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THE ROLLING STONES are one of 
those bands that secm to divide opinion. 

Their obvious nemesis, The Beatles on the other hand are, if not universally 
adored, then at least universely admired. "''hile some love Jagger, Richards 
and cds anarchic ways and 'relaxed' musical approach, others can't stand it. 

For me, The Beatles were eveI},thing in the '60S - we had ail the 45s in our 
house and every LP as it came out. Yet while 1 always loved The Stones's 
singles 1 never bought an album. However, as so often happens - and it was 
the same with me for Dylan - overthe years one can often start to sec the 
wooo among the trees. And nowit's blindinglyobvious that thcywere just 
brilliant. And as so often happens it was ail about chemistry. What a pairing 
Jagger and Richards was - and indeed still is. 1beir fit 
of talents was perfect, even ifthis very closeness meant 
theywould fall out bigtime overthe years, but 
thankfully get baek together again. 

This chemistry al50 went forthe pairing that began 
in 1969 of Keith and newboy Mick Taylor. After Brian 
Jones's firing &om the band the e.x-Bluesbreaker joined 
The Stones and he and Richards instantly bonded. 
Taylor's fi nely crafted blues and country tinged Hcks 
were the perfect foil for Keefs legendaryG tuning, and 
while he bashed awaywith suspended and resolved 
open-tuned chords up and down the neck, Mick 
planted the coolest fill s, runs and solos on top. 

Illustrating this perfect pairing is our transcription 
ofHonkyTonk Women. 1b e single version - a UK and 
US chart topper in 1969 - only ever appeared on 
compilation albums like Get Ver Ya Vas Out and 40 
Licks, but it's often hailed as the band's finest track. 

Like me,you maywell have played it overtheyears 
but never actuallynailed that elusive intro, the pedal-stecl-like fill s and the 
overall vihe that Keith and Mick T conjoured up. So we asked Steve Laney to 
disse(.1 the song and come up with a definitive, giggableversion. What's 
more, he's added a brilliant new solo - a Johnny Hiland style hot countI}' 
wig-out - just in case you want to veer away from the song's own solo, or 
extend the numher for a big live fin ish. l've definitely learnt a thing or1\\'O 
from it myself. Cheers Steve! 

Ofcourse the issue is packed, as usual, with a ton of other brilliant stuff, 
so hetter get on with learning it! Seeyou next month ... 

WE WILL; Bring yeu the worJd's 
fi nest guit ar tuition every month. 
from the most inspirational of tutors_ 
Our transcriptions will be as accurate 
as humanly possible, our lessons will 
improve your skills and our cover CD 
wil l provide Vou with hours of playing 
fun. We will make you a better player! 

--Guilar . ";", 
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- ~;/._, . .: . 
~._ . 100 

• '=lIi" ... 

1;" u, 1 HOURS 
. < OFTUmON m :. .:; FOR !:5.25! 

December 201 oGLlÎtar'I'echniques 3 



• CONTENTS · DECEM BER 2010 • 

COVERSONG 
THE ROLLING STONES 
Honky Tank Women 16 
One of the all-t ime classics, tabbed by Steve 
Laney. Play this fab track În your band - wilh il 
greal e )\ViI hot country solo labbed! 

TRACKS 4-6 

TRANSGRIPTION #2 
Oll.Y OSBOURNE 
Over The Mountain 26 
With Randy Rhoads on guitar. the opening 
track From Oiary o r A Madman is one of Ony's 
best ever tracks· tabbed by Charlie Gri ffiths .... 

TRACKS 7-9 

TRANSGRIPTION #3 
LUDVIG VAN BEETHOVEN 
Moonlight Sonata 36 
Bridget Mermikides transposes the classkal 
genius's best known piete rrom piano 10 
guitar · one to impreiS friends and family! 

TRACKS 10-11 

SPECIAL FEATURE 
VINTAGE BLUES 
The Post-War Pioneers 42 
MuddyWaters, Huben Sumlin, T·8o~ Walker, 
Elmare James and aIls Rush helped define 
this blues e ra. Jan Bishop investigates ... 

TRACKS 12-18 

4 GuitarTectulique8 December 201 0 

REGULAR FEATURES 
WELCQME 3 
Nev's il Honky Tank Man .. 

TALKBACK .... ," 6 
Readers' mailbag, induding Star Lelter... 

INTRO 8 
News, One-Minute liek, Hal For Teacher, Whal 
Strings, 60 Seconds With ... and more! 

SUBSCRIPTIONS ,"",-" "",,,,-,_ '" _87 
Great offers and GT delivered ta your daar! 

ALBUM REVIEWS 88 
This month's CD and DVD releases reviewed ... 

THEORY GODMOTHER... . - 90 
Puzzled by pentatonies? Hamstrung by the 
harmonie minor? Talk ta Theory Godmother! 



TAB EXPLAINED. ___ .. __ . 92 
Ali you need to know about our (ab, notation, 
terms and Si9nS is her!' ... 

TEACHER DIRECTORY 94 
Find il local teacher with genuine credentialsl 

NEXTMONTH .. 97 
Sel' whal's in our ne~t e~citing issue ... 

i 
! 
! 

-..,.0:::1 

• muslcradar.com" 
The No.l website for mUSÎCÎans 

T LEARNING ZONE 
LESSONS INTRODUCTION ---------------- -51 
Jason Sidwell introduces this month's 
brimming lessons sec tion ... 

3D-MINUTE LlCKBAG ·-52 
Six more brilliantlicks From B1MM Brighton's 
Scott McGili. From 'Yeah' to 'Yikes!' Sel' if you 
can play them ali- bel you carn! 

BLUES -... ,-........... -.... ,-.' .... -. · .. ··· ·54 
John Wheatcroft on the blues style of the 
incredible modern virtuoso and mega gear­
head Philip Sayee. Check this out! 

ROCK ··· ···· .. ·_·-58 
Martin Cooper looks al the guitar styles of the 
innovat ive Boston axeman Tom $choltz ... 

FUSION 62 
Fusion geniusand super session ace RayGomez 
is the subject ofGianluca Corol'lil's fusion 
column this month ... 

CREATIVE ROCK 66 
Shaun Baxter continues his rockily creative 
examina tion of how to make the most of blues 
tumarounds ... 

JAZZ . 76 
PeteCal lard shows how to solo convincingly in 
a 'jazzy' way over a slightly souped-up 12-bar 
blues chord progression ... 

ACOUSTIC--· .. · ..... _ 0·-.·0··. ·· ··- 82 
Stuart Ryan unlocks the secrets of the greatest 
pickand finger players - get your Hatpick ready 
and those dextrous digits dancing ... 

T VIDEO MASTERCLASS 

RITCHIE KOTZEN ·.· 
This great playerenlightens usas to how he 
approaches playing in a varirty of situat ions ... 
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Write to: GuitarTechniques, 30 Monmouth Street, Bath BAl 2 BW. 
Email: neville.marten@futurenet.com 

ON THE BOTTLE 
Slide or hottleneck guitar seems 
to he feally getting a lot of 
attention these days what wîth 
the fise of players like Derek 
Trucks, Sonny Landreth and co. 
Every 50 often 1 decide Ihat l'ru 
going 10 have a go at il, as [jus! 
adore the sound of slide, he il 
traditional blues, the modern 
styles of Trucks and CQ or even 
George Harrison's slide musings 
post-Beatles. The trouble is, no 
matter how good ruy intentions, 
ruy efforts are always pathctic 
and 1 end up putting the guitar 
and slide down in disgust. 
l've never secn any lessons in GT 
about the slide style, 50 any 
chance of giving wc frustrated 
Duane Allmans a leg up und 
running say a six-part series on 
howto actually do il? 
Michoe/Jarvis 

Over the years wc have touched on 
si/de quitea bit. Michael. Gaingback 
many, many years, The Hamsters' 
Snails Pace Slim did a series far us, 
and mare recently Guthrie Gavan 
gave us a six-parler Ihat cavered a 
lat afgraund, fram ancienl ta 
madern. Plus weaften run sangs 
thal hinge an slide - like /051 Manth's 
JuSI Gat Paid fram ZZTap. We have 
recemly been cansidering ane big 
slide lesson though, showing haw ta 
do il praperly, wilh hinlS and lips on 
whatlhe pilfalls are and haw la get 
gaing and na/ fall a/ the nrst fence. 
Quite 0 fewofourguys oregreat 
slide players sa expect something in 
the next fewmanlhs.ln the 
meantime, why not string upa spore 
instrument wllh heavy strings and 0 

high action in preparation .. 

6 GuitarTechniques December 201 0 

STAR LETTER WRITE ONE AND WIN A PRIZE! 

JAZZ FOR MORTAlS 
l've been reading GuitarTechniques for several 
years and always get a huge amount of enjoyment 
and improvemenl from each issue. However, Pele 
Callard's recent series on jazz gUltar basics has 
been one of the mast important lessons J've 
worked Ihrough in a long time, because it 
enoouraged me la re-evaluale my knowledge of 
' basic' gUltar skills. In particular, 11 was surprising 
ta learn how the small chard voicings worked sa 
weil, as it was moving betwcen unwîeldy monster 
shapcs Ihat had heen preventîng me from really 
enjoying playingjazz. Also, in working out how 
Pete created these (by omitting the 5th or root, for 
example), it got me back into music theory, which 
in the frenzy of interesting new lessons to try each 
monlh often gels relegated to Ihe backburner. 
Funnilyenough, il reminded meoflearningyour 
tab a few years aga ofStevie Ray Vaughan 's Texas 
Flood: 1 worked for ages memorisÎng every note, 

and eventually J could 
play a rough but 

identifiable rendition. 
However, myblues 
improvisation didn'I 
come on in the leaps 
and bounds that 1 
had hopcd because J 
reallsed later Ihall 

wasn' t understanding 
what Stevie was doing 

and why il sounded 
sa great.1t was 

onlYlhrough 
swallowîng my pride 
and going back to 
basics Ihat encouraged 
me la look al whal notes 
were doing what, and this 
helped me improve much raster. Talking to some 
of my friends who play gultar, we agreed that wc 
ail love 10 learn songs, licks and style shldies, bul 
are usually reluctant ta tread back over 'old 
territory' and really question our undcrstanding 
of the more basic stuff, and why il works. Sa 
thanks for Ihese fanlastic fealures, and fOf Ihe 
occnsional reminder to check the foundations - as 
l've discovered, sometimes the most important 
progress is 10 he found Ihere! 
Adam White, Norwich 

We wondered whether we were doing the righl 
thing in 'dumbing down' Pete's jazz column far a bit. 
But 1 was canvinced that a lor a( GT readers would 
reolly enjay Il, and perhaps even stort delving inta 
jazz as a result of it not seeming quite sa daunting. 
As it happens ir's been an excellent series and any 
ployer in any sryle could gain something (ram if - as 
Jason pointed out in his lessons in traduction last 
monlh, blues players would get an awfullor fram 
tha/lesson alane as ir just /oak rhe theory one step 
further, showing how ta use different pentotanic 
scales for each chord, using simple arpeggias and 
adding in rhe major 3rd. bS and 6th eIC. Gaing bock 
ta rhe basics never hUfl anyone, as in myexperience 
even if yau know 95% af Il, the 5% you discover you 
didn'I know is sometimes earth-shattering. 
When Pere finishes rhis shart series (/'ve been 

referring ra ir as lazz far martals') he'lI ga bock ra 
the more inrermediate and advanced sruff, And 
who knows, qulle a few mare GT readers might 
conrinue reading rhis always excellent tulor's 
calumns each manth. primed as they will naw be 
wi/h the very basics you men/ian. 

STAR LETTER PRIZE 
Qur friends a/ Sound Technalogy 
pic oredonotinga DigiTech 
HardWire Stereo Reverb RV-7 pedal 

BLUES DUES 
Yet again we sce Guitar 
Techniques conlinuing ils 
obsession wîlh blues. The lasl two 
issues have bath focused on it 
while the amount of rock and jazz, 
whi le 1101 gelling any less, scems 
10 he relegaled 10 a oouple of short 
articles. Surelywe desclVe better 
than this. Could you not give us a 
greal big fealure on playing 
eleclric rock oreven acouslic 
rock, or a lO-page appreciation of 

jazz techniques? Jean predict 
your answer already - "We need 
to sell magazines and people lîke 
blues~ - but please spare a 
thought for those of us that would 
rather have a bit of something else 
every once in a while. 

rhis, timeafter lime. Even ifyou 
prefer rock and jazz ra blues. it's 
worth remembering thotjazz and 
blues sprang fram the some weil, 
and in rheir infancyduring the 1910s 
were nor far apart at all - players /lke 
Lonnie Jahnson were considered 
bath jazz and blues. Il wos onlywhen 
guys /lke Charlie Christian began 
using different seoles ta follow rhe 
chard changes on morecomplicated 
numbers, rhat more distance was 
placed between the genres. But rack 

Pete Norron, London 

Ifs true wedo need la sell magazines 

and blues remains the mosl papular 
form of music rhat wecaver - sales 
figures and readers'surveys lell us 



music came directly From electric 
blues, pop and rock and roll, adding 
a tougher attitude and becoming 
more riff-based.ln somecases it was 
alsa less harmonically sophisricated 
(even thon blues) butdefinitely mare 
techniquedriven. 
My point is thal blues lids, shapes 
and general fingering pallems form 
the basis formosl slyles - if someone 
says, ' Show me how to be a great 
rock improviser · you con bel that Ihe 
leacher's first reference will be the 
minorpentalonic scale (as indeed, 10 

conrinue Adam White's discussion 
about Pete Callard's recenl articles, 
would be the likelycase in jazz). 
Sa when peoplecriticise us for doing 
' 100 much blues: in a way theyare 
crilicising guilar music ilself, since 
mon of it derives quile clearly From 
blues. rve said manytimes that 
leaming everything in a greal blues 
article will defini/ely improve your 
rockplaying and add furtherspice la 
yourjazz and pop. So 1 challenge the 
dissenlers ta Iryit, as 1 firmly believe 
il's Ihe bluesyelemenls in rock and 
jazz (hal make Ihem so altractive. 
And we cerlainly haven't lessened 
either rock or jazz content - we've 
also managed to squeeze a great 
classical column in every month. nOI 
ro mention fusion, the recent metal 
and prog rock series and robs of 
Genesis, Rush and Yes songs.1 do 
wish people would stop confusing 
what's on the caver with everything 
else that's in the magazine - GT is 
the braadeSI based guitar magazine 
in Ihe world and while l'm here will 
always stay that way. 

WHAT GUITARI 
Every month 1 really look forward 
to seeing the new issue on the 
shelves, as your choice of caver 
guitar is always great. Sorne 
wonderful instruments 
havestared 

back at me overthe last CQuple of 
years and 1 was wondering where 
they come from? Whose are they? 
Ifthey're ail owned by the team 
then l'm insanelyjealous:ordo 
the various companies give them 
to you? Do they let you keep them 
as a fo rm of payment for the 
exposure they're getting? If sa, 
have you ever thought of giving 
them away as $Ome form of 
competit ion prize? If sa III have 
the three-pickup Les Paul Custom 
from thereœnt Your Best Blues 
Ever caver. Or the sunburst Tele 
from the 50 Chords Vou Ha\'e To 
Knowissue! Cometo thinkofit, 
the red PRS Singlecut from the 40 
Awesome Licks CQver was preHy 
tasty too! 
Paul Williams 

Yau 've kind of answered your awn 
queslion in a way, Paul. Weil, the fim 
part anyway. The guitars come From 
a varietyof sources: the 1963 blue 
Strat (Bend II) and sunburst '66 Tele 
(SOChords) are both mine, while the 
blue Music Man Luke (Speed Up!) 
and red PRS Singlecut (Awesome 
Ucks) belong toJason Sidwell. The 
black Les Paul Custam (Best Blues 
Ever) was bcrrowed fram Vintage 
And Rare Guitars in Bath. Fender, 
Gibson and PRS haveall kindly lent 
us instruments - the SRVStratan 
Spring 20/0and Ihe American 
Special Sirat Ion month, the PRS 
DGT on June 2009and the white SG 
Custam From back in Octaber 2008. 
Sadly theydan'/Iet us keep them, but 
1 rother /ike your competition ideo so 
will have a chat with the voriaus 
pawers that beand see if wecan 
maybe do it on special occasions. 

WHAT AMPI 
My trust y old Peavey 
Classic has been a 
fantastic workharse 
for sorne years but 
now l'm feeling it's 
time for an upgrade. 
don 't have a 
particular make that 
requires my 
allegiance, because 
ifs more about what 
the amp can do rather than what 
name's on the front. 
[want my amp 10 do everything, 
from blues and rock ta c1eaner 
tones like jazz, funk and country. 
A friend of mine said that's exactly 
what 1 DON"!" want, insisting that 
a good c1ean tane fram the amp 
and a few well-chosen pedals is 
the better way fo rward. 
Is it nol possible to get the one 
amp that does ail things? ['m 
playing a lot of semi-pro, pretty 
high-profile gigs naw sa need 
quite a few different sounds. 
Jason Peters 

As 1 see it thereare three distinct 
ways toga here, Jason. One is Ihe 
way 1 mastlyuse, w hich is ta get a 
goodvalve amp thot pumps out a 
great clean tone; then add a quality 
drive pedal, echo unit and any ather 
pedals you feelyou REALLY need. 
Anatherway is ta combine the 
pedals inta one single multi-FX unit. 
There are same bril/iant ones around 
at the moment From 011 the famaus 
manufacturers - 1 have a TC Nova 
System and Jason uses Boss GT- 10. 
They can supply the mast incredible 
array oftanes, and as theC/ossic 
such a great amp oneapproach 
wauld be ta keep it and spenda few 
hundred pounds on a fewgaad 
Slompers arane multi-FX. Yau'lI need 
to re-programme the facrory presers 
though because in myexperience 
they are usually way aver-the -rop 
and need toming. 
Finally, ifs worth checking out the 
newermadelling amps From the likes 
of Une 6, Peavey, Roland, Hughes & 
Kettner, Vox, Fenderet al. They've 
come on in leaps and bounds in 
recentyears and will give you a 
million bucks warrh afvintageamp 
tones in one box. Uke the multi-FX 
boxes, you'lI need to doa bit of 
pragromming ifyau are tagelthe 
mast out of/hem. 
Check out Guitarist for reviews, or 
look on www.musicradar.comfar 

mareon what we think are the 
caalesl pedals, 
multi-FX unirs and 
modelling omps 
around. 

READER'S lETTERS 

Peavey Classic: a great amp 80 why 
not get a few pedals or a multi-FX~ 

PLAY GUiTAR NOW! 
There have been a few special 
DYD issues recently, under the 
banner Guitar Techniques 
Presents ... 'Play Guitar Now', all 
done by Stuart Ryan. 1 have his 
two blues ones and a great 
acollstic one too. [s this 
samething you are planning to 
continue? 1 for one certainly 
hope so because the DYD/ video 
format makes it ail so d ear and 
easy ta understand - and Stuart 
Ryan is an excellent tutor, 
player and presenter! 
RogerBoiiey 

Yes, Roger, they will indeed be 
cantinuing.ln facrthey will be 
caming quarter/y and allowus ta 
focus on many styles and technico/ 
levels in a verydetailed way. 
But a newdevelapmenr will soan 
see them available electronicolly, 

dawnlaadable fram our website or 
www.musicradar.cam. Unlikethe 
Zinio digital downlaads afGT (and 
ourathermagazines) that have 
been available for a while - sadly 

withoutthe CDcomem - these will 
cantoin everything that's in the 
Play Guitar Naw! magazine and on 
the DVD.lncidentally, the lalest 
one - Hat81ues - is on sale naw.lt 's 
a cracking blues-rock tutar, again 
From Stuart, so check itout! 
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Robin Finck 
Ultra III 

Four radical new Schecters ... 
SCHECfER HAS LAUNCHED nol one but four new 
intriguingguitars: Synyster Gales Custom Black and 
Red Pinstripe {(1099), Zad.]' Vengeance ZV Mirror 
(1::899), Robin Finck Ultra III (f:899J and "D 'Blutcher' 
Bass (f749). Tying in with the releaseofthe new 
AvengL-d Sevenfold album Nightmare theSynyster 
Gales Custom gels a newset of cool red and black 
dothes. One of the tlagshipsoftheSchecter Artist 
range, the Custom fealures Seymour Duncan Custom 
Invaders, original Floyd Rose trem, mahogany body 
and three-piece 24-fret set neck to make a modern 
classic. On theother side of the s tage from Synyster 
Gales is Zad:y Vengeance, who has his Own newly 
updatL-d signature mode!, the ZV Mirror. Featuring a 
spcctacular Fractured Mirror top and an chrome 
hardware, Ihis guitar is spectacularly eye catching, 
while the Seymour Duncan SH-4 pid;up set means il 

sounds the business 100. Guitarist Robin Finck from 
Seminal industria lists Nine Inch Nails takes a 
surprising vintage route with his signature model 
mtra. Duncan designed Fg 101 toaster top humbuckers 
in the neck and middle positions give a retro '50S 
twang, while the Seymour Duncan SM-3B hot mini 
humhucker in the hridge gives more power and hite. A 
Bigshy B-50 vihratoand red or hlack nitro cellulose 
lacQuer complete the guitar. 

For theJD 'Blutcher'bass, John Deservio turned to 
Schecterto help provide his thunderous low end in 
Zack Wylde's Black Label Society, and togetherthey 
crealL>d. a bass with a 24-fret multi-Iaminate maple and 
walnut thru neck, mahogany bodywith 'BLS'logo, 
EMG pickups wi th activethree-band EQ, kill switch 
and Hipshot bridge. Everything about it screams 
power! Visit ww .. v.westsidedistrihution.com for more. 

Lucky Steven bags Giltrap guitar 
Steven Smith ofBridgwater has 
won himself a Vintage VE2000GG 
Gordon Giltrap Signature guitar 
from a competition in the concert 
programmeofGordon's recent 
Shining Mom tour. A long-time fan 
ofGordon's, Steve managed to 
mect up .. ";th the acoustic maestro 
and have the guitarofficially 
presented to him at a local concert. 
~ l was both astonished and 
delighted~ says Steven. ï had not 
thought that 1 would everown such 
a high qualityinstrument as this, 
endorsed as it is by hath Gordon 
and Rob Armstrong, and 1 thank 
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John HombySkewes fortheir 
generosity in providingsuch a 
magnificent prize. ~ 

The VE2000GG was developed 
in collaboration .. vith Gordon, JHS 
and Rob Armstrong, master luthier 
and designer of Gordon 's original 

custom huiltguitaron which the 
signature model is closely based. 

Gordon says of the .. ";n: "Weil 
done sir! Nice 10 knowthat the 
guitar has gone ta someone who 
appreciates it forwhat it is - an 
outstanding guitar by anybody's 
standards and at any price!"The 
Signature guitar retaits at f.479 and 
includes a special Gordon Giltrap 
Signature hardshell case. A 12-
string version, VE2000GG-12, is 
also available at E499 inc1uding 
case. Visi t w .. vw.jhs.co.uk and IVWW. 
giltrap.co.uk for further details 
about theguilars or Gordon. 

