fifties, the predominant style of music in Jamaica was Mento.
Basically a folk music blended from the traditions of many cultures, Mento combined instru-
mentation used by the African slaves brought to Jamaica with the chord structures of their
European captors. There were rhythmic influences from nearby Cuba, and traces of calypso
from Trinidad. Menta evolved In the |ate 1950s into Ska. The original Ska pericd was roughly
1955 1o 1966. There have been several Ska revivals since then, one oceurring from the early-
mid seventies through the eariy eighties with the rige of the faster “English Beat™ aroups, and
che currently taking place in the mid to late nineties with many American pop groups adapt-
ing the faster Ska groove with rock ' roll. The eriginal Ska period can be broken down ifto two
parts, the earliest of which was a product of Mento blending with the ewing and BB music
that Jamaicans first heard from American soldiers stationad there.

Toward the early sixties, Ska began to develop 2 more pronounced Jamaican character.
With a heavy accent on the upbeat, Ska is a medium Tempo dance music that was popularized
by deejays playing records on their portable sound systems, These sound systems were mobile
discotheques that brought the music to the people. Heavy competition among the various dee-
jays led to a boom in Ska production, each deejay procuring or produsing the newest relesses
for their systems in an attempt to be the most popular. The upright bass was the predomi-
hant instrument of choice during the earfy Ska period, giving way to the electric bass later on,

In 1966, Jamaica experienced a particularly hot summer The story has it that dancehall
crowds demanded a slower groove, and so, Ska became Rock Steady. The slower tempo and the
increasing use of the electric bass brought the bass line to the forefront. Somewhere around
1968, Rock Steady started a transition to the Reggae period. The tempo picked up slightly,
but the guitar parts began to double up, playing sixteenth notes on the upbeat instead of the
eighth rote patterns of Rock Steady. The Reagae period continues to this day, and has many
sub-styles, often dictated by changes in the drum parts and how they interact with the bass
line.

The 1280s brought the advent of electronic musical instruments like drum machines, Syn-
thesizers, and sequencers. These devices found their way into Jamaican popular music and cre-
ated a style known as Dancehall. Much of this music emphasizes keyboard bass, however many
of the riddims use bass guitar with a drum machine.



THIS 809K

Throughout this book, you will see the use of the word riddin to describe the bass lines
presented. This is not an attempt on my part to sound mere Jamaican: I'm from New York. [f
you are not frem Jamaica, it may sound silly and be perceived as “poasing” to actually call these
lines “riddims,” especially to a Jamaican, However, it makes it gasier to distinguish when | am
talking about a bases line and when | am talking about a rhythm that is part of a bass line. So,
for educational purposes, | will continue to use the term “riddim™ in reference ta a bass line.

When multi-track recording firet. came to Jamaica, producers found it econamical to have
different singers perform aver the same rhythm track. This is how certain riddims became
standards. A riddim may be known by the name of its original recording, but has been used by
several artists to cut new songs. The riddims of Jamaica form a fascinating lineage; tracing a
bass line back through the many “versions” to ite original recording is a lessan in economy and
variation. This book will focus on the classic riddims of Jamaican bass from the early Ska days,
through Raock Steady, intc Reggae, Modern Ska, and Dancehall. Ae these groovee have been re-
interpreted throuah the years, we will sometimes lock at several variations of a particular rid-
dim. All the examples will be written out in etandard notation and tablature.

THE CO

The CD that accompanies this beok will give you the chance 1o play with a real Regaae
riythm section. Your band mates are Xavier Margquez an quitar, 2eott Anderson on keybeards,
and Carl Cherry on drums. They are present and former members of Neon Prophet, a popular
Reggae band in Tucson, Arizoha. Imagine how fortunate | was to find these guys herg; it's a long
way from Kingston! The bass tracks were performed by myself, mostly on a Precision Bass with
LaBella Flatwound strings. All the examples with a CD icon next to them have a number corre-
sponding to the track number on the COL 1T is recorded in a split-mix, with the bass and drums
on the |l&ft channel and the keyboard, auitar, and drums on the right. Once you feel comfart-
able with an example, turn off the bass track and get in the groove with the other players.
Whenever possible, the true arrangement of the riddims i kept intact. in some cases, there
may be a need for two guitar parte, or a piano and organ track. As this was recorded live with
a four piece rhythm section, some adjustments were necessary.
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PERFORMANCE TiPS

In general, Regaae base playing ie very laid back. You will see many examples that contain
sixteenth-note rhythms, yet the articulation must be relaxed—almost lazy. The Reggas six-
teenth note is not. the same as a Fusion sixteenth note. The groove is very heavy and the down-
beat must be played with conviction. This brings up an important Regqae myth to dispel: it ia
widely believed that a key element of Reggae base playing is putting a rest on beat 1. If you lie-
ten to Reggae, and look through the riddims in this book, you will find that this is not the case
most of the timel In the pccasional riddim where the downbeat is a rest, you must still feel the
downbeat. The rest of the line depends on how you feel the blank space. Kegdae bass lines are
a balance of note and epace. Even the smallest sixtzenth-note rest plays a crucial role in how
the riddim grooves. When listening to Redgae, it is important to know that the skank (the
piano/guitar offbeat) is counted on the "and” of each beat. This is easier to hear in Ska, but
the same holds true for Rock Steady and Regaae.

