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STRING BASS STYLES
By "Stam” Stewart
FOREWORD

The name "“Slam" Stewart stands out prominently in the realm of modern bass play-

ing. His tremendous bass work with The Art Tatum Trio and his recordings will live

wherever modern music is enjoyed.

Because “Slam's" sensational originality and technique are so admired by bass

players, we are presenting his conceptions and rhythms in book form.

This book deals with vital aspects of modern bass playing and therefore assumes

that the player:

Knows the names of the notes throughout the keyboard;

{ &

2. Can read the bass part in an ordinary stock arrangement;
3. Can play all scales correctly;

4. Can read all simple rhythms.

The book is designed to show the modern bass man how he can develop himself as:

1. A better rhythm and orchestra player;
2. A better soloist;

3. A better all-round musician.

In order to derive the greatest possible benefit from this book, one should:

. Master each point before proceeding to the next;

. As much as possible write out bass parts and ideas for improvisation;

1
2
3. Study fundamental bow and finger technique regularly;
4

. Memorize as much as possible, and transpose wherever practicable.

The Publistens
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RHYTHM IS THE THING

Rhythmic ideas applied to @ bass part are always effective, and as a matter of fact, serve

as a foundation for more involved improvisation.

observe that no new notes have been added to the
are produced solely and entirely through
ly suggested that no additional notes be

In the following illustrations,
original bass part and that the various figures
the use of different rhythm patterns. It is strong
added by a player until finesse has been acquired in
remembered at all times that the rhythm pattern, as w
style and tempo of the number being ployed.
experiment with ideas that help to establish style
and polish. Study phonograph records which exemplify the best in bass playing and copy
whatever is good. The gradual absorption of various phrases and patterns will eventually
add up to what will be an individual style, which of course, will be based on one's natural

talents and “‘ear’’.

ell as the phrasing, must fit the

Whenever possible at rehearsals,
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MAJOR CHORDS

o)
Memorize the following chords and practice them throughout the entire range of the instrument, as in-
dicated. Note that a major chord consists of three tones, with @ major third (two whole steps between
the first note of the chord, the root, and the second note of the chord, the third), and @ minor third
{a whole step and a half step between the third of the chord and the fifth of the chord, which is the
third note of the chord].
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When o chord appears in its root position, the root is on the bottom foliowec by the 3rd, 5th, etc.
When these chord tones appear in different positions, the chord is said to be inverted. When a chord
is in its first inversion the root is on top. When it is in its second inversion the 3rd is on top. in 7th,
9th, etc. chords, o third inversion occurs when the 7th is on top. Study all chords in all inversions.
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MINOR CHORDS

Memorize the following minor chords and practice them as indicated:

For additional study, play all major chord examples with o “‘flatted™ third. Note that
by “flatting’* the third of c major chord, the minor chord results. In a minor chord the
distance between the root and the third is a minor third and the distance between the
third and the fifth is a major third, which is just the reverse in the construction of major

chords.
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MAJOR SIXTH CHORDS

Memorize the following chords and practice them throughout the entire range of the in-
strument, as indicated. The sixth is frequently added to the major, minor and dominant
seventh chords in improvisation. However, in dance music the major sixth chords have
taken their place as part of the harmony and are frequently indicated in chord progressions.

In the following illustrations the sixth appears along with the other chord tones as
"additional notes''.

Major Sixths

(Memorize)
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DOMINANT SEVENTH CHORDS

tion

the fifth note of the scale, and in its construc

The dominant seventh chord is constructed on

has © minor third added to @ major triad.
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n Dass Parts 11 must De remembered that the most imporiant tones of the chord are the root ond the

fifth, and it is for this recson thot they cppear on the strong beats of a measure: The only time, as
far os fundamental bass is concerned, that the chord tones do not clternate root, fifth; root, fifth,
occurs when such o pattern would cause a tone to be repeated over o baor line or ““through’ o chord
change.

in bass playing, it is not desirable to have the seventh of a chord appear on the strong beats, and
conseguently it is only in ropid or scale passages that it is allowable.