Learn to play Dio now! 
Lick library i~ relea~ing Learn To Play 
Oio,a gUitartuition DVO from 
OannyGili that çelebrates live 
classic 19805 melal trach from the 
legend Ronnie Jame~ Dio. Tracks 
featured areHoly Diver, Don'tTalkTo 
Stranger~, and Rainbow ln The Oark 
from Holy Drver, the undisputed 
highlight of Oio's career. Then 
Oannytakesa lookatThe Last ln 
Line andWe Rockfrom The last ln 
Line.Thedouble OVOsct has over 
three hours of lessons taking you 
through the high energy playing of 
Vivienne Campbell. Danny takes 
you through the solos nOIe for note, 
and then performs the~ongs toa 
biKking track ~o you can see how it 
ail fit~ together.The OVOguitar 
lesson shows split screens of what 
both of Danny's hand~ are doing. 
The DVOtuition set retail~ at f24.99. 
For fUfther information about Lick 
Library and ail its products goto 
www.licklibrary.com. 

Mini wah/volume pedal 
Gui tar pedal manufacturers Mofley 
haveadded a new Mini WahNol 
pedal to their product range.The 
MWVComblnes wah and volume 
into a compact package measuring 
only 4.S· x 6.7S· x 2.7S~ It combines 
the tonefroma Morleywah with the 
clarity and control of their popular 
volume pedal, ail in one uni t. The 
new pedal features a super tough 
cold 10lled steel hou~ing, LED 
indication, easy access banery door 
and can bepowered from one 9-volt 
battery or an optional9V adapter. Il 
letailsat E 103,99. Alsoavailable in 
thi~ sefie~ are Mini MorleyWah 
(f9S.99) and Mini MorleyVolume 
({84.99). Go to www,westslde 
distribution.com for more details. 



1~:II':II!:\ll ij:l'tn:I= !\ II:tiiil@t MELODIC 'YISITOR' LlCK 
Playing tasty mclodic Heks is a/tell!css about technique wld 
mo,.e almulfindillg niee note chaires and phmsil1g ideus. Olle 
way of forcing YOljrself Dljt of seole pattern type licks is ro play 
over progressions thatcontain ml unexpected chord QI' two. 
[ II this mOllth's lick the phrase is played ouer three chor-ds rhat 
comcfrom the key ofC maj01" - Am {vi}, G (v) a/ld (C 0; but 

Am 

there is a/so aIl Ab major chard which comesfl'om the pm"allel 
mino/' (Cm, or lize vi chm'dfrom Eb). Althouglz you con ohuiously 
rlzink in terms afscales ir is oftcn better tvjust look/or commo/! 
Ilotes (C) and chard tOiles aud simply trcat the extra chard as a 
we/come 'visitor ', amendillY yOUI' /ieks to stlit. Experimellt with 
this idea ta come up with some grcat IICW melodic lieks. 
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Don't fret! 
Peace of mind from just no 

Termi, conditions <1fld excess apply, Allianz Musil:iIIlnsulimce is a trading N1me of Britiih Rew:rve lMUrarw;:e Compoony limiltd (8RIC).. whoUyowned :wlnidlary of Allianz Insurance pic. 
BRIC i'l authorised and regulaled by the financial5etvi<:~ Authority. Registered offiœ: S71..Jdymead, GtJildiord. Surrey GUI lOB, Registered in England No. 307622. 
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Intro 

WRAT STRINGS DO YOU USE? 
We ask a great 
guitaristall those 
little questions you 
really do want the 
answers to. This 
month: JJ Grey of 
Florida swamp-blues 
outfit Mofro 

GT: Doyou havee typeof plck that 
ya ... can 'tllv8wlthout? 
JJG: l'II U'>e an)' old pick soml!(lne 

i
l hands me,or my lingers Ifl have tO.1 

have bags full ofplcks wllh my name 
on them but 1 don'! know how thick 
they aleOf whal they 're madeoutof. and eveybodyin my band. Bull 'm 

not really }ealOtls becauselhere Is no 
way in heUre! everbeable toplay like 
lhose guys so 1 don'I even Ihink 3bout 
Irying,That said they ail still inspire 
meand il dnes makemewanttoplay 
that lille bi t better. 

GT: l')'ou had to gl..,e up ail your 
pedals butthree, whlt would they 

"7 
JJG:llove myStigtmnks tremolo and 
Electro-Harmonix Memor)' Man bull 
gel ail the gain Julee stralght out of my 
BoIl ampiifier.1 don', (eally use a lot of 
pedalswith my electr ic li9.lfl play 
solo acoustlc 1 mlght use a looper, an 
EH Hol)' Grall, and my EH Peg. 
GT: 00)101.1 pie)' anotller Instrument 
weil enough to be ln li band? 
JJG:I play keys, ha,monlcaand bass 
from UmeloUmeon stageandonmy 
records. 1 gol a studio al home with ail 
the diHefenl in str uments. J wlile and 
arrangeall my sangs thete berorel go 
to thebig studio. That sald a lotofthe 
stuff 1 record ln my home studio ends 
uponthealburn§, 
GT: Ifa muslcchartwere putln front 
oryou, could you read II? 
JJG:Very, very ~wly (Iikeat least a 
week of trying to read it befOfe rd get 
it), but rd liketo get morelamillar. 
GT: Dogultar cables really makea 
dlfference? What make are yours? 
JJG'Y€$ theydo.l 've been using 
Momlersor Mogawlnl.lh ey don"! 
lear up aseasy and 1 reckOfl they 
sound Ihlcker, 
GT: Il thllfll anyonll'I playlng (palt 
or p!'"esent) that you 're sllghtty 
jealousol? 
JJG:DerekTrlKk~ Lutllel Dickinson 

HOT FOR TEACHER 

GT: You r house/studlo Is bum Ing 
down:whlch gultardoyou salvage? 
JJG:My IIttleredWeste!n AutoTme 
TOfle.lt WolS the timguitarl ever 
bought ar\d i t sounds sick! 1 retired it a 
lew years 390. rd alsa grab my Gibson 
SouthernJumbo.lI's seen a lot 01 
action with l'ne as weil. 
GT: Wh at'I you r fayourlte amp and 
howdoyousetlH 
JJG: l'm playing a BoI l 1 OO-watt head 
through a 2x 12cabinet forguitaf and 
a Victoria twln for harp. The boit has 
threechannelsand 1 set each channel 
up as sta<Jes 01 gain (clean, na5ty, and 
supe!" nasty). 
GT:What kind or actlondoyou have 
onyourgultars7 
JJG: l'm not sure. Regular 1 guess. 
GT:What strings doyou use? 
JJG:llikeDean Markley Blue Stee!s-
1 OS.I dao't really kIlOw anythlng 
about sulngs other than tllese play as 
good as any and seern louderlO me, 
GT:Whatare youup toatthe 
moment? 
JJG: l"m outon theUSA leg ola tOtlr ln 
SUPPOft 01 my new album called 
Georgia WarhOfse. 

WHO? Joüannon TOWN:TOfquay STYLES 
TAUGHT: Rock, pop, biues,general SPEClALlTY: 
Improvisal ion, fingerstyle and compOSition 
QUALIFICATION: llCM(TO), PGCE lEVElS:Casual. 
style-based tuit iOll from beginner 10 .. dvancee!­
RGl grade§ if desired READING: Beginner only 
CHARGES: U5 per 1 hr lesson SPECIAL: Fully­
equipped music roomlstudio; can re.::ord les50fls; 
basic guilar se t-up service TEL: 07584 078995 
EMAIL: lannon;Oe@goOglemail.com 



Intro 
--~THE NE W AP X :', YAMAH~ 

J/II!t , . . . . . . • • • 

Une 6 
OHiO 212 
Combo 

Line 6 amp range unveiled 
Une 6 has u"vcile<! ils Ile-.v DT50 
lille of f1agship guitar ampli fiers 
combi"ing flexible, boutique-style 
tube design and revolutionary new 
HO amp modelling tcchnology. 
DTSO guitaramplifiers produc.:e the 
four amp voicingsoll which ail greal 
amplifiers are based: classic 
America" dealls., chimey and 
erunchy British tones, and modem 
high-gain distortion. Todeliverthe 
lIlost authenticsonicsignalure, 
each voicingoomprises a preamp 
and tone slack fuelled by brand­
newUne6 HDmodeling 
technology, and aulomalically 
paired with dynamicanalog 
circuitry inc1uding tube 
configuration and negative 

feedback topology L'Ourtesy of 
Reinhold Bogner's versatile 50-watt 
EL34 powersa:tion. 

To produce a classic American 
voieing, DTso ampsengage HD 
modelling lechnology 10 configure 
the preamp and tonestack ta 
produce a gleaming, classie clean 
toneand supports it by 
reconfiguring its analogue 
components for a high amount of 
oegati\1!feedback, reproducing the 
analog circuitry of the great 
American amplifiers. 

The pril..'eS are: DTso 112 Combo 
«(1,199); DTso 212 Combo 
«(1,349); DTso Head (1:999); and 
DTso 412 Cabinet (Es69). Vlsil 
www.line6.I..'Ornforfurtherdelails. 

Line 6 
POD HD 
400 

Three New PO Os trom Line 6 
Une 6 has launched a fa mi ly ofnew 
POO HO multi-elTect pedals, which 
debuls 16 brand-newLine 6 HO 
amp models, a nd much more . The 
new H 0 amp mode ls olTe r a wîde 
array of amp lones and Ihey doso 
wilh ~previouslyunachievable 
realism ~. They are inspired by a 
varietyofimmortal modern and 
vintage guitar arnplifie rs including 
a FenderT\vin Rcverb, Hiwatt 
Custom 100, Supra 56616, GillSOn 
EI-I - 18S, Dr Z Route 66, Vox AC-30 
(Top Boost), Marshall JTM-4S 

MkIl, Park 75, Mesa Boogie Dual 
Rectifier, ENGL Fircball loo. and 
more. POO I-IDs oo, thellagshipof 
thethree-produl..1 family, features a 
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compreheru;i\1! collection of d igital 
a nd analogue ins andouts, a 
48-second looper, andover 100 
effe<:ts. Ils back panel includes 
q uarter- inch balanced and XLR 
unbalanced outputs, XLR mie 
input , stereo FX send and relurn, 
MIDI in and outf thro, S/ PDIF and 
more. nie s mallermodels, the 
POOHD300 and POO 1-10 400, 
feature full sets of ins and outs, a 
24-second looper, and more than 
80 and 90 M-class effects, 
respectively. Priees are: POO 

1-10300 (1:259 ), POO H0400 
(1:339), and POO H Osoo (f40<}). 
Vlsit w\'IW.uk.l ine6.comfpodhd for 
furtherdetails. 

.. 

-~--
Il 

~ II!! 

NEW YEAR'S DAY become~ a public holidayfor the 
tirs! tlme; Inflation soars to 17.2%; the tirst 
MCOonald's restauran t in the UK opens in 

Woolwich; China sends Bri ta in IwoGiant Pandas. 
Chlng·Chlng and Chia-Chia; professor Ern6 Rublk 
Invents the Rublk's Cube puzzle; and US preSident 
Richard NI~on resigns ove'the Watergate scandaI. 

FENDER FINAllY THROWS in the towel on their 
electrlc archtop gultars designed by Rager Rossmeisl, 

. -~ .. 
Introduced in 1968 and fealuring Ihe 'German 

Carve'. The Monlego 1 and Il and the lTO 
modelsare jazz styled hollow-bodies wilh 
spruce tops. hand woun.d humbucking 
plckups and boit-on necks bUI have failed 10 

. . 

?r''' , 
Jf!!' ' 
~ .. 

altlact sufficienl sales. 

THE CONSERVATIVE GOVERNMENT 
Introduces the thr~ -day week 10 conserve 
eleclfic lty during t he lengthy coal miner's 
slr ike. The power cutsalsocause Joe Walsh. 

Steely Dan and the Allman Srothers to cancel 
the ir UK lours. Prime Minisle r Edward Heath call~ 

a general elecllon hoping to end the di~pute but it results in a 
hung parllament. Heath rails to convince the liberais loform 
a coalition so labour's HaroldWilson formsa 
mlnority government and makes an improved 
pay ofter to Ihe mlners, which they accept. 

THE BREAKUP OF FREE spawns two bands, 
wlth Paul Rodgers and Simon Kirke forming Bad 
Company and Andy Fraser and Paul Kossoff 
le amlng up wl th Hend,i. drummer Mitch 
Mitchel l for an as yet un-named trio. Ch icken Shack disband 
as guilarlst Stan Web joins Savoy 8rown; Vinegar Joe caliit a 
day as slngers Elk le 8rooks and Robert Palmerdecide to 
pursue solo careers; and JeffSeck pu ll s the p lug on Beck, 
Bagert and Applce. MlckTaylor quils The Siones and lan 
Hunter leaves MoltThe I-Ioople 10 make a solo album with the 
help of 9ultarlst Mick Ronson. 

AICKENBACKER ADoS a siner guilarto its 480 model with a 
bass-like Clesl lng wave body. The 481 has a bound body, 
a pair of e~posed pole humbucking pickups and a larger ,J""..", 
scratch plate; bot curiousty the bfidge, pickups, frels 
and nut areall set at an angle. 

GODSEBERRY BUSH FINDINGS include Andrea Corr. 
Robble WiUiams, James Blunl. Chad Kroeger 
(Nlckelback). Jewel, Ryan Adams, Alanis Morissetle, 
Victoria Beckham and Melanie C (Spice Girls). Meg 
White, (The Whlle Stripes) and Nicholas McCarthy (Franz 
Ferdinand). Returnlng to the soil are Graham Bond, 
Marna Cass Elliol, Lightin'Sl im, Nick Drake, Duke 
Ellington and legendary Amerlcan televiSion 
talk-show hosl Ed Sullivan. 

GI BSON lAUNCHES TH E MARAUDER as the ir 
lowesl prlced eleclrlc gui tar with boit-on maple 
necks and aider bodies. Ta save ln production 
costs the controls, socket and the single coil and 
humbucker pickups are mounled onto the 
scratchplate.lt may be a budget model but still 
not cheap compa,ed to the rest of the market. 

.. 









PLAY: ROCK ON THE CD TRACK4-6 

The Rolling Stones 
Now it's time for a bona fide classicl Ladies and 
gentlemen, Steve Laney is proud to present the open 
G-tuned tour de force that is Honky TonkWomen ... 

ABILITY RATING 

••• 
KEY: G 
TEMPO: 114bpm 
CD:TRACKS4-6 

Moderate 

I!':i Playing in open tunings 
I!':i Pedalsteel t~pe bends 
l.'li Hybrid pid:ing 

HONKYTONK WOMEN was released as a 
singleon July 4, 1969 and became an instant 
chart-topper on both sicles of the Atlantic. The 
song has since appeared on the set list."; of pub 
bands the world over and has been (:overed by 
artist s as diverse asThe Pogues and Ike and 
Tina Tumer. 

At facevaJuethe song might appearto be 
just another blues tune with a twist. However, 
scratch beneath the surface and the 
abundance of pedal steel type string bends 
reveals what has to be one of the tirs! 
examplesof country rock. Il 's worth noting at 
this point that Keith Richards and Mick 
Jagger were heavily influenced by their friend 
Gram Parsons, widelyregarded asoneofthe 

TECHNIQUE FOCUS 
OPEN GTUNING 
These days Kei th removes the sixth string in G 
timing {Iow to high, D G DG B D becomes G DG 
B Dl, but 1 don't believe he did that for this 
recording. 8y panning your sound system to 
the right, you Gin clearly hear the drone of a 
low D, which tirst occurs in oar 30. Keith once 
said:"The onlything that was bugging me was 
the bottom string, because with open G your 
root note is on the Mh string, not the bottom 
string. So eventua lIy we took the sixth string 
off". From what we can hear, this "eventually" 
was after the recording of Honky T onk Women. 

founding fathers of country rock. 
The release ofHonkyTonk Women was 

somewhat overshadowed by the band's 
former guitarist Brian ,Jones being found dead 
in hisswimming pool adayearlier. Brian 's 
replacement Mick Taylor is credited by Keith 
Richards as being the olle who elC(.1rified an 
earlier version of the song called Country 
Honk. However, Mick states that the track 
was pretty much l"Omplete when he joined and 
that hejust overdubbed his parts. 

The rhythm guitar part is played by Keith 
in open G tuning. You'll seesome repetitions 

" 1 say good luck to 
people WhO want to 
emulate me, but they 
better realise what 
they're getting into " 
Keith Richards 

of cel1ain licks and phrases throughout the 
piece, but overalJ Keith 1S vel}' ad lib in his 
approach. If you're a stickler for detai! rou'll 
want to learn and memorisc the parts note for 
note, but check any live performance of 
Keith's a nd you won't fi nd him doing that. 

There are two main guitars: one is in open 
G tuning and is louder and fuller. The second 
is in standard tuning and, although they are 
likely bath Les Pauls, this has a brighter tone. 
There are pedal steel type licks througbout, 
which l've notated too. 

The solo is again in open G tuning. And 
\\ith three guitarson the record, in a live 
situation you would need three players ta 
reproduce the song note for note. However, in 
reality you may he the only guitarist, if not one 
oftwo in a band. In this si tuation you 'll need 

to decide what you believe to he the most 
relevant parts of the tune and make your 
decision accordingly. Ultimatelythat choiee is 
}'Ours, but whynot check out any live versions 
of The Stones to see howtheydo it today"ith 
Keith and Ron Wood's two-guitar line-up? 

Incidentally the music shows tempos of 
1l6-126bpm: the song's tempo speeds up 
quite a bit as it progresses, so t hese represcnt 
the slowest and fastest of the tempos. 

Lastly, HonkyTonk isavery 'guitar 
friendly' song and so it will accommodate 
solos in a number of different styles. However 
it seems tailor made forthe hot country 
approach so T've tabbed an extra solo foryou 
to have a go at. But also why not experiment 
with someof yOUf own ideas? One great idea 
would be to trysome bottleneck? You're in 
open G tuning after aIl and the notes in t he 
original solo should offer a great springboard 
forideas, 

TRACK RECORD Witl! a career spalllling over 40 years there's a wealth of Stones mat8rial to choose from. HonkyTonk Woman originally 
appeared as a single, but tt can be found on many RoIllngStones compilation albums Including the recent 40 Ucks, atthough Singles 
Collection: The London Vears (1989) Is our personal favourite. Country Honk can be tound on Let ft Bleed (1969). 
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PLAY: ROCK ON THE CD TRACKS4-6 

PLAYINGTIPS CDTRACK4 

[Bars-4 - 6] The l'lotes here must be played simultaneously, so you'lI need 10 
use pkk and fingers, or flesh oflly li ke Keith for il wafmer sound. 
[Bars 7 - 81 Be sure 10 allow the top string to ring whilst sliding here. 
[Bar9] Keith omitted strings here and similarly again throughout the track. 

, , , , , , 

INTRO 

J = IIIH2f1 , 
. 

" 

, 
~ 

~ 

3 

Cowbell and drums only 

G' 

[Bar 1'] Barre "cross the strings with yOuf firsl linger. Pull -off the s&ond 
miflg al the 6th fret IF)with yOUf second linger 10 the 5th (E) of the fim linger 
!><Ine. Later in the song. Keith performs il double pull -off 10 creale his aimes! 
trademark FIC to C mo~e (he may have meant to do tha! here too). 
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0---0---
0---0---

VERSE 1 
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Honky Tonk Womon MU'" & ly '''' by Mi" Jogger .na R,,~ rd K. th e l 969 Onward Mu,,, Lld 
W. ",,"in,ter Mu,;, Lld At",o Mu,,, Lld, WW r.prOOu,W by 'ina perm " io n of A frw F>lJbli , hing 
Co (UK) Ltd Ali RighI> Re.er'led, IntO<n"ion.>! Copyri ght $ecurW . 

[Bar 21 ) The slides here feel slightly odd under your fingers to begin with. 
Slkle with yourfirst finger in prepilr~tion to barre at the 7th fret in bar 22. 
[Bar 22) Nice h~rmonin here from Keith foUowed by ~ double puU-off (B-A-G) 
ta the open third string, Endea~our to make the pull -offs strong and clear. 
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THE ROI UNS S HONKYTONK WOMEN 

CDTRACK4 

[Bars 23 - 26) Use ail downstrokes here and play in a staccato style. Use palm 
muting to achie~e thi5. A)w li5ten for the low 0 in bar 30. 
[Bars 31 - 32) Keith plaY5 a ~~riation ofthi51ick at the end of each chorus. One 
time fa~ouring predominantly bends whilst at another opting for slides, 
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PLAY: ROCK ON THE CD TRACKS4-6 

PLAYINGTIPS CDTRACK4 

[Bar-47] This muted mum is achieved by laying yOuf fingers lightly across the 
strings ilnd the!) strumming them for il percussive effe,!. 
[8,,48] Look out for the 0 on beal 3.1t's not an open G as il was previously. 
[Bar 57: solo] Bend with your third linger supported by second and tirs!. 

, 
., 3 T'} 

, , , .--, .--
D-zh , , 

G' , Gm o 

~ 

~ ., '-J 

, ' ' U 3'"""-0---0--0--0--, 
~o--, , o-;r-(4~o- ~,--

[Bars 59J The bend here needs 10 sound clipped (staccato) , Release the 
pressure on this frened note as saon as you've bent up 10 the virtual9th fret. 
Plilythe 5th fret on the first string with you. tirs! linger, Keith uses this lià 
again and again throughout the solo. 
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[Bar65] Take note of the staccato dots abo~e the notes. The notes here need 
ta have il short and 'snappy' sound tothem. 
[8 • • 67] The slide trom 3rd la 5th fret is remini:;cent of Chuck Berry. Keith's big 
influence. Then use the tim finger's pad {ocatch the firs! ming's 5th frel. 

C "C C , , , , K '1" l\ 
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'~, }~~ JJ,,.~ 
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eu BD BU BD , 

THE ROI UNS S HONKYTONK WOMEN 

CDTRACK4 

[Bar 71 -72) Look out for the vn ison bend here. The double-stop slide down 
from the 121h fret will also .equi.e you 10 use the pad ofyou. lirst fiflger. 
[B • • 73l lt's back intalhe chorus here. but look out for the subtil' rhythmi' 
variations that Keith makes each lime al the 12th fret. 
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PLAY: ROCK ON THE CD TRACKS4-6 

PLAYINGTIPS CDTRACK4 

[Bars 86] Be sure 10 play the chard 0( 05 here in the second half ofthis bar, 
use ail down mo~es 10 gel1he ,om~Cl soul1d and feeL 
[Bars 87-901 Lastly. Keith finishes with il final variation on this lià tha! has 
appeared 1hl009houl1he piec!'. 
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[Final thought] The variations throughout this piec!' ma~e life a little more 
difficult. However, leilming any piece ofmusic note for note will helpyou 
ildopt the mindset of il playe., recogni:;e their traits and ultimately makI' any 
future pie,!' of music oftheirs tha! you anempl10 leam much l'asie •. 

