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Iintroduction

he purpose of this book is to provide a fresh perspective on the subject of funk guitar. For
I years, | played funk the way most guitarist do—with a pick. This sound is certainly a staple of

funk music and a must-learn for all serious funk guitarists. After becoming increasingly interest-
ed in funk bass players and the techniques they used, however, | began experimenting with slap and
pop techniques (commonly used with bass) in my guitar playing. Influenced by players such as Louis
Johnson, Yanic Top, Marcus Miller, Stanley Clarke, Victor Wooten, and Kevin Eubanks, | began imitating
the sounds | heard from them on my guitar. Years later, I've found that, although funk is an obvious
choice, this technique can be applied to many styles. Throughout this book, we'll also see it applied to
R&B, Motown, Reggae, and Latin styles. We'll also cover odd meters and straight-ahead funk-rock
grooves. When it's all done, you'll have a new vocabulary of techniques to incorporate into your own
playing.




Technical Performance
Notes

n order to best digest the information in this book, it's probably necessary to discuss a few tech-
Iniques that aren’t commonly found in guitar notation. Below is a list of abbreviations and explana-

tions that pertain to the musical figures found in this book. You may recognize many of these from
conventional bass notation.

T — Strike or "slap” the string with the right-hand thumb.

P — Snap or “pop” the string by pulling upwards with the index finger of your right hand and quickly
releasing it.

L — Slap the strings on the fretboard with your left-hand fingers laid flat, creating a muted percussive
effect.

| — Strum with your right-hand index finger (downstroke) as if it were a pick.

®— Hammer or “tap” the fret indicated with one of the fret-hand fingers.

F — Strum with the nail of your right-hand thumb (upstroke).

Though the “slap” technique is very familiar to most bass players, guitar players have usually not exper-
imented with this before. Try different positions along the string to ensure that you are not producing a
harmonic with your slap. Also, try to keep your right arm parallel to the strings.

About the Audio

hroughout this book, the numbers in the audio symbols ( € ) indicate the CD track number
where each figure will be found on the accompanying CD.



Chapter 1

Funk Figures

Though this technique can be applied to other styles (as we'll discover throughout this book), its most
obvious use lies in the funk genre. Here are plenty of grooves to get you acclimated to this new tech-
nique.

These first two figures make use of the open E string, as this provides a great way to learn the slap-
and-pop technique.

Fig. 1
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Figures 3 and 4 make use of slapping the A string. You'll probably find this a bit more difficult than the
low E string, but with practice you'll be able to slap the fourth, fifth, and sixth strings all equally. Figure 3
uses a downstroke with the index finger to play the sliding double stop.
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Fig. 4

N.C.(D) (G) (c)

This figure introduces the left-hand muted slap technique. One of the key elements of this style is to
keep the rhythm solid. This sometimes requires the use of the left hand to produce an occasional six-
teenth-note percussive click.

-
3 : ——
: s B ;
: Q‘ - | q“' ==
e "
R SE. BT P X T P T P T T
= .
] 2 .
A X X 8 X 3
B 5 X X - g X * : - .

N.C.(E)
Aat >J i j
o RE'" I} = &, 'H
% =1 8- = :1:' 1 il.‘l -==
D) — 7 - !
=, 3 P = b
I L T P | N T PoT P I T P T
*
L
A X 5 X
(=B — [ [
= o X : 5o—F X X 5 o ——%——— 3

Pay attention to the rhythm of the first beat in this next figure. This triplet hammer-on is a nice way to
spice up an otherwise straight sixteenth-note riff. Notice also the index-finger downstroke on the F/G on

beat 4.
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Figures 7, 8, and 9 introduce the left-hand hammer-on technique. While figure 7 concentrates on the
fifth and third strings, figures 8 and 9 concentrate on the sixth and fourth strings.
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This figure features a bluesy A Mixolydian sound and a chromatic sliding double stop. Try this one at
both medium and fast tempos.

@ Fig. 10
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Fig. 11 mixes triad punctuations with single-note riffing. Notice the implied A, C#mi, and D tonalities in

measure 2.
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This figure in G minor features a disco-sounding progression, a serious groove, and a chromatic lead-
ing tone in beat 4 of measure 2.
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The syncopation in this figure propels it forward with anticipation. Notice the chromatic chord movemenit
in measure 2, leading nicely back to the F chord at the repeat.

@ Fig. 13
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This riff in C features sliding chromatic tri

E

ple stops, syncopated chord punches, and a bluesy E>~to-E

hammer-on.
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Fig. 15 makes good use of accented chromatic approach notes in beats 1 and 4 of measure 2. Notice
again the abundance of syncopated chord punches.

@ Fig. 15
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The following two figures demonstrate bass-line figures played exclusively on the bottom three strings.
A solid rhythmic feel is imperative in making these lines groove.