Another peint worth mentioning is the need for restraint. If you are coming to Reggae
from a rock or [azz background, you may be accustomed to taking liberties with the bass line,
Subtle (or not so subtle) variation is one of the aspects of base playing you may enjoy. In
Reqqae, the riddim is ith There i little or no variation during the course of a song, You play the
riddim, and that's all. The trance-inducing repetitive nature of the bass line is decidedly African
in ite ariging (if we can momentarily forget about the Pachellbel Canon in D majorl). This repeti-
tion is also present in the music of James Brown. All his tunes had set baes |ines that were
played without variation. Any variations in the bass line were met with a stiff fine frem "The
Godfather of Soul” Of course, there are riddims that evolve over a period of time; the trick is
to learn how to add to a line without losing the rhythmic drive. Aston “Family Man” Barrett's
work with Bob Marley is a prime example of how riddims can be more interpretive and less sta-
Tic.

The sound of Reggae bass is full, round, dark, and fat. This is not the place 10 try your
Jace Pastorious rear-pickup-on-the-Jazz-Bass sound. If you have a two pickup instrument, use
both, or perhaps the front pickup alone if you can without creating hum. Many of the top
Reggae bassiets use Jazz Bass style instruments, though Frecision style Pasees aleo SoUNd
fine. If you have a single briage pesition pickup Music Man style bass, you'll need to boost the
low frequencies on the active electronics and cut the treble. In the traditional Reggae mix. the
base iz way up front, Hﬂavily emphasizing the 100hz—300hz range. Many of the examples in
this book are deliberately written to ke performed on the lower strings, in higher positions.
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Flaying up higher on the E and A strings produces a fuller, boomier sound. If controlied with the
proper amp settings, these positions bring out the fat sound of the bass without losing defi-
nition.

If your amplifier has a graphic equalizer, start by cutting frequencies above 1K This will
darken your sound, but still leave enough mide to get articulation. Next, start to boost around
10Chz. Be careful—too much of a boost combined with high volume will blow your speakers. The
louder you play, the less boost you will need. Depending on your particular bass, you may need
to boost the frequencies on either side of 100hz. Remember to be careful—-the author as-
suthes no responsibility for speaker repairel An optimal apeaker setup for Reggae is a cabinet
with two 19" spegakers, or two separate 19" units. This will give you a full, punchy sound without
too much high frequency. Other configurations can be made to work. If you have one of the
newer 4X10 cabinets with a built in tweeter, the first thing to do is turn off the tweeter—you
won't be needing those frequencies! If you have only one cabinet, put it directly on the floor. This
will enhance the lows.

TUNING

Before we start playing, let’s get in tune. Here's a G hote for you to tuns up to.

0 Tune up to G



EARLY SKA

he original Ska period ran roughly from 1959-1966. Heavily influenced by American R&B, some
T of the earliest Ska records were nearly identical to boogie blues. Except for the flavor of

Jamaican accent in his vocals, Laurel Altken's 1959 hit “Boogie in My Bones™ could easily pass
for a Big Joe Turner record. Much of the early Ska was instrumental music, performed by jazz-ori-
enited studio musicians, The instrumentation was typical of jazz groups—horns, piano, guitar,
acoustic bass, and drums. The predominant use of horns influenced Ska to be performed largely in
the typical horn keys of F and Bb. The bass lines of this period were still very rooted in jazz and R&B
(for the most part) quarter-note walking bass lines. As Ska progressed, rhythmic variety started to
show up in the bass. It is important to note that most Reggae groups were vocal groups being backed
up by the crew of studio players.

You will notice on the Ska tunes on this CD, the electric bass has a sound similar to an
old upright bass. This was a deliberate attempt to capture the vibe from the original record-
ings. You can accomplish this effect by muting the strings close to the bridge with the edge of
your palm and plucking the strings with your thumb in a downstroke motion. This will take some
practice; be careful not to put too much weight on the strings as this will cut off more of the
string vibration than necessary. Each particular bass has its own response and you will need
to find just the right touch for your instrument. Although | have notated the tablature in the
original positions that an upright bassist would play, to achieve the right sound, you may want
to play these examples in a higher location on the fingerboard. The shorter, fatter string
lengths help simulate the sound of an upright bass being miked.

Here is a classic early-Ska bass line using walking bass in the style of “Simmer Down.”
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The next line is a typical early-Ska instrumental. While the bass mostly walks, there is some
rhythmic activity—a sign that bassists were starting to get away from the walking pattern
and define something uniquely Jamaican. This one is in the style of “Guns of Navaronne”
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At this point, we will move on to the Rock Steady period. The early Ska approach on basse
is somewhat limited to the walking bass, with some variation. If asked to interpret a song in
this style, it is safe to say walking the bass line will do the job. There is a large catalog of ter-
rific Ska recordings to be found by The Skatalites, Prince Buster, Don Drummond, a young Bob
Marley with his vocal group The Wailers, Laurel Aitken, Derrick Morgan, and many others.
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ROCK STEADY

ceurring between 1966 and 1968 (approximately), the Rock Steady period is where the bass
really begins to take on the dominant role in Jamaican music. The slower tempo, along with the
new world-wide prominence of the electric bass, became fertile ground for the development of

what is now looked upon as the classic riddims of Reggae music. In this period, you will see much
greater rhythmic diversity—eighth notes, sixteenth notes, and triplets, as well as quarter notes. The
use of space in the bass line became very pronounced in Rock Steady. In this period, the emphasis in
recording shifted more toward the vocal group, often used as a vehicle for social commentary. The
practice of versioning or re-using pre-existing rhythm tracks had its start during the Rock Steady
period. Many of the riddims you hear from later periods of Reggae were recorded in this time. This re-
cycling process sometimes makes it hard to pinpoint a definite stylistic period for a riddim.