7th on strong beat (bad)

C7 G7 F7
=t = b ba
3 1 1 11 s - ) 1
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7¢h on strong beat (0.k)
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AUGMENTED CHORDS

Augmented chords contain fwo maijor thirds and for this reason they all fall into one of four groups.
Memorize ond proctice as indicatred.

An gugmented chord is formed by raising the fifth of the maojor chord one half step.

Augmented Chords memorize!
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Diatonic Passing Tones

PASSING TONES (P. T.)

Passing fones are those which are used between the tones of a chord in order to form a
melodic line. These passing tones are either diatonic (part of @ major or minor scale) or

chromatic (half tones).

The foliowing illustrations demonstrate the use of passing tones, and here it is to be
o chord are not to be used on the

observed once again that notes that do not belong to a
beat unless they are short and are part of a “‘moving passage’’, which in its essence
gives the “'sound" of the basic harmony.
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Note: Frequently, the third of a chord is flatted to produce what is known as a “blue effect”




FINGER AND BOW TECHNIQUE

Fig. 1. The position of the hand on the strings as Fig
the "slap' is executed, for the effect known
as SLAP BASS
Note the manner in which the hand touches
all of the strings

ig. 3. Position of hand for the exe
cution of pizzicato which pro-
duces o bigger, broader tone

In the walking bass chorus on “"Christopher Columbus'’,

ILLUSTRATED

Here the fingers are shown in position for
pizzicato
Note that for ordinary pizzicato, the hp of

the fingers are used

Note for this execution thal
the side of the first finger
down to the second knuckle
touches the string

some of the notes are to be played

with the broad, full tone that is produced through the use of the 'side finger' tech

nique, and they are so indicated. All other notes are to be picked as indicated in Fig. 2

2




This illustration should be studied i

CHRISTOPHER COLUMBUS

Note, that Slam's bass in contrast fo the orchestration b

ness for long scale passages.

Slam’s Bass

n the same fashion as the one on

ass depen

*[ Side

“ pfter You've Gone''.
ds upon its effective-
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In moving scale passages, neighboring and chromatic tones may appear as short notes, and in the
case of all “runs” care must be exercised to begin and end the passage with a chord tone.

* These notes to be played with the side of the finger as illustrated on page 10.
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DIMINISHED SEVENTH CHORDS
Memorize the following diminished seventh chords and observe that because there is a
minor third between each note, all diminished seventh chords fall into one of three groups.

Practice them as indicated.
The diminished seventh chord is formed by lowering the third, fifth and seventh notes

of the dominant seventh chord one half tone.

{ C|d1m7 Y D7 P o o Ddll’p7 e !"( °)
1l 1 L8 11 » > 1 1L e 167 ot ! ! <
1 +— Ho—f— : ¥ T —1
1' 18 1L 1 L i1 1| T )i i } £ ¢
Gbdim7 Adim7 '
o
e 11 i )1
1 1 1 14 i Vv Iy )11 ]
1l 1 lala o Ve ) 1
t i x; = A4 Y + + t
The zbove four chords all contain the same notes.
Db dim7 dim dim dim
1 LL‘ b"’ﬂl e) E 7 L G 7 L Bl’. 7 1 L_
E‘ b;‘“ V»';"lﬂ { 1 “ 1 DT | T =1 | 1 ) oowy— 1
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The above four chords all contain the same notes.
Ddim7 | _ b, A Fdim7 Abdim7 Bdim7 L
E— e L 1 1 T =T t I ——P8#—T
- o 1 18 d o s  § 11
: t 4 t 1 —1 —e—— —A
ST | | 3

The above four chords all contain the same notes.

Note:—Enharmonic is the term applied to the note which sounds the same but is written
differently, for example, C# is Db — Fb is E — B# is C, etc.