G C/G D G'" D GID 

..1 j .J 

i : 
• 

, , , • , , , , , , , , , , , , , , , 

G 

R' RP RP 
BU BD 
0--0--0--0--0--0--0--

.-.-.-.- ;rl4r-(4 )""-(4)-(.)-Z---O 

.-.-
0-0-0-

Dt=~~~§i'~~;D~~~D~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~I i~ ~ __ Z-~ 
" 
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ALTERNATIVE SOLO - COUNTRY 
[Genen,'! This solo is in standard tuning and m uid replace Keith's original.lt's 
b<>sed on the style of players lilœ Johnny Hiland and Brad Paisley. 
[B.r 1) Keep the th;rd -strjng bend in tune here.lt's easy 10 allow il 10 natten. 

J = lUI G 

G • 

THE ROI UNS S HONKYTONK WOMEN 

CDTRACK4 

[Bar 6] Use picking hand muting for thechicken pickin' on the fourth string. 
IBa, 71 Pay attel11ion to the pickiflg directions here. 
[B • • 91 This is il challenging but ultimately rewiI.ding lick - ifs tough on the 
second linger too, so approach il slowly and with caution. 

~ . 
m 

01' 

~ . 
m 

• 

l'''l V 1""1 a etc 
m 

o GID o 

, v 

c 
, 

, 
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PLAY: ROCK ON THE CD TRACKS4-6 

PLAYINGTIPS CDTRACK4 

[Bar 1'] Also take carl' with the tricky rapid picking on the fourth string. 
[Ba r 15-161 Milny roà gu ilMisu will alternate -pick lines like these , whe rei'ls 
country players prefeT hybrid picking (pick and fingers) as shown here. Use 
the second linger as il 'hook'!o play the higher adjacent string. 

FIC , • , • , • , • 

, 

c G' 

, 5-5 0--, 5-5 S-S , 5-5 5'"--5 5-5 5-5 
o - 7-&---e---8-7-&---&---8--7-e---e--1-7-&---&---&-7-8---&---&--7-• , 

11 .... ~ /1 1"'1 /1 1"'1 V 1"'1 ete 
m m 

G 
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PLAY: ROCK ON THE CD TRACKS7-9 

zzy ourne 
• 

We mark the approaching 30th anniversaryofOzzy and 
Randy's partnership with a transcription oftheir track Over 
The Mountain. Your Sherpa is Charlie Griffiths, •. 

ABILITY RATING 

•••• Moderate/Advanced 

KEY: G# minor !i Alternate pieking 
TEMPO: 132bpm l'Ji Whammy bar!ri{~ 
CD: TRACKS 7-9 l"J Knowledge of minor modes 

RAN DY RHOADS' RECORDING career 
spannedjust five years. He made two albums 
with Quiet Riot in 1977-78, but it was his work 
with Ozzy Osbourne that elevated him to 
legend status. The first album, Blizzard OfOzz 
(1980) contained CrazyTrain, Suicide 
Solution and Mr Crowley, while the follow-up 
was DiaryOf A Madman (1981), which opens 
with this month's featu red t rack. Less than a 
year after its release Rhoads was killed when a 
plane stunt went wrong; however the brevity 
ofhis career is disproportionateto the effect 
that he had on rock guitar playing. His 
classical guita r background equipped him 

TECHNIQUE FOCUS 
ALTERNATE PICKING 
Pr<lcti5ing 5hoold be <l dilily habit. but hopefully 
Randy·s riffs and licks willgive you some picking 
Inspiration. Most paramOOrll is to be relaxe<! at ail 
times. The commOl1est from oftension is incorrect 
Wfist movement. Rather than the Wfist moving up 
and down, try a more rotational motion sa the 
r<ld ius <lnd uln<lr bones in yoor fore<lrm move 
aroundeach other,liketurning a key. For metal, 
yoo need to be able 10 pick the strings ln 
palm-muled or regular fashion - the fim being in 
contact with the strings <lnd the sewnd f1œting 
slightly away. Some players like 10 anchor the hand 
by the bridge pickup with the foorth finger. Always 
use <l metronOIT\e. and oever practice too faR Your 
obJe(ti~ is to remain rela~ed and be as accurale as 
possible; you will naturally anain speed over time. 

with a leycl of vocabulary rarelyseen before in 
rock, and his work with Ouy paved the way 
for a new class of gui tari st. 

For the original recording, Randytuned ta 
Eb, but we've transclibed the track a semitone 
higher so you can play a.1ong in standard 
tuning. In 2002, due to legal \\Tangles, the 
album was reissued \\ith Bob Daisley (bass) 
and Lee Kerslake (drums) replaced by touring 
musicians Rob Trujillo and Mike Bardin. Fans 
were nahirally critical, so to mark the 
upcoming 30th anniversary ofthe ûzzy/ 
Rhoads partnership, the original recordings 

" Being with Ouy is more 
than a dream. 1 was so lueky 
to jump from a local band to 
a headline aet this big " 
Randy Rhoods 

are soon to he made available, along \\;t h 
previously unseen video footage of Randy. 

We are in the keyofG# minor but shift 
between G# Phrygian (G# ABC' 0# E F#) 
for the main riff, \\;th its dark sounding b2 
inten'al, and Aeolian for the verses - differing 
byjust one note (A# instead of A) givingthe 
seale a major 2nd. Randyuses altemate 
picked t/16ths throughout the verses and 
opens thechoruses with big power chords; 
plus there is a tricky double-stop section ta 
test your rhythm chops. Forthe solos, Randy 
mainly sticks to Aeolian and minor pentatonic 
scales (t b3 4 5 b7), but keeps it interesting by 
essentially changing key ta sui t the chard he's 
plaing over, rather than taking the easier 
diatonic route. Technique \\~se, Randythrows 
in sequencedscales, quick pull-offs and a 
multitude of whammy licks. This now seems 

commonplace, but Randy was one of the first 
to have a Fender style vibrato fitted to a 
humbucking guitar, brillîantly demonstrating 
the potential of the Cûmbination on this track. 
Keep your whammy bar \\;th in easyreach of 
your picking hand so you can grab it without 
ha\~ng to straytoo far from the strings. 

The form of the song uses repeats that need 
to he mapped out in advance; having an 
oven;ew will help prioritise tricky areas that 
may need more work than others. The first 
half ofthe song has an intro, verse, bridge, 
verse, bridge form. Next are three new 
sa1:ions: chorus, interlude and the solo. Mer 
the solothere is a short bridge (which isjust 
like the intro) and one final \·erse. The finish, 
repeat the chorus and interlude once more 
before ending \\~th a short out ro solo.1l 

GETTHETONE 

(Ii) (1) 

Ra ndy InO,t I,kely med h" Vibrato eq ul pped 
polkd dol V. b UI I\ by LA lulhi"r Kdrl ~drldovdl 
R~ n dy·s ton~ (ame Irom IWO MMI11,,'1 Ple~ i l OOS 
ln ,\ereo. W'lh MXR pedal, ,nc lod, nq. d,'tort ion. 

<JTJph i< EQ. fidrl<J"r Jrld c harm. Ta reuedl" 
R~ n dy"s nwt hod of etfen" ·ely doubl~ trac kln') 
h" ,ound . pl uq ,nlO a ,tereo c hofo, ped,, 1 " nd 

le"d 1110 Iwo '''rJdrdle dlnp-' Next. p ldce d ,Iereo 
delJy "heT o ne of t he oulput, of t he ( h01'" ,l nd 
t he n ,et il 10 delay t he "q nal byabout 10 20 
rn l lli,,,~o ,, d,l . The deldY wo n"! b" lhdl 
pe rœpt ilJle . b ut you w ill heJ r t h,lt Il re,'l ly J(kfl 
dept h 10 t he ,tereo lie ld. lorthe ,ta r! 01 t he '010 

you ~d " dl", u , ,, dn ü<.ldV" Iledd l la ddd t he 
lower reg"le r On t he ( (J we u , ed ,ln Axe FX 
Ultril to m lm l( Randy\ le t UP 

TRACK RECORD Duc to Ralldy's tragicearl.1J death, he only appeared on two ot Ozzy's studio albums Blizzard or Ozz (1980) and Diary or" 
Madman (1981) - on wh/ch OVer The Mountaln was the opening track. The Trlbute album was released ln 1987 and teatures sorne live 
recordlngs and some tascinating studio out-takes of Randy's own acoustlc gultar trlbute to hls mother Dee. 

26 GuitarTeclmiques December 2009 

, 
! 
~ 
1 





PLAY: ROCK ON THE CD TRACKS7-9 

OVERTHEMOUNTAIN CDTRACK8 

[Bars 1-28] Use yOUf frettil'\9 hand's third linger 10 play the initial E octave 
to prepare for the following AS power chord with the first. thi,d ill1d fourth 
fingers. Then shift everything down il semitone 10 the tonie. 50 fa' the ,iff 
contains the notes GIt A D. E - the root, b2, S, and b6 intervals, suggesting il 
G' Phrygian tonality. The fourth ending of the imro however contilins IWO 
octave shapes on B and AI, which afe the b3 and the non-Phr)l9i,1n major 2nd 
inlerval, which aets as a transition in10 the Aeolian modality of the verse. This 
same modal imerchange happens for each of the th,ee verses il'\ the song. 

j = l :J:l ~ INTRO E5 A5 G; 5 

3.&.7.1 

~ VERSE 11 0021 1 
G;S 

[Bars 21 -38) The bridge shifts the tonal centre up il b610 the VI (E) and VII (F.) 

chords which. although being pl~yed ~s power,hords. attually fun'tion ~s 
major triads. This is ~ very effective bridge as the eventu~1 resolution of the 
VII chord (F_) going up atone to the 1 chord (G'm) is very satisfying. Play the 
,ho.ds boldly. using broad downwokes with the pià. A slight .ake like atta,k 
will help separate the notes and add definition. It is totally appropriate to 
,estate some of the treble strings as the chord is ringing. The tab shows what 
Randy played. but you should feel free to add you. own embellishmenu too. 

1.2.3 E5 A5 

•. 5.a 

PM-- - - .. PM - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - ' 

!~~~~~~~~~~~~~~~~"~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~ ~ ~ 4-4-4-4- _____ 4__4__4-__ 4-_4-_ 4_ _____ ...... ___ _ .. 11 , lS. 11. 23 

Eme]7 

'~ ~ 

~ ~ 'n~~~~~~~~~~~~~ ~ -. ~ 

~" 
~----------------------------, PH-------' , 

ot-S-7"""'-; , 
~.-, 
~ , , , 4-4-4-4-4-4-4-4-4-4-4-4-4-4-4-_~ot-

13.11.21.25 ' 4.22 .. 
r--------- @] BRIDGE110:so l 

" " 

PH- - ' 

" 

" "lB E5 A5 , , ,........, 

~ .~ 
~ TI .. ~ ï' -.~ - -LOI ring ------------- , , , , , • , 

" Wb =i= , 
! , 

" 
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O""rThe MO<Jntoln Mu ,i<: & Lyric. b)' Rot>ert O.i, ley, John Osboume, L .. K."I.k. & il.J ndy 
RhoiId" CI 981 Blilzord Mu,i<: Lld, WW reprodu<e<j lJy , ;r>:j permi .. ion of 
M,>M'ood Mu~ <, Ali RighI' Re< ... IIed, Int ... n"io~ COPY' ;9hl $e<:u,e<j, 

[Bars 39 ·5~1 We now return to the verse section. The ascending phrase at the 
end of e~ery 4th bar is very similM to ~ GKm7 Mpeggio. The firS! four l'lotes 
spell out the arpeggio perfectly IG' B OK & FK), which ~re the root, m3, 5 and 
b7 intervals. When we reach the third and second strings, two extra l'lotes 
,~n be spotted, namely CK and E. whkh are the 4th and b6 il'llervals.lfwe 

Dm OSBOURNE: rH~ m'MT 

CDTRACK8 

now collate ail these nOies we gel 1, b3,4, S, b6 and b7, whieh is almost GK 
Aeolianlwe're jusi missing Ihe 2nd!). Randy varies Ihe atta,k onlhis arpeggio 
throughout; sometimes picking as usual, but other ti mes using pinched 
harmonies, which are achieved by momel'llar ily touching the string with the 
side ofyouf Ihumb as you play a dowmtroke. 

f>M- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - --' f>M- - - - - - - - - - - - - - - - - --

EmaJ7 EmaJ7 , 
~ ~~~~~~~~~~~~~~~~ ~ .. ~ 'iI" - ~ 

PM----------------------------~ PH------~ , 
• • .- r~~ " .-, 
• , ~~~~~~~~~~~~~~~~-~ 

PM- - - - - - - - - - . PM-------· PM------- ' f>M-' f>M---------' PM-------· 

r--------'I rl-'--------~ BRIDGE 2~ 
E F ' E F~ E F"5/C" , m" ; Fln; • , ; , .r-î , 
~ 

1.- . 

~ .. .. - n ~'----'_ . ~ n 
u u 

, 
• 4-5- 1 5-4-

" <-- <--, • • • , 4-

• 
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PLAY: ROCK ON THE CD TRACKS7-9 

OVERTHEMOUNTAIN CDTRACK8 

[Bars 55-74) The second incarnation of the bridge section is as before, 
except for il few subtil' variations, mos! notilbly the addition of the b7-
10-root hammer-ons from the 2nd 10 4th frets on the firs! string_ Play the 
hammer-ons with the tirs! and {hird fingers while maintaining the pkking 
hand momentu m and palm muting. At bil' 67 we move into the chorus with 
ils pleasant. open quality. helped by the use of the top Iwo strings which are 
dia tonie, making them p.:orfect for use as dmne no1<:,S. 

, 

[Bars 75-81J This interlude riff uses l'lotes from D. minor pentatonic (D~ FI 
G."" (').11 '5 il f"mastic exercise for double -stop ha mmer-ons and pull -offs. 
Use one-linge.-per-f.e! with you. tirs! linger barring across the second to 
fifth strings, you, fim, second, third and founh fingers taking carl' of the 7th, 
8th and 9th frets respe<:tively. Pra(tise slowly and ensure that both fingers 
are acting si multaneously, changing between a palm-muting for the CIl root 
notes, slightly lifting the side of yom palm away to pe,fo,m the t,eble notes. 

,...., 

" !!-~~-~ - -- _ :~) ~-~, ~ 'M- - ~ -"_ ~ _~~ - - - - - ~ _J_ ~ -~-~-~ ~--, Pic~~ Scrape , , , , , 
~ , ~~~rrr~~~rr~~~~~rr~~~~~r~_~ _ _ ~L~ _ _ _ _ 4 

o CHORUS 11: '03 11 3:451 

~ C:m7 , , 8 s us4 

.---- - '-' 
Lctring - - - - - - - - - - - --

_____________ J 

, , , , , , 

~ INTERLUDE 1 Z:II Il .:00 1 

D;madd9 , 

" 

75. 77.79.1'. 
13'. '33. 135. ' 37 

~ 

• 
PM--- ' 

7-6-7 
8-6-8 

&--&-1i 
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[Bars 83-84J Randy starts the solo with il melody h;ghlighting the 
djmini~hed 5th interval (GK-D); il grea! choiee ilS i\ is such il miking sound 
ilnd really d'ilws the listene. in. The scale sequences in bars 87·90<1' 1' based 
in CI Aeolian mode (C, D. E FI GI A Bl and use il combinat ion o( legalo 
ilnd alternate pkking.lt's il good ideilto keep you. picking hand moving 
i!lternatelythroughout the legato sections in arder 10 keep the momentum 

[BJ SOLoI 2:3Z 1 

G: m 
" ' 

Dm OSBOURNE: rH~ m'MT 

CDTRACK8 

and timing consistent - as you would do ifyou were mumming il funk rhythm. 
Mte. il G. minor pentatonic blues Ikk in bars 91 -92. b<>r93 stilftS wilh il series 
ofhammer-ons and pull -affs. then :;orne fretting hand h"mmer-Qns, which 
are ail played while simultaneously dipping and releasing the whammy bar. 
Use the ti'lb d i,ect;ons i'I~ i'I guide. but li~ten to the ,eco,ding to hei'l' eJ<actly 
how it ~hould sound. Attitude here i~ more importi'lnt that ab~olute accuri'lCy! 

85 CS 
1' ,-

PM----- -' 

, , 
o , , 

"' 

" 

c;m A B 
8"'-- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - --, 

C;m , 
8">-- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -, 

, l' b.~ ~ l'>; 

8"- -- ---- -- --------- --------- ------- --- ---- -- ----, l' rr---"-"~ fi r1 .=-

PM-------' 

(8-)- - -- -- -- -- -- - - - - - - - - -- -- - - - - - - -- , 

w/bar ------
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Dm OSBOURNE: mE DUNTAIN 

OVERTHEMOUNTAIN CDTRACK8 

[Bars 94-1021 The finalS billS of the \.010 ille essentiil lly played 
unaccomJ)<lnied. save for sorne ES powerchord st ilbs al the starl of t'very Iwo 
bars. ThE' firs! lick is an alternatE' pi<ked scale sequence. which app.:oars 10 be 
based aroond E Aeolian (E FI G ABC Dl for the masl part, except there is il 

of open-ming pull -offs p~yed wilh the fifS! and second fjflgefs. The tonality 
her", is E Dorian (E Fil G A B CI DI w ilh an added bS (Bb), which makes il sound 
bluesie •. Bars 100-101 are ail played with whammy bar in hand. Use the bar 
notation as a guide only and make sure you listen 10 the recording 10 fully 
ilppreciilte the sound of each lick - "gain, attitude is king, Cï on the fourth string. The second lick is il Rhoads lr"dem .. rk and is il series 

~ .-- J --, r-- J --, , - ------
~ 

~ ~ ~J~ 
~J~ 
~ 

~J~ 
~ 

~J~ - ~ = = -, 3-2-0 >-.-• 3-2-0 = 3-2-0 >-.-, 3-2-0 3-2-0-3-2-0-
0 , 
• 14-1 5-12- 14- 1 , 15-12-1 

7 T , , r.:rt. ........ ~ __ ....... :~.doop ~--_ • • • • ~. 

~ 
wlbar - - ' 

'-- J --' '-- J --' '-- J --' '--- J -.J '--- J -...J '--- J --' '-- J---' 
NH- - ---------- ' wibar- - - - - - - - - - - - - - - - - - - - - - -- - - - - - - - - ~ 

l~1-- "'" 
- .,(l000' 

~~~~~~~~~~~~~~~~~~~~~ , , , 
• , 

0 
0 

• , 

CD BRIDGE 3 1 3:01 1 

ES AS G; S E S AS 

wibar - - - _ - __ _ ~ 

Emllj7 F; QJ VERSE 313:15 1 

Pick 
PM- - - - - - - - - - - - - - - - - - -- - - - - - - , Scrapa PM- - - - - - - - - - - - - - - - - - - - - - --

101, 111 

c;s 

PM- - - - -- - - - - - - - -- - -- , PM- -- - - - - - - - - - - -- - - -- -- - - - - - - - , 
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PLAY: ROCK 

[Ba'5107-1221 The second half of Ver\.e 3 contains il double-stop, played 
on the top Iwo strings al the 7th fret. Play the foot note with your /jrst linger 
and barre thE' top IWO strings wilh yom fourth, and makE' sure you keep thE' 
fingers close to the strings for muting purposes - Imperative al this volume. 
[Bars 139-147] Mter following the sign back to one more round of the chorus 
and interlude sections we finish the song with tl'ois coda, which reprises thE' 
same scale sequence as Sfi.'n in the main solo. This lime however, the lick is 

G;m7 

ON THE CD TRACKS7-9 

CDTRACK8 

played in GIt Aeolian (GK A. B C. DK E HI i'lI1d Rilndy remains diiltonk to the 
:;cale through to the end. Dur;ng bars 143-145 the tempo quite dramiltiCillly 
slows down to around 120bpm. Practise phrasing the licks with a metronome 
set to a quarter-note click first, 50 you have a strong sense of where the 
emphasis of downbeats should be. When playing over the backing track. you 
will notice tha t the power chord stabs are also hitting quarter notes. The final 
chords (ES, AS. G~S) are played in unison, back at the original tempo of 132. 

B' 

PM-----' PM-----"' PM ----- · '" PM----- ' PM----- ' 

.r E maj1 
Il ' 

~~~~ 
PM------' '" 

CODA 
-fit ŒJ OUTRO G' m 

1I 14:1S I ' ,. t ~ F ~ l' t ~,,;. 

~ 

'H 
~ , 

" 1_ 12-11 " " " 
, 12-11 , 

" , , , 
139,1 41 

PM------------------' 

# 

" 

o.s.aICOOAI 
Play repeats 

Emaj1 F; 

~~ ~ 

13- --13-11 -g--- " 13- 11 13-11 

ES C:S 

.-" .-

Bm- - - - - - - - - - - - - - - - - - -"- - - - - - - - - - - - - --
- ~ -le - r~~ 

mollO rail 

Ül"')- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -- , " , --J!: ---.. ta -., Il 
........ ... ...... ...................... 
~ ~ 

~ i l' 
BD ~ BU a tempo , [21!----i19r-1&-1 , 19-wi21 , , , , 

~ 
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PLAY: CLASSICAL ON THE CD TRACKS 10-11 

Lu wi van Beethoven 
• 

Bridget Mermikides has a wonderful piece foryou to learn this month. lt's 
the Moonl ight Sonata by one of the most infiuential composers of ail time­
Ludwig van Beethoven, t ransposed from piano to guitar ... 

ABILITY RATING 

•••• 
KEY: Aminor 
TEMPO: 70 bpm 
CD: TRACK 10-11 

Moderate/Advanced 
'Illi PROVf \OUR 

l'J (lassical techniqlle 
l'J (lassical repeltoire 
l'li Arpeggio playing 

THE CLASSICAL P1ECE Ihis month isone of 
Ludv.ig van Beethoven's mosl weil kno ..... n 
piano solos, I"a'Ognised by almast evcl)'one 
whctherthcy know .... lIat ifs called or 1101 - the 
moody and evocative Moonlight Sonata. The 
pieœ was originallycalled Quasi Una Fantasia, 
meaning 'almost a fantasy' and the t ille 
Moonlight Sonata came ufter Beethoven's 
dealh when music critic and poet Ludwig 
Rellstab compared il 10 moonlight shilling on 
Lake Lucerne. 

The usual fonnat for a Sonata is thrœ 
movements, the tempos ofwhich are normally 
fast, slow, fast. But this piece breaks that mould 
\VÎth a slow and extrcmelymelancholy tirst 
movement. Tragically, Beethoven lost his 
hem-ing towards the end ofhis life and the 
Moonlight Sonata was written in theearly 
stages ofhis deafness. The piece was dedicated 

" Piano music 
arranged for solo 
guitar is compromised 
by the fact that we 
cannot play as many 
notes simultaneously " 

to Beethoven's pupil, 17-year-old 
Countess Giulietta Guicciardi to 
whom the composer had proposed 
a marri age. The marriage - to this 
obviollslymuch older man - was 
forbidden by the parents of the 
Countess and the tragie quality in 
the piece has made a strong 
impression on many listeners. 
Indeed, John Lennon is said to 
have loosely base<! his brilliant 
song Because from The Beatles' 
Abbey Road album on it, in order 
to capture this same sad and 
melancholymood. 