Here is a classic “transitional” Rock Steady riddim in the style of “Dancing Mood™:
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Here is a very melodic riddim in the style of “Take It Easy.” Remember: the rest is as im-
portant as the notes,
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The next riddim borrows heavily from American R&B/soul, and is similar to “Girl I've Got a

Date.”
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= H—F—T1T——+F ———+% x|
| | 1 ] » - - | |
b o P . a n n -
o—r—o—f—3— -
- 3 K d —o—3 +—t 3— I.

\ 4

This riddim has a sixteenth-note figure that lays back so far, it comes very close to be-
coming an eighth-note triplet. This one is in the style of “Happy Go Lucky Girl”

C
0 1 F |
: — ! — - f f )
1 P S——— PP — —
4 —3——3 3 —5—3 3
G play 4 times
3  ete—
e Co— r’L = - 5 i - = = i s
——— - —— —1 r F 4 o - ) .
- - ¢ 9 -
3—§—3————° 3 ———— 3 -1
Around 1967, an element appeared called Rude Boy music. The lyrics spoke to the grow-
ing number of dis-enfranchised urban youth in Kingston. This riddim, in the style of “007, is a
classic example of Rude Boy music.
) Ab Db EP play 4 times
I e | I 15 { | |
B —1 v —— ]
vm— I ¥ !
1
. —3 R — —6 i |

* BR

r-9

rs



This “rudie” has an eighth rest on beat one—not as common in Reggae as you would think.
It's simitar to “Tougher than Tough.”

G D G C G D
1 pp—— —H{ —
SRS = — = s e Y1 7 —
T 5
2—0—10 8 2—6—0
2 6 2 33 & 2 o0
3- 3 3
G C G D G C
4 ) _q I
A == === sS==== ]
9 2—0—0
— 3—3—00— —32 0—0 —2 3—3 8—0
J o 7
G D G D C .
7 play 4 times
L |
[ ] l
A =ty ] e e e e e e
1 M — =
200 28 I 8 00 8 .
2 2 2 ———
2 P, 2 i- 2 LA — l
3 3 s -3 3
The insistent pounding on the root, moving up to repeated b7ths creates a hypnotic ef-
fect in this riddim—in the style of “Ba Ba Boom.”
1 : Bb play 8 times
— : + i - v
] 2 — = :
r ! o P |
r 6 6 & & & & T
_a £ F-3 & a 8 hd =
*Key signatur: denotes B} Mi‘;(olydian.
The next riddim (in the style of “Carry Go Bring Home”) rests on beat one and uses chord
tones in elghth notes.
: Bk Cm F play 4 times
1 [——— | 1 I
% r - r 7 7 . ]
[ - = - L ) =
1 9 1+ 1 3 o
A LA S —" S— — 3 3 o |
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The heavy use of repeated sixteenth notes is a common aspect of many riddims. The fol-
lowing riddim (similar to “Queen Majesty”) is a good example of this practice.

4

C

Dm

play 4 times
1 P — I ——
: i 1
— —p 2 . :
= —— |
R
A o
—G——s—a—s—a—aaa—&a:as 5§55 555555 5— 5
L

The use of the root going to the Sth with multiple repeats of the Sth is a common move-
ment in Reggae bass. Here is an early example comparable to “Rub a Dub Style”

G Am lay 8 ti
1 2 2 o Py piay o times
| |
F F = 1
= |
T 121212 12 42 12 :
o 8l

-
N

This riddim uses the same basic pattern but also goes through some chord changes. It's

in the Style of “Barb Wire.”

B Bb B Bb
1
- . o & I \ + . O_F ! ]| I
: — = o
m————— —
T E—8 8858 —8—8—8%—5—8—8
f i 6 —6—b - 6— 6—6—
Eb Bb |54 Bb Eb Fm
2 s i i i i 1 t T | t i i i >
7 dim i} P — m— ; P R — -
—————— 868888 —8--6—8—8-886— 886 6-6-8
& -3 r-4 s - & B R s -a
Gm Ab EF B B Bk
& -~ o 8 8
Nk — rrrrr— = S
e { ! s—o—o¢ Y e |
F— ———— 56— 886688 e o8 8888
¢ —6—6 - §—6—8
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The shift between Rock Steady and Reggae is less defined than the Ska-Rock Steady
transition. 1968—69 were the transitional years for this development. This example (similar to
“Real Rock™) of the root—5th motion rests on beat 1.

! B A play 8 times

o m—  — y— —~
.Ll }J _’} : d‘ll - r = — |l :.
T | |
B 1 t—4-—4—8—8—8—8—86—06—]

*Key signature denotes B Mixolydian.