ASE ! 4
Gb dimTh T e is F# dim7th%
Vi 1

Note that a 7th chord becomes diminished when the root is raised a half tone — so:
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NINTH CHORDS i
f it as the tone above the root an octave higher, so the

major Oth in a C chord is D, and ina G chord is A, etc. To make @ ©th minor, lower it one-half tone.

To make @ Oth augmented, raise it one-half tone. When a C-major chord is used with a 9th, it is

indicated so: C major ® or C add 9. Dominant Pths are indicated merely as C 9, G 9, etc. Mem-

orize the 9th chords and play them throughout the range of the instrument.

The 9th can be readily named by thinking ©

Major Ninths (memorize) |
Co Go Do Ao E9 Bo Fle Gbo ph9 Abes Ebo Bw F9

C9 Ge D9 A9 E9 B9 Fg Gho  Db9 Abg Eb9 Bb9 F9
L P ; - Hit }
: hef o 8o ;:fﬂ b e r,'J’ M e !
—— = i e e s e e —+pS—+
B é’ A (] « v .

The 7th and 9th of a chord, generally speaking, should appear only on the weok beats of o measure
or as short tones between beats. It is only the experienced musician who can use these with any great
regularity on the strong beats, for instance, @ scale or chord passage may carry © 7th or a 9th through

the strong beats.

Cadd9  (bad) (good) (bad) (good)
1 11 1 ST I § ¢ 1 1
. - I 1 O 1 113 1
> 481 ) o » I Hhe b‘ﬂ |
T 1 T ' 1 1 e 1 a )
gth 9th !

Note—The 9th resolves down to the root unless it appears in an ascending or de-

s wiittan scending scale passage.

Cadd9 Fadd 9
(EE e
9t
As played sth | @ 15 & o 6h
- 1 D T T Y [l

The added 6th and 9thare interesting.
As written  C

9th gth

Added 6ths and 4ths. sth 1‘ ¢

¢th oth 6th 9th 6th
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ELEVEN IDEAS

In the foliowing riffs and breaks, the neighboring tones, passing tones and 4ths are indicated. Play
them in all keys both bowed and pizzicato.

With a Lift
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6th ath AT NT. . BT. NI 6th

3rd bar—D is the th to “C". The 2nd ond 3rd D's are neighbors to “E". 4th bar—C is a passing
tone between D and B. Bb is a neighbor to B®.
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BOOGIE-WOOGIE

The Boogie-Woogie style is exemplified, of course, by the characteristic ** eight-to-the-bar"’
and the repetition of a bass pattern. The following illustrations demonstrate the manner
in which a regular bass part becomes a Boogie-Woogie bass. It will be observed that
Boogie-Woogie requires considerable technique and practice. At rapid tempos the first

and third beat may be played as quarter nofes, while two notes are played on the second
ond fourth beats.

becomes or

becomes
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> - ‘BLUES

The standard blues form follows a twelve bar construction and @ chord progression,
which uses the tonic chord, a dominant 7th built on the keynote of the scale, the sgb-
dominant, the tonic, the dominant 7th and the tonic. Transpose and analyze the following
“blues'" basses.

)
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KEEPIN' OUT OF MISCHIEF NOW

In this one, observe carefully that the first four bars are played pizzicato with an even, solid, "‘walk-
ing" effect. Get the accents and dynamics of course. Push bars five and seven. In bars 6, 8, 9, 10,
11, 12, 13, 14, 15 and 16, play each note broad {sustenuto) with a good solid tone. The last beat




in the 16th bar serves as a pick-up into the last four bars which must rock. The dotted eighths and 17
sixteenths in the next to the last bar, must be played so that the correct mathematical count is given
each note, that is to say, the dotted eighth must be three times the sixteenth.

Slam's Bass ath
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COPYRIGHT 1932 BY MAYFAIR MUSIC CORP.
AFTER YOU'VE GONE

Here in pizzicato style you will find Slam’s walking bass on the third line. For study purposes, the
original meiody as well as the original baoss in the dance orchestration is included. You will note that
Slom's bass employs more passing tones than the orchestration bass and introduces a few ‘‘tricks''.
Note the repetition of the rhythm pattern in the ninth and tenth bars (four bars from the end). The
last two bars take the chorus “‘out’” and in this way differ from the Jast bars of the orchestration.

Slam’s Bass
Moderato
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| WOULD DO ANYTHING FOR YOU

Here is a picked solo demonstrating why Slam's playing is fomc?us..ln son;)e I|nstc:’r;‘ces, :\;:
fingering is indicated by numerals above the notes and letters in circles below the no
indicating the string to be used.
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R e ==
[ o s 1 + =1 = v ; —— ——+——— 2 =
s - l’ ‘l';‘ :J I'II 1 X’ Il 1 LS ) 4

Eb Eb7 Ab Abm Eb AE‘:"I Ab Abm Eb
) s 3% s A . et
B e e = 2 Y

L}: o . 'i e _:: n —= —"iﬁb C I%
5 e e T T i = 7 e e
ivd jo— 4= 'AL % ET
F7 Bb7 Eb Bbdim Ab6 Bb7 Fb _Eb7 | Ab
N e R T e <03 > @
- ale e o o 2 s v 3 A o

o O &
. ,']_. +— — " E o
i P 11 11 S
e % 3 Il - 1 2 I i £ Y I 1 ¥ LB 7 it 1
P 7 7 I = iii.‘__J___L___ 1 1 o e e | P S Sy e |
A | T - g =} 5 yo—g | a0 2SS | (oo
=) \ | b - v 1
E> _Ev7 AL Abm E Cm__ F7 Bp7 Eb
b <
e P -r% — e ¥ : =
< s s = a = s = =
3 —————~ o —" — Y r— o
Z — = T ———3 ¥ > S t T —1
- P = <~ . 1
> #511" .
Lefede o e ey g -
S T § 1 T L1 7 B /) ) e |7 S s
| A PN AL T : i = > 1 —
2 ! 1 J 1 1 1 11 | et 191 | VA 1 H 1 ad
vy 1 j — L1 L E’; " T | 22 1  S—
N _—
Eb Ebdim | G Gdim C D7 G D7
z : I} £ 2
= ——= iz B is _—= : =z
P— < — - : i

=
=
w
o=
=
3
HHy t:_
o
e
-
Hs
1l
e =
p

19

COPYRIGHT 1931 BY MAYFAIR MUSIC CORP.



Ab

Tt

Eb7

Eb

T

Abm

Ab

2 1 17

1
3 59 IO A

===

| R |

=

e

-

>

| B W |

i i il
-
‘s |
Yl w M f
.« ﬂ_
o) f
N = 2
: 5
1 =4 £ :
% |
9 « m ..n.\.. :
s e
= o 2 3
1 =l = §
...; N Z »
i | -
i &2
[SOE . L -m I
7 b ° )
Y] : i
0
ol 5o < |
1 A.T 2 .o- ...;H Afl X
i G ) ,ma ¢ - AR
L.g s . 1|5 e} J A
oy (@] L
; = o 7 i L %:1 AR
| b ® - L R
4. JRs ...J..‘_,. ..“u..._v 15
<10 ) () \

COPYRIGHT 1931 BY MAYFAIR MUSIC CORP.

2 9°
T P g

Yo 1 2




In this chorus, which represents what might be called the

an ample opportunity
occurs as in the first

coupled with a phrasing which is on the ‘'pretty"

sixth, seventh and eig

| AIN'T GOT NOBODY

to display his tone,
four bars of the chorus,

hth bars, the phrasing must contain plenty of “'kick"'.

“‘melodic bowed'' style, the performer has
technique and musicianship. Wherever the original melody
the player should use @ beoutiful vibrato and tone,
side. When the improvisation occurs, as in the fifth,

Moderato
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: - O g’. b‘l'+ O 2
s D 8.3 ¥—t 1 1= 1IF -
Z : u I 1 I 374 =1 1 A
T 5 & — 1 1 1L
T 1§
Melody
TR 1
5 o o ve > Py o Pl
—r—— — : = e s : = x
: : - E
Bass ;
G7 Gb7. P71  EZ A7 G E7
#':h!: ¥ ¥ a5 ¥ = ¥ 3 T + ¥ o m— T—
‘B pS - — - e —— = 2 ——
SETS
2 ) o P S > & z° 1"1‘2' b"‘l
e i > r—’ * — t t T\
e ———— S —
i i 3 4 = T 1 Vi 41 I 1L
el i I — A 4 X 7 1 & r 4
r T mm—— T
O e l’
5 = y TS T TR o 2 2 - P
- > ’1 X X ‘
A7 D7 G G Gb7 F7 E7
=% = ¥ - - : » ¥ T 3 = T
f— — = = = P - - :
T T 1
— .
—~
e & J,.J_ Ql =090— ) —*—“——Ltﬁ__
B & | 1 1 It 1 1] 1 y ] - I 7 253 | 1 [
) LT 1 [ = J < A | v4 L1 rS yi £ =1 " 4 11
I b ol 1 | T TS S = |
]
B i jolede , ieteirhede = o
b —— - : ; f e —
B : .8 1
A9 A7 D7
— - - - : . _
j— ———" P a— - i .= : ¥ s ——— - — — &
— = e : < = : —= : “ $ ! é =
b c b
A o 9 % .
, S /T8 LT L 222 o o ot
ﬁ;- 4 1 7 1 G | | i ) 1 |
. & i 1 4 1 2 I 1 o 1 5 § 1 1 1”4 L 1 Wiy 0l
— = L 1 1 8 1 u 1 1 L
3 5 1 ;
Ly e pliig ey o | o b e g ol _p - .
i 3 - t — : ¥ + e :
Em G7 C E+ E7| E+ E7
- - - . . by
e ¢ = F Ssio==——co—————
v 1 £

COPYRIGHT 1915 BY MAYFAIR MUSIC CORP.
COPYRIGHT RENEWED 1943 BY MAYFAIR MUSIC CORP.




- » |
o 3 b s o Reo' 0 05 »- he - i
o > =
T < - L4 3 - 3
1 'l ' T - U—— .
3 =
T
) W ™~ L
) e 2 I 3 B 3 -~ a - ~g
o v = — = =
=
A7 D7 G7 Ge»7 F7 F3 AT
i — r — i > % — X X > = +—X — T X
= F— 2> == = 2 x =
-
el - —

.I"

'

L)
{
L
lﬁ
4 l

S e e e = = ;
3 Py //———_x\
G A7 D7 G Sa
SUNDAY, MONDAY OR ALWAYS
Here is the manner in which Slam handles something which may be classified as “'slow
and easy'". Play this with a nice tone quality and “groove’™ it slightly.
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ROSETTA

In this chorus, you will find a beautiful illustration of Slam's take-off on a solid bowed
solo. The bowing is indicated in essential spots and if you can really dig this one at a nice
tempo, man, you've got something.
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I'M CRAZY 'BOUT MY BABY

Here Slam plays lightly around the original melody and nicely illustrates his good taste.
The bowings are indicated in a few of the essential spots. Practice the original melody for
“hep'’ phrasing as well as the improvisation.
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BASIN STREET BLUES

Here with excellent taste we have an illustration of Slam’s style in a *'Blues’* groove. Make
the crescendos and diminuendos smoothly. Observe the phrasing and bowing carefully.
Play with a lift.

Blues Tempo Ci ‘ C7
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