The Freneh romanticcomposer 
Ha1.or Berlioz is quoted to have 
said ~ It is one ofthose poems that 
human language does not know 
howtoqualify-. Beethoven 
himself, however, became 
exasperated by the popularity of 
thepiecesaying, "Surely ,'ve 
written better things!-

Piano music arranged for solo 
guitar is always compromised by 
the fal1. that wecannot play as rnany notes 
sirnul taneouslyas a pian ist cano So sorne 
editing is nccessaryto make it physically 
playable, while striving to maintain the 
hannony, voicing and spirit ofthe piece. 

Alw, in order to play this pieceon guitar it 
has becn transpose<! from the original keyofC# 
minor to the far moregu.itar-friendly A minor. 
This makes it easierto play, and actnally makes 
it sound betteron the guitar, as it uses the 
natural resonance of the instrument in that 
register - and of course some open strings - to 
good effect. rmists might balk at such 

downright blaspherny, but we'll risk their wrath 
this time in the knowledge that Ludwig himself 
wonld ha\'e probably loved the idea. 

lfyou enjoy playing this piece tryarranging 
other famous classical tunes by Bach, Mozart 
and Schubert for the guitar.lt's most 
educational, a really worthwhile challenge and 
also a lot offun. And of course you can also 
transpose pieces to more familiar keys shonld 
the opportunity present itself. 

Anyway l'm sure we11 be returning to this 
idea in the months tocome 50, as always,yonr 
suggestions are most welcome . .. 

TRACK RECORD: There's a greatalbum of Beethoven's best-known sonatas out on Decca. Entttled Beethoven's FavOlIrite Piano Sonatas It 
has ail three movements of the Moonllght, as weil as Pastorale, Tempest, Appasslonata, Waldstein, Rondo, Les Adieux and more. If s a great 
place to start If you want to try yOllr own transpositions ot piano music tor gultar. 
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BEETHOVEN: 

MOONLIGHTSONATA CDTRACK11 

[Ba rs 1-12) The sta'l ofthe piece sets upthe a'peggio aC<ompanimenttigure 
and is straightfofward: bas, notes art' plucked with the thumb and the arpeggios 
nOIes will> i m a. Keep the volume low and 10 help the melody stand oui from the 
accompaniment, .est snoke can he used. A barre is needed al bar 10 but can be 
dropped on the lasl beM when the Eb melody note cOrnes in. 

Adagio sostenuto 
Am 

The ba",~ is backat bar 12 but should be placed on the la<tl(ith note ofba, Il. 
On beat 2 of bar 12 we unfortunately lose the luillenglll of the melody note Eb 
when reaching down fOf the bass note G. Howeve. theear manages 10 still 'hear' 
the melody note even lhougl> il does not sustain and il does nOI ma. the ove.all 
t'Hec! 01 the piece . 

, 
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~ -cr -
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~, ~ r 1;'" l.-J;-I r :-- l.-l;-' ~ 1;'" l.-J;-I l.-J;-I l.-J;-I r ~ l.-J;-I r ~ t 
, , , , , , , , , , , , , , , , , , , , , , , , , 
0 , , , .-->- , , , , , , 

Cm e" A' 
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PLAY: CLASSICAL ON THE CD TRACKS 10-11 

PLAYING TIPS CDTRACK 11 

[Bars 16-24] This is trkky and Ihe fretting hand ft'el, a linle ,qua,hed al Ille 9000 solution lor ket'ping the triplet< fluent. A barre should be plact'd on the la,1 
beginning of the bar. Also the melody nOIt' is unfortunately 10S1 on beal 2 in 161h nOtt' ofba. 24 10 keep the melody connf'cled. 
order 10 accommodale the accompanimenl. bul1he fingering indicaled he't' is a 

Cm G Cm 

I,~ , , , , , . J , • 1. J I,~ , , , , , J , , 

" 1 J 'r J 
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, , , 

# ' J , ., , - , , , , 
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BEETHOVEN: 

CDTRACK11 

[Bars 31 -42] A hall barre ~hould he used on beat 3 of bar 33 and Ihe lollowing 
3 ha,s art' a good training for d im inished 7th arpeggios and thi! part is t'asie s! 
when committed 10 memory_ 

Thal way it', possible 10 set' wha! you" e d Qing! The main theme begim aga in in 
ba,42. 
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PLAY: CLASSICAL ON THE CD TRACKS 10-11 

PLAYING TIPS CDTRACK 11 

[Bars 52-57] ln bar 52 we have the awkward ffetting hand i<sue again wherethe 
finge,s feel squashed in 100 do~ logethe<. Wilh pe,severa"ce i\ does wOfk! At bar 

57 we gel1his lovely desçending 'equence and if possible try 10 a llow the upper 
melody noteS 10 susta,,, ove, ea(h tdple! figure. 

G' c ,,,a Am 

> n n ,~j J 
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[Bars 60to.nd] From bars60to6S there ;$ a doned e;ghth nOIe plus SiXlet>n1h 
nOte playing beneath the eighll> notf' triplets . This is n01 100 d ifficult and JUS! 
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BEETHOVEN: 

CDTRACK11 

requirf's a bit of pred,ion witl> the rhumb. The pie<:e eventually die-; away softly in A 
mino, arpeggios and the final A minor ChOfds. 
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PLAY: BLUES ON THE CD TRACKS 12-18 

AfterWW11 a new breed of electric bluesman emerged that would push 
the music on to new heights. These players were prime infiuences for 
Hendrix, Clapton, The Stones and more. Jon Bishop goes vintage ... 

ABILITY RATING 

••• 
KEY: VarÎous 
TEMPO: VarÎous 
CD: TRACKS 12-18 

Moderate 

~ S1ide technique 
l':iI lntonation and vibrato 
l'JI Blues feel and phrasing 

IN THE LATE 1940S and carly '50S a number 
of guitarists started to use newly available 
amplification to augment their sound. EJa'tric 
instruments made it possibleto play at louder 
volumes enabling solos 10 he heard over 
drums and other loud instruments. The sound 
of a vah'e amp tumed up loud also focused the 
tone and helped with sustaining long notes. 

The tirs! guitars to be fitted with pickups 
were bigsemi-ul'Oustics. These were basically 

TECHNIQUE FOCUS 
SLiDE OR BOTILENECK 
Two of our featured guitMists (Muddy ilnd Elmore) 
use slkll' as the basis of thei. tedmiquc. On old 
acoustics, Mise wasn't particularly a probJem and 
in fact extraneou~ note~ and noi~e~ probably 
added to the overall effect, With electric guitar5 
yoo need to thinkaboutdamping unwanted 
note~, and u~ing the ~Iide 00 your ~e<ood or third 
finger allow~ you 10 damp behind it wilh the fir~t 
or firSI and se<:ond fingers. K~ping yoor picking 
hand p<>lm clo~e to the bridge will also allow eXlr" 
damping, p<lrticularly of the 10Wl'r ~Iring~, Adding 
vibralO is vital if yoo a~ 10 creale a suong and 
authentic sound. Many player~ anchef their 
fretting hand's thumb on the back ofthe neck and 
u~ it as a pillOl to generate vibrato. Don't be coy 
with it either - aggression is the order of the day! 

aL'Ousticgui tars with pickups and suffered 
from feedback at high volumes. The solidbody 
electric \Vas a far more manageable tool and 
our featured players quicklygraduated to i1. 

Thegoal ofthis feature is to getyou 
sounding more authentic in the vintage blues 
style. To help you achieve this there's a 
backing track on the CD to practice along 
wi th. There are 15 examples to study and they 
have been split between five players with 
three examples pel' player. The examples 

" The goal ofthis feature 
is to get you sounding 
more authentic in the 
vintage blues styles " 
highlight three L'Oncepts thatyou can learn 
and incorporate into yoUl' playing. We have 
also tabbed a demonstration solo drawing 
from the ideas in the examples. 

Theeledric blues revolution began with 
Muddy Waters' 1948 reL'Ording 1 Can't Be 
Satisfied.l\fuddy's style can be viewed as 
Delta blues played on e1ectlicguitar. For the 
Muddyexamples use an open G tuning - from 
low to high, DGDGBD. Open G has the same 
intervallic structure as an A-shaped major 
chord onlynowwe can play this chord with a 
one-tinger barre or indeed the slide. 

Elmore James was an influential slide 
player who often used an open 0 tuning 
(DADF#AD) for slide. Open 0 lets you play 
the notes of a six-string major barre chord 
with one finger; it also has the advantage of 
making the classic blues aCL'ompaniment riff 

extremelyeasy to play with two fingers. 
Otis Rush 's sound is typical of West Side 

Chicago blues. Otis plays a right-handed 
guitar left -handed so the strings are 
effed,ively upside down. To bend notes, the 
high sttings are nowpulled down and the 
hand has a lot more power when pulling (as 
with Albert King). The result is a powerful and 
aggressÎ\'e bending technique. 

Hubert Sumlin is famous for playing in 
both Muddy and Howlin ' Wolfs band in the 
19505. He cultivated a fingerstyle picking 
technique that used the flesh of the fingers to 
create nuances in his tone and dynamics. 

T -Bone Walker was one ofthe first 
bluesmen to use an electric guitar. His still 
modern soundingstyle influenced many 
players inciudingChuck Berry, who in turn 
influenced an entiregeneration. T -Bone's 
bendingstyle is of palticular interest and ifs 
amazing howwide a varietyof players still use 
T-Bone's vocabulary in theirplaying .• 

TRACK RECORD For Mudd.1J Waters check out the compilations Essentlal Collection and The Anthology. For T-Bone Walker, try the 4CD box 
set Original Source. other CDsot note Include The DefInitive E1more James, The Essentlal otis Rush and Hubert SUmlin's Blues. lucklly there 
are many great blues compilations out there 50 check out your local music store or look on Amazon ... 
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PLAY: BLUES ON THE CD TRACKS 12-18 

MUDDVWATERS 1 CDTRACl<12 

Example 1: Here's a classic ÎntlO tiff logE'! us starled.1I is remini$<.mt of the 
way Robert Johnson would start a tune and of course Johnson was il b ig 

J = /00 G7 

j J4 /4 /4 F=;-, 
. 

f 
. ':-! / ~. 

wlslide - - - - - - - - - - - - - _. ' 

D , 
l~l 2->la' , , 'P' 12 0---4:t"-""-2-D 1 1 1 12- J-Z--, 

D 

innuence on Muddy. Be aware of the changes in feel betwE'E'n straight and 
triplet quavers. 

o 
....4-, .........., ........., -

~/ .. /-
w/slide- - - - - - , 

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

0---0---0---0-0---
3""""--J-:l'""--2-1 -i- f-o--.-

MUDDYWATERSl CDTRACK12 

Eumple 2: This classic accompaniment ,iffhils il nke fo.ward momentum. 
Use your fingers 10 pluck thE' strings as oPposE'd to il flat pick. To keE'p things 

tidy yau 'iln .est the fingers ofyour picking hand on unwanted strings to 
mutE' them and stop excessive slide noise. 

/00 G' " " = - -- - - -
~ >"! ~ ,, / .. 1 / "! ~ " " • • 

f w/slkle- - _ ... wlslkle - - , w/sUoo--- --- --- , wlsHoo --- - --- -' W181100 - _______________________ J 

- - -

MUOOYWATERS3 CDTRACK12 

Examplor l: This la~t Muddy Wate. ~ example i~ a cla~sic tuma.ound ph.ase 
that you can hear ln the playing of many of the '60<;' and indeed today's blues 

g.eats. The use of a ch.omatic (1 to go f.om the IV chord, (C) to the V cho.d 
(D) sounds so cool. 

.J = 100 0......, FIl 

........ 
f wlslioo -----------------------------------------

c, G' 

w/slide - --- .. w/slide- __ J 

ElMOREJAMESl CDTRACK13 

Ex.lmple 4: This is a classic blues lead .ift used by almost anyone that owns 
a slide and has stumbled across a guitar tuned to open D. Vou can be fairly 

agg.essive with the attack and slide vib.ato - indee<:t for authentic results you 
find that more is ln fact more! 

D 

• , • o 
• o 

, 
~ 

o 

= /00 .J!: - J!:I- J!: -: J!:I-k . &,- . ~ - ~ . " 

ff - - - -,,>' ,2-,2-,2-,11' , 2-, 2-,2-nf, 2-,2-' 2-",,",2-,2--, 
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11/'1 2-"1 2-"1 2""",,>'1 2-"1 2-"12-11"1 2-"1 2-"12"" ,,"1 2-"1 :r j ?-
" ,. , :t-U----U-l1"' r ' :t-'2-"f-, :t-12--12-w'U----12----- ' 
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VINTAGE le BLUES 

ELMORE JAMES 2 CD TRAeK 13 

Example 5: Here's ~ I) el(~ mple ofhow easy il is 10 play the dassic blues and 
rock 'n' roll accompaniment figure with tl'ois tuning. Simply barre thE' strings 

J = IOO GS G6 G5 G6 G5 

wilh the fi m linger ofyourfretting hand ilnd use the third linger 10 add the 
'boogie' aspeçt ... 

G6 G5 05 FS ES 05 

ELMORE JAMES 3 CD TRAel< 13 
E ... mple 6: Thi$ is il classic tumaround phrase no! dissimilar to the kind of 
sound that Ro~rt Johnson used in his playing. This turnaround idea has been 

o , , 
D , 
D 

~ 

J = 100 

IIIf 

o 
rr -;- ""ï 

; '1' ' ,. 
D D 

3'""--3'""-2"""--2'""-1 , 
o---:t"""--:t--2-?--1 , 

handed down fro m the earliest blIJes players and is still used today by modern 
g uita,ists everywhE're. 

A N.C. 05 

, 1,. , .. -
§ 

• ~ , / 

-.--.--
r-------4Z==7 M2--o- 7~ , 

~o- -.i;- l 

OTIS RUSH 1 CDTRACK14 

ElI.mple 7: This firs! eX3mpie f.om OtiS contilins so rne cla5Sic blues 
v(J(abulary. Vou can easily hear where ~ome of Eric (lapton's Bluesbreakers-

., 
J.= 70 

ff 

era licks came from. (lapton loved Rush's aggressive string bending and 
vibrato and it's very evident ln hls cover ofOtis's Ali Vour love. 

'" BD 

OTISRUSH2 CDTRACK14 
Example 8: This example is another collection of great blues phrase 
fragments. This tlme you can hear a lillie bit of Jimmy Page ln the 

J = 70 " 
'"' IY . ,. 

ff 

' l" 

, j-sI a--1CV''12 
" O-S- l ct--l0 , 
D 
• , 

p roceedings. It may be no coincidence that Led Zeppelin also covered Otis's 
!rack, 1 Can't Quit Vou Baby. 

) ,.- Jj., -,.--

" J -• 10-10-10 S---S- t-.. , 
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PLAY: BLUES ON THE CD TRACKS 12-18 

OTISRUSH3 CDTRACK14 

Eumple 9: The final Otis Rush example might be preny simple to play but 
the çatçhy rhythm is wha! makes il sound 50 (001. As you'lI find with so many 

, , , , 
• , 

A7 't. 
J = 140 >-/ 

~ '" 
> 

ff y, 

.J .--

> j -> 

-= 
~ -.-- ,-,--

>--

blues licks, This idea can be ITIiIde to fit OVe! allthree chords with illittle 
modification here and there. 

j! - > > ! /V.-> 

-= , 
.J • -.-- .<i .--

"-r-

HUBERT SUMLIN 1 CDTRACK15 

Example 10: This example features il very important blues riff performed 
'Sumlifl' style. This lick works for ail three chords j( you moye il to fit the 

, , , , 
• , 

-

-

G' 
1"0 8 " sWJI1g , , 
~ 1 

f 

a---s---r-s---
:r-<t----S-S-7----.--, .--

r-, 
~ 

~ 

respective chord, so tly also playing il ove! the IV chord (C, al the 8th fret) and 
the V chord ID, ill the lOth fret). 

- - -
~ ~ 

1 

- -,-, 
:r-4"-"---s-----:r------, , = , .-,-

HUBERT SUMLIN 2 CDTRACK15 

Example Il : This is il sweel sounding lick using a linge ring position that BB 
King also favours - King was influenced by Sumlin and also T-Bone Walker. The 

, , , , 
• , 

G' 
= 150 swing as 

--
~ 

f 

t ,. 

"" 
S-10-(l 2 

slide from C to 0 (lifS! string, Bth ta IOth frets) is a Sumlin favourite and always 
!>Ounds greal. 

.y~ -.~ -
J 

"", - -
S-S-e--l o-

HUBERT SUMLIN 3 CDTRACK15 

Eumple 12: To linish off our section with Hubert here's a neal little 
turnaround lick Ihat's great ta use as il is or you can modernise it with 

, , , , 
• , 

J = 150 swing Bs 

~ 

l 
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authentic here is in the arlkulation. 
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VINTAGE le BLUES 

Y-BONEWALKERl CDTRACK16 

Eu mple ll : Thi~ Iir~1 T-80ne el(~mple i~ one ofhi~ f~vourjle lic~s <lnd he 
would oft",n play many variations ofi1 during a solo.lt's also the basis of onE' 

, , , 
o , , 

j = 110 

~ 

" 

f 
BU 

M9) 

# l' # # 

, ,-.--
.--a-, e-a-

ofStevie Rily Vaughiln's dassic lich. SRV often induded the b9 (Sb) to add 
,hromatie inlerest but thE' contour remains similar to T-80ne's templatE'. 

- # ~ # -
-.. 

• 
BU ) -- e-o-

5 0-, 
5""-7"19) r-

T-BONEWALKER2 CDTRACK16 

Eu mple 14: This one is another T-60ne favou.ile and outlines the tonality of 
the A7 beauli fully. This is the kind of idea tha! players like Chu<k Berrywould 

., 
J. = 120 

f 

go onl0 eSlilblish as the comerstones of rock'l)",oll, and which The Stones <lnd 
ACIDV would adapl to their own inimitable styles. 

, 
,./ 

-
" ) 

0- -
0-

r-

T-BONEWALKER3 CDTRACK16 

Example 1S: This final chord riffis both simple ,md effective ln equal 
measwe. T-Bone would often use chords to play lead, shiftlng them around 

D' D' 
J = 100 

IIIf 

the neck chromatically, and this idea was taken up by Jimi Hendrix (live Red 
House) and Clapton (Sitting On Top Of The World etc). 

24-BAR STUDY SOLO CDTRACK17 

[Bars ' -8) These opening phrases highlight the cool modem style ofT-Bone 
Wallœr. The quartertone bends Iblues curis) on the minor third IC) are a ~ry 

, , , 
o , , 

j = 145 Blues shu ftle 

Clean, w~h ff 
tlfidge pick-up 

) ,.. 

• ) 
.-.--.-

important featwe inlhe blues. Sel your amp up for a light mmch and select 
the bridge pick up. T-Bone laid down the templale for modem blues players. 

,. ,.. 
y, 

) BU , 
0-
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PLAY: BLUES ON THE CD TRACKS 12-18 

24-BAR STUDY SOLO .. CONTINUED CDTRACK17 

[Bars 9 - 121 These bars contain il l'leal little turna,ound phrase. which is easy 
10 play and sounds 9,eal. The double -stops in bars 11 and 12 are ben! slightly 
sharp and Me reminiscent of the wUfld of il freight train horn - from T-Bone to 
Chuck Berry. The Stones and AC/OC 
[8ars 13-16] The chords in bars 15 and 16 are dassk blues voicings. The<;e 
,hords ale easy to slide betweefl and sound grea!. Again. you can heM these 

D' ,. ,. 

" 
BU BU , , 

ideas in the playing of t'very 9real bl" es g uitarist showing thal styles and 
licks are passed down trom generation 10 generation. 
[Bau 17-201 The Ikk lhal sIam in bar 18 is the wrt ofthing tha! many would 
associale wilh Chuck Berry. Keith Richards, AClDC's Angus Young or even Led 
ZE'ppelin's Jimmy PagE'. This idE'a howE'vE'r is a classic T-BonE' WalkE'r lickand 
shows the massive influence he had on modem g " itar playing. 

,. k ,. ,. 

.---, , ,-.-1-"-'--"-'--"--'5-5-
, .---, 9~M9) - 17"-9-';""--'5-, 

• , 
• 

" " ) r- r. ,. fA ;, fA ,r.> 

" 
~ 

, S--S-"--S-"-- , ~ , 0- .-.- -S--5-7-5-1-- , , ,-, 
• , , 

,r. ) ~ 
; ; ; AO .. 

~ ~ 
1 

l, l, • '; ~ J J J 

" 

.. " D' 
1 l'i iu ~ ,. ,. 

" 
'; BU BU BU , 14-1<t--l , , 14-1<t--l 

1-7---5-r-----5 , 14-1<t--12-----s-"<:7---5- M g) 7-(9) '" , 
• , 
" 
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VINTAGE le BLUES 

24-SARSTUDY SOLO .CONTINUED CDTRACK17 

[B, rs 21 -231 1t's lime for <1 f1ashy end Hck and this one is challenging if you 
pick ail thE' nOIe'!. You can add sorne pull-otfs if you'd like 10 lightE'n the load. 
The~ (ieh Me remini5<:lmt of the kind ofthing Eric (Iapton played in the early 
parI ofhis caree., gleaned (,om players like Otish Rush and Freddie King. 

[B, . 241 The 'rack ends wilh twochords - simple but hugely effective, 
Thes!:' are simply a sE'mitone approach from Bb9 to Ag, and you can hear 
thei, inflence in music as diverse as Elvis Presley (Jailhouse Rock) and Cream 
(almos! every live ending theyever playedtJ. 

f'. 

~ ~ ~ ~ ~ ~ 
" 

' U OU ' U 'U 'U 'u 
1 1 

" 

Y. ). 

./ ./ 
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EXCLUSIVE NORTH AMERICAN SUBSCRIPTION OFFER 

Subscribe to Guitar 
Techniques today and save 
over $89 off the store price! 

• Save over 40% off the store priee and pay just $29.50 by 
qua rterly credit card . 

• That's the equivalent of only $9.07 pe r issue (usual priee $' 5.99)[ 

• Struggle to find a copy of GuitarTechniques in stores? Then 
subscribe today and you'lI never miss another issue - delivered 
by Airmail, direct to your home or workplace. 

• Get your copy up to 3 weeks before they hit the sto res. 