Here is another transitional riddim, this time in the style of “Love Me Forever”

@ A Bm Cim Bm

play 7 times

1 -l L
) |
- [
- a—
— — ==

A —6—

A "!"l"l'! b S ] a4 F i i A 4 "l'!
_B s = T - o T T b AR J e ¥ - T

L - o T T L L]

This early “one drop” riddim has been reused for years. It's similar to “My Conversation.”

®

1 Am play 8 times
L |
5'\:" .1 1| [ - | |
4 e _— 2 3 |
—— I
T 2 3l |
L y-l - £ [
B 3 L o 5 o
Here is another transitional riddim—in the style of “Loving FPauper.”
; z G Am piay 4 times
Yy —p g
y i I T * Y o f 1 f o <f .
Eaal o I | ] 1 I | ] T
I = !
x I S——— —5 —5 —F—— —F —7
f L4 2 C 7 7 7

[ hrd



This riddim mixes eighth and sixteenth notes. Play the sixteenths with laid back feel. This
one’s similar to “Kingly Character”

@ Ab Bbm AP B'm

.1 —_ w —q F .—ﬁ [r— -q P
$ I ——] v - - 7 -
| - = ’ = —
= —
2 i a Fl a_
8 PR S———" " — —4 e e —4
Ab B'm Cm Bbm
3 —— ‘_= pEp—— F= rﬂ =‘
i | 1 I & [ ) 14 -
¥l 7 B d] d - —} :i - :
L_.' - =
£ 4 a 3_. a s 5 4 _a .=
7S A — S S _— — —6—6—6—— —4—1
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REGGAE

his is the period that gives all Jamaican popular music its name. It is a stylistic period that is
T seen as ongoing. In Reggae, the bass becomes an even stronger influence—anchoring the beat

and giving the drummer more freedom to experiment. Many of the characteristic grooves of
Reggae came from this new freedom drummers had. The “One Drop,” “Rockers,” “Steppers,” “Lover’s
Rock,” and “Flyers” grooves are all dictated mostly by the drummer; the bass lines for these riddims
do not have specific characteristics that define each one. Many of these stylistic variations were de-
veloped from the pre-existing foundations by Reggae drummer Sly Dunbar, along with his partner in
rhythm, bassist Robbie Shakespeare. Bob Marley is quoted as saying the change from Rock Steady
to Reggae occurred when the guitar went from the single “ekank” on the upbeat to the doubled “reg-

gae” rhythm.

This one-measure pattern is a classic early Reggae riddim in the style of “64—46."

@ G C _ play 8 times

1 *

— {

] . " | I 1 | |

=== — : 4
bl o —

B s gl

A 5 3 3 3 A

3

*Key signature denotes G Mixolydian.

This riddim is considered to be one of the earliest examples of the Reggae period. It's sim-
ilar to “Nanny Goat.”

F B’ C F play 4 times
] = N | =
2 — : ) e :
‘«’L”b_‘!l "4 1 [ b 1 I *
3 & 3 3 B 3 3 &
3 3 1 3—3 3

Here's another classic early Reggae line—this time in the style of “Throw Me Corn.”

E A

play 8 times
| ¥ ¥ |
| | F i [ I
| | Ly T | |
4

4 L1 4 L1 "

L] [ " ] &
2 2 2 2 2 |

4 4 8 &
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This is a variation of the riddim heard on §p—a classic that gets used over and over—

and is in the style of “Better Dub.”

Bm

play 8 times

»
»

L .
~

-

-4
-

-

a

This one has a repetitive figure that moves through some changes.

-

-

It's similar to “Ali

Baba.”
vt —— T ——
:  — y - I e ™ y PRl |
1 } d s 5. 1 = '}
» 9 —_—— s 9 9 @
3 3
T a
— o — — 4 e P
+—t 1 +— +—t 1
*Play through whole form twice.
3 , —p— =_=‘[
F X |
e ' = —— R =
i | T — 7 J__); - i\.../' : —
l - -] £ " -
i hl d F 4 s 1 2 3 5 hd 3 hd 3 i

Some of the early Reggae is also known as “skinhead” Reggae due to its popularity with
the British youth culture of the same name. It is typified by a faster beat and a "scratchy”
rhythmic feel—often in the guitar part. The next several figures are some examples of skinhead

Reggae.

Here is a very active riddim. The Db major scale in the last two beats makes for a tricky
return down to the low Bb. This one’s in the style of “The lsraclite.”

$

Y

Bb
1 - - J— - =
SR o e o =
7 ¥ - " A 7 ¥ it
| ——— ——— —— ——
45 85 65 &5
6—6 §—6—{66—6———6—6 —(6)— 66 —6—6—6) 66— ——6—6——{6—
1. 2.
B F le Db H;b Db l
3 » ! . P b
0 0 v — i -1 L ¥
== | Y T gt 7 ;
 —— - ! — L —_ -
&5 10-7 PR | —6-3
———66 6668 —88—8 | 85 46 65— 44—
66666 66— 6 66—




C F C play 4 times

A A , b e * A
: - - 2 e —
i i ?' ¥ %) ;i R
s— \ b ——— sl —
T e ] .1 O ‘B—
) —8—9—10 —8—9—10 ———— 7—8—9—H0
5 8 8

Heré'e another example that rests on beat 1. It's similar to @, except the chords tones
move up instead of down. This one’s in the style of “Longshot Kick De Bucket”

@ G C play 6 times

X ! ﬂl !
0
Y4 ol & 1 Z - .
. A W ; ol i ] [ 3
> 4 o
-
T o | -4 n E
g L} | -4 n | -4 = v & v
[ ' [ o 3
3

The following riddims belong to another subgroup of the Reggae period. This period has no
particular name, but is considered to be “non-Skinhead” and “pre-Roots”.

