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ROUN D ABOUT SIXTEEN years ago, 
having spent six and a half yea rs in the Guitarist editor's chair and another 
two publishing books for our then overlords, Music Maker Publications, l 
had a chat with one of the d irectors and we decided the world needed a 
ded icated tui tion magazine. Guitarist had its own techniques section, of 
course, edited by Phil Hilborne, but we reckoned there were enough players 
out therc to make a wholly 'gui tar technique' mag viable. We gave it a go, 1 
commandeel'ed Phil as music editor and GTwas born. l say'l'Ound about 
sixteen yea l's', but it was in fact sixteen years this very month that the first 
GuitarTechniques hit the streets. 

Back then it was primarily a t ranscription magazine, 
as quality song tabs were rare, other than in books, 
and many were of dubiollS acclIracy. Also, the internet 
was in its in fancy and 'tab sites' didn't exist at ail. 

Over the ensuingyears GThas changed in many 
respects - we've become more of a proper tu ition 
partner in your quest to play better, rather than simply 
ladling out tab after tab (which are readily available 
everywhere it seems). We also have great ties with the 
country's major music institutes and academies, who 
provide liS with fantastic lessons each month. Of course 
we still carefully select tracks, From classic icons such 
as this month's Smoke On The Water (although we 
added tluee extra solos from some pretty impressive 
players), to some of the finest and sometimes slightly 
more obscure tunes from thegl'eatest evcr guitarists 
in all styles. 

Without a dOllbt GuitarTechlliques has the finest 
l'Oster of tutoJ'S of any guitar magazine in the world. 
They have pl'ovided superb content for over a decade and il half, and 1 trust 
that will continue for manyyears to come. 

In the end, ofcourse, it's ail down toyou. Without you wc wouldn't 
be here and that fact is certainly not lost on me. 1 know we have readers 
who'vc been with us since Issue land some of th cm nowwoJ'k on the mag. 
But equally there are manyyoung players from ail over the world that rely 
on GT for thei r monthly fix of great guitar tu ition . Happy 'Sweet Sixteenth' 
GT and long may you continue! 
Sec you next month ... 

WE WILL: Sring you the world's 
finest guitar tuition every month, 
from the most inspirational of tutors. 
Our transcriptions will be as accu rate 
as humanly possible, our lessons will 
improve your ski Ils and our caver CD 
will provide you with houes of playing 
fun. We wi ll make you a bener player' 
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WHICH LES PAUL? 

l've recently come back to gu itar playing after a 
hiatus of several years. Just got myself the latest 
Feb 2010 edition of the mag today - great content 
as ever. l've also recently gone and gol myself a 
new games console. 1 must be 100 king ta relive my 
teenage yea rs or something. 

Few people can have missed the 
explosion of 'instrument' playing on 
games consoles . rd be interested in 
knowing whether you guys think that the 
likes of Cuitar Hera and Rackband \\~ll 
prave ta be a posi tive or a negative for the 

After many years 1 have finally 
picked up theguitar again and thU5 
am a new reader to Guita r 
Techniques. 1 must congratulate 
you ail on an excellent and 
informative publication. 1 am 
currently in the middle of my 
mid-life crisis and enjoying it 
enormously. It is no\\' time to buy 
the Gibson Les Paul I always 
pl'omised myselfbut know that it 
will oever be played in public, and 
therefore a lot of mone)' to have 
sitting around the hou se for the 
kids to knock over. As an 
alternative l was considering 
buying a copy, possibly either 
Epiphone or Tokai and am willing 
to spend up to flOOD but have vel)' 

Iittle knowledge on the guitar 
buying front (the last guitar l 
bought was 25 years ago) . Please 
could you advise on the pros and 
cons ofEpiphone and Tokai Les 
Pauls or recommend an 
alternative? Or should 1 spend the 
extra and stick with a Gibson? But 
then new or second hand? 

future of guitar playing and music in general? 
Games like these are fun, but 1 know someone who 
plays the guitar at a modest level who is no\\' 
spending far more time upping his score on Cuitar 
Hero th an getting better on the real instrument, 
which ta me is daft. Lt can be a frustratingjourney to 
get ta a decent ability with any instrument, so 1 
wonder if the instant thrills supplied by plast ic 
'guitars' with colou red buttons may prove a 
distraction or Even a road-block ta beginners and sa 
preven t the next generation coming through. 
Perhaps it could go the other way, and act as an 
en try into music by sparking an in terest, but 
something tells me this will be less likely . Are there 
any early signs on which waythis issue might go? 
Kieron Younis, Northampton 

peaple ro bonds and music ro which they otherwise 
would never have been exposed. And in my experience 
it's the love of a band or of porticular tracks that inspires 
peaple ra take up rhe instrument. The fact rhat rhey are 
already invalved in holding a 'tay' guirar may weil then 
tempt them inro trying the real thing. Of course, whether 
or nat they persevere - given youroccurote statement 
about the 'frustratingjourney' of learning an instrument 
- is another matter. Still it would be ironie if the next 
Beatles ar Meral/ica came this way. 

STAR LETTER PRIZE Secondly, as mentioned above, 
the guitar 1 bought 25 years aga 
was a 1973 Fender 5tratocaster 
(sunburst, maple neck, white 
scratch plate, three-bolt neck) . 1 
still have it and recentlydusted it 
off as mentioned above. Tt does Ilot 

l'm nat sure it will have much effect either way, Kieran. 
Bur whar ir may weil be dolng Is inrraducing young 

Our friends oc Sound Technology 
pic are donaring a DigiTech 
HardWire Stereo Reverb RV-7 peda! 
ta the writerofaur Star Lefter. 

have the original case but apart were fantastic but 1 haven't played 
from that is totally original as • anyrecentonesl'm afrald Ida 
far as 1 am aware. It plays • ~ however thlnk thatthe current 
lovely but has had a hard life ' . r Eplphones are excellent They 
and does eerily resemble the are ln the son/C ballpark, look 
ne\\' Raad Worn ser ies of ~ great and of course have the 
Fenders now being produced . Gibson connection. Why not try to 
Please could you advise on an find one of the Elitist series of Epi LPs 
appraximate value or • - these come with US-made pickups, 

~;~~~m~f~~~~~~~:fj~~;ke =~_ t~~j~~i~f;t~~~:~!jj;ii~~:~:e 
varyingopi nions. ~ foryour f1000too. 
Alan Webster, Manchester Regarding the Strat, 1 know the 

~_IC:JI people at Sounds Great in Heald 
Looking araund ar ~ Green, Cheadle Hulme-
second-hand prices you'd = ane afthe tinestguitar 
be lucky to get a decent 
Gibson Les Pau/Standard 
foryou r grand, Alan. The 
aider Jopanese Tokais 

Epiphone les Paul 
Elitist: nearest thing 
ta a genuine Gibson? 
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shops in the country. Toke 
your Srrat in rhere and say 
that 1 recommended them 

to you. Value dep~nds 
hugely on condition, 50 

1 con't give you an 
estimate here. But 
good luck with bath 

HOW TO WORK OUT SONGS? 
After reading your excellent 
magazine for the last few years, 1 
am particularly impressed with the 
diversity and clarity of the articles . 
50 l wondered if it would be 
possible to have a dedicated, 
practical article on how to 
approach song analysis with the 
guitar, \Vith a focus on chord and 
harmony identifi cation? It's a very 
subjective topic 1 know - a 
multitude of possible approaches 
and techniques, each individual 
ha\~ng their persan al favour ites. 

An article covering a variety of 
approaches, techn iques, hints and 
tips would make very interesting 
reading, the valuable insights 
enabling myself and fellaw readers 
gain a richer understanding of the 
music we hear. 

As a fai rly inexperienced guitar 
player my basic approach is to use 
paltial triad chord shapes, usually 

on the higher E B G or B G A 
strings. By sl iding these triads up 
and down the fretboard - with 
subtle finger adjustmedts for the 
major, minor, diminished and 
augmented chords - 1 can t ry to 
match the song's chords and 
harmonies. 

While practising this approach 1 
also noticed ho\\' much difference 
humming the melody, orthe bass 
part, makes ta chard recognition 
and subsequen t fingering. This 
combined activity has certainly 
helped improve bath Illy listening 
skills and identification of the more 
subtle chords and harmonie 
sequences . But of course there will 
be sa much more to learn from 
your contributors. 
David 8riddock, Wilmslow, Cheshire 

Wow, that's a huge subject and 1 have 
no idea how you would teach it. We 
moy weil ask our tutors far their tips 
ond tricks on /eorning sangs in 0 



uture issue, but thereare same 

lbviaus oural aids. For instance, 

he bassline can give a clue as ta 

he chards underneoth, as ic afeen 

ansisrs of che raat and firth and if 
·ou faflaw it os each chard 

'hanges, the boss can lead yau ta 
he answer (don't try it with a 

rack like Gad Only Knows rhough, 

'ecause the boss hardfyever plays 
he raat note!). 

Try ta learn how ta recognise 

he main types of chard: could you 

el! the difference between a major 

" a minor 7 and a dominant 7 in a 
,lindfofd test? You'lI never be able 

o workout sangs if not. Sa train 

'ourears ot chis. 

Also, certain well-known chord 

equences keep cropping up in 

'opular music: the rock and rol/ 
:hree-chord trick ' (mas c Chuck 

lerry songs); the four-chard 

laa-wop trick (Teenager ln Love, 

' rand By Me, Every Breath You 

âke etc); the 'cycle of4ths ' 

Paris ienne Walkways, Hello, 1 Will 

urvive etc).lfyou get stuck, try 

vorking backwords - suss out the . 

'Jst chard of the verse (commonly 

) if it's in G, C if it's in F, B if it's in E 

'nd sa on) and see if you con 

"1thom the preceding chard - and 

a on. Also, learn to recognise 

hord voicings - open 0 is an 

·bvious one that you should SpOl 

vherever you hear ir. Then learn lO 

pot diminished and augmenced 
hords, 9ths, sus2s and sus4s. 

You can do worse thon 

tudying The Bearles ' catalogue, 

'5 they used 50 many standard 

'nd not-sa-s tandard progressions 

1 their writing. It's a huge tapie, 

'ur one where you have to start 

li th a few simple pieces of the 

'uzz/e, and slowly put the others 

;to place 05 yourear improves. 

LEARN ON ACOUSTIC 
Many who take up guitar are 
ini tially influenced by people 
who play electric; that includes 
myself and mast GT readers. 
However, 1 would suggest that 
an acoustic is p referable fo r the 
first few months. With a 
suitable acoustic ~ one with a 
fa irly low action ~ the issues of 
pickups, knobs, swÎtches and 
amps don't come into play. 
These have nothing to do with 
music theory or playing. 

Having bought one electric 
the temptation is to buy 
another, and then pedals and 
other paraphernalia. Ali this 
distracts and won't necessarily 
improve your playing. 
1 would also advise against 
buying a guitar identical ta t11at 
ofyour fa vourite player in an 
attempt ta copy their sound and 
style. Many have bought in ta 
this but 1 think that, in the most 
part, the sounds you hea r on 
the records are hard ta ell1 ulate, 
as the gu itar is only a part of 
that sound. 
Victor Ludovico 

READER'S LETURS 

/ see where you're comÎng from 

Victor, and thac's a commonly 

heard suggestion. ln the past it 
was the natural way - start on a 
cheapo 'egg-sliceraction' acoustic 

to get the fingers strengthened, 

and chen gravita te to electrÎc. But 1 
reckon thar if you want to play the 

electric guitar it's best to learn on 
one - even gÎven yourcomment 

about 011 the distractions, knobs 

and switches etc. SU5SÎng out how 

ta get a good tone and how the 

guitar physically interacts with 

your amp and effects is ail part of 
it, / chink.lfyou learn on aCQustic 

and then go elecuic, you've gOl 011 
that to master la ler on./ agree 

that the guiror is only part of the 

sound you heor on record, but 1 

0150 do think ir 's good to try ta 

emu/ote great players, as here's 

where you get 011 the lovely 

nuances/ike bending and vibrato 

style, type of attack and so on.lt 

0150 helps cement the kind of 
'grown-up' gear you 're Iikely ta 
want later on - Gibson, Fender, 

Ibanezerc.ln the end we learn in 

our own way, and rules are rhere 

to be broken as weil as fol/owed. 

FOCUS ON YOU ALASTAIR'S "MY FAVOURITE THINGS ••. " 
Alistair Smith from Nottingham rhinks these ore the grearesl guitar rhings going - why not email us yours? 

UITARIST: Nlle Rodgers - his tone, timing and creatlvlty shows him as a 'big plcture' mUSICIan 

ALBUM: Chic, C'est Chic - packed with great sangs and playing 

RACK: Savoir Faire - a great moody Instrumental wlth Nile on top form 

SOLO: Joe Walsh on Don Henley's Dirty Laundry - what was he thinking with that ascending intro lick? 

ICK N11e on ChIC Cheer - Simple but soooo sassy 

GUITAR: Stratocaste r - the best sounding guitar ever. Needs a tone control for the bridge pickup t hough! 

MP: Laney VC1S - a big sound mg amp for so !ittle money 

Effect : Ernie Bali volume pedal - can't do without volume swells 

IG: ZZ Top m Wolverhampton thls year. What a huge soundmg tno! 

ROCK MOMENT: Billy Gibbons doing pinch harmonies live - the essence of exciting electric guitar playing! 

1) '7 20w )Ow 
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Ordinarydiagonal cutte rs, intended 
for coppel' wire, have difficulty 
cutting guital' strings made of 
ha rdened stainless steel or nickel. 
The likely result is extra e ff0l1 and 
dented blade edges . Afte l" a short 
time, these cutters are of limited 
use. With this in minci , CruzTOOLS 

1 

developed th eir new Gl'oovcTech 
St ring Cutters to avoid s lich 
problems. By lIsing a special 
induction heat trcatme nt process, 

ICMP student in John Lennon biopic 

blades will slice through guitar and 
cvcn 'B' bass strings without 
damaging cutting edges. A 
high-Ieverage handle design allows 
cutting \Vith minimal effort, and 
vinyl gri ps provide a cOll1fortab~ 
feel. Finally, at less than s ix inches 
long, GrooveTech String Cutters are 
compact enough to fit into storage 
compartments of cases a nd gig 
bags, and the same cutters are no\\' 
standard in CruzTOOLS Guita r and 
Bass PlayerTech Kits. The cutters 

THE IN5TITUTE OFContemporaly Music 
Performance (ICMP) Higher Diploma guitaralulllni 

. Matt L...1w recentl)' played the c1ose-up guitar work for 
the Paull'\'lcCartney character, portrayed by Thomas 
Sangster, in the upcoming John Lennon biopic 
Nowhere Boy. Though beginning his career in the 
QU<lrrymen as a guitarist, when the group transformed 
into The Beatles, McCartncy switched hi s instrument 
to the bass guitar. The ICMP was excited to have eight 

stuclcnts specially invited to preview the new biopic 
about J ohn Le nnon's teenage ycars in December at the 
Soho Screening Rooms. Nowhere Boy is the directorial 
debut of Sam Taylor-Wood, \\~ Ih screenplayby ~'I atl 

Greenhalgh (who \Vrote the script fo r the 2007 J oy 
Dh~sion film Contro!), and rcecntly c\oscd the 
prcstigious London Film Festival to rave reviews. 

l
are available for f9·99· Visit \\'\\'w. 
cruztools.colll for furthei· details 
and information on other prod ucts. 

Visit www.icmp.co.ukforfurthcr details and 
general information about ICr-.'1 P courses. 

Institute unveils 201 0 scholarships 
Lead guitarists 

should Forget 
about lieks andjust 
concentrate on 
widd le. Forget about 
hammer-ons and 
pull-offs - they 're for 

THEGUITAR INSTITUTE, parI of 
London's ICMP, in partnershipwilh 
Yamaha and Total Guitar Magazine, 
has l<lunched ils 2010 guitar 
scholarships programme. These 
awards are fo r study on the 1 nsti tute's 
renowned one-year Higher Diploma 
guitar cou rse, commencing October 
2010, wilh one fully-funded place ta be 
awarded 10 the \\~ nner (worth 1::5,250) 
plus a partially funded place for the 
runner-up (worth f2 ,625). The J-ligher 
Diploma is a specialist one-ycar 
full-time course, developed by the 
Insti tule to train and develop students 
of guilar, bass, drums and vocals for a 
carcel' in the musicindustly. 11 "'as the 
tirst full-lime course of its kind ever 
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developed in the UK and achieving a 
place on the course continues ta be an 
aspirational goal for young musicians. 
This f<lcu lty incluclcs such names as 
Hugh Burns, Martin Goulclingand 
DarioCorlese.ICMP nlumni can be 
fou nd th roughoul today's music 
ind ustl)" \\'orking with high profile 
mtists such as; The Noisettes, Kyli e 
Minogue, Paolo Nutini , Will Young 
and KTTunslal1. Closing cIMe for 
entries is 5th March 2010. Visitwww. 
icmp.co.uk for furlher det.ails and a 
downloadablc <lppl ication form. 

~ïNiTITUTE 

wusses. Dispensewith note bends and slides - they're 
inconvenient distractions. Do away with double-stops· 
and palm mutes. Oon't even think about harmonies, 
hybrid picking or grace notes. Just widdle like there's no 
tomorrow and you'll thank me fo r it. Ali of the best music 
is non-stop scales and arpeggios a.nyway, sa why bother 
with ornamental nonsense? Weil , that's it - l've had 
enough.l 've heiped you alll can over the past two years 
and if you're not gonna listen 1 have nothing further to 
say. Goodbye forever. Sa there! 



WHO? Elvis Presley 
WHEN ? Oecember 3rd 1968 

WHAT? Playing his celebrated '68 Comeback 
Special, TV spectacular 
WHERE? NBC Studios, Burbank, California 
GUITARS: Forthe informai sit-down part of the 

show Elvis and his original guitarist Scott y Moore 

shared two guitars, bath Gibsons: a blonde J-200 
and a sunburst Florentine cutaway Super 400. For 
the 'black leather'section he played a Swedish 
made, cherry red Hagstrom Viking II. 
DIO YOU KNOW ? Direc tor Steve Binder saw the 

show as a great vehjcJe for Elvis to resurrect a 
career that had been sidelined by the so-called 
British invasion, and by years of making iII-advised 
Hollywood fi lms throughout the '60s at the behest 

of manager 'Colonel'Tom Parker. The Comeback 

Special was only sa named after the event, as it d id 
indeed spark a spectacular resurgence for the 
King of Rack & Roll: the Singer sewing machine 
company were sponsors of the show. Parker 
wanted the event ta be little more than a 

Christmas pageant. with Presley singing festive 
tunes and Yuletide rockers, but Binder had greater 

Intro 

vision. As weil as lavish sets, an orchestra and 
gospel backing singers, Binder witnessed the joy 
of Elvis and his musicians jamming old numbers in 

the dressing room and persuaded him to add such 
a sequence ta the show. This informality not only 
gave the audience unprecedemed insight into the 
artist's natural wit, vocal abili ty and obvious love 
af his art, but it's said that it was the inspiration fOf 
MTV's'Unplugged'sessions two decades tater. 

Sadly the show's success resulted in Presley's • 
seven-year stint in Las Vegas, which led ta a life of 
excess and the sta r's ultimate demise in 1977. 

lu : II'@ : \lliJ:lijlJ:II ~ llnijil.!H:1 FINGER 'WISTING INTERVALLIC LlCK 
The ideafor this (lIIgu/al' /ick cWllej/'OIl1 a phrase th at 1 heardfusion 
guitarisl Al DI MeolCl play. 1 have simply exp(lIlded it 50 it /tOLU 

descendsfromlhe 17thfret 10 the 2nd.1t is somelhi"g ofafingel' 
twister - sa 1 would recolll11lend youfollow thefingering carefully and 

a;/Ilfor accumcy mther thanjust speed. Il also IIlakes n grentfretting 
hand warm-up exercise tao - pnrticularly if you repeCit beat two of the 
secol/cl bat', which usesallfourfl'ettingfillgers. Next mon th we will 
look ni n hybricl-picked uariat-io/t ofthis. Enjoy! 
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Intro 

APOLLO , ., LANDS on the moon and the world is amazed as 

we watch the tirst moon wa lk live on TV. Maiden voyage of 

theQueen Elizabeth 2 ocean liner; both the Boeing 747 and 

Concorde perform their maiden flights; the Harrier Jump Jet 

enters service wÎth the RAF; the new Victo rÎa Une of the 

London Underground is opened by t he Queen; the halfpenny 

ceases to be legal tender; and Swansea is granted city status. 

THE BEATLES get legal as George, John and Ringo start 

proceedings against Paul. John Lennon marries Yoko Ono 

eight days after McCartney marries Linda Eastman. Noel 

Redding quits the Jimi Hendrix Experience, MickTaylor joins 

the Rolling Stones and almost a month later 

Brian Jones is found dead in his swimming 

pool. Jimi Hendrix headlines the Wood stock 

Festival, Chuck Berry plays at the Toronto Peace 

Festival and Lennon decides to quit The Beatles 

after his performance there. 

EPONYMOUS ALBUMS are aU the rage and inc!ude Led 

Zeppelin's de but, Free, Santana, MottThe Hoople, Crosby, 

Stills & Nash, Blind Faith, The Band, Neil Young, Chicago 

Transit Authority, The Doobie Brothers, The Velvet 

Underground and Yeso Outstandîng British albums include 

The Who's Tommy, Family Entertainment by Family, King 

Crimson's ln The Court OfThe Crimson King, 

Goodbye by Cream, The Beatles' Abbey Road, A 

Salt y Oog by Procol Harum, SpookyTooth's 

SpookyTwo, Stand Up by Jethro Tull, Fleetwood 

Mac's Then Play On and From Genesis to 

Revelation by Genesis. 

GIBSON reintroduces the'50s designs of the Les Paul now 

that the man himself is part of their advÎsory team. 

However they also produce the Les Paul Persona l, a 

mighty strange beast with low Impedance pickups, 

expanded electronics and a microphone socket fitted 

on the upper body edge. As the name implies i1's 

based on Paul 's own instrument of the day but it fai ls to 

rank highly on the popularity charts. 

THE BRITISH MUSICAL INSTRUMENT FAIR in London 

sees the launch of the Vox Giants, a range of guitars 

and a bass, spearheaded by the VG 12, a Gretsch-styled 

12-string guitar manufactured in Japan. As such ifs an 

entirely new look for Vox and features a bo it-on neck, 

gold-plated hardware, painted f-holes plus a bound 

neck and body. 

FENDER unveils their RosewoodTelecaster, a 

weighty beast that is essential ly a basic 

Tele but with a solid rosewood body and 

neck.lt is strangely charismatic and 

popularised byGeorge Harrison using 

one during The Beatles' performance on 

the roof of the Apple building in London. 

To ease the player's burden later 

models wou Id feature hollowed 

chambers within the body but these 

early ones are a real man's guitar. 

New guitar social network 
A NEW ONLINE social network for 
guitar lovers and colleclors has just 
gone livc. dbTwang (www.dbtwang. 
cam) aims to become the world's 
largest online gllitar data base where 
collectors and guita r lovers ail over the 
world can not only internet, but a1so 
protect thei !' guitars and share thei r 
histmy. Features of the dbTwang 
experienœ include individual profiles 
of gllitars \\~th details ofthei!' history 
and an online guitar photo gallcl)' 

where you can show off your prized 
possessions and check out what othe!' 
collectors have. Users also have the 
ability to 'folio\\' a gui laI" and converse 
with its owner. According la the 
db1\\'ang team the web site "opens the 
cloor ta over 1,000 like minded guitar 
enthusiasts". The rnajmity of 
registered users are sa far based in the 
USA (42%) and the UK (40%) with the 
remaining 18% made up of users from 
Ireland, the l'est of Eu rope and ~ia. 

Give your Strat a lift! 