OROER ONLlNE: www.imsnews.com/guitartechniques 
OR CALL TOLL FREE on: 1-800-428-3003 

1+ 
OVERSEAS ORDERS 
(Exduding North America) Order online at: 
www.myfavoufÎtemagazines.co.uk 
Orcall+44 1604151045 

TERMS AND CONDITIONS: Th;, offor ;, for n.w North 
Amerl<:.n 'ub""t>ers only Yo~ wi ' receh'e Il Issue, 
p.' y •• r. Your ,~bscr; pt on w;1I , .. rt w th ,h. n. Xl 
.".II.b'~ issue M'nl",u," ,ub", pMn letm l, 12 
month, _ If" .ny tim. during th . first 1;(1 a.y' you or. 
d ss.l ,fied ln '"Y w'Y ple"e nolit~ ~ 5 ln wr ilon~ 'nd 
w. will r.fund you for.1I un-m.il«i ;"uos 
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THIS ISSUEOFGuitarTcchniques 1S 
nothing ifnot cclectic. We do strive to 
offer a varied bag of styles, names and 
playing lcvels but this time the cmphasis 
on variety is very apparent, You've already 
seen four very different front end features 
(The Rolling Stones, Ozzy, Beethoven 
and numerous vin tagc blues ar tis ts) so 
nowyou're at stage two where we present 
various shorter tutorials, Kicking off, 
&ott's 30 Minutc Lickbag offers up six 
examples that are beneficial not just 
from a time perspeetive (if you've only 
limited guitar contact in the evcning, 
ifs ideal) but also in genrejabili ty, 
If you're a !ittle jaded by old-skool 
blues ers, John's Blues tutorial looks 
at Philip Saycc, Therc's a smidgcon of 
'Malmsteen meets SRV' with Sayce - a 
mind blowing technique married 
to a genuinc lovc ofblues. We 
haven't seen blues fury qui te 
like him for sorne time so 
do check him out! I\loving 
on, Martin delves into the 
AOR world of Boston - a 
band wi th tight gui tar 
skills and considerable 
songwriting chops 
with the Rockman 
inventor, Tom Scholz. 
at the Itelm. For Luca's 
fascinating fusion 
series, Ray Gomez 
is the focus - from 

days with Stanley Clark and Lenny White to 
hecoming a solo artis t, tit is Strat player has 
bath melody and speed in abundance (check 
out his piece, West Side Boogie), Ifyou're 
hankering for more blues turnaround ideas, 
Shaun's Creative Rock isja m packed full 
of them. For our popular and long running 
video tutorial, we start a short series wi th 
the funky blues rock soul shredder (he 

can scemingly do cvcrything, with fcel), 
Richie Kotzen. Grab a bit of the magic 

that has seen him as a solo artist 
and collaoorator for Poison, Mr 
Big, Vertu and Greg Howe, Chord 
comping in a modern jazz style 
is the focus for Pete's jazz column 
with four and threc-string chord 
voicings, Ifyou thinkjazz is ail 

ahaut hig five and six-string 
chords, your re-education 

can start figh t here. 
To close, Stuart's 
aeoustic tutorial 
focuses on hybrid 
picking for a very 
tas ty solo guitar 
p iece. 50 tasty, in 
fact , you may jus t 
want to try it with 
fingers ins tead! 

lESSONS GT185 
ON THE CD: TRACKS 19·24 
30-MINUTE LlCKBAG 52 
BlMM's Scott McGill has six more luscious 
lieks for beginner, intermediate and advanced 
playcrs this month .. 

ON THE CO:TRACK$ 25-33 
BLUES 54 
John Wheatcroft unlocks the tasty blues style 
of the awesome Philip Sayce .. 

ON THE CO:TRACKS 34-37 
ROCK 58 
Martin Cooper meets Boston's iconic axeman 
and inventor of the legendary Roekman, Mr 
Tom &holz .. 

ON THE CD: TRACKS 38-45 
FUSION 62 
Gianluca Corona focuses on the jazz-rock style 
of aeclaimed fusion maestro and session ace 
Ray Gomcz.. 

ON THE CD: TRACK$ 46-48 
CREATIVE ROCK 
Shaun Baxtcr conc1udcs his look at blues 
turnarounds from a rock perspective by 
looking at a mixture of approaehes ... 

ON THE CD: TRACK$49-S2 

66 

JAZZ... . ... 76 
Jazz up your blues playing. Petc Callard shows 
you how .. , 

ON THE CD: TRACK 53 
ACOUSTlC82 
Stuart Ryan takes a look at howto make 
melodies out of chords .. 
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LESSON: 3D-MINUTE UCKBAG 

30- inute Lickbag 
BI MM Brighton's guitarvirtuoso Scott McGiII 
has six more lieks for you in a variety of styles 
and a range of performance levels ... 

EASYLICKS EXAMPLE 1 RAMONES RIFF CDTRACK19 

Power chords al the readyt Here's il ri ffta gellhe fet'I and attitude of Joh nny 
Ramone's punk fock style, The chords are basic. but the position shifling 
;$ il liltle I,icky.ln the tab l've suggesled thE' simple' up and down stloke 

mumming. but for complete authenticity use JUS! downstrokes. Try il tha! way 
once you've mastered il with s{rumming, A crunchy vinlage Marshall Plex i 
tone with a bridge position humbucker;$ the way 10 go. 

EASY lICKS EXAMPLE 2 LOWELL GEORGE SliDE CDTRACK 20 

ThiS;$ our nibu te to Little Feilt'sleader, who was also il {"sly slide guilM player. 
ThE' line draw$ on an A major pentalonic scale with the fourth added lA, B, CI, 
D, E, FI). Pay attention to damping with the pkking hand and the slide hand (a 

J = 108 • 

linger muting the ming~ behind the ~Iide and your pkking hilnd'~ heel re~ting 
on the strings by the bridge usually does the trick). Dial in a smooth low gain 
sustain and build up to the 103bpm tempo. 

INTERMEDIATE UCKS EXAMPLE 3 KEB MO ACOUSTIC CDTRACK 21 

Inspired by the beilu tiful ~ubtle ~ongwriting of Keb Mo, thi~ phra~e is in 10th~ 
exclu~ively (a third plu~ an octave) within the D major ~cale 1 0, E. FI. G. A, 

J = 100 
~ , 

B. (.). Pay clo~e attention to the fingering~ ilnd rhythm a~ there i~ il bit of 
syncopation that can be tricky. 

.• 
~ 

~ 

• , .~ -, ~ 

, 
~ 1 - ~ , , -

, , 1O--1Z-----
~ 

~ • ,~, ~ 
0 

~~ 0 , 
~" • ~, ~ , 

m 
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ONTltECD TRACKS 19-24 3U-MINUTE LlCKBAG T lEARNING ZUNE 

INTERMEDIATE LlCKS EXAMPLE 4 TOWEROF POWER STYLE FUNK CDTRACK 22 

Keeping it fast and funky in a TowerOf Power sort ofway, watch the 9th 
,hord linge rings in the last bar as they are a little triày at the l06bpm tempo. 

J " lOf; E S • u S KI A9 N.C. 

Concentrate on rhythmic precision using a clean neck pickup sound for 
maximum bite. 

SKI A 9 D9 EKI .. 
'" 

ADVANCED LlCKS EXAMPLE S' CARL VERHEYEN UNE CDTRACK 23 

This one is reminiscent of LA session ace Carl Verheyen and features the use 
of consecutive 5ths and some string crossing for intervailic interest , Although 
the line uses the G minor scale with no 6th (G, A, Bb, C, D, F) and G blues scale 

(G, Bb, C, Db, D, F, G), it can be successfully used against more interesting 
harmonies. Use a bit of gain and smooth sustain with a bridge pOsition 
humbucker for the best result. 

Gmll 

" ' :la . ~ '~, " H 'n ~ 'b ;.', . ;,· ', . , , , ' ~ , 

, , , 
" , , 

~ ,'" 

, 

• 

• , • , 
, 

7'-10 

'" ~ 

, . 

,~, 

~ 

• 

• • 

,~ 

, ~, 

Dbm817~5 

'" 
• 

" 1S"- I t- l 
10-11 ,~, 

llt- l 7'- IS-;--~I~ 

i,'~~~~ ~ 17-1&-15-1&-15-1_ 15-1 
15 15-1 

ADVANCED LlCKS EXAMPLE 6 JOE PASS STYLE SOLO JAZZ CDTRACK 24 

An example b<>sed on the augmented 4th (tritone) substitution similar to Joe 
Pass's approach, this is a III· blll · lI ·bIH progression in Bb with the top solo line 
based primarily on melodic minor scale sounds. To get an idea of how these 

'" ,~ 

lines sound as substitutions, repla,e the Db9 ,hord with G7 and the B9 ,hord 
with F7. MakI' it swing with a clean bassy ne<k pickup sound at the suggested 
62bpm tempo. 

'" 

~ ~~Ë~~'" r ~, ~_~' .~' -"~m~:,~ ... ~:.~~~m~,"~~~_~_§.~~~~~r~~,~_~_~.~,~::-~·~, ... ~,.~m~~~~~-~. ~'·~~ 1.'~1~r:~r_~_~_~_ :GE~~, ... §,~.~m~,"~~Î·~_ ~_ ~_ê_~_~_~ 

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

" ,r:;;] , 1 
Bbm~ J7 , r-, B~IS 

~ 1 '" 
, ~ :C-~ -

~~ 

F~ m. lod le m lnor - - - - - - ~ 'rr 
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LESSON: BLUES ""'co"' Guilar )( TOYOU6Y -Iôoaorl __ 

Philip Sayce 
This month John Wheatcroft looks at one of the 

,/ cream ofthe crop of cutting edge contemporary 
blues guitarists, the fantastic Philip Sayce. .. 

ABILITY RATING 

•••• 
INFO 

KEY: Various 
TEMPO: Various 
CO: TRACKS 25-33 

Moderate/Advanced 
Will IMPROVE YOUR 

l'Ji llltel1Sl:yarrd~ 
S IIIythmK:pluilSi"9 
!'li Speedarrdstnnilil 

BORN IN WALES but brought up in Toronto, 
Philip Sayce is a playerthat you should make 
your business to berome familiar with. 

Sayce's style melds ail that is 
good about blues-rockers 
Hendrix and Clapton, \\ith the 
soul of SRV and the chaps of 
Bonamassa. 50 the future of 
blues guitar looks in safe hands. 

Philip followed the time­
honoured tradition ofpaying 
his dues whil51 sti ll a teenager 
byimmersing himself in the 
Toronto barscene, playing in a 
hast ofbands and in countless 
jum sessions. His tirs! big break 
came in 1997, when he landed 
the gig as second guitarfor the 
legendaryCanaclian guitaris! 
.JeffHealey. tauring the world 
for the next three years and 
absorbing everything he Cûuld 
from Ihis amazing artist. 
Following Ihis, Sayce upped 
sticks and moved to Los 
Angeles, resulting in an 
lO-month stint with successful 
US band Unde Kracker , and a 
partkularly prodUL'ti\'e six -year 
period pla)ing lead guitar for 
t he multi-award winning, 
multi-platinum sell ing artist 
Melissa Etheridge. 

Philip spent his time as a 
sideman wisely, treating this as 
his musical education and t he 
best possible preparation for 
his OW11 joumey to follow. For 
the last few years his growth as 
an artist in his own right has 

been hisprimaryfocus, developinghis 
songwriting (often in collaboration with the 
great Richard I\farx), performing live with his 
trio, releasing a number of albums under his 
own name and building a worldwide fan base 
bytouring relent lessly. The timing is 
definitely right, and Philip's reputation as a 
live performer and Te{.'Qrding artist is 
gatheling momentum at a staggering rate, 
and not wit hout good reason, 

Sayce's guitar playing is bot h steeped in 
tradition and fonvard thinking. Whilst his 

ON THE CD TRACKS 25-33 

influences are dearly to the fore, Sayce is 
definitely his own man, with a bold and 
dynarnic intensityto his phrasing, super­
clean technique and fluent artk'Ulation. He's 
full of great ideas, huge tone, and ail packaged 
within fantastic songs. 

John's t li'o'ia faet this mont h is that Philip's 
new live drummer, Chris J ago, used to be rny 
flat-mate when we both lived in Liverpool. 
Small world eh, and we &'Ousers get 
everywhere. Niceone Chris! 

There are four musical exarnples foryou to 
get your teeth into this rnonth. Although 
these phrases are fairly short, you may notice ~ 
rather a lot of notes squeezed into such a § 
small space. Philip's playing can be fast and el 

furious at tirnes, but don 't beput offif initially ~ 
they're too quick foryou. Theyll ail work 
perfedJy weil at slower tempos, 50 use the GT ~ 
metronorne markings as a longterm goal and ~ 
aim to build up accuraq', speed and stamina V' 

over an extended period oftime. You rnight 
wish to ("'Qnsider getting hold of sorne type of 
slow-down software/ hardware to allow you 
to both t ranscribe rapid phrases with ease, 
and practice them at your own pace along 
with a reduced tempo version of the original 
track, increasing in steady and (,.·()Iltrollable 
Increments. 1 personally use a program called 
Transcrihe, which for me has proved to he an 
in'o'aluable and indispensable piece ofkit, 
Have fun , sec }'Qu next mon th. Il 

" 1 love players that play 
emotionally, and not 
cerebrally. Not trom the 
brain, and more trom 
their heart " 
Philip&yœ 

G", HETONE 

(:j) 
MI~~U T~II\I 

Sayce i,a 'ende' playe'. w; th'Moth ~ ,: h" tru,ty '63 
~ I 'dl never fd ' fro rn hdnU. Arn p'dremuJ ll y e ilher 
J hot 'ooded r ~nder ' 60s Super Rewrb Of hls 
,'qnat u ,~Couqar. Alo ng wlt h wa h a nd Un iv ,be , 10 
ye l~l ",e to ~dy~e', lo rr c you11 rr ceu J ,-! udl ity 
o,, ~,d riw ~ndJ good tu n p.ed~ 1. Li k~ rnJnyot his 
in fiuenŒ\ Ph d 'p qene ,al ly tu n ~, h" Sirat down a 

,c'n ilone lu Eb. Th i, dUU ' d luu< h mure uCrJl h drrtl 
re;on,lnceto hi ; to ne , Jnd rn" k(>;a ll t hal hug e 
q"ng bend'nq andwi d~ v , b'ato bmine" t hat h~ 
i, '0 yuod dt ju' l lhJ ll llt le b il ed"er 10 dch ieve, 
elp(>(I" lI y w it h th e rn(>(i iurn to Iw.wyyJuy e 
q"ng' that he prefe" 

tl TRACK RECOfID We'd hoortily recommelld Philip's most reœnt album releases, Innerevolutlon and Peace Machine, avallable to purchase >.. elther as a round plastic sllver coloured dise that comes ln a box wlth words and plctures, and also todownload from IlUnes or slmllar, or to 
t..- stream onllne on Spotlfy. Spollt forcholœ, eh! 
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PHILIP SAYCE STYLE T lEARNING ZONE 

EXAMPLE 1 RHYTHMICSUBDIVISIQNS CDTRACK26 

Let's begin with il fie,y pentatonic-based idea in the .ock-friendly key of 
E minor (E G A B Dl, although you could easily makE' this line wo.k OVE" 
E7_9 tao (E G~ B D Fx). The first hait of this idea is derived trom 161h-nole 
subdivisions - four notes per click. For the second hait we switch 10 triplet 

based phrasing. as you might e xpec!. tluee notes pe. beat. Philip's playing 
is f>JlI of this rhythmi, lo-ing and fro-ing. and he's supE'r-fle~ible with thE' 
notes he selects. sa you should ilim 10 become JUS! as improvisational "nd 
concern yourself more with the concept than the specifie notes. 

J = 144 Em7 E7; 9 
8"'- - - - - - - - - - -'- - - - - - - - - - - - - - - - - - - - - - - - - - - - - -- -- - - - - - - - - - - - - - - -- - - - - -, 

8'<'-------------- -. 

BU 

, 
(8-)- - - - -- -- - - - - - - - - - - -- - - - - - - - - - - - - - - - - - - - - - - - -- -- -- - - - - - - - - - --, 
~# # h-..~ # ~ - # -

~ J J J 

BU BD ~ BU - -, 1S--17-1T(19HI 7)--15 1S--1?-lr(19)- " 
, 

" , , 
0 , , , 
• 

EXAMPLE2 RHYTHMIC PHRASING CDTRACK 28 

Whilsllhere is nothing too comple~ here from a notes perspe<tive, we're 
jumping ail over the place with rhythmic groupings, It's probably fair to 
say that Sayce executes lines such as this fairly intuitively, the net result of 
spend ing many year$ absorbing the vocab lJ lary of the past masters. That 

said, it's still a good idea to be mindflJl of the rhythmic content of yOlJr 
phrasing. Once you 've got this idea down. why not attempt to invent a 
variation where the notes change, blJt rhythmically they ail stay in exactly 
the same place? 

Em C Em 0 
J- 88 8'<'----------------------------------------------------------------------

'h o z -- - --

c ' m D 'm 
---~-------------' r- ~ A" - ,,. 

~-

~ 
~J~ ~J~ " 14 Lazy 

BU _ 
= BU BD BU - -, 

" 
, 

" , erl17) 1S'"""12-12-1 , 1.-(16 ) ( 16)-(1 4 ' ''(16)-12""14 " 141'"16- ,~, , 
" " 14- 1 , , , , , 
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LESSON: BLUES 
EXAMPLE3 SPEEDY PENTATQNICS CDTRACK 30 

Peotatonic yel aga in, b ut il .eaIlY;5 il case of l'lOI wha! you use, but how 
you use il. In bar one we',e superimposing il rhythm of th'ee against our 
bar of tour, a çommon blues device. The subsequent strE'am of nOIes in 
bars IWO 10 four may take sorne lime 10 gel up to speed, so makI' sure you 

J = 84 " ,i • &/.i •• ,.i •• /-i •• /i~. 

, 

work with il metlOl'\ome or drum machine, reducing the tempo and only 
advanCing once you establish the necessary ilccurilCy and stamina. Accu rale 
and controlled sounds good al any tempo. whereas sloppy and fast always 
sounds bild! 

" ..Il ~ il " II~ ,II ~~ J -
" 8U 8U au 60 -

• ':t-'3-1~13-13-1~13-1 3-1~13-1:t-:l :; 1 3-13-h_ lo-1~10 -= 1 , 14 l r l 14 l r l 14"""1 ...... 1 14-1 4-1 14-14-1 , .i-12-101 :r(14)-1:r(14r-U·(14 j-(12r t(l- l Z--t .,,--0 

• , , 

EXAMPLE 4 HORIZONTAL PHRASING CDTRACK 32 

Po~~ibly one of the tric~ie~t iI~pect~ of gening Mound the fretboard i~ 
making the transition from vertical to horizontal motion within a ~ingle 
phrase. Here we see how Sayce makes the transition from orthodox 
position·based phra~ing, connecting bath 'C and"E' form blues boxes in 

J = l !lO Shuffle 

, ~ h 

, ~,~ 

BU BU BU , lz-(15)--I O- I 
lT(14)-12-{14 r---, , , 

" 0 

• , 

~. 

, 

bars one and two, and ~hifting to a minor pentatoniC idea that covers each 
of the live distinÇ! areas in a single phrase by shifting horizontally along the 
length of the top two strings. Like ail the examples presented this month, 
be patient with respect to building up speed, stamina and accuracy. 

~ ~ \i~ jI ~ ~. 1" ~ /rc 1" ~ . 

, , , ~,~ ,~ 

• 
" 

BU J 8U 
0-, 

?-7'"""-S-r(9 
'-'-"""'-)0-0-;;: S-a-(10)--e----1t- 10-

8>"- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -- -- - - - - - - - - - - - - - - - - - - - - - - - - - - --, 

, ,~ JI!" ~ .trc 1" ~ 1" ~~~-
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You're constantlv searching for the ultimate tone. 
It's time to go bevond vour normal instrUlme,"t, 
Here are five to help Vou on vour journey • 

• 
From beginner to big time 
Total Guitar is the oruy magazine 
dedicated to developing beginner 
and intermediate guitarists. 

EVERYISSUE: 
o More song transcriptions than any ather guitar 

magazine -leam ta play yourfavourite tunesl 

o ACD full of songtutorials and backing 
tracks toplay alongwith 

., A wholesection dedicated ta beginners 

Q Unbeatableaccess to theworld's best 
guitarists - interviews and video lessonsl www.totalsuitar.co.uk 



LESSON: ROCK IROUGHTTO\'OlJIY 4 

blmm bristol 

Boston 
•• Martin Cooper heads to Boston to askTom 

Scholz ifhe canjoin him with some classic 
American rock harmony guitar playing ... 

ABILITY RATING 

• •• Moderate 
INFO ---,'''W-''--LL IMPROVE YOUR 

KEY: G major l':i Rhythm playing 
TEMPO: 133bpm l':i Harmonyleadidw 
CD: TRACKS 34-37 l':i Theory knowledge 

BOSTON IS ONE ofthose 
bands whereyou heur a 
song and thensayUOh 1 
didn't realise Ihat \Vas 
them!~. Forexample More 
Than A Feeling is one of the 
must J"t!\.."Dgnisable rock 
songs of the pas! 35years, 
butyou maynot knowthat 
ifs by Boston (who 
inddentally 
are from Boston). 

Their 1976 dehut album 
hassold morcthan 17 
million copies Iodate, 
making it the sa-ond best 
selling debut album of ail 
time ill America; and the 
band, underthecareful 
leadership ofguitar player 
and principal songwriter 
Tom Scholz, are set 10 
release a new album in the 
not 100 distant future. 

The first Boston album 
was made up of demos Iha! 
Scholz made in his home 
studio, tha! wcre basically 
deemed up to scratch for 
releasewith minimal 
o\'erdubs, and the rest is 
history, Not bad when you 
consider that t his was a time 
long before Pro Tools and 
the like made professional 
quality home re!..'Ording the 
brecze it is today. 

A10ngwith beingagreat 
l'Inter and guitar player, 
Scholz is responsible for one 
of t he most instantly 

recognisable guitar tones of the lan er part of 
the 20th centmy, and notjust from hisown 
playing. He designed the Scholz Rockman 
guitar amp, which was designed to he a 
p0l1abie DI amp, released at a time when the 
SonyWalkman was tirst bccoming the 
fashionable and innovativewayto listen to 
music on the move, The Scholz Rockman l'las 

ONTHECD TRACKS 34-37 

used by such classic bands as DefLeppard, 
J oumey, Rush and 'l2. Top to name but a few, 
Il was characteriscd by a great compresssed 
overdrivetone - in fact, exactly the sound yOll 

hearon More Than A Feeling. 
This month' s track features many of 

Scholz's traits such as hannony leadguitar 
pm1s, double-tracked rhythm guitars, and 
plenty of melody amongst the rhy1hm parts. 
We're in the guitar friendly keyofG major (G A 

Be D E Ft), and all the rhythm and lead parts 
use these notes, so there's nothing toworry 
aboutoutside ofthat. l doubled the main 
arpeggiopart wit h an a!""QUstic guitar as weil as 
ela-trics, and then played lightly muted Ij8th 
notes on the acoustic asa rhythm part through 
the rcst of the tune. 1 haven'twrinen t his pal1 
out so as to focus on theelectricguitar part, but 
a1l you need to know is that the a!..'Oustic exadly 
doubles theela-tricguitar arpeggios and then 
plays 1/8th note powerchords for the rest of 
thetrack. This sen'es toadd sorne extra clarity 
tothe arpeggios and then adds sorne 
pef(."ussive sounds tothe chord parts, and is a 
!..'Ommonly used trick in many rock songs with 
distorted ela-tric gui tars. Take a close listen to 
many of yOuf favourite rock songs, and you'll 
seewhat r mean! 