This riddim rests on beat 1, has lots of space, and emphasizes the fifth of the chord
structure. It's similar to the tune “Money in My FPocket.”

! F Gm play 4 times
v,

1 A
: ——
B e e e e e e
, , % 4
. Q)|
B — e ——10 Y0 -1l
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This classic riddim has a great bouncy feel. The dead note gives it a real lift. This was one
of the first riddims to turn on a lot of people worldwide on to Reggae music. It's done in the
style of “The Harder They Come.”

1
0] — [—1
= [ . 1 [] . 1 1 vy
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b o
— — |-
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F
4 | -
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bl T3 W v 2P Y 1 I . ral | J— 1 T ad 1
| L] | | re «IN | I ] 2 X | I | [] 1
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.
$d4 4 ] x—33-33 * 94993
4 —X 3 —% 3 $—%
5 o 7 hd LY | hd 4 4
&% | Ja— —1
Bbm A
7
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P e : f——
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%
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& &

Notice how the space in this one allows the groove to happen—similar to “5.90 Skank.”

G Em G Em
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o 8 | N
| el o |-l T I
= v - | b
T E | -4 B B B -4
A v -3 had ) 4 v L ] e 4 hd [ -4 had [ hd = hr
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Here is a classic riddim with a very cool variation in the second half. This one’s done in the
style of “Skylarking.”

Am
1 pua— pa—
P — ¢ T
R '
T .1 0 .Y ” N 0 N
& [ 4 a - [ 4 [ 4 [
-4 —0—3 —3 -
Dm Am
3 B 2
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ROOTS REGGAE

big development in Reggae was the influence of the Rastafarian religion in Jamaica. Outwaraly,
the dreadlocked hair and use of marijuana as a sacred ritual are elements of the Rasta faith
that people pick up on. On a deeper level, the religion acknowledges

Jamaica’s black population, and a belief that they are destined to return

spiritual home. The connection b
riod. The lyrical content is mostly oriented toward cultural consciousness raising,
structures started to emphaeize more minor sounds.

the African heritage of
one day to Africa, their

etween Rastafarianism and Reggae music created the “Roots” pe-
and the chord

While many groups are responsitie for the

rise of the Roots movement, Bob Marley is recognized as the most prominent artist of this period.

Here is an early example of Roote Reggae. It's performed in the style of “Satta Massa

T
Gana.
@ Am Dm
1
. Y 1Y Y =
S B = K 7 N = N
p—
S
T
5 f -4 B | [ [ 4
T o L CJ v 9 Cd
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o J J J J v 7 C4 ) b
Am Dm Am
3
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i 1 :.L} i)
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4 . F L o CJ o o o ~ ~F Cd Cd oF o o
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6
&
Fa ] | 'Y i 1
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7 7 1Y T 1Y I 7 ] H -l 0
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.
f ) 5 ' r -3 B e 2 "l - "‘_l ? 7
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This one-measure pattern is also pure Roots, and is in the style of “Marcus Garvey.”
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The small slide up to G in this one is a nice effect. This riddim is similar to “War Inna

Babylon.”
G
1 R ————
E3E = ; P ¢ ; . .
> Lid | 4 Ll 1
,_A ¥, 4 r.y 5 n Pl 5 2 5
B 33— —3 PR S S —
C
3 play 4 times
P X 4 ! 1 1 { ] e ———
. i ¥ = > ” - + = ' :
B ” | -4 hd
3 3 —3 - = - —-3 3 L
This riddim echoes some R&B influences, and is in the style of “Two 7's Clash.”
@ G Am play 4 times
1 ~— p— P ——
)i i 7] . % ) s
T ! ? 14 ! []
— '
_a 3 3 o v L 0 0 3 3 3 3 ﬂ e .II

in the style of “Get Up Stand Up”

@ Cm

)

This two-part riddim has a unique slide in measure 4. The B section uses a triplet start-
ing on the b3rd of the C minor chord to create some rhythmic and melodic tension. This one is

e

 — e e 7 — 7
7 7 F 7
— "h —
0N o} 0
hd &+ 4 r. Y v v ri .} A
N 1 10 N f L n T &—t—0—
j 3 3 - ¥ ¥
)
*Play through entire form twice.
Cm
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= [HL 8 &—8 g—10
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Section A of this riddim ie a repeating four-measure phrase with lots of space. The B sec-

tion uses the octave—Sth—root pattern in a descending “rake” fashion. This track is similar to
“I Shot the Sheriff”

@Gm Cm Gm
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2 S —
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Here is a relaxed line that uses major triads (in the style of “Stir it Up”).

D E play 4 times
1
T ] 1.
‘ - 2 - g - *
1 4———7 —9 ‘A
HA » 4 4—5 4 4 5 5—7 1

Here is a shuffle-type riddim. The straight eighth notes should also be interpreted with a
triplet feel. This one's similar to “Jammin’”

Q rtipera N-1H

1 Bm?7 E7 G Fim play 4 times
B4 1  — —— N o o i— (i - v o9 -
F 1 T4 - -, - - - - 1 7 1 1 i | 1 1 1 T 1 1 1 .
Eal 1 o - - - - - - T T 1T i I = 1 T T
sl T ]
1
7 737 73 18-——10—101030-30——9 90909 —1
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DUB

ub is a stylistic period of Reggae that borrowed heavily on the riddims of the past. As ih most
ﬂ Reggae, riddims were “versioned” for years after their initial release. Dub came into play as stu-

dio technology improved, allowing more adventurous re-mixes of old classics to be created.
These dubs were used largely as platforms for DJs to rap or “toast” to in the dance halls. | have cho-
sen not to include any Dub riddims, as they are mostly re-mixes of pre-existing lines. If there is a Dub
“style” to be learned, it would be to develop a feeling for when the various instruments lay out. Dub
mixes generally feature the appearance and disappearance of the various instruments at frequent in-
tervals. While there is no set pattern for these occurrences, it is possible to create a Dub mix on a
live gig by selectively laying out when the feeling is right.

MODERN SKA

I n the late 1970s and early 1960s, Ska made its first big comeback. A movement started in

England where Jamaican ex-patriots and English punk rockers joined forces. This unlikely blend

created a mix of Punk energy and Ska sophistication. Groups like The Specials, The Selector, The
Beat, and UB40 took old Ska classics, sped them up, and created a movement sometimes called
“Two-Tone"—named after an English record label. Another goal of the Two-Tone movement was to
promote racial harmony among the working class white and black youth of the UK. Many of the bands
were racially mixed, and the appeal of the music was broad. We are once again in the midst of another
Ska revival in the United States. Many young bands have re-discovered the Ska classics, some
through the records of the English Ska movement, and all eventually finding their way back to the
recordings of The Skatalites and Don Drummond.

Here is a high energy line from the English Ska period in the style of “On My Radio.”

@ D G C play 8 times

1 ) h—r He
FaCF . 4 1 :
il (201 &5 -5 N 1 L =
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This is a fast Ska rendition of a Motown classic. tt's similar to “Tears of a Clown.”

o

C F C

play 8 times
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DANCEHALL

he dancehall has always played an important role in the development of Jamaican music. Before
T cheap transistor radios were readily available, the sound system and dancehall were the ways

Jamaicans heard the new hits. In the early 1280s, Reggae became conspicuously dance-ori-
ented. Many of the widely accepted conventions of Rap, House Music, and Techno had their start in
the creative pressure cooker of Jamaican recording studios. Dancehall style also borrowed heavily
from American music, and paralieled the development of mechanized record production with drum ma-
chines and synthesizers. The influx of cheap synthesizers from Japan had a big impact on how music
was produced in Jamaica. Indeed, some classic Dancehall riddims were actually pre-set bass and
drum patterns created by a synthesizer programmer in Japan! Many of the riddims of “Digital”
Reggae are played on keyboards, yet are still important for the reggae bassist to know.

This is an early example of Dancehall style, played in the style of “Night Nuree.”

FC: WS.
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This riddim is another non-digital bass line, and is similar to “Mad over Me.”

3 F play 12 times

r

2

L]

?

This riddim is very similar to the previous example. It’'s done in the style of “Tusheng Feng.”

@ F ‘ E'P play 12 times
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This “digital” riddim was a pre-set pattern from an inexpensive Casio keyboard.
Remarkably, it became one of the most versioned riddims of Dancehall style. The following fig-
ure is similar to “Under Me Sleng Teng.”

play 12 times
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This is a unique riddim. It has more of a Latin clave-based feel than most Reggas. % I
similar to the tune “Funnany.”

$

; G play 12 rimes
Fau XX | Y 'y )
FrF ] et —
- é -
£} n Al |
g 8 0 —— ]
. 3 1 3 +—

While not a pre-set, this riddim was originally played on the auto-bass buttons found em
the aforementioned Casio. It is possible to simulate this sound by using an octave divider with-
out the original sound of the bass blended in. Play the line up an octave, and let the foot podal
drop it down with the synthesized effect. Thie one is in the style of “Tempo.”

Bm G Bm G

i
I
i

)b ——1 — K e
VS . — - f Y -,
o — ¢
T -
_E 2 2 & 2 2 4
2—38——2—3 3 3— 2—3—2—3 =




=X

REGGAE SOURCES

hile compiling this book, | found several great resources for Reggae music and information. A
w must-have CD compilation is Tougher Than Tough, The Story of Jamaican Music, on lsland
Records. The liner notes are very informative, and the chronological order of the recordings is
very useful. A terrific book on Reggae is Reggae, The Rough Guide, by Steve Barrow and Feter Dalton,
published by Fenguin Books. This is a very comprehensive work, detailing the history and development
of Jamaican popular music and its artists. It has over 1,000 recommendations for CDs and records.

If you have internet access, you're in luck; there are many great sources on-line for Reggae
music. Go to http://wwwgeocities.com/SHic:onVal!ey/Her’ghts/2597/ to find “The Jamaican Riddim
Directory.” This site has soundfiles of many classic riddims broken into various categories. Check
out htip://www.niceup.com/ where you'll find the “Jammin’ Reggae Archives™—a collection of in-
formation and Web links to Regaae music. At http://www.webcity.co.jp/info/maeda/riddimOT.htmf
you'll find “Never Grow Old,” an extensive listing compiled by Keita Maeda of Regaae riddims and
their various versions. This list proved very helpful in cross referencing many of the riddims in
this book. Of course you can check out www.zr'ph’nk.n.et/~upactter/@ka/calendanhtm! put up by
Art Cohen. This is the National Ska and Reggae calendar with tour information and local show
listings for the entire United States. There is a lot of Reggae out there on the Web. Once you
start searching, you can find more information than you can imagine.

| hope you have found this compilation of Reggae bass lines helpful and fun.




Bass music can be notated two different ways: on a musical staff, and in tablature.

BASS NOTATION LEGEND

Notes:
THE MUSICAL STAFF shows pitches and rhythms and is divided by bar lines into ¢ ! I | m— I : 1|
measures. Pitches are named after the first seven latters of the alphabet. :E b = - 1 - £ - ii
G
[
Strings:
. . T ¢ i
TABLATURE graphically represents the bass fingerboard. Each horizontal line ] 2 B 1l
represents a string, and each number represents a fret. : ﬁ 9 il

HAMMER-ON: Strike the first (jower) note with  PULL-OFF: Place both fingers on the notes

one finger, then sound the higher note (on the
same string) with another finger by fretting it
without picking.

TRILL: Very rapidly alternate between the
notes indicated by continuously hammering
on and pulling off.

NATURAL HARMONIC: Strike the note while
the fret hand lightly touches the string
directly over the fret indicated.

Harm.

RIGHT-HAND TAP: Hammer (“tap"“} the fret
indicated with the “pick-hand” index or
middle finger and puil off to the note fretted
by the fret hand.

to be sounded. Strike the first note and
without picking, pull the finger off to sound
the second (lower) note.

e —

TREMOLO PICKING: The note is picked as
rapidly and continuously as possible.

MUFFLED STRINGS: A percussive sound is
produced by laying the fret hand across the
string(s) without depressing them and striking
them with the pick hand.

) Cem—
2 T T |
. T 1l

" e
T u|
:é 1
X x 1l

LEFT-HAND TAP: Hammer (“tap”} the fret
indicated with the “fret-hand” index or
middla finger.

P i
4 i

3rd string, open

LEGATO SLIDE: Strike the first note and
then slide the same fret-hand finger up or
down to the second note, The second note
is not struck.

]
)]
I

VIBRATO: The string is vibrated by rapidly
bending and releasing the note with the
{refting hand.

e
=

BEND: Strike the note and bend up the
interval shown.

SLAP: Strike (“stap”} string with right-hand
thumb.

e e |

T
-
T

-y
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ADDITIONAL MUSICAL DEFINITIONS

2nd string, 2nd fret

1st & 2nd strings open, played together

SHIFT SLIDE: Same as legato slide, except
the second note is struck.

SHAKE: Using one finger, rapidly alternate
between two notes on one string by sliding
sither a half-step above or below.

BEND AND RELEASE: Strike the note and

bend up as indicated, then release back to

the original note. Only the first note is struck.
el

% I
POP: Snap {“pop"} string with right-hand
index or middle finger.

-

==

[ -

% {accant) .

A
E {accent) .
E (staccato) .

ml .

v .

8.5 3l Coda .
NOTE:

Accentuate note (play it louder)

Accentuate note with great intensity

Play the note short

Downstroke

Upstroke

Go back to the sign { % ), then play until the
measure marked “ To Coda,” then skip to the
section labelled “Coda.”

Tablature numbers in parentheses mean:

D.C. 8l Fine .
Bass Fig. .
Fill *
facet .
I I .
————
[~ " T

1. The note is being sustained over a system (note in standard notation is tied}, or
2. The note is sustained, but a new articulation (such as a hammer-on, pull-off, slide or vibrato begins, or
3. The note is a barely audible “ghost” note (note in standard notation is alse in parentheses).

Go back to the beginning of the song and play
until the measure marked “Fing” {end).

Label used to recall a recurring pattern,

Label used to identify a brief pattern which
is 10 be inserted into the arrangement.

Instrument is silent {drops out).

Repeat measures between signs,

When a repeated section has different
endings, play the first ending only the first
time and the second ending only the second
time.
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+ SENT AEADING FOR BRSS

A series of technique book/audio packages created for the purposeful building and development of your chops.
Each volume is written by an expert in that particular technique. And with the inclusion of audio — either CD or
cassette — the added dimension of hearing exactly how to play particular grooves and techniques makes this
truly like a private lesson. Books include notes and tab.

Bass Fitness—An Exercising Handhook

by Josquin des Pres

200 exercises designed to help increase your speed, improve your dexterity,
develop accuracy and promote finger independence. Recommended by
world-acclaimed bass players, music schools and music magazines!

00660177 BOOK ONl.....coonerernrrcciersiims s s ssssrarss s $7.95

Bass Improvisation—
The Complete Guide to Soloing

by Ed Friediand

€D includes over 50 tracks for demonstration and play-aiong. The book
works for electric or acoustic bass and covers: modes, harmonic minor,
melodic minor, blues, pentaionics, diminished, whole tone, Lydian b7, and
other impertant scales; phrasing, chord/scale concepts, melodic
development, using vour ear; and much more.

00695164 Book/CD Pack ..o $17.95

Building Walking Bass Lines

by Ed Friediand

A walking bass line is the most common approach to jazz bass plaving, but
it is also used in rock music, blues, rockabilly, R&B, gospel, latin, country
and many other types of music. The specific goal of this book is to familiarize
players with the techniques used to build wallking bass lines and to make
them aware of how the process works. Through the use of 90-minutes’
worth of recorded rhythm tracks, players will have the opportunity to put the

new learning directly into action.
00096503 BoOK/CASSEHte PACK. .........ocvcrivermererererereresmereeensis $12.95
00695008 BOOI/CD PACK .....ocvvvrr s sererenesimreemecc st isnsasa oo $17.95

Expanding Walking Bass Lines

by Ed Friedland

A follow-up to Building Walking Bass Lines, this book approaches more
advanced walking concepts, including model mapping, the two-feel, several
“must know changes,” and other important jazz bass lessons.

00695026 BOOK/CD PACK ...t sssisinseane s $19.95

Fingerboard Harmony For Bass

A Linear Approach For 4-, 5- and 6-String Bass

by Gary Willis

Learn the theory and geometry of the bass fingerboard from one of today's
leading players and instructors. The CD features Gary Willis demonstrating
99 examples and exercises. This comprehensive book covers hand
positions, key centers, the linear approach, and much more.

00695043 BOOK/CD PACK ..oooorvcvvvcvvv e crsrsenanssrsressecesessessecer 3 17,93

Funk Bass

by Jon Liebman

Critically acclaimed as the best single source for the techniques used to play
funk and skap-style bass! Includes a foreword by John Patitucei and is
endotsed by Rich Appleman of the Berklee College Of Music, Will Lee, Mark
Egan, Stuart Hamm and many others! Features several photos and a special
section on equipment and effects. A book for everyone — from beginners to
advanced players! Includes a 58-minute audio accompaniment.

00699347 Book/Cassette Pack
00699348 BOOK/CD PaCK ....coovevvvvrorenrcrcrim e

Funk/Fusion Bass

by Jon Liebman

This follow-up to Frrk Bass studies the techniques and grooves of today's op
funkAusion bass players. It includes sections on mastering the two-finger
technique, string crossing, style elements, establishing a groove, building a
funk/fusion seloing vecabulary, and a CD with over 90 tracks to jam along with.
Feamres a foreword written by Earth, Wind And Fire bassist Verdine White.

00696553 BoOK/CD Pack ... $19.95

Jazz Bass

by Ed Friedland

This book/CD pack features over 50 examples covering walking bass, the
two feel, 3/4 time, Latin, and ballads. It covers soloing, performance
protocol, and includes seven complete tunes.

00695084 BOOK/CD PACK ....eoovev it §17.95

The Lost Art of Country Bass

An Inside Look at Country Bass for Electric and Upright Players
by Keith Rosiér

endorsed by Leland Skiar and Glenn Worf

This book/CD pack teaches classic and modern bass lines in the style of
Hank Williams, Lefty Frizel, Marty Stuart, David Ball, and others. You'll
learn; what gear the pros use; how te be a studio bassist; how to read music
with the Nashville Numbering System; and more. The CD includes 33 songs
with full band hacking. In standard notation and tab.

00695107 BOOK/CD PACK ...oovvvvveecrcnire e cressissrisir s $17.95

Muted Grooves

by Josquin des Pres :

Develop the string muting, string raking, and right-hand techniques used by the
greatest legends of bass with this comprehensive exercise book. Itincludes over
100 practical exercises with audio accompaniments for each.

00696554 Book/Cassette PACK .....coimieroerieeis e $12.95

00696555 BOOK/CD PACK covvvoveveeece e riens $16.95

Simplified Sight-Reading for Bass

From the Fundamentals to the Entire Fingerboard

by Josquin des Pres

This hook/CD pack helps bass plavers expand their reading skills,
Beneficial for beginners through advanced players, this pack covers
rhythms, notes, intervals, accidentals, and key signatures, as well as
common bass patterns in biues, R&B, funk, rock, and more. The CD
includes 97 demo tracks!

00695085 BoOK/CD PACK .ovvvveve v rsssssames s rnsnserares $17.95

Slap Bass Essentials

by Josquin des Pres and Bunuy Brunel

This book/audio pack includes over 140 essential patterns and exercises
covering every aspect of slap bass, written by two of today’s hottest bass
players Josquin des Pres and Bunny Brumell.

00696563 BOOK/CD PACK ...cvve e $16.95

FOR MORE INFORMATION, SEE YOUR LOCAL MUsSIC DEALER,
OR WRITE To:

! HALL EONARD®
mll CORPORATION

7777 W. BLUEMOUND RD. P.C.BoX 13819 MILWAUKEE, W! 53213

Prices, contents, and availability subject to change without notice. 0997
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THE COMPLETE GUIDE TO REGBAE
AND JAMAICAN BASS STYLES

* Performance Tips and Lessons

e (D Includes 47 Full-Demo Tracks
e Authentic Grooves and Riddims
e Standard Notation and TAB
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