@ Fig. 16
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This figure features right-hand tapping and index-finger strumming. Notice the bluesy hammer-on in
measure 2, beat 2.

Fig. 18
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This figure makes extensive use of the index-finger strumming technique. All of the chords belong to the
key of F major, with the exception of the D major in beat 2 of measure 4. Notice that this chord is the
only different element when the progression is repeated.

Fig. 19
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Fig. 20, in E minor, features an effective combination of bass-note riffing (measure 1) and chordal
strumming (measure 2). This two-measure vamp (Emi—C6/9) provides an excellent backdrop over which

to improvise.
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Chapter 2

Funk-Rock Figures

This section provides a few “four-on-the-floor” riffs that are guaranteed to get your feet moving.
Whereas the sixteenth note dominates the funk figures, the eighth note dominates here. As with the
funk figures, timing is absolutely crucial to making these groove.

This figure features almost exclusively bass notes and serious syncopation. You may have to count

through this one a few times in order to “feel” the riff properly. The grace notes in measure 2 (beat 3)
and measure 4 (beat 2) provide a subtle touch that keeps the riff from sounding stale.
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Chord punches and walking bass lines dominate in figures 22 and 23. Notice again in fig. 22 that the
progression repeats exactly with the exception of the last chord; this concept can also be found in

fig. 19.
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Syncopation once again drives fig. 24. Notice how the second, third, and fourth chords are all anticipat-
ed by one eighth note.

@ Fig. 24
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In fig. 25, we see the slap technique applied to the common i-hVII-bVI progression. The syncopation
found in fig. 24 can be found here as well. Notice again the subtle touch provided by the grace note
hammer-on.
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This final funk-rock figure will be the only one that features a sixteenth-note feel. It's basically a vamp
between Emi and C with a Phrygian-sounding F5 wrapping it up.
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Chapter 3

R&B and Motown Figures
These figures provide a new perspective and outlook on these guitar-dominated genres.
The following two figures feature syncopated chord punches and compound meter.

Fig. 27
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Figure 29 planes dominant 7th chords with a syncopated feel. Notice the percussive left-hand slap in
measure 2 (beat 2), providing variety to the otherwise repeated pattern.
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This next figure combines a typical Motown progression (I-IV-V—vi) with a smooth funk feel. Notice the
first-inversion | chord and the bright Ama7 sounds in the first and third measures.
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Chapter 4

Latin and Reggae Figures

The following riffs provide yet another application of this technique for guitar. The key to many of these
figures is the separation of the bass and treble. Both of these genres usually feature chordal accompa-
niment that is both sparse and exact. With attention to detail, it is possible to effectively simulate both
roles (bass and accompaniment) with one guitar part.

This Latin figure is built on a repeating bass figure. It features a very common progression.

Fig. 31
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Watch for the syncopated chords in figure 32. Notice also the use of the open low E string in the bass

figure. Figure 33 sequences a I-IV progression up a whole step. Notice the chromatic walking bass fig-
ure on beat 4 of each measure. Figure 34 demonstrates a single-guitar approach to imitating a reggae
feel.
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Chapter 5

Technical Exercises

This chapter will provide several figures that concentrate on one or two specific techniques each. They'll
allow you to work on the skills needed for the rest of this book in a somewhat musical context.

The following two exercises nail home the left-hand hammer-on technique. The harmony in figure 35
consists of quartal sonorities (chords built upon stacked 4ths).
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These next figures concentrate on both left-hand hammer-ons and right-hand tapping.

@ Fig. 38
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The following two figures combine slapping, left-hand hammer-ons, and popping.

@ Fig. 41
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These remaining figures concentrate strictly on percussive exercises. This is a great way to work on
timing. Since the rhythmic ticks are the only thing heard, it's very easy to hear if you're rushing or drag-
ging a bit.

@ Fig. 43
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For these latin percussion exercises, mute the strings with your left hand. The thumb notes here are
normal thumb strokes (not slaps). :
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These two figures concentrate strictly on slaps and pops.

@ Fig. 48
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The remaining few figures combine slaps, pops, and left-hand hammer-ons with a straight sixteenth-
note feel. Notice the syncopated accents.
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Parts not sold separately

ISBN O-k34-03210-0
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Sheet Musiec opy,

l#
is the official series of Southern California’s
renowned music school, Musicians Institute.
MI instructors, some of the finest musicians
in the world, share their vast knowledge and
experience with you no matter what your
current level.
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Whether your instrument is guitar, bass,
drums, vocals, or keyboards, Ml PRESS
offers the finest music curriculum for higher
learning through a variety of series:

Essential Concepts —designed
from Ml core curnculum programs

Master Class — designed from Mi
electtve courses

Private Lessons —tackle a variety
of tOpICS “one-on one” with MI
faculty instructors

Video — in-depth lessons with
many of MI’s well-known
instructors

com

fne