EAST UK has developed l'one Lifter 
(E 169.95), for the Fender Strat. 'l'one 
Lifter features a Stack Knob that 
replaces the middle pickup tone 
control (Iowcr control) offcring 
substantial mid or combined bass 

and treble boost, with continuously 
variable frequency adjustment A 
switch on the upper knob activates a 
high quality relay to bypass the 
electronics, reinstati ng the original 
pure, passive sound. The relay will 
bypass the eleetron ics automatically 
in the event of low battery. Tone 
Lifter is supplied with clear, concise 
installation instructions and is easy 
ta fit \\'ith no soldering required . The 
self-contained design means an 
instrument can be returned to stock 
condition at any time. Vi sit w,vw. 
east-uk.colll for fwth er details 

The ultimate guitar case? 
REUNION BLUES has unveiled a 
rugged, refined RB Continental 
guitar case, des igned ta outperform 
COllllllon wood and plastic cases. The 
RB Continental is made with (l 

water-resistant ballistic exterior that 
SUITOllndsa new, lightweight 
f1 exoskeleton protection system of 
high-density foam and EVA impact 
panels that, according to the 
manufacturers, "offe!" enollgh 
protection to survive Cl 40-foot drop 
without 50 much as a nick or scratch". 
Inside the case, a velvet tuck inte!'im· 

Iining, solid-cell neck brace 
suspension system ancl 
softmesh-lined side panels 
cradle the instrument. Its roomy 
exterior pockets, Zero G palm 
contoured handle and 
hideaway backpa,ek str'ap's ""e_ 
des igned for getting around 
in the gigging world. The 
RB Continental is 
available for electric and 
acoustic guitars. Visit 
www.sf-music.com for 
further details. 

WHO? Dave lnkster TOWN:Aberdeenshire 
STYLESTAUGHT: Rock, pop, blues, folk SPECIAlITY: 
Electric blues, classic rock, improvisation, popular theory 
LEVELS: Style-based tuition fro~ absolute beginner to 
advanced - RGT grades if desired READING: Beginner 
to intermediate CHARGES: f14 per 30"min lesson 
SPECIAL: Home visit service in the Deeside area 
TEL:07502 086994 EMAIL: daveinkster@hotmail.co.uk 
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ABILITY RATING 

KEY: Various 
TEMPO:Various 
CD: TRACKS4-28 

Easy to advanced 

~ Soloing 

~ lick vocabulary 
1 ~ Stylistj( awa reness 

ARE VOU LOO KING for sOllle new 
phrases to spi ce up youl' soloi ng? Would 
you like to broaden )lour vocabulary of 
rock, mctal , blues, country a nd jazz licks? 
\-Vell , you've come to the right place for we 
have no less than 101 of them fo r you to get 
your fi ngers around! 

Lcarning licks is a great way to in je ct 
new ideas in to your playing, and to 
unCQVCI' techniques and fi ngerings that 
had n't occurred to you. You might also 
gain somcthing from another style that 
you can incorporate into you r Qwn 
everyday playing. It's Ilot cheating: it's a 
wholly va lid approach a nd one that is 
gua ranteed to maye you fOl'ward as a 
playe r. You even learn theOl'y while you're 
doing it, as each lick is explai ned in a 
simple to understand way. 

What we've do ne is to select a llseflll 

ONTHECD TRACKS4-28 

Dario Cortese, Chari Coetzee, Richard Barrett, Neville 
Marten and Gianluca Corona have teamed up to produce 
our best ever licks feature. So what are yOJ,J waiting for7 Let's gol 

array of musical phrases that can aIl add a 
bit ext ra ta your solos. l t's a pretty broad 
selection covering what we know to be CT 
readers' favourite styles. 

Dario Cortese has supplied 20 great 
rock licks ranging from Led Zeppelin to 
Slash in style, with quite a lot in bet\Veen. 
Richard Barrett and Neville Ma rten 
uncoveredjust about evely blues approach 
you can imagine From 'old blues' to 
modern day greats such as J oe Bonamassa 
and Galy Moore. 

Chari Coetzee offers some superb metal 
in the s tyles ofbands as diverse as '70S 

stalwarts Black Sabbath right up to 
Meshuggah From the noughties. Gianluca 
Corona has assembled a comprehensive 

" Aim to use them 
ail in a musical way 

and be able to 
incorporate them 

effortlessly in 
your solos " 

jazz Hcks selection that spans from carly 
innovator Charlie Chr istian right up ta ta 
today's modern fusion maestros. 

And la st but not least, Daria Cortese 
returns \Vith a choice set of country licks 
inspired by artists ranging From rockabilly 
Carl Perkins to the awesome Brad Paisley. 

The licks are cach s tan'ed \Vith difficul ty 
ratings: I sta r bcing easy, 2 stars a re easy 
ta moderate, 3 sta rs are moderate, 4 stars 
are moderate to di fficult and 5 stars are, 
weil , shall we say somewhat demanding. 

The d ifferent music tab sections are ail 
colour coded: rock licks are in red, metal 
in orange, blues in blue, countl) ' in green 
and jazz in pUl-ple. 

Take your time with these licks. Aim ta 
use themall in a musical way sa you can 
incorporate them in your solos. Slow them 
down, speed them up, change their 
rh)1hms; tly jazz licks dirty and rock ltcks 
clean. We're Ilot laying down the law here; 
we're offering a musical palette From 
which YOll can draw in order ta paint 
fab ulous new musica l pictures. 

Please check out the licks in the styles 
you wouldn 't normally play - you'lI be 
surprised at how many greal new ideas 
you'll get from them! Have fu n! li 

TIIACK RECORD Check out recordings by ail of the artists stylised in this section. Vou can leam from ail of them! 
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ROCK LlCKS ONTHECD TRACKS4-28 

LlCK 1: CHUCK BERRY 1 ANGUS YOUNG STYLE " CDTRACK 4 

This is one of thase 'must know' rock licks. Ifs easy and sounds great if you give 
sorne real good rock and roll attitude. Everyone From Chuck Serry ta Slash, and 

) = 120 CS 

Angus Young ta Paul Gilbert have ail played this line in theirown ways. Use ail 
downstrokes and lots of energy! 
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LlCK 2:JIMMY PAGEJJEFF BECK STYLE " CD TRACK 4 

This is another classic lick tha t ha s been used many times. lt's il big 'statement' 
lick that can create il climax ta your solo. Pagey put it in the 5tairway Ta Heaven 

~ = [)() C' 

solo. You ca n decide whether yau want ail the notes ringing out (using a 'mini 
barre') or not (rolling the Fust finger From the nrst ta the second strings). 
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LlCK 3: JIMMY PAGE 1 SLASH STYLE '" CDTRACK 4 

Some Heks can be found in the playing of dozens of guitarists because They sit 
under the fingers 50 weil. Here's another 'repertoire' lick you can't live without. 

J = 90 c ' 

It has been played countless times and very often in association w ith CI wah 
pedal (eg - Kirk Hammett). 
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LlCK 4: JIMMY PAGE 1 SLASH STYLE *** CDmACK 4 

This i5 a variation of lick 3. Slash used it in Sweet Child 0' Mine with CI wah-wah 
pedal. If you're struggling to get the fast triplet up to speed you can easily 

C 5 
.1 = [JO 
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., ~J_ ~J~ 

BU BU BU 
e , , 

play a pull-off on the second string (between the l1th and the 8th frets). That 
should make it easier. 
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LlCKS: JIMMYPAGE/SLASHSTYLE *** CDmACK5 

Probably one of the mast beloved rock lieks ever. We've noted Slash and Jimmy 
Page's use of it, but see jf you can hear it in other people's playing. 1 used 
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alternate picking but some players prefer to play the tirst three notes using ail 
downstrokes. Try both and see which one feels more natu ra1. 
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2 ROCK LlCKS 
lICK 6: LYNYRD SKYNYRD STYLE *** CDTRACK 5 

This has been played by many guitar players. Lynyrd Skynyrd used it in the 
Free Bird solo, Iron Maiden put it everywhere and Nuno Bettencourt used it 

cs ,,----.., 

in Get The Funk Out. To do as Nuno, use the blues scale instead ofthe minor 
pentatonic and play the l1th fret on the third string instead of the lOth fret. 

lICK 7: JIMI HENDRIXlJOE WALSH STYLE *** CDTRACK 5 

A great lick in the style of Jimi and Joe. Bend the l1th fret on the second string 
using your third nnger. Whilst still bending, catch the th ird string with yeur 
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8 11-(13 

second finge r (giving a pre bend at the lOth fret) and let it down. This should 
sound like a bend that goes up followed by another that goes down (release). 
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lo-(12}---10 8 
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lICK 8:JIMMYPAGESTYLE *** CDTRACK5 

Wide bends are a trademark of blues.and rock but not many people use 
them frequently, most likely for the lack of confidence with such a physical 

J ::::: [JO cs 
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technique. Make sure the motion for any bend comes from the wrist without 
any movement coming from the fingers. 
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LlCK 9:SLASH STYLE **" CDTRACK6 

Slash is a fantastic guitarist and you can tell that his vocabulary comes from 
from the classic blues-rock tradition. Here's his take on a Chuck Berry style lick 

J ::::: 140 cs 

with a Dorian/pentatonic ending. Add a Marhsall JCM800 a Les Paul and lots of 
attitude and you're ail but there! 
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LlCK 1 0: ANGUS YOUNG STYLE " CDTRACK 6 

Angus is another fantastic guitarist and has stated many times his love of 
classic rock and rollers like Chuck Sery, as weil as the '60s blues style of Clapton . 

J - 140 

When you play at the l 1th fret make sure you also put down the lOth fret on 
the third string ready to play the pre-bend for the next note. 
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ROCK LlCKS ONTHECD TRACKS 4 -28 

LlCK 11: RITCHIE BLACKMORE STYLE *** CDTRACK 6 

Ri tchie Blackmore ploughed hic; awn furrow when it came to creating great 
rock so los. Often mixing strict cl assica l ideas with blues licks g leaned From 

c J = 110 5 
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(Iapton and Hendrix. This is il very typi ca l 81ackmore style lick. Note the grace 
note on beat 3 of the third bar. 
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LlCK 12: MARK KNOPFLER STYLE *** CD TRACK 6 

This lick is played with just first finger (i) and thumb (pl of the picking hand. 
Mark Knopfler played this type of lick everywhere on the firs t few Dire Straits 

140 cs 
" 1 

r--'. • r: /'-~ • 
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records. The lick ie; actually a by-product of Mark's pic king style. as it puts the 
strings nicely under the picking fingers. An awesome lick! 

• 
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LlCK 13: ANDY TIMMONS STYLE *** CDTRACK 7 

Andy Timmons is a modern but at the sa me time quite a traditional guitarist. 
This line shows a very traditional technical approach but the choice of notes 

exhibits a more modern edge. This is recorded over a C power chord but it also 
sounds fantastic over a Cm or Cm9. 
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LlCK 14: STEVE LUKATHER STYLE ***" CDTRACK7 

This i5 quite a modern line in t he style of one of the great 'musical' rock players. 
It's based around a Cm7 arpeggio but the chromaticism makes it sound quite 

fusiony - Luke is a huge Larry Carlton fan. Make sure you follow the picking 
directions and legato marks accurately . 
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LlCK 15: ERIC JOHNSON STYLE ***** CDTRACK 7 

Thi s is a typical pentatonic line inspired by Eric Johnson. He often plays these 
types of cascading penta tonies (this one is built using group of six notes but he 

cs 

often uses irregula r groups such as three, live or seven) at the speed of light. 
Approach this one slowly and build the speed over a period of time. 
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LlCK 16: ANDYTIMMONS STyLE .... CDTRACK 7 
Here's another line inspi red by Andy Timmon5. We'v€ already mentioned 
hi .. d assic/modern playing approach and here's a more modern sounding 

c s 
~ r: ,-., 1'-

Timmons style lick. Note the heavy use of legato techniques such as slide, 
hammer-on and pull-off, often combined with bending. 
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LlCK 17: DAN HUFF STyLE .... CDTRACK 8 

This line seems to be very common amongst session players. Dan Huff, Mike 
Landau, Carl Verheyen and many others have used it extensively.lt features 

lots of bend ing, legato and si ides and will always sound great olier il power 
chard or a (m/Cm9 chard . 

LlCK 18: JIMMY PAGE STYLE RIFF " CD TRACK 8 

Jjmmy Page also had il va ri et y of playing app roach es during hi s time with Led 
Zeppe lin. As weil as b lues and rock he loved acoustic fo lk and 'world' styles. 
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This is a typ ica l Page-t ype riff. Jimmy wou ld often play riffs based around the 
b lues or pentaton ic sca les on Led Zep's earl ier albums. 
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LlCK 19: RITCHIE BLACKMORE STYLE RIFF '" CDTRACK8 

Here's another from Deep Purple and Rai nbow's legendary axeman. Ritchie 
would have probably p layed someth ing like thi s during the 1980s . Note that 

every power cho rd (double-stop) is p layed wi t h an upstroke to get a more 
aggressi ve tone. 
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LlCK 20: SLASH STYLE RIFF '" CDTRACK 8 

There's no doubt that Slash rekind led classic rock sty le guit ar when Guns N' 
Roses bu rst on ta the scene in the '80s . Th is one is based around the A b lues 

mo A S G5 A S A d im 0 5 N. C. 

" 
. 

scale and it uses a simila r p ick ing style as the previous example. Once aga in, 
g ive yaurself a little t ime to get familiar with the picking directions. 
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o METAL LlCKS 
This lic k starts off wÎth sixteenth note ph rasing on a three-notes-per-st ring A 
Aeo\ian scale before switching over ta a sequence as yeu ascend up the nrst 

ON THE CD TRACKS4-28 

string. Play this example us ing the neck pickup an d switch Dver ta the bridge 
pickup on the fi nal note for maximum impact. 
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This is similar ta Randy Rhoads' neo-classica l st yle. If s basic ail y just a B minar 
triad, where you play the chard tone and then pull-off a semitone below and 

This lick uses an E minor arpeggio and involves string skipping and sliding a 
tapped note. Use the neck pickup and switeh back to the bridge pickup just 

j := 14 1 
N.C. 

" 

hammer-on back up to t he chard tone. Do this with each chard tone and end it 
with a bend using rock vibrato. You (an play this lick with major triads as weil. 

before you execute the tapped harmonie so that il rings out clearer. 
Don't forget to keep the D note fretted at the 5th fret when you tap! 
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Here we're using the A Dorian scale and is great to get your head around the 
'seven notes per beat' sound. Use legato phras ing and you can lighten up on 

GjM- , 

the picked notes a bit to get a more consistent and fl uent sound. To achieve the 
tapped harmonies t ap 12, 7 and 5 frets above t he sustained 7th fret note. 
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Still in A Dorian but using sextuplets and alternate picking. The pattern repeats on three string sets and ends of with a sweep picked arpeggio and a unison bend. 
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If you're new to sweep picking this lick is great to help you get used to the 
motion as it focuses on the first four strings so the arpeggio fragments are 
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easier to play than the full six-string arpeggios. Aim to see the descending 
arpeggios as one big up stroke as opposed to three consecutive up strokes. 

6dlm Ddlm Fdlm G~dlm Am 
". 

re ,.. ~ re l''!. #~ ~ re ,.. ~ ,.. i , 

-
0) .1 -~ '-- .1 ..... '-- ./ --' ,."'j' ., l....... J -..I ~-J '"- J ---J J ~ .! . J ~ 

< , 
G 
o 
A 
< 

" . • " 
1""1 V V Vele 
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•• 
This Yngwie Malmsteen/Tony Macalpine lick ascends using the E Phrygian 
dominant mode along with an open E pedal tone. Players like MacAlpine 

J _ 150 

Dream Theater uses odd time signatu res in their music a lot, and John Petrucci 
seems ta have an endless afray of 'odd' patterns ta play over thase sections. 

J = 100 

" ~ , ~ ~ 

" 6 

, , , , 
• 0----. , 
• , 

'" '" 
~ ~ ~ 

v 
6 6 

, 
~-7 , • , • , • , • • , , 
• • , 

Black Sabbath is probably the one band that most metal players will state as 
an influence, This !ick is an example of how Tony lommi sometimes sta rts off 

• = 100 Ne 

------ ~ ~ 

" ~J~ ~J~ 

, 

20 METAl LlCKS 
extend the]r sweep p icked arpeggios with a higher tapped note. Note the 
blend between t he Phrygian dominant and Na tu ral minor/Aeolian mode. 

'-- .I --...J 6 

This is a basic sextuplet idea that is va ried slightly ta give you an 'over the bar 
line' feel. Try this lick with strict alternate picking too. 

~ ~ 

6 

= , • , • , = .-• 0----. -9 

~ ..--... fi'- .. --..~ ~ 

• 

---

6 

, 
• ,. 10 8 - - , 7 10 8 , 

his 50105, but Tony will often revisit the motifs he sets up at the beg inn ing 
throughout his solo. This is a great point to re member for your own solos. 

/~. .. /~ ~/F ~-

-, , 
G 
G " 11- 12 11 " " '2 11 " ,,- 12"""""" 4 14."..L'6 ' 6."..L' 9 1~21- C-" · , " " 

A lot of lommi's licks were just basic blues based ideas but played with a meta l 
sensibility - even though you can often hear t races of Jimmy Page and Hendrix. 

The key is in the delivery and vibrato. If you're new to metal soloing start off by 
playing blues licks using a more aggressive approach, like lommi. 

J 100 N.C. .. n ~ n ~ n .. n ~ ''1 ~ (fF ~ F n Jè. ~ ~. F -

, , 
G , 
• , 

" 
~ 

15 12 

" " 
~ ~ ~ 

15 12 15 12 15 - 12 

" " 

., 
6U 

~ 
BU 12~ 15-(17'-- " 1 2-15- 12 " = 

" " IS 12 4iI6~'2-
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o META lICKS 
This example uses Van Ha len style tapp ing and it outlines th e following 
progression - Em, Am7, 87, C diminished. There are a number of ways in which 

, , 
G 
o , , 

"' 
" (,O)~ ",,---., (,O)~ (,0)---" (,0)---" @>~ (,0)--"" @>---., 

" , 6 6 6 

r-----@)-' 4' @)-7- 4-@-7 '4-@-7 '4-@}7 '4-@}7 '4-@}74@7 4 

, 

This example is based on Mark Tremont i's rift st yle playing in Alter Bridge. It 
uses the D Aeolian scale with a descending rhy thmic pattern that's played 
against an open 0 pedal ton e. Note the addit ion of the flat 5 for that infamous 

j = 120 N.C • 

• 

ONTHECD . TRACKS 4 -28 

you (an group the notes 50 ex periment and see how many variati ons you can 
come up with. 

Cdlm 

®~ ~®~~®~®~rfj\ ®~ 

6 6 6 6 

1-Gy-7 '4-@'7 4-@}7 '4-<!3}7 '4{i3}7 4- lj}7 4-(8)'7 -4W 4 

metal sound. You (ould also substi t ute the single note playing w ith power 
chords that are easily played with one finger due to the drop 0 tuning. 

!~~~~~~~~ 
o 12-0--0 - 10- 0-0-12-0-0-10-0---0-12-0-1 a- 0 - o-7-i)----(}----B-Q-O-7-o-o-B-o-7 , 
Drop D tuning 

A \.sus2 

Metal bands like Meshuggah use dissonant clusters along with their punchy 
ri fts to provide loads of tension. In this exampJe we opted for a minor 2nd 

interval pJayed on the fi f th string and the root against the chord stabs. 
Don't forget to detune t he sixth string From E down to D. 

0 5 

PM-- ------- ---~ 
Let ring- -- Let ring - - -

E5 EI5 
,.." It. ,.-., ~" ;. ~ 

" J ~ ~ ~ ~ " j ! ,,=--~" ! ;M ~ b"~_'" ----------- ------ ---~ 
PM---- --- ---~ , 5 5 , • G 

0 
0 , , , 

0 0 >-<>--, , 
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Loads of metal bands use open and clean int ros like t his one before unl eashing 
the fury of their almighty riffs. This 'qu iet to taud' approach filtered into the 

O au s2 El-maJ7l1dd6 

Stayer are weil known for their use of the 'reversed gallop' - a mirror image of 
the normal gallop rhythm that bands like Iron Maiden popularised . Aim for a 

20 METAL LlCKS 
sty le of grunge - albeit far more accentuated. This example uses a mixture of 
6/4 & 4/4 time signatures and drop D tuning. 

F maj7add6 G7 11us2add6 

tight and focused sound by using palm muting for the gallops and releasing 
the muting when pl aying th e chard stabs sa t hey ring out more. 

~ = J(JO D' l'F5 0 5 F5 0 5 1'5 0 5 11
2 

E>5 0 5 e!os 05 E;.S D' 

~:~~~~~~0~~~~~~~0~. ~~ ... 3 - 0----3-0- 3,....,.5 ,eo-,--o-' ::::::: 
'-<>-'--0- 3:>""-5 1~1--o-1~ 
3~3--o-3~5 1~1--o-,_ 

Nu metal bands used natural harmonics a lot to create interest ing melodic 
phrases along with their riffy playing . The harmonies played in this context is 

the 9th, b3rd and b7th which strangely enough is a very common occurrence 
on loads of pop records. Just shows you wha t a bit of attitude can do! . 

• = ma D' D' ES F S E5 05 
j!c 

., 
l:::' , 

,=~ , ''::::::~:::::'J L ' :: 
, , 
G , , , 

~, 
~ , 

- ' 
, ~gg , , , , 2~2 

~~~~~~-t-9 -- ~ , • "7-<'.i)---' , 
2"""'-':::'3":::""::-2__ 0 __ 2 , 

Here we have the normal style ga ll op rhythmic pattern th at became a staple of 
Iron Maiden tracks. Here we find it played with a more modern approach using 

J = 100 F 5 DSE 5 D 5 F 5 D 5E5 D 5 E S 05 

Here's sorne heavy syncopation in the style of Killswitch Engage. The odd 
groupings of the hammer-on/pull -offs phrase create an almost frantic sound. 

,1 = I!JQ N.C. 

drop 0 tuning and pull-offs from th e one -finger power chords to the open 0 
pedal tone. 

G:05 F5 E [,s D SE I>5 F S E I>5 05 

Riffs like these work really weil in the breakdown sections of the song and this 
particular one ends with a confident pinch harmonic.lnsta nt gra t ification! 

F5 G5 F5 
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BLUES lICKS 
· , ...• . 

Killswitch also has very inventÎve use of chard clusters along wi th thei r riff 
playing, using open strings and allowing the notes to ri ng out where possible, 

05 05 B ~5 b , 5 
• = 1:10 r- ,. 
~ 

-

ON THE CD TRACKS4-28 

When playing al high gain like th is, where yeu need definite silences in 
between th e riff based playing, a noi se ga l e effec! will come in very handy. 

G5 D5G5 E~5 0 5 E ~5 0 5 E~5 FS E ~5 0 5 

J' r-
oJ 

j~ =~~j L.' ''''9 -~: ' 1=--' P-' - , p ' ~ Pbi I~~ ~ ~ ~ ~ ~ ~ ~ 
; M Let ring __ !~ .. Letring ___ ' 

, 
B 
G 
0 , 
o • 

PM 

• • • • • • {)-{)-O 

PM • 6 
7 

8-r--O 

:=t:::=g 

This ri ff is something Dave Mustaine might play in Megadeth. It uses a 
descending Phrygian dominant scale against the drop D pedal tone. The 

J = 180 N.C. 

8 8 
8 
8 

• 6 3 
5 5 

i=l=? 5 1 • 1 o 1::::3 1 =~ i-,--g 5 1 • 1 0-1 3 1 g-5 1 1 0--' _ 3 1 

rhythmic pattern for bath bars i5 the sarne, as you only have to al ter the notes 
yeu are playing. 

lo~~~~~~ ~-o-O-Q-13-1613-o-12 13 12-o- 10'12-10- o--a - a 0- Q- O- 7- a - 7--Q-5- 7 5-0-4- 5- 4--0--1- 1 --- ------
LlCK 41: 8B KING STYLE 1 ** CDTRACK14 
A player like BB King uses bends and vibrato to get the most expression out of 
an ostensibly simple blues phrase, especially on repeated notes like the Bb in 

B ~ 

bar 1. Watch for th e sneaky chromatic bend on the first string (10th to 11th fret) 
in bar 2! 

Swung . J jJ 
br ... ...-... - ... - ... bf'~ ~~ t~ b~ ... ~ ... - ... b~ ... ~ ... ~n-

~ 

, , 
G 
o 
A , 

oJ 

,. 9 11 

J 

--- ~ 

9 11 
r 11 11 11 11 

3 

BU BU 'ty - -11 -{13}-W--(11}-9 9 9 -11 11 - r 11 11 11 ,. 

LlCK 42: BB KING STYLE 2 *** CDTRACK 14 
An alterna tive take over t he sa me backing, this idea highlights the more jazzy, 
ch romatic approach sometimes taken by players like BB, as a solo develops. 

B, 

More st inging vibrato from the out set too. 

A ...... i--...... ...... ...... b~, r4 .l 

, 
B 
G 
o , , 

oJ 

• 7 

3 '-- 3 -' 

• • • 
• 8 

'-- 3-' '-- 3 -' J 

6 6 ,6- r · • • 9 • 

, .~ ~~ 

J 

8 9 8 "6--,- 1-6 7- 6 7 
8 8-< • 7 • 5 

LlCK43: SRVSTYLE *** CDTRACK14 
Rhythm guitar is often sa id to be a forgonen art, and th is SRV style phrase 
mixes in some bass string riffs whlle letting the higher notes ring, for a 

If{; A13 
Swung n .. J JI rb"J "1 A ' * .l . 

<J , ~ ' ~ I>. ~-. ~ 

8 8 7 
7 7 

7 • 

self-conta ined 'rhythm and lead' style effect. Use a heavy picking attack and 
emphasise the low nOies. 

J 6J .J -
~ D-. ~-. ;; ~ y III J tl>" ~~ :::j ~ 

8 8 8 8 
7 7 7 7 7 

7 
5 ".- - 7 • 

, 
B 
G 
o , , • 5-6 7 - 5 5-5 • 7-L-Q-7 5-6 7 
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BLUES LlCKS 
LlCK 44: CHROMATIC LEAD LICK **** CDTRACK 14 
Heading more into 'Iead' territory, this idea uses a little more drive and sorne 
t ricky chro matic play aro und the blues sca le in the fi rs t position. Really dig 

E 

, . ~ r1 '""." h ~~ 

into thase low notes in ba r 3 for both da rit y and expression. A lot of these licks 
originated with acous tic bluesmen, to add colour to thelr open chord s. 

,..! 3 ~30 ~3 , 3 r""" 

., i.-Ij' ~ l.Jj' 1 ~ 'j-i i.-Ij' ~ . ..... ~~-.;.~:.j~ ~\~ ~b"\"..j • 
BU ...... "....., ~~ 

0-0-2-0-1--0-------3 0- 2- 0 o e-
BU 

0 
.-0 3D 3 3 3-

E 
B 
G 
o 
A 
E 

-{4 -(4}----3~2 • ~= 2 - 2 
2 ,-0-, 0-0-, • • , 2 • 3 3 • 3 

LlCK 45: ROBBEN FORD STYLE 1 **** CDTRACK 15 
These chords sound like a real handfu1. but are not 50 hugely frightening 
once you check them out! This Robben Ford style progression is basically 

E 
B 
G 
o 
A 
E 

~ = 85 

~ 

., 
t 

~ 

~ : f g: 

12 13 
12 12 
12 12 
12 " " 

A 

A 

Cl turnaround using extended jazz type chords. Take l ime to memori se the 
fingerings then try on yeu r next blues jam and watch jaws drop! 

Dm' G 1 3~9 

.. :~ t 

~ ..- :ri 
, 

A 
5 4 
5 5 

4 
3 3 
5 

3 

lICK 46: ROBBEN FORD STYLE 2 *** CDTRACK 15 
Robben often manages to play over strange, dissonant chords like these using 
pematonic type shapes, as featured here. At other times he'lI stick in the bS for 

, ;. 1:.,('-- rr. t~t, 
: ., 

BU 
E 

12 15 

added blues effect. This keeps us in blues territory, wÎth a couple of nods to the 
jazz side, particularly the final G#. 

Dm' G1 3~9 

~ ,. ~,. ,. r. ~1: i' r. ,. ...... .i'.~ , -

BU ~ ,. 1310 10 -= ,. ,. 13 ,. B 
G 12 ,,- - 14i 16) 

13-{13S , 10-12 12 (14) 12- 10 ,. 127 13 
0 " 12 12 
A 
E 

lICK 47: BOOGIE WOOGIE LlCK ** CDTRACK 15 
This boogie-woogie style accompaniment is remin iscent of some of Gary 
Moore's blues material. Use ligh t palm-muting throughout to stop excess 

J = /30 ~3~ 
Swung n=J )1 ES 

ringing and add a little chunkiness and clarity. This is where some of Gary's 
great rock sensibili t y sneaks through imo his blues work. 

3 

Light palm muling 

~~~~~~~~~~~~~~~~~2~~~~~~~~~~~ 2--4--2--4 2--4--2-- 2- 4 2--4--2--4 7--5--4--2 
O-o- o-o-O- O- O--L--{j- O- O-O----O- Ol-'-----'--O- O-O--O--O-O--O- O,---'--O---'--------" 

lICK 48: QUARTER TONE BEND LICK **** CDTRACK 15 
Blues is ail about degrees of 5ubtlety, and no more 50 than with string bends. 
This idea is arguably more about the delivery than the technical content, but 

E 

l'.-f'- ~ -~ ~ 

"- 3 

be sure ta pitch accurately on those bends and don't miss the quarter-tone 
bend in bar 2. Good luck with bar 3'5 bends on t he firs t string! 

f'- f'. J~ J' . f'. }'A'- . .--,;---
3 3 

~ RP - - - - - - - , RP - - - - - - - ., RP ---.---- , 

BU BU BU BU BD 
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101 LlCKS 1 BLUES lICKS ON THE CD ~ TRACKS 4-28 

LlCK 48: QUARTERTONE BEND LICK **** ... CONTINUED CDTRACK 15 

8""'- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -- , 

, . ~ 1'" h - ., If 1' 1'" ,P' ~ 1'" 1'..P 

<! ~ J -
o J 0 

Ih t BU BU BU BU BU BU 

12 12 14-{16}--lS--(17)-----lS---{18)----

" - g-0-
17--(19 

12 ls-{17}----12 
G 14 12 14-{16 
D 14 12 14 , , 

LlCK 49: JOHN LEE HOOKER STYLE **** CDTRACK 16 
You'lI not ice a fairly high difficulty rating here, as it takes a degree aftime and 
practice to develop the righ t feel for this unaccompanied John Lee Hooker 

j = 156 

Swung n =T]) ES 

style chard vamp. Check the tab and take yaur time, using a light palm mute on 
the low notes. 

ig~~~~~~~~~~~.=.---~0~~~~g~~~~~~~~~~~~~~~~~g~f~3~~~D2~~~~~~~~~~~~~~~~~~~--~~o~ 27""4- 4- 4",",2- 0 TI 2- 4 
2---2---2--- 2 2---2---2---2 2----2 
2---2---2---2 2---2---2---2 2----2- 2 

0--3---0----3 0-3---0-3 0--3 

LlCK 50: BOUNCY FEEL **** CD TRACK 16 
Again, the 'bouncy' feel takes a while to get right, but the fee l i5 more 
important than slavishly fol lowing the tab. If things saund a little raugh, this 

AS 

might even be t he effect you want! Sounds like this matured Into the more 
sophlsticated Texas shuffie 50 beloved of SRV. 

~ ~ ~ 

,ig,ê~o~~~~~~ 2 2---2- 2 2- 2---2 2 5- 2-------2 2 2-----5-2 
2---2---2---2- 2---2---2---2- 2- 5 2---2----2-------5- 2 2--2---4- 2-----2-2 

0-0--0--0----0 0----0-0--0--0-0 0- 0--0-0----0---0 0--0-

lICK 51: DAVE GILMOUR STYLE'" CDTRACK 16 
From the David Gilmour school of minor blues, this pentatonic phrase is simple 
ta play, but the legendary Gilmaur feel can be a litt le more elusive. Nailing 

, 
" G 
D , , 

~ 

oJ 

BU 

' -{ 9 

;. 

5 
5 

l'? -,..~ 

BU BD 
~ 

8-(10) (a 

Dm 

-
~J~ 

, 8 7 5 7 

details like the staccato notes and quarter-tone bends helps a great deal. 
Again, don't just follow the notes - concentrate on your touch here. 

Am 

= ). ~ . 
L- J --' 

I/.It 

5 , 8 7 5 5 
~ 

7 5 7 7 5 
7 

lICK 52: DAVE GILMOUR STYLE 2 '" ' CDTRACK 16 
This is double-tracked far a subtle chorus effect on the CD. The approach 
is simila r ta fig 11, but using more gain, a harder picking attack and the 

, 
8 
G 
D 
A , 

, 

<! 

7 

Il] 

'l, 

5 
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Am Dm 

~ ---;'<-, -
~ 

BU BD -t-7--(9}---g------7--(9H7}- 5 7 5 

bridge pickup. Keep the timing and delivery nice and neat, sa don't rush and 
remember ta leave th e spaces - don't be tempted ta fill them! 

E7~ 9 Am 

~ > • 
t-:; 

L ~ U 
'Nt 

5 5 
5 5 = 5 

5 7 7 5 7 7 5 
7 



BLUES LlCKS 
LlCK 53: BONAMASSA STYLE *** CDTRACK 17 
Joe Bonamassa 15 one orthe best new players to emerge in recent years. Taking 
a leaf out of Bonamassa's book, this riff Is played in strict unison wi th the bass. 

Gm7 
, . 

Apa rt from the slide in al the beginning, this needs ta stay that way, especia lly 
du ri ng the accents in bar 4. 

C5 B~5 

. ., , 
~~ ~ ~~ . ~ .. ~~ ~ ~ .. -.1 D-.I ~~ ~ ~~ .. ~ ... ~~ ~ • . D-.I· 

, 
B 
G 
D 
A , 1 7~-3 3 

5 3 
3 4 5 

3 3 

5 3 
3 2 1 

3 3 3 3 

5 3 5 3 5 1= 3 4 5 3 
3 3 3 3 3 3 

LlCK 54: G BLUES FLURRY ...... CDTRACK 17 
This flurry th rough the G blues scale featu res wide and quarter-tone bends, 
with a legato fee!. Ba r 4 may feel a little out of the 'comfort zone' al nfst, as il 

stretches a little out of the u5ual blues 'boxes', Persevere though and this will 
become seco nd nature. 

, 
B 
G 
D 
A , 

, , 
G 
D 
A , 

, . 
., 

, . 
., 

Gm7 

12 

~ 

~J~ 

• 11 • 

br~ y r: -~r: ~..:.,~ ~~ l' 

~J~ 

BU BU BU BU 

11 13 13-(1 5~ 13-{1S )---,1 - (13 )--,I-(13}-11 

" ,.. ~ r: f'r:~ l' ~ 
y, 

J 1'---" J 

V-I
t ~~ ~I+ 

• 10 8 10 8 • • 11 11 • 11 • • 10 10- - 10 7 

- b ,..~I'· ------. 

'h, - I!J! 

• 11 

CS B~ l't ,....., 

- , 
'--- J~ 

'" 
= 7 

'O~11\- 1 0 • 10 • lD 8-
10 

LlCK 55: ERIC JOHNSON STYLE ~ CDTRACK 17 
Some challenging chords, but this Eric Johnson style jazz-blues progression is 
worth the trouble. Once the chord shapes are stored in your 'musde-memory' 

it's a lot easier! Use pick and fingers or pure fingerstyle to allow for the piano­
like simultaneous notes. 

, , 
G 
D 
A , 

j :- 80 

J m . 
~ 

>t! 

Gm ll Cl 3 ~ 5 

~: 1: 

• • 10 lD 
10 11 • • 10 ,. 

Fmaj9 

1 . 
1 ~ ~ #~ 

7 • 3 • 9 2 
l D 7 1 

8 
lD 1 2 

LlCK 56: USING ARPEGGIOS -- CDTRACK 17 
People sometimes don't think of arpegg io playing as particularly 'blues'. This 
lick may entail learning a couple of new scale/arpeggio-style shapes, but 

G m11 C13 ~ 5 

flows logically under the hands once learned. A thick fuzz-face type distortion 
(without too much gain) will get you in the tonal ballpark. 

Fmaj9 

, -~ ~~'-. 1 • ~ ~ ' ~ Dr:a~ b~: -1'; ~~. . ~ ~" 

, 
• G 
D 
A , 

., 
-

12 14 

-
13 • 11 9 

10 • 11 

~J ~ 

~ ~ 

.9. 
11 - 8----::-- 81'10 l D 11 10-13~ 

10 12 13-12-10 10 - 13 
12 
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BLUES LlCKS ON THE CD TRACKS4-28 

LlCK 57: FREDDIE KING STYLE '" CDTRACK 18 

This Freddie King style phrase is quite simple, but the wide bends and 
occasionally staccato delivery requ ire a great dea l of co mmi tment in thei r 

e 
e 
G 
o , 
e 

J - 101 -

" -
-

oJ 

l" 

L J~ 

BU 
8-

10-(1 2 

0 7 

i' ~l'--f: 

BU 

fL 

- 11-(15}-11 

~ 

~ 

~ 

8 

de live ry. Ifs slight ly disso nant over the G major chard in t he background, but 
th at 's de liberate! 

~.:,r. • .!-~ j j ~ 

'---J~ ..... ~ 
BU BU Il) '"J ~ 

IÜt 
ld1 5}-IH13~11 11 - r 8 6 3 , 6 5 3-

LlCK 58: FREDDIE KING STYLE 2 .... CDTRACK 18 

A slightly busier alterna te take on the previous lick w ith a more lega to feel, this 
example changes position fOf the second Iwo bars. Again, be sure to pitch the 

wide bends correc tly and remem ber, as 50 often is the case wit h blues, it's ail in 
t he delive ry! 

e 
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o , 
e 

• 
.., 

0 7 

rJ _ 3Ë r.l'--(:~ ~fL ~ P 

BU 

15--(18)--15-13 15- 13 13 
15 15-12-
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-, BU BU 8U ~ - 8- 1o-{12 }---I,-(13 )--10--(12)--S- - 8 

" 15 • 

LlCK 59: ROBERT JOHNSON STYLE ***** CD TRACK 18 

And back to where it ail began! This Robert Johnson st yle idea is played 
fingerstyle, palm muting the bass notes for a more percussive effect . The base; 

e 
e 
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o , 
e 

) :::: /05 
-:\~ 

Swung n ;J 1> 
~ • H, 

.., 

<7 

l rl 

;M ~ ~ 
4 4 4 
3 3 3 
4 4 4 

0-0-0--

Ed im 

h n 1 , 

• i i 

3 3 3 3 
2 2 2 2 
3 3 3 3 

steps into a d ifferent groove for a moment ln bar 4, so beware! Otherwise, it's a 
case o f ta king your ti me until it fa lls in to place. 

n: ~ : ~ T n n }y~ :! -, 
<7 J 

• • i • i i ~ 
4 4 4 4 4 7- ,,<g-g 9---. 
3 3 3 3 3 ~- - 7r !r-9 4 4 4 4 4 9---. 

0----0--0---0-

lICK 60: DEMANDING'FlICK'LICK..... CDTRACK 18 

Using the picking hand thumb for t he bass notes and the firs t finge r to 'flick' 
the chords with up and downstrokes, we see the unusua\ harmony produced 

w hen com bin ing a chromat ic descending ru n w ith a maj or cho rd. Ws tr icky at 
nrst, but t he ol d adage o f 'pract ice makes perfect' definite ly appli es 
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5 4 3- r 2 2 2 ~-
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3 

LlCK 61: SIXTHS STYLE lICK *** CDTRACK 18 

And nnally, six th s sound great going down as weil as up. Notice how we joined three consecutive frets? 5lid ing the sixths rather than picking each note every 
up the two minor sixths chroma tically, so we get the same shape played on t ime makes it seem much slicker too. 
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A F7 <7 n · ) J> J o 110 

8~---- ---- - -- --- --- - - -------------------------------------, 
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JAZZ LlGKS 
LlCK 62: JAZZ BLUES L1CK *** CD TRACK 19 

This starts bluesily with the sweet major 6th and the deep sound of the thumb 
instead of the pick. In bar 4 the 115 interval in Bb (Fil) adds tension, resolved on 

1 - /I~ a b7 . -
~ 1 ,... ~ 

<1 .... 1 

• 

the following Eb7 chard. Mind also the three repeats of the opening statement 
at the beginning, ma king the forthcoming alteration (1/5) sound unexpected. 

E!J7 , ,.- r-~,. . 1<: L 
0 

1 

6 10 8 6 , 
B 
G 
D 
A , 

7"7 
6 

,,,,Lo 
,7'. 

6+-7 
7 7". 6 

5- r 6-.L7 66-
• 5 • • .5. B 5- 8 

LlCK 63: PAT MARTINO STYLE **** CD TRACK 19 

Pat Martino is an unusual but eminently musical jazz guitarist. The Dorian 
mode plus sorne chromatic notes are the key Ingredients in this F minor vamp. 

, 
B 
G 
D 
A , 

J = 220 
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<1 

" 
, 

'5= 

Fm7 

~ ~ 

. -<; 6 

P.6 
5 • 6 ~7 

• 7 6 

, 

Make sure it swings properly. Don't rush things - stay laid back and tap the foot 
on the second and fourth beats. 

........,...,,.... 0 

~ .J . ts.'i .. 
5 

5 r a 5 6 • 6 
7 7- • 6 - 4 5- 8- 6 

5-- 4 

LlCK 64: JAZZTURNAROUND **** CDTRACK 19 

lmprovising over turnarounds can be d challenge. The solution often i5 to get 
(id of the nrst and third chords (Sb and Cml), and extend the two remaining 

J = 220 07 Cm7 

ones (G7 and F7). Here ifs G Superlocrian on the first bar !!Ind F Superlocrian on 
the second for maximum tension· the effect is quite 'outside/ inside'. 

F7 a, 
o 

1 
Gsuperlocrian - - - - _ _ - - ___ __ - __ , 

• 
F superlocrian - - - - - - - - - - - - - - - - --' 

, . 

LlCK65:'IN' AND'OUT' L1CK **** CDTRACK19 

Here's a comman trick to use over il Il V 1 progression. Whatever sounds ' in' over 
the subdominant will sound beautifully 'out' when thrown up il minor third 

Am7 07alt 

= 2;..">() 

A " 
,.. -------,. ,....., ~~ ~,. ., 

<1 J 3 

over the dominant. ln this case the Am9 arpeggio (bar 1) is followed by the C 
m9 arpeggio (bar 2) élgainst the D7 chard. 

Gmaj7 

~~~ r- ,. ~ 
3 ......, , 1 

Am9 arpeggio- - - - - - - -' Cm9 arpegg!o- - - - - - --' Gmaj7 arpeggio- _____ ..J 
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14 - ID 
12 

7 12-11 ~1 2 ID 14 12 14-
14 14-

LlCK 66: ROBBEN FORD STYLE **** CDTRACK 20 

Here we use the 'Robben Ford minor pentatonic ' (R b3 4 5 6) in F (F Ab Sb C D) 
and mix it up with the bluesy b5 (B in F). The result is sweet and sour; edgy and 

, 
B 
G 
D 
A , 

J - 100 -, 

<1 

S..-. F7 - - - -

" 

16 13 
15 13 

- - -
~ .-, 

~ 

- -
16 13 16 13 

15 15- 13 

dissonant but rooted in the jazz-funk field. Again, mind the legato techniques 
ta give it swing, and feel free ta play as many 'micro -bends' as you like. 

0 

~ \ . .,./ '--'" ~ 

14 13 = 11 
16 13 10 13 13 10 13 
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101l1CKS JAZZ LlCKS ONTHECD TRACKS4-28 

UCK 67: DORIAN LlCK **** CDTRACK 20 

It's the Dorian mode again, with p lenty of pull-offs! 

Cm' 
~ -

~~ b,.'""' ~ ,.'"" , ,.'" --, -, I=I=FI ... '" ~ ., -= -= *J' 

~ 

11 8~8 
10- 8 10 8 10 8 = 8 

, , 
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10 10 8 10 8- r-- ' O 8~8 
108 10- 8 108 - 8 

12 12-10-12 10 - 12 8 
~ 

UCK 68: GEORGE BEN SON STYLE **** CDTRACK 20 

Chroma tic approaches in jazz are often displaced on off-beats. This Il V 1 in F is 
ail based on the F major scale, apart from the F# note in bar 1 (the major7 used 

1 - / ,24 C7 Gm7 . -
~ q,e:" /t. h ,o h 

., 
~ 

8 7-6 5 
7 8 s- r 5 

7 5 

against Gm7) and bar 2 (the bS of (7). The bS is show ing up on the la st chard as 
weil (8 note Dver F). If played fast, This sounds very George Sensen. 

Fmaj7 

---= .~ 'Ii ~'Ii ï ·~ f-& 

, , 
G 
o 
A , 8 • 7-6-5 r 8 1-3 5- S 7 • 3 2 '5-

UCK69: USING FOURTHS - CDTRACK20 

Fourth' intervals are tough to play fast with a consistent grcove, because of 
the string skipping involved. If sweep p icking or tapping is not an option, Thi s 
lick's fingering could help you speed things up a bit. It actually plays a group of 

, , 
G 
o 
A , 

= 138 
, 1 

., 

Fm7 
~, ,., ~) ,., ~, 

13 8 
13 8 = - 13 8 

13 8 13 8 

, 
-
= 13 8 

13 8 
13 8 

four notes ail going down in fourth with a couple of pull-offs. The down side is 
that it's a bit stretchy for the frett ing hand fingers, but it wo rked weil far us and 
maybe it could for you as w ei l. 

~, ,., = . 
...... ~ '--* ~ 

13 8 
13- 8 

13 8 = 138 
13 8 = 8 11 ·8- - 8 

13 8 11 

lICK 70: MIXOLYDIAN PLUS - CDTRACK 21 
The trick here ;s to create new chords over a static vamp. Superimposing F 
major, C major and Sb major over the dominant G chord sounds bluesy and 
rich, w ith a touch of the Mixo lydian flavour. There are no ru les in doing these 

J = 140 G7 F 

" . • .~ ~ , * 
C 

harmonic movements; yau just describe the chord s yo u would th ink of with 
lines or arpeggios, rather than harmonically w Îth chord vaÎc ings. There's no 
rule but rem ember, if it sound s bad, then chances are it is bad. 

~-
r-, '" -., - '-' -... '-J ~ 

, , 
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A , 
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8 9 

8 12- f-s S 10- - 5 

7 S 7 

5 8- r 3 3 s -
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5 • 5 3 2 3 

lICK 71: PENTATONIC BASED JAZZ LlCK - CDTRACK 21 
This pentatonic based lick uses the 8 minor pentatonic against the E minor 
chord , the Sb j azz minor pentatonÎC (Robben's scale again!) against A?, and 

Em9 A7a ll 
• = 114 

FF<::<= .-= FrA, " 
,.. ,.' 

., --" 

fi nally C# minor pentatonic ag ainst D major? Check out Scott Henderson if you 
like this type of pentatonic fusion virtuosity ! 

Omaj7;1 1 

r b,.. ~ ln,.. ~ ~)~ . , ,..' FR=1 -
- -~" B minor pentaton!c - - - - - - - "' B~Jazz minor pentalonic - - - - - - - - - -' C ~ minor pentatonic -~----- - - , 
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7 10·7 • 
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JAZZ LlCKS 
lICK72: FBLUESLlCK - CDTRACK21 
This is based on the tirst four bars of an F blu es. Ifs chard melody time and 
chromatics are involved. ln bars l , 2 and 3 every dominant chard is tirst moved 
chromat ically using a non altered version, then is followed by an altered one 

, , 
G 
o , , 

0;:: 1/2 

-
v 

F7 

6 
7 
7 

J J . 1 b~ J b 

f ~ . 

6 6 5 6 
~= 1-!i-6--6 5 6 

7 7 6 7 ~: 55-4 5 7 7-6 7 ~= -6---6 5---6 
6-6-5--6 1-5 5 5-4 5 

8-
8 

on the last beat (F7-F7a lt-Bb7, and Bb7-Clalt-F7), so that we can have a circular 
and resolving cycle for the harmony. Furthermore, in bar 4 we play Cm and 
F7alt to create a 2-5-1 90in9 to the next Sb? 

F7 C~m6/9 Cm6J9 B 7 S 67 

J J 1 lb l b , 1, r.'\ 

. 
f L....:: f -

6 6 5 6 • 8 9-8 ~~= r-f 7 7-6 7 := i=r 8 7 
7 7 7-6 7 8 7 ~-1= -Ô-Ô 5 6 7 7-6 

lICK 73: CHROMATIC MADNESS **** CDTRACK 21 
When improvising a chromatic kind of phrase like th is one, make su re tha! 
every ti rst sixteenth note in a group w ill play 'In', Again, the idea is ta play 

- 11':0 Om7~ 5 D 

chromatica lly leaving the 'out' chro mati c sounds on the off beats. Guys like Pat 
Metheny can make this type of lick sound 50 cool! 

G7alt Cmaj7 

" ~ . , ~~ qr-~ b~\,~ b~~ • • , . b. 1 ~ . "'"' 

, 
8 
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o 
A , 

V 

4 5--. 
~ ~ ~ 

7 8--. 7 6 5 4 3 
7 6 6 3 4-

-= H·~ 

3 
- 5 6 5 4 3 

5 4 3---<; 4 3 = 6- - 5 
4 5 

LlCK74: JAZZROCKVIBE **** CDTRACK22 
This is an example based on a progression often used in jazz, fusion and j azzy 
pop st yles. It has a rocky vibe t ha ! makes it catc hy and not tao dissonant (only 

Am7 G m7 

Db and Eb sound slightly 'ouf). Ideas like thls are commor. in ail jazz areas 50 
they're weil worth getting ta know. 

C7alt F rnaj 7 
.1 = 124 

"~f' f' • bf'~f' ---. b",-rc ~ rc ---;. .~ - ~ 

, , 
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V 

BU -7 

7---j. 

6~ -7 5 
8 10 

8 10 8-6 
~ 

10 8 6 5 
8 6 5 

8- -6--{7 

LlCK 75: DIMINISHED STYLE LlCK **** CDTRACK 22 
It is a peculiarity of the diminished scale, upon which this example is based, 
ta have an architecture moveable up and down every minor third (three frets). 

.1:::- 128 0 713 :9 

This repet it ive lick is based on the diminished semitone/ tone scale in D, and is 
go ing up four limes before resolving ta G minor. 1 

Gm 

.0. 

LlCK 76: MAJOR 7 DOUBLE·STOPS **** CDTRACK 22 
Double-stops are great fOf improvisat ions and this example is based on jazzy major seventh intervals. 
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LlCK 77: Il V 1 PLUS TURNAROUND -- CDTRACK 22 
Chard melody is often used as a form of 5010n9 in jazz. Here's a Il V 1 fol1owed 
bya turnaround, ail in chard melody. Notice the use of ail the alterat ionsl 

E , 
G 
D 
A 
E 

J ;; .cJO 

~ . 
oJ 

Am9 0 9 

r- ' , ~ 

-
7 5 4 5 
5 5 4 5 
5 5 4 5 
5 4 3 4 

Am11 

b' !: r; ~ \ i~ . 

1Jl- - 10 13 " 7 13 " 8 " 7 10 10 

extensions and the El chard acting in the turnaround as a secondary 
dominant. DI! di mini shed in the la5t bar is a substitution for 07. 

G6/ 9 

\~: ~ ~ . r- l' [h6 

~ - • f-U 

10 8 ;= f=~ 5 
10 8 l- 5 8 8 10 

7 f::~ 5 5---. 7 • 3- 4 7 7 7 ---. 10 
7 

LlCK 78: MELODIC MINOR LICK **** CDTRACK 23 
This is a good example of how to create a melodic minor IIck (in F, also against 
mino r seventh chords). The idea is to play the scale by using the tri ads it 
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• = 100 
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oJ 

Fm6 

~ 
, . 

12 

~ ~ H.'b'. ~I'-' 
. --

10 8 
9-8 

" 8 10 
10 

7 

generates. Ir sounds less obvious than just runn ing the scale up and down the 
neck, and it can lead ta sorne interesti ng polyrhythmic ideas. 

-----
3 

5 3 1 1 -5- - 3 3 
5 3 1 1 

8-' 5 2 

LlCK 79: LATIN JAZZ STYLE **** CDTRACK 23 
Here's another Il V l, now in a contemporary Latin jazz style: an Ebmaj7 arpeggio over Cm7 ('in'), F Superlocrian over F7alt ('ou t ' ), landlng on F in Bbmaj7 (' in'). 
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Cm' Bbmaj7 F7 a lt 
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8---' 
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LlCK 80: LARRY CARLTON STYLE **** CDTRACK 23 
Larry Carlton is one of those players that comfortably straddles the borders 
between jazz, fusion and blues. In this Carlton inspired lick, note the use of the 

J - 110 
F13 F13 

bendlng and vibrato and the note choices. Alterations are there but they are 
made to sound sweet and bluesy; see the b9 (Gb/F# ) at the very end. 
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6- 8-(10 10 8 7 6 
H7 10 8 6-

10 10 

LlCK81:COUNTRY JAZZ LICK **** CDTRACK23 
This cou Id be Bill Frisell improvising ove r a cou nt ry number in a pub in 
Nashville! Here's how you do it: on a turnarou nd (1 VI II V), throw a dominant 
chord on the l, and play it a minor third up (or down, that's the second ha If 

0 1>13 C 13 B1 3 

~ • = 180 
~ : '! : .: H. : A 

oJ , , 

of the example) on the VI, then down a semitone on the Il, and again down a 
semitone ove r the V. Use hybrid picking, p ick on the fourth st ring (which also 
hits a bit of the third string) and fingers for the second and first strings. 

G13 

h ~~~ • I)~ -
1 1 1 1 . ~ ~~ 

-, , 
G 
D 
A 
E 

8 7-6 3 2 1 1 
8 " 10 • 8 8 5 4 2---1 
7 10 • 8 i= i==i 4 3 2 1 • 8 7 3 2 1 
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20 COUNTRY LlCKS 
UCK 82: BASIC CHICKEN PIC KING - CDTRACK 24 
This example i5 played fingersty le to highlight the classic 'chicken picking' 
country sound. You can also try ta do it using hybrid picking but we think there 

is nothing better than fingerstyle for t his kind of lick. Make sure you really dig 
in and snap thase strings! 

J = 140 A 

~ • * ~ 6 • '., 
., 9# 

PB4 
BU BD ~ e 5 3 

B 
G 4----(6) (6}-(4}-2 
D 4 2 
A 3 
e 

p p p p 

UCK83:PEDALSTEEL- CDTRACK24 
Hybrid picking is used for This pedal steel inspired lick. Make sure you release the bends properly and aim to keep every note clearly separated. 

J = J(}() A 8~- - - --- - - ---- - - --- - - ---- - ---- - -------------------------, 

PBl6 PBI6 PBI6 PBI6 PBI 6 
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B 17--15 
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0 16- 14 
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UCK 84: SCOTTY MOORE IDEA'" CDTRACK 24 
This is a 'mystery lick ' in the st yle of Elvis's tirst great guitarist Scouy Moore. 
It can be used in many different si tuations and it's great for jam sessions. Use 

J = 2.50 
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the pick (or thumb-pick, as Scott y does) on the bat tom three strings and the 
fingers on the top three. 

C7 FIC 

""..J ,J 

or Ir r r 
~B 10 

• 9 10 
B 10 

5----6 7 B B 
,"\ ~ 

• m 

LlCK 85: CARL PERKINS STYLE " CDTRACK 24 
A 'must know' for every rockabilly guitarist. Thi s is ohen played in unison wi th the bass}. At the end there is an interesting E9 chord, upping th e Vicky factor! 
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LlCK 86: MAYBELLE CARTER STYLE ** CDTRACK 25 
Thi s example is built around a 'walk-up' idea that goes fram the 1 chard (G in 
This examplel to the IV chord (C). Strum the chords using the Maybel1e Carter 
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technique style, which is just a down-up wlth the first linger. What a fantastic 
guitarist she was! 
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LlCK 87: ALBERT LEE TRIPLET RUN -- CDTRACK 25 
Albert Lee is a trul y wonderfu l guitarist who helped define the way modern 
country guitar is played. Almost every modern Nashville picker Qwes him a 

A 

J 

m ., m ,., m ,., 

debt of gratitude. Albert plays this type of triplet run in many of his so los . We 
played it using hybrid picking but Albert o ften uses just the pick. 

.. 
3 

m ,., m 

LlCK 88: BRENT MASON STYLE TRIPLET RUN -- CDTRACK 25 
This is Brent Mason's version of Albert lee's idea. Brent wouJd play it with 
alternating fingers and thumb-pick but we used alterna te picking. 

J 1:10 G ,..- - J -----, 
,.----- .1 -" . ~ J ~ 1 

., il col 1,-" \ -.' 

, , , 
G 7 7 , 9 
0 5 7 • 9 
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LlCK 89: JERRY REED STYLE - CDTRACK 25 

1 

Jerry Reed was a supremely gifted guitarist. He w rote Elvis's Guitar Man and 
US Male among many other great tracks. This is country, funky, traditional and 
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modern, ail at the sa me time - just incredible! Ali of the 'ghost' notes are played 
by hitting the strin gs with the picking hand with a percussille motion. 
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LlCK 90: DOC WATSON STYLE BLUEGRASSFLATPICKING ***** CDTRACK 26 
This example is inspired by the bluegrass flatpicker Doc Watson. Hit the strings 
hard and close to th e bridge for as much 'twang ' as you can muster. The 
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160 C 

_n, 

,., 
2 

,., V ., ,., 
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3 

V ., ,., V r-, ,., 

motion should come from the wrist (almos t a rotary motion) but don't let your 
picking hand touch the body of the guitar! 
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UCK91:WESTERNSWING- CDTRACK26 
Here we return to Nashllille session momter Brent Mason's technique (thumb­
pick + second linger + thumb-pick + third finger, see bar 1, beats 3 & 4). Use the 
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neck pickup. It ca n ail be played using a pick, although we'd suggest it's qu ite 
tricky to get the sa me articulation on th e notes . 
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o COUNTRY LlCKS 
LlCK 92: BRIAN SETZER ROCKABILLY - CDTRACK 26 

This 15 a very tradi tional fine that every rockabilly guitarist has played. Focus on 
the feel and swing of the line and play closer ta the bridge ta obta in the correct 

J :: 200 A 

, • * , ~ , 00" ' 00" ~ --
-., 

J 

5 5 
4>"'5 47"5 4>"'5 

5 
4,L5 

5 

sound - nearer the bridge i5 always more trebly; close ta the neck is warmer. 
The la st chard requ ires the use of the fretting hand's thumb. 
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LlCK 93: DANNY GATTON STYLE - CDTRACK 26 

This line iltustrates the incredible sense of freedom that Danny Gatton had 
when playing over a sta tie chard. Note the double-stop idea (very unusual!) 

J = 110 G7 

and the pentatonic line with a open third string used as a pedal tone. Wha t an 
incredible guitarist Danny was. 
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lICK 94: BRAD PAISLEY STYLE **** CDTRACK 27 
This is a tri-tone idea that Brad seems·to like quite a lot. lt 's basically playing 
the 3rd and 7th of the dominant chord using a chroma tic approach. Technique-
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.1 = 1:10 . ~ 
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L--. J ----.J 

• 7-
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wise, you need to get used 10 playing two consecutive double-stops with the 
sa me fingers, There is no secret, just prac l ice! 
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LlCK 95: ROCKABILLY **** CDTRACK 27 
This is a common rockabil ly line. The firs! bar is played straight, although the 
!eel of the example is a shuffle. Approach the !irs! bar slowly and build t he 
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speed over time. Note the 6/9 chord al the end is this not the best rockab illy 
chord ever? 
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LlCK 96: BRENT MASON BASIC DOUBLE-STOP - CDTRACK 27 
This is the kind of line Brent Mason uses with incredible ease. The original idea co mes From the use of triads (Em and Dm in this case), 
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101 LlCKS o COUNTRY L1CKS 
LlCK 97: ALBERT LEE STYLE **** 
Mr 'Coun try Boy' plays this line very ohen over a G chard . Ifs such a great line 
that we wou Id sugge st to prac tise it in ail of the commen country keys - as weil 

J = 140 G 
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3~O G 3 2 0 = 0 
0 0 2 2 0 , , 

m ~ 
, m ~ 

, 
~ m ~ 

, 

ON THE CD TRACKS4- 28 

as G, try C, 0 and A (Albert 's A tickbag Is almest unsurpassed!).lt's also a good 
workout for yeur hybrid picking technique. 

---- D-.I ___ j- ~ ~ D-.lJ.-.I - ---
2 0 0 2 0 

0 ' _ 2 
3 

~ m ~ m ~ • ~ m 

LlCK 98: FAST CHICKEN PICKING TRIPLETS **** CDTRACK 28 
Play the !i rst IWO triplets using a m ini-sweep, but make sure yeu hit the la st 
note wit h yeur second linger. The third t riplet Is played wi th juS! alternate 
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• ~.J -----' 
.----- J ---, 

., 0-• 
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G 3 5 
0 X X , X X 
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picking. Try not to play the mini-sweep too fast otherwise it's 90ln9 to be very 
hard to match that speed with alternate picking! 
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LlCK 99: BRAD PAISLEY STYLE **** CDTRACK 28 
Brad Paisley is a truly awesome player. This crazy Paisley style line stans with 
natural notes, moves ta natura! harmon ies (which are pretty tricky at this 

J = 140 

A 

c 

speed) and ends wit h natural notes - it 's a jou rney! Luckily he didn't use the 
G-Bender on this one! 

LlCK 100: BRENT MASON ADVANCED DOUBLE-STOP ***** CDTRACK 28 
You don't get ta be Nashville's number one cali session g uitarist without a 
huge bagfull of chops. Here's a little idea based on Brent's use o f double-

.1 /70 

A • 

stops. He's sa used ta playing these types of lines that the speed isn' t an issue 
anymore - for him, anyway! 

!E~~~~~~~~~~~~~~~~~~~1~:~~~~~~~~1~l~~~~~~~~1?~~~~{~O~~,~o~~;~~~~ .. t 16 16 15 14 14 13 12 11 

~ ~ V ~ ~ ~ V ~ ~ ~ ~ ~ ~ 

LlCK 101 : BRENT MASON ADVANCED DOUBLE-STOP 2 "**"* CDTRACK 28 
This is a slightly longer line using double-stops. It features a different directions are fingers (for the double-stop), up, down. Practising this cell in 
movement for th e picking hand: the pattern is odd (three notes) so th e piC king isolation will make the lick easier to execute. 
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Deep Purple 
Steve Alisworth straps on a Strat, cranks up his 
200-watt Marshall Major and shows us how to 
play one of the greatest rock riffs of ail time ... 

ABILITY RATING 

••• 
KEY: Gminor 
TEMPO: 112 bpm 
CD: TRACKS 29-30 

Moderate 

~ Fingersty le double-stops 
~ Fluid bends 
l'li Blues scale usage 

THE OPEN1NG PHRASE ta Smoke On The 
Water, taken From Deep Purple's album 
Machine Head (1972), is one orthe most 
iconie and memorable gu itar riffs in modern 
rock history. AJthough it's become a staple 
'guitar shop' riff the \vorld Qver, it's often 
mistakenly played as a three string power 
chard . Ritchie Blackmore's original was 
played as a two string invcrtcd power chord 
with thumb and first finger, giving the riff a 

TECHNIQUE FOCUS 
1 NVERTED POWER (HORDS 
Any chard can start on a note other than the 
root, and this is usually referred ta as a chard 
inversion. Since power chords are based on 
only two notes ~ the root and fifth - there can 
only be one inversion. This means the root or 
primary tone is played above the fifth. When 
the fifth is played atthe bottom of the chord, 
the resultant chord can often sound a lot 
heavier than the traditional power chord . 
Ritchie's iconic riffis a great example ofthis. 
Often, the technique can give the perception 
that you're using drop tuning, main ly due to the 
overtones present in the lower 5th. Before the 
advent of drop tuning and seven -string guitars, 
this was a great way to produce a heavy sound 
and was arguably the precursor to many of the 
heavy metal riffs we hear today. 

certain amount of power and fatness 'l'Illich 
would othenvise be miss ing \vith a pick. 

The simplicity of the riff was profoundly 
inspi red by Pete Townshend who had said to 
the young Ritchie "You 've got to keep 
things simple and take the aud ience \Vith 
you" . Ritchie often t'ound himself defending 
the merits of the del iberately unfussy four 
note riffby comparing it to the falllous 
moliffrom Beethoven's 5th symphony; 
instantly recognisable yet extremely simple. 
The notes in the riff are drawn from the G 
blues scale (G Bb C Db 0), which are 
doubled up eight bars later by Jon Lord \Vith 

" 1 really wanted to be a 
cellist but you have to give 
your whole life to il. When 1 
realised that, 1 went back to 
the guitar and turned the 
volume up " 
a distorted keyboard sound that's actually 
slightly lleavier than Ritchie's 
guitar (courtesy of a Hammond C3 organ 
through a Marshall). 

Ian Gillan's lyrics actually document the 
band's time in Montreux, Switzerland during 
1971, when they rented a mobile record ing 
studio from The Rolling Stones. It was on a 
site that was part of the Montreux Casino 
referred to as 'the gamblîng house ' in the 
song. On the eve ofthe recording sess ion, 
Frank Zappa was playing a gig in the casino's 
theatre, during \vh ich an audience member's 
stray flare caused a fire to break out (as 
mentioned in.,the "some stupid with a flare 

ON THE CD r; TRACKS 29-30 

ter 
gu n" lyric). The resulting tire destroyed the 
ent ire casino complex, along \Vith ail of 
Zappa's equipment. The "smoke oil the 
water" that became the title of the song 
referred to the smoke from the tire spreading 
over Lake Geneva fro m the burning casino. 

Smoke On The Water has undollbtedly 
been a huge inspiration ta countless 
generations of rock guitarists, sa it's 
unsurprising to see the large number of 
cavers that pay homage ta the original. Deep 
Purple's inClll1lbent gui tarist Steve Morse 
doesn't generally reference Ritchie 
Blackmore's original solo, but his 
interpretation is an 'interesting twist . (Then 
to close, l've transcribed one of Steve's best 
live solos from the Paris Olympia concert in 
2007.) l've also ta ken t\Vo memarable solos 
From David Gilmour and Brian May, who 
played on the Rock Aid Armenia album back 
in 1989. This version was a bit faster than the 
original, but nevertheless try out'aspects 
From it over the backing track. Il 

TRACK RECORD If yon wallt 10 get the true vibe of this band at their very peak, Deepest Purple: The Very Best Of Deep Purple (1990) is 

probably the best compilation album from the Blackmore/ Gillan era. Deep Purple ln Rock and Machinehead are seminal Purple albums, while 

Made ln Japan (1998) is a fantastic remaster of the band's Japanese tour classic from 1972. 
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ON THE CD TRACKS 29-30 

PLAYINGTIPS CDTRACK29 

[Bars 1-4] Be aware of any extraneous harmonies the picking ti ngers 
might produce w hen touching the strings (thumb and tirst finger works 
best). It's one of those deceptively t ricky riffs, main ly due to the slow 
speed and syncopation, sa watch your t iming carefully. 

[Bars 22-33] Aim for minimal pa lm-muting here to avoid an overly 
modern rock sound . Also, t ry to avoid f ret squeaking as yau t ravel 
between the two positions, by lifting the fingers away From each chard 
as saon as ifs p layed. 
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Smoke On The Waler: Music and lyrics by Jon Lord, Ritchie Blackmore, Roger Glover, lan Paice and lan Gillan, 
Cl l 972 HEC Music. UKIEU reproduced by kind permission of Faber Music Publishing. USfCanada reproduced by kind 
permission of Hal Leonard Corporat ion. Ali rjghts reserved.lnternat ional copyright secureô. 

OEEP PURPLE: KE ON THE WATE 

CDTRACK29 

[Bars 34-391 These arpeggios shou ld be very straightforward. l et eaeh 
note ri ng into the next, but avoid using any vibrato; just the let the amp's 
natural overdrive and the guitar's sustain speak for themselves. 
[Bars 74-79} The beginning of the solo sees Ritchie use some tasteful 

blues phrasing, with plenty of rests to let the melody speak. A big feature 
throughout the solo is the libera l sprinkling of staccato, whieh will come 
mainly from the picking hand. Note the sl ightly unusuaJ use of the b6 (Eb) 
in bar 77, wh ich adds a darker sound ta the G minor pentatonic. 
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ONTHECD TRACK229-30 

PLAYINGTIPS CDTRACK29 

[Bar 80] Over th e CS Ritc hi e plays a ta st y C blues phrase. Ifs based În 
Position 1 and fea tures a major 6th (A) and the bluesy bS (Gb), before 
descending through the C Dorian sca le to resolve in G, the root of the 
following GS chard . 
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[Bars 94-951 There's no scienti/ic method to this section, 50 just be 
careful to gradually release the bend throughout the two bars, using the 
pick to mute the string in between each note. This is the only part of the 
solo that Steve Morse references when playing with the band now. 
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[Bars 120-124] Be aware of the altered rhythm in the fourth ba r. The CS 
and Bbs should be tied into the next beat, unlike the intra, which uses 
rests. 
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DEEP PURPlE: . WATER 

CDTRACK29 

[Bars 136-147} During Jan Lord's solo, Ritchie improvises around thi rd 
and fifth position power chords. Don't feel you have to stick rig id ly to the 
sa me rhythms and chords, as anything based around Gm pentatonic in 
the same position will work weil. 
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PLAY: ROCK ONTHECD TRACKS 29-30 

PLAYINGTIPS CDTRACK29 

GILMOUR SOLO [Bars 1-8] David's excellent command of melody is in 
evidence here, with two distinct, singable cali and answer phrases. Use the neck 
pickup and plenty of delay to get tha! Comfortably Numb feeling of depth. 
MAY SOLO {Bars 9-12] Brian's characteristic 'guitar orchestra' approach sees 
up to four gu itars harmonising this main part in 3rds, Sths and octaves. 

[Bars 5-6] Elements othis solos From Queen's later songs 1 Want It Ali 
(opening trill) and The Invisible Man (descending ch romatic Ideal (an be heard 
here. This section is loosely based around Gm pentatonic and although the 
chromatic run is not a full chromatic scale, you should be able to see how it 
weaves nicely through the G blues scale. 
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OEEP PURPlE: E 011 mE WATER 1 

CDTRACK29 

MORSE SOLO [Bars 1-4] There's often a natural amount of swing in 
Steve's soloing, but it (an take a bit of practice to get your alternate 
picked 16ths to sound natural. Try slowing the tempo initially before you 
try these ideas over the backing. 

[Bars 5-6 and 13-14] These repeated phrases will take a bit a pract ice 
due to the fairly quick tempo. Your aim when performing the hammer­
ons and pu ll -offs should be clean execution. Th is is best do ne at a slow 
tempo to ensure the re aren't any excessive, heavy finger movements. 
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lijlNIHnH~ ONTHECD TRACKS 29-30 

PLAYINGTIPS CDTRACK29 

[Bars 20-27] Steve usually rounds off his solo with th ese same double­
stop ideas, trad ing off the main guitar riff rhythm. He mast li ke ly uses 
hybrid picking (pick and second fl nger) to help get a good staccato 
sound that li ps its hat to the original. 
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WE'REFRESH I TOanewyeal'and 
it's common to takestock of our musical 
dcvelopmcnt. Arc chords gctt ing more 
colourful? Is the frctting hand 's four th 
finger any st ronge r? Rock vibrato any wider? 
Picking speed reached six notes at 12obpm? 
The li st goes on but yOll get the picture . 

As a CT l'eader yOll no dOllbt appreciate 
the breadth oftutoria l columns and the 
insightfulness offered. From blues and 
classic rock ta acoustic a nd world music 
styles, no 01 her magazine oHers what wc 
do. Sa lhat saki, you're on yom \Vay to 
becoming adept in ail s tyles, ta high 
levels of abi lity, right? Of course not 
and , truth bc told, few players ever 
are. This is not a get-out clause if 
your development seems sporadic or 
minimal, mind. As wc a lwayssay, regula r 
sess ions with the guitar with a 
focused agenda is the fas test 
wa)' to getti ng bet ter - there 
are no shortcuts. Rat her, 1 say 
this ta provide a perspective 
on what you should 
realist ically expect from 
your development. 

Recently 1 was in 
conversation \Vith a 
fa mous rock gll itaris t, 
and also one of our CT 
tutars. This gll itarist 
has a technique 
second to none and 

yel was revell ing in a new (ta him) technique 
he had secn BB King use - whole tone st ring 
be lldillg wi th his firs t finger. Said guitarist 
is now busy woodsheddi ng, keen la have the 
tech nique fit in to his already jaw dropping 
style. The CT tu tor and I late r concluded that 
many guitar heroes are a product of intense 
studywithin a nrlrrow rlrea ralher than the 
frequent assllll1ption that a il herocs arc by 
clefault stylis li c.:ally broad. 

Sa, shou lc1 we aim ta be narra\\' but deep 
ar rather genera lly competent across many 

areas? It 's a tough cali and one best Id t 
ta the individual. Ifyou want ta be a 
fusion duele with a limitless supply 
ofa ltered shred li nes, go ahead. Or 
maybe l'ou wa nt ta be an outs tanding 

caver band l'laye r skilled at clealing 
\Vith Abba and Clins N' Roses - sa ille 

agai n. What 1 will say though , 
regardless of yom level 

or style, don', neglect 
checking out the guv'nar, 
BB King. Like the 
famous rock guitarist, 
BB may just giveyou 
that missing boltaf 
inspiration ta gel 
(cve n) belle!'! 
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3D-Minute Lickbag 
Just in case our 101 great licks feature isn't 
enough, fusion maestro Scott McGili has 
six more beauties for you to play ... 

EASYEXAMPLE 1: BB KING STYLE CDTRACK33 

These are sorne classic BB moves that will help you develop a sHang a wide vocal vibrato ta really make this one sing. 
foundation in blues lead guitar. Make sure your bent notes are in tune and use 
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EASY EXAMPLE 2: ANDY SUMMERS STYLE CD TRACK 34 

This is a good introduction ta Summers' Police~era chard style. Sorne of the 
chards requ ire a bit of a stretch 50 ease inta them slowly before playing this at 

Dsus2 Aadd9 

1 1 1 

132 bpm. Use palm muting throughout and try sorne choru s and a little delay 
ta make it sound authentic. 
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INTERMEDIATE EXAMPLE 3: JEFF BECKJAM CDTRACK 35 

Thi s line features such Beck stylistic traits as playing along the strings rather 
than across them and 'pitch wheel ' keyboard style bends in the second bar. 
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Dial in some vintage valve grind and use a single-coil pickup sound to help 
chann el the voice of the mas ter himself! 
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INTER MEDIATE EXAMPLE 4: HENDRIX CHORDWDRKOUT CDTRACK 36 

Jimi Hendrix's poetic chord work was t he inspiration for this example. Watch 
the stretching in the third bar and make sure you keep the notes in each chard 
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ringing into each other. A clean valve amp, a little phaser or uni-vibe, and a 
neck pickup setting will get you into Electric Ladyland. 
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ON THE CD 1; TRACKS 33-38 3D-MINUTE LlCKBAG T! LEARNING ZONE 

INTERMEDIATE EXAMPLE 4: HENORIX CHOROWORKOUT ••• CONT CDTRACK36 
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ADVANCED EXAMPLE 5: MIKE STERN FUSION LEAO UNES CDTRACK 37 

Here's a harmonica lly intricate line reminiscent of fusion master Mike Stern, 
using arpeggios ilnd the dominant diminished scale over t he dominant 7 
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chords. Follow the picking indications in the tab and do your best ta make it 
groove at 120 bpm. 
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ADVANCED EXAMPLE 6: PAT METHENY CHOROS CDTRACK 38 

Although a nylon-string acoustic is used here, th is etude wi ll sound great 
on any electric or acaustic guitar. Use either fingerstyle or hybrid picking ta 
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make the vaicings pop out ai l at once and pay specia l attention to smooth ly 
connecting the top melody notes. 
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Jeff Beck Group 
John Wheatcroft transports us baek to a time 
when Jeff Beek, along with Rod Stewart, was busy 
developing his own unique take on the blues .. . 

ABILITY RATING 

• • • • Moderate/Advanced 

INFO WllliMPROVE VOUR 

KEY: G Blues ~ lick vocabulary 
TEMPO: l08bpm ~ Use of expressive techniques 
CD: TRACKS 39-41 f"j Intelligent note selection 

PRACTICALLY EVERY GUITARIST 
10ves J cff Beek! We ail kno\\' about his 
groundbreaking fusion albums from the ·705, 
Blow By Blow, vVired and 50 on, giving it 

what-for with his oxblood 
refinished Les Paul. We're al50 
aware of his unbelievable 
manipulation of the Strat's 
vibrato system, allO\ving him to 
mimic Il ot only an expert sl ide 
gu itarist (of which Jeff is one 
3150), but also harmonica and 
the human voice (if you don't 
believe me tha n check out his 
version of Nadia). Of courscwe 
won't mention Hi Ho Silver 
Lining - oops,jusl slipped out! 

One cra of Beck's output that 
is often overlooked is the work 
that he produced in 1968-69, 
spccifically the two albums he 
recorded with the tirst 
incarnation of the J eff Beek 
Group aftcr being kicked out of 
The Yardbirds. 1 Il retrospect the 
line-up could be considered one 
of the first 'supergroups' in rock, 
featuring Rod Stewart on voeals 
and ROll Wood on bass. 
However, in the late '60 S both 
had yello make theiI" name, with 
Rod releasi ng a couple of singles 
with Long Joh ll Baldry and 
Woody sitti ng in with various 
groups on the scene. 

After some in itial 
commercial suecess \Vith The 
Yardbi rds, Beek hooked up \Vith 
the legendal)' produce r Mickie 
Most: an unfortunate pairing as 
Most was solely eoncerned \Vith 

produeing shiny happy pop singles, wh ilst 
Beek hac! heard the cali of the blues. lnitially 
the group were relegated to backing-band 
duties \Vith Jeff on lead vocals, producing a 
reasonable hit \\~th Hi Ho Silver Lining, but 
J eff \Vas far from happy. Thankfully for Beek, 
in te rvent ion came in the form of Peler Grant, 
the man who would go on to manage Led 
Zeppel in. Grant eonvinced the record 
company to allow Beek to folio\\' his a ltistic 
callingand take the group out on the road in 
its intcnded fonn, as a hard rocking blues 

ONTHECD TRACKS 39-41 

band with J effdoing what he did best, playing 
great guitar and leaving the voea ls in the 
capable hands of Stewart. 

The Ilet result of th is gamble produced two 
of the finest blues/ rock albums of ail t ime, 
Truth and Beek-Qla. Mueh has been \vritten 
about J effs discontent when he heard the 
fi rs t Led Zeppelin album, noting a certain 
'similarity' shall we say. And in retrospect ifs 
obvious to ail that J eff eouldn't keep Stewal1 
and Wood in his band for VCI)' long, before 
they fe lt the nced to do their own thing - The 
F<'lces and Stones beckoned. So let us be 
gl'ateful for the few sh0l1 yem s they \\'ere 
together and the amazing work this produced. 

1 love Jeff's playing from this period, so ifs 
been ajoythis month going back to these 
recordings and li stening to them in detail 
once agai n. He's got evelything on the go; 
intensity, ehops, feel, timing, wonderful tone, 
great songs and inventive arrangel11 E( nts. 

Many eritics state that these releases 
paved the \Vay for the heavy rockguitar boom 
of thc carly '70S, along with undeniably 
directly influeneing the music and playing of 
both Page and Hendrix. From this gu itarist's 
perspectivc, once l'd d iscovered these a lbums 
1 can see why! As always, 1 hope you enjoy the 
complete solo that follows. l'd urge yOll to 
check out the originals though, as this lesson 
is mercly an appetiser for what's in s tore for 
when you go to the source di rectly! Il 

" 1 simply wanted 
disgusting heavy, heavy, 
heavy stuff " JejJBeck 

GETTHETONE 

~) 
GAIN BASS M IDDLE TRfBlE RfVtRB 

At this time Jeff was switching between d Fender 
Tele with a Oanelectro neck, a Strat and a Les 
Paul, although not the legendary oxblood finish 
one that would later grace Blow By Blow and 
Wired. The biggest difference from then ta now 
would be that at this time Beek was still very 
much a plectrum player. His main studio amp for 
these sessions was aVox AC30, reputedly ran at 
fu ll t ilt and stuffed into a eupboard to keep from 
bleeding into ail the other microphones, 
although for live dates he ran into a pair of 
Marshall heads, eaeh running a pair of 4x12s, with 
the obligatorywah and fUZl belween guitar dnd 
amp.1 used my'SO reissue Tele with Duncan 
Antiquities into a'67 AC30 via an Analogman Sun 
Face fUll pedaLThe amp was turned up loud 
although, unlike Jeff, nOI tucked inlod wardrobe! 

TRACK RECORD TheJejJ Beek Group's debut, Truth (1968) and follow up Beck-Oia (1969) are sounding better than ever due to re-mastering, 
with excellent liner notes and bonus tracks for those of us who want everything. Vou can also buy the originals on a single CD or download 
from iTunes, minus the bonus tracks but still featuring more than enough terrilying guitar to keep you occupied over the winter months. 
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JEFF BEeK STYlE ,'TI LEARNING ZONE 

EXAMPLE COMPLETE SOLO CDTRACK40 

[Bars 0 -4] Our opening ph rase neatly illustrates several of Jeff's early 
influences in just a few bars. Speedy pull -offs were a big feature in the styles 
of jazz pioneer Les Paul and rock'n'roillegend Cliff Gallup, the lead guitarist 
in Gene Vincent 's band The Blue Caps. To balance out ail This speedy and 
nimble stuff we've got a couple of lazily drawn -out bends in bars 1 and 2. 
The trick ta making the vibrato sound effective here is ta not jump stra ight 
in . Allow each note ta ring a littl e before diving in for the kill - think of Gary 
Moore's long bent note in Parisienne Walkways; Gary is a huge Beek fan. 
[Bars 5-8] Ali of the notes contained within these bars come from the 
humble G 'blues' scale (G Sb C Db 0 F), although as you can see clearly. 
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Jeff brings the notes to life by mixing up the expressive techniqu es within 
each individual phrase. 50. we get repetitious bends, pull-offs and vibrato, 
followed by a perpetuai descending phrase that mixes both 16th note and 
16th note tripl et s. The rhythm of any lick is just as important as the note 
selection, in fact sometimes even more so. 
[Bars 9-121 Whilst we're on the subject of note selection coupl ed with 
rhythm, you should definitely check out these gems. In bar 9 we're headed 
toward the root of our underlying 0 chord (need 1 say, the note DL whereas 
in the following three bars we're making a big feature of the 6th interval. 
both against Cl (A) and our destination tonie chord , G7 (E). 
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EXAMPLE COMPLETESOLO ... CONTINUED CDTRACK40 

(Bars 13-16J At first glance, this four-ba r salvo that open our second choru s 
looks very mu ch like conven tiona l pentatonic blues/ rock vocabulary. Jeff 
however doesn't 'do' conventional for very long. The repetitious pul l-off 
idea in bar 14 uses octave d isplacement (isolated notes transposed up or 
down by an oc tave) by exploiti ng convenient open strings embedded in 
the middle of a pattern. Beck's greasy bending idea in bar 16 reminds me of 
the kind of thing Brian May might have come up with a littl e while later on . 
Unsurprisingly, May was, and still is, a huge fan. 
[Bars 17-201 Who says that arpeggios need to be steri le and exercise-like? 
ln bar 17 we see how Jeff serves up C7 (C E G Bb), before moving onto a pair 
of syncopated phrases bridging the gap between the root of a dominant 
chord chromatically toward s the b7 and back again, with th e open string 
si tu ated in -between to give the line so rne bounce. Bar 20 is derived from 
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E 

CHORUS 2 
G7 
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BU BU -18-(20 
r-------17-{19}-15 
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15-0---15-0-15-0-15- 0 
17 17 17 

C7 

the harmonically appropriate G Mixolydian mode (G A B C 0 E F), and once 
aga in centres around those ali-impor tant chard tones (G BOF). 
[Bars 21-24] We end with sorne typically Beckish dirty and low-down 
pentatonic blues action, wÎth chromatic decoration t must add, restating 
the open string pull-off idea we tirst met at the start. Really dig in here, as 
Jeff was really rocking out during this era and whilst al ways under control 
Beck was playing with a raw primai agg ress ion in keeping wi th the feel of 
the music ove rail . It's more abou t being positive and bold than just sheer 
brute force however. You shou ld keep the pick 51ightly more rigid and 
perhaps show a touch more pick to the st ring that you would normally. Jeff 
had recently been turne d on to heavier st rings by Jimi Hendrix. 50 bear that 
in mind tao. As al ways experimentation is the key so try out ail extremes 50 

you can make a decision to change dynamic leve l at any point. 
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John Frusciante 
This month Martin Cooper uncovers the 
spicy guitar style of the former Red Hot Chili 
Peppers' guitarist, John Frusciante ... 

ABILITY RATING 

••• 
INFO 

KEY: Em 
TEMPO: 96 bpm 
CD: TRACKS 42-44 

Moderate 
WllllMPROVE YOUR 

~ Timjng 

~ Pentatonic lead phrasing 
C'1i Theory knowledge 

FORMED IN LOS Angeles 
in 1983, Red Hot Chili 
Pep pers have been at the 
forefront of the US 
alternative rock scene for 
the past 20 years. The band 
members for most oftheir 
career have been guitarist 
John Frusciante, singer 
Anthony Keidis, bassist Flea 
and drummer Chad Smith. 
Frusciante left the band 
during the tour suppOliing 
their fifth album, Blood 
Sugar Sex Magik, which 
went on to sel l over 13 
million copies. 

The following release, 
One Hot Minutesaw Jane's 
Addiction gui tari st Dave 
Navarro step into 
Frusciante's shoes, whi le he 
overcame an addiction to 
heroin. But the album didn't 
get close to matching the 
success of Blood Sugar Sex 
Magik. A sober Frusciante 
left rehab and returned to 
theChilis in 1999, and the 
following album 
Californication went on to 
beat the success of Blood 
Sugar Sex Magik, selling 
over IS million units. 

The band have won 
seven Grammy awards, and 
also been one of the few 
aIiists chosen to appear in 
an cpisodeofThe Simpsons. 
With drummer Chad Smith 
back in his day job, after 

some extra curricu lar success alongside ,lac 
Satriani in Chickenfoot, the Chilis are writing 
and recording a ne\\' album for release in 2010, 

although we hear without Frusciante, who has 
left to pursue solo interests. 

Frusciante's playing has always leaned 
heavily on sparse, syncopated funk lines, but 
he also has an impressive sense of melody and 

ONTHECD TRACKS 42-44 

has pelformed many memorable guitar palis 
on Chili Pcppers' albums. He is also an 
accomplished improviser, with manyofthe 
band's gigs featuring extended sections of 
improvisation. Frusciante is far Illore at home 
\ ·\~th the Hendrix style of vi ntage rock playing 
than the technical prowcss of players like Steve 
Vai, although he has said he is a fan ofl is tening 
ta highly tech nical guitar players. As weil as a 
successful ca reel" \Vith RHCP, frusciante has · 
also recorded several solo albums. 

While this month 's track is Ilot hard to play, 
it's difficult to get to a good standard. There are 
a lot of repeated lines in both the rhythm p'.lIi 
and the lead section, which serve ta allow the 
phrases to become familial" to the listener. The 
chmi is written in E minor CE F# G ABC D), 
but there is aB chord CB 0# F#) and an A 
chard (A C# E) in the track as weil. The solo is 
entirely based around the E minol" pent.atoniG 
scale CE G A BD), and there is a deliberate 
clash at times against the 0# and C# in the 
rhythm part. Notjust part oflhe US alternative 
secne, the Chilis' sense of melody and harmony 
owes a lot to the likes of The Beach BÇlys and 
The Eagles, and this is shawn in the 
descending hanllony of the chords in the 
second section of the track. 

Notice that the drul11 palt is sl ightly swung, 
whereas the rhythm guitar is played straigh t. 
There are however a few triplet figures in the 
lead part that add to the swung feel. Finally, 
thanks very l11uch to Mark 'FIea' Prentice for 
playing bass t!lis 111onth1 li 

" Notjust part of the US 
alternative scene, The Chilis' 
sense of melody and harmony 
owes a lot to the likes of The 
Beach Boys and The Eagles " 

TRACK RECORD The Red Hot Chili Peppers' album Blood Sugar Sex Magik (1991) features the fantastic Give It Away and the band's enormous 

hit Under The Bridge, while Stadium Arcadium (2002) has Dani California. Also check out are the group's Greatest Hits (2003) compilation and 

of course Frusciante's solo album Shadows Collide With People (2002). Welook for. rd to seeing what he comes out with nexl. 
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JOHN FRUSGlANTE STYLE T LEARNING ZONE 

EXAMPLE JOHN FRUSCIANTE STYLE RHYTHM PART CDTRACK43 

Timing is of the essence in whatever stye you play, but w ith any music 
that 's even vaguely funky it's vi t al. 50 make su re you play clean ly, 

accurately and in time. From bar 9 onwards th e low note of each triad 
mayes down in semitones: E 0# D C#. 
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EXAMPLE2 JOHN FRUSCIANTE STYLE LEAD PART CDTRACK43 

Ifs preny obvious fro m bath his tone and the choice of notes he plays, 
that Frusciante is a fond devotee of Hendrix. 50 there are sorne classic 

lEAD GUITAR 

Em 

blues rock bends and pentatonic licks in bars 17 and la -make sure that 
you add an aggressive vibrato to the notes in ba rs 19 and 20. 

• :: !Hi 
~ . 16 L f'- ~ fi· l'J ~ re~ l'J ~ re~ J:.,f'- ~ rel--

L--- 3 --------1 ~J~ L--J ----' '---- J ----' 
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EXAMPLE2 JOHN FRUSCIANTE STYLE LEAD PART ... CONTINUED CDTRACK43 

B 
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Tango guitar 
.... Jon Bishop takes a look at the fiery Argentin ian 

Tango with a solo study piece that is great fun ta play 
and a nice addition ta any solo guitar repertoire ... 

ABILITY RATING 

••• 
INFO 

KEY: Eminor 
TEMPO: 115 bpm 
CD:TRACK45 

Moderate 
WllllMPROVE YOUR 

['j Fingerstyle technique 
t"J Arpeggio fingerings 
t"J Playing melody/chords/bass 

TH1S MONTH WE'RE looking at the tango, 
one of the incredibly sexy and evocHtive 
styles ta have emerged From South America. 
Traditionally - since many of this fiery 
continent's people are of Spanish descen t - a 
nylon st ringguitar wou Id be the idea l 
instrument ta use for playi ng the tango (and 
othe!' Latin music styles such as bossa nova). 
1'0 get a good tone many players grow thei r 

TRACK RECORD FOI'a g ... atove,'view of solo and duo tango guitar pieces, check 
out the album Sweet Guitar by Francisco Pancho Navarro. This is a great listen 
and showcases many latin American styles, including the tango. 
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ON THE CD TRACK45 

picking hand nail s. This helps with 
developing a precise picking technique as 
weil as producing a c1ear lone tha t provides 
good articulation. 

Tango music originated in Argen tina and 
has had a large influence on the Western 
music scelle. The tango style is heavily 
associated \Vith dance, and is a popula r 
discipline with in the ballroom dancing 
community· witness the recen t rise in TV 
shows like the UK's Strictly Come dancing 
and the US version of the programme, 
Dancing With The Stars, which feature Lat in 
styles extensively. Tango music is often in a 
4/4 time signatu re and it is played \Vith a 
fielydelivery and a positive, driving (eel. 

This month 's piece is a solo study inlhe 
tango style. 1 have used a fairly standard se t 
of changes ta ken From the key ofE minaI'. 
The main Illovement ta really cash in on in 
the tango style is the V-1 cadence (B7. to E 
minor). Ta acknowledge the major thi rd in 
the B7, a D# can be added into our E miner 
sca le in place of the D natural giving us E 
harmonie minor scale CE F# GA B C D#). 

The main melody fits the chords and 
is made up predominan tly of chord tones 
that are linked by both sca le tones and 
chromatic notes. The bass line and chordal 
accompaniment fi t the rhythmic template of 
the tango style and this should be performed 
with the aforementioned d ri ving feel. 

Vou will need ta play the piece fin gerstyle. 
It's a little bi t,trick.)' ifthat's not your 
preferred approach to acoustic playing, so 
start slowly, build the tempo gradually and 
you'll soon be ta ngoi~1g with the best! li 

" Tango music originated 
in Argentina and it has had 
a large influence on the 
Western music scene " 
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TANGO GUITAR T LEARNING ZONE 

EXAMPLE TANGO GUITAR STYLE CD TRACK45 

[Chorus 1: Bars 1-8] The first chorus has a simplified melody to help bath the 
performer and the listener engage. Take your time learning the parts and also 
take a look al th e suggested fingerings. 

(Chorus 2: Bars 9-16) The second chorus is essentially a repeat of the lirs!, 
only this time the melody has been emhellished. Check out the fast ttills and 
make sure the legato notes are laud and clear. 
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EXAMPLE TANGO GUITAR STYLE . . CONTINUED 
[Bridge: Bars 17-201 The melody moves inta a higher reg/ster with barre 
chord s for accompaniment. Th e top note of each chard can be played by the 
fretting hand 's fourth nnger ta help you play them with the minimum of fuss. 

BRIDGE E7 A m 

[End: Bars 21 ta end ] The final section i5 sim ply the turnaround section 
repeated three times . There i5 a spritely strummed E minor chard in a dassic 
tango rhythm ta finish. 
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Swoop picking 
Atten-shun l Six string bayonets and ten deadly 
digits at the ready as RSM Martin Goulding 
cont inues his sweep picking inspection ... 

ABILITY RATING 

•••• Moderate/Advanced 
INFO WILlIMPROVE YOUR --1----

KEY: Various 
TEMPO:Various 
CD: TRACKS 46-56 

~Tapp i ng skil ls 
r'J Arpeggio awareness 
~ Speed and ftuency 

TI-IlS MONTH WE will look a t a rou tine that 
combines swecping with tapp ing. Ali 
asccnding tr iads and arpeggios are executecl 

\Vith the saille p icking ha nd 
sweeping motion lhat we've 
looked a l ove!' the la5t two 
columns, while ail desccnd ing 
c lements are hammcred-on 
using the fretting hand 
tapping technique. Many of 
the fo rms arc also extended in 
range \Vi th the add ition of 
pick ing hand laps that are 
executed with the second 
fi nger, the pick held as lI sual. 
This combinatio n wi ll alla\\' 
fo r a more lega to based sound 
than the more 'conventional' 
techn ique wc stud ied last 
mon 1h, and will give an 
almosL synthesiser-like effect 
to yom a rpeggio Ii nes. The 
advantage is tha1 the picking 
hand can extend the arpeggios 
without the rest ri ction of 
needing to geL back Lo pick the 
nex t note on the descent. This 
means that we can sweep and 
ta p over the full range of the 
instrument with the picking 
haml execu ting the sweep 
ove r the actual fret board, 
which in tum gives a ve ry 
wa rm and smooth tone. 

Sweeping and two-handed 
tapping evolved around the 
mid '80S with rock/ mcta l 
virluoso Tony MacAlpine, 
weil known for his use of this 
pa rticul ur combination for 
creat ing very fast me lodic 

a rpeggio lines . 
This ap proach to playingarpeggio lines 

works on any one-note-per-string fonn that 
docsn't use a barre- roll , and 50 is mainly 
or icntated a round pos it ion 3, C shape fo rms, 
and pos ition 4 , A sha pe fOl1ns. Th is month 's 
column is a step by step progressive routine 
tha t develo ps the concepts fro m the basic 
com ponents and expands both techn ica lly 
and also hannon ically as we progress past 
Iriads, into four- note urpeggios (Majo r 7 = R 

• 

ON Tl-IE CD TRACKS 46-56 

35 7, mino r 7 = R b3 5 b7 and Dom inant 7 = 
R 3 5 b7). Some ofthese a rpeggios wi ll be 
superimposed over an A root as wc assem ble 
our techn iques in our home lea rn ing key of 
G, wh ich as usua l is referenced to the tonal 
cen tre of A Dorian (A B C D E F# G). 

The most t ricky aspect to th is technique 
overa ll wi ll be the clean and successful 
execution of the fretting hand taps, which 
will Il eed to be hammered down From quite'a 
hc ight at fi rst, the tirst finger as usua l 
a rri ving on the note wi th the fleshy lip 
mu Ling the st ring above the one being played 
- as well as arriving fai rly flat , 50 as to mute 
ail s t rings underneath the one being played . 
When picking hand laps a re used, you will 
need to get llsed to sweeping over the actua l 
rre tboard, keeping the sweep st l'oke and the 
tap in the same area. As usual, look a t this 
colullln as a practice rou t ine. Ali exa mples . 
shou ld be memorÎsed and practiced.very 
slowly and with good timi ng and tone. Once 
the fo undatio ll s are set and you have had at 
lenst a week's expericnce repeat ing the 
fragments contin llously fo r 3-5 minu tes 
daily, apply s peed , s taying on the new speed 
fo r a week or two before ill creasing the 
tem po by 10 or 20 bpm. Make sme you a re 
fully warmed up before you start your 
rou tine and rcmember 10 shake out a lly 
tens ion or tightness that may acculllll late 
whi le repeating the fragments conti nuously. 
Ne.xt tll onth: economy picking! Il 

" This tombination will 
allow for a more legato 
based soundthan the more 
'conventional' technique we 
studied last month " 

GETTHETONE 
,C·'·'~·· · Î C . 

, ' , , , ' 

@ '@ @ @ C}) 
GAIN BASS MIDDLE TREBlE REVERS 

A good rock sound with the gain almost full on 

and the bass set fairly flat wilh a slight boosl on the 

midrange and treble should give you an 
appropriate tone for the sweeping and tapping 

technique. On the E.'X(lmples 1 also applied a dash 

of chorus for the Tony MacAlpine sound. For ail 

examples the neck pickup should be used. The 

tone itselfotherthan the basic generic set-up. will 

come From clean execution through effective 

fretting and piC king hand muting techniques. For 
thecolumn 1 used an Ibanez Custom on neck 

pickup through a MarshallfTubescreamE'r 

simulation on Amplitube v2. 

TRACK RECORD There S 110 dOl/bt Ihal Tony MacAlpine's playing is something special. These days not only does he still demonstrate his 
amazing neo-classical rock techniquesJ he's also become something of a fusion monster. For the style described here,198rs Maximum 
Security is highly recommended, as is the incredible playing on his instrumentais Premonition (1994) and Evolution (1995). 
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SWEEP PIGKING Pl3 T LEARNING ZONE 

EXAMPLE 1 A & 1 B CDTRACK46 
Our firs! repetition fragment is an A minor triad and the second is G major, bath in 
position 3 (C shape, CAGED) with an ascending sweep stroke and fretting hand tap 
on the second st ri ng when descending. Ensure Ihat the sweep stro ke is played in 

Am 4 1 

4:°/12°, ~ ~TI~ ~ ~n~ .. rf~ .. 
6 6 6 

one single motion with no notes Iha! ring Ima each other. For gaod note separation 
practise slowly until the exercise is memorised. On the CD. these exercises are 
demonstrated with triplets al 60bpm, then sextuplets al 60bpm and 120bpm. 
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... T ... r.o 
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~"'r.o • ... t ... r.o 

6 6 6 

~ ~ ~ 

7 10- 7 7 - 10- 7 7 10 - 7 
8~8~8 • 7- · 7 

l'H',,., 1"11"11"1 1"11"11"1 

EXAMPLE2A&2B CDTRACK47 
These are inversions of our first IwO examples and fea ture the tone-wide, push 
upwards rock vibrato on the tirs! string as an exit. Although 1 would use the tirst and 
fourth tingers on the tirst string when in repetition, for the exit with vibrato it's better 

Am 

J = :011<>0 'Ët~ , ; ~T~r.l ~ ~T~r.1 .. ~ Ë-

6 6 6 

"g~e ~~~~~~~'~;'~.~'-~~~~.~~~'~2~.~~~~.~~'2~.~~~~.~'~2~-~I c - ,r,QI 10~10~10 ~ 
9 9 9 

~ ~~~ ~~~ ~~~ V 

played w ith the stronger third linger. As you move into the exit note, the thumb will 
quickly move upwards and over the top of the back of the neck as the hand angles in 
prepa rat ion for the bend. 
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10- 7 
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6 6 

~ ~ 

8~8~8 
7 7 7 

710-

EXAMPLE3A&3B CDTRACK48 
These next two fragmen ts develop hom our previous idea. This time aher the sweep 
stroke, we have a three-notes-per-stringlegato full roll on the ti rst string, with the 
addition of the D note. These fragments are played as sixteenths, and should be 

repeated for 3·5 minutes continuously except to shake out any tension or fatigue. 
Ifyou want to practise the exercises as licks, simply add on an exit note on the third 
string as in examples la and b. 

G 

7 • ------------7 8 10 8 7 
---------.. 

~8 
7 8 10 8 '7~ 

EXAMPLE4A&4B CDTRACK49 
Here we remove our previous scalar note and add a picking hand tap with the 
exercise remaining as strict sixteenths. For this type of pattern, the sweep stroke 
is played over the fret board, close to where the picking hand taps. Remember to 

e 
• G 
o , 
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J = 8 0 / WO A m f""F-. 
~ .' ~ ~~ ~ f'Ë ~~~ 
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n2~8 ~2 @}," 
10 

I!QI--:-- 8 12' 17 12 '8--;:::::;-la 10 l a . 
9 9 

hit the freung hand tap hard and from a height, and listen out for good clean note 
separation throughout. Again, to exit aher any number of repetitions, use the tone­
w ide, downwards third string rock vibrato, as in examples la and lb. 
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~ 
7 - 10 15 10 - 7 • 

r-, 1""1 1""1 

EXAMPLE5A&5B CDTRACK50 
let's incorporate ail notes used so far, with the scalar note D back in, for a fretting 
hand legato full roll extended with a picking hand tap.lt's in quintuplets, so accent 
the lowest and highest notes by picking or tapping slightly harder w ith the foot 

e , 
G 
o , 
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J = 7 0 / 15 0 'I~' . .* ~~ ~Ë~ ~W~ Ët~~ ~ ,.t 
-

., 
5 .< .< .. 
iï012~8 ~ 81012~8r.:;:;-

l a 10 10 10 . 
9 

to coincide with the regular foot tapping.listen!O the CD at the learn speed, and 
pract ise until you can sus tain the repetitions. After a week, increase speed. Rest al 
this speed for a week or 50 and then apply speed on a weekly basis. 

G 

~ ,~ ,~ 
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EXAMPLE6A& 68 COTRACK51 
These full C shaped CAGED arpeggios are voiced with the foot note on the lifth 
string and alon9 with the picking hand tap are three octaves in range. Aher the initial 
sweeping stroke, fretting handed tapping is utilised for the descent. Hammerdown 

Am 
(Jal 120 

" " 
~ ~ , 8- 12 17 - 12- 8 

" '" '" G 9 9 
D '" '" , '2 ' 2 , ,., ,., ,., ,., ,., 

on the fretting hand notes hard and From a height at first; ail notes should be even in 
velocity. Use the pic king hand's second linger ta tap, holding the pick as usual 50 as 
ta combine fluidly the sweeping stroke which takes place over the fretboard. 

G 

" 

" " 
• r-=10~7 • 7 7 

9 9 

'" ,., ,., ,., ,., ,., 
EXAMPLE 7 A, 78, 7C & 70 CO TRACK 52 
ln Ex 7a, we have turned our regu lar Am triad inta an Am? (R b3 5 b7) arpeggio by 
tapping the b7. In 7b, we have a (maj? (R 3 5 7) arpeggio: 7e i5 an Em7 arpeggio and 
7d Is Gmaj7. This method of executing four-note arpeggios is a favourite of rock 
vi rtuoso Tony MacAlpine and will provide a fast and smooth, almost keyboard-like 
tone. Ail these arpeggios are in our home learning key of G major. Practise slowly 
untîl memorised with good timing and tone, After a week or 50 al [earning speeds 

Ex 7a 

J (;() I I f!O 
Am7 

~~ f~l 1\ • ~ rF 
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6 6 

, 8~~8 , ,. ,. 
G 9 9 
D ,. ,. , '2 ' 2 , ,.,,., ,.,,., ,., 
E. 7e 

'm7 

6 

(triplets at 60bpm) apply speed on a weekly or fortnightly basÎs. Long periods 
on a si ng le speed will give rise to a bigger increase and wi ll help you master th e 
key notches on the click in greater detail.lncreasing speed on a daily basis is not 
recommended as it doesn't allow the mind to full y get used to the co-ordination 
and will rush the progress of the mind's ability to scan ahead when engaged in 
continuous repetition. 

Ex 7b 
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EXAMPLE8 COTRACK53 
ln this example, G major arpeggios are being superimposed over a statie Am7 chord. 
Eaeh subsequent arpeggio extends the superimposition theme and shows how 
superimposing d ifferent arpegios over the same chord can create different sounding 
ideas. The lick exits with a bend using the fretting hand third finger and applies 
tone -wide, push upwards rock vibrato. Using these shapes to create harmonically 
eKtended<lrpeggios is a great way to add a modern and colourful sound to your 
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improvisa tion and is common in rock and fusion styles. [would recommend you 
spend lime wi!h each individual shape at lirst, building the profile of the who le tick 
gradually and in stages. Be careful wi th the linking together of the shapE;s to ferm 
one overall cascade, there is a fretting hand tap which is hammered with the fourth 
linger, and then played again with the lirat finger as you manoeuvre into the nex! 
position. 

Em7/A 
(Am l1 ) 
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SWEEP PIC KING Pla T LEARNING ZONE 

EXAMPLE9 CDTRACK54 
This lime we utilise an additional picking hand tap and play in strict sixteenth 
notes. These are ail colourful sounding arpeggios that work particularly weil when 
superimposed over the stalie Am7 (ii) chard. As you learn the line, you will see a 
pattern that goes From the maj7 to the m7, maj?, min 7. This simple repea ted pattern 
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11 
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5 

will help with quick memorisation and fast speed potenlial. Remember that in 
essence, we are simply play ing arpeggios fram ail of the co nsecutive intervals of the 
stalie Am7 chard, 50 il goes as foll ows: maj? From the b3, m7 From the 5th, major 7 
from the b7 and m7 From the 9th. 

E m 7fA 
(Am11) 

,i?r-~~ r.l 
~ 

~ -@-~ 7 8 10 - 12 10 8 7 
a a 

7 7 • .• 
7 7 1. • 

~ r- {fg ~lli ~~= ~ 
1 

1 ~7-@17-1 5 14 
I S 15 ,. ,. 

16 16 
~ 

17 ,. 

EXAMPLE10 CDTRACK55 
Rather than simply ascending and descending, this lick develops and unfold s w ith 
the addition of picking hand taps that ex tend the arpeggio in terms of range and 
harmonie sophistication. The highest tapped note is the 9th degree, implying a 
Gmaj9 extended tonality and is a colour ful sound which also works very weil when 

GmaJ7 

superimposed over a stat ic Am? vamp which would yield an Am13 sound as the 
notes ofGmaj? are GaD F# w hich when referenced ta the root note A are G=b?, 
B=9th, D=l1th, FIt=13th. Again as a formula, we can remember we can play maj7 From 
the b? (or maj? down atone From root). 

GmaJ9 
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EXAMPLE 11 CDTRACK 56 
We ascend one arpeggio and descend the neKt via a position shi ft on the firs! st ring. 
Starting wi th position 4, (maj? arpeggio, the tine ascends with a sweep stroke before 
a legato and tap full roll takes us to the second picking hand tap in beat 4 which must 
be execu ted w ith the fretting hand fourth finger. Now the hand moves back into a 
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J = 801mo 

A m 7 
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descending D? arpeggio. From here the same kind of move applies to an ascending 
Am7 arpeggio moving into a descending Gmaj7 arpeggio. Ta finish we move From 
an ascending Am? arpeggio in position 3 (( shape) to a descending Em7 arpeggib 
before exiting on the 5th relative to our tonal centre of Am?! Dorian. 

Am7 
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10 - 7 
a 

7 • 1. 7 
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Whole-tone cadenza. 
Shaun Baxter wraps up his whole-tone scale 
series by discussing how to maintain your various 
patterns and licks via an unaccompanied solo ... 

ABILITY RATING 

•••• 
1 INFO 

~ KEY: E 
TEMPO: 126 bpm 
CD: TRACK5 57-58 

Advanced 
WllllMPROVE YOUR 

~ Learn the whole tone scale 
t'j hpand your tonality 
t'Ji Provide interest when soloing 

MANY GUITARISTS FEEL disappointecl \Vith 
themselves when playing unaccompanied rock 
guitar in front of people (such as in a gui tar 
shop, or al sound-check beforea gig). Usually 
th ings often ge! recluccd to gcncric \\~ddJing in A 
minor: using only a small paIt of a player's 
knowlcdgc and vocabulal)'. 

There are a couple of ways to avoid this. 

Fi l'5t, yOll could imagine sOllle chord changes 
that will force you i11tO playingsomething with 
some hannonicstructure and strcngth. 
Secondly,you could fo rce yourselfto explore a 
different tonali ty,like diminished or whole­
tone. Not only will this freshen yom approach 
(for both yOll and the listener), but will also help 
la maintain your working knowledge of various 
scales, as weil as your technique in genera l. 

The musical term for an unaccompanied solo 
isacadenza. ltcan becithcrimprovisedar 
composcd, ancl is usually played in a 'ft·ee' 
rhythmicstyle, often allowing displays of 
vi!tuosity. ln rock guitar, the piece that springs 
ta mind is Eruption byVan Halen (although 
sOllle of that piece was flccompanied by drums). 

So 1 wantcd to record something that 
sOllnded spont.aneolls, and was determined Ilot 
ta learn a pre-written piece but ta demonstrate 
the merits of starting the composition process 
by impravising SOlllclhing. Consequently, the 
resulting peIformance (which l'veentitled I-(ex 
Bamb, because whole-tone is a six-note scale) is 
a bit rough around the edges in places as ] 
attempt to piece va riouselements togetheron 
the spot; however, it hasgot thespontaneous 
vibe that ( wanted and 1 now have the first draft 
of somelhing lhal cun be refined bath as a 
composition ancl as a polished peIfarmance. 

Prim' to the session 1 made a list of general 
approaches, wh ich 1 mapped oui into a basic 
structurc only scconds before recording: not in 
musical nolalion,jllst words like 'chords', 
'tremolo picking' 'c1escending run', 'whammy 
bar dive bomb', 'chords', 'picking-hand tapping' 
etc. In fact, the main chord motif \Vas 
improviscd cluring the pelformance: ail 1 knew 
was thaf 1 had la pla)'solllc chords at particu\ar 
points (luckily 1 \Vas able to remember that same 
impro,~sed ri ff each limc). The only pre-written 
section was the final one (the concluding chords 

DIAGRAM 1 E WHOLE TONE 5CALE FRETBOARD DIAGRAM 
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ONTHECD TRACKS 57-58 

which J kncw would round off a composition 
quite nicely, because the)' sound surprising 
mcJodic considering cvcry note is taken fram the 
whole-tone scale). 

There are several thcmes reminiscent of 
Eruptian at the stmt ofthis manth 's study piece, 
such as chords, tremolo picking, six1h string 
with whamm)' bar dive bomb, and a Van 
Halen-style picking hand tapping pattern from 
bar 10; howcver, the picce st<.uts devcloping a life 
of its own <lfter that. 

Whole-tone has <lnunsettl ing tonality. 
Pcrsonall)', 1 think that it sounds good played in 
a robolie fashion using fast mechanical patterns 
that are reminiscent of randol11 (:amputer 
noises. Also, J like to exploit the symmetJ;c..1.1 
propelTIeS of the scale by exploring and 
devcloping va riolls themes; consequcnt1y, l-Iex 
Bomb focuses marc on patterns than rock-style 
bends, butyou maywant to do the opposite 
when creatingyour own pieces. 

ln the future, we wil l alsa he looki ng at 
similar cadcnzas using scales like diminished. 

I-Iex Bomb lises the E whole-tonescale 
throughout. If you necd to re\~se this scale, see 
diagram 1. Because the performance \Vas 
improvised, 1 bad to lake the recording home to 
transcribe it, and it was quite difficuJt to 
establish the lllost effective wayof notating it. 
Anything tao detailed would be aver-pedantic 
and Ilot in keeping \\Ti th the spiri t of the piece (or 
indecd the advanlage of not having 10 play to a 
strict tcmpo, bme signature or bar lengths). 

Also, 1 was aware that the transcription 
would be of more education al use if it captured 
the concepts; ralher than a minutel)' detailed 
peIformance. Consequentl)', ail the notes played 
are cantained \\~ thin the tune; however, [ 
haven't gone nuls by l'hythmieally nota ti ng an)' 
handling noise or stray open strings and, when 
notati ng thc rhythms, l've gane far a working 
compromise bctwecn what was played and what 
\Vas intended. So you'lInotice that, ft'om bar 23, 
some passages are sectioncd off via diagonal 
lines to make il casier for yOll see each disti nct 
idea. Good luck, and have fun with I-I ex Bomb! Il 

GETTHETONE 

MIUUlf TAfBlf REVEAR 

J thuughl it /)('SIIO UWd ~Iock rock ~ound for the 

GT dpmo. Bf'CdLJ~ .. 1 u\(' ,) Ft'ndt'f 5Ir,)I.1 al~o 

employed o:Idistortion pl'd,,( bec.Ju~e 11ll' pickups 
Me much wP<lkpr Ih,ln humbuekpr\. The 

performance would IMW' probably sOllndpd more 

exciling if,lik(' Eruplion, il Wd\ drpndwd in d brighl 

plate rpVl'rb; hoWeVf'r"I~,1 ~tudy, it would be' much 

mort'dif(lCult for you lodt'cil-lher, ~o d (OrlSprvdtive 
,lmount of fpvprb ,md dpl,)y wprp u,>pd. 

TRACK RECORD Edwm·d Van Halen 's Eruption appeared on the band's eponymously-t itled debut album. However, it would also be a good 
idea ta listen ta var ious classical cadenzas ta get a feel and idea of the range of expression and themes during an unaccompanied cadenza 
(there'lI be loads on Youtube). Finally, for more examples of fast computer-like patterns on the electric guitar, try listening ta Bucket Head. 
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WHOlE TONE CADENZA T lEARNING ZONE 

EXAMPLE HEX BOMB CDTRACK58 

[Bars 1-2 ] Playing a chord mOlifthat is revisited throughout the tu ne is a good way of 
structuring your piece, as weil asadding a contras! to aU the widdl ing! 

nex! dest ination point (namel y, the descending tappi ng figure Iha! starts in bar 14). 

[Bar 161 The second half of bar 16 is preny fractured, and may be quite difficult 
(Bar 13] ln the transcription, Ihi5 bar is shown as 9/8, but when playing, 1 wauld have 
merely seen il as a way of stretching out the end of a 4/4 bar before getting to the 

to gel exactly ri9hl, sa yau may prefer 10 simply play an ascend ing version of the 
descending tapping pattern used in the tirst half of the bar. 
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EXAMPLE HEX BOMB ... CONTINUED CDTRACK58 

[Bar 22] Weil, 1 did tell you that il was il bit rough around the edges in places. Here, 
1 stray Inta a bit of (a hem) jazz, by playing il D# note before sliding up to the 20th f ret 
of the tirs! string al the start of the following ba r. 

[Ba r 23] There's il hint of stray open string in bar 23, and the slide to the tirs! note 
in bar 25 sounds il bit hesitan t. Obvious)y, you can clean ai l this up when playing the 
sa me section, as 1 would if 1 was to learn the piece and play il aga in. Reme mber this 
is il warl s-and-all improvised performance. 
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WHOLE TONE CAOENZA 

EXAMPLE HEX BOMB ... CONTINUED CDTRACK58 

[Ba rs 29-32J Throughout this passage,just fecus on targeting and emphasising 
the notes that are on the fifth st ring and tirs! slrings. 

out by the nOies on the firs! st ring il win be a lot easier to play and understand. 
[Bars 35-38] This is another passage tha! could be difficult to cou ni, 50 fecus on 
targeti ng the notes al the sta rt of each bar, and aim to play the notes in between as 
smoothly and even ly as possible: everything shou ld take care of itsel f. 

(Ba rs 33 -34] This passage could be difficult to cou ni, because il involves p laying 
nine-note mot ifs against a six-note coun!; but if you fecus on the me lody line t raced 
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EXAMPLE HEX BOMB ... CONTINUED CDTRACK58 

(Bars 39 -42J It's best here to focus targeting the 19th-fret picking hand tap that 
OCtuf S on the first and third beat of each bar in this section. 

(Bars 48-501 The mp (moderately quiet) dynamic sign underneath the stave 
suggests that you turn yOUf volume conHol down during the las! note of bar 46. 
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VIDEO 

Vinnie Moore !ml 
Vinnie Moore shows Chari Coetzee the concepts 
and techniques we looked at in the previous two 
articles and presents themall together in a jam ... 

ABILITY RATING 

•••• 
INFO 

KEY: Various 
TEMPO: Various 
CD: CD-ROM File 

Moderate/Advanced 

WILL IMPROVE VOUR 

!'j Note choice ove r a blues 
!'j Major and minor soloing 
!'j Targeting strong tones 

lTISCRlTICALLY 
important to be able to take 
the techniques and concepts 
yOli study in isolation and be 
able to illcorporate them 
into y OUl' playing, whether 
it's improvising over backing 
tracks at home or playing 
\Vith a band on stage. 

When yOli can do that 
comfortably, the 
assimilation process is 
complete, sillee yOli don 't 
have toth ink about what you 
do but simply focus on yoUl' 
playing. Yom mind can get 
in thewayofyourguitar 
work when yOll 'over-th ink' 
things, 50 a useful tip is to tI)' 
and work on whateve r area 
you're focusing on 50 that it 
can easi ly be in tegrated in ta 
your playing in a way that 
sounds natmal, Ilot 

laboured or tao obviously 
thought out. 

In the last two articles we 
looked at mixing major and 
minor tonalities, tacklcd 
hybrid picking and even a bit 
ofchromaticism. Once he'd 
shawn us the concepts from 
b is un ique perspective, 
Vinnie used all of these 
techniques seamlessly in the 
improvisedjam thatyou'll 
find tabbcd bcginningover 
the page. 

Vinnie is one of the few 
players who has had a 

succcssfui solo career alongsicle being a high 
profIle band mcmber and he sharecl a bit 
about his approach ta soloing: "If l play a solo 
it doesn't matter if it's with the band or l11y 
solo projects - T just listen to the song and the 
chard changcs and tlyto be inspi recl by itta 
play \'vhat's righ t for the song. Often you'll 
hear guys playing over some chord changes 

, 
ONTHECD CD-ROM FILE 

and you can tell they'rejust trying ta gel their 
licks in there and ta show their stuff. Often 
tha t's inappropriate and T guess T've also been 
gu ilty of that sometimes, but these days r 
prefer ta do what's right fo r the song that J' Ill 
playi ng over. Whether it's a solo project or a 
UFO album 1 just listen ta the music, the 
rhythm and the chords,just go fo r it and tJy 
ta play something tasty that fits. " 

Vin nie alsa gave us some insights into his 
practicing ha bits: "At home 1 play for hours 
evely day but on the road 1 don 't practise as 
llluch. l find that if I just warm up before the 
show it maintains my chops enough. If l have 
a dayoff l tJy and take the gu itar into the 
hotel roOIll and practise for about 3 0 m inutes 
just to keep the hands in shape. l play a lot 
more at home but on the road T tend to save it 
up for the show." 

Vinnie is a big advoeateofplayi ng with a . 
band, as opposed to only playing to b,aeking 
tracks that don't respond ta you: "You get 
guys who have worked out their little lieks in 
their \'vorkshop, their laboratOlY a nd then 
they get out and tly ta impose those licks over 
a situation "vith a band and itjust doesn't 
work. That's why playi ng live and playing 
with other people in a band is definitely a 
good thing; it helpsyou graw as a Illll5ician 
and an artist." 

In closing, Vinnie's genera l advice for 
players i5 to study "vith a teache r, listen to as 
many different styles of music and play \vith 
as man)' different musicians as possible. By 
the way, you need ta tune clown a half-step if 
yOli want ta play along wi th him! Il 

" Playing with other 
people live or in a band is 
defmitely a good thing; 
it helps you grow as a 
musician and an artist " 

GETTHETONE 
~"I~~;':'F'~"'" 

/f"1 A,·-I 

'@@ 
GAIN BASS MIDDLE TREillE REVERB 

For the RecordingVinnie used his Signature Dean 

guitar with Dean Vinnie Moore Signature 

humbucker and two DiMarzio single·coil spaced 

noise-cancelling humbuckers. This was plugged 

into a POO X3 with the 1993 5010 100 head amp 

and 4x12 96 Brit Cab setting recorded into a 

Mac Book Pro via an Edirol FA-' 01 soundcard. 

Thanks to Gavin Vaughan for the audio record ing. 

TRACK RECORD Dt/ring his long and distinguished career Vinnie has released nine solo albums to date and also recorded with UFO on their 
album Vou Are Here (2004), The Monkey Puzzle (2006), and their latest release The Visitor (2009). Stand-out solo albums include Mind's Eye 
(1986), The Maze (1999) and To The Core (2009) on which you can hear Vinnie's range of styles to the fuII. 
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EXAMPLE VINNIE JAMS OUT HIS IOEAS 

[Bars '-4) Vinnie kicks things of in E and th en plays a couple of neat 
sounding ideas using the E blues scale. 
(Bars 5-7] Here he switches to E major pentatonic to prov ide a nice 
contrast ta the previous minor based ideas. 
[Bars 8-9] Here we find Vinnie sliding up the neck using the E Mixolydian 

E5 

<J 1 -----::5 :J 
~. 

, , X 
G X 
0 2 2 , 2 , 

~ 0 3 

BU BD BU 
E 12 ,-... 
~ - 1s-{17}---15 12 1 ~ 1~ 12 '4 

VINNIE MOORE TUTORIAL PT 3 T LEARNING ZONE 

scale (E F# G# A B en DE). This is a great way to contra st the tive-note 
major penta tonic scale (E F# G# B e#) ideas by introducing two extra notes 
(A and Dl courtesy ofthe Mixolydian mode. 
[Bar 10] Still in E Mixolydian te rritory we're based around an E major triad 
using the major 3rd as an exit note. 

BU BD BU BU 
12 

14~15H 14)---12 
12 IS-(17r-

• 'lI'. .= .. ~. }. ~ . 
swilch 10 neck pick-up 

BU BU 

12 13 12 14 12 (13}-1 3- 12- 113 , , , 
12 14 14---i1 5}{1 4}-1 2 

'4 14 14 - 12- 14 14 12 
14 1 3 12-
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h ,H, 

8M
------------ ---

J'..-", ~ '" ,.. I!'. 

(8~ )- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - --

• ,J' ,..~,.. ,If ~ '" ,, ~ , --:- J' ~ ~;.t~'I-: '" ~ .~ 
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'~~,~-----~~"~7~~~'~-(~' 7~)~~~'~6~~~~~~~~~~~~~'~9~~~~~~~~~~~~~~~22~--,~" ~2~2~}-{~2~'~~~' 9~~~~~ 17 17 19-(21 ) 2 1--19--(21}-2d 19}-17 22 2 1-
16 .,..L, 8 18 
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EXAMPLE VINNIE JAMS OUT HIS IDEAS ... CONTINUED 

(Bars 12-151 Here Vinn ie played a mix ture of E, Dmaj7 and Amaj7 
arpegg io f ragments and introduced sorne ch romatisicm as weil. 
[Bar 16-18J Changing the rhythm o f your licks is always a great way 
to spice th ings up. Here Vinn ie is using t ri p let s to add so rn e rhythmic 
interest with an extended arpegg io idea in A. He ends the phrase on the 

, , 17 14 15- 14 
g:--14 1. 1. 15 14 13 14 13 11 

1. 1. 14 12 , 14 13 , 
" 

- r--- .J~ J . ~ » ~ 

., 
~~ ~ *- .J 

3 

, 5--70" 10-, 5 
G 4 7 • • • , 4 7 , 
" 

4 5 

~ " ~ ~ ,.. r:- r:- ~ 

., 
, 12 12 , 12 15 15 gr----9 11~13 
, , 
" 

- ~ J J l' *S - bS 

- 1· 

, 
°1---12 14 12 15 12 12 12 
Gr--12 14 12 15 12 12 12 • 14 = ,. = 14 14 = , , 
" 
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b7 of E (0 ) before changing over to the E blues scale again. 
[Bars 19-211 Vinnie used hybrid p icking for these double-stop ideas and 
added G# and eN to the E b lues scale (E G A Bb B Dl before end ing in E 
major pentatonic. 
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EXAMPLE VINNIE JAMS OUT HIS IDEAS ... CONTINUED 
[Bars 22-231 Here Vinnie plays some descending open position E blues 
scale Heks before ending on the V chard (87#9). 
(Bars 24 -26] Back in E Mixolydian territory VinnÎe ends the phrase by 
adding a another chromatic note, A#, to lead up to the exit bend on the 
second string where he caught th e third string as weil. Hendrix style! 

.. 

oJ ~ .. .. 
'---- 3~ '---- J ---' 

~ t--o 
3 0 

G 3 2 0 2 0 
0 2 2 2 0 0 , 2 2 , 
" 

A il" - Ir ~. 

r-- 3 -, r-- 1 -, J ~ -, r--- J ---, 
I-"A r- J , r-- J -, 

., 
~ ~ ' -.I ', -.1111 

0 
3-<J "" "'" 2 0 

3 2 0 2 0 1 
2 2----=---2 0 0 2 0 

2 2 2 

2 

VIN NIE MOORE TUTORIAL PT 3 T LEARNING ZONE 

[Bars 27-30] Here we see a combination of E Mixolydian and E blues scale 
alang with sorne chromaticsm, making a smooth, sophisticated sound. 
(Bars 31-321 To wind up, Vin nie used the 87#9 for a strong resolution 
back to E. Many thanks to Vin nie for giving of his time and knowledge . 
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lESSON:JAZZ 

RhythmChange~ 
Soloing on t hose'rhythm changes' can be a 
chal lenging proposition. Fea r ye not, for Pete 
Callard will show you how it's done ... 

ABILITY RATING 

Moderate/Advanced 

INFO WllllMPROVE VOUR 
r------t-
KEY: Bb ~ Soloing vocabulary 

. TEMPO: Various ~ Harmon ie knowledge 
CD: TRACKS 59-70 ~ Jazz repertoire 

LAST MONTH WE 
introduced the nota rio us jazz 
sequence kno\Vn as rhythm 
changes, discussed its fonn 
and harmony, and suggested 
some common substi tution 
ideas. Ta recap, rhythm 
changes started lire as the 
chord progress ion From the 
Gershwi n tune 1 Got R.hythm, 
and its recurring usage 
provides a great example of a 
practice popular in bebop 
ca lied contrafact - creating a 
new tune by using the chard 
progression From an existing 
standard and writing a new 
melody for it. Rhythm 
changes has became, 
arguably, the a rchetypal 
progression ofbebop - Charlie 
Parker alone wrote numerous 
tunes on the sequence (see 
Track Record) - and this 
1110nth we're going ta begin 
considering soloing 
approaches. 

As mentioned last time, 
rhythm changes is a 32-bar, 
AABA fann (ie you play the 
firsl8 bars - ca lled the A 
section - twice, fol\ owed by a 
different 8 bar section - the B 
section - th en repeat the A 
section aga in to fin ish the 
sequence) . Fortunately, llluch 
of the rhythm changes 
progression is built From 
elements that we've already 
examined in previous 
columns - the A section is 

primarily based on turnarounds, which we 
cliscussed back in CT issues 119 and 120, 
while the B section is a bebop bridge, which 
we investigated recently in issues 170, 171 
and 172. 

One part of rhythm changes that is new to 
us is the chord sequence that occurs in bars 5 
and 6 of the A section, and that's going to be 

ON THE CD t. TRACKS59-70 

the foeus ofthis column . These two bars can 
appear in different guises: in the origina l 
Gershwin song the sequence \Vas, in the key 
of Eb, the chords Bb-Bb7-Eb-Ebm, wh creas 
the beboppers often change the final Ebm 
chard to Edim, or even Ab? AnoUler 
COlllmon subst itution is to change the initia l 
Bb chord to Fm?, giving us a Il -V-1 in Eb 
(Fm7-Bb7- Eb) . We'll explore soloing \Vith ail 
of these options, but let's kick off, in 
time-hon oured fashion, by work ing on 
getti ng the sequence under our fingers 
through the awesome power and endless 
delights of systematic arpeggiation 
(Example 1). 

For Examples 2 and 3 \Ve trc goi ng to 
explore somc of the casier ways to naviga te 
through the sequence \Vith the help of some 
of the grea t names in jazz, sta11ing with 
incorporating it into the resolution of a 
turnaround li ne. Essentially he re we're 
thin king of the sequence as a short interlude 
betwecn turnarounds , so we're focusing on 
reso lving the turnaround leading into it, 
then moving to the tu rnaround foll .owing it, 
and largely gloss ing over ail that pesky 
hannony in betweell ... 

In Exarnples 4 and 5 we'lI see some 
demonstrations of sim ply following the 
changes - not exactfy an earth-shattering 
concept in jazz, but nonetheless an essential 
one that often gets overlooked in the thrust 
for complexity. Wc 'Il be con linuing \Vith 
rhythm changes next month. See you then! li 

" Simply following the 
changes is not exactly an 
earth-shattering concept in 
jazz, but an essential one that 
often gets overlooked in the 
thrust for complexity .. ; " 

TRACK RECORD Rhythm Ch anges is the basis for numerous standards including 1 Got Rhythm, AnthropologylThriving From A Rift, OIeo, 
Cotton Tail , Celerity (Celebrity), An Oscar For Treadwell, Moose The Mooch, Dexterity, lester leaps ln, Straighten Up And Fly Right, Salt Peanuts, 
Suspone and Meet The Flintstones. See where you can hear the changes in other well-known tunes. 

78 GuitarTeclmiques March 2010 



RHYTHM CHANGES T LEARNING ZONE 

EXAMPLE 1 ARPEGGIATING AROUNDTHE SEQUENCE CDTRACK60 

We're arpeggiating systematically around the 2-bar sequence - firstly with Ebm7 
as the last chard (Ex la), then with Edim7 as the last chard (Exlb), although you 
could also try il with Ab?, and starting on Fm? Play th rough the sequence moving 
through the arpeggios wi thout changing the note pattern. Start From the bottom 
note in the Bbmaj7 arpegg io and move up il in 8th notes; wh en the chard changes, 

Ex1a 

e bm7 

. ~- ~,. t 1'- • 1,. , 

· 
oJ ".1 

e 10 , 
B , . 8 7 

maye to the nearest note in the nex! arpeggio keeping the line moving up. When 
you reach the top of the relevant arpeggio come back down again, changing to 
the nearest arpeggio note when the chard changes and keeping moving down. 
Continue round and round and once you're comfortable moving between the 
arpeggios in This position, move to the ne;.:t until you've mastered the whole neck. 

Ebm7 

1 1, . ~I'- I>t 1'-

' ".1 b~ .1 

, !>-,-
7 

7 8 , -8- 7 8 c 7 8 i-7 5 8 
G 

A 5 8 8 5 5 8 
e , , 4 , 
Ex1b 

Edim7 Edim7 Edim7 ~ 

, ~.. ~I'- t 1'- 1 
~I'-I>t 1'-

· 
Of TT" ~ 

e 10 , , • '-:a= B , • 8 8 
G 7 • , 7 8 
c 7 8 8 5 ,- 1-8 
A 5 8 8 5 5 8 
e , 5--<; 

EXAMPLE 2 RHYTHM CHANGES FIRST 8 BARS · VARIATIONS CDTRACK 62 

The three lines in Example 2 demonstrate approaching the sequence as a short 
interlude between turnarounds, focu sing on resolving the turnaround leading 

into it, th en moving 10 the turnaround fol lowing it, and largely glossing over .the· 
harmony in between ... 

Ex 2a: Grant Green resolves a II-V-I idea on the 5th (F) of the Sb chord th en sits out on the sequence, finally playing a bluesy Sb idea to lead back into the ne;.:t turnaround. 

e 
B 
G 
C 
A 
e 

, 

oJ 

. 1 

-8- i-, 

. 

-B-
8 5 

8 7 

Edim7 B~ 

1 DI'- 1'- • . 

i-, 
, , 

8-6- 1-7 
8 

Ex 2b: John Coltra~e resolves his line on the Sb (bar 3), then waits until the Ebm7 which he outlines,leading back to Sb for the Sb chord in bar 5. 

, ~.. . • ~,. t , " .. ~ I>t ~ ~I'- ~l>t ~I'- I, • . 1 

--.J .1 • 
e 10 8 - 9-1-8 8 • , B B 8 11 7 10 11 7 
G 10 1-. 8 8 7 5 4 
c 
A 
e 

Ex 2e: Cha rlie Parker keeps a motif going into bar 3 th en sits out unlil beat 4 of the next bar where he antic ipates the move back to Bb with a Sb major scale idea. 

Eb Ebm7 

, ~,.~,.t Dt: ,t~Ü t "Ü t"t: Ë "H~ ~I'- .. . 1, . 
· 

-.r 

e 10 1-11 10 11- 10 11 10 11 f-13 11 10 
B 11-1 3-1 1 13 11 -10 
G 10-12 12 12 12 11 10 
c 
A 
e 
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EXAMPLE 2 RHYTHM CHANGES FIRST 8 BARS - VARIATIONS ... CONTINUED CDTRACK 62 
Ex 2d: Mike Stern basically ignores the who le sequence, resolving his line to Sb major in bar 2 th en wait ing until the ne)(! turnaround (bar 4) to continue. 
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7 5 5 
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5 6 7- f-6 
5 6 7 8 8 7 

8 

EXAMPLE 3 FURTHERVARIATIONS FROM THE JAZZ GREATS CDTRACK 64 
Ex 3a: Charlie Parker ends his initial idea running inlo the sequence, then takes a Bbm penta tonie mot if through the second half (bar 3) and into the next turnaround (bar 4). 

E , 
G 
0 , 
E 

. 
-

oJ 

- ~ ... -... ~ t ~t ~ 

10 11 10 Il 13-~14 13 
10 12 

12 
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.l ~ L-.-.. 3 -----...l 

9-119 8 
11 11 9 11 9 

10 8 7 

Ex 3b: Grant Green suggests the changes landing on the bl for the Bb? and Eb for the Eb chard but essentially plays Sb major through the whole sequence. 
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Ex 3e: John Coltrane also hints al the changes while sti ll staying in the Sb major scale th roughou t. 

, . 
oJ y y 

, 
8 4 3 
G 5 3 3 
0 
A , 

Ed im7 

- . ~jO-
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6 8 

, 

3 
3 4-----B 

Ex 3d: Charlie Parker starts in Bb major, then changes to the Eb major scale through bar 2, ignoring the Ebm7. 

Bb E ~m7 
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EXAMPLE 4 0UTLINING THE CHANGES FINISHING ON EM CDTRACK 66 
Ex 421: Joe Pass gives us a textbook example. with arpeggios outlining each chard, starting on Sb major penlatonÎC, then Sb?, Eb major and Eb minor, and finishing on Bb? 

E 
B 
G 
o 
A 
E 

, 
oJ 

6 

I>~ " ~ 

8 6 
8 

" ~ , 

4 6 4 3 
8 6 

B ~ 

I>~ 1 1" ~ I>~ b, . 

6 3 2-6 2 3 6 4 
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Ex 4b: Charlie Parker is most ly following the changes in this great line, playing around Sb th en Sb? in bar l, then out lining Ebmaj9 and Ehm in bar 2 and tinishing back on Bb. 
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Ex 4c : Amid ail the descending chromaticism, this typjeally inspired Bill Evans idea is strongly outlining the Bb-Bb7-Eb-Ebm sequence. 
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EXAMPLE 5 OUTLINING THE CHANGES AND FINISHING ON E DIMINISHED CDTRACK 69 
Ex Sa: Charlie Parker starts sparsely around Sb, then mayes into Eh major and an E dim arpegg io in bar 2, ending in Bb in bar 3. 
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Ex Sb : Grant Green starts in Bb major, hitting the b7 (Ab) for the Bb7 on beat 3, then in bar 3 out lines Eb6 and a bi t of E dim scale before enclosing the Sb chord 
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Ex Sc: Bill Evans starts sparsely, moving into an ascending passage through bar 3 (Eb l ydian and E diminished), then finishing with a rhythmic twist on his initial idea. 
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BROUGHT TO VOU Br 

~IN,§!!!gn 

The fourth finger œm 
g Iy 

The penultimate article in Jay 5tapley's series on 
acoustic nngerstyle focuses on us ing the fou rth 
picking nnger and a neat way to strum ... 

ABILITY RATING 

Easy 
INFO WllllMPROVE YOUR 

KEY: Various t"'j Basic fngerstyle technique 
TEMPO: Various f."1i Senseofrhythm 
CD: TRACKS 71 -74 f."1i 'Thum and strum'technique 

THIS MONTH WE'RE 
going ta introduce the 
fourth finger Cc) of the 
picking hand, using it ta 
play notes either as pmi of a 
chard or part of an arpeggio. 
We' l\ also learn a 
strumming style using the 
thumband fingersofthe 
picking hunel that can be 
developed inlo a versatile 
accompaniment technique 
that includes single notes, 
bass runs and chords. 
Players as diverse as Paul 
t·/!cCminey and James 
Taylor have adopted their 
o\vn variations on this 'pick 
and strum' approach, with 
hugely successful results . 

Exercise 1 is a relatively 
si mple exercise ta include 
the fourth fingerofthe 
picking hand into our basic 
fingers tyle technique. There 
are a couple of points to 
watch here. First, many 
gui tari sts use this finger of 
the picking hand as a kind of 
anchor, resting it on the 
soundboard or scratch plate 
just below the first st ring. If 
you are used to doing this, 
you'!l have to concentrate 
hard to stop this finger From 
seeking out its 'home' when 
it's not in use. Secondly, you 
need to make sure the notes 
are of equal volume. As the 
fourth finger is rarcly used, 
it's likely to be wcaker and 

therefore quieter than the others. Pay 
attention to this and aim to get the volume 
up ta the same level. 

ExercÎse 2 trains the fourth finger to join 
in when playing chords. l've chosen a 
complex chord sequence as l'm going ta 
include it in our final piece in the next 
instalment, 50 take a moment to learn the 

ONTHECD TRACKS 71-74 

progression first. Tly these chords in two 
ways: first with ail the Ilotes sounding 
simultaneously, and then \Vith the notes 
spread a little. 

1 wouldn't normally have bath a 5th and a 
root 011 the bottolll t\Vo strings (as in the Cie 
and Bb/F chords), because it would sound too 
mucldy, but as this is a solo piece 1 don 't have 
to won)' about whatthe bass player is doing, 
and llike the dark colour it gives the chorcls: 

Exercise 3 is a strumming technique. 
This is an invaluable approach as it enables 
you to switch instantly from picking to 
strumming without needing to stop and find a 
pick. A little expia nation is neecled: the 
picking hand thull1b is used ta play bass 
notes, and th en the picking hand fingers play 
the chords; theydo this by starting off curled 
up until they are almost touching the palm, 
and th en straightening out in an uncurling . 
motion \Vith the nails brushing across the 
strings; these fingers can also play the strings 
as they curl into the palm aga in , and pick the 
strings in a chord as in Exercise 2. 

Exercise 4 combines the strUll1 a.Bd chords 
with sOllle bass l'uns, somet imes doubling the 
strum . Once you have this technique under 
control, you can s\vitch easily and seamlessly 
between playing picked and strummed 
accompaniments, aild even combin.e them. 
James Taylor's seminal track Sweet Baby 
James is the perfect exa mple ofthis idea in 
action. And ifi t's good enough for JT .. . 1i 

" Players as diverse as 
Paul McCartney and James 
Taylor have adopted their 
own variations on this 'pick 
and strum' approach " 

GETTHETUNE 
~1o"·<;:·~(",··~,·, .... , . 

. o,,'~·l .;{", ,(" 0\ .... , \ .. , 

' ()) '@ '@ '(9 '@ 
GA'N 8ASS M'OOLE TREBlE REVER8 

When tecording acoustic guitars, try using 

two mics: one in front of the soundhole and 
another pointing at the 12th fret. Careful 
balance and a slight stereo spread makes the 
guitar sound full and warm, but be careful to 
check the phase relationship between the 
two mies. Flipping the phase switch on one 
channel will quickly reveal whether the mics 
are in or out of phase: wh en they are in phase 

the sound will be fuller and more'in your 
face'. Out-of-phase mies will reduee the bass 
frequencies and make the guitar sound 

further away from the listener. 

TRACK RECORD ln popular acoustic playil19 one man stands out as writer of great songs and purveyor of a simple but beautiful fmgers­
only approach (although he rarely if ever uses his fourth fmger). As weil as standard 'pi ma' Imgerstyle, Taylor is a master of the languid 

'thumb and strum' technique and any of his albums will feature il. But the title track 01 Sweet Baby James is archetypal thumb and strum. 
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BASIC FINGERPICKING T LEARNING ZONE 

EXERCISEllNTRODUClNGTHEFOURTH FINGER(C) CDTRACK71 
Ta fret the fIon the sixlh string in bars 5 and 6, 1 used my thumb, but you could useyour second finger instead, When picking with 'co finger. aim for even timing and volume. 
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EXERCISE 2 MORE FOURTH FINGER ACTION CDTRACK 72 
You may find this example easier than the p revious as ail picking hand fingers are required to sound the strings simultaneously. 
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EXERCISE 3THE 'rHUMB AND STRUM' TECHNIQUE CDTRACK 73 
Watch the B bass note in bar 3 and the FI in bar 4, and concentrate on getting the rhythm nice and smooth and the volume balance between the bass and chord s even. 
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EXERCISE 4 MORETHUMB AND STRUM CDTRACK 74 
The last crotchet ofba r 3 is played as semiquavers alternating between the thumb and fingers. The la st two crotchets ofbar 4 featurea simple bass run wi th no chords on top. 
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Celtic guitar mm 
Get your green cords on, comb your beard and 
join Stuart Ryan in the snug ofh is loca l as he looks 
at how to arrange a reel for solo acoustic guitar ... 

ABILITY RATINO 

•••• 
INFO 

KEY: A minor 
TEMPO: 150 bpm 
CD: TRACK75 

Moderate/Advanced 
WllllMPROVE YOUR 

~ Fiddle ornarnenlation 
~ Fingerpicking coordination 
~Adding ba~5 noIes 10 a melody 

WE LCOM E TO TH E second instalment of 
Illy Celtic gUÎtar ser ies. Th is l11onth's piece 
is a tradi tional Scott is h fidelle tune ca lled 
The Bird 's Nest. l1's orig inally in the key of 
A minor, which is g real for a gu itari s t as we 
can lise ail the open s t rings to crea te scme 
hanllony. Often ree ls are fast and complex 
50 it's especially usefully to be able to use 

o pen st r ings to fill Out the sound - this 
leaves the fretti ng fingers (ree for the hard 
\York! Also bear in minci that ifyou are 
tl'ying to arrange a piece fo r solo guitar in 
an awkwa rd key (A fia t for exam ple!), a 
simple transposition ca n make the process 
much easie r. 

Given the faet that a reel is typically il 
l'epetiti ve up-tcmpo melody wi th ;A' and 'B ' 
sections, ifs common fo r fiddle players to 
alter the melody in places or add 
ornamentation to creil le more interest and 
complexity. In true tradi tiona l mus ic yoll 
will fin d tha t players from different regions 
employ differenl phrasing, a fascina ting 
device which gives each region its own 
identity. It is even sa id that expert Irish 

ONTHECD TRACK75 

Learn 
howto play 

bette r at 
musIc radar.com' 

News . Revlews. TUltIOn 
Samples. Forums 

Community 

musicia ns can tell what part of the country 
you are From by how you phrase your 
melodies - wow! 

Common patterns fo r single-note 
melodies include a quave r followed by t \\'o 
semi-quavers (thi nk ;daaa da da'), and two 
semi-quave rs fo llowed by a quave r (th ink -
'da da daaa'). And although this is n.ot too 
tri cky to bm ... with a fiddle, it can be a real 
nightmare fo r a guitari st owing to the speed 
requi red fo r alterna ti ng picki ng with the i 
and m fi ngers 0 1' a combinatio n of p and i. 

r have used severa l examples of this 
phras ing in Ill y a rrangement and if you find 
them tricky to begin with, b ui lcl them up 
slowly to get the strength, tim ing and 
precision required. This gets t rickier when 
'''c add open s tr ing bass notes, so one way 
to practise is just 10 play through the 
melody on ils o\\'n a few t imes fi rst. 

1 hope yOli enjoy this a rrangement of a 
grea t tune. l'Il be back next mon th with 
more Cel ti c adven tures ! li 

" VOU will fmd that 
players from different 
regions employ different 
phrasing, giving each 
region its own identity " 

TRACK RECORD [{!Jol/ 're llelU to tradit ional guitar music, a perfect place to start is The Essential John Renbourn: His Greatest Hits. This 

album is packed with great playing from a stalwart of the acoustic scene. Martin Simpson's The Bramble Briar is another fantastic 

trad-style album from a brilliant player. Guitarists such as Tony McManus and Clive Carroll have added extra f.re to this style. 
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PLAY CELTIC GUITAR PT 2 . T LEARNING ZONE 

EXAMPLE CELTle GUITAR CDTRACK75 

[Bar l J The melody is stated without ornamentation, sa get This under the 
fing ers first. Players that use the CAGED system can think of Thi s as based 
around the A minor shape, Melody playing is an important sklll when 
arranging tiddle tunes for guita r, 50 spend time on your picking fingers here. 
[Bar SI A very comman ornamentation on the melody on beat two - IwO 

semi-quavers and a quaver. The challenge here is the fast alternating pick 
strokes required, sa work on This slowly until it feels naturaL 
IBar 6J And here's the other one. This time it's on beat one and the rhythm is 
reversed - quaver followed by two semi-quavers. This is arguably trickier as 
the speed comes on the second half of the beat. 
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[Bar 91 1t's amazing how the simple add it ion of one bass note crea tes the 
illusion of the sound realJy fill ing out. The open string should ring out to keep 
the sound full and the sa me applies ta the G on the sixth string at the 3rd fre t -
keep this fretted down ail th e way through and play the melody around it. 
[Bar 11 1 Okay, now there is a bass note and the ornamentation on the melody 
- this is where the headaches can begin! For the fast ornamentation on the . 
melody you can either alternate p and i fingers o r i and m. 
[Bar 151 The rhythmic phrasing on the melody is a little different here; there is 
more space but you have ta be careful with your timing sa you come back in 
on the 'and' of bea t two. 
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EXAMPLE CELTIC GUITAR ... CONTINUED CDTRACK75 

[Bar 171 Here is the B section of the tune. Now we are moving around a li ttle 
as we must jump to the 5th fret on the nrst string whilst also contending with 
the bass notes. Remember that harmony and bass notes don't only have to be 
added to the sixth and lifth strings, somet imes the fourth and third strings ( an 
serve the purpose of providing extra interest, and save on thase epic stretches. 
[Bar 211 An ascend ing bass line is very common in solo guitar arrangements of 

Am7 Bmadd11 : S C6 0 7sus4 

traditional music and is great for adding a sense of te nsion. 
IBar 25 J Ifs a tricky sequence here - the tirst finger must keep the F on the 1st 
fret, sixth st ring fretted whilst the fourth linger on the fretting hand takes care 
of the note s al the 3rd fret of st rings one and two. 
[Bar 31] And we t hrow in some more rhythmic variations t o keep you on your 
toes until the end. 1 hope you enjoy this month's 'reeling <lnd a-rocking'! 
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WHAT OUR RATINGS MEAN: ***** Buyil **** Excellenl *** Good ** Average * Bin 1/' 

New Albums 
The latest guitar releases, including Album 
OfThe Month and Classic Album .. , 

ALBUM Of THE MONTH 

JOHN MAYER 
BATILE STUDIES 
Columbia **** 
We're fully fami llar with the 
blues excellence of John 
Mayer but this album offers a 
more popular element to his 
music. Yes, the guitar work is 
gutsy and heartfelt but this is 
more about quality songs and 

great vocal performances. As such it may disappoint sorne of 
the pure guitar freaks but it will certainly bring Mayer ta a 
wider audience and that's surely what this is ail about. The 
lyrics seem to express sorne ofhis inner feelings 50 maybe it is 
also a way for him ta deal with issues. According ta Mayer;"lt 
incorporates a lot of the lessons, a lot of the observations and 
a little bit of advice, like a heartbreak handbook~ but whatever 
the inspiration this is a quality album that suggests longevity. 
We particula rly like Ha lfOf My Heart (featuring good friend 
Taylor Swift), the solo of Assassin, the guitar sound on Perfectly 
Lonely and the somewhat curious rendition ofCrossroads. 
Battle Studies also features Pino Palladino on bass and Steve 
Jordan on drums, who produced the album as weil. 

PAT METHENY 
ORCHESTRION 
Nonsuch **** 
Pat Metheny is famous for his 
forward -thinking 
experimentation with cutting 
edge technology, but for his 
latest CD he is calling on a 
Victorian invention to power his 
ideas. Let us expia in; remember 
those player pianos of yesteryear 
that would play by themselves 
from a paper roll? Weil, believe it 
or not, 100 years or so ago that 
ingenious engineering was taken 
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furtherto include many more 
acoustic instruments. When these 
different devices played together 
in ensembles, they were called 
Orchest rions - and that's the 
central nub of th is album. 
Naturally, things have been 
updated somewhat, but we are 
assured that no MIDI 
implementation or standard 
programming was involved in the 
making of Orchestrion. What you 
hear is real acoustic instruments 
being played mechanically­
although we're sure that the 
instrumentation on the CD has 
been augmented with bass and 
drums. From the very nrst note of 
the title track, Metheny's 
compos itional style stamps its 
mark on the proceedings and if 
you hadn't been forewarned that 
Victorian age cunning had been 
called upon, you really wouldn't 
know. This is PM at his most 

1 
origina l and compelling and makes 
for fa scinating listening. 

BLACK BIKINI ALPHA 
GRANO MAONESS 
RWS Records * * * * 
Energy packed and refreshingly 
d ifferent, the Bikini duo have burst 
onto the British music scene and 
are crying out to be heard.lf you 
listen you discover an instant 
quality about their music and 5way 
makes an excel lent opener with a 
big sound that's raucous, brash 
and punky. Two sing le pulls follow, 
London Town Is Falling Down and 
Kicking And Screaming, thus 
making a trump card opening.lt's 
hard to imagine that a whole 
album can keep up this high 
standard, but this one does. 
Everything here has single 
potential with good vocals plus the 
gu itar work is solid and convincing. 
If you're expecting some lighter 
relief in the shape of a ballad or an 
atmospherjc interiudeyou'l l be 
disappointed, but thanks to a 
constant changing of pace this 
collection is a delight from start to 
finish. We like this a lot! 

MANFRED MANN'S 
EARTHBAND 
BOOTLEG ARCHIVES VOLUMES 1-5 
MMArchive 1 * * * 
It looks as if Manfred has taken a 
leaf out of the King Crimson book 
and assembled this rather fine 
collection o( bootleg recordings in 
order to make them readily 
avai lable to ail his fans. Ir was 
decided to collect together as 
much as pOSSible that was 
available and present the best 

-----

qual ity (and sometimes the most 
rare) tracks on this collection. That 
way the musicians and songwriters 
get something back and although 
the recording quality varies, 
modern daytechnology makes ir a 
great listening experience and the 
historical significance is 
undeniable. Re levant information 
on band members and recording is 
included where possible 50 (ans 
wi ll certain ly love th is.lt 's a great 
idea and we can think ofmany 
bands that could do the same - Yes, 
Genesis, Oasis, The Beatles and The 
Shadows for starters. 

KATY LIED 
ECHO GAMES 

KLCD **** 
Unashamedly commercia l, this is a 
se,riously good second album from 
the British band Kat y Lied. The past 
12 months have been busy for the 
group, with singer-guitarist Dan 
Britton leaving to pursue a solo 
career and the appropria tel y 
named Katie Harnett coming in on 
main vocals. Lead guitarist­
songwriter Duncan Hamilton 
remains the dominant creative 
driving force and he plays some 
very moody guitar, but K'atie is 
positively superb - her vocal 
delivery adds a Heart-like element 
that suits the band really weil. On 
top of ail this, the material has 
become st ronger and seriously 
radio friendly. Right (rom the start 
of the opening track (also called 
Kat y Lied), you are drawn inro a 
huge sound that is maintained 
throughout the album.lt's qual ity 
stuff and ifthere's any justice it will 
find a large and appreciative 
audience. 

MARCUS BONFANTI 
WHAT GOOO AM 1 TO VOU 
P3Music *** 
Bon(anti chooses a gentle verse as 
the open ing gambit (or his second 
album release, w ith just his Chris 
Rea-like voice accompanied by 
acoustic guitar, but things are soon 



beefed up when the rest of the 
band joins in. Bonfanti has a very 
personal blues style that gains over 
the competition by the diversity of 
its delivery and cont ra sting light 
and shade. Everything here is 
definitely British blues but the 
album has a great overall feel with 
plenty of tempo changes. The 
music is heavy at times, but then 
you get a soulful downturn on 
things like Don'tWanna Come 
Home, Get Behind Me and the 
simple acoustic guitar plus vocals 
on Sweet Louise. And just as you 
think you've got the measure of 
this set you get thrown a spanner 
in the works like the musical time 
warp instrumental that is Tweed 
Blazer. This 1S definitely a grower so 
give it a chance. 

LIVING COlOUR 
THE PARIS CONCERT 
Inakusrik * * * * 
If any justification was ever 
reguired for Living Colour getting 

back together in 2003 then this is 
surely il. This live double CD set 
was taken from their Paris 
appearance from last year and it 
shows the band at their 
outrageous best. Living Colour hve 
al ways delivered their own brand 
of heavy rock and ail four group 
members play a key part in the 
process. But it's the combination of 
the extraordinary Doug Wimbish 
on bass and Wi ll Calhoun on drums 
that forces this band along. 
Wimbish has so many sounds, 
slaps, riffs and rhythms to throw 
into the pot that he is constantly 
entertain ing. Check out the 
appropriately named FunnyVibe if 
you're in any doubt. Vernon Reid is 
no slouch on guitar either 50 the 
collective musical complexity from 
these guys is nothing shortof 
stunning. Somehow CoreyGlover 
manages to sing over these 
intricate arrangements. If you're in 
need af some serious inspiration, 
give this a listen. 
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CLASSIC ALBUM 

THE BEATLES 
REVOLVER 
Par/aphone * * * * * 
It's been 40 years sinee the 
Beatles made their last 
appearanee together on the 
roof of the Apple building, 50 

now seems like the perfeet 
opportunity to feature a 
classic album From them. But 

which one? Weil, everyone has a different opinion on this so 
we'lI go for the best for diversity in our opinion - it has ta be 
Revolver (1966), From the brash opening ofTaxman, the dreamy 
l'm Only Sleeping, the raunchy sound of She Said She Said, the 
twin guitars on And Your Bird (an Sing and the gut-wrenching 
For No One, rhis has got the lo t. But wait, there's more. Eleanor 
Rigby, 1 WanrTo Te ll You, Good Day Su nshine and the ethereal 
Tomorrow Never Knows.lf you want so me new ideas in your 

playing then bone up on some of th is and who knows where ir 
may lead? This is c!assic, timeless and fantastie music! 

1 1 

ClIFF RICHARD & THE SHADOWS 
THE FINAL REUNION 
2Entertain ***** 
With this live DVO, Cliff and the Shads have 
proven that you 're never too old to rock'n'roll, 
for this magical 50th Anniversary reunion 
concert is a pure delight from start to finish. If 
we found the studio album to be a bit lacking 
in raw excltement, this OVD presentation 

more than makes up for il. Superbly filmed in the prestigious 
02 Arena only a few months ago, th is was a very special 
moment and it has been beautifully captured on video. Cliff is 
singing particularly weil throughout the long show but The 
Shadows are quite spectacular. The set is laced with hits and 
favourites from ail concerned and there are a very impressive 
number of them too. Hank is on top form and classics like 
Sleepwaik and The Savage sound as good live now as theydid 
in those early days of the 1960s. Fans are going ta love this 
but the look, sound and editing are so good that anyane who 
sees it is going to be impressed. An essential purchase! 

RUIH 
RUSH 
WORKING MEN 
Eag/eVision **** 
Rush have been amazingly consistent with 
their recent CD and DVDJeleases and this is 
something far which their fans are truly 
grateful. Predictably, this rel ease is available 
in both formats but why settle for sound 
alone when you can see the boys perform as 

well?Th is is an interesting compilation as it documents 
outstanding performances of sorne of their most popular 
songs in recent years. Hardened fans will no doubt have ma st 
of the footage already but it also includes the prev10usly 
unreleased One Little Victory and offers a great opportunity 
to see some of the 'best bits' altogether.lt swaps between 
Geddy 's chicken roast back line and the washing machines so 
nothing is really ancient here, and whilst sound and visuals 
obviously vary this is ove rail good quality stuff. Si t back and 
enjoy great renditions of Limelight, Subdivisions, 2112, Tom 
Sawyer and bounce along to YYZ - that's the spi rit! 

MARTIN SIMPSON 
PRODIGAl SON - THE CONCERT 
Topic Records * * * * 
Wh en Martin Simpson's Prodigal Son CD was 
released in 2007 it became the biggest selling 
album of his 37-year career. Appearances on 
TV and at the Royal Albert Hall 's Folk Proms 
followed, cu lminating in Prodigal Son 
winning Album of the Year at the BBC Folk 

Awards. This DVD was fi lmed at London's Union Cha pel 
during the promotional tour that followed the album's 
release - and what a gem it is. The concert is split into two 
halves: the tirst set sees Martin playing solo and includes a 
fine read ing of the haunting Love Never Dies, whilst for the 
second set, he is accompanied by a band comprising 
accordian, double bass and backing voca ls. Together they 
tackle tunes like the guitar tour de force Duncan And Brady 
and a wonderful rendition of the emotionally charged Never 
Any Good.The sound is mixed in crystal clear 5.1 surround 
and, at over twa hours in length, this DVD is a must for 
Simpson fans and acoustic guitar enthusiasts ali ke. 
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Theory 
Godmother 
Postyour playing posers and technical teasers to: Theory Godmother, 
Guitar Techniques, 30 Monmouth Street, Bath, BA 1 2BW; or emai l me at 
guitartechniques@futurenet.com -yourwish is my command l 

Figuring Things Out 
Dear Theory Godmother 
There seems to be a form of 
'shorthand ' for norating ( hords 
which is rife on the internet, 
although l've not seen il in GT. 
1 th in k l've worked out what il 
means, but "d like to check with 
you guys if that's okay. 
If someone de scribes a (9 chord 
like this : X32333. ,'m thinking 
that thi s means that you play C 
on the fi fth string, 3rd fret, E on 
the (ourth string, 2nd fret, and 
sa on. And that the 'X' means to 
mute the string. 

Seing relatively new to the 
instrument, 1 don't find thi s 
form of wri ting down (hords 
part icularly helpful because 
it doesn't say anything about 
which fingers to use, but 1 keep 
finding it 50 1 thought rd check. 

Pete 

You're absolu tely right, Pe te! l've 
seen thiS myself many times when 
trawling through forums and, 
whereas 1 agree with you that 
fingering information is non­
existent, it's possibly the quickest 
way te transmit a chard shape on 

a forum without having te resort te 
inserting a graphie of some kind, 
whieh ean be fiddly and time­
consu rnlng. 

Realistically speaking, it's a form 
of grid-Iess tab; if you take a look 
at Example 1 you ean see that 
the numbers correspond exae tly 
ta t he tab version, bu t even here 
the fingering wou Id rely on the 
user's intui tion unless some sort of 
indication was present in the music 
notation itself (see Example 2) . Of 
course, if the same information was 
put into a chord box (Example 3) 
you'd have everything you need 
- especia lly in GT's ehord boxes 
where we make sure the fingering 
is included. 

Counting Time 
Dear Theory Godmother 
My prab lem Is rhythm.l'm akay 
when l'm at home practising (ar 
50 1 though t) but when 1 try ta 
play alang with sameone else, 1 
just can't keep in time and any 
attempt at playing something as a 
duo or trio just turns into an awful 
mess. (an you suggest something 
that will help me out here? 

Jess 

1 can easily suggest something, 
Jess, but l'm afraid it will require 
even more rime in the practice 
room, at least for a while. Basically, 
you need to sta rt practising with 
a metronome or drum machine; 
begin by sett ing the bea ts per 
minute (BPM) ta an easy 80 and 
play a chord in time with every dick 
(see Example 4). Use downstrokes 
only here until you are comfortable 
and your timing is absolutely spot 
on. If you're not sure how you're 
doing because you're concentrating 
on hitting the click, record yourself 
and listen back. Only wh en 
everything is firmly on the beat 
at BOBPM should you increase 
the speed of the metraname ta 
araund 1 OOBPM and repeat the 
exercise. Keep playing far araund 
three minutes as it's aften when 
the bra in starts gett ing bared that 
timing begins ta shift Endurance is 
everything in the rhythm business! 

When it 's working nicely at 
1 OOBPM go back ta 60BPM and 
try bath up and dawnstrokes (see 
Example 5); yau wauld count this 
"and 2 and 3 and 4 and'which 
translates inta playing a downstroke 
on the first click and an upstrake 

in between.lf the maths here is 
a little befuddling, merely set the 
metronome to 120BPM and play 
ups and downs cansecutively. Once 
everything seems ta be working 
here, maye on ta playing same 
song s, keeping the metranome 
going as your guide. It might sound 
like something of a long slog, but 
thi s is il fail-safe way af pragress ing 
towards rhythmic accuracy. 

Talking Dirty 
Dear Th eory Godmother 
The selector switch on my Fender 
St rat has started crackling 
alarmingly when 1 change 
pickups. It 's reaUy loud th rough 
an amp and 50 1 can't possibly 
use it to play unti l l get it sorted . . 
Someone said that it's either dirty 
or defect ive and 1 might have ta 
get it changed. If it 's di rt, how 
can 1 clean it? It doesn't look like 
you can actua lly get to it. without 
taking the guit ar apar t and l'm 
not too good at DIY at the best of 
times! Any suggestions? 

Brian 

You could try spraying some 
switch cleaner (available at most 
DIY, electrical or hardware stores) 
t~raugh the slct of your Strat and 
then gently moving the switch From 
end ta end a few times ra let the 
cleaner w~rk its way in. Somerimes 
thiS is enaugh ta remove a little bit 
of grime that has managed ta sneak 
its way into the works. If il doesn't 
have any effeer, you'lI need ta 
remove the scratchplare ent irely sa 
thar you can do a more thorough 
job w irh the switch cleaner From 
inside, If this still doesn't do the trick 
then it's my guess that the tracks 
inside the switch have become 
warn or damaged and you'lI have ta 
replace it.lfyou're at ail squeamish 
about taking your guitar apart you 
cou Id ask at yaur local music shop 
and see if there ÎS a repairer in the 

" 1 guess ic was a bursc afinspiratian. 1 dan't knaw when exactly ic was, but! guess 
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it was araund 1970 or 'lI, but l'd gac a liccle frustracedjust ploying blues. If we went 
ta 0 minar blues and 1 had the guitor tuned ta an E chard, ic could make chings very 
difficult. SA one nighc 1 was playing oc the 12th frer, using ail six strings, and 1 could 
see where my problem orea wos, which wos che thlld string - the GU. 1 could see che G 
narural behind it and sa 1 thought, weil, whot happens when 1 press chIS? Sa 1 pressed 
the G na tu rai behind the slide and strummed a big E minor chard Thac apened the 
window for me because once 1 had done chat 1 realised that chere were 011 these ocher 

notes bock here cao, and that's when the whole thing opened up. " 

• hample tract taken 
From Talklng Gultars by 
David Mead, publlshed 
by Sanctuary, ISBN: 
1- 86074- 620- 9. 
Priee: .t9.99 (UK), 
514.99 ( USA). 



3rea who cou Id do the job for you . 

ln the hands of a pro it's a relatively 

simple job. If you have a non· 

American St rat, now wou Id be the 
lime ta upgrade the switch to US 
spee - ask for a Switchcrafr 5witch as 

these are the classic Fender type, 

Turn ing The Keys 
Dear Theory Godmother 
Here's a poser for you: if ail you 

have ta do is learn the sca les on 
the fretboard once and then maye 
them around ta play in different 

keys, why is it that 50 many 
gui tarists have key-related blind 
spots? For instance, if l'm playing 
at a jam session and somebody 
ca ll s a blues in E, nobody has a 

problem with it ; but if they ca li a 
blues in Eb there are mistakes ail 

over the place. 
1 know from personal 

experience that making the 
mental switch from E to Eh or A 

ta Ab is more than 'just moving 

next door' as many books an 

t he subject say, but there must 

be a way to avercome the 

psycholag ical barrier somehaw 

and become free to play in every 

key wi th equal fluenc y? 

Barry 

As yau say, Barry, this is a cam mon 

enough prablem and it's one 

that a lot of players flnd difficu lt 

ta avercome, for same reason. 1 

think rhat a lot of the reason is 

aur' natural tendency ta play in a 

very few keys fram the beg inning. 

ln guitar music, keys like E or A, D 

and G are very camman, but the 

fiat and sharp keys.tend to be a lot 

more rare (unless your band has a 

harn section - brass players love 

the fiat keys!). This means that we 

don'[ have the incentive to fallow 

t!:le advice given in p ractically 

every t utar ever written, which is 

ta Hanspose what you learn inta 

every key - il really is the only way 

to achieve total fluency on the 

instrument. 

With my awn students, 1 used 

to ask them to play some scales 

in a key l'd choose at random 

every lesson. A lot of them had 

difficulty at first, but before too long 

wauld be able ta play the minor 

pentatonic scales ail the way up 

the neck in, say, F# without even 

think ing about it. Ta my mind, this 

proves that one way ta break that 

psychalagical barrier is good old 

fashioned practice. The guitar i5 an 

incredibly forg iving transposing 

Q&A 

EXAMPLES 1-5 

EXAMPlE 1 EXAMPLE2 EXAMPLE3 
c • 

c, . 
Il ~ ., .. 0 

0 00 o , 
• , , 
• 

Il F= Il , 
II. l ~7 9 S 

EXAMPLE4 

• = 80 
C 

1 1 1 1 

~ • • • • • • • 1 
Counl: 3 4 , , , Q Q 

• , , , , , 
0 Q 

Q Q 
Q , , 
• , , , 

1'\ 

EXAMPLE 5 

J (jO 
c 

Counl : 1 • 2 • 3 • 4 • • 2 • 3 • 4 + 

'::,~~~~~~~~~'ê~~'~~~~Q~~Qê~~Q~~J~~~~~I~~~J~~~~~~~~~~'~~Q~-~~~'~~~~'~~ ,--,- - ,--,--,--,--,--, ,--,--,--, , ,--,--, 
<0-0------<0--0-0---------0 0-0------0-0-0-0-0 ,--,--,--,- - ,--,--,- - '- - '--'-->-'- -2--'-­,--,--,--,--,--,--,--, ,--,--,--,--,- -,--,--, 

,~ V 

instrument and sa the job is never 

as daunting as it sounds! 

Nightmare Noise 
Dear Theory Godmother 
Is there any way ta get rid of the 

dreaded string screech wh en 

playing acousti c? 1 recorded 

myse lf playing a piece recen tly 

and was shocked (and samewhat 

embarrassed) ta find it riddled 

with string noise w h en changing 

chords/locatian on the fretboa rd. 

When llisten to the top players 

in the field, their record ings are 

vir tually silent in this respect and 

sa l'm thinking my techn ique must 

be at fault samehow. 

Lou 

The flrst suggestion rd make 

would be t ha t you switch ta us ing 

a coated st ring like Elixir as these 

cut down finger screech quite 

considerably. The next thing ta 

do is ta take a serious look at your 

fretting hand techn ique; are you " 

sliding along the strings more than 

necessary in between chords? 

Does it make a difference if you lift 
your fingers sl ightly o r release the 

pressure on the strings with your 

fingers during position changes? 

Sorne players will recommend 

a string lubr icant like Fast Fret, but 

1 would adv ise you ta take a good 

look at what's happening on the 

fret board before trying anything 

else. Every acoustic player will make 

a certain amoun t of noise, but 

you can bet that al! of them have 

warked hard ta alteviate it as much 

as possible in the practice room at 

sorne point in the pa st. 

Bad Tone 
Dear Theory Godmother 
After a few years of teaching 

myself t've decided that my tone 

sucks. My guitar is fin e (a Jap 

Tele) and my amp is okay too (a 

Marshall Valvestate) bu t 1 j ust 

can't get a good sound . My cl ea n 

tone isn't too bad, but 1 cringe 

every t ime 1 hit the overdri ve 

channel. Do you think th is is 

down to having a lot more to 

learn o r should 1 just g ive it .up 

and tell myself that l' II al ways be 

a spec tator and not part of the 

action where music is concerned? 

Tom 

Don't despair, Tom; we've ail been 

there at one time or another. 

The production of good tone on 

a gui tar is down ta a number of 

factors working together: vibrato, 

muting, pic king, bending and many 

more. Each of these techniques 

takes time ta master and the, 

Quickest and easiest way ta get 
them up ta speed is ta practise ail 

of them individually. Now, 1 admit 

this isn't an easy task when you're 

self-teaching, as it can be a real 

shot in the dark ta find something 

ta pracrise that will actually have 

any effect. But it is easy for a good 

teacher ta give you sorne advice on 

how ta ge t ail of these techniques 

on line and so rd recommend 

that you look for a tutor and book 

enough lessons to put you back 

on course. In add ition, you could 

always go and explore the local 

music scene and ask the guitarists 

out there for a few tips. You'd be 

surprised how many will be happy 

ta g ive you a few pointers in 

exchange for a pi nt! 

Visit www.davidmead.net to check 
out David 's books and so lo CD ... 
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