The harmony part on the leadguitar is 
mainly playing a 3rd abo\'e the lower part, 50 

in Ihis key if guitar 1 i5 playing G, guitar 2 
would heplaying Band so on. Thanks to Mark 
Prentice for playing bass this month! li 

" 80ston's debut album 
is the second best selling 
debut album of ail time 
in America " 

GETTHETONE 

(j) 

.", M'DO" T""" 

AI ment ioned in the te~t. Schol7 des''Jned Jnd 
u,eulhe I~OLkmcln drnrJ . Thi, "cl ,ol,u ,ldlc 

ue, i'lrr drld lhcldore doe,n'l ,ound li ke d 

vJ lve ,""p, The RockmJn Su<,t,' inor ,,1<'0 h,,, 

chofu" r~ve r b and compre",on etfect' . 1 u,ed 
the [I ev~n "mp pluq in hom Diq ide,;qn, 

whidl ddudlly ,ervc, cl' cl u,dulloollh i, 

month ,n terml of it b~,n'J J s imu lJtor, rJther 

thJn ~ vJI~e Jmp_ Schol7 ~llo ules (;,blon Les 
Paul qu it""_ Any humbuck ,nq p,ckup 

equ,pped glllt," wil l work fOl lI, i<, style, ,'nd 1 

lIwd" ( h'''vel SJn 011'"'' w,t h" RocklJo< 
Boiling PO"l1 o~erd"~e pedJI. 

TRACK RECOfID As mentionet:l;n the main text the 1976 self-tltled debutalbum features the mega hlt More Than A feeling, as weil as Peace Of 

JIIInd, wtlile thelr 1986 album Thlrd Stage features classlc US number 1 single, Amanda, There's also a Greatest Hils album to check out 
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BOSTON T lEARNING ZONE 

EXAMPLE TOM SCHOl Z RHYTHM CDTRACK35 

The arpeggios in the rhythm part will need to be dean, <lccurale and in 
tune. BeM in mind Iha! the electric 9uitar~ are doubled, which serves to 
add il natural chorusing effec!, and there are also acoustics playing the 

RHYTHM GUITAR 

J = t33C 

, , , 
0 , , 

, , , , , , 

~ 

5. 21 

, , , 
0 , , 

, 

~ 

1, 17 

c 

" 

, 

CODA 

" 

, 

, , 

~ G' 

~ 

, ,-,-,-,-,-
25, 211. 33 

Dadel!! Gro c 

- .. "J 

, , , • , , 

Gro c 

~ .. ·0_ " 

, , , 

o 'm ,.... 

"-

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

same notes. sa any errors will sound very messy indeed. Pay atten tion to 
the hammer-ons. pull-orts and slides. these details add to the impact of 
the notes, particularly where IWO guitars play in unison or harmony. 

o."" 'm c 

" "'--' ~ 

, , , , , , 

Cadd9 To CODA 

.l---
- ~ 

, ~ , ~ , 0-, ~ , ~ 

c G' 
r- Play 3 limes 

TI TI 

.-.-.-.-.-.-,-,-

" 

EXAMPLE2 TOM SCHOLZ LEAD CDTRACK35 

lEAO GUITAR 1 

J = 133 G' o 'm c 

24 -
.. 

~ / ,,~ -"-~""'--" 
, 24 -, , 
0 s---s--r.,.Lg-7- M 7 J-s---4"""i 4 )-, {a}-:l-ar-, 
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EXAMPLE2 TOM SCHOl Z l EAD CDTRACK35 

When it çomes ta the lead guitar part there are actually two gui tars 
playing the whole 5010 - they 5tart by playing the same thing in unison 
and then break off in to separate harmony parts, so don't feel tha t you 

G' o 'm 

~ ~ ~ 

, , 
0 .-~ .-~ 
0 .-, , 
" 

o 
,~~ - j< iaj<ia _ 

~ ~,~ 

- ~~ , 0-->->-, 0--
~~4-~4-, 

0 , , 
" 

LEAD GUITAR 2 

j = l ilS G' o 

24 

~ 

, , 24 
0 

c 

have la write harmony lines 100% of the way. Vou mighl a,hieve some 
interesting dynamic çhanges by breaking into harmony jU5t for one 
seçtion, and so on. 

c G' 
~ ~ 

- ~-~ 

S--7-S-7 .-~ 
~ [, ~ 

Q, 

... ~ ... ~~~~ .... 

L ,~ 
' . ':' ., .. TI .... 

r-5--4-5-

hi"--<-:r-h 

'm c -
--

/ .~ ......... J / "-" 

-
, s---s--,..r:..g- 7 ]-'-5-...... [4 1-

[ 3}-2-37'" , , 
" 

c, o 'm c c, 
~- ~-.,,.-.. rc 

~ ~ 

~ ~ , "l'"""-S-7-5 -,..-, .-.- .-
0 .-~ .-- "-z--, , , 
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BROUGHT 
rOYOUBY 

THE 
INSTITUTE 

Ray Gomez style 
ONTHECD mACKS38~45 

Th is month Gianluca Corona investigates the style of 
one of the most highly regarded fusion guitarists of ail: 
the session guitarist and solo artist Ray Gomez ... 

ABILITY RATING 

••••• Advanced 
INFO 

KEY: Various 
TEMPO: Various 
CO: TRACKS 38·45 

WILLIMPROVE YOUR 
PJ Jau·JO(k 'l{Jcabolar1 
l'li Alternate pi(~in9 
l'li &ending and vibrato 

NOT MANY GUIT ARISTS have had their 
tunes covered by that late monster of the 
electric guitar, Shawn Lane. But Ray Gomez 
is one such player,just going to show the 
esteem in which Gomez is held byother 

notable musicians. His West 
Sicle Boogie, originally from the 
album Volume(1979}, \\las also 
featured on Lane's Paillers Of 
Ten (1992) project. Snch respect 
from a player as awesome as 
Lane \Vas an indication of just 
ho\\' good Gomez truly is. 

Born in Casablanca 
(MorocCû) in 1953, Gomczgrew 
up listening to a R&B artists like 
Ray Charles and the intriguing 
textures of North African 
rhythms. Attracted to music 
from a young age, he started 
playing drums and then bass 
before finally settling on the 
guitar, performing in front of 
crowds when he was only teu. 
After his family moved to Spain 
in 1965, Raysoon became 
known as a prodigious talent 
and played with sorne of the best 
Spanish bands, enjoying success 
with the single Mamy Blue 
(1971) with The Pop Tops, which 
reached number one in Spain 
and Israel, selling three million 
r.,'Opies worldlvide. 

Afteran imitat ion from 
George Harrison in 1973, Ray 
decided to moye to England, 
where he stayed for a year, 
hanging out lvith top prog rock 
guys such as Keith Emerson 
(ELP), Bill Bruford and ,Jon 

Anderson (Yes) and Carmine Appice 
(Vanilla Fudgeand Beek, Bogert 
and Appice). 

MOl'ingon in 1974 he left England to 
live in New York, where he became one of 
the top session and fusion players. He 
joined bass legend StanleyClarke's band, 
which allowed him to express his tiery 
playing to great effer.,1. Heplayed on many 
ofClarke's albums incLudingSchool Days 
(1976), 1 Wanna Play 1"0rYou (19n), 
Modern Man (1978), Time Exposure 
(1984) , This Is Jazz (1998) and Portrait 

Of Stanley Clarke (2000). 
But Ray's talents extend far beyond 

fusion and rou'll hear his six string work on 
albums bythe likes ofChaka Khan, Deodato, 
J ack Bruce, Norman Connors, Tori Amos 
and Aretha Franklin, to name a few. 

But it was his fabulous playing on his own 
album Volume (1979) that earne<! Ray his 
formidable reputat ion and inspired Shawn 
l..ane to pay his homage. Sadly, Volume has 
long been out of circulation but you'll tind 
one or two of the tracks up on YouTube. 
Check them out! 

Although you'lI often hear Gomez playing 
minor and major pentatonics and blues 
seales, he often adds more harmonie and 
melodic tension. His torrential jazz-rock 
!ines and subt le lyricism have become 
legendary in 'muso' circLes, but he also has a 
bluesy feel that also keeps everything down 
ta earth and 'listenable'. He is a skillful 
improviser and a total master ofthe Fender 
Stratocaster. If you haven't heard this 
amazing player then you should check him 
outnow! • 

" After an invitaton from 
George Harrison, Gomez 
moved to England, where he 
stayed for a year " 

GETTHETONE 

li) ~) 
• .s, '"[OlE 

To get Teally c lose to Ray'; lound you ,ea ll y 
need a StrJ I or StraHlke gOltM. The l ingle·(o il 
p ickup i, the ,enet ln qelt inq the c lar ily that 

only d ~ITdl iOT J Tele:' ~d" de li ver . A vJlve Jrnl' 
OT good e"'ulatlon Il.1110 "'and,ltory. A li g ht 
Itr ing let f.00'hl would help lo r ai l 01 t he 
bend inq vib rato and fa't ru n,. but ,t rea ll y 
wo u Id oc be,t 10 go tOd heJv ie r gduge J, 
loo n J I you (,ln rnJnage 

TRACK RECORD Jfyou 00/1 somehowget a copy otRay's legendary album Volume (1979), yoo really should! Famng that you tan check him out 

on Lenny Whlte's Venuslan Summer, Stanley Clarke's Schooldays(1975) and 1 Wanna Play For Vou (1911). Also see It you tan ftnd Shawn Lane's 
coyer or West Side Boogie on hls PowersOtTen (1992) album. 
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RAY GOMEl STYLE T lEARNING lONE 

EXAMPLE 1 ADDING ALTERATIONS CDTRACK 38 

Aim for il 'laid back' vibe with this t' xample, Note the chromatie ideas 90i09 
trom the 9th up 10 the major 3td (D, DI. El and from the root down to the 7th 
le to Bb) , The same idea is repeated an octave lower to giv!' mength to the 
phrasing.lfl bM 5 we modulale the E note down 10 Eb USiflg the whammy 
bar. Use the diminishE'd scale (mode 2, starting with il semitonel ove' the 

A7 chard to give the 'edgy' sound of the b9 •• 9. and b5 notes. The sam!, 
altE'rations can be found ove' the G7 chord. The phrilS<'! kE'eps 90in9 in 161hs, 
t'ven after the rt'solution 10 C7. The l'lex! A7 chard (onlains the alteralions b9 
<'Ind . 9 and i{ resolves to D7. The G minor pentatonic sCille adds il linle 1;9h1 
relief over the last 67 chard, but noticE' E'VE'n that has thE' 119 as an altE'ration. 

J = I30 Shuflle C7 
8"'- - - - - - - - - -- - - - - - - -- - - - - - - - - --, 

b ... b .. . 1< -
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'" -, 
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, , 1r-(20 15-16-1 , 17-16-
r-

1
S---

1
_

1 , , 
" Hr-U - l l- " 

, , 15-14--13-10-11-, 

" - . t,.~ b .. 

~ ....... 
"'!bar - -- - _. 

'U, 

, 

, 

l' ~ 1" .. b .. ~ 
-------, '" ,. .. ,. ,. b .. 1" .. ,.--J;-.. ~P-

~ 

."", -, , , ~, , , 
" ,~, , 17-16-15 14- 15-17-1 ,~, , 17'""1_14-17 , 

" 
,~, , , , .. , , 

" 

EXAMPLE2 SWITCHING BETWEEN PICK AND FINGERS CDTRACK40 

We sta,t with a liek based on the Dorian mode, with some eh,omaties played 
on thE' SE'cond string. On the second liek, a major 3rd KI) is added to thE' 
Dorian mode, giving it a Mixolydian flavoUf. On the let-down bend that 

follows, watch the intonation of you' p'e·bend, The last section involves 
double-stops and should be pickE'd using tinge's only - Ray would quickly get 
rid of the pick by holding it between l'ois tim and se.::ond tingers. 
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LESSON: FUSION 
EXAMPLE2 SWlTCHING BETWEEN PICK AND FINGERS CONTINUED CDTRACK40 

~----------------------------- , , j<~ ,,~ l'-p tr •••••••• ....... 
h . ~ ~ ---- -.) -- -

" ,~ ~,~ ,~ ~ J---' 

PBl7 ..... PBIS PBl6 ... " '" ------ .... '0 '0 '0 '0 '0 Ir. , IMI9 19H17H1SH14 
. ... 

• 17)-(15 
(18)--(16}--------i1 4 )--(12)--0 ,;ruT1 

0 , , 

~ 
, # ~.~.~ #,.~' . ' # . ~ . ~., ~:,.If, ~ . , #~.~ ., . , Ii!!-

, ., , , , , ., , , , , , 
wlba'----' 

-, 
• W----1S---1T--2O----19--E W--19---1r--l_2o--~ 17"-19--2o--19"-I?--lE ri 0 2Q--19"""-17-20--19"-\ 2Q--1S---1?-19"""-20--1 ~1_2o--1g--1?-1 
0 19---1_ 19---1 Q-- l 9--' ~1g----- 1 S--- 1g-- 1 S--1_ 1 19--1_ 19---1g-- 1g-- \ , , 
" 

EXAMPLE3 THE KITCHEN 5INK' CDTRACM42 

ThiS section shows how Ray throws eVE'rything ir.to his playing! The firs! 
part is played fingerstyle, but be ready as you'lI nl't'd the pick il few bars 
later, He.e the thumb and firs! fingers pull the strings and 'elt'ase ,hem 10 
twang against the frets, producing il sound similar 10 slap baS$. The chords 

irwolved are allE'red for a dark, lensE' sound bE'fore switching 10 some opE'n­
ming voicings with hardly any tension at ail. NOlice also the melodic use of 
harmonies, With ail thosE' natural harmonies living on thE' 4th. Sth, 7th. and 
1211'0 frelS. many melodiE's lin friE'ndly keys of courSE') arE' actually possiblE'! 

~--~------------------------------ - --------------- , -
w!ba, ----------

e a ua4 
, 

~ i ~ ~~.~J - - ~ . 
n n 

, 
" 0 ~ • 0 ~~ • ~~ , , , 
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, ~ , 
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Blues Turnarounds mm 
Shaun Baxter concludes his series on improvising 
over the last two bars of a typica l blues progression 
by focusing on a mixture of approaches ... 

ON THE CD TRACKS 46-48 

The substi tution works because, like Em7 and 
A7, Am7 has the same notes as the upper 
extensions of 011; 0 ;fdim7 (in which O;f is the 
same pitch as Eb) has four of the five notes of 
D7b9; and Gmaj7 has the same four notes as the 
upper extensions of A13. 

It's also possible to imply a minor 1 V lover 
the same chords: , 

(FIJ) (Bm7) 

The substi tution shown ahove works because 
Ci'm7bS has four of the tive notes of A9 (50 it 

Il ",11 Wi INI, 
Il l'ft , lW"l' 

Here is the cam piete progression 
relates ta the first twochords); all the notesof 
Oill dim7 are L'Ontained wîthîn F;f13bS; and all the " , 

we are lookillg at this month: 
A7 A7Ie_ 07 Dtdim7 A7IE F7 E7 1 

., ~ .. ~\" 
" ..• ll1 lW.o" 

Although we have studied sorne 
typical blues turnaround lines, the 
idea has not been to sound like an 
authentic blues player, but to look at 
a varietyof approaehes that may help 

ABILITY RATING 

••• Moderate 
INFO WILL IMPROVE YOUR 

KEY: A m Ideas over a blues se<!ue~ce 
TEMPO: 120 bpm l'li Use of altemalive scales 
CD: TRACKS46-48 l'li Use of pre-Iearned lines 

PREVIOUSL y IN THIS SERIES, we have looked 
at the follOlvingwaysofplaying overthe final two 
bars of a typical12-bar hlues sequence: using 
either one or a combination of Various seales to 
play/float overthe entire two-bar section (for 
example, usingvarious A seales over the 
turnaround section in an A blues); using tones 
belonging tothevarious chords within the 
progression; and using ideas that stem from the 
V chord (in this case, E7). 

you ta be more{:reative when 
improvising or writing your own type 
oflines. This month, we are going to 
look at ways of rombining the various 
concepts that we have studied so far, 
as well as looking at a few newones, 
such as chromatic motion, and 
implyillg major and minor 1 V 1 
progressions. 

The most important chord 
progression in jazz is the 1 V 1 
sequence. Jazz players spend much of 
their musical lives devoted to playing 
over this particular sequence using 
various lines and conœpts. 

l nterestingly, by t"t.'COgnising 
shared function through common 
chard tones, it is possihle ta tind a 
host ofl V 1 progressions lvithin the 
blues turnaround chord sequenœ. 

Harmonically, a 1 chord is freely 
interchangeablelvith a V chord, 
because of the amount of common 

tones. Forexample, Em7 (1 in the keyofO) is 
related to A7 CV in the key of 0 ) because it has 
thesame notes as the upper extensions of AlI. 

e G B 0 
Em7; 

, 
Al1: " 3 

b3 

, 
s 

s 

G 

" " , 
" 
D 

Il 

Consequently, it is possible to imply this 
progression when 5Oloing over the tirst part of 
thetumamund sequence. , , 

(Em7) (A7) 

, 
ID' 

Ifs al5Opossible to tind anothermajor 1 V 1 
(Am7, 0 7, Gmaj7) at the follolvillg point of the 
sequence: , 

(Am7) (07) (Gmaj7l 

notes of Bm7 are rontained withill A13. 
Fillally, one can transpose the minor 1 V 1 

shown ahove upa petfed fourth, thus implying 
F;fm7bs, B71>9, Em70verthe same threechords 
in the sequence: , , 

(Frm7b5) (B7b9) (Em7) 

The particularsubstitution works because 
F;fm7bs has fourofthe five notes ofDoJ; 0 ;fdim7 
has fourofthe five notes ofB71>9; and as 
explained in Examples 11-12, Em7represents the 
four upper extensions of Au. 

There are lotsofbooks full of major and 
minor 1 V llînes. Tl)' Behop Lines ForGuitar by 
Les Wise. Learn sorne Hnes and then experiment 
lvith various ways in which theycan also be 
applied when playingover a hlues tumaround. 
You'lI be astonîshed at howwell theYlvork, and 
howmueh sophistication they add. 

Before trying this month's line examples, you 
maywant to reacquaint yourself,vith someofthe 
L"Onœpts that we havestudiedso far, by looking 
at Oîagrams 1-3. 11 

" By recognising shared 
function through common 
chord tones, it is possible to 
find a hostof 1 V 1 
progressions within the 
standard blues turnaround 
chord sequence " 

TRACK RECORD Ifyou like to hearblues playlng witt! a twist, you should Iisten to Scott Henderson, Scott Is one 01 the world's flnest fusion 
players and also a big fan of blues players I1ke Stevle Ray Vaughan, and has recorded hlsown fantastlc blues albumsand we would heartlly 
recommend Dog Party (1994) and Tore Down House (1997). 
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EXAMPLE 1 CD TRACK 47 

These first th."" e_amples demonSlrale chromali, motion: a powerful del/iee (hat is 
commonly used. Note tha! ilS SuCCeSS .elies mainly on e,labli,h ing convincing starl 

and finishing points. Player, like Allan Holdsworlh and Ga ry Moore, allho ugh wildly 
d ifferenl in slyle , are bOlh b,illianl al slarting and fini sh ing on sl,ong lone, . 

1.= I :.'() ., A7/C~ ., O; dim7 A 71E " " 
., , rT"'1 rT"'1 

• L.LJ , 

• • • 
10--10-_9 • 1-5-87""7-

Ch' omatic paU "'ll motIon A7 Pa$ll"'ll E7 

".~ 

EXAMPLE 2 CD TRACK 4 

., A7/C: ., O; dlm7 .,~ " " 
., , ,. .. • -r-'1 

• , 

• • • , , _~_e"-o:-?"--- • • • ........... , 
'"- - --- , '"-----------, 

" Ctuomatic pa$lllllg mobon " P a""ÎI'I{! " notes 
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EXAMPLE 3 CD T'RACK 47 

., A7/C1 0 0 : dlm7 

~ . 
Ri~\I •••• ' 

Ring ••••••••••••••• , 

.,~ 

r-.- ")' 

" 
ct>ord ,one. '" 
A minor pen'. 

., 

EXAf,lPLE4 CD T'RACK 47 

This e.ample is loosely connected to chromalic motion, bu!. as you Can see, i1"s a bit 
mOre speci~c than tha!. Within the progression. D'dim7 toA7/E wOf~ weil together. 
because Iheyfunctio n as B7b9 to Em6. V 1 

(B7b9) IEm61 

During the line in Example 4. the F and 0 nOIeS work weil Over the otdim7 ChOfd, 
because !l'ley Imply the bS and '90fB7t9bS: 
87i9bS: 8 Di F A 0 

13bSb7i9 

EXAMPLE 5 CD T'RACK 47 

A7 A7/Ct D7 0;dlm7 

~v~·~~~~ê~~~~·~~'~~)~~·~h.~~~ __ ~~~~.~~.~~~,~ .. i~ •• ~f~~~~'~~~ 

HoId·· , 

i;~~~~~~~~~~~~'·~~~~',-~!'~~~~~~~~~~~~~~~~I ~ ,_,r---,_, 
~ _ .. _ .. ... . _ ~ 

A major pen •. 

EXAMPLE6 CO T'RACK 47 

A7/C ' 07 " " • . , 
.10'. 1" ., !l'~I-~ , K ~ 

• ~ 

• .S-l r l =;,-
• , 
0 '. '4 ,~ .2"'._. 
0 '2-'0-1' Il' 1''-15 '" • ,~ , , 
• ~ ........... ' ~ ...... ' .. ~ ... -' ~ .. '~ ............... ' 

A mir>or penta.", ... " Al tlfoegglD 

EXAMPLE 7 CD T'RACK 47 

07 0:dlm7 F7 E7 

A major penta''''''' Amajofpem. 
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BLUES TURNAROUNDS PT4 T LEARNING ZONE 

EXAMPLE8 CD T'RACK 47 

A7 A7/C: 0' D : d lm7 F7 E7 ., 
8;; ';..:.' ~ .. ··,tc~ . ~È . .. JI 

'i",\e\~I. . "' _~ ~ . g 
• 

~ BU BD "" "" , , 
• ...." ,., lT2O---1 • , 8-(21)(19)17 , ' 9121 )---• .-(21}--2o-19-17"--1_' , , ,~, ,~, 'r ' 0 , 

'-------------------------_. ._----------~._------_ . . _---~ 

EXAMPLE9 CD T'RACK 47 

Ali of the E altered dominant scales Ihal we have lisled contain an E augmented lfiiKl Re/er 10 Diagram 4 10 see whe." the note, of E augmented arpeggio are ,itu3ted Of] 

the guita, neck. (t 3 .• 5). E augmented: E G. C 

3 " 

F7 E7 

, ... i .. dt 1" . 1"1.- ~, ~ 

• ...-
PB",r>g not .. 

, 
• • , 17'- 111" 1 
0 15-16"19-- , , , . .. 

" 

17'-18"l!r 

.. 
Pa800n{j 
nOI"" 

. 

LU 

17-11"<1 _ 1 ~,,~ 

'_ '_ '(1-
. . 

, ff , 

'U 
ri" 

, ... - - -' 

" 
EXAMPLE,O CD T'RACK 47 

, 
. ) 

, 
• • , 
• , 

A7/C: " 
t"i~ 

'"-'--J 
paSjngno,& 

,~~ , __ 7 

'----------, 
Mi.,ure of Am pen1. 
and ml~oIyd;an 

1~7 

'-----' 

" 

A7IE F7 E 7 

~ -... ~I" 

""'-J 

'U 
e-10'"(12 

~".~ • ,~ 

... - - --' ._--~ '--------------, 
~'lIm7 E wI'IOle-'oo" scale 

EXAMPLE 11 CD T'RACK 47 

lhese two examples are base<! around an Em7-Al-D (IIm-V-1 in D) being implied atthe 
same point as theA7. A7/E and D7. To understand thisand the followlng examples. 

" , 1"J! .. .. i" .. .. H_ ~ 

• " , ~ 
1 

.efer back to the earlier explanation on implying majOf and minor IIm-V- ls over the 
1urnaround sequence. 

A7fE Fl El 

,-

-
'm' " Passing .. . Ô --" --,;.;'~ .. · ·Ô·_-- -- -- --. 

Ama/Or pen! 
notes (1 ~35 

tet'Bcho,d) 

EXAMPLE 12 CD T'RACK Ln 

A7IC; D7 .,~ " 

., OM G ,,', 
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EXAMPLE 13 CD TRACK Ln 

The line ln hample 12 has been transposed up a pe'fe.:t foo'th. and embedded within a linethat ImpliesAm7. 07. Gmaj] over the 07. D.d im7 and A7/E part of th .. sequence. 

" 

EXAMPLE 14 CO TRACK..,. 

This couple of lines exploits the fact that it il also possible to imply nm 7bS . Fil . Bm7 ove, the Same d"ee chOfds in the seq uence. 

, 
. ) 

A ma)o, pool. am7015 

07 D:d im7 

;-,-. 

Ps&smg 
~ .. 

F7 E 7 

A ma)o' pern_ 

EXAMPLE 15 CD TRACK 47 

• 
, 
" " 0 • , 

~ \' 

~ 

'- - - --' 
Pa S&IJ'Ig 
nOlM 

., A 7/C ; 

'" ~ ~* 

~~ 
~~, • , ,_ ___ 3 __ , 

~----' ~--_. 

F7 E 7 

,. "* .' ~ ·~U 

~ 

~ - - -' '---- --q-;:-~ , '-_. 
D"-<lim7 F7 E7 

EXAMPLE 16 CO TRACK"" 

Her ... the minor IIm-V-lline ln hample 15 has been transpose<! upa perfe.:t foorth. chords as the previous thr .. e uamples. 
and embedded within a line that now implies F.m7b5, B7b9, Em7 overthe same three 

~' 
, 
" " 0 • , 

-

-'" , 
~ - -' 
'MO 

""" 

A1IC ; O!d lml ..., 
,. -,. 

J-a--_~_ 

~ - --' 
Psssing 
nOIeS 

. - --
Âm7015 

Al/E ..., 

~ 

'" 
E m' 

-
~ -

-
_ H7)-

E9 0' A ma] . pent 

EXAMPLE 17 CD TRACK Ln 

Finally. it', also possible tO play aCtass a blues turnaround with atonal ideas, as long 
as: there is enough mu,icallogic to the mu,ical idea (themes help he'e); and that 
you finish convindngly lideally on a chord tone). Here, the musicallogic come, in 

AUe; 0t<t1m7 

the lorm 01 a consistent shapeltheme (in this case. a sus4 arpeggio) that is shifted 
ch'omatically up in semitones_ Furthermore. it starts 'inside', and also finishes on 
notes related to the underlying chord ,. 

F7 E7 

. ",':1 

• 
!:,§~~~~~§ 1 '~1 4-1~I !:1- 1 e---=-- 1 6- 1~1 18-1$-1 

12'"1 _ 13-15-1..-1&---15'"1 
'-------, '-------,'-------' '-------' '------, 

lOsu04 FOU,,", Gau"" A maj. pent. Cl>o,d ,""". 
(and Amino, poot .) 
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With Guitar Techniques' new 'Hot Blues' DVD and magazine - only f4.991 

* Exclusive video tutorlal 
with BIMM Bri5tol's Head of 
Guitar, Stuart Ryan ... 

* 5pice up your playing 
and sound like the hottest 
blues guitariste; ever! 

* Packed with great hints, 
tips and tricks to make you 

a better player - today! 

* Four great pieces to play 
in the styles of blues's most 
electrifying guitariste;. 

* Plus brilliant jam tracks 
so yeu can practise your 
new skills for haurs of fun! 

* The finest tuition trom 
the people you know and 

trust at Guitar Techniques. 

* See your newsagent 
or buy on li ne at www. 
m usicradar.com/store. 

We promise to make you 
a hotter blues player ... 
On sale now at only fA.99 - don't miss it! 



Richie Kotzen tutoria~ 
Richie Kotzen is simply a phenomenal player.ln 
this video lesson, Richie gives CharI Coetzee an 
insight into his h to playing rhythm ... 

ABILITY RATING 

••• 
INFO 

KEY: G 
TEMPO: Various 
CO: CO-ROM File 

Moderate 
WllliMPROVEYOUR 

l''J Rhythm playing 
l''J Bank of ideas 
l''J Riffs and fills 

THE ART OF setting up a groove and playing 
it with feel is often overlooked by guitarists in 
favour of playing the perfect solo, What's 
interesting about Richie's playing is that he 
can shred with the best of them but he can 

also lay down a solid groove. ,Toe Bonamassa 
rccentlysaid "1 play rhythm 80% of the time 
because 1 also singsongs~. It's no different in 
KotLCn's case, specificallyon recent albums. 

When asked about hisuseofchord 
voicings, groo\'es and feel, Richie responded 
by saying ~ It's a combination of aIl those 
things but l'm not a funk guitar player by any 
means. Tt sounds like a cliché, but it's about 
phrasing. The tonalityofwhat the instrument 
soumis like when you play it cornes more 
fromyour hands than it docs from the amp. 1 
think most people have to realise that, but l 

ON THE CD CD-ROM ALE 

think a lot of people don't. A lot of people get 
caught up in gear. 

~A bigpal1 ofit is howyou phrase and, 
when J play, a lot oftimes T'm heming a 
melody in my head and it's l"Oming into the 
guitar", he l"Ontinues. "1 knowthat l'm 
playing \\ithin a pentatonicscale when 1 do 
that lick but l'm thinking in tenns of a 
melody. It's kindofa flow.~ 

Richie's lines have a lot of vocal elements 
that lend a 'human' quality to his playing. 
This results in a sort of ebb and flow where he 
plays with the time bystretching the beats 
out, much like a singer with great feel would ~ 
do. Usethetab to get the notes down but then ; 
tr)' and play along and emulate the fcel and ... 
groove he sets up rather than following the ~ 

rhythmic notation religiously. ~ 
Richie explains how he sets up a basic 

rhythm: "1 don't sit down and think to myself 
'Man r gotta play something funky', 1 just try 
and play something a normal dude r.."Ould 
relateto.~ He stressed the importance of 
melody and rh)thm being the main thing and 
everything else needs to support that. He also 
breaks down the !"Ole oftheguitar in two 
parts. First where the guitar interacts 
melodicallywith the vocal and sa"Ondly just 
supporting the vocal when it branches offinto 
a new sa1:ion by letting thechords ring. He 
also touched upon the importance oflistening 
to other band members in the trio setting: "Tf 
the drummer does something that requires a 
reaetion, instinetively ifs gonna change and 
)"Ou'regonna create something new. ~ li 

" The tonality of an 
instrument comes more 
from your hands than it 
does from the amp " 

TRACK RECOfID Ali ofRichie's albums feature hls flrst rate lead and rhythm gultar playlng. We recommend hls flrst two albums, Richie 
Kotzen (1989) and Fever Dream (1990), alongslde two or hls more recent offerlngs, Into The Black (2006) and Peace Sign (2009). 
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EXAMPLE 1 & 2 PHRASING 

As Richie demonstf3teS hi, approach to ph.3sing. note the carefully placed 
articulations along with the accents. He allo uses his second fing .. r 10 pluck the 

N.C. , 

N.C. 

§i """"" 
,........., 

~ 
~ 

'" 'D , 

RICHIE KOTZEN TUTORIAl PTl T lEARNING ZONE 

sl,ings to creale a differem tonality. The open strings al50 add an extra texture 10 
the lines, with a wong E mino. sound. 

,....-

" " - ~. 

• o---o-n-n-o 0-0-0- " , 
" ~S-5-7-s--r-i8r-(7r--• , 

EXAMPLE 3 PLAYING MELODICALLY 
ln thi s uample yOIl can hear how Richie', lines are influenced by the melodies 
he hears in hi, head asopposed to , .. Iying on stales and shapes 10 dictale 

N.C. 
~ 

~ 

, 
• .- " , 

~ '" '"' ,>", >-

the ContOUr of hi, lines. Althou9h he'sawar .. of the scales he', play;ng (in thi s 
instance the E blues scale), this is not IIppe,most in his mind al the time. 

- J J -
.~ ',,. O ' 

- -
" ,-,- T7""-!I'""-S-~S---5 .- "",- = '" • , 

EXAMPLE4 BLENDING IDEAS FROM DIFFERENTSOURCES 

This further shows how he uses melod ies 10 conWUCl his lines. You can also hear 
how Richie blernls funk/soul/rock style idea, alo"9 with horn based phra<in<j 

N.C. 

"" 
~ ~ -

, 
• • , ,-.. 
0 >-~ v<-• >-, 

, """S-7"""-5 ,>".-.-

inlerchan<jeably in lhis e minor bilsed e.ample. 

1< /< , J 

""-"= .. 
8-10-$7"'-7"""-10- ".. 

.- ,-.., .-,-
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ON TliE CD CD-ROM FILE 

EXAMPlE4 BLENDING IDEAS FROM DIFFERENTSOURCES _CONTINUED 

v 

EXAMPlE 5 DRIVING THE GROOVE 

Richie sets Up 3 basic e dorian rhythm that non-musicians can 'el.Jle to as weil. NOIe 
his carelully placed ghost notes to drive the groove and the use 01 the b7 (Dito 

,. 
, 

§ 
~ .~- i" 

establish the bluesy to""l~y. He incorpora les the b7 in two d ifferent octaves, once as 
part 01 the ChOfd voicing and once as part 01 the bass movement . 

"C;o '" ~" " "-../ 

~ 

~. ~" -, .. - 'il 'J 
, , , , , , , , , , , , s-nt_S--7- , 
• - r ' , , 

"'~ 

EXAMPlE 6 GROOVE AND SYNCOPATION 

An in,ight imo Richie', approach 01 irn;Ofporating interaction between the riff and 
the melody. Orn;e again pay close attention to Richle's carefully placed ghost notes 

a long with hi, use 01 grMe note, and articulation. The great thing about thi, riff i, 
how Richie balances groove and syncopation whilst adding melodic lines. 

, , 

, , , , 
• , 

• 

, 

05 N.C. 

k 
, 

,.,L" 
, 
1~~ 
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RICHIE KOTZEN TUTORIAl PTl T lEARNING ZONE 

EXAMPLE 6 GROOVE AND SYNCOPATION CONTINUED 

'm' G A 

r-,,-, , k, ,..., .., 
~r 

r-" 

• bLJ 'es" - -. -. . 
~ 

, ,.-, , ,.-, ~~ , r-9-1 _7-g-~'i-- r"1 , 7-o-r-s- o-::~~r--, 
9- r..7-5 

0- ~~ , r-9--S-7-5 ~ , r-r--i-L-3-3-o-.. 
EXAMPLE 7 BASIC RHYTHM 
This shows th .. basic rhythm Rkhie used and embeUished upon in Ihe previnu, example. 

A 8U84 Bm ,. 
• -. 

, , 0-----, 
----'9r:r----,-- X -, , , • , , , , ..-~ , , 

EXAMPLE 8 MELODie MOTIF 
This is the melodic mOI if he used 10 fuse in will"> the previou:> rhYlhmic ide~. 

N.e. 

EXAMPLE 9 FU$ING EXAMPLE5 7 AND 8 TOGETHER 

Example 9 furthe, illustrales the co mmunica tion belween the ,iff and the melody b)/ playing the previou, IWO examples I09"lh .. ,. 

'm 

AsuS4 N.C. G A 
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lESSON: JAZZ 

rn Jazz Sequence 
JAZZ BASICS 5 For this month's jazz basics 

progression, Pete Callard th rows 
some key changes into the mix ... 

ABILITY RATING 

•••• 
INFO 

KEV:FMINOR 
TEMPO: 120bpm 
CD: TRACKS49-52 

Moderate 
WILlIMPROVE VOUR 

l":.i Rhythm guitar playing 
l":.i Chord and voking koowle1lge 
l":.i Comping ideas 

WELCOME TO THE latest in our short series 
of articles aimed at introducing sorne of the 
basics of jazz. The goal ofthese articles is to 
examine a few straightforward chord 
sequences and use them to introduce sorne 
simple ideas from the world of jazz that you 

can then take inlo your 
own playing, but without 
eve r moving 100 far away 
from what you already 
know. So farwe've 
looked al a couple of 
blues progressions vety 
familiar 10 guitarists, but 
this month and nex! 
wc're going sprcad our 
wings a \iule and tackle 
something a bit more 
challenging. 

The 16-bar 
progression we're going 
10 be working from 
(Example 1) IS li popular 
modem jazz sequence, 
and although il only 
fcatures four chords, 
each one is in li different, 
unrelated key 10 ils 
pre decessor. 8oloing 
o\'cr keychanges i5 one 
of the biggest challenges 
10 the improvising 
musician and is very 
much at the core of jazz. 
Fortunately wc can relax 
a littlc - for Ihis month al 
lcast - since chords and 
accompaniment (or 
'l.'omping' as jazzers say) 
are our initial con cern. 

1 want to hegin by 
looking at sorne extensions we can add to the 
chords ofthis progression to spice things up a 
touch. Put simply, an extension is a note that 
can he added to a 7th chord to expand the 
harmony - basically a 9th, an llth or a 13th. 
We can add extensions to any 7th chord, and 
as this month's progression oonsists of7th 
chords, we can add any of the extensions to 
them. Let's start .... 'ith 9ths. Example 2 

featmes a sample comping pattern using 
minor and dominant 9th chords added to and 
in place of the 7th chords indicated in 
Example 1. As we touched on in previous 
columns, we're going to be usingsmaller top 

ONTHECD TRACKS 49-52 

string voicings alongside the bigger voicings 
demonstrated in Diagram 1 - smallervoicings 
give us more options and a lot more freedom 
to move around than five or six string ones, 
and the top strings eut through much more in 
an ensemble situation, Incidentally, you'lI 
notice l've added a C? altered chord right at 
the end of the progression to mark the end of 
the sequence and set up a stronger pull to the 
Fm? chord as the progression repeats. 

Example 3 features sorne more extensions 
and comping ideas, this time mixing 9th, Iith 
and 13th chord voicings - again using smaller 
top string shapes alongside the bigger 
voicings shown in diagram 1. Experiment 
mixing 7th, 9th, llth and 13th chord voicings 
and familiarise yourself with the distinL1:ive 
sound of each so that you can use them to best 
effecl. Also try applying them to the other 
progressions we've looked at in previous 
columns. Rcmember, your oomping will 
sound slicker if you keep the top notes of your 
voicings close together, so that you'cc not 
moring too far with each chord change - this 
is known as 'voice leading'. 

For Example 4 we'fe going to he looking at a 
groovy Herbie Hancock styleoomping pattern 
for the progression using some of the chords 
we\'e discussed, and adding a few newones 
herc and there. 1 find ifs helpful to sec patterns 
like this in relation tothe underlying chords so 
that you can apply them in different situations 
rather thanjust learning them as aset lick. 
Have fun experimenting with thevarious ideas 
we've discussed, andjoin me ncxt month for 
sorne soloing on these changes, -

" Your comping will sound 
slicker if you keep the top 
notes of your voicings close 
together, 50 that you're not 
moving too far with each 
chord change. " 

GE. ncTONE 

(6) 11;) 
.. " '0' ." o,v,o. 

Vo u <drl me Jny ,ound you leel i, dpprop rldle 
for t he Ide"1 heTe For J900d cl,'ll ie ;Jll 

lound. tole th~ ~to i t~ r'\ nec k p ickup wl th the 
lOrle <ont ro i Tolled off to Jro um.l 3 OT 4 io, ld ke 
tl1(' treil le down on the ,""pl. ,lnd l et up,' 
W~ 'lll ( leJn ton~ on yo u' Jlllp . 501ll~ 01 the 
b lue, ier JML p lclye" Jdd cl b il of dT ive '0 pu," 
9,'111 J nd trdlle up to l lOT (l, il kind of lound. 

TRACK RECOfID A few classic}azz tunes ln a slmllar veln to the progression featured here Include C3ntaloupe Island and Malden Voyage by 
Herble Hancock, 50 What and Ali Blues by Mlles Davis, Impressions by John Coltrane and Footprlnts byW3yne Shor1er,lfyou want to hearthls 
concept taken further, try The Pat Metl~ny Group (19m and Still Ufe Talklng(1981) by the wonderful Pat Metheny, 
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MODERN JAZZ SEQUENCE T lEARNING ZONE 

(HORDS 

Minor 9th Chord Sh:ape • Dominant 9th Chord Sha pe. 

• • • • • • 

J 
• ~ 

1 

~l 

Mlnor 1 leh Chord Shape. Mino. 13th Ckord Shape< Domina nt 9th Chord 5hapes 

• • • • • • 

• 1 ( • 
• 

E shape 

EXAMPlE 1 MODERN JAZZ SEQUENCE NOTONCD 

Example 1 demonstratE'S the basic 16-ba, modE'rn jazz chard sequence in F minor that we',e going 10 be working fmm for this month and nE'xt. 

'm' 
W II, " , • , 
•• 

" 

" " 
,e 

" " 
,e 

" &1 

. 1 ... 
EXAMPLE 2 COMPING PATTERN BASED ON 9THS CDTRACK49 

hample 2 demonstrates il sample comping pilttern movi ng between minor 
and dominant 9th and 7th cho,ds (set' chard diagrams), starting around the 
bouam part of the ne.:k tirs! lime through the progression then moving up 
to around the 8th fret on the repeat. We're going 10 be using sorne smaller 

'm' 'm' 

• ~ ~- , 1 

, , , , • , 
0 , , , , , 
• , 

oC, 
~ ~ 

• 1 1 

, • , • 0 • , , 
• , , 

10p w ing voicings alongside the bigger sh .. pes: .. Iso watch out for the "dded 
C7 altered chord (0_5) right at the end of the progression to mark the 
conclusion of the sequence. This sets up a stronger pull tothe Fm7 chord as 
the progression repeats. 

'm' 'm' 

~ ~- , 1 

, , 
• , , , , , 

oC, 
~ ~ 

1 1 

• • , , 
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LESSON: JAZZ 
EXAMPlE 2 CQMPING PATTERN BASED ON 9THS CONTINUED CDTRACK49 

• 

'm' 

" 
'm' 

f' 
,,. 

V 

, • • • , • , • • , 
" 

, 
~ 

, 
" • " , 
" , 
" • , 

" 

'm' 
J 

• 
E-12 B==j3 o 10 
D 12 • , 

, 
• 
• , 

• 

• 

'm' 

Ü;:::::::::" 
V 

~""~~f 

" , , 
" 

r"~J 

, , , , 

'm' 
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'm' 

'm' 
~ 

,~ b, 

~ 

, , 
, 

'm' 

'm' 'm' ,,. ,.;::~-------::,. : ~ 
V V , 

• • • , • , 

, ~:-::,,~~ ,~ b 

" " " 
, , 

" 
, , 

" " 

'm' 
J- " J ~ 

" 
, , 

" 
, , , 

" 
, , 

" 
, , 

'm' 'm' 



MODERN JAZZ SEQUENCE T lEARNING ZONE 

EXAMPlE 3 COMPING PATTERN MIXING 9THS, l1THS AND 13THS CDTRACK 50 
Example 3 features a comping paltem based on adding minor and dominant 
9th, l1th MId 1311'0 çhords (see çhord diagrams) 10 the 7th chords in example 1, 

'm' Fm13 Fm9 Fm13 

, 

Dm13 Om9 D m 13 Dm' -
~ 

, , , .--Br--!---6 , .--
0r--~5 , .--
o 7-7 , >--, , 

FmI! Fm9 FmI! -
~ ~ 

, .-. >- >-
" • • , , , 
0 >--, , , , 
" ,.--, , , , , , , 

'm' Fmt3 Fm9 Fm13 -- , b ~ 

~ 

, 0--. ,~ ,~, 

" 0--. , 0--
0 0--. • 0--

" .--. ,0--- ,~, , , 
" 

again starting around the bottom part of the fret board lifS! lime through the 
progression then moving up 10 ilround the 8th fret on the repeat. 

'm' Fm13 Fm9 Fm13 

Dm13 Om9 Dm13 Dm' 

-----: -

,--, , 
1 ~§ .--, , .--, , ,--, , 

Fm11 Fm9 FmI ! 
~ 

.-. >-
~ ~g .-. , ,--, , ,--, , 

'm' Fm13 Fm9 Fmt3 , b -,,- ~ 

0--. ,~ 

~E 0--. , 
0--. • • • , 0--- ,~, 
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LESSON: JAZZ 
EXAMPLE 3 COMPING PATTERN MIXING 9THS, l 1THS AND 13THS CONTINU ED CDTRACK50 

D~13 

bb 

~ 

, 0--. , 
" " , 10--10 , .-- . , , 

" 

Om13 

~ 

Ob =~ 

" ,.--, ,.-, 
" 

Dm' Dm13 
~ • 

ob ! 

" " ,,.-, 
'0-' 
" " 

Dm' 

Ob13 0" 
bO 0 ~ ob ~ 

.--. " 1t-~iE " " 1:Z---11 ,,.-, 
10--10 ,.--, '0-' .--. " 11 ii-

Dm 13 Dm' Om13 Dm' 
~ 
~ 

E r-----10-----1O ,.--, '':j§ 10--10 ,,--, ''-j§ B [--j 2'"""""-12 ,,--, ,,--, l Z---12 ,.----, ,,--, 
Gr--jo--l0 ,.-, '0--' 10-----10 ,.-, '0--' 0[--io--l0 ,.--, ,.-, 10--12 ,.--, ,.-, , , 

EXAMPLE4 HERBIE HANCOCK STYLE COMPING PATIERN CDTRACK51 

h~mple 4 fe~lures ~ sample rhythm guilM pilrt fOf the sequence using il 
Herbie Hancock style comping pattern - for the second lime th.ough the 
sequE'nce we're moving up the fretboard and playing thE' same pattern an 
octave higher.l've referred 10 the chord l'lames in the simplen terms - ie 

CmlFBWF Fm7 BWF CmIF BWF Fm7 

1 

~ Œ'l ~ L....J ~ 

, 

as triilds ove. the root note of the underlying chord. But they could also be 
referred 10 as extended chords le9 bar 1: Fm9. Fm6sus. Fm7 etc) , Il 's helpful 10 
see them in relation to the underlying chords sa that you can apply Them in 
d ifferent situations rather than just learning them as a set lick. 

BWF etc 

r--1 

~ L.J 

, .-, , >- .r--2'"""--a-a- $-2'"""--o-~E , _J , J-- .r--:)---t--1 $-:)---1 :)--
0 J-- J , J-- 3'"""""-3"""--"1_"1_ :)'""--3"""--1 :)--, , , 
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MODERN JAZZ SEQUENCE T lEARNING ZONE 

EXAMPLE 4 HERBIE HANCOCK STYLE (QMPING PATTERN _CONTINUED CDTRACK51 

OmO Dm13 OmO Om13 ,....., 

- ~ -'- ~ 1 1 ~ 1 1 ~ 1 1 ~ ~ 1 

IDm11 , , _2"""""-0--0-- , , , , , -~, , , • , • , ~~, , , , , , , , 
• 

CmIF eWF Fm7 eWF CmIF e i>IF Fm7 BWF e lc 

"""""" 
-1'm;1 V i-.J V V L..-J V 

, , ~~, ~ ~~, , ~~, ~ --3--:E= , ~~, ~ ~~, , ~~, ~ 

!1--___ 

, 
~-, ~ ~-, 

, 
~-, ~ >->->-, , 

" 

CmIF BWF Fm7 BWF CmIF B WF Fm1 ., 

B ~mID ~ etc 

, I,a "lOb. ,I,a •• ''f ,b. I,a • 1 

OmO Om13 OmO Dm13 

, 

CmIF 8lYF Fm1 B~IF CmlF eWF Fm1 eWF etc Fm13 

'::,~~~~~'~'~~'~'§~~'~~'~~~~'~'~~~~"~-~'~~§~~~~~~'~g~~~"~-~'~~§~~~~'~~~'~'g~~'~'~-~'~~§~'~'~~"§l~~~~~~~1 l ;t-"- l1--g---11- ' 13- 11-g--g-11 13- 11-9--11- ' 13'-11- ,1- ,1 
12"""-10--_' 0--1 12-10--_ _ ' 12-10--_'0-1 12-10--_ 

~ 

~ 
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LESSON: ACOUSTIC 

Chord melody style 
This month Stuart Ryan focuses his steely gaze on the 
chard melody style of soloing. This is often used by jazz 
guitarists but it sounds great on an acoustic too ... 

ON THE CD mACK53 

There is also plentyof work for the ~ 
fretting hand here and there may be sorne iII , 
chords that are new to you. It's essent ial to ~ 

remember that the fretting hand needs 
constant development as weil as the 
picking hand. This cornes from learning 
new chord shapes and being able to 
assimilate them into your chord 

ABILITY RATING 

••• 
INFO 

KEY: G major 
TEMPO: 100 BPM 
CD: TRACKS3 

Moderate 
WILL IMPROVE YOUR 

l''J Frelling hand co-ordination 
l''J Single-note piding 
l"J Hybrid pÎ(~ing 

FOR MY FINAL instalment of plectrum 
style acoust ic guitar tutorials we will look at 
a more detailed approach to playing solos. r 
took my inspiration for this month's piece 
from the greatjazz gu itarist Wes 
Montgomery and hissolo composition Mi 
Cosa. If you haven't heard it check it out; 
it's beautiful! My 'tip of the ha!' to Wes can 
be played fingerstyle as weil but sorne of the 
single-string runs may prove easier if 
played with a pick. There is also the issue of 
tone - when playing the chords in th is style 

the downward pick stroke will give a nice 
crisp tone with each note sounding in 
succession, whilst the fingers tyle method of 
plucking al! the strings simultaneously will 
giveyou a warmer, more rounded tone. Tl}' 
both to hear the difference. 

There are times when yOll can use the 
pick predominantly and others where 
hybrid picking becomesessential . ln bar 8, 
for example, theG chord requîres yOll to 
play the bass note with the pick on the sixth 
string whilst yOli can use the 'm'and 'a' 
fingers to pluck the open second and third 
strings. Of course ifs worth rcmembering 
that Wes used his picking hand thumb to 
play everything and this is another 
approach worth trying - trust me, the 
warm, fat tone achieved from playing with 
the thumb is unlike anything else, but it 
does take a fair arnount of dexterity. 

vocabulary. We ail have a libraryof shapes 
we canjump in and out ofwith no effort 
but there is nothing more frustrating than 
coming to a hait when you see an 
unfamiliar shape, so make sure you 
cont inue fretting hand development. 

ln addi tion to the chord challenges there 
are also sorne arpeggios and single-string 
runs. Fingerstyle players often become 
adept at playing 'Iaterally' - by this 1 mean 
fleet fingerpickcd runs based around chord 
shapes across the strings. But it's a lso 
essential to develop your 'l inear' ability to 
become the most rounded player you can be 
- think about playing runs with two or 
three notes per string, or up and down one 
string. Using the pick removes this 
challenge but try playing sorne ofthe 
arpeggio patterns using hybrid picking­
you may find a ne\\' turn of specd. Ii 

" There are times when 
you can use just the pick 
and others where hybrid 
picking is essential " 

TRACK RECORD Check out Mi Cosa by Wes Montgomery for an example of a Iyrical solo piece that works equalty weil played wlth plck, 
flngers or a comblnatlon of both, We recommend that you IIsten to ail Wes Montgomery albums. Joe Pass too was a remarkably musIcal 
Jau gultarist -look out for hls series ofVlrtuoso albums, and also IIsten to Barney Kessel and Kenny Burrell for further Inspiration. 
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CHORO MElOOY STYlE T lEARNING ZONE 

EXAMPLE CHORD SOLOING CDTRACK53 

[Bar 1) A typical hybrid pi<king opportunity presents jtselfhere. so use the 
pick for the open founh ming whilst you plu c~ the notes on the litst wing 
with the 'm'or 'a' fi nge', Ali other notes can eilhe. be plucked with the pick o. 
il picking hand linge •. 
[Ba r SI He.e is whe,e the 'chord melody' aspect cornes in - the chord is 
followed by il single-string melody note whi,h can be played with il pick or 
one of the picking hand fingers Ilip - t,y alterna ting the 'm'and 'a' fingers). 

J = 100 013 

:J 

,. 

[Bar 13) You can practise several picking ideas on the arpeggio helE'; eithet 
using the pkk for ail of the notes Of rehilps employing the pick on thelifth, 
fourth and thj,d strings. the 'm' finger on the second and the ',,' finger on the 
third. 
[Bar 161 There i~ quile a lOI of ~pace in Ihi~ chord ~o you'!lneed 10 be a"ura le 
with the pick which picks the ~ixth ~Iring and the 'm' and 'a' finger~ which pick 
the third and ~econd. 

0" G 

1 ..., 
, 

-r---?-8-~~ r-J-J-S-?-S-J- 3 ,-,-
• • • ,-. , 
0 , 
• , 

A m' " ; A" GIB Ed ,m' o , G , 
, J J ..1 ~ b 1 

~ , 
, ?-5 7 S-S-S-l'"""" -~g--g-I 2"- 1 3 J-J-a--z-• .--.--- 8 11 2 • .-. , .-0-, , , . .- 3 , 
0 , , 

" 2 .-• .-, 

Cm' G em Am' Cm131B~ Os us 4 o 
, l, -, 

# b,. # 

" ~ ~ 
, "l'"""-S--r--a--l o--, , , , , • .-. , .---" • , , 3 • 2- , , , , , , 
• 3 , , 

G" J Gmaj7 
-,. j! ,. , - -- - - - - - -

~ 'il -. ..., 
~~ 

-"'-' ,0--"'-' , r-'O-I 2-,o-g--12-'O--' 5 , , , , 
0 .-- A-• • 2-, 
" 
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LESSON: ACOUSTIC 
EXAMPLE CHQRD SOLQING CDTRACK 5 3 

[B. r 221 Now he.e i~ il phrase that can be picked with the pick but if you fee l 
E'spedally brave you may want to take thi~ in isolation and t.y using the 'j'and 
'm' linge.s alternille ly or the T !jflge. "l'Id pic~jng hand thumbillterna ting· as 
Jeff6«k would do. 

N.C. o 

., 
, , 3'-5"'<3-Z--S-, 0-, , , 
" 

A7sus4 07811 

• ~ i~ ~ . ~ . 
10-10-10-10-9-9-9--12- , , 10-13""-12-11 , 

[B, r 311 Although there is no note played on the fifth string in this 
GMaj7 chord you should find Ihal the second fingE'r on thE' fretting hand 
automiltically ,ests agaiml1hat wing. thus mut ing il.1 hope you t. y il variety 
of app.oaches on this piece as each one offets :;omething slightly different. 

Grnaj7 AmUIE 

~ 

10--10--12""-1'"-1'"-7-10- r-~a---S-----7-S-S-S-7-

" 
, 

" 
, 

" 
, 

" 
, 

.,. " . 
, , , , , , 

, 
" 12""-11 10-, 
" 12-11 10- !I'""-8 7-

a->-a-

" 

Am13 Gma]7 GmaJ7/B Am11 Cmll Am11 "Wc 

JJ :~~~ ~i!i! bb~ ~ l' . , ~iI ~ ~ 

., 
, , , , , , 

7-5 S-S-S-3- 2-2-2-2-10-10-10-10-t-~e-e-6-11 11 11 11 - ?-7-7-7-10-10- 10- 1o-

, , , , , , 

• 

~ 

• 

.--.->-, , 

Am7/G Adlm7 

T"-S--S--S-S--S--S--S-
5 
5 
5 
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Oose Your Eyes and rJay What You Hear!TM 
Hecome the Ouitarist You've AIways Wanted To He. 

Do vou feel "stuck" in your quest ta become a truly accompli shed guitarist? 
Are Vou tired of programs that stress memorization of chard shapes and scale boxes? 
Are Vou fed up with learning sangs and rifts and not how ta really play and improvise? 

Are Vou sick of wasting money trying program after program and not getting any better? 
Are Vou ready to invest in a proven system 50 Vou can finally mas ter the guitar? 

If you are, your search is over! 

The Natural Approach" 
Right Hand Finger Power 

• 500 pages of original exercises not available elsewhere. 
• Designed for maximum results in minimum time. 
• Simple, clear, easy to follow. 
• Short, concise segments. 
• No Sangs to Learn - No Notes to Read. 
• progress At You,. Own Pace. 

For Ali Guitarlsts Whotever Your Style! 
• Finger prayers: 

Gain awesome right hand finger picking power. 
• Pick prayers: 

The power of finger players without giving up the pick! 
• Pick with Fingers prayers: 

The first book ever to address your style! 

The Natural Approach" 
Improvising Program 

• Improvise Effortlessly! 
• Fly around the neck with complete control and accuracy. 
• Master the neck as one unit. 
• No chord shapes • No scale boxes. 
• No memorization! 
• Proceed at your own pace. 
• Three DVDs, one rhythm CD and 2lB-page manual. 

For Ali Guitarists: 
• Rock· Country· Blues· Folk· 
• Classical • Flamenco· Jazz • 

Or Whotever Your Style! 

Read Independent user reviews at: www.thenaturalapproach.com 

www.TheNaturaIApproach.com 
Toli-Free Order Line: 1-800-263-2201 Talk to Mike personally: 914-232-4923 
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... and get a Honeytone 
Mini Amp worth f36! 

SUbscribe to Guitar 
Techniques for just f26.99 

every six months and get a 
Honeytone Mini Amp worth 
06 and every issue delivered 
free to your door for 20% less 
than the cover priee! 

The Danelectro Honeytone 
Mini Amp is louder than most 
mini amps and offers great 
clean or overdriven vintage 
sound. Includes volume, tone 
& overdrive controls, a real 
leather handle, belt clip and 
headphone jack. 

Great reasons to subscribe 
• Honeytone Mini Amp worth f36! 

• Save 20% off the cover priee 

• Never miss an issue or CD again 

• Ail 13 issues per year delivered FREE to your door! 

TERMS AND CONDITIONS This offer il fOI new UK subscribers paying by Direct Debit 
ooly, You will ' ... ,eive 13 iSlues pel ye~', You. sub,cription will st~rt with the ne'! 
Jv~il~b' e issut' _ M n:mum SUb\ç, iption telm is 12 month\ . Gift, Jre l ubjec t to Jv~il~bility 
ln the unl-kely event you. selected gift l, uOilvai able, we 'eserve t he ( ght!O send JO 

AMERICAN READER OFFER 

J t"rn~tiy" g'fl of simi lM value . Ple~H' Jllow up to 60 days for del ivery olyou. 9 f I. If 
- OVERSEAS READER OFFER (e'><c lud ing N, Ame<ki>j 
_ Order onlioe 1'MW.myf","-""ilem"9,1l;~.couk 
_ Orcal!-.44 16Q42S104S 

al any (m", during the first 60 days you art! dissat ,sfied -n any way please no(fy uS in 
w'-Ung and we wil l refund you for ail un-mailed issue" Offer end,; lOth OE'cember 2010. 

Start 
subscribing 

for just 
f26.99! 

ORDERING 

Two simple ways to subscribe ... 
• Online lSl myfavouritemagazines.co.uk!gtqp16 

• Cali 0844 848 2852 and quote reference GTQP16 
Unes are open 8.00am-9:30pm weekdays and 8.00am·4pm Sarurdays 
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MUSIC REVIEWS WHATOURRATINGSMEAN: ***** Buyit **** Excellent *** Good ** Average * Binit! 

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

ALBUM OFTHE MONTH 

STEVELUKATHER 
ALeS WELL TH AT ENDS 
WELL 
MOKorRecords **** 
As one of the mas! successfu l 

sess ion guita rists ever, the 
POss€ssor of an exceptionally 
900d rock voice and a great 
songwriter too, yau'd expect 
any Lu kather album to be 

9000. But this is sim ply bri lliant; a delight From stan ta fin ish 

and surely destined to become a classic.l t boasts wonderfu l 

sangs and g reat lyrics, ail beaut iful ly sung and punctuated by 

stunn ing guitar. Having been prod ucing great solos for sa 
long, il wou ld be easyfor Steve ta be repeating himselfby 
now but no, the ideas juS! keep coming. There are so many 
different fee ls - slow soa ring passages, fret melting runs and 
sonie bends f10w like silk t hroughout - lha l this wi ll keep you 
eom ing back lime and again. Check out Can't Look 8ack, 
Tumescent and Fla sh ln The Pan, but it's a ll top quality stuff 

and shou ld be considered an essentia l purchase for ai l! 

1~;"I\k .. 1 
\ rhnn'Itlrtl 

DAVID MEAD 
ARBORETUM 
TheGuirorLabe! ** *** 
The source of musical inspiration 
is a mysterious, elusive and 
wonderful thing. A sound, a 
phrase, a place or, in David 
Mead's case, a word; Arboretum. 
It could have been the title for a 
single track he says, but then the 
thought of the exotic woods from 
which acoustic guita rs are made 
came into mind and that inspired 
thewhole album. And what a 
superb instrumental collection it 
is too. Highly melodic, honest 
and expert ly executed this is 
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David at his acoustic best.l t·s ail 
beautifully produced too, mak ing 
it a listening experience that will 
transport you to better place 
where a il is calm and beautiful and 
Mother Nature reaches out to 
embrace you. From the opening 
sound ofbi rdsong and the first 
crystal chord right through to the 
night t ime storm, This is a glorious 
set that somehowtouches you r 
inner soul. Miss it at your peril. 

Il GREY & MOFRO 
GEORGIA WA RHORSE 
AlligarorRecords **** 
Having performed for many years 
around the States, including gigs 
with some ofhis major in fl uences, 
Grey has become an experienced 
and respected singer-guitarist. He's 
certainlya tasty player and offers 
his own b rand of American 'Deep 
50uth'R&B and'Florida swamp 
soul'music, and when it cornes to 
recording he plays most of the 
instruments himself. He uses a 

variety of top notch musicians as 
his band when performing live. 
The band is known as Mofro, a 
name that JJ used as a term to 
describe his style of music when he 
first started out. The songs are 
good, t he performances are great 
and ail a re weil captured by friend 
and producer Dan Prothero. Cool 
guitar sounds abound, particularly 
on Ail, The Hottest Spot ln Hell 
(featuring a voicebox), and a 
combination of elect ric, acoustic 
and slide on t he t itle track. There's 
a g reat feel throughout and 
definitely mo re substance than 
you get in a Florida swamp. 

JOHN 5 
THE ART OF MALICE 
MoscorRecords **** 
There's the fast and furious, the 
manic, t he frantic and then there's 
John 5. This is acrobatie guita r 
playing at its most extreme and 
performed with a sense of urgency 
and excitement that will astound 
and inspire.liberally laced with 

he explores the genres in his own 
dist inctive way: an ext raordinary 
and exceptional guitarist. 

ERIC ClAPTON 
(LAPION 
Reprise**** 
Just when you think you've hea rd 
ail that a performer can produce, 
along comes Eric Clapton and 
blasts that idea stra ight out of the 
water. Sim ply titled (Iapton this is 
Eric's nineteenth solo a lbum and 
ifs like a whole new chapter in his 
career.lt's a collection of new 

r;-• ••• 
. ~ .~ ; 

--' 

songs, blues songs and standards, 
ail executed with that Touch of 
(Iapton magic. This is not about 
gu itar solos (although there are 
plenty and they"re great); This is 
about a seasoned performer 
emb racing music as a whole and 
putt ing his own particula r slant on 
it .lfs packed with blues,jazzand 
soul influences and features 
several hi-p rofile guests including 
Steve Winwood, Sheryl (row, JJ 
Ca le and Derek Trucks for starters. 
It's cool, ifs sophisticated, ifs 
packed with feel and a damn good 
listen from start to fin ish. (Iapton 
has said that it might come as a 
su rprise to his fans but then that's 
fine, as t he way it turned out was a 
surprise to him too. Just listen and 
judge fo r yourseJf ... 

PIERRE BENSUSAN 
slower and more melodk tracks to VIVlDlV 
offer some respite from the DADGAD Records *** 
re le nt less blistering licks, this 
ali-instrumentai album promises to 
astound the listener. There's tight 
playing throughout but ifs 
part icularly noticeable on t racks 
li ke Port rayed As Unremorseful 
which featu res speed picking - ifs a 
real plectrum destroyer! What John 
ach ieves over many other players 
is that sense of fun t hat is a lways 
present on the faster t racks. You 
can imagine him dissolving into 
laughter at the end of a take from 
the sheer exuberance of the 
playing experience. Be amazed as 

Ma nygu itar aficionados regard 
Pierre Bensusan as one of the 
principal a rchitects of DADGAD 
acoustic guitar playing, and 50 any 
new release is always greeted with 



a great deal of anticipation. 
Unbelievably the faithfu l have had 
ta wait live years for this album. 
The last release, Altiplanos, set new 
benchmarks for instrumental 
guitar music and 50 this new 
chapter islong overdue. From the 
outset, Bensusan's bri lliant 
technique makes its entrance in 
typically virtuosic style. This is the 
lirst recording to feature 
Bensusan's new signature George 
lowden guitar and it sounds l ike 
player and instrument are a perfect 
match, since every note is as clear 
and sonorous as you'd expect. 
There are vocals on more tracks 
than have featured on previous 
albums in recent years, which 
might not be welcomed by the 
hardcore instrumental fanbase 
- but the guitar accompan iment 
on each is, as you'd expect, 
exemplary. Check out the beautiful 
Par Un Beau Soir de Dimanche, for 
instance, and we think yeu'lI agree 
thatVividly has been weil worth 
waiting for. 

GOV'T MULE 
MULENNIUM 
Provogue * * * 
This three CD l ive package is taken 
from a very special gig that took 
place on the 31st December 1999 

where Gov't Mule took to the stage 
at At lanta's RoxyTheatre in front of 
a horde of die-hard fans, wit h t he 
sole pu rpose of ushering in the 
new Millennium, Southern style. 
(Hence the album's witt Y title - see 
what they did there?) 
The concert features the band's 
originalline-up plus some very 
special guest appearances. These 
include legendary blueser Little 
Milton as weil asThe Black Crowes' 
Audly Freed. The show blisters 
through over three hours'worth of 
Mule classics - plus unexpected 
coverslike King Crimson's 21st 
Century Schizoid Man - which has 
ta be hea rd ta be believed! 
Ifs ohen very ha rd to convey the 
spirit of a live g ig via a CD, but 
Mulennium succeeds on ail counts 
because ifs obvious from t he 
outset that both band and 
audience were in party mood from 
theword go. 

CLASSIC ALBUM 

NEILYOUNG 
HARVEST 
Reprise***** 

Although an established artist 

before join ing up with Crosby, 
Sti lls and Nash, it was Young's 

fourth album, recorded soon 

after he left them, that gave 

hi m the ful l recognition t hat 
he deserved. Released in 1972, 

it was more'midd le of the road'than his p revious work and 

featured guests such as Crosby, Sti lls, Nash, Linda Ronstadt 

and JarnesTaylor, wor king along w ith country session 

music ians that Nei l called t he Stray Gators, and the London 

Symphony Orchestra. The basic tracks - Heart Of Gold, Old 
Man and Dance, Dance, Dance - were laid down in the li rst 

session and although Dance was released later, the mould was 
set. Hea rt Of Gold and Old Man became the two single pul ls, 

the former selling b ril liantly in the UK.The album's success 

stunned Young and initia lly he sh ied away frorn the stardom it 

produced, but ultimately was able to fully appreciate what he 

had brought into the world.lt has spawned many a band since 

its release and sti ll sounds fresh today. 

JANE'S ADDICTION 
LIVE VOODOO 
E09'eVision **** 
ln spite of the downright devastation that 
hurricane Katrina brought to New Orleans in 
2005 (was it really live years ago?), the fab led 
French Quarter of t he city continues to 
celebrate in t he time honoured tradition w ith 
the Voodoo Quest, held at Halloween each 

year. An event ofthis magnitude requires a monster band to 
come up with the goods and Jane's Add iction is weil suited to 
the occasion, Gu itarist Dave Navarro may have been the last 
member to join the band but he proves his worth as one 
incredibly commanding performer and a stunning player. 
Just watch him twist and turn as he punches out the 
menacing solo on Three Days or the scrubbed gu itar on Stop, 
then marvel at the huge sound produced by three musicians 
and a singer. But perhaps the most important aspect is that 
this concert has been ha iled as perhaps the best ever 
performance bythe band. Here it is in its full g lory and ifs an 
absolute belt er! 

RUSH 
2112 & MOVING PICTURES 
E09'eVision ***** 
Here's yet another release in the excellent 
Classic AlbumsTV series featuring the best 
part of an hour's worth of unscreened 
material.lt exam ines not one but two great 
Rush albums. 21 12 (trom 1976) represents t he 
band'slirst real attempt to move awayfrom 

their Brit ish rