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F RICHARD BARRETT Tte Not wabsite for musicians
) Currenty tourfing with Tony Hadley of
o Spandau fame, and having worked
1 _:J with Faces/Who drummer Kenney
P B Jones, Richieis a fabulous guitarist. 1SHUDDER TO think how many times
T've talked about ‘guitar epiphanies’in the
SHAUNBAXTER o  Buntarepip
One of the UK's mast respected music magazine editorials I've written aver the years. I can’t begin to reniember all
educators, Shaun has taught many the instruments that have ‘changed my life this month’. But here I am, doing it
who are now top tutors. His album Jazz again - and this is a guitar I've owned since new, over 20 years ago.
Metal was hailed as amllestone. s , . , : : . :
_ In the late '80s I'd got to know Paul Reed Smith quite well. Reviews in
ADRIAN CLARK Guitarist had helped to get this relatively new and subsequently industry-
Music Editor of Guitarist for many, changing brand into the UK’s guitar-playing awareness. So when Paul decided
many years, Adrian transaribed this . .. ‘e . .
months ricky Cream track -odd to brlng out the limited edition Slgnamr.e model he a§ked if I., among others,
timings, micro-bends and alll would like to order one. There would be just 1000 guitars built using the finest

mahogany, maple and rosewood, each hand signed and numbered by the man

MARTIN COOPER " himself. Phil Hilborne ordered his infamous ‘Pinky”

A tutor atBIMM Brighton, Martin’s Rock . . . .
columnsare wrltien with style and and Geoff Whitehorn and I went for identical ones in
commitment. His 2006 afbum State Of antique sunburst with bird inlays, Deep Dish

The Unlonls available on Munes. humbuckers, gold hardware and no ‘sweet switch’ (a
GIANLUCA CORONA mini-toggle that gave a honky sound that we didn’t
Recommended to the Guhtarnstitute really care for). When mine arrived I was stunned at its
by Al Di Meola Glanluca has castiron il 1 ili ange of tones.

credentials. He studied at GIT with bujld, p é]ly:?blll ty Zn.d rang Wi for i

Scott Henderson and Brett Garsed. But while I used it as my only instrument for six or

seven years, I viewed it as a brilliantly efficient ‘tool of

gUTI;“:iE Gr‘l)d"IAN iortal the trade’ rather than as something that connected
szh?ielma‘;;n p:g;egg;gapgﬁ:gu with meonan intimz{te level. And when in the miq ‘90s
Jazz-rock group The Fellowship, His CD 1traded atour’s earnings and most of my other guitars
Erotlc Cakesis on Cornford Records. for the blue Strat on the right and an old Gibson ES-
PHILHILBORNE 335, I putit away and didn’t use it fc.n' years.
The UK's original techniques writer, Phil However, I recently got the old girl out (a 21-year-old
regularly plays guitar in We Will Rack PRS would you believe?), restrung and set her up and,
Youinlondon's WestEnd. He also 1. two decad I’m besotted. I've wholl
helpedtolaunch GT back in 1994 well, two decades on I'm besotted. Lvewho yre- .
converted and now I adore everything about the guitar.
STEVELANEY _ ’ I've used it as my only instrument on a few gigs now
hibusy playeronthe East Angllanmusic and I feel like a Lord having it slung around my neck. It's eliciting lots of nice
incredible Colin Pincort and is a brilliant comments on its looks and sounds, too, which always helps.
playerin avariety of modem styles. So, thanks Paul for building me a brilliant instrument that I’ve come to
truly love and appreciate (there are of course historical precedents for guitars
SCOTT McGILL . P . . h " 3
+ US-bom Scottruns the BA Honscourse falling out of favour then coming back bigger t han ever). Natl.u'a y I still rate
. 2(BIMM Brighton, His book The Guitar the others, but for now my ‘old’ PRS Signature is my ‘new main squeeze’.
Arpeggio Compendium and soloCD See you next month, maybe even with an updated picture...

Symptom Imperative are cut now.

DAVID MEAD /
Ex-editor of Guitar Techniques, David i/
Is the UK's top writer of guitar tuition

books. He's also currently working on
the follow-up 1o his album Noctumal.

BRIDGET MERMIKIDES
Guildhall and Royal Academy trained,
Bridgetis a Royal College of Music,
examiner, a respected classical player
and award winning blues gultarist.

WE WILL: Bring you the world's

STUARTRYAN . =
Stuartis Head Of Guitar at BIMM Bristol, finest guitar tuition every month,
teaches at Bath Spa University andis a from the mast inspirational of tutors.
topselo acoustic guitarvirtueso. His Our transcriptions will be as accurate
debut (D, The Coast Road, Is out now., HH : .
as humanly possible, our lessons will
JOHN WHEATCROFT improve your skills and our cover CD
(% = HeadOfGuitaratLondon'sGuitarX, will provide you with hours of playing
. Johnis adevastating playerinall fin el srak b | |
i | modern styles. Heis also a top gypsy un. We will make you a better player!
Jozzer and plays with John Jorgenson.
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TalkBaCk READER'S LETTERS

Write to: Guitar Techniques, 30 Monmouth Street, Bath BA1 2 BW.
Email: neville. marten@futurenet.com

STAR LETTER WRITE ONE AND WIN A PRIZE! 1

PHILOSOPHY OF GUITAR

I'm not a musician. I'm a
philosopher and I have been
teaching this discipline for 17
years. I discovered guitars when I
was 11 years old. My father
bought me a classical guitar in
Spain and [had a teacher for
nearly a year. As I wasliving in
the countiy in Portugal, when my
teacher had to move I had no
chance to go on with my lessons,
so] bave become a self-taught
guitarist and could not improve
my playing. I was limited to some
easy classics and some common
chords to play at family parties.
One of my youth dreams was to
play like Mark Knopfler, Eric
Clapton or Jimi Hendrix, but I
never had the chance to invest in
an electric guitar and [ found
myself studying at university and
spending all my nraney on books.
But the dream was there inside
me and never died. Last year, at
40 years old, I saw Guitar
Techniques in a shop and the
dream of my youth suddenly was
reborn. That's why I want to
thank you for making an old
dream come alive. One week
later I bought my first electric
guitar and I felt that I was
returning to those golden days of
my youth, letting the music
express my feelings and my
thoughts. Thanks to Guitar
Technigues I can now play ten
thousand times more than 1 was
able to. Now slides, bends,
pull-offs and hammer-ons are
words with meaning to me, and I
can talk with more authority
about Satriani or Petrucci with
my students. But even more
important, now I can hear
Satriani, Petrueei, Jeff Beck, BB
King, Jason Becker, Tony
MacAlpine, Vai, Vinnie Moore, ...
with other ears! I must say that

Jeff Back - enough to
inspire a philosopher!

6 GuilarTechnigues August 2010

GROOVIN’ WITH MR SCO

Having attempted to delve into the daunting world of
Jazz on several occasions, 1 reached the stage where 1
just couldn’t make that connection with the music. 1
cou)dn't approach it with any enthusiasm and when
thatisn’t there then practice becomes longer and far
Jess productive. But at the same time, [ was sick of
shred licks, sick of the pentatonic box dilemmas... ]
wanted to expand my horizons.

Feeling like I was stuck in a rut, my flat-mate (who
is currently studying jazz saxophone at the Royal
Scottish Academy of Music & Drama) phoned me in a
giddy panic. After a few minutes calming him down he
explained to me thatI needed to get down to the
Academy auditorium ASAP.
He wouldn't give away why
but I sensed that ! shonld
probably go.

Artiving at the Academy
I met my flat-mate outside
and he was sporting the
cheesiest smile you have
ever seen. He was strangely
glad that ] had my guitar
slung round my shoulder. [
was getting even more
confused but he urged me
into the auditorium. What I
found was one of those
‘stornach dropping to the
floor’ moments. Who was
standing there jamming
about five feet away from
me? Vox AC30. Ibanez
Hollowbody... none other
than John Scofield!

My flat-mate and [
proceeded to sit and listen
to the coolest ‘jazz’ guitar1
have ever heard. He had this
quality to his tone that could only be likened to a
saxophone. His playing was just so complementary
and sensitive to what the band was playing; we were
witnessing a true master at work. After about an hour
of listening the band decided to take a break. My
flat-mate and I just sat and raved about how it was
amazing that we were gething lo see a musician of this
quality (along with the phenomenal Tommy Smith on
the sax) just practising for their upcoming mini tour
with the Seottish National Jazz Orchestra. Our chat
was disrupted by a. “Hey! Do you play guitar man?”in
the only American accent, among a collective
mumbling of Scotlish voices. I had a little look around
to see if there was anyone else around but the question
was definitely aimed at me. Rather sheepishly,
managed to squeeze out a *Um... yeah!” The reply was,
“Come plug in man!” Shit, John Scofield just asked me
to play guitav in front of him. My mind went a little
haywire but the main theme was, “Isan AC30 a
dual-input amp?” Was I going to be playing with him
or was he just going to sit and watch? I didn’t knaw
which would be riore terrifying.

John Scofield:
jammed with
Greig Millar!

Tt turned out I was going to o\
be jamming with Mr Scofield! He "1 )¢ g
turned to the drummer, just said, Bdasaa
“Cissy Strut” and they proceeded to jam
oul The Meters' classic. Now, Lhis tune isjust an
awesome groove over a static chord: C, in this
instance. So C minor pentatonic, my old friend; it was
time to serve me well! After a nerve-riddled start
finally found my stride, swapping fours with the
master himself. One thing that struck me, and
shocked me, was that Scofield was playing these
beautiful, intricate jazz lines but his approach was
undeniably that of a blues man. This was such an
amazing and eye-opening revelation that one of the
most respected jazz guitar
players on the planet still
had the blues al heart!

The jam came to a
close and T had the
privilege of sharing a
coffee with him and he
told us some brilliant
stories about Miles Davis.
I asked about his musjc
and if 1 was rightin
picking up a blues
approach. e explained
that he is a blues man at
heart and said how he got
bored with playing siruply
pentatonic lines so used
jazz to break that cycle. He
also explained the
importance of chromatics
in his playing.

What a great day and
whar a great guy!
Definitely something I will
never forget and {am
pleased to say that
through his advice, [ think I'm getiing out of that rut’
Greig Millar, Glasgow, Scotland.

What a fantastic story, Greig. Not only do you get to watch
someone as great as 5¢o closely enough to conmect with
where ie was coming from; you also get to play along. I'm
so glad you did (muggins here, and muggins Sidwell, both
attended a Larry Carlton chnic and when the invitation
came to play we sat their like a pair of mute dummies - but
that’s our sorry story and | don’t want to cut across yours).

Funnily enough, we have Cissy Strut coming up very
soon, with solos from a variety of cool players that you con
pick the bones aut of. Sco is one of the sploists and so you
may well get to jam along with him again - albeit in
slightly less safubrious circumstances.

STAR LETTER PRIZE

Cur lriends at Sound Technology
plc are donanng o DigiTech
HardWlre Stereo Reverb AV-7 pedal
to the writer of our Star Letter.

Ald3an
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your lessons and your backing
tracks are deeply inspiring.

We all know that electric
guitar players face prejudice
from intellectual circles. In
general people think that rock
and blues have not the same
cultural status as classical
music or even jazz. But usually
prejudices are the expression of
ignorance. We should all be
aware that there's no such thing
as elite or intellectual music,
theve's only good and bad. So, if
electric guitar is a good way to
produce quality music, and |
believe it is, we must all praise
this stunning instrument and
let it be the vehicle of human
feelings and a way to express
ourselves. It's true that in two
hundred years from now we'll
all be dead, but some of the
master’s tracks will stil} exist.
One more time, thank you GT...
Jodo Fonseca, Oporto, Portugal

TTH IMAGES

TIM MOSENFELLER / GE

Another fantastic letter! Perhaps,
as a phifosopher you can see these
things more clearly, Jodo. |
thought that bigotry about the
electric guitar was gone - my
father wouldn't allow one in the
house, for instance. There certainly
is still musical snobbery out there,
and while | agree with you that
rock and metal are stili viewed as
less highbrow in certain circles
than even blues (blues has a ‘cool’
element, making it more
‘tolerable’), in my experience that’s
generally among non-players. All
thejazz and classical musicians |
know, while they may not like
shredding metaliers and their
visual trappings {hair, clothes,
Jewellery, tattoos etc) at least
acknowledge the skill involved in
getting 1o the level that'’s required
to play it well. I'm so glad that GT
has helped to re-awaken the
dormant buds of your music. Let’s
hope they flower into something
special {even at the old age of 40!).

GT IN MY VEINS

Living in the States we have our
fair share of guitar magazines.
And most of them (decorum
prohibits me from listing them)
are fair, at best. I still subscribe
to all of them, because (Jike
most guitarists) I'm ajunkie,
and I don't want to miss out on
anything. But upon discovering
.. GT (and sister mag Guitarist)
4 the other mags I receive are like
: methadone: they're just helping
& me get over my craving until the
< REAL thing arrives at my
= doorstep. Your magazine is

head and shoulders above any
guitar-oriented periodicals
offered in the US. I love what
you guys are doing!

Randy S, New York

PS: Any chance we'll see
anything in future issues from
two of my all time faves, Dean
Deleo of STP and Mike
Campbell of Tom Petty & The
Heartbreakers? Are there back
issues with either of them I can
get my hands on?

Thanks for your kind words, Randy.
Mick Taylor on Guitarist has done
a fontastic job of making it the
best gear and interview based
guitar mag in the world, bar none
(lwould say that, because he's my
mate and we play in the same
band; but ! also believe it’s true).
And at GT we too strive (o give
readers something they can'’t just
download off the Internet;
something specifically tailored to
their needs - and our mags are
expensive in the States, so we
appreciate every purchase and
indeed every comment like this.

We've tabbed three Tom Perty
tracks - American Girl in May 2001,
Into The Great Wide Openin
Summer 2002, and | Won't Back
Down in August 2006, None of
these are available unfortunately
(we can only hold six months’
worth of back issues); but try Ebay
where you'll often find them.
Nothing on Dean I'm afraid, but I'li
see what we can drumup in the
not too distant future.

SING AND PLAY?

The first thing I read when I get
my GT magazine is your
editorial. [ am pleased to see
that in the July 2010 edition
you admit that songs usually
have vocals (most popular ones
thatis), It is for that reason that
recently I decided to get singing
lessons so that I can fill those
holes. As I now have to play the
guitar backing as well as do the
vocals it has completely

»
Tom Petty and
Heartbreaker
Mike Campbell

changed what I look forin a
song, It is generally impossible
to play a complex backing to

one where there is a separate
vocalist, so I look for songs
where the guitarist does the
rhythm, lead and vocals.

In response to the requests for
simpler music (GT June 2010)
why not do a series of articles
on how to do backing for
guitarists who also sing. Most of
the professional musicians in
our area are one-man bands
who do guitar and vocals toa
MIDI backing track. [ enjoyed
vour article on Eddie Cochran,
by the way, and I am now in the
process of adding Summertime
Blues to my repertoire.

Hans Heck, Australia

As pubs find it harder to exist at all
it'sarisk to bring in a band when a
guy with backing tracks will fulfill
most punters’ expectations of five’
music. Today it seems pubs put
bands on as alastresort to geta
few people through the door,
rather than to create a venue with
a great atrmosphere that people
actuolly want to come to, Playing
and singing certainly is a discipline
unto itself: some can do it while
others pever get it. I'll have a think
about whether such a series is even
feasible - what will we tell you to
do exactly? But | get your point. If
it's doable we'llgiveitatry —a
one-off feature might be a start.

Eddie
CGochran:
sang and
played!
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Alvin Young-
blood Hart:
American
blues man

INTERMNATIONAL GUITAR
FOUNDATION & TESTIVALS

Tommy
Emmanuel:
acoustic
wizard!

Famous festival moves to Cheltenham

THE INTERNATTIONAL GUITAR Foundation (IGF)
has jusi announced the final workshop line-up that will
make Cheltenham a Mecca for guitarists this summer.
The two-week festival and summer schoo! (formerly
held in Bath) runs from the 24 July to 6 August and
features workshops and concerts for all levels and ages,
and for all styles of guitar, From blues and rock to
classical and jazz, students are able to study during the
day and jam into the night.

Concerts will be performed by leading international
arlists throughout the two weeks so there s something
for everyone! Joining American blues artists Alvin

Miking up has never been easier!

The Wishbone is a new device that
enables combos and cabs to be
miked up as quickly and easily as
possible. 1t can be installed in
seconds by simply inserting the
non-slip rubber coated base - the
‘Wishbone’ - through the amp’s
central carry handle and setting the
required length of the mini-boom
arm via a chunky twist grip
adjuster.

The Wishbone has no footprint
and thus eradicates unwanted floor
vibrations or slage clutter. The low
profile also eliminates unsightly
boom extension stands with wide

8 GuilarTechniques Augusl 2010

obtrusive feet, whilst remaining

fully adjustable and offering '
complte 360 degree rotation to find |
that all important sonic ‘sweet spot” |
in front of the speaker.

The three models in the series
include the Wishbone Jr, designed |
for amps using smaller handles,
while the Wishbone is ideal for |
medium to large sized guitar or bags |
combos, or between amyp and cab, |
and the Wishbone 45, with its
cranked base and short arm, is
purpose-built for use with full stack
rigs. All models cost just £48.95.
Visit www.thewishboneworkshop. |

Youngblood Hart and Skip "Little Axe’ McDonald is
British blues rock legend Bernie Marsden. Before
embarking on the UK Joe Satriani tour in October,
Simon Mc¢Bride will be teaching the heavy blues class.
Finger picking legend Tommy Emmanuel guests with
Clive Carroll and Jamiroquai’s Rob Harris guests with
Jason Sidwell’s Funk & Beyond. Guthrie Govan, Dave
Kilminster and Alex Hutchings will a1l be giving
exclusive workshops. Other tutors include Neville
Marten, John Wheatcroft, Dario Cortese, Marin
Goulding and Jonny Scaramanga. Visit www.igf.org.uk
for further details and updates.

b —— Wishbone:

| a cool new
amp miking
device

New Elexir products

Expanding on the company's

0.10- 0.46 set, a new 7-string set
(£15.49) includes a 0.56 low B string
to provide additional tonal range.
The ultra-thin Nanoweb Coating on
the wound strings and anti-rust plain
steels ensure these strings should
last long and feel great. Elexir has
also announced new 6- and 8-string
baritone sets, retailing at £18.99 and
£21.99 respectively. Built for
optimum performance and to
provide clarity to the unique chord
voicings available to baritone guitar
players, the new 6- and 8-string
baritone sets feature acoustic B0/20
bronze wound strings with ultra thin
Nanoweb coating, again with
anti-rust plain steels. Elexir has also
announced new patch cables
available in 15 and 30cm sizes
(£17.99 and £21.49), aimed at
completing a signal chain to the
highest possible sonic fidelity. Visit
www.westsidedistribution.com for
furtherdetails.

;-'Trnn{ P-TI | n-iwl

Stomp on a Rat again!

Pro Co has just launched a limited
edition re-issue of the company’s ‘85
Whiteface Rat distortion stompbox,
which debuted in 1985 and stayed in
production until 1989. Remaining
true tothe early design, the new 85
Whiteface Rat is once again housed
within the virtually indestructible,
hard-as-nails steel enclosure, and
identifiable by the reversed graphics
which now read black on a white
background, hence the term
'Whiteface' As before, this new model
has the ability to deliver great
overdrive through an amp set clean,
medium or at full gain, catering for all
rock styles, and one of the few
models in this field with enough
headroom to remain punchy
throughout the sonic spectrum, even
when the guitar’s volume is reduced.
The RRP is £229. Visit www.ariauk.
com or further details.
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WHO? Stevie Ray Vaughan

WHEN? May 2, 1985

WHAT? Coaxing hot licks out of his trusty Number
One Fender Strat

WHERE? New Orleans Jazz Festival, USA

GUITARS: Stevie Ray got through a nurmber of
gorgeous Strats during his way-too-short career.
Number One, a 1962 model {although he sometimes
claimed it was 2'59), was his favourite. It underwent a
number of major customisations including a

PHIL HILBORNE’S ONE-MINUTE LICK

‘lefi-handed'vibrato so he could imitate his hero Jimi
Hendrix. Other famous SRV Strats include Yellow (a
’59), Butter and Scotch (two’61s), Lenny (3'63) and
two custom models: Main (a gift from Billy Gibbons
with EMG plckups and Gibson style knobs) and
Charley (a white alder hybrid with three Danelectro
lipstick pickups).

DID YOU KNOW? Stevie Ray played guitar on David
Bowie's Let's Dance (1983) and the \our, and the
subsequent profile truly launched his career. He was

GLASSIC BLUES BENDING LICK

brutally honest about his struggle with alcoholism:
“I'm an alcohollc,’ he tald Guitarist magazine in 1988.
" didn’t know that for a long time. My father was an
alcoholic and what 181dn't know that | do now, is that
some of the disease of alcohalism is actually
hereditary. And growing up in a family that’s actually
dysfunctional because of alcoholismis a lot of it
Stevle Ray cleaned up his act but was tragically killegd
Ina helicopter crash after playing a sold- out gig with
Eric Clapton and Buddy Guy on August 26, 1990.

As we have seen in the past, combining two different
technical approaches can often result in interesting licks that
you might not otherwise think of. In this month’s two-bar
example we see a hybrid-picked and legato Emy arpeggio
(EGBD) played over a C chord implying C maj7 (CEGBD).

This is followed by a sweep-picked/legato/slide D-Dsus4
arpeggio mouve over the D chord. On paper this sounds tricky
but in reality it is not too bad. Work on each bar separately
and then join themn together to_form the finished lick - as and
when you feel ready. Good luck!
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AYNSLEY LISTER

We ask a famous guitarist all
those little questions you really
dowant the answers to. This
month: Brit blues and rock
maestro Aynsley Lister..

Do you have a type of pick that you can’tlive
without?

The purple Tortex ones... I think they’re Dunlop. Can’t
play with anything too bendy so these are a good choice
for me. Plus it’s my
favoutite colour.

If you had to give up
all your pedals but
three, what would
they be?

Well Tonly use three
anyway so that’s easy!
A Peterson
Strobostomp, a T-Rex
Alberia and a BOSS
GE-7 Equalizer. I don't
rely on them for my
sound: 90% of it is the
amp; the pedals just
add a bit extra.

Doyou play another
Instrument well
enoughtobeina
band?

Yeah - bass. I've always
noodled around a bit
and always fancied a
really nice one but
could never justify
buying one. Then one
day a friend of mine
asked me if I'd help
them out for a handful
of gigs playing bass. So
[ went siraight out and
bought one - a Music
Man Stingray! [ did ten gigs and it hasn't been out
since. That was three years ago!

If a music chart were put in front of you, could you
read it?

No chance! I'd ask whoever it was who gave it me to
either hum it or play it to me and 1'd pick it up that way.
Do gultar cables really make a difference? What
make are yours?

At the risk of sounding like 2 gear geek, 'm going to say
yes to this one. ] use the best quality cables ] can get, as
short as I can get away with, and with the lowest
capacitance possible. It helps with the tone you know!
Is there anyone’s playing (past or present) that
you're slightly jealous of?

{ wouldn't say I was jealous of anyone’s playing, more
inspired. The guitarists 1 like are the ones who can
move you by what they play, not by their technique but
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by how they play. One guy 1still listen ta, who a lot of
people probably aren’t aware of, is Martin Barre {rom
Jethro Tull.

Your house/studio is burning down: which guitardo
you salvage?

My old 335. 1t’s totally unique, just an awesome guitar
that [ know ['d really struggle to replace.

What's your favourite amp and how do you setit?
Thatll be my beat-up old Marshall. 1t's a 2144 madel
- they only made a few hundred of these and so
they're quite rare now. [ paid next to nothing for it
and a few of the parts have been changed for different
ones. On paper it
shouldn’t actually work
but for some reason it
sounds awesome, a lot
warmer and smoother
and rich sounding than
a stock model. I took it
to Marshall a few years
ago and they said it
doesn't sound anything
like it should and do I
want them to put it
back to normal? NO!!!
T actually runit fairly
low - its 'sweet’ spot
seems to be around 3,
then treble around 6,
middle 5, bass 7 and
presence 8. [ actually
have two of these and
my other is completely
stock. Unfortunately it
daoesn’t sound anything
like my main one so at
some point ['m going
tosee if I can get it
modified by Marshall
to be the same.
Whatkind of action do
you have on your
gultars?

I like quite a lot of relief
in the neck to allow the strings room to resonate and 1
normally have the action around 2.5mm bass and 2nim
treble at the 12th fret.

What strings do you use?

T use Ernie Balls at the minute - gauge 11 to 54. I've
messed around with gauges over the past couple of
years and this seems to be the best for my playing style.
Plus I tune down half a step too.

What are you up to at the moment?

I've got abrand new live album that is out on June 4
that I'm really proud of. We've got a couple of festivals
over the suommerincluding Glasto and then we tour
properly to promote the album from around September
onwards all over Europe. Other than that I've just been
getting my ‘new’ guitar road-ready for some action. It’s
an old ‘60s cherry 345 and at the minute [ just can’t
seem to put it down'

Aynsley Lister:
British blues-
rock master

New jazz diplomas

The Registry of Guitar Tutors (RGT)
has released the first ever full range
of Jazz Guitar Performance Diplomas.
The new Diplomas provide a
structured programme specifically
designed to take guitarists'playing
skills from Grade 8 standard to that of
a professional jazz musician. The
Diplomas focus on developing the
technical skills and theory needed by
guitarists playing a broad range of
jazz styles. The exam content
includesimprovisation and rhythm
playing, as well as a performance
element that enables the guitarist to
demonstrate their preferred style of
jazz playing - whether that be classic
jazz tunes such as those of Django
Reinhardt and Wes Montgomery or
tracks by more contemporary players
such as Pat Metheny and John
Scofield. Four Diploma levels are
available: DipLCM, ALCM, LLCM and
FLCM.The RGT Jazz Guitar Diplomas
syllabus can be downloaded free of
charge from www.RGT.org.

Peavey unveils
new combo

After forging the sound of
aggression for more than 15 years,
Peavey is making its high-gain 6505
Series amplifier available for the first
timeina 1x12 combo-amp
configuration. The Peavey 6505, used
by metal stars Trivium, Machine
Head, Bullet For My Valentine and
many, many more, is now available in
a 60-watt combo with two channels
and a rypically extensive feature set.
Five select 12AX7 preamp tubes and
a pair of 6L6GC power-amp tubes
provide the tonal foundation for the
6505 Plus 112 combo; while
patented circuitry such as Peavey's
Resonance Control tweak its
distinctive tone. Both the Lead and
Rhythm channels feature
independent three-band EQ, pre and
post gain controls, plus Presence and
Resonance adjustment. The Rhythm
channel also includes a foot-
switchable Crunch boost facility, Visit
www.peavey-eu.com for further
details on this great new amp.
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Don't fret!

Peace of mind from just £30

PowerPlay

Allianz Musical Insurance provides specialist policies for all types of musical instruments.

® Cover starts from just £30 a year
e Policies are tailored to suit your individual needs
e Call now or visit us online for a quote

0800 048 0064

www.allianzmusic.co.uk

Allianz Musical Insurance

Allianz ()

Terms, conditions and excess apply. Allianz Musical Insurance is a trading name of British Reserve Insurance Company Limited (BRIC), a wholly owned subsidiary of Allianz insurance plc.
BRIC is authorised and regulated by the Financial Services Authonity. Registered office: 57 Ladymead, Guildford, Surrey GU1 1DB. Registered in England No. 307622.
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PLAY THE NEW APX

The Hamsters:
greal music can
be fun too!
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GRETSCH REVAMPS the Country Club Stereo guitar with two
humbucking pickups, two volume controls and five selectors.
Otherwise the all-hollow archtop with bound body and ebony
fingerboard looks pretty much the same but sounds much
better. Chet Atkins'Workshop LP is released showing Chet
playing a one-pickup Gretsch Tennessean on the cover. As this
was the cheapest of his signature archtop guitars sales

increased! George Harrison buys himself a decent guitar, a Hamster style HendriX!

second-hand’'57 Gretsch Duo Jet.

THE GOLDEN HOFNER appears in the Selmer catalogue and
steadily gains in popularity as a result, but only with
those who can afford it - people like Tommy Steele
and Bert Weedon. The thinline body version makes
its debut but dimensionally falls short of the aptly
named Verithin that also appears on the scene.
Ultimately less than 100 Golden Hofners will be

This year marks the 4oth Hamsters’ stuff - mainly so folks
anniversary of Jimi Hendrix's who've not seen us before can see
untimely death and the legendary that we do more than Jimi stuff -
British circuit group The Hamsters and then we will be playing a

is marking the occasion with a 90-min Jimi show™ says The
not-to-be-missed monster 50-date Hamsters' singer and lead guitarist,
tour commencing on September17. | Snail’s Pace SHm.

produced so they'll become a collector’s dream, “We'll be supporting Visit The Hamsiers™ website
POPPING ONTO THE SCENE are Mick Hucknall, Kim ourselves at the shows www.thehamsters.co.uk for further
Wilde, Steve Vai, Rick Savage (Def Leppard), Roger by doing a 40-minute details of the shows and all other

Taylor and John Taylor {Duran Duran), Amy Grant, Vince Clarke,
Michael Stipe, Sarah Brightman, Brian Bromberg (American jazz
bassist), William Holly Johnson (Frankie Goes To Hollywood),
Tony Hadley, Joan Jett and U2's Bono and Adam Clayton.
Tragically, singer and guitarist Eddie Cochran is killed in a car
accident whilst on tour with Gene Vincent in the UK.

AFTERTRYING VOCAL AND INSTRUMENTAL
releases The Shadows have finally found their own
sound with their fourth release, Apache, written by
songsmith Jerry Lordan, Elvis returns home from
Army service, Llonel Bart's Oliver begins
performances at the New Theatre, radio disc
jockeys in America are fined if they accept 'payola’
for playing certain records, and at the Indra Club in Hamburg
The Beatles begin a 48-night residency.

YACHTSMAN FRANCIS CHICHESTER finishes his solo crossing
of the Atlantic in a record 40 days in Gypsy Moth Ii; Jacques
Piccard and Don Walsh reach the lowest spot on Earth when
they descend into the Marianas Trench in the Bathyscaphe
Trieste; construction begins on the Aswan High Dam in Egypt;
the CERN particle accelerator in Geneva is activated; boxer
Cassius Clay wins his first professional fight; London sees Traffic
Wardens and Ban The Bomb marchers for the first time; the
farthing ceases to be legal tender and the Coronation Street
series begins on ITV.

opening slot of regular up-to-date band information.

Built for the Blues

In response to suggestions from Martin Owners Club
members, the American company has unveiled a new
00-15M that offers an authentic blues-type guitar
reminiscent of small-bodiad Martins of the 1930s.
Favoured by legions of blues players, these mahogany
guitars have a warm tone and clear voice all their own.
The 00-15M is further enhanced tonally by Martin's
A-frame Sitka bracing. A single ring wood rosetie
is used in keeping with the old 1930s tradition.
The genuine mahogany 14-(rel neck has the
classic solid headstock with vintage-style Gotoh
runers. Fingerboard and ‘belly’ bridge are East
Indian rosewood, while the nutand
compensated saddle are bone.
This beautiful, souiful guitar is finished in
satin lacquer over a rich dark-slained body.
All you need to play the blues! Visit www,
martinguitar.com for further details about
the 00-15M and all other Martin guitars.

FENDER discontinues the Twin {(Narrow Panel) combo and
replaces it with the new Twin (Brownface) with an increased
output of 90 watts, two
12-inch Jensen speakers
and an angled control
panel on the front face of
the unit. It hastwo
channels (one with
vibrato), four 6L6GC output
valves and is covered In
cream Tolex with a maroon
grille (the grille is soon
changed to a'wheat’
colour), and it's a winner!

HOT FOR TEAGHER

WHO? Simon Newton TOWN: Ringwood and Romsey,
Hants STYLES TAUGHT: Rock, blues, jazz, country, acoustic
fingerstyle, vocal harmony SPECIALITY: Gypsy jazz guitar,
improvisation, theory and harmony QUALIFICATION: OCN
Jazz Studies, City & Guilds 7307 Adult Learning

LEVELS: Beginner to advanced - RGT grades if desired
READING: Beginner to intermediate CHARGES: £30 per
Vhr lesson SPECIAL: Iimprovisation for classical musicians;
customised lessons CONTACT TEL: 07801513776

EMAIL: simonnewton22@acl.com
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So, so you think you can tell
Heaven from hell
Blue skies from pain

—written on a 12-string model bought on a Manhattan street. 1972

artingro

EST. 1833 0

AMERICA'S GLITAR

Music history. Martin history.

"Wish You Wern Mera' Wators/Gllmocsr. Lymics by Roger Watars. Capyrigiet 21975 Roger Wisters Music Dversean Lid. Warner Cragpell Artemsiy Mo Lid. Pisk Floyd Music Publishars bnc. A8 rights reserved. Usad by permistion
=2003 CF Marta & Co martingssiar.com

&‘ westsida Maringultars ara distributed la the United Kingdom try Wesiside Distributlon. Unit C, 138 LancefTeld Street, Glasgow. UK G3 8HZ
e e o= Tel: 0141 248 4812 = Fax: 0141 248 4813 « www. westsidadistribution.com
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Joe Bonamassa:
get a lesson from
this great blues
player at LMS...

The London Mus
October 8-1 O,Cj P _

some great signings already in place.Theworld-class artists who'll be

appearing in thellive Music Hall, semi ar rooms and on the show floor
mean it's sure to e a star-packed weekend... a
- . q
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_Newton

eaching
at the show

MS 2010 is giving guitarists the

chance to take a lesson from one of

the world's greatest guitar players.

Joe Bonamassa will attend the show

on Friday October 8 and give
first-hand tuition to 150 lucky guitarists. This
opportunityis not to e missed. Joe has built a
world-class reputation with his distinclive
blues rock stylc and highly accomplished
playing techuique. His complex riffs and
virtuoso flourishes have made him an idol lo
guitarists so his tips could have a huge impact
on the way you play. Bonaniassa has achieved
everything a guilar litan could hope for: he has
sold out the Alber Hall, released a siring of
successful albums and even has a track on
Guiltar Hero V. Never one to take a bregk, he's
also leant his talents to a roster of legendary
musicians including Eric Clapton, Joc Cocker
and Ted Nugent. This one-off lesson a1
London Music Show 2010 is an unmissable
opportunily for guitarists hoping to take their
plaving to the next level. Tickets are jusl £30
for this unique experience but remember Lhere
will only be places for 150 guitarists, so book
quickly as it’s sure to sell out fast!

So what else will be happening at the show?
Inaword... plenty! Award-nominated acoustic
guitarist Newton FFaulkner will also be giving a
lesson in percussive techniques for beginners,
as well as performing on the Live Stage on the
Saturday. The man who played one of the most
maemorable riffs of the last millennium, Jim
Davies, has confirmed he will be on hand to
teach at the LMS. The former Pitchshifter and
Prodigy guitarist will be at the show for the full
three days, giving tuition and 1ips to aspiring
guitarists. Outside The Box, Jim's second
album as an instrumental artist, is a powerfu)

Fab Fenders:
win one of 21
at the show!

statement of intent from 1he revered pioneer
thal should appeal to guitarists and non-
guitarists alike. And Howard Francis will be
hosting tutorials in songwriting, keyboard
techniques and on how to recreate sounds.
Howard bas worked with everyone from
Terrence Trent D'Acby, Mica Paris, Van
Morrison, Brian Ferry, Alesha Dixon to Tom
Jones either on stage, in Lhe studio or writing
new songs.

Fender has pulled oul all the slops for
London Music Show 2010. Nol only are they
running a stand in the Guitar Zone but they’ll
be giving away 21 of their amazing guitars.
That's one an hour, on the hour for the whole
of the show. This incredible generosity means
that 21 guests at London Music Show 2010 will
go home from the evenl with a top-notch
Fender axc!

For your band’s drurnmer there’s also good
news: in addition to the previously publicised
Live Stage performances from Steve White
and Craig Blundell, other big names
performing as part of the Rhythm m agazine
Seminar Room at the LMS include
Dragonforce powerhouse Dave Mackintosh
and Kasabian's lan Matthews, who will tcam
up with his bass-playing compatriot Richic
Blake for a rhythim section masterclass.

In addition, MikeDolbear.com will present
masterclasses with sessjon supremos Ash
Soan (Will Young, Robbie Willianis, Boyzonce,
Alesha Dixon) and Clem Cattini, a legendary
playcr notable for appcaring on an astonishing
44 No. 1 singles from (hce likes of Tom Jones,
Dusty Springfield and Love Affair, as well as
performing on Panl Weller's new album Wake
Up The Nation. Visit www.londonmusicshow.
com for all the latest details and updales!

0F THE YEAR

T @

Guitarist Of The Year

Britain's got guitar talent - and we're going to
find it! The London Music Show 2010 will see the
{ong-awaited return of the Guitarist Of The Year
competition, so enter now for the chance to win
fantastic prizes, and battle it out at one of three
live finals held at the London Music Show on
October 8,9 and 10 at the ExCel Centre.

THE COMPETITION

Guitarist Of The Year is actually three
competitionsin one...

* Young Guitarist Of The Year

{open to GBresidents aged 16 or below on 8 October)

W Guitarist Of The Year
(open to GB residents aged 17 and over on 9 October)

% Acoustic Guitarist Of The Year
{open to all GB residents).

The final of each competition will take place on a
separate day at the London Music Show.

HOWTYO ENTER

Allyou have 10 do to enter is send an MP3 of z2n original
composition, either with of without backing track, that's
na more than four minutes long. For details visit mtp:/
www,musicradar.com/quitarist, click on the Guitarist Of
The Year link and read the instructions. (Before entering,
please miake sure you've read all of the Terms & Conditions
very carefully!)

Our panel of independent Judges will pick a shortlist
of the best entries based on composition, technical abllity,
taste and feel, performance and delivery - and the finalists
will face off in one of theee finals before a panel of expert
judges and Industry figures.

The winner will win some amazing prizes - stay tuned
for detalls - and will enjoy the prestige of being crowned
Guliarist Of The Year. The winners will also be featured in
Guitarist magazine and will have the chance to open
Gultarist Of The Year 2011.
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The London Music Show is the UK's biggest and most
inspirational event for anyone with a passion for making
or playing music. All abilities. All genres.

EXCITING | INTERACTIVE | UNMISSABLE
www.londonmusicshow.com

TICKETS
ON SALE
NOW
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PLAY: ROCK

v

ONTHECD . TRACKS 4-9

bream

39

| Including the whole of their Wheels Of Fire studio recording plus Clapton’s
} o ' superbliveintro and outro from Goodbye Cream, Neville Marten offers

up the perfect performance version of this Howlin'Wolf classic. . .

| ABILITY RATING |
Q9 ®@® Moderate/Advanced

KEY: G

® Pentatonic phrasing
TEMPO: Various | B Repetitive ficks |
| CD:TRACKS4-9 | B Use of the fretboard

ONE OF THE great things about Cream was
the fact that, due to their status as a legendary
improvising stage act, we have a variety of
studio and live recordings to choose from
when learning their numbers. While this is
greatin itself, it does present the lranscriber
with a dilemma - live or studio?

In GT we've recently been giving you the
best of both worlds: amalgamating a band’s
studio version with the evolved performance
that results fromn a bunch of great players
refining a number over ime.

Thus it is with Cream’s take on the Chester
Burnetl (Howlin’ Wolf) arrangeinent of the
old blues number, Sitting On Top Of The |
World. The band's studio recording on the
1968 double album Wheels Of Fire was |
typically tidy sounding but not overly
adventurous, with Eric Clapton’s simple
distorted rhythm underpinning hotter
humbucker licks and a well-paced if slightly
off-the-wall solo. Eric and bassist Jack Bruce
also double the riff on the turnaround so 1 feel
this version provides the perfect basis for our
GT transcription. It also means two-guitar
bands can play it, whereas the three-piece live
rendion on the group’s Goodbye album
(recorded at the Winterland Ballroomn in San
Francisco the following year) is such an
improvised tour-de-force that it’s all but
impossible to put down on paper.

However, Eric’s incredible intro and outro
solos from that San Francisco night would

represent a great set piece for any band
performing the number, so our GT version
offers vou the complete studio track, rhythm
and lead, with the live version’s beginning and
ending tagged on for good measure. I'll point
out in the playing lips where you could splice
one into the other.

Although the studio performance seems
relatively mild mannered by comparison to
the energised live onslaught, Eric’s playing
makes great use of the fretboard and
encompasses many classic blues licks in
several minor and major pentatonic positions.
His string bends are exeinplary, as usual, and

£ £ Cream’s studio recording
on the 1968 double album
Wheels Of Fire was typically
tidy sounding but not overly
adventurous, with Glapton’s
simple distorted rhythm
underpinning hotter licks
and a well-paced if slightly
off-the-wall solo 99

he also displays great restraint considering
what he was capable of around 1968. His
efforts here also offer us a fine lesson in
dynamics — much more tricky with a loud
Gibson/Marshall set-up than on, say, a Strat
through a Deluxe Reverb. You'll find Eric’s
studio licks and solo are also great
springboards for any player wanting to try a
bit of experimentation on this classic
three-chord format. They are eminently
transferable to your own solos and are a real

! lesson in electric blues authenUicity.

Sitting On Top Of The World is a 6-bar
blues too, just in case anyone accuses you of
doing that ‘same old 12-bar stuff” (more on
this in the perforimance notes),

A quick word on the added live intro and
outro: Eric was on blistering form around the
time of Cream’s demise, having spent two
years on the road building a limited reperioire
of songs into a full evening’s entertainment.
The band often extended self-penned
numbers and blues standards like this one,
Crossroads and Spoonful, with lengthy solos.
The interplay between Clapton, Bruce and
Baker was remarkable too, and Eric’s sense of
timing and dynamics are alesson to any
guitarist wanting to raise their game.

You could easily replace the studio intro
solo with ourlive one; and as Eric’s outro blast
is separate anyway — the whole band stops to
let him do his thing — you could easily creale
your own monster arrangement. I hope you
enjoy learning this great blues.

GETTHETONE

® @6 0 ®

GAIN BASS MIDDLE TREBLE REVERE

A flat-out Marshall stack is going to be hard to
replicate, but any amp pushing its power section
into creamy overdrive will put you in the ballpark
— there’s a fair bit of 'fizz' on Eric's tone here so
you could replicate this with a bit of fuzz, a treble
booster or just added front-end gain. Eric
probably used his Les Paul $G with both pickups
an for the studio version, and his cherry red
ES-335's bridge humbucker for the live version. |
used my Les Paul '59 Reissue through an Orange
Hard Wired Tiny Terror amp for both, with
lashings of studio reverb where required.
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'studio and llve’ album that contalned our full version of Sitting On Top Of The World, as well as the Infamous live Grossroads and Spoonful),
and Goodbye, from which came Badge and the live verslon of this month's track. Plenty of ‘best ofs’ abound too.

TOMAL PRESS
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CREAM: SITTINGEN TOP OF THE WORLD

Bpic Clapton with
}ssic Cream set-
upi(Afro and garb
ayour discretion)

\

TECHNIQUE FOCUS
DYNAMICS

In a three-piece band you're about as limited as
yau can be from a sonic point of view. While pickup
changes and effects such as wah-wah, delay, rotary
speaker and so on, can provide relief from the
relentless barrage of guitar, bass and drums, the
best three-piece players rely heavily on dynamics.
Clapton's dynamics, while less overt than those of
Hendrix, were there in his subtie varying of pick
attack to lessen or increase the input to hisamp
and therefore govern the apparent level of
overdrive. He'd also switch pickup at the crucial
pointin asong - the final solo lick in | Feel Free for
instance - a technigue taken onboard by Gary
Moore; or roll off all the tone from his guitarto
create ‘woman tone’; use both pickups and
balance the volume and tone of each for the
Crossroads sound, etc. He'd go 'pick and fingers'for
certain effects and, noticeably in the studio version
of Sitting On Top Of The World, do no more than
tickle the string with his pick to elicit an almost :
whispered note here and there. Practice every kind Sm=—=—=s
of dynamics you can in your own playing; it can
give incredible subtlety or power to you as a player
-and it won't cost you a penny!

e
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ONTHECD . TRACK4-9

PLAY: ROCK

PLAYINGTIPS CDTRACKS5

[Bars 0-6] The intro bass and guitar riff picks up before bar 1 and then for the
9-bar intro solo Eric picks out well-timed licks in the Albert, Freddie and BB
King mould, but all with a more aggressive tone and typically strong vibrato.
The song is in G and for the first four bars he's more or less doing a call and
response to a vocal that's not there, with a classic minor pentatonic licks in

[General] Sitting On Top Of The World is a 9-bar blues — or an 8-bar with one
bar added for the riff beneath the words “sitting on top of the world” in every
verse. You could count it, but it’s better to get to know it instinctively so that
soloing is natural and not an arithmetical exercise. If you're using the ‘live’
intro solo instead of our 'studio’ one, ignore bars 1-9.and come in at bar 10.
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Sitting On Top Of The World Music and Lyrics by Walte: Jacobs and Lonnie Carter
©1930 Edwin H Morris & Co Inc, USA Chappell Mornis Ltd. UK/EU Reproduced by kind permitsion of Faver Music Lid. GHEAM: :
US/CAN reproduced by kind permission of OPUS 19 Music, All Rights Reserved. International Copyright Secuzed.

CDTRACKS

positions 1, 2 and 3. The licks are not that difficult, but watch the dynamics - [Bars 10-15] Here the vocals enter with Eric answering Jack’s vocals after each
see how some notes are strong and others more lightly picked. phrase. He sticks to pentatonic positions but often with a slight twist - note
[Bars 7-9] Here we find the repeated refrain that underlines the song’s title the b3 bend in bar 15. In a one-guitar band it's easy enough to intersperse
in each verse, and which also creates that odd extra bar. Also there is the Eric’s chord backing with lead licks. In a two-guitar outfit you could each
turnaround that’s doubled with Jack Bruce’s bass. adopt rhythm and lead roles, or swap duties from verse to verse if you prefer.
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[Bars 16-18] It's that turnaround refrain once more. Again, if you're the

only guitarist playing it, you could very easily morph the backing riff and
overdubbed lead together for a perfectly acceptable rendition. Eric changes
the turnaround lick slightly each time - it's that 'dynamics’ thing again.
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[Bars 12-24] In his first fill in bar 20, after the slid and bent double-stop Eric check out the original and add it in at your discretion.
bends the F 1o.G uncharacteristically sharp, which shows that the band [Bars 25-27] Clapton plays this turnaround pretty straightforwardly, probably
considered this a ‘performance’ and didn't feel it worth ‘fixing’ later on. After letting the tension mount before his upcoming solo. Again, meld the backing
his next very Albert King-like lick they even leave in a very unspecific and riff with the lead if playing on your own - the bass covers the riff nicely if you
irrelevant slid note that we didn’t bother to tab — if you're fanatical about it, want to start with it then move away.
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[Bars 28-36] Here begins two choruses of guitar solo. There's nothing the licks are slightly beefed-up versions of his earlier fills in the verses. As with
technically stretching in this first 9-bar sequence, as Eric is obviously taking a the entire performance, just be sure to watch the dynamics here, as they will
measured approach, and I'd also hazard deliberately trying to extract as much ~ make all the difference to how the track eventually sounds. This is all about

Albert King flavour is as possible - as he also did in Strange 8rew. Essentially feel, and feel is all to do with how each note is expressed.
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[Bars 36-42] For the second half of his solo Eric jumps up the octave to the
15th fret to continue his minor pentatonic position 1 improvisation. Notice
how the now stabbed rhythm track forces him to play in a more clipped
manner. This is almost like a stuttering conversation and in some ways seems

a bit incongruous with the overall fluidity evidentin the rest of the track. But
remember this is a performance captured on tape, with all the Idiosycrasies
and so on that occurred ‘in the moment’. A masterful soleist at that time, Eric
uses these spitting licks as a springboard for smoother things to come...
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[Bars 43-45] After the the previously ‘bitty’ part of the solo, check out in his penultimate lick of the solo. This ‘top note with a tone bend back up
Clapton’s delightful and climaxing lick into the C9 IV chord, where he plays to it on the string below’ was a real staple of Clapton’s Cream-era soloing,
his signature *hammer-on, pull-off, bend and vibrato' lick to stunning effect. and you can hear it in most of his live performances - notably Crossroads and
A great instinctive improviser even then, see how he neatly apes this move Spoonful. There are lots of classic Kingisms (all threel) here too.
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[Bars 46-54] Throughout the final verse Eric underpins Jack Bruce's vocal
with some repeating bendy phrases. Nothing too hard at all here, but make
sure you try to capture Clapton’s languid feel, accurate bending and so on.
And if you're playing the song live remember to back off your guitar’s volume

a couple of notches to balance yourself up with the singer - your solo has
finished! Eric is in early (before beat 2 in bar 53) with the first note of his
turnaround lick: we tabbed it as he plays it but I'd suggest pulling it back into
line with what he does in other verses, as it does actually sound wrong.
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[Bar 55-end] Sitting On Top Of The World has a classic slow blues ending. The  Listen closely to this and the far more speedy licks in the live version (which
turnaround ralls (rallentando or ‘slow down’) followed by manically strummed  we've also tabbed for you), and you can hear a definite familiarity in the note
chords of Ab74#9 and G7#9, over which Eric plays a great little G Mixolydian lick  chaice - Eric has simply souped the whole thing up for added exhilaration.

{G A BCD E F) that runs down to the major 3rd (B) at the 2nd fret, fifth string. Why not use the backing track to practise slow blues endings of your own!
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lIVE INTnﬂ suggestion is that you get to know the ‘shape’ of the solo, then break it up
into manageable sections before piecing it together as one cohesive whole.
[Bars 1-9] This is a stunning bit of playing from Clapton, obviously honed It's only the two speedy sections that you are likely to struggle with so learn
from many live shows. Its not that simple to play - cramming in all those these separately and 'bolt’ them into place.
speedy Mixolydian licks (G A B C D E F) will take some doing. My top
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PLAY: ROCK onmEco  acka-s

PLAYINGTIPS CDTRACKO

LIVE 0U'I'R0 tabbed it in case you want to do it in your own band. Count up to the end of
bar 55, stop, do your thing and finish with the Ab7#9 to G749 chords in the

[Free time] This doesn’t fit the studio version’s backing as the endings are main tab. If you are doing this live, you'll need eye contact with the rest of the

different (Jack and Ginger stop completely to let Eric let rip), However we've band to signal when to come in with those big finishing chords. Good luck!
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When you're jamming on stage, appearances don’t
matter. The music does. So remember, if it feels
good, it'll look good.

By the way — our employees don’t look bad
either. After all, we have more than 350 active
musicians working for us.
And they all put body and soul into everything
they do. www.thomann.de

the.mann

MUSIC IS OUR PASSION
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GLIGHE BUSTER

v

ONTHECD  TRACK10-12

Cliché Buster.

Stuckin the same old rut? Always sound like that bland old
boring you?Yeah we know:it happens to us too! But help is

A |

ABILITY RATING

X X X Easy/Moderate
KEY: Various T Creativity
TEMPO: Various | % Note choice
CD:TRACK10-12 | F Versatility

THERE CAN'T BE many guitarists on the
planel that haven'l, at one time or another,
felt that theijr playing was stick in a rut. We
know it’s true because, just like you, we've
picked up the trusty geetar only to find the
same tired old licks dribbling lacklustre off the
fretboard. A few minutes of this is enough to
make anyone pul the poor thing down and get
back to watching Eastenders.

Conversely, we all remember the firsl tine
we heard a Brian May, a Hendrix, a Robben
Ford or a Steve Lukather: the hairs on the

TECHNIQUE FOCUS
MUSCLE MEMORY

One of the things that keeps us playing the same
old licks is that it’s what our fingers know - their
muscle memory tells them where to go on the
fretboard without us even instructing them,
Sometimes we'll start a lickand our fingers finish it!
This is why it often feels hard to play new shapes,
or memorise a new fingering. Butit's no different
learning new shapes now than it was committing
those all-too-familiar fingerings to memory back
then. Simply apply a little daily practice to each
new shape or path through the strings and frets,
and these will soon become as familiar as the
minor pentatonic is today. And the more patterns
and fingerings you know, the less it will seem like
you're shackled to shapes in the first place.

back of the neck stood up and we were
immediately inspired. A few new licks later
and the playing’s moved on in leaps and
bounds. It's a great feeling, but can we
recreate that vibe ‘in the lab’ as it were?

Well, nothing can truly replicate the feeling
of discovering a great new musical influence,
but there certainly are ways to avoid those
tired old licks - the ones you hear in almost
everyone else Loo. I could be by learning

&£ Don't ditch your

| clichés altogether Some

musical genres depend
on them - rock and roll
without the Ghuck Berry
intro anyone? 9

something similar but a touch more exciting -
perhaps by the addition of a tweaked note or
two (you'd be amazed at what a difference this
can make); or simply finding fresh licks to
play in the nsuval old places.

The way we've approached this cliché
busting process is to give you the cliché first
(we should al)l know them too so as to either
avoid them completely or, as can also be the
case, use them when the cliché is the best
option for a given siluation), then offer up two
alternatives thal caplure the spiril of the
original with a fresher bwist. Though some
examples change significantly in content, jt
can take surprisingly little to breathe new life
into a phrase. Even changing the tone or

! pickup selection of the guitar perhaps; or

at hand as Richard Barrett shows you how to ditch the kitch!

combining styles in a way that hasn’t been
done before — try whacking a full-blown
country lick into a heavy rock song (change
the tone, of course!) and see how effective it
can be. In cases like blues and jazz you'll find
that straying too far from the known path
loses crucial elements of the genre - blues is
blues virtually because of iLs clichés.

Lastly, don’t ditch your clichés altogether.
As we have seen, some musical genres depend
on them - rock and roll without the Chuck
Berry intro anyone? Chchés are clichés
because they are good at conveying their
intent - be it a spoken phrase or a musical Jick
- so they do have their place. It’s just that we
don’t want to hear or play them all the time.

1 hope that al least some of the following
licks will help to take yon out of any doldrums
that may have becalmed your playing, and lift
it to new-found heights of expression.l

GET THE TONE

®

GAIN

ﬁé@‘)@

BASS MIDDLE TREBLE REVERE

In a general feature such as this, any guitar tone
will do. But too many effects or too much
distortion can mask what you're trying to learn.
Although naturally we want you to take these
licks and make them your own - and that means
bringing your personal touch and sound to
them, including your favourite guitars, amps and
so on - for the moment we'd suggest an average
kind of tone; one that doesn't impact too much
on things. Try the above settings and see how
you get on, then tweak to taste.
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TRAGK RECORD There’s a couple of great recent albums that showcase the use of non-cliché based playing. Just check out Robben Ford and
Michael Landaw’s stupendous cokaborative CD, Renegade Creation, which Is crammed with awesome playing; or try relative new-boy Phiiip
Sayce’s Interevolution, again it’s in the blues vein but showing just what can be achleved by ditching (most of?) the clichés...

ECWMAARDS ¢ GETTY IMAGE
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CLICHE BUSTER

3 Cliché Busters

Philip Sayce played with Jeff Healey and has a
brilliant solo album out called Innerevolution.
“I'm self-taught as a guitarist,” says Philip.
“Pause, play, pause, play - a billion times.

| must have killed 100VCRs and DVD players!

| got into Hendrix through Stevie Ray. Hendrix
created a language for the Instrument; and
anybody that came after him is speaking part
of his language. Jeff Healey taught me a lot: he
would say, Take your time - stop and smell the
roses when you're playing. [was 19and |
wanted to play everything at once. He said,
That's cool, but you can milk it, too.”

4 o
Michael Landaus \
10 clichés in this

player's workl "

Joe Bonamassa:
. turns cl on’
| their he :
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GLIGHE BUSTER S

PLAYINGTIPS CDTRACK 10

1 For our first cliché we visit the classic blues guitar heroes and this A minor- slides and rouches of staccato phrasing. The tone is on the clean side; with
based phrase will be a familiar idea. It features wide and quarter-tone bends, the pickup selector in the middle position.

Jie Je ks ~n A~
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E
2 By shifting to the bridge pickup, we've already moved away from ‘classic’ 1o the blues scale (which we're not knocking, as you will see by its inclusion
old-school blues. The staccato phrasing is still there, but the second bar in bar 3). As we say in the main text, you don’t always want to stray too far off
shows the emphasised use of the B and C, giving a more meladic alternative the path to sound instantly better...
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3 Throwing caution to the wind, you could try some of these intervallic slides, takes a twist into almost jazzy territory by descending through a fragment of
giving way to a bluesy, but not standard pentatonic phrase in bar two. Bar an A minor arpeggio. Ideas like this make players such as Robben Ford, Mike
three looks as though it’s about to become slightly more ‘standard’, but then Landau and Philip Sayce sound so cool.
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4 For this cliché& that comes courtesy of bands like The Eagles and Pink Floyd, if you want to take it somewhere a little more creative and possibly exciting,
we're in 8 minor, straddling the late '60s/early ‘70s period. Lovely as this lickis,  check outexamples 5 and é6...
A4 b I R MmN N - ~~ & o~ N LI R
e 1 d 1 [0 = I i_m ? . 1 r's
% e — —— =
LY,
B8 B 7 10—7 =0 7 t0—7 B 7 10—7 Bu 7 10—7 = 7 10—7 R}”
g o(11) (11} o (11} (11} o(11} g(11)—
A
E
Ad g I W~ N o It W~ X o = b
LV 2" W - R4 hd | o 4 i I 47
1 % : -r: 1] pu— | 1] i !
) 3 A———— | ]
E ? Bl 7 BU 7 Bl
8 7 10— 7—°— 7 10—7—2— 7 10—7 -
g o{11) 8{11) o (11}
A
E

36 GuitarTechniques August 2010


http://ebook-free-download.net/

CLICHE

CDTRACKS 10-11

5 For our souped-up versions we've switched off the phaser (even simple
things like this can make a huge difference) and lost the across-the-beat
repetitive phrasing. The erratic use of triplets and re-use of the first three

e e o d

notes in each bar (apart from the last one) give a suitably ‘epic’ feel. In fact,
we are heading towards Gary Moore territory and that’s great, but it may be
time to take another left turn.,.

-
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6 The phaser is on again and we're back to repeating a single motif, but with
a difference. Using alternate picking, this phrase might sit comfortably in a

Dream Theater song an would certainly make their ears prick up in a reqular
rock or blues solo. It's different, but certainly not clichéd!
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7 There had to be 'the’ tapping cliché! In the good old rock key of E minor,

this tapping lick embodies all that was great about this style of playing.

Relatively simple to execute and never failing to impress, it's easy to see how
the dark doorway of overkill and cliché beckoned...

80s/SHRED
8»_/) ...............................................................
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GLIGHE BUSTER

ONTHECD

TRACK10-12

PLAYINGTIPS CD TRACKS 11-12

7 ..CONTINUED
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pentatonic which follows is a good example of how a player like Eric Johnson
manages to use the scale we all know and love, both impressively and
without sounding like a mechanical ‘shredder’,

8 If tapping is what you know and love, but no-one wants you to do it, try
sneaking in a phrase like this. There is a naughty single tap in there, but you
could always pretend to be scratching your nose perhaps... The descending

3
]
T
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E 121617391715 12=— 15— 127>
8 15 15 15-12—15-12—
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D AT 21514 12—1412 &
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picking hand venturing anywherve near that forbidden-fretboard zone!
Ex-Thin Lizzy and Whitesnake guitarist John Sykes does a nice line in this

9 If you decide to abandon tapping altogether but want to retain its
excitement and fervour, try this idea. It features some of the wide intervals

and fast hammer-ons that make tapping so exciting to hear, without your type of phrase.
g
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10 Though sweep-picking is impressive and relatively new in the cliché phrase like this. They're probably jealous, but you could see those noses un-
department, there are people who will wrinkle their nose at an A minor wrinkle pretty fast when exposed to examples 11 and 12.
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stuffy about the regimented sequence of notes. Apart from bar 3, where the
oapportunity to throw in a diminished arpeggio was just 100 good to miss!

11 By framing a neo-classical chord sequence but avoiding simply stating
the arpeggios, we preserve the high-brow feel but become a little less
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CLICHE

12 Here’s another suggestion for those who want to demonstrate technical
prowess without sounding too ‘schooled’. As with Example 10, have a look at

our recommended picking approach, but feel free to vary it to suit yourself.
Do, however, bear in mind that this may compromise your speed.

mroGom

13 An ascending picking run like this one in Am has held a triumphant
position at the climax of many a rock solo since the dawn of the genre. While
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impressive, the repetitive and linear nature of a phrase like this can become a
bit Spinal Tap with time. Examples 14 and 15 offer possible escape routes.
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14 The key remains the same but we're more minor pentatonic than natural Repetition is now a thing of the past and the somewhat ethereal feel is
minor here, And we've eschewed alternate picking for this legato feel. ‘humanised’ by the final soulful bend, Practise this one slowly!
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15 If you recall the intervallic slides from Example 3, we've gone to town on it

this time. The object is to create an impressive yet melodic barrage of notes.

m>»oga@m

It also gives an opportunity to play from one and of the neck to the other. The
last part of the phrase is very non-linear and melodic.
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16 Now it’s your turn! We reckon this could be the oldest guitar cliché in
the book. See if you can take this Robert Johnson-style lick and twist it into

m»oo@m

something new and different. The trick will be to change it enough to make it
‘yours’ but maintain the unmistakable bluesiness evident in every note.
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PLAY: GYPSY JAZL

v

ONTHECD . TRACKS13-20

[jango Reinhardt

—
-

X

ABILITY RATING
@O O®® Moderate/Advanced

KEY: Various 4 Picking technique
TEMPO: Various | & Gypsyjazz vocabulary
CD:TRACKS 13-20 | B Projection and dynamics

DJANGO REINHARDT IS the complete
guitarist’s gnitarist. George Benson, Brian
May, Jeff Beck, Hank Marvin, Peter
Frampton, Les Paul, Yngwie Malmsteen,
Allan Holdsworth, Chet Atkins and millions
more guitarists worldwide, famous and not so |
famous, and from all ages and genres of music
have been captivaled by the self-taught gypsy
genius who knew nothing of music theory and |
could barely read and write. What's more, he
only had two functioning fingers on his
fretting hand!

Twas around 14 years of age and was being
told off by my dad vet again. “Turn that racket
down, and anyway; that music’s terrible. You
should listen 1o this guitarist. He’s by far the
best around!” Certain that a recommendation
from my dad was bound to be rubbish and
that my pointy-headstocked wielding,
spandex-wearing, uber-shredding hero could
not possibly be topped (it was the ‘80s, after
all), T begrudgingly checked him out, mainly
so that I could point out how unbelievably
misguided and out of touch the old man was.
Such is the impetuousness of youth.

How wrong could I be! Django’s playing

had it all: technical dexterity beyond anything |

I'd ever heard before (or since for that
matter), filled with sense of joy and
playfulness. There was the feeling of no
restrichons whatsoever, with such a complete
expressive and dynamic delivery, and all
executed with total ease. I literally couldn’t
believe that the guitar could sound that
beautiful, and when I then learnt that he was

executing all of this with mostly two fretting
fingers, 1 became a fan for life. So where did
this musical genins come from?

Django was born inin (910 in Liberchies,
Belgium, into a family of Manouche gypsies.
Prodigiously talented, by age 13 he was
performing with the street entertainers of
Paris but in 1928 he survived a fire that left
him with a severely disfigured left hand. He
only had full use of the first and second
fingers, but with great determination he
evolved a complelely new method for
fingering, using two fingers for single noles
and making limited use of the crippled third
and fourth fingers for playing certain chords.

£ £ Django stretched the
guitar imagination to its
limit. He was the fastest, the
most creative, he had great
rhythm, and he was a good
composer t00 ¥9 ceorge Benson

Inspired by the radical new art form of
jazz, and the trumpet style of Louis Armslrong
in particular, Django was performing again
and in 1934 he formed the Quintette du Hot
Club de France with Stephane Grappelli. This
was the first all-string jazz group, an unusual
line-up of two rhythm guitacs, violin, double
bass and with Django on acoustic lead.

Tn 1946 he visited Ainerica as the guest of
Duke Ellington, and on his return he switched
to electric guitar and began incorporating the
influence of the new radical sound of ‘be-bop’
into his playing and compositions.

Django suffered a {atal siroke in 1953 after
au afternoon fishing. Each year in June
thousands of music fans visit the Jazz
Manouche festival in Samaois to celebrate the

! legacy of this gypsy jazz inaesteo.

This year marks the centenary celebration of the life and work of the Belgium
born gypsy guitarist Jean Reinhardt, better known the world over simply as
Django. John Wheatcroft takes an in-depth look at his unique style. . .

P've presented 25 short music examples
for you this month that work in a variety of
harmonic settings, followed by a longer 12-bar
cohesive study against a typical minor blues
progression in G minor. This is literally the tip
of Lhe iceberg, as T could easily present
another 25 completely new ideas each month
that are worthy of study for the next ten years
orso. The aim is encourage you to do some
research of your own, as this is where the real
learning will begin to occur, but for now grab
your acoustic and dive (n,

There's no need for you to play each
example using Reinhardt's fingerings,
although I'm personally always curious to
know how he managed it. In a performance
situation anything goes, so U'd advise in this
case that you do the same. [ hope you enjoy
working through these examples as much as 1
enjoyed putting this article together. So untl
next time, 4 bientdt et bon chance!l

GETTHETONE

® ® ® 60

BASS MIDDLE TREBLE REVERE

hove settings are for an acoustic amp.

go's instrument was a Selmer guitar based
on a design by Maccaferri. These guitars are
rare and cost a fortune, but there are loads of
affordable replicas available; from bespoke
hand-built jobs from the likes of Dupont and
Rob Aylward (what you hear on the CD}, to
great off-the-peg brands such as Gitane and
Manouche. Strings are light for an acoustic
{.010 or .011), but these guitars have an
extra-long scale length and the action needs to
be set high to get projection and clarity. If you
do get hold of one you might need to allow
time to get used to the European tenth fret dot
marker, rather than the usual ninth.

by TRAGK RECORD My personal favourites are the three JSP box sets chronologlcally covering his career from the eardlest Quintette 78s to

his later electric gultar sessions. Django was remarkably conslstent, and I'd happity endorse anything that has got his name on it, but if

: pushed to pick just one CD that showcases his finest playing I'd choose (at least today at least) Jazz In Parls — Swing 48 (SSC 2002).
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DJANGO REINHARDT

= A\ Django: note the

; - Dl withered but not

i = \ e entirely unusable
s i 3rd and 4th fingers

N

TECHNIQUE FOCUS
DJANGO'S PICKING

A huge amount of Django's tone, drive and musical
personality came from his incredible picking
technigue. The technigue comes from a
completely’broken-wrist'motion and its
accommodating floating posture, rather like a
controlled version of the move you'd use to shake
your hands dry, and it's hugely weighted in favour =

of the downstroke. The general rule isto start each vyl
new string with a down, even when descending

through a scale orarpeggio. You'll notice that most

of Django’s really fast phrases are generally

ascending, although he had his moments going

the other way too! To assist the production of

volume for what is essentially a completely

acoustic style of playing, you're after the plectrum
equivalent of the classical guitar rest-stroke,

although here the destination string that our pick

comes to rest is nearest the floor. The type of pick

you use makes a massive difference too. Generally

they're huge (S5mm is not uncommon) and made

out of genuine tortoiseshell, today a pretty non-PC

material to be seen with. Thankfully Michel Wegen
produces by far the best and most popular

man-made alternatives (www.wegenpicks.com).

&
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[Lick 1] Let’s kick our Django study off with a bouncy idea than outlines the
move from chard V7 (G7) to chord | (), although you'll notice that in this case

ONTHECD

&= TRACKS13-20

{and many others) Django targets not the usual 3rd and 7th degrees (B and F

mroO®M

respectively) but the 3rd and 6th (E). This line, like all of the examples presented
today, should be played with a 'swung eighth’ feel.
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[Lick 2] Two omnipresent thernes within Django’s soloing are the targeting of a single-note form - Django would often preface an arpeggio with a chromatic
the 6th degree (here we're looking at this against a minor triad to create Rb3 5 note from below, giving it much more sophistication. We can clearly see both of
6 = mb), and the chromatic decoration of basic triad and seventh chords butin these concepts employed in this neat Il V | idea in the key of A.
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[Lick 3] Django’s lines had great rhythm, and he had fantastic timing. In this
phrase, usually played in a break (when the rhythm section stops playing
and the soloist is left to his own devices 1o keep time), he superimposes a

meroO@@M

[Lick 4] Here's a Django intro that leads to the key of D. He uses a mixture of
chords tones, whole tone scale and chromaticism in one lick. Augmented ideas
tackled with whole steps moving diagonally are another idea that you'll see

chromatically ascending arpeggio Idea phrased in 6 against 4. You'll find this
fingering for major arpeggios used a lot in Django’s soloing, as this is one of the
easiest shapes to play convincingly with just two alternating fretting fingers.
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frequently in both Django’s soloing and his unaccompanied style, no doubt
influenced by a combination of their musical effectiveness and their fingering
logic when using just the first and second fingers.
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[Lick 5] We begin with a closely positioned semitone neighbour-tone facilitate the wide stretches Django would retract the first finger and turn his
decorated C6 arpeggio (CE G A), moving onto a widely spaced Cdim?7 (C Eb wrist to an angle counter-clockwise, so these kinds of stretches presented no
Gb Bbb), and ending with a touch of blues by targeting the minor 3rd (Eb). To problem to him. Mere mortals might like to use the third finger instead.
C Cdim C C6/9
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[Lick 8] Athough famous for his ability to play in all keys it was not uncommon
for Django to change the key of a piece to allow him access to a greater range
of open strings and all the natural harmonics available in keys that the guitar

mroOEoEm

works in best. This idea sets up another rhythmically displaced phrase, here
3 against 4, and in reality he'd keep this going for as long as an entire chorus,
making amendments 1o the note content to maintain a sense of surprise,

c chs Go
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[Lick 7] Move over Yngwie Malmsteen, here’s a five-string major triadic sweep
lick that dates back to the early ‘30s. Once again, this is perfectly playable with
just two fingers, you just need to jump about a little bit more but this adds to

m»O0@®M

the jaunty nature of the line. The phrase begins with a device bebop musicians
refer to as enclosure, boxing in the root of our G major triad with the semitone

below (G#), and the scale tone above (A).

G
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[Lick 8] This phrase spells out the chords of Dmé (D F A B), moving towards
Am. As you're no doubt beginning to spot, Django really liked to use chromatic
notes to connect strong chord tones together, so in this case we're joining the

meropEm

5th and 6th of D-(A to B) with the semitone found nestling in-between. This lick
showcases the first instance of the semitone bend, anather Reinhardt staple

move and instantly recognisable as him.
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[Lick 9] Django has a knack of making the simplest musical ingredients sound
great. In this case it’s the humble C major scale (CD E F G A B C), although things
get spiced up harmonically speaking with a shift towards Db9 (Db F Ab Cb

mrogwm

Eb) resolving to C. Theoretically astute readers will recognise this as a ‘tritone
substitution’, and if ever there was the perfect lick to be executed with just two

fingers then this is surely it!
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[Lick 10] Never mind two fingers, how about no fingers! Django used this
idea to begin one of his most famous improvisations, showing how if you're
resourceful and open to any idea musically you really can make such a little go

mrowm

[~}
©

a really long way. Follow the picking indications in the score and you should be

goodto go.
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[Lick 11] This lick uses the same geometric shape moved horizontally to spell
out the underlying chord changes. Pick each four-note group with three
consecutive downstokes and one upstroke. If you were wondering just how
Django might finger such an idea, you may be surprised to learn that he did

A7

actually use all four fretting fingers on occasion, and especially for chord
playing. He was just unable to move the third and fourth digits independently
and without shifting his entire hand which, as you can imagine, usually proved
to be too fiddly for single-note work.
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[Lick 12] As we've seen, a huge amount of Django’s soloing vocabulary comes
from the notes contained within the actual chords themselves, and this idea
is no exception. Chord/arpeggio plurality is a frequently exploited Reinhardt
device. So for example, E minor (E G B) positioned against a G root gives

us many of the intervals found within G6 (6 R 3), so therefore both can be
perceived as one and the same. In this line we also see the use of D dominant
pentatonic against D7 (R 2 3 5 b?). | prefer 1o see this as a condensed version of
a G9 arpeqgio (R 3 5 b7 9), but with all the notes found within each octave.
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[Lick 13] You see quite a lot of 6/9 chords in Reinhardt’s style, both as an
accompaniment device and as a means of adding intensity to his improvised
solos. Whilst Wes Montgomety is considered by many to be the king of the

FiB/9 G6/9 Gf6/9 A6/ Bb8/9 B&/9 cé6/9

octave in jazz - and Hendrix in blues and rock - as with so many techniques
Django got there first and made them a big part of his soloing vocabulary.
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[Lick 14] The fifth mode of the Harmonic minor scale, the Phrygian Dominant
(R b2 3 4 b6 b7) produces a sophisticated and highly exotic sound against a
dominant 7th chord. You'll hear it in flamenco, eastern European folk music, and

aven Baroque-era classical composition, all big influences on Django. The use of
this tonality gives much of Reinhardt’s soloing style a distinctly non-American
jazz flavour.
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[Lick 15] This unaccompanied intro phrase neatly implies the harmony of D7,
G13{b9) and G13, using a combination of pentatonic and arpeggio forms. These
wider stretches encourage Django to accentuate the staccato nature of his

m»oH@m

bouncing phrasing. Once again, he'd use his dormant fourth finger to fret the
high E note within our final G13th voicing.
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[Lick 16] Our next example showcases Reinhardt’s mastery of manipulating
artificial harmonics, sometimes over a complete chorus or greater. The trick
is to hold the pick between thumb and second finger, using the first finger to

m>»OoGDMmM

point at the harmonic ‘node’ point exactly 12 frets higher than the note you're
fretting with your other hand. This is a tricky, but highly effective technical
approach to get under your fingers.
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[Lick 17] | could easily have filled this entire article with just Django’s fascinating
chord-based ideas, but for now this one will just have to whet your appetite.
This rapid fire bass line and chord fragment combination was inspired by the

sound of a train hurtling by at top speed, so aim for accuracy and work with the
metronome daily to get things up to pace.

my»o@DPm

[Lick 18] This idea is based around the concept of fretting the same note in two
different locations on the guitar, sliding into the lower note and adding further
interest by rhythmically displacing the shift in groups of three against two/four.
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He'd often move this kind of thing up in seritones, targeting a strong chord
tone to come off at an appropriate place.
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[Lick 19] Reinhardt was one of the first guitar players to fully exploit the
potential of bending strings, along with his expert control over vibrato. These
techniques were no doubt an influence he carried over from playing the violin,

helped by thefact that Django favoured extremely light strings but with a really
high action (see GET THE TONE).

m»oomm
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[Lick 20] The important factor when using such open-ended chromatic playing always had a super-strong sense of intent at all times. One never gets

vocabulary as you see here is having a clear destination point in mind, so that the impression that he doesn’t know where he is heading with any particular
the exit sounds bold and confident and is approached with conviction. Django’s  musical idea.
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[Lick 21] Here we see a typical arpeggio based idea against F7, morphing into a kind of stuff in Django’s late '40s playing, especially when he’s using a magnetic
bluesy phrase against our destination | chord of C. We're exploiting the minor pickup into a small valve amp.
3rd against major here, a typical blues move, and you see a whole bunch of this
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[Lick 22] Even though Django was completely self-taught, he'd often display

straightforward to play, the implied harmony comes from D whole-tone for
a thoroughly developed sense of harmonic sophistication within his lines.

the D7 (R 2 3 44 #5 b7), G Lydian b7 for G7 (R 2 3 #4 5 6 b7), and then the same

Whilst this example, against the 8 section from ‘rhythm changes’, is fairly choices down a tone for C7 to F7.
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[Lick 23] And here’s a technically more challenging idea over the same chords.

(D F# A Cand Eb) and C7 (C E G Bb Db). Once again, we can sense a strong trace
This time we're utilising a chromatically decorated G7(b9) arpeggio for both D7

of flamenco in Reinhardt’s choice of notes and rhythmic phrasing.
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[Lick 24] Our penultimate phrase takes the chromatic connection concept a
stage further, with an initial idea that connects up a selection of tone gaps
consistent with E13-E9. Once again these three-note couplets are rhythmically
displaced against our underlying eighth-note quaver pulse, We end this phrase

with another example of the enclosure concept, that is to go a semitone lower
and then the scale tone higher than each chord tone that we have in sight. You
can create numerous variations on these ideas by mixing up the order, although
it usually sounds strongest if you exit on the chord-tone itself.
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[Lick 25] Okay, so | couldn’t resist shoehorning another chordal idea in, but this
one's 50 cool I'm certain you won't mind. Here we're connecting up a series of

associated voicings in D major with an associated first string melody note. Once
again, Django would approach these with all four fingers, which in itself is quite

an amazing feat considering the extent of the damage to his paralysed third
and fourth fingers. But the music came first and necessity being the mother

of invention, this is but one of the many solutions Reinhardt came up with to
satisfy his desire for piano-like harmony from the guitar.
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COMPLETE SOLO: Minor Blues We conclude our look at Django’s unique
soloing style with a cohesive solo study based around a typical minor blues
12-bar sequence in the key of G minor. The basic chords are Im (Gm), IVm (Cm),
and V7 (D7), although Reinhardt demonstrates his harmonic awareness by

superimposing some effective substitution in the appropriate locations, such as
G7 as a precursor to Cm (the secondary dominant principle), and Ab7 in place of
D7 (tritone substitution). | hope you've enjoyed this look into the style of one of

the true giants of guitar.
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1" LEARNING ZON

LEARN
AND PLAY‘ |

\ Al song and lc'-ﬁun /
b ' tracks can be hea
on the (_D

THIS ISSUE WE kick off a new three-
part video tutorial with Carl Verheyen
(pages 68-70), one of America’s
premium gditar multi-stylists. This was
filmed at the Guitar Institute in London
when he visited there recently. Not only
is Verheyen outstanding in rock and
blues playing but other styles like jazz,
country and fingerstyle too.

These broad and deep skills make
him a respected musician and a busy
session player. He's not just an
outstanding sight-reading stylistic
technician though; he has a well-
honed playing style that is unlike
most other guitarists. Listen to his
soloing and it’s likely you will hear
tasty bends alongside fretboard
jumps and big interval-
orientated runs. So check
out the first instalment
and sce if your playing
can be transformed with
some Verheyen magic!

Elsewhere among
the tutorials we have
the usual breadth
from rock to classical |
and jazz to blues.

What constitutes
good blues guitar
playiug is open
to debate, but
although not a big

name, few will deny the power and fire
of Jimmy King. Not heard of him? Well
turp to page 52 and get acquainted with
this storming blues soloist.

Tollowing reader requests, we're
pleased to present a column on the UK
rockers, Muse. Looking back over the
’90s, it can be quite difficult to spot new
mainstream guitar heroes.

For many, players like Rage Against
The Machine’s Tom Morello
and Muses’s Matt Bellamy
are the ncwicans. Sure, they
may not be soloing monsters
(but peither were The Edge
or Johnny Marr in the '80s)
but their craft with riffs and
guitar tones has influenced
countless young(er)
guitarists.
So turn to page
56 to see how
Bellamy’s style can
influence your
own!
See you next
mouth...

LESSONS

ON THE CD: TRACKS 21-26

30-MINUTE LICKBAG . .50
BIMM'’s Scott McGill has lleS for you in six
different flavours. Take your pick...

ON THE CD: TRACKS 27-31

BLUES ... .. ... .52
John Wheatcroft dlscovers lhe bluea style of
Little Jimmy King..,

ON THE CD: TRACKS 32-34

ROCK .. . .. 56
Martin Cooper Iooks al lhe dlstmcuve art
rock’ guitar of Muse...

ON THE CD: TRACKS 35-42

FUSION .. . . . . 60
Gianluca Corona onone of the unsung heroes
of jazz-rock - Steve Khan...

ON THE CD: TRACKS 43-47
CREATIVEROCK.... S 7. |
Shaun Baxter conhnues Ius harmomc minor
series with a lesson on improvisation...

ON THE CD: TRACKS 48-51

CLASSICAL .. .. .72
Bridget Mermikides brings you Studv In L
Minor by the one and only Francisco Tarrega...

ON THE CD: TRACKS 52-61

JAZZ ... . 1o 76
Pete Callard Leeps lhmgs nice and smlple with
a minor blues progression...

ON THE CD: TRACK 62
ACOUSTIC. . i .82

Stuart Ryan's lalest lesson will have you
flatpicking in no time at all!

VIDEO! '

Carl Verheyen imparts ¢
some of his secretsin | 4

I
this great on-camera / ‘g&.
lesson, part 1 of 3. / =

_..__\\_‘_ Page6g8
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LESSON: 30-MINUTE LICKBAG [N}

gl L

J0-Minute Lickbag

BIMM Brighton's maestro of all things guitar
and music related, Scott McGill has six more
juicy nuggets for you to enjoy...

EASY LICKS EXAMPLE 1: MIKE CAMPBELL BLUES LICK CDTRACK 21
Here’s a solid introduction to Campbell’s classic work with Tom Petty: this works well against the chord progression. Use your pick to dig into the strings
basic but catchy line is based on the B blues scale (B, D, E, F, F#, A, B) and it for extra snap and dial in a smooth vintage overdrive for the best result.
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EASY LICKS EXAMPLE 2: PANTERA RHYTHM RIFF CDTRACK 22

This one is for Dimebag! Tune the sixth string down to D and go for it. Palm fingers for each chord will help to strengthen all of your digits. Total solid-state
muting will give the designated D chords more punch and using separate amp saturation and a bridge position humbucker will make Darrell smile!
J=10 D5 Gf5 A5 DS F5 G5 D5 Fs 05 BS G5 OS5
A #
] Y JI'A :
> p— . - ’-;‘E ) ¥ - — ‘@
'y =] 1 2= =] — =] - =
N y 213 3 333
- # ! 2 3 h/‘\—b - o - - 31_.
PM- - - - - -
E
B
G
D A
A o =) I u ) - A\ < — o U ! aa ! ) I 1w o
D [y 8 =7 [ig 3% =5 0 3 O o o 9 10 O
Drop D tuning
6fs A5 D5 F5 F DS B85 s abs  Ds £5 €5 Eb5 DS
AR
LV S e
Ll 18 t 1 1
— 1 _e% g -x,_:_ e —1 I
J g gﬁﬁ . 4 [ s 4 AL b, ”‘,’5 bet o th g Lbj’—‘;
o t - ’ s - o o — ~— O
PM= - -
€
B
g — — — —
A & 7 3 4 (14 9 & & 0 (Y 3 > ) 0
D 6 =7 a 3 4 1) [} & & o 0—3 =2 1= —0
INTERMEDIATE LICKS EXAMPLE 3: BONNIE RAITT SLIDE LICK CDTRACK 23
This example was inspired by Raitt’s slide work on her hits during the 19805 mute behind the slide with your first finger. A warm vintage valve overdrive
and '90s. Like Bonnie, wear the slide on the fretting hand’s second finger and with plenty of highs can make this line sing.
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ONTHECD : TRACKS 21-26

R I ANETT T LEARNING ZONE

INTERMEDIATE LICKS EXAMPLE 4: STEVIE RAY VAUGHAN RIFF AND LEAD

Try this early SRV style rhythm. | didn't tune down a semi-tone like Stevie but
played itin Ab for the extra challenge. Use a heavy picking hand attack and

aim to keep it as clean as possible, switching from the lower to higher strings
quickly. Vintage Fender‘in-between’ tone grind is what you need here.
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ADVANCED LICKS EXAMPLE 5: STEVE HOWE CLASSICAL FINGERPICKING CDTRACK 25

Warm up your nylon string for this prog master’s Yes era classical guitar style. bar 2, keeping them clean and clear. Make sure the bass notes ring out for their

Pay careful attention to the slurs in the third beat in bar 1 and the first beat of

full value and work your way up slowly to the

€b 07 2 Gm

74bpm tempo.
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ADVANCED LICKS EXAMPLE 6: ROBERT FRIPP STYLE LINES CDTRACK 26

These moves are straight out of ‘70s Crimson vocabulary and are fantastic for
developing your crosspicking pick technique. it's all tritones and octaves so

speed up slowly with a slightly looser wrist to
the strings. Your goal is 125 bpm and beyond!

get the pick smoothly crossing
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LESSON: BLUES

BROUGHT =
TOYOU BY u -
Cuiter & Bass Scleool

ONTHECD : TRACKS 27-31

Little Jimmy King

- Imagineaplayer combining the best of Hendrix
=y 1 and AlbertKing, and who came endorsed by SRV,
John Wheatcroft presents Little Jimmy King. ..

Little Jimmy
King with Albert
and Hendrix-like
Gibson Flying V

ABILITY RATING
000! Moderate
| INFO WILL IMPROVE YOUR ‘
KEY: E/Dm % Bending contro!

TEMPO:138/104
CD: TRACKS 27-31

T Pentatonic vocabulary
¥ Performance conviction

ONE OF THE MOST rewarding things about
writing these articles is the opportunity to
preseitt to you players who may not be big

household names, but are a joy to
listen Lo and completely worthy
of studying in detail. Such is the
case with Little Jimmy King.

Jimmy started his playing
career in Memphis in the mid
‘80s underhis real name of
Manuel Gales. Along with his
fellow left-handed and upside-
down guitar playing brothers,
Eugene and (Mark Varney-
endorsed) blues prodigy Eric
{whom we looked at way back in
GT151), all three made waves as
soon as they started performing
around town. The fire and
obvious flair of Manuel's playing
earned him the nickname of
‘Little Jimmy’, in honour of the
great Jimi Hendrix.

In the late "80s ‘Jimmy’ got
the call to go out on the road as a
meinber of Albert King's touring
band. King was so impressed
with young Gales’ playing that
he exclaimed that he'd found his
rightful heir, and considered
him to be his adopted grandson.
Stevie Ray Vaughan was a big
fan loo, urging him to “play on,
brother, you’ve got it. Don't stop
playing for nobody”. Manuel's
stage name now complete,
‘Little Jimmy King’ looked set
for a big future.

Jimmy released several
albums as a leader, recording
with SRV’s Double Trouble rhythm section of
Tommy Shannon and Chris Layton, with his
band The King James Review, and also with
his brothers under the name Lefl Hand Brand
(see Track Record), Tragically however,
Jimmy’s career was cul short way before he
could reach anywhere near his full potential
when he suffered a fatal heart attack in 2002.
He was just 34 years old.

Jimmy sounds exactly how you'd imagine,
combining the expressive and emotive touch
of Albert King with the steroid-enhanced

intensity and reckless abandon of Jimi
Hendrix in full flight. Add to this his totally
authentic singing voice, great tunes and a
wonderful band and you'll gel the picture.
Jimmy was unashamedly blues with a touch
of classic rock thrown into the mix, so whilsl
arguably he’s not the most original guitarist
of all time, he truly sounds marvellous. He's
completely authentic and totally believable.
and if you like the ingredients then you're
bound to love his playing, simple as thal.
There are two complete 12-bar solo studies
for you this month, one major and one minor,
although a huge amount of the vocabulary
contained within is transferable to both
situations. Both of these solos are perfectly
playable with the guitar strung either way,
both conventionally and flipped round and

SLi3a0E 1323

upside-down, but they do feel rather different =

to execute. I personally learnt them both ways
round to get a further insight into the thought
process that would inspire his choice of notes
and specific phrasing ideas. If you get chance
lo spend an hour on an upside-down guitar
(much easier for leflies like myself) then this
will explain a lot about why guys like Albertl,
and consequently Jimmny, Eric and Eugene,
and don’t forget Otis Rush too, played the way
they played. 1 know Stevie Ray Vaughan had a
guitar strung up left-handed at home for this
VErY purpose.

&£ | just get a certain kind
of feeling, when the chills
run down my back, and it
makes me want to keep

jamming more and more ¥ %
Jimmy King

GETTHETONE

® 6 6 6 @

GAIN BASS MIDDLE TREBLE REVERE

A big indication of the huge influence created by
both Jimiand Albert is shown clearly in King's
choice of guitars. So, we're looking at Fender
Strats, both left and right-hand models but
always strung upside-down, and Gibson Flying
Ws, again strung with the treble strings at the top.
Amplification jumped about a fair bit, but suffice
to say any decent quality thing that takes a while
to warm up should do the trick. Jimmy's tone
could get quite gainy at times, Think Hendrix
once again, so throw in a good fuzz pedal ( like
both the Analogman Sunface and the Z-Vex Fuzz
factory) and you should be in business.
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TRACK RECORD You can'’t go wrong with Live At Monterey (Bullseye 2002). Soldier 0f The Blues (Bullsaya 1997) is a great way to axperience
tha studio side of Jimnty, whilst for sheer blues overload we’d recommend the album Jimmy recorded under his real name, Manuel Gales, with
brothers Eugene and Eric as The Bales Bros, Left Hand Brand (Housa Of Bluas 1998). Thera are seme graat live clips on YouTube too.
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LITTLE JIMMY KING STYLE [RAREZ.00TRAIL S

EXAMPLE 150L0 1 CDTRACK 28

[Bars 0-4] The theme for this mid-tempo shuffle is minor pentatonic phrasing (R
b3 4 5 b7) with extra decoration in bar 2 from the major 2nd (F¥) and 6th (CH).
[Bars 5-8] Again here we see the appearance of the major 6th of E (C#), although
in this case the function could now be viewed as the major 3rd of our underlying
A7 (A CH# E G). We're moving back to more conventional minor pentatonic
territory in bars 6-7, although we target the harmonically appropriate major 3rd

(G#) at the end of the phrase in bar 7.

[Bars 9-12] We're sticking in pentatoni

c-world for our final volley of phrases. The

trick to making these ideas really effective is to be clear with the rhythm. | think
the word that defines this best is ‘intent’. You're rarely left in any doubt when you

listen to Jimmy of where his thought p

rocess is taking him at any time, so 25 3

result his playing sounds bold, confident, logical and musically complete. Once
again we see a feature being made of one of the fundamental chord tones, the

major 3rd (GH), twice in bar 12 alone.
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EXAMPLE 250L0 2 CDTRACK 30

[Bars 0-4] For this D minor blues things take on a decidedly funky edge,
something of which mentor Albert would no doubt approve. Again, we're
drawing the vast amount of our vocabulary from the minor pentatonic scale {in

Dm:D F G A C}, and the interest is created with all the subtle {and not so subtle)
bending, sliding and hammiering. The large intervallic leap in bar 3 is pure Albert.

n bar 4 we see a little melodic decorati

on courtesy of the major 2nd (E).
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LESSON: BLUES

EXAMPLE 2 SOLO 2..CON CDTRACK 30
[Bars 5-8] Things get a bit more scale-orientated within bars 5-6, not so much blues scale (D F G Ab A C), creating a lovely sense of tension and release when the
from a note content but from the actual direction of the lines themselves. You line resolves in bar 12, That said, the notes that you select, even within the basic
can hear very similar ideas in the playing of Carlos Santana, another of King's minor pentatonic framewaork, can make a dramatic difference to the effectiveness
big influences. For the big bend in bar 7 make sure that It’s the forearm, not the of your phrasing. Try using the minor pentatonic over either a straighforward
fingers, that is doing the majority of the work. Remember that with the strings major of minor blues, but aim to target the root, the 4th or the 5th of the scale at
reversed King pulled down, whilst we'll be pushing up. the appropriate point when their associated chords occur. You wouldn't want to
[Bars 9-12] King phrases straight over the changes for our final four bars do this all the time because it would get predictable, but now and again this can
predominantly with the D minor pentatonic/add 2 (R 2 3 4 5 b7) and the related really help to shape your pentatonic soloing.
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LESSON: RoCK RS

s §

ONTHECD '.‘ TRACKS 32-34

Muse

f-<
b €

ABILITY RATING

000 Moderate

INFO WILL IMPROVE YOUR
KEY: B minor ¥ Timing
TEMPO: 90bpm | Theory knowledge
CD:TRACKS 32-34 | Lead and rhythm playing

This month our resident rock expert Martin
Cooper checks out the classical-meets-prog
style of 21st century heroes Muse. ..

ALONGSIDE THE LIKES
of Rush, ZZ Top and Us,
Muse are one of those
bands who have only ever
had their original
members involved. And
whilst casual listeners may
not necessarily be able to
instandy recall the names
of all three members, if
you were to replace any
one of front man and
guitar/keyboard player
Malt Bellamy, bass player
Chris Wolstenholme and
drummer Dominic
Howard, you'd
immediately lose a great
deal of the band’s
dynamic. Indeed these
three chaps have been
together since forming
whilst al college in 1994,
and they have released five
studio albuins, including
Absolution, Black Holes
and Revelations And The
Resistance, which all
reached Number 1 on the
UK chart. They also had
the honour of being the
ficst band to play two
nights at the new
Wembley Stadium.

Matt Bellamy is one of
those people who just
seerns to exude musical
genius -~ heisan
accomplished piano
plaver, has a wide vocal
range and has frequently
been cited as being a new lype of guitar hero
for the 215t century. His playing, and the
band’s sound is an eclectic mix that fuses
classical themes with dlassic rock and
elecironica. Bellamy is equally at home playing
Chopin style piano lines as he is playing Van
Halen influenced guitar parts. In true Hendrix
style, Bellamy uses any weird and wonderful

Matt Bellamy
with one of his
Manson guitars

effect or way of playing that he can think of to
enhance his music. He uses many different
guitars, amps and effects to squeeze
otherworldly sounds from his fingers, and onto
hisband’s albums.

One of the things that Matt Bellamy does
successfullyis ko use the harmonicninor scale
in his writing without sounding ‘neo-classical’.
Check out Plug In Baby from the album Origin
Of Symmetry, or Unintended from Showbiz for
examples of this. Whilst Bellamy is undoubtedly
a virtuoso musician, his playing always serves
the song, rather than the other way round,
which may aceount partly for why the band has
been so popularin the past few years.

I've used the B harmonic minor scale (B C#
D EF# G A#%) for part of the harmony in the
tune this month, and deliberately followed the
chord structure for any lead lines. See the
playing tips for more information on this.
There is a ot of dynamiclight and shade in
many Muse songs (think along the tines of
Nirvana's quiet, loud, quiet template), and the
track here begius with gentle arpeggjos, before
amelodic lead line follows the chord changes,
and then the ‘chorus’ section big rock guitar
part arrives. There’s more of a classical type
theme after this seclion, before going out the
way we starled with the arpeggio lines. 1
double tracked the ‘rock’ part of the track, and
panned the two guitars hard left and right
when [ mixed the track, to help add to the
cinematic sound of this secion. Many thanks
to Mark Prentice for playing bass this month. i

£ € Matt Bellamy is equally
at home playing Chopin
style piano lines as he is
playing Van Halen influenced
guitar parts 79

GETTHETONE

@00 0@

GAIN BASS MIDDLE TREELE REVERE

Matt Bellamy often uses custom built Manson
guitars, some of which have fuzz pedals and
phase pedals built in to them, so he can use
effects anywhere on the stage, rather than
having to use pedals on the floor. He also uses a
lot of gain on his overdriven parts and often
uses Diezel and Dickinson amplifiers. He also
tech Whammy pedal. | used a Fender
aster guitar with a Rockbox Boiling Point
r overdrive sounds, plugged into

Digidesign’s Eleven amp plug-in setto a
Marshall sound, with tremolo on the clean part.

N x(\-f TRACK REGORD 2003's Absolution was the band’s first Number 1 album and features classic songs such as Time Is Running Dut and
%i A, Stockholm Syndrome. Black Holes And Revelations from 2006 has Starlight, the electronica influenced Super Massive Black Hole and the classic

S
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EXAMPLE MUSESTYLE CDTRACK33

[Bars 1-8] The chords in the first 8 bars (and again at the end) move
through different harmonies, but the low note is moving down in
semitones B-A#-A-G#. The Bm/A# chord is where we get the harmonic
minor sound. Let all of these notes ring into each other throughout. |
used the middle position (both pickups on) on my Telecaster for the
clean part and the bridge pickup for the overdriven section. There’s a fair
amount of gain, but still a lot of definition to the notes.

Cr»>QoOmDm

CrUOwm

Ur>»opOMm

[Bars 9-16] The melody line in bars 9-16 targets chord tones, an
approach used in many styles of music, but is very indicative of Baroque
era classical composition. For example the first note over the Bm chord is
B, then we target C# then A#f over the next chord and so on.

[Bars 17-24] The overdriven chords here bring more of a classic rock vibe
to proceedings, thus fusing classical ideas with rock in the same song,
which is a trait of many Muse songs.
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EXAMPLE MUSE STYLE ..CONTINUED CDTRACK 23
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Amabogany body is
complementsd by a
genuine, flat maple top
with a flamed curly
maple veneer and
natural maple binding.

With a jumbo solid
rosewood back and
solid spruce lop Satin
Deep Violin Stain
finigh and System

| 600T MKIl electronics.

With a Hot Rod Red
'57 Stratecaster ash
body and vintage
tinted '62 C-shaped
maple neck with
rosewood fingerboard.

1,432 o

This stunning quitar is
an exact replica of the
instrument played by
Elvis on stage during
his Las Vegas years.

¢2A9° 2

Distortion Compression Tremolo

Belcat stompboxes offer advanced effects with big personalily at a highly affordable
price. The die-cast metal pedals were recently praised In Guitar & Bass
magazine — “next to a row of boutique boxes...they wouldn't look
out of place...even better, they wouldn't sound out of place.”

Line 6 Spider Valve 212 MKIl

40-walt guitar combo Al the features of the
2 amp from boutique- original head, ail valve,
3l amp designer 15 watt, swilchable
Reinhold Bogner and Sown to 7, our unique
amp-modeling two stage pre-amp
upstaets Line 6. which uses just three

controls.
£a639

A versetile 22-walt guitar
head that fits in the palm of
your hand. Jusl plug it into
any 4-, 8 or 16" speaker,

The clean rhythm channel is
capable of great sparkly twang
and spank tones with harmanic
chime - with increased gain
and/or higher output guitar
pickups these tones break up
sweetly into rhythm crunch and
dirty blues sounds.

A smooth 21-segment
LED meter with a High-
Brightness mode, the
TU-3 culs through the

brightest lighting and you'll get a big, sweet

conditions. musical sound.
ELECTRIC ELECTRIC GUITAR EFFECTS
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Yamaha APX500 {24499 Fender Stlandad Preasion (43500 Ashdoan MAG3DO EVO Il L4200 100W PA System with Mixer & Speckers £165.00
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LESSON: FUSION
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ONTHECD _ TRACKS 35-42
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Steve Khan

| ABILITY RATING |
©®®®® Advanced

INFO

| WILLIMPROVE YOUR |

KEY: Various % Chord vocabulary
TEMPO: Various | ¥ Dorian phrasing
CD: TRACKS 35-42 | ¥ Qutside phrasing

OF ALL THE fusion players covered so far in
this column, Steve Khan is probably the most
rooted in the jazz tradition. A drummer first,
he eventually decided to get serious with the
guitar and went to the UCLA Music College in
his native Los Angeles. Dealing with six
strings instead of two sticks proved to be a
thoughtful move, as in the near future Steve
Khan would be sharing stages and recording
studios with the cream of the jazz-fusion

This month Gianluca Corona takes a look at a
fusion virtuoso with more traditional jazz roots,
the musically impressive Steve Khan...

Steve Khan with
sunbust dot-neck
Gibson ES-335

circuit all around the globe.

After graduating in 1969 he moved to
New York, the jazz capital of the US. Larry
Coryell and the Brecker Brothers were
among the firsl in the early “70s to appreciate
the soulful touch and rich harmonic variety
in Khan'’s phrasing. The Brecker Brothers
were also there some years later when
Columbia produced the first three Steve
Khan albums which also featured David
Sanborn (saxophone), Don Grolnick
(keyboards), Will Lee (bass), Mike Mainieri
(vibraphone) and Steve Gadd (drums).
Thirty years later, the list of names Steve’s
played and recorded with has increased to
include other jazz/fusion heavy weights
including Joe Zawinul, John Patitucci, Jack

| De Johnette, Anthony Jackson, Manolo

Badrena, Dave Weckl and Ron Carter. He's
also played with Steely Dan and Billy Joel.

Steve’s passion for the tradition of jazz was
born with his love of Wes Montgomery’s
music as a youngsler. It also made it possible
for him to fit in to many different ensembles
that have adapted the jarz language to fil
more contemporary times.

Khan's ‘piano-based’ vision of harmony,
which made him question the limits of the
guitar, represents a vast resource that makes
his compositions sound rich and personal,
with a special love for the huge freedom that
he gels when playing with no keyboards. z

Although Steve has used solidbody guitars
over the years, his main guitar, an old £
dot-neck Gibson ES-335, at least lightly hints  ©
at his earlier jazz influences - Wes, Charlie
Christian and Django Reinhardt - although in
1980 he used an acouslic for the album
Evidence, a tribute to Thelonious Monk, one
of the fathers of bebop.

Steve still keeps up a busy schedule
performing at both intimate clubs and
worldwide festivals. He is also a talented
teacher, willing to distribute his wide
knowledge and experience. Check out his
books: Wes Montgomery Guitar Folio, Pat
Martno - The Early Years, Contemporary
Chord Khancepts and Pentatonic Khancepts.
It’s also worth logging on to his website, www.
slevekhan.com, where you'll find all of his
news updates and tour details, alongside some
impressively rich sections loaded with detailed
analyses of his and other artists’ music.

£ £ The Brecker Brothers
were among the first to
appreciate Khan’s soulful
touch and rich phrasing 39
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The main focus here is on getting a warm and
dynamically responsive clean sound. The Gibson
E5-335 is one of Steve's favourite guitars, and a
warm, vintage-type humbucker in the neck
position would give you the right platform from
which to start. Although a semi-hollow would
definitely be the best option, solidbodies can also
dothe job nicely. Some reverb and delay will add
space but don't overdo this as it would lead you
in to other musical territories. Lastly, a
Fender-style valve amp will give you Steve's
warm clean tone - just make sure you keep the
treble knob set low for a sweet, mellow tone,

TRACK RECORD A fantastically gifted and musical gultarist, all of Steve Khan's albums come highly recommended but of particularly merit

are Tightrope (1977), The Blue Man (1978), Arrows (1979), Eyewitness (1881), Gasa Loco (1983) and The Suitcase (2008) - a spectacular live
two-GD set with Anthony Jackson and Dennis Chambers.
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EXAMPLE 1 STEVE KHAN STYLE - LEAD EXAMPLE CDTRACK 35

Playing Dorian over a sus chord implements the b3, which will give a minor phrases over the following Ab7 chord, resolving to Dbm11 by landing on the
sound to a vamp like this. This is what happens in bars 1-4. Then in bars 5-8 9th. In bar 16 we have a major triad (C) used melodically over a Gb altered
we shift down a tone and maintain the same idea. We continue moving the dominant chord. This dark, dissonant device (major triad built on the tritone)
Dorian mode a tone down in bars 9-10 then change with some altered note brings in the b5 and b9 before we finally resolve on the B major chord.
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LESSON: FUSION

EXAMPLE 2 STEVE KHAN STYLE - SLASH CHORDS CDTRACK 37

Although not particularly complex, the colour of a major triad is strong, and
seems to particularly suit the guitar. In this example every chord excluding
the first one (Cmaj6/9) has a major triad within it. This will give a modern

character to the whole progression. I've included some interesting voicings
(all with no root, as this is a good way of approaching chords when playing
with a bassist) - why not try to create some voicings like this yourself...
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EXAMPLE 3 STEVE KHAN STYLE - 4TH INTERVAL CHORDS CDTRACK 39

Building chords using fourth intervals instead of thirds gives harmony a
contemporary touch. The first five bars use this device while the following
E7alt chord has been superimposed and acts as a V chord. In bars 9-13 we
chromatically move the sarne voicing we saw at the beginning, keeping an A

note at the top of the progression until we land on Bbmaj7 which provides a
spicy Phrygian flavour. In bars 19-20 | sneaked in a major third (C#, supposedly
a forbidden note in an A minor vamp!) quickly followed by a minor third to
bring things back to their minor status.
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EXAMPLE 3 STEVE KHAN STYLE ..CONTINUED CD TRACK 39
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EXAMPLE 4 STEVE KHAN STYLE - LEAD EXAMPLE CDTRACK 41
This laid-back example is still based on the Dorian mode, but this time the the extensions (9/11/13) is a great way of getting the Dorian sound, especially
vamp moves up and down a minor third, which is a popular move in fusion. if you can avoid landing on the root. As this example aims to show, when
The phrasing stays nicely rooted in two Dorian modes - C and Eb - although switching from one vamp to another it is often a good idea to look for
in bar 14 chromatics creep in to create a little more excitement. Targeting all  common notes between the two chords.
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LESSON: GREATIVE ROGK

Harmonic Minor .z

| ABILITY RATING

@O®O®® Moderate/Advanced
INFO _ WILL IMPROVE YOUR
KEY: Am % Harmonic minor knowledge

TEMPO: 144 bpm
CD:TRACKS 43-47

LAST MONTR WE composed a chord
progression using the notes of the A
harmonic minor scale and, in this lesson,
we’re going to study a solo that can be played
over the same progression. The harmonic
minor scale is like the natural minor scale
(Aeolian mode), but with a major seventh
scale degree, instead of a minor seventh.

% Tonal range
% Licks and lines

ONTHECD ! =& TRACKS 43-47

Continuing from last month's introduction to the
harmonic minor Shaun Baxter concludes his two-part
series with a look at how to improvise with the scale. ..

A natural minor scale:
A B C D E F G

1 2 b3 4 5 bée b?
A harmonic minor scale:

A B C D E F GH

1 2 b3 4 5 bs 7

The minor third leap between
the minor sixth and major
seventh of the harmonic minor
scale is one of its most
recognisable characteristics;
furthermore, it has three
semitone intervals per octave.
These occur between the
following scale degrees: 1)
major second and minor third;
2) perfecl fifth and minorsixlh;
and 3) major seventh and root.

Diagram 1 shows the notes
of A harmonic miner scale as
they appear on the guitar neck.
Many harmonic minor
melodies are based around the
two major triads that exisl
within the scale (in this case,
FandE)...

F major: F A C
3 )

E major: E G# B
1 3 5

Asyon can see, implying Fand E
is easy within A harmonic
minor, as the highest note in

each semitone belongs to the F major triad
(and sounds suspended), whereas the lowest
nole in each semitone belongs Lo the E major
triad (and sounds resolved).

Triads give melody lines harmonie
strength, and these two triads are typical of
what is known as a triad pair: they both

DIAGRAM 1 THE NOTES OF A HARMONIC MINOR SCALE

cooo0oxXo0O0

belong to the scale, but do not share any
notes, which ineans that they work well
together as they form a powerful contrast.
Once you have learned to pick ont the F
and E major triads within A harmonic minor,
you should also aim to recognise the
equivalent triads when transposing the
harmonic minor scale to different keys
(basically, the major triads that steya from the
fifth and minor sixth degrees of the scale).
This month’s solo study, Spanish Step, is
composed using a range of approaches using
the notes of A hatmonic minor. Many plavers
believe that this scale will automatically result
in music reminiscent of neo-classical heavy
rock; consequenltly, T have avoided using
approaches associated with this particnlar
style of inusic (such as pedal tones and
G#dim?7 arpeggios) in order to demonstrate
that the harmouic minor scale has more
potential than just consigning you to
sounding like gn Yngwie Malmsteen copyist. li

£ £ Many harmonic minor
melodies are based around
the two major triads that
exist within the scale 9
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This month’s guitar part was recorded using a
distorted rock/fusion sound. Some delay was
also added in time with the track.
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= TRACK RECORD The harmonic minor scale, especially Its fifth mode (Phrygian major) can be heard in an enormaus variety of ethnlc musle
(Indlan, Spanish, Jewish etc), and fistening to music from these countries will greatly expand your horizons. Perhaps an obvious pace to start
is the guitar-orientated acoustic falk music of Spain callad Flamenco, the most celebratad madarn exponent baing Paca de Lucia.
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EXAMPLE SOLO STUDY 'SPANISH STEP' CDTRACK 44
[Bars 1-8] This first section is pretty simple to play. it employs semitones and ties  [Bars 11-12] The long sixteenth-note line in these two bars is reminiscent of
in with the backing, which outlines a shift from F to Ein the first three bars of each American jazz guitarist George Benson. The line in bar 11 {finishing on the first note
four-har sequence. The melody in the first four bars follows the melody outlined in bar 12}, would work well as a minorii V | lick {over Bm7bS E7 Am7). Try it!
in the chords, whereas the second four bars shadow the same melody further up [Bars 15-16] The melody in these two bars alternates between the F and E major
the same ladder of semitones (starting on the semitone created between Cand B),  triads within the scale. If you analyse the contents of these two bars, you'll see that
creating an ear-catching harmony (the third harmony would start around the next the four sixteenth-notes within each bar are devoted to one of these triads. Try
semitone found in the scale, between the F and E notes). labelling them as an exercise.
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LESSON: GREATIVE ROCK

EXAMPLE SOLO STUDY 'SPANISH STEP' . .CONTINUED CDTRACK 44
[Bars 21-24] As stated earlier, the harmonic minor scale exists in lots of styles of Shakti from the 1970s. It features some characteristic odd note groupings, which are
music. This passage illustrates a typical way in which the semitone intervals are used  outlined within the transcription (in this case, each group comprises an eighth-note
to embellish melodies within baroque and romantic classical music using trills. and three sixteenth notes, which totals five sixteenths).

[Bars 25-32] Here a violin has been added as a harmony within a passage that [Bars 33-40] More Eastern influences in this section, using a sitar-style approach.
is reminiscent of the work of fusion guitarist John McLaughlin and Indian violinist Here, an open sixth string is used as a ‘drone’ and, during this particular passage,| »
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(T T LEARNING ZONE

EXAMPLE SOLO STUDY 'SPANISH STEP' . .CONTINUED CDTRACK 44

1 dispensed with the pick and used the fingers of my picking hand. 2 leads to the following B note, and the F# and G notes within beat 3 are used as a
[Bars 41-43] Like bar 11, these bars contain another long line that can be means of passing chromatically towards the following G# note.
employed over a minor ii V1 progression (Bm7bS E7 Am): you'll find that various [Bars 47-48] Finally, just a smidgen of shredding to finish, using a combination
parts of this line will work well over this particular sequence. Note the use of of picking hand and fretting hand tapping. Again this passage is based around the
occasional passing notes for added spice within this particular lina: the A# in beat semitone movement that outlines both the F and E major triads within the scale.
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LESSON: STAR VIDED

Garl Verheyen tutorial .

The great Carl Verheyen was in London recently
and so Jay Stapley met him at the Guitar Institute
for this exclusive new masterclass series. ..

W late :§Usstr'at

ABILITY RATING
@®O®® Moderate/Advanced

INFO WILL IMPROVE YOUR

KEY: Various I Interval playing

TEMPO: Various String bending

CD: CD-ROMFile Hybrid picking
CARLVERHEYEN'S CV is impressive. He's
Loured and recorded with artisls like The Bee
Gees, Cher, Supertramp and many more.
While researching for these articles we found
alot of YouTube clips featuring Car}

B
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VIDEO

ONTHECD :1 CD-ROM FILE

performing at trade shows
and seminars, and soon
realised that heis one of a
rare breed: a guitarist who
has imcredible chops and a
sense of taste that prevents
him from being just another
fusion shredder.

In addition to examining
the technical aspectls of his
playing, we wanted to get
inside his head and find out
what his thought processes
are when he plays. This
formed a significant chunk
of our discussions. There
are two points we’d like to
emphasise. First, he himsel{
said at the start of his
masterclass “T don’tdo
warm-up exercises; what's
the point of practising all
that stuff that Tl never
use?” He then described his
warm-up as “a mental
exercise; getting my mind
locked into the grid of the
guitar fretboard.”

Secondly, when asked by
astudent what advice he
would give to guitarists
starting out he replied, “Just
play everything with love.”
Wise words indeed. so al}
the technical stuff that
follows should be placed in
this context. Carl would tell you none of it
matters a hoot unless you mean it!

Another quote that defines an important
part of his mental approach came from a
discussion about fitting his own style into
different musical conlexts. He said at one
point, “Robben Ford changed my life,
although he probably doesn't aven know it.
We were playing this jazz tune so I played
some jazz licks. When we got to the end of my
solo it was Robben’s turn and he played
Robben Ford licks! So T was this kid sitting
there, trying to playjazz. and he wasn’t

Carlwith his
great looking

worried about any of that stuff; he was
actually just playing. And it made me realise
that all of my favourite players were still
recognisable as themselves across all
different styles.”

What he was talking about here is the Holy
Grail for most guitarists: the goal of trying to
find your own musical voice that is
immediately recognisable. As the interview
progressed, it became clear that whatever
style we discussed, Carl stamped his own
identity on it. Fast, fluid runs interspersed
with soulful bends and surprising note
choices combine to create a strong identiky.

These three masterclass (utorials are
divided loosely into rock, blues and country.
It’s important to note that Carl does not think
in such a compartmentalised way; rather, he
thinks in terms of pure music, in which a
country bend makes its way into a rock
shredding lick and banjo rolls are played over
jazz harmonies.

It's also important to point out that
although some licks are loosely categorised as
‘pentatonic’ ot ‘intervallic’, each lick contains
elernents of other scales and approaches. The
real lesson to be learned from Carl’s playing is
that yon can express your musical intelligence
without constricling it into rigid boxes and
structures - especially if you have a ‘voice’.

These transcriptions are as close as we
could get them; Carl rarely plays the same lick
twice the same way and he mixes complex
tuplets with straighter rhythms in a way that
defies analysis. 1 suggest you use them to
explore his melodic and hannonic sense; it's
guite unigue and opens all sorts of doors! Il

£ & We were playing this

jazz tune and so | played
some jazz licks. But when it
came to Robben’s turn he
played Robben Ford licks! #9

GETTHETONE
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As Carl likes a crisp single-coil sound, set your
amp near to the above control positio

select your desired guitar tone-onaSt

single pickup or combination will do, simply use
your sense of taste. On a humbucking guitar, try
both pickups on for a slightly spankier sound
than either neck or bridge on its own will provide.

TRAGK REGORD As well as literally hundreds of albums by dozens of different artlsts - including most of Supertramp’s recent output - Garl
has a host of GDs avallable to hear sampis from and buy on his webslte at www.carlverheyen.com. On them you'll hear his great range of
playing styles using an enviabie roster of gultars. GarPs new GD, Trading 8s, (s blinding and features numerous guest guftarists.
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CARL VERHEYEN TUTORIAL A 10TLTERA11:

EXAMPLE 1 INTERVALLIC LICK 1

We start with a great example of Carl's uniqueness. When asked “What is  using string-skipping to break them up and spread them over a couple of
the most extreme intervallic idea you have?” he played this and related it octaves. The string-skipping is achieved using hybrid picking - the pick
to a Dm7 chord. One way of looking at this is that he plays a series of triads  playing the lower note and the finger the higher one in each case.
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EXAMPLE 2 PENTATONIC LICK 1

slightly simplified the timing in the last part of the lick to emphasise the

Here's an example of Carl’s approach to using minor pentatonic ideas.

& Learn
how to play
betterat

musicradarcom

Nevis=Reviews »Tuition 4
SamplessForums 4
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He combines Fm pentatonic and Cm pentatonic over an Fm chord. I've melodic concept. Use alternate picking, starting with a downstroke.
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EXAMPLE 3 PENTATONIC PLUS BENDING LICK

decisions about when to use legato (hammers, slides and pull-offs) or

Here we have another great pentatonic idea, this time starting with a
string bend. Again, this is over an Fm chord. It’s important to note that picking. Along with bending and v
Carl plays these licks slightly differently every time, so make your own each guitarist sound different.

ibrato, these details are what make
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LESSON: STAR VIDEQ

by

ONTHECD ' CD-ROMFILE

EXAMPLE 4 HYBRID PICKING LICK

This is an example of how hybrid picking helps keep rock licks clean and
punchy. Our old friend the Fm chord is pressed into action again. This lick
has echoes of classical harmonic structure. The dynamics are important
as well: the notes picked with the picking hand finger are louder than the
pick strokes. The picking-hand finger also is responsible for damping the
string above the one that's being picked, helping 1o keep absolute clarity

even with a high-gain sound. Mastery of this technique is essential if you
intend o record using high-gain sounds: what you get away with on a
gig is mercilessly exposed in the studio. Study and practise this lick until
you can play it absolutely cleanly on a high-gain setting and then apply
the technique to your own licks. The results will speak for themselves...
literally, just as they do with Carl.
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EXAMPLE 5 BENDING LICK 2

This one is in B minor. Carl practises bending with all his fretting-hand

to get all the bends in. Watch out for the fretting-hand fingering marks
fingers, and uses most of them here. 've transcribed the main part of it

above the stave; they're not always what you would expect!
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EXAMPLE 6 INTERVALLIC LICK 2

Here Carl shows us another simple intervallic idea, and this is what | came
to appreciate as his ‘'voice'. This lick is in G. Notice how Carl jumps from
note to note but maintains a sense of melody at all times - no wonder

he's so in-demand. The leaps across the fretboard create a sense of
openness and freedom. Some of the fingerings are surprising, but feel
free to use your own as well.
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LESSON: CLASSIGAL

ONTHECD : TRACKS 48-51

trancisco Tarrega

P

1

ABILITY RATING

L X X J Moderate

| INFO ~ WILL IMPROVE YOUR
KEY: E minor ] PI(klng hand technique
TEMPO:55bpm | ¥ Melodies within arpeggios
CD:TRACKS 48-51 | 7 Dynamics and rubato

Continuing her classical technique and performance
series Bridget Mermikides looks at a Tarrega piece that
brings out the melody in a sequence of arpeggios..
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WELCOMETO THE fifth
in our series of lessons
exploring the music and
technique of the classical
guitar. This month'’s
article features the
Spanish guilarist and
composer Francisco
Tarrega (1852 -1909).
Tarrega’s legacy is almost
impossible to overplay,
given that he helped to
create and define the
modern classical guitar
style of the 20th century.
Some of his most popular
pieces include Lagrima,
Danza Mora, Capricho
Arabe and the famous
tremolo piece: Recuerdos
dela Alhambra (featured
in GT 135).

In additjon to his own
compositions, Tarrega
significantly expanded the
classical guitar’s
repertoire by transcribing
and arranging music by
other composers
including JS Bach,
Beethoven, Chopin,
Haydn, Mozart, Schubert
and many more. Going
even further, some of his
most successful and
popular transeriptions are
from the piano music of
Albeniz (Asturias
appeared in GT 149).

Tarrega’s Study In E
Minor this month is a
simple but beautiful and rather charming
piece in Lhe Romantic style. The main
technical elements consist of a repeated
picking hand arpeggio pattern with
emphasis given to the third or annular finger
(written in the notation as *a’) in order for
the melody to stand out. To achieve this
effect the annular finger is played using the

rest stroke technique, combined with the
thumb playing free stroke. Rest stroke,

which has the capacity to produce a stronger,

fuller tone than free stroke, is where the
finger pushes inwards on the string and
lands on the next adjacent lower string after
plucking. The finger should be alitile
straighter than when playing free stroke and
the movement (or push) comes from the
Jarge knuckle joint of the hand. To execute a
rest stroke with the finger simultaneously
wilth the thumb playing free stroke requires
some focus and coordination, especially at
first. But it is a common technique in
classical guitar music and should be
mastered. Exercises 1 & 2 explain this finger
and thumb combination in detail, so raake
sure you've mastered or at least understood
it before moving on to the main piece itself.

The goal of this lesson is to master the
technique of making melody notes stand out
from an arpeggio pattern using rest strokes
on the melody using the annular finger, and
free strokes on the accompaniment notes in
order to raise the ‘tune’ away from the
‘backing’ as it were. The whole piece should
be practised this way to develop lhe
lechnique. A balance between the melody
and accompaniment should be Lhe aim
(louder on the melody and softer on the
accompaniment).

Although the technique presented here
might seem relatively simple, it is absolutely
fundamental to the important skill of
simultaneously playing an expressive
melody with accompaniment. The correct
and proficient execution of these exercises
and study will open the door to a huge range
of inspiring guitar music. So be patient and,
above all, enjoy! i

£ £ Tarrega significantly
expanded the guitar’s
repertoire by transcribing
and arranging music by
other composers 79

3
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=5 TRAGK REGORD Hailed as one of the most cruclal figures In the development of classical gultar techndque and repertoire Franclsco Tarrega’s
pleces have proved Ideal for teaching and learning the instrument allke. David Russell's Tarrega: Integral De Gultarra is a two—CD set
contalning all his most famous pieces and studles and would be a great Tarrega collection for any serious student.
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TARREGA STUDY IN E MINOR JSRLA. 111 {eF1) 3

EXERCISE 1 REST AND FREE STROKES CDTRACK 49

The purpose of Exercise 1 is ta initially isolate the two types of strokes (rest
and free). Begin by planting p and a on the sixth and first strings as indicated
then simply play as written: free stroke thumb followed by rest stroke finger

Plant p & a logelher on sirings 6 & 1
at poinis indicald by arrows, Lhen play

"p* free stroke fohowed by "a" rest stroke

followed by planting back down on the strings again. Then on bars 3 and 4
the object is to execute the two strokes simultaneously. Some students find
this awkward at first but it does not usually take long to master.

Plant p & a togeiher agaln on
strings 6 & 1 bul this time play "p" free

1-55 stroke “a" resl stroke simullaneously
A4 ! | | | | |
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EXERCISE 2 SIMULTANEOUS REST AND FREE STROKES CDTRACK 49

Here we reinforce the technique described above through continuous

repetition of the two types of strokes played simultaneously. Allow the rest
stroke finger to ‘spring’ back off the second string shortly after it has landed

Free siroke

Rest stroke
=55

=

»n

| .

| .

there, in order to ready it for playing its next note. In additiontopand a it is
recommended to practise this technique with p and m, and p and i for overall
technical development.
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EXERCISE 3 REST AND FREE STROKE ARPEGGIOS CDTRACK 50

Here we fill in the remaining arpeggio pattern in preparation for the study.
This should be practiced as indicated: rest stroke ‘@’ is played simultaneously
with free stroke ‘p’ on the first of each triplet, followed by a lighter sounding
free stroke m plus i. Aim to avoid any excess movement or pulling back of the

right forearm when playing the rest stroke ‘a’ finger as this can disrupt the
picking hand position. Instead, always push inwards with the fingertip from
the knuckle joint. Aim to keep the volume of m and i a little softer than ‘a’ as
this will be the melody note.
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LESSON: CLASSICAL

EXAMPLE TARREGA: STUDY IN E MINOR CD TRACK 51
One component that can be incorporated into a piece of this nature is rubato. to describe but it can be heard (and felt) for example when a melody note
"Tempo rubato’ literally means ‘stolen time’ and it refers to the rhythmic is held for longer than its actual time (stolen time) and then the tempo may

flexibility of tempo applied by classical musicians in order to create emotional push forward in order to catch up and keep a relative pulse going. The slight
expression. It is only occasionally indicated in a score and is somewhat difficult  speeding up or slowing down of the rhythm happens instinctively witha »
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TARREGA STUDY IN E MINOR JSRRAE. 1T (E¥1) 3

EXAMPLE PIECE : TARREGA STUDY IN E MINOR ...CONTINUED GCDTRACK 51

» naturally musical performer, like a ‘breathing’ effect. We should be careful  of phrases can start to sound predictable and detract from a tasteful and

however not to overdo the rubato as repeated stretching and speeding up musical effect, Subtlety is always preferable to going at it like a bull at a gate!
Amadd 9 Am b7 D7susé b7 Gaddd G

oo

s ad
e * .
_‘u%_‘j-‘ r‘?‘*s\k‘lw o “4!;_]34

p —=————_ | np
E [ 3 7 7 5 8 z 5 5 3 7
B8 0 0o o 5 5 5 1 3 0 o ¢
g () 0 [ 5 5 § - 2 5 O o 0
A 0 l
E raY
v 0 3
Em Am? Am8 87 B745 B7 Em
o L ) N
= & 1.4 4 r 3
D —t et 1w —1 — — 1 f P- & 2
F. 3 3 r' F.
£ ¢ 3 3 3 z 2 5 3 2 4 o
B a a O T | | & & & O
G 0 o o 2 2 2 2 2 2 o
D
A o 2
E o 0-
21
Amaddd Am J D7 D7susd D7 Gadd9 G
Al J J 2 _J ‘J ) 'J 2 2
P ] |. F -
h e e e e e, e, .
g = ~|?J ~134 ];-3"" 3 3 [ra- = S5 |3 = E—-au
2 .
rwgf—__________ f F
P
E ——3——7 7~ 5 & 2 3 5— 5 3 7
8 ] o 0 5 5 5 1 1 3 o 0 0-
G o G 0 5 5 5 2 2 5 0 o 0—|
D O
A U
E25 ¢ 2
Em Am7 Am6 B7 B7{5 B7 Em g
oi ) [
u E I‘ - - - 3 > ] - E_W
_Asifl k !" F ir —o— ‘1\’? @ ':\;‘ * -
.3 S ‘Jg*l i 3 3 F 3 ™~ 5|z
i mnp F
I”‘/ Mt === == 0 = e e e == =] [
e " ‘ R ” c " AN
A\ i 2 -] < & =] o & v
B [} (0 (G 1 1 1 & 4 4
6 o o o 2 3 2 2 2 2 \%
A o z
E O (h

August 2010 GuitarTechniques 75


http://ebook-free-download.net/

LESSON: JAZZ

ONTHECD : TRACKS 52-61

Minor Blues

Continuing his already well received ‘jazz for

-

"= ' mortals'series, Pete Callard gets chordally jazzy

on the good old minor blues sequence..

Robben Ford:
master of the
jazzy blues

ABILITY RATING
L X X Easy/Moderate
I INFO WILL IMPROVE YOUR
KEY:Cminor % Rhythm guitar playing
TEMPO: N/A % (hord and voicing knowledge
CD: TRACKS 52-61 | t (omping ideas

WELCOME TO THE second in a short series
of columns aimed at introducing some of the
basics of jazz. As we discussed last time, the

aim of these articles is Lo examine
a few simple chord sequences and
use them to introduce some
simple ideas from the world of
jazz iuto vour own playing,
withoul moving too far away from
what you already know. This
month and next we're going to be
tackling a familiar sequence, the
minor blues progression, and
looking at it from both arhythm
and lead guitar perspective. We
first investigated the minor blues
way back in GT Issue 91; this time
we're slripping it back to basics
and examining ways to make it
sound jazzier, starting with the
chord sequence.

There are several variations on
the minor blues progression, but
we're going to be using perhaps
the most common sequence in
both jazz and blues tunes, and
challenging ourselves a little by
moving to a possibly less familiar
key - C minor - as shown in
Exaraple 1. We'll be discussing
soloing options next time, but
this month we’re going to
examine some comping ideas.
Chordally speaking, the minor
blues is made up entirely of
minor 7th and dominant 7th
chords - al} of which we covered
last month in our Jazz Basics
primer, so you shounld be
comfortable playing through all
of the basic chords in three
different areas of the neck. What [ want to
look at is taking more of a jazz approach to
playing, and voicing, these chords.

As guitarists we tend to learn big five or
six-note shapes that look impressive in a
chord book and sound great on their own,
but when we rake them into a band situatjon
can often seem muddy, constricting and
unwieldy. Jazz guitarists, despite their
reputation for using big, complicated
voicings, often tend towards the opposite,

stripping away extraneous notes to provide
smaller, more (lexible voicings. Bearing in
mind that the bass is (or should be)
providing root notes and chord tones
already, it’s not always necessary to play big
voicings to fill out the harmony.

So how do we apply this? Well an easy
place to start is by taking normal chord
voicings and just leaving out the bottom two
strings (see Examples 2 & 3), and we can
strip it down even further to just 3 notes
(see Exanples 4 & 5).

Playing smaller voicings gives us more
options and a tot more freedom to move
around than big five or six-string voicings,
and the top strings cut through much more
in an ensemble situation - this is why funk
players favour this approach. Example 6
features a comping pattern on the minor
blues sequence which doubles as an exercise
to work on these smaller voicings.

Next we're going to spice things up a
touch and introduce a couple of alterations.
1f we add a #5 to the G7 in bar g we can get a
great voice leading sequence - meaning we
can play the whole sequence keeping the
same note on top of each chord (Example 7).
For the second time through the sequence
we’re moving further up the neck and adding
Abog and G7#9 chords to the mix.

For the final two examples (Example 8 &
9) ['ve put together a couple of sample
thythm guitar parts for the minor blues
sequence employing some of these ideas,
angd also throwing in a few new ones. Have
fun exploring this and join me next time for
some minor blues soloing. l

£ £ Jazz guitarists, despite
their reputation for using
big, complicated voicings,
often tend towards the
opposite 5

GETTHETONE

® ® © 0 0

GAIN BASS MIDDLE TREBLE REVERS
Use any sound you feel is appropriate for these
ideas. Robben Ford might use a bit of drive and
even add vibrato to some of the chords; Larry
Carlton would go neck pickup to sound slicker.
For a classicja und, use the neck pickup
with the tone I rolled off to around 3 or 4
and set up a warm clean tone on your amp.

Your ears are your best friends, so use them!
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TRACK RECORD A few classic minor blues tunes from the worlds of jazz and blues include John Coltrane’s Mir PC (from Giant Staps) and
Equinox (from Coltrane's Sound), Footprints by Wayne Shorter (Adam’s Apple), The Thrill Is Gone by BB King (from Gompletsly Wall), 0h Pratty
Woman by Gary Moore with Albert CGollins (from Still Got The Blues) and Dirty Pool by Stevie Ray Vaughan (from Texas Flood).
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CIEUENSY T LEARNING ZONE

EXAMPLE 1 MINOR BLUES SEQUENCE NO AUDIO

Below you will find the minor blues sequence that we’re going to be working from this month and next...

EXAMPLES 2 & 3 4 NOTEVOICINGS FOR CM7 AND G7 CDTRACK 52

note version missing out the bottom two strings. The D shape only has four
notes so ho pruning needed!

This example demonstrates the three minor 7th and dominant 7th chord

cm7
A
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voicings that we covered last time, on the A and E shapes followed by a four-

Ex 2 4 note volcings for Cm7

EXAMPLES 4 & 5 3 NOTE VOICINGS FOR CM7 AND G7 CDTRACK 53

chords, plus some variations. Try to transpose all these shapes into other keys
so0 you become as familiar with them as your reqular barre chords.

Examples 4 and 5 strip things back still further with a series of three-note
voicings corresponding to the A shape, E shape and D shape Cm7 and G7
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Ex 4 2 note volcings for Cm7
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LESSON: JAZZ

EXAMPLE 6 PRACTISING 3 NOTE VOICINGS CDTRACK 54
This comping pattern on the minor blues sequence is a great exercise to work chord at the 3rd fret, while the second moves up to the E shape Cm7 at the §th
on those smaller voicings. The first 12-bar is based around the A shape Cm7 fret. The subsequent progressions all follow this pattern.
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EXAMPLE 7 VOICE LEADING IDEAS GCDTRACK 55
Keeping the same note, or as close to it as possible, on top of each chord is a time through the sequence we move up the neck and switch to four-note
great way to add sophistication to your comping. Things get jazzier in bar 10 voicings. Bars 21 and 22 feature a classic jazz voicing idea, with Ab7 and G7
where we've added a G7#5 to keep the Eb top note constant. For the second replaced by Ab9 moving to G7#9, keeping the Bb as our top note.
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CITITEATY T LEARNING ZONE

EXAMPLE 7 VOICE LEADING IDEAS ..CONTINUED CDTRACK 56
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EXAMPLE 8 &9 COMPING IDEAS CDTRACKS7
These two examples feature a couple of sample rhythm guitar parts for covered, and introducing some other voicings and comping ideas for you to
the minor blues sequence employing some of the voicing concepts we've axperiment with.
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CDTRACK 58
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CDTRACK GO

EXAMPLE 9 MORE COMPING IDEAS
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UNIVERSITY OF
GLOUCESTERSHIRE

(formerly Bath)

24 July-6 August 2010

Workshops | Concerts | Jam til’ late | All levels | All ages
The best players and tutors across the styles. Rock, Metal, Blues, Funk, Jazz, Acoustic, Fingerstyle, Classical

The world famous festival and summer school for guitar
has moved to the beautiful spa town of Cheltenham

Special Guests include:
Rock: Guthrie Govan, Dave Kilminster, Marlin Goulding and John Weatcroft
Blues: Alvin Young Blood Harl, Denny lleti, Simon McBride & Skip McDonald

Fingerstyle: Clive Carroll and guest Tommy Emmanuel

Faculty includes: Joson Sidwell, Dario Cortese, Tristan Seume, Neville Marten,
David Russell, Scolt Tennant, Nigel North, Chris Wood
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ssists, drummers and singers f
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IGF Rock Camps are the place to be! A\ at The Sage Gateshead

The Ministry of Guitar | Ministry of Drums | Big Voice
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B Learn about the music sl S UTH H T R CK
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H Song development and performance! 26 July - 30 July
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slafe of the art facilifies. VWhether you play solo o in a band this is o place . :
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JON |GF O THE FRONT LNE AND Bath Festivals Box Office
UBERATE PEOPLE WITH “YOUR MUsIC! . 0844 561 8870

E: boxoffice@bathfestivals.org.uk
Download a form at www.igf.org.u

Contact phil@igf.org.uk OF W, rmnrsiryofgudcr co.uk
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LESSON: AGOUSTIO

USiﬂgA Pick o

™™ This month Stuart Ryan forsakes his carbon fibre nail

A

b

ONTHECD : TRACK 62

ABILITY RATING
®@®®@® Moderate/Advanced
INFO WILL IMPROVE YOUR |
KEY: G i Alternate picking
TEMPG: 110bpm | & Stamina/attack
CD: TRACK 62  Open position playing

AFTER LAST MONTH’S
uptempo strumming
session I thought I'd
treat you to a bit of lead
work, so here is this
month’s flatpicking
onslaught. We are
dealing with bluegrass
style here, the challenges
being to get up to the
required speed, picking
as many notes as
possible around the
open position.

Most bluegrass music
is played at uptempo
speeds and often focuses
on the open position as
the main soloing area.
There are several
difficullies here — Lhe
open strings have a
slacker feel to them so
the pick may not bounce
off the strings as readily
as it does when you are
up on the higher frets.

Another challenge is
running out of space —
the open position is a
very ‘lateral’ area of the
neck which means that
you end up playing
across the strings from
top to bottom, or vice
versa, and il's very easy
to get across the strings
quickly then find
yourself with nowhere
else to go. As a result of
this a good bluegrass
player will be adept at building ‘sequenced’
lines, basically a “two sleps forwards, one
step back approach’ where you start an
idea, go forward, back on yourself a little
and then carry on the process building up a
long stream of notes - this means you can
extend your ideas out much further than if
you simply played across the neck.

extensions and percussive thumbpads and invites you
into the wonderful world of btuegrass flatpicking...

Another challenge is the stamina and
rhythm required to play long streams of
eighth notes with few, if any, pauses and
then maintaining the level of clarity and
attack that’s required throughout. Thisis a
greal exercise for your alternate picking as
some times all the notes need an even
dynamic whilst at other limes you may want
Lo accentuate specific notes or dig in a bit
more on certain passages. Tips for
mastering this style of playing are aloose,
relaxed picking hand and heavy picks -
basically the heavier you can handle the
better. On top of all this, maintaning a
relaxed but assertive pick attack is no easy
task - but check out as many flatpickers as
you can via recordings and performances
on YouTube and you'll soon get the idea.

I hope you enjoy this lesson. As ever, feel
free to contact me at stuartryanmusic@
hotmail.co.uk. See you next month for
another acoustic instalment. W

£ £ Most bluegrass music
is played at uptempo
speeds and often focuses
on the open position as
the main soloing area 5y

GETTHETONE
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GAIN BASS TREBLE REVERB
There is no doubt about it, a big dreadnought
will give you the volume and punch required for
this sound, athough these guitars often require
you to dig in harder to get the desired results. If
the budget stretches a Martin, Collings or Santa
Cruz will get you that authentic American tone
but any larger bodied guitar should cope here.

| recorded this on my Nick Benjamin JOM.

TRACK RECORD No matter what style of music you like it's worth chacking out some of the players in the blusgrass/country genrs as
they all have mindblowing technigues - impressive artists to start with would be Tony Rice's Acoustics, Bryan Sutton's Ready To Go, and
anything by Brad Paisley. But more mainstream acts like Dolly Parton and Alisen Krauss hava recorded great bluasgrass albums.
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IR YEY T LEARNING ZONE

EXAMPLE BLUEGRASS FLAT-PICKING CDTRAGK 62

[Bar 1] If you break this whole piece down into two or four-bar segments you [Bar 10] Picking the same note twice 3s in the open third string here can be
will find it far easier to learn, Start slowly and ensure that you can time the quite tricky sometimes and really demands that you have a loose, relaxed
slides with picking all the other notes. picking hand. A great trick for this effect is 1o play a fretted note followed by
[Bar 5] It’s common in this style to suddenly throw in a chord against the lead the same note played as an open string (eg G on the fourth string, 5th fret
playing, so always be prepared to jump right into a chord shape. Guitarists followed by the open third string). Try it with this phrase.
often separate the brain into ‘chord’ and ‘lead’ but it’s a good discipline to be [Bar 12] Sometimes a repeated phrase can be a good way of negotiating your
able to combine both, as a jazz guitarist would do in a chord melody solo. way through a chord progression whilst at other times it can simply provide
[Bars 7-8] A short idea that uses the sequenced ‘forward/back approach’. some breathing space before you move on to other ideas.
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LESSON: AGOUSTIG

EXAMPLE BLUEGRASS FLAT-PICKING..CONTINUED GCD TRAGK 62

[Bars 23-24] Although we have been dealing with streams of mostly 8th notes  leap fram the first string to the sixth string as well!
this rhythm is also common in bluegrass playing so make sure you can switch [Bars 30 to end] These last few ideas are bluegrass staples, so it's well worth
comfortably between any rhythms with the picking hand. Look out for the big  being able to play them in any key should you need to.
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With Guitar Techniques’ new acoustic DVD and magazine - only £4.99!

¢ Exclusive video tutorial
with BIMM Bristol's Head
of Guitar, Stuart Ryan

Intermediate level: not
too hard, not 100 easy.
Everyone can improve!

I Packed with great
hints, tips and tricks to
make you a better player

Useful exercises will
help you develop all the
necessary technigues

Plus five great pieces to
play, in classic and modern
acoustic styles

' Top tuition guaranteed
from the people you trust
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or buy online at www.
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We promise to make you
a better acoustic player...
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http://ebook-free-download.net/

MYOUTeRLaETIONS . o .
( — Amazing Guitar Opportunity

t" Always wanted to work in the music

industry, weil now you can.

Use your guitar skills to earn in excess of £25,000 a year] We will show
you how to become a professional guitar tutor which is easy to set up,
has a proven success and requires no music qualifications.

2 [ECK

» How to set up and market yourself

= All branding and markeling are done for you

s Exercises for students of all laveis

s In-depth tutor manual

» Professional business cards, posters, postcards etc

« A personalised website under our successful branding
= 1-2-1 Training o "
* Yellow Pages and Google Adverts ¥
* CRE certification Tk
= Haw to keep recards for the tax office and MUCH MORE .

« Prices start from just £8 per woek
-

"5

=

f

bristol
appiy now

“Played a new set of strings on the first night
of the tour and they still sound great

...12 shows later.”
Gus G — Firewind & Dzzy Obourne Blizzcon "09)

Hectric guitar strings
with great tane that last
3.5x longer. Buy fewer
sets of strings, change
them less often and trust
thatyour guitar is ready
to go whenever you are

www.elixirstrings.com



http://ebook-free-download.net/

And get a
Power Peg
and two sets
of strings!

With a versatile head that fits
almost any tuning machine,
guitar or bass, and forward and
reverse capabilities of up to 200rpm,
the Ernie Ball Power Peg is proven to
speed up the string winding process
by 70%. Subscribe today and get
every issue of Guitar Techniques, your
Ernie Ball Power Peg AND two sets of
Regular Slinky or Super Slinky strings
for just £13.65 per quarter!

Please visit www.ernieball.co.uk for further
information on this and related products.

¥ chiques [—
e o i Guiafdnigls
AC/ ‘

&chniqYg Great reasons to subscribe

@ Never miss an issue or CD again

@ Get a Power Peg and two sets of strings

@ Save 20% off the cover price

® All 13 issues per year delivered FREE to your door!

TERMS AND CONDITIONS This oifer is for new UK subscrivers paying by Direct Debit
only. You will receive 13 issues per year. Your suoscription will start with the next
available issue. Minimum subscrintion term is 12 months. Gifts are subject to availability
In the unlikely event your selected gift is unavailable, we reserve the right vo send an
alternative gift of similar value. Piease allow up to 60 days for delivery of your gift. if ] %
at any time during the first 60 days you are dissatisfied in any way please notify usin OVERSEAS READER OFFER (excluding N. Americe
writing and we will refund you for ali un-mailed issues, Offer ends: 315t August 2010, BN Order online: wwiwmyfavouritemanazines co.uk

ORDERING
Start

el Two simple ways to subscribe...

for just ® Online [[] myfavouritemagazines.co.uk/gtq/P076
£13.65! @ Call 0844 848 2852 and quote reference P076

Lines are open 8.00am-93:30pm weekdays and 8.00am-4pm Saturdays

NORTH AMERICAN READER OFFER

Turn Lo page 82 for miore info, or visit wawimsnewes,
com/quitartechniques {enter prometional code A0719)

August 2010 GuitarTechniques 87


http://ebook-free-download.net/

REVIEWS 3Y #OGER NEWELL AN DAVD MEAD

HR _-'rn
Pty Y

BRAD PAISLEY

AMERICAN SATURDAY NIGHT
Arista e Je v ¥ %

Let’s face it, every now and again
you need a serious fix of country
guitar licks yanked out of a
Telecaster and where betterto
indulge in this depraved fetish
than the latest offering from the
amazing Brad Paisley. Stacked
with his usual lyrical take on the
world, this album has the rock,
blues and humorous elements
that we've come to expect from a
Paisley album. There’s plenty of
thought provoking moments
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New Albums

The latest guitar releases, including Album
Of The Month and Classic Album...

BUM OF THE MONTH

q!m WISHBONEASH

SOMETIMEWORLD - AN
MCATRAVELOGUE

Universol ¥ ¥ ¥ %

In case you haven' already
guessed, this double CD
features much of the best of the
early stuff from Wishbone Ash in
those heady days of Gibson
guitars, Rickenbacker basses

and tons of Orange amplification, oh yes, and sitting on the floor
atthe Lyceum in London. (Whose idea was it to take out all the
seats and water down the beer anyway?) There are tots of obvious
inclusions here with a few surprises like a live version of The King
Will Come rather than the regular Arqus version.CD 1is the
original band whilst CD 2 continues from There’s The Rub album
where Laurie Wisefield replaced Ted Turner on guitar, He atso
sings lead on Goodhye Baby Hello Friend The very last two tracks
present JohnWetton replacing Martin Turner on lead vocals and
bass from their Number The Brave album. There's a great choice of
material here that offers a fantastic introduction to a band
speciglising In heavy/progressive harmony guitar.

with the slow and sultry, but then
he steps up several gears and
delivers some of that blistering
guitar picking that we all love.
From the piercing treble to the low
down and dirty, there's barely a fret
left untouched. Great solos
abound like the melodic Oh Yeah
You're Gone, the title track or the
whimsical Catch All The Fish. Thisis
country guitar heaven. Oh, and
watch out for the real ending of
Welcome To The Future, whichisa
‘hidden’track. Awesome stuffl

TIN SOLDIERS

TELLING TALES

Futureproof Records % ¥ % ¥
There’s simply loads of energy in
this debut album from the Kentish
based quartet, Tin Soldiers.
Proceedings kick off with the
single, 24 Hours, and immediately
you're sucked into a very British
rock sound. Rich Crossingham is
the lead vocalist and shares guitar

duties with Matt Wade but thisisa
contemporary band so there are
no big solos here even though
there is an instrumental interlude
on the spacious Day By Day. No
matter; the songs are strong and
delivered with loads of attitude so
it's an element not overly missed.
Check out the menacing
instrumental track Static that
demands attention throughout
but seems more like an extended
intro rather than a track in its own
right - we would be interested to
know whatit precedes on stage,
Creating a mood of expectation is
a great musical trick that most
bands fail to achieve so let’s hope
they make the most of this ability.
Apparently tour plans are currently
in action so going to see them live
looks like a must.

LADY ANTEBELLUM

NEED YOU NOW

Capitol Records ¥ % % %

Although their first eponymous
album was a number one hitin
America it's taken until now for
Lady Antebellum to find any
success over here. But constant
airplay of their new single Need
You Now and this second album
bearing the same name surely
means that it’s time for Britain to
take notice. New Countryis the
equivalent of modern MOR rock
and if you want great guitar solos
then this is where to find them.
Lady Antebellum are Dave
Haywood on acoustic guitar,
electric guitar, mandolin, piano
and background vocals with
Charles Kelley and Hillary Scott on
lead vocals. The songs are top

quality as is the production, and
they have their pick of the top
session players like Paul Worley,
Bruce Bouton and Jason‘Slim’
Gambill, but some might say that
makes it all a little too smooth. Be
that as it may, this is high quality
performance all round and these
guys are going to be around for
some time.

CHIMP SPANNER

AT THE DREAMS EDGE

Basick Records J ¥ J %

This album is the brainchild of
multi-instrumentalist and
producer Paul Antonio Ortiz and
it's a bit special. Essentially it’s
progressive metal with an ambient
feel but with menace and urgency
aboutit. In many ways it reflects
back on the 80’s sounds from
bands like Bruford and Brand X
with a few John MclLaughlin and
Allan Holdsworth techniques
thrown in, but that's not a bad
mixture from where we stand.
Variety is an essential ingredient
for all good instrumental albums
and there’s plenty of that here as
smooth tracks like Supererogation
are neatly set against some of the
more shock driven changes on Bad
Code, Harvey Wallbanger and the
stunning Ghosts Of The Golden
City. Check out the official website
www.chimpspanner.com for
videos of Paul playing and all the
latest news.

JAMES TAYLOR & CAROLE KING
LIVE AT THE TROUBADOUR
Hear % % J Hr ¥

The historians among you will
recall that both James Taylor and

CAROLETING £ JM!ES TATLOR

AT THE 1|uUuA|u un
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Carole King were regulars down at
The Troubadourin LA at the start of
their careers. This album
documents their triumphant
return in 2007 as part of the club’s
50th anniversary celebrations - and
what a show they put on. Reunited
with members of their respective
original bands, including Danny
Kortchmar on guitar and Leland
Sklar on bass, the legendary pair
serve up a rich menu of their
greatest hits, If your idea of heaven
is hearing James Taylor singing
harmony with hits like So Far Away
and It's Too Late, and with Carole
King returning the favour for
Something In The Way She Moves
and Carolina In My Mind, then this
CD setis definitely for you. And if
you're asking what could possibly
be better, there’s the
accompanying DVD which
captures everything that went on
that night in high definition and
superb 5.1 surround sound.
Absolutely unmissablel

AYNSLEY LISTER

TOWER SESSIONS

Hatman % %%

UK guitar man Aynsley Lister’s
recent crossover into blues-meets-
well-written-rock-song territory
has been well received by press
and public alike. He began a

45-date tour of Europe towards the
end of last year and reports
indicate that at the finishing line,
the man and his band had gone
way past top gear and entered the
turbo zone in terms of
performance level. If you're kicking
yourself for missing it, then
compensation of a sort comesin
the form of this new live CD which
was recorded during the final
stages of the tour at Winchester’s
Tower in January 2010.

Opting for a live ‘greatest hits’
package, Aynsley and his band
blast through a set of audience
favourites including a stunning
rendering of Prince’s anthemic
Purple Rain. The decision to add
keyboard player Dan Healey
proves to be an excellent one as
the overall sound of the band has
never been better.We particularly
enjoyed the cover of Hendrix’s
Crosstown Traffic, complete with
ripping Strat solo - nice!

4

AYNSHEY.LISTER

TOWER 6T58100S

M s

LASSIC ALBUM

BRYAN ADAMS
RECKLESS

A&M Records * % # ¥ %

Although hed already been a
huge success at home with
three top-selling albums,
without a doubt it was his single
Run To You that broke Canadisn
rocker Bryan Adams in the UK
The tming was perfect asin

CHICKENFOOT
GET YOUR BUZZ ON - LIVE
DC3 Eagle Vision 4 % % %
Keen to get the show on the road following the
impressive sales figures of their eponymous
debut album this DVD captures the band in full
swing in their performance from the Dodge

f Theatre in Phoenix, Arizona during their tour last

year. The band is really hot and duck’s bum tight,

showing that their natural ability to gel musically is continuing.
Much as we applaud Joe Satriani‘s solo works it's only when you
see him working within a good solid rock band that you can really
appreciate just how much expertise and ability he brings to the
table. Ifyou like the album then you'll love this as these guys are
so great to watch. Sammy Hagar is a brilliant front man and
Michael Anthony and Chad Smith show they are a rhythm section
that’s simply made to be. There are no fancy staging or visuals;
this is a straightforward rock concert and it’s good to see Hagar
play some guitar too, although Chad kicking over his drum kit at
the end of My Generation was perhaps a cheesy step toofar.
Great show nonetheless.

ROY FULTON

SOUTHERN FRIED ROCK

CJVideo % % &

Every now and again the urge to hone up on
your licks orlearn something new takes hold and
it's time to dust off those tuition videos or indeed
go out and buy a new one. If you fancy
something fresh then why not give Roy Fulton's
Guitar Tuition DVD a spin? Roy is known for his
work with the London College of Music and has over 30 years of
playing experience. His no nonsense approach to tuition offers
hands-on examples of finger exercises, chord progressions,
double-stops, bends and licks will help players of all abilities, but
he can certainly give beginners a huge kick start. This feals more
like a one-on-one lesson rather than a high production tuition
video but although somewhat low key in production values the
close-ups on the fingers and fretboard keep you totally in the
playing frame. In keeping with the theme of the DVD thereis a
good section on Southern rock and even some tips on playing
slide guitar, but much of what is demonstrated here is good solid
stuff and offers loads of ideas and examples for improvisation.

THE ROLLING STONES

STONES IN EXILE

Eagle Vision % ¥ %

What do you do when Her Majesty’s government
wants 95% of yourincome as tax? You quit
England and take up residency in France. And
aven though ex-Bluesbreaker Mick Taylor had
less need to go he upped sticks and joined Mick,

CHICAENFOOT

1984 we were all nding on a3 new found wave of heavier, quitar-
orientated rock and Adams’song crafting pcowess, using a blend of
simple basic chords, high energy vocals, soaring gunar solos (from
Keith Scotr) and fantestic sing-a-long melodies, meant that his
words were on everyone’s lips. Heaven and It’s Only Love (featuring
Tina Turner) also charted, and wiih no less than six singles taken
from the project, Reckless was something like aninstant Best Of
album, and Surmmer Of '69 scon became the pub rock anthem for
British bands up and down the country. It's a truly inspirational
album and every track sounds just as good now as it did back then.
An absolute must for any guitar plaver's collection.

Keith, Bill, Charlie and a retinue of session
players. A somewhat Bohemian existence ensued and the music
slowly flowed, but unable to find the right recarding studio the
band did most of the work in Keef's basement. Thus began the
story of the making of Exile On Main Street. It was a time when
the band was extremely unsettled, but it gave the songs added
edge and explains why Stones fans look upon this as their best
work. Packed full of quotes, info and Mick and Charlie revisiting
the area, the many extras over the televised version give an
in-depth appraisal of the times when most of the guys were dads
in the morning and musicians the rest of the day. And if drooling
over vintage guitars is your thing, don't think twice - just get it!
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Theory 4
Godmother

jving each month’s top
{ heir brilliant pedals,
Visitwww.blackstaramps.co.uk and
tell us which one youd like, shoulc
your letter be the fucky one..

Post your playing posers and technical teasers to: Theory Godmother,
Guitar Techniques, 30 Monmouth Street, Bath, BAT 2BW; or email me at
guitartechniques@futurenet.com - your wish is my command!

A

RY
>

Memory Man
Dear Theory Godmother
Have you got any tips on
memorisation? | keep blanking out
on certain sections of the music |
learn, irrespective of the amount of
time | spend practising it. How do
players remember whole sets?
Dean

It might not be the amount of time
you spend practising but the way
in which you'rs practising. | tend to
opt for straightforward repetition:
boot camp, plain and simple - but
in a strategic way. If a piece contains
a black hele whera you blank out
avery time, it might be that the
partinvolves an unfamiliar chord
sequence or a technique you've not
yet mastered. This can be cured with
practice, but the part itself needs to
be worked on independently fist.
To begin with you need to try and
identify the problem - is it fingering,
or & picking of fretting hand foible?
Is there a common denpminator
between the things you tend to
forget? This is the sort of thing a
reacher would try to determine so
that a course of action could be
taken 1o resolve matters.

STAR SOUND BITE...
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Repeating a troublesome passage is

a good way to initiate ‘'muscle memory’

in the hands. Effectively you are
programming your hands to carry aut
a series of movements - like changing
gear in a car or tying a shoelace - so
vou might not be making conscious
moevements, but they seem to happen
by themselves. The great Joe Pass once
satd that you should learn to trust your
hands because often they know where
they're going better than you do!

Alot of people, including classical
soloists, swear by visualisation. That
is, aim to see tha piece you're having
trouble with in your mind’s aye when
you haven't got a guitar in your
hands. If you can't'see’ sections of it
clearly, then you can always break
the part down and take a closer iook
at it Pretend you're making a film of
it that you can replay in your head. If
the piece resides there it will remain
connected 10 your visual memory and
should make the situation easier. A
quick glance at the fretboard should
be all it 1akes 10 engage playback!

Relativity Theory
Dear Theory Godmother
Is there a quick way for working

| out relative major and minor keys?

BOB BROZMAN ON STARTING OUT PLAYING SLIDE GUITAR...

EE£ Get the sound in your head by listening to records. Find the music
you really like, listen to it alf the time, and then one day you'll be
walking down the street and the record will just play itself back in your
head. Half the battle is knowing how it goes. | recommend you should
get a jumble sale guitar and string it up with medium to heavy gauge
strings... something like .014 .018 .036 .046 .059. You need at least a .059
on the bass string because you're detuning to D all the time” 1)

I know that C major’s relative minor
is A, but I'm guessing that there is a
system at work which would allow
me to work out the rest.

Carrie

There is indeed, Carrie. Every major key
has a minor key running through it
and, thanks to the uniformity of music
in this respect, it's always found in the
same place, starting on the sixth note.
Let's look at C major:

¢ D B F G A B ¢

1 2 3 4 5 6 7 1
If you look at the note that falls sixth
in the scale, you'll find an A, Now let’s
look at the A minor scale:

A B C D E F G A

1 2 b3 4 S b6 b7 1

As you can see, the notes are the same,

they are just in a different sequence
(see Ex 1). This is true of every major/
minor scale relationship - if we take
the scale of E major, you'll see that the
trick works every time (Ex 2).

E F¥ G# A B C# D# E

1 2 3 4 5 6 7 1
This time, the sixth note is Gif and one
lock at the C# minor scale confirms
our findings:

C4 D# E F# G A B C

1 2 3 4 5 6 7 1

However, I'd be the first to say that
working out the sixth note of the scale
avery time you want to find a relative
minor can be a bit mind-bending. So
there's way of working it out using the
guitar’s fretboard which will give vou
the answer instantly.

If you lock at Ex 3 you'll find the
familiar pentatonic box position for
A minor. The practical fingering for
this involves your fretting hand's first
finger playing all the notes that fall
on the 5th fret If you lock at the note
thar falls naturally under your fourth
finger, it's C ~ A minor's relative major.
So if you want to find the major/minor
relationship for any key, just find the
pentatonic pasition on the fretboard
and see where your fingers fall

Let’s confirm that it works by trying
it with E major (Ex 4). This time, you
need to find the major pentatonic
shape, but the drill is the same (in
fact, it's the exact same shape -isn't
the guitar 2 wonderful instrument?).
The E falls under your fourth finger
and the C# under your first. So now
you know the theary behind why this
relationship happens and a neat trick
to find it quickly on the fretboard.

It's A Wrap!
Dear Theory Godmother
Can you tell me how many times |
should let the strings wrap around
the tuning posts of my acoustic
before I trim them? At present the
headstock looks like an unruly wire
forest and the number of windings
around the posts is random, at best.
| want to adopt a new policy of
neatness!

James

| op1 for hiaving three turs around the
capstan for my wound strings and a
few mare for the plair strings - but

no maore than five or six. Calculating
the length of string to thread through
is sometimes roughly measured as
one and a half tuning pegs' distance
beyond the peg you are tuning.

B £xample tract Ltaken
from Talking Guitars by
Davld Mead, published
by Sanctuary, ISBN:
1-88074-620-6.

Prica: £0.99 (UX),
$14.89 (USA).
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Secondary Dominants

Dear Theory Godmother

Could you explain what a secondary

dominant is, please? Oh, and I'm still

quite naive about music theory and

so could you be gentle? Thanks!
Lawrence

If you're still in the shallow end of

the music theory pool, Lawrence, |
think the best way to approach this

is to think of a secondary dominarit

3s 3 means to change key either
temporarily or permanently in the
middle of 2 piece. I'm thinking that this
would be the form in which you've
most likely come across them.

The main thing about dominant
chords in general is that they are
designed to point the way'hiome’
and they do a fabulous job of it too,
In the key of C, it's G7 that provides
the signpost (see Ex &) and the reason
it saunds the way it does is because
every dominant chord containsg
an interval that can really only be
satisfactorily resolved by retuming to
the tonic. You might have heard of the
flat 5th'or‘tritona’and it's this interval
that gives the dominant chord its
restless, unresolved nature, In G/ it's
the interval between the B and the F
that provides the flat Sth:

G7 = G B D F
1 3 5 b7
C = < E G
1 3 5

Here, the B is 3 semitone below C

and F is a semitone above E and so
wher the chord rasolves to C major
the G remains static, the B moves up

a semitone to C and the F drops a
semitone 10 E, resulting in a resolution
that is satisfactory 10 the ear (see Ex 6).

This means that a dominant
chord is the most effective way of
implemanting movement batween
keys. If, for instance, we wanted
to leave C major for a while and
move to [ major, we could do so
by using A7. This is not a chord that
oceurs in C naturally — under normal
circumstances it would be an A minor
- but playing straight from Cto A/ w0
D major sounds pretty cool because
the A7 has acted as a satisfactory aural
signpost to the new key (Ex7).

So we would refer to the A7 as
being a 'secondary gominant'- 3
chord that is not in the prevailing key
of the piece but is prasent to help us
move towards a new key whilst being
235y on the ear.

Of course, as always with music it’s
not as straightforward as this in every
situation, but you'll find out more as
you move along.

W EXAMPLES 1-7

A minor/ C major

Ex 1 Ex)
€ Major A Kingr I
A — l
AV G A 1 1 1 1 v 3 = 1 13
b e e AL .
O A ———— 5 LLLLK
1 2 2 4586 7 1 |1 2138 4 5bBL7 1 The minor rool ils [
under the firse finger .
3 —3—5—1]
B —3 b And the malor rast ~ ‘ , ‘
5 ——a i falke under the fourth J_
1 (
‘é 2 1 |- .L,
&2 Ex 4 i
E major / C; minor
E Majo cim
. ajor 4 |r:or - ]
i -a"-‘l_ et i e b v
) e T e s !
. 3 a d 23 9 - \ P ‘ ‘
1 2 3 4 586 73 | 1 2b3 4 546b7 1 )
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E 0—-2—-—#-—»' = & i i And (he major ot ’ , ,
E o—2—4 falls undee the fourth Sy ® ’
Ex 5 Ex6
G7 c G7 [
} - = 4
F3! Fen -
© 4 é_ 3 arr- = The tritona (or
——————=
2 o fiat 5th) In the
G7 resolves
E nicaly Into the
E 1 o
a 2 root and 3rd of
2 : & the G major
L A Vs ¥
E T E
Ex? .
c A7 D T =
P : g ¢, Watch
¥ 4 8 freevideo
&% ! tutorialsat
0] 4 e y
musicradarcom
3 £ Hews » Revicws<Tuition
2 : Samples » Farums
i v
A
E ~—
Power Hungry employed by the players you admire, | and it works fine, but my guitar is as
Dear Theory Godmother You're likely to find some very waller- | dead as a dodo. Have you any idea

I need to up my game in the
distortion stakes, but there are so
many pedals on the market now |
don’t know where 10 start. | don't
have a Hollywood budget and so
I'm not into boutique solar-powered
atom-splitters, but could you point
me in the direction of something
thatis worthy, reliable and good-
sounding, please?

Ron
You don't mention what type of styte
you play, Ron. The type of distortion
pedal you'd need for playing metal
would be different to that which you'd
nead for plaving blues and so Il have
to be as general as | can.

m guessing that your amplifier
has not got a gain channel (quite rare
these days, not so rare in the past) and
50 you are relying solely on a padal
for the scorched earth sige of your
playing? If this is the case, then I'd be
inclined 1o do a little research on the
web and find out if you can what sort
of external distortion device is being

frindly pieces of kit out there. Once
you've compited a list, ind a music
store that has a good stock of devices
and ask if you an audition them with
your own or similar gear in the shop
at some point. It will help if you offer
10 come in when they're not too busy
because it's likely that you'll be making
a fair amount of noise!

Or look at some of the’big names'in
distortion pedals like BOSS or Marshall
first because their vesale vaiue will
be good if you need a rethink in the
future, Often the names of the pedals
give you a clue what they're designed
10 do 2nd so a 'Bluesette’would be
very different in character to one
calling itself 1009 Coltateral Damage!

It's Dead, Squier...

Dear Theory Godmother

The other day | was practising with
my Squier Strat and it went dead.
No sound at all through the amp,
not even a buzz. | tested the amp by
putting a friend’s guitar through it

what could have caused a total melt
down like this and is it something |
could fix myself? My older brother
does electronics at school and could
probably help me out a bit.

Tris

I can only make an informed guess
hiere, Tris but it sounds to me like a
wire might have bacome unsoldered
from the jack socket or you have a
‘dry joint’ somewhere in the guitar's
electrics. Whatever, it's really a job
for a professional, rather than a
shot-in-the-dark mission and so [
would recommend that you find a
local guitar repairer or if the guitar is
still under guarantes, take it back 1o
the shop and ask tham to sort it It's
a refatively quick job for someone
who knows what they're doing and
re-soldering a wire shouldn't be
expensive,

Visit www.davidmead.net to check
out David’s books and solo (D...
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You can get more from GT by understanding our easy-to-follow musical terms and signs...

READ MUSIC

Each transcription is
broken down into
two parts...

GUITARTECHNIQUES: HOW THEY APPEARIN WRITTEN MUSIC...

PICKING

Up and down picking

Tremolo picking

&
t@ s £ Pl 1
T . 1
® t i
2nd sisng 204 atring 314 siring ditestiing.
3r0 fret 15t 203 teat Opun
& x T

o

MUSICAL STAVE

Ihe five haotizontal

lines for music notation
show note pitches and
thythms and are divided
by bar lines.

"

4 t 1 ) m— b " ] - | f — T
7 ] 1 — T | =P
= e E= E
4 e — —— * P
¢ e T « e = e
¥4 P | rake= ==
P = P - |
" =t ] T % A
¥ 5 | ¥
S S — 7 7 : »
7 5 v S ma— — & i iz ¥
H E r—n—o —a— i F
i

W The first note i< to pe

down-picked and the last
nate is to be up-picked.

: M [ach of the four notes are
- 10 be alternate picked (down-

& up-picked) very rapidly and

{ continuously.

M Palm mute by resting

the edge of picking-hand’s

. palm on the sirings near the
- bridge.

i sweep. Often used to augrnent

W [rag the pick across the
strings shown with a single

i 2 rake’s last note.

TAB Under the musical stave, Tab

is an aid 10 show you where 1o put
your fingers on the fretbeard. The

six horizontal lines represent the six
suings on & quitar - the numbers on
the strings are fret numbers,

Appeggiate chord

] S'L.>

it

E

“

E

- M Flay the notes of the

. chord by strumming across

I the relevant strings in the
direction of the arrow head,

FRETTING HAND

Slides (Glissando)

Hammer-on & Pull-off Note Trills

Left Hand Tapping
| R

™ a 1 Attt B
i > "3 = = i ——
A= e ST ==—===
i o } = : R ] :
| B3~ |
! ~
Bl
%"—.n.._.n__ B — Hm rs i E._ |
o & — b g 55y = 57 77— & e
3 ¥ i : e |
13 E €

B Pick st note and hammer
on with fretting hand for 2nd
note. Then pick 3rd note and
oull off for 4th note.

M Rapidly alternate between
the two notes indicated in

brackets with harmmer-ons and

pull-offs,

- M Pick 15t note anda slide to
- the 2nd note. The last two
© notes show 3 slide with the
- last note being re-picked.

 onAapping with the fretting-

B Sound the notes marked
with a square by hamimering

hand fingers.

Fret-Hand Muting

B
o
N X X

mrcpomm

il

M X markings represent
notes muled by the fretting
hand when struck by the
picking hand.

BENDING AND VIBRATO

Bendup/down

Re-pick bend

W

CAPO

- : : : o
- {:2)
y— 5 R Ly
: o = = H—— = 2 ; A T ] =t
; i v = T A T N—+ ﬁ_1 1 —_— = =
f e J o ol o %
AR Fas [ i
A . B w Cope 20 et
T - 2 BO L )
g i Y g 7Y 17y o A7 (t3] = ¥ Li - 8 et &
2z T
¥ i H 3 2

B Fret the start note there, the
5th fret) and bend up to the '
pitch of the bracketed note,
belure releasing.

HARMONICS

M Bend up 10 the pitch shown
in the brackets, then re-pick the

note while halding the bent
note at the new pitch.

Artificial harmonics

Pinched harmonics

B Bend up from the Sth fret 1o
. the pitch of the 7th Iret note,
then pick it and release 1o Sth
- fretnote.

M Fick the note and then

kend up a quarter tone (a very

: small amount). Sometimes
- referred to as blues cusl.

B A capo creates a new nut,
so the above example has
the quitar’s ‘lierai'5th fret
now as the 3rd fret,

i
R/H TAPPING

Right-hand tapping

Tapped harmonics

# 5 g =
> == e e — f— —_— = g e TP
i E L3 e i 7~ — = — T 1 ﬁw—__—i 1
L W —___ S— H p — ] o ——— .
. v el L © L. —. i
i NHm = === == == A1 AHI7 AM1a IR 5 i THA? ™MD THY? H —
Lo = : . b =
¥ OM—— = Y — B o i 15—
. E— e a— — ——— i — = s
.! *@@ﬁt >—p e | & @ @
3 g E
E 3 | [

B Pick the note while lightly
touching the string directly
over the fretindicated. A
harrnonic results.
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M Fret the note as shown,
then lightly place the index

finger over ’x' fret (AH X'} and

pick {with a pick, p or a).

M Fret the note as shown,

but dig into the string with

. the side of the thumib as you
_ sound it with the pick

B Fret the note as shown, but

sound it with a guick right-

| hand tap at the fret shown

[TH17) far a harmonic,

M [3p (hammer-on) with 3
finger of the picking hand
anto the fret marked with a
cirche, Usually with 7' or'm]
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If You Are Serious About Becoming The
Best Guitar Player You Can Be,
The Natural Approach Is The Answer!

Renowned Master |
Guitarist Mike Caruso
has taken his years of |
touring, recording and
teaching experience |

to create the two
finest guitar
learning
programs
available!

each alone

or together to

double your learning
without doubling

your practice
The Natural Approach”™ finsl The Natural Approach”™
Right Hand Finger Power Improvising Program
Absolutely The Only Right Hand Technique "“Close Your Eyes and Play What You Hear"

Book You Will Ever Need!

* 500 pages of original exercises not available elsewhere.
* 5 years of perfecting every page for maximum
results in minimum time.
» Simple, clear, easy to follow.
» Short, concise segments.
* No Songs to Learn - No Notes to Read.

* Improvise Effortlessly!

* Fly around the neck with complete control and accuracy.
» Master the neck as one unit.

* No boxes ¢« No shapes * No memorization!

s Proceed at your own pace.

* Three DVDs, one rhythm CD and 218-page manual.

* No Songs to Learn - No Notes to Read.

For All Guitarists Whatever Your Style! For All Guitarists:
* Finger Players: » Rock
Gain awesome right hand power through » Country
completely unique and original exercises. * Blues
+ Pick Players: * Folk
The power of finger players without giving * Classical
up the pick! New power to improvise. * Flamenco
* Pick with Fingers Players: e Jazz
The first book ever to address your style! + Or Whatever Your Style!

www.TheNaturalApproach.com

Toll Free Order Line: 800-263-2201 Talk to Mike personally! 914-232-3242
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GT Teachers’ Directory

Looking for a tutor? The Registry of Guitar Tutors (RGT) has some of
the country's best teachers on its books. Check out the teachers
below - if you can't find one near you, go to www.rgt.org

LONDON NORTH

Jamle McCredle
Bmus{hons), Mmus comp,
Mmus perl, Cert £d, Olp He,
MITL

Emall: jamiemccredie@yshoo.
co.uk

Tel:0792) 185267
Professional guitar and music

theory tultlon in North London.

All styles of playing taught, but
specialising in jazz, blues, pop
and rock. All ability levels very
welcome.

LONDON CENTRAL

Leonardo Di Lorenzo

The Soho Guitart Academy
www.sohoguitart.co.uk

Email: info@sohoguitart.co.uk,
bookings@sochoguitart.co.uk
Tel: 02074341490

in Soho, right In the heart of
central London, specialising in
classical, blues, rock, bass, theory.

HOME COUNTIES

Colin Berrido DipLCM
Surrey

Email: colin.berrido@
btinternet.com

Tel: 01276 474818 / 07762
941931

All styles and ages catered for.
Rock, blues. country, folk.

| specialise in folk rock and
Celtic, electric, acoustic and
bass guitar.

David Strand

Surrey
www.quitarlessonsworgester
park.co.uk

Email: davidstrand@hotmall.
co.uk

Tel: 07837 231 762

I teach beginners to advanced
guitar players in all styles,
either for music grades or just
for fun or ‘jamming’ with other
instruments. Recording studio
avallable.

Ross White

Essex
www.rosswhitemusic.com
Email: ross.white@me.com
Tel: 01375 379859 / 07957
953379

All styles and levels taught,
Goth gultar and bass. LCM
centified. BND (Merit) Loglc
studio tultion. Recording,
mixing, mastering, CD/OVD
duplication. Vinyl/diglal
conversion.

James Rensch

Essex Gultar Tuition

Email: james@
essexguhartuition.co.uk

Tel: 01268 773968 /
07918665859

All styles taught, including
rock, metal etc, plus music
theory. Alllevels and ages
welcome. Grading tultion from
grades 1-8. £20 per hour lesson.

EAST ANGLIA

Philip S Ockelford

Essex / Suffolk Border
www.playyourgultar.co.uk
Email: support@playyourguitar,
co.uk

Tel: 0560 342 6926

1 teach electric, acoustic and
bass guitar at all levels.
Recording facilitics; live
performance a speciality. Fully
equipped studio, home visits
avatlable. £25per hour, £15 for
30 mins.

MID SOUTH _

Paul Wisby LLo1 (TD}
Oxfordshire
www.myspace.com/paulwisby
Email: pwisby@gmall.com

Tel: 01993 703809 / 07894
703985

Quality guitar lessons avallable
from experienced teacher/RGT
examiner in all styles. Electric,
bass, acoustic guitar and
popular music theory all
catered for, including Registry
of Guitar Tutors grades 1 to 8.

Rory Davidson

Oxfordshire / Berkshire
www.rorydavidson.co.uk
Email: rory@rorydavidson.co.uk
Tel: 07708 510 519

I specialise in bass guitar
tuition. All levels and all
musical genres, sight-reading
and music theory. CRB ¢hecked.
( also have BA (Hons, 1st) In
Contemporary Popular Music.

SOUTH COAST

GeofflLea

Southampion
www.geoffleaguharist.co.uk
Email: Geofi@geolfleaguitarist.
co.uk

Tel: 07859 009910

I specialise in teaching rock and
pop grades 1-8, musi¢ theory, |
am RGY registered and CRB
¢hecked and am 3 GIT
graduate.
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SOUTH WEST

Al Summers

Wiltshire
www.gandamusic.co.uk

Email: ganda@gandamusic.co.uk
Tel: 01985 211786

Theory, improvisation,
composition, classical, jazz,
slide all taught. Workshops
held on the premises. Specialist
in tutor training, mentoring
and consultancy.

Jon Van-Gowler

Bristol, Clevedon, Glastonbury,
www.jonvangowler.co.uk
Email: johnvangowleri
btinternet.com.

Tel: 07751 276045

RGT registered tutor. More than
25 years' experience. All styles,
beginners to advanced. Grades
V-8 exams undenaken. Most
pupils gain distinctions.

DEVON & CORNWALL
Ruth Harry

Tiverton
www.ruthharryguhtarteacher.
co.uk

Emall: gultar@ruthharry.fsnet,
co.uk

Tel: 07966 546 653 / 01884
821177

I'm a teacher specialising in
RGTY grades, from beginner to
grade 8 in acoustic and electric
guitar, bass, theory, singing
jamming and live performance.

YORKSHIRE

Richard Silvester

RJS Music, Hull
www.rjsmusic.info

Email: Richard@rjsmusic.info
Tel: 01482 703895 / 07866
892784

Guitar mastery can be yours.
Beginner to pro, exam and
showcase opportunities, RGT
registered, CRB checked,
specialising in Getting Results!
£30 per hour.

Craig Went LLcv(TD)

Sheffield

www.craigwent.com

Email: went_craig@hotmail.
com

Tel: 07981 513323

Specialistin RGT grades; all
levels from preliminary to
diploma. All styles taught
including: rock, blues, and jazz.
I teach popular musle theory up
to grade 8.

NORTHWEST

Rick Holmes 8A (Hons)
Manchester
www.rickholmesgultar.co.uk
Email: rickholmesablueyonder.
co.uk

Tel: 07743265432

Styles include rock, metal, jazz,
blues, fingerstyle, Theory and
sight reading to advanced
level. Prep for RGT
examinations and for auditions.
All levels welcome.

NORTH EAST WALES

lan David Hayes,
Flintshire/Cheshire

email: iandavid hayes@
talktalienet

Tel: 01352 750729

Mob: 07930 257550
Experienced player/teacherin
most styles, electric and
acoustic, also beginner bass
and uke. Will tailor lessons to
suit you. Friendly and very
patient. RGT registered.

SCOTLAND

laln Carleton LLcm (D)
Edinburgh

Emall: icarleton@blueyonder.
co,uk

Tel: 0131 313 3832
Experienced guitar tutor In
elactric, acoustic and classical

Tedmiques
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Regixtry of Guitar Tutors

guitar, plus bass guitar lessong
available. All styles ang levels
taught in both Instruments,
including Registry of Guitar Tutor
grades and diplomas.

(have over 25 years' teaching
expenence.

Mark Anderson

Shore Sounds Music, Edinborah
www.shoresoundsmusic.¢o uk
Email: Joey.270@virgin.net

Tel: 0131 555 2477

Pro guitar teacher. All ages and
levels welcame. Standard grade
and highers to grades 1-8. Kids
perform live at group concerts
every year. £24 per hour.
Discounts available.

IRELAND

Mike Brookfield LLow (o)
Portmarnock. Dublin
www.mikebrookfeld.com
www.youtube.com/user/
mikebrookfield

Email: mikebrookheld@mac.
com

Tel: 0876 520378

[ am a qualified music teacher
and session guitarist with lots
of experience. With a (viendly
and prolessional approach, alt
styles and ages are catered for.
RGT & Rockschool grades and
diplomas «f required.
Correspondence courses also
available.

Sponsored by

FIND A GUITARTEACHER

A good teacher can save you years of strugaling, by
showing you how to da things the best way from the start.
S6, whether you want ta learn electric, acoustic, classical or
bass guitar, to find a registered tutor in your area use the

RGT's ‘find a guitar teacher’ page at www.rgt.org
GET GRADED

RGT arganises internationally recoanised examinations in
electric, acoustic, classical and bass guitar - from total
beginner to Diploma level - in partnership with Landon
College of Music Exams (one of the world's most respected
examination boards, established 1887) and certificated by
Thames Valley University. All RGT graded exams are
accredited by the Qualifications & Curriculum Authority
(QCA), and UCAS points are available for Grades 6-8.
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The new HT Venue Series dslivers authentic
‘boutique’ cleans and super high gain overdrives
in one box. Packed with innovations and tone
these amps are perfect for the working musician.

Stop dreaming, starl playing.

Blackstar’

AMPLIFICATION

SR Dosigned 8 Engineered FIng your nearest deater at
=l by Blackstar Amplification UK the sound in your head www.blackstaramps.com
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i ]r 1) Charlie Chandlers G. Nelhize
(J “ [ [{\ [\ o —— Sheet

Sapplapp HAND RUILT GUITARS -
‘r:/‘ e Customising « Rebuilds m u S I C

* Sel-ups
slrugglers and malmenance M|l QUItar
:._-. +Hit Custom built guitars,

fwww.GuitarExperience.co.uk Good competitive rates.
Tel:01252-520911

www. jwhite-guitarworkshops co uk|

\/I ll: ll & || l\| DU Quitar WORKSHOP
Blugs, Bass, Country, Rock

The guitar specialist

THER _\/c B Say Righy! Cumbria Guitar Show
S Y S T E H : 29th & 30th AUGUST 2010 - 10-5pm
Lydian mode RHEGED VISITOR CENTRE, J40 M6

¥ Lee Hodgson, Jan Beck, Ken Nicol, Gary Dunn
& Rod Sinclair, Eddie Allen and Tony Foad

m Huge range of guitars & gear for sale

] Joe

i

m ‘Guitar Factor' live stage. Come and

x .
1 é l 1 1 1 A 1 G FE D play. Win a ‘JamHub’ ‘Free to Enter’ Re
Ab (3h E BU Ab = G Er = Db L FIA
G Es D Al G Fr D: G: ® Early booking ticket price £6 per day
The ammum&whgeé:k mmmﬁh&mi ;g:'afwo“ et to ® Free entry prize draw win a Guitar
(N-B. thote arraws are given only once in the book - but thay're quickly leamt) ® Visit: www.cumbria-guitarshow.co.uk

70+ pages of clear, colour diagrams. which give the smart guitarist enough info 1o find any =
chard, scale of mode in standard tuning and tha main chordsiscales in 12 altemative tunings. Guitar Factor entrants contact Malcolm 01931 713241
The book forguitarists! . ... ...................... only £14.99 Tickets £8 per day - Ticket hotline: 01768 868000

Wouldn’t You Prefer the Real Thing?

= Get perfect quality sheet music downloads - 247

= Hear the music and select the key before you buy

= 100% fegai - 8nd publishers are proparly paid
= 20,000+ ttles available starting of just 78p each

sheetmusicdirect-com

Digltal Sheet Muslc, Backing Tracks and Video Lessons
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EVERY MONTH...
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5IC ROCK, —OM GUITAR-X: BLUES.
BIMM: CL ASSIC RC RONA FRO!
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TUTE: FUSION, 1| SHAUN BAXTER ACOUSTICY E¥ ERMIKIDES
CREATIVE ROCK Wi CLASSICAL WI TH BRIDG

' CALLARD & CLAS oy

THE BEST IN TUITION

FROM

FROM GUITAR INSTH
PLUS:
1AZZWITH PETE

TRACKS TABBED

THE ROLLING STONES
Honky Tonk Women

Learn this 100% classic from the
band'’s finest Keef and Mick
Taylor on guitar - correct tuning too!

GEORGE LYNCH

Mr Scary

One of the greatest ‘80s instrumental
rock tracks, Mr Scary combines metal
flash with bluesy feel. It s a stonker!

MATTEO CARCASSI
Opus 60, No. 6
Asuperb piece for you
technigue building
you up first.

SPECIAL FEATURE
SLASH: GUITAR GIANT!

In-depth style analyses of a truly huge
guitar influence. It's Stoke-On-Trent's
finest - meet the one-and-only Slash.

BLUES LESSONS
PAUL KOSSOFF

This fabulous rocking blueser
had a feel to die for.

TURNAROUNDS
Shaun Baxter dedicates
Creative Rock to the blues!
CARL VERHEYEN
Star video lesson. Carl offers
up some great bluesy ideas!

ROCK LESSONS
JOSH HOMME

Guitarist in Dave Grohl’s The
Crooked Vultures style analysed.

LARRY CORYELL

We look at the innovative jazz-
rock man’s incredible technique.

AND MORE...
ACOUSTIC, JAZZ...

More on flat-plckinge,
plectrum styles for

plus our fazz for mortals’
series continues...

lay, plus great
To warm

il

Your local newsagent will be happy
to order Guitar Technigues Ifor you
eachmor:rh.Saverhamrpinrp )/
town and get to those fantdstic y
transcriptions, lessonsand
exclusive video classes
even quicker!
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CALL OUR SALES TEAM,

OPEN TILL 9PM MON-FRI

& 9:30 SATURDAYS
o% FINANGE fiié phone

PRSE,
ST
GUITARS  °

THE AMAZING PRS
CARE PACKAGE IS
BACK!!

Ring Mike Ross on:

01273 665425 for details

_@Fop Flame,
Drageon |l Pickups

USA PRS only..

****s.m\m** xr
VOX kicked off its line of guitar
amplifiers back in 1857, They
became instant legends, defining
the sound of the British Invasion

for the UK and the world. PBACTICEST

.

NEXT DAY IIEWERY* -

JAMVOX

Extracts the guitar from
any MP3 and plugs you inta

AC15VR
AC30VR

the mix of your favourite
bands. Choose from 54 FX

Tube and salid-state,
vintage and modern, clean

models, 12 cabinet madels
and 18 legendary amp
modeis

oNLY £99

and dirty-the new VR Series
combo amplifiers have it all!

rrom oNLY £259

- True all-valve ampllflg,r ne
double triode valves'in the
' valvesiin the'power. amp.de

i) Marshali tone:
h Sk

1000’ ﬂf GUITARS ON MSPUIV IN OUR SHﬂWBﬂﬂM
18 - 81 NORTH ROAD, BBIGHTI]N BN11YD.

NEWLY EXPANDED VINTAGE & E

T— EVEN MORE ON DISPLAY!

» Fender Custom Shop Custom Silverburst. = Y0OX AC-30 1965 on tilt stand = Gibson Les Paul Standard 2002
BB Strat Relic DSand + Fender Custom Shop 60 Strat  + VOX AC-15 Handwired Limitad B0'a neck sunburst

- Fender C! r Relic BRAZILIAN ROSEWO0D Mahagany Cabinet.

- Gipzon Goldtonz GA-15R 112"

» Gibson BOARO Vintage White - Epiphone Casino 1964 with bigshy ~ combo RARE!
Black * Fender USA 57 Reissue lce Blue - Gibsan ES-335/12 String 1566 * Huye Selection Of Used Pedalst!

- Gibson Historic Firebird ~ Metalic - Gibson 1874 SG Special

- Grevtsch G-6127 Roc Jet 1973

\V Maestro + tdarshall Zakk Wilde Head + Gibson 1981 56 Artist Ebony - Gretsch Single Anniversary 2
* Gibson 2008 Les Paul * Koch Powertone lhead B cab . Gibson 335 Dot Cherry 1995 Tone Green 1963

SQ THE UK's BIGGEST ONLINE STORE

The GAK weh site is updated on a daily basis. We scour the
internet 1o make sure we are the cheanest in the country.
Should you see a cheaper price, please Iet us know!

Now with over 8000 products to choese from including
dlaily bargains_Join the mailing list by registering online
and recelve monthly special offers oaiv available o
members. What are you waiting for? www.gak.co.uk

The Best Price, The Best Service!

**Next working day delivery. We are a licensed credit broker. All prices include VAT. All monthly repayments are based on o deposit & are paid over 6,12,24 OR 36 months at 0% or 18.9% APR. Credit subject to status, Written quotations available
on request. Prices correct at time of going to press: ESOE. *PLEASE NOTE GAKX.COUK LTD IS A SISTER COMPANY & AS SUCH PRIEES, STOCK & DELIVERY MAY DIFFER, 0% FINANCE |5 NOT AVAILABLE ONLINE.
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me GUITAR, AMP-

CENTRE

.II SMIIH SELECTION OF smcx FROM THE UK ’s mr EPlPHﬂNE DEALER!

Ep:phnne Dnve.EireatSohd /
Spruce'/i Maple dreadnought

Epiphone Ripper bass :
Great reissue- I;mlted run!

\{ . d "iE _Ec-256 R, & -
HIEES . /  Aged Honey Burst L & Three-Tone Sunburst
k B ) Aged Vintage Black Yl ARP £419.99
® S 11174 % Newcolourfor2010- - | -' ST_203FH

Building on their long standing L Z5aTe \ Aged Vintage Gold A \ )

reputation for producing 1”_ & RRP £479.99 =2 _ Black with Floyd Rose
excellent guitars, ESP LTD | L ol ] LTINS RRP £469.99

have sdded 2 new models to ' '

their “RELIC” range!

Y THIS IS JUST A SEIEBHOH LOADS MOREIN S STﬂﬂE If
JHIL

ORYOUCOULD GO TO... CHECK OUT OUR PRICES...
THE BEST PRICE THE BEST SERVICE

*PLEASE NOTE GAK.COUK LD 12 A SISTER COMPAMNY & AS SUCH PRICES, 2T0CK B DELIVER'Y MAY DIFFER. 0% FINANCE |15 NOT AVAILABLE ONLIME.
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The star*everyone’'s talking about.

“This is the new amp that will teke over the metal world!
Amazing tona, incredible gain and top notch quality.
The Blackstar Series One 200 is my new addiction!”

Gus G. - Ozzy Osbourne / Firewind

Blackstar®

AMPLIFICATION
FIng your nearest deater at

RS Dasigned & Engineered
el by Blackstar Amplification UK the sound in your head www.blackstaramps.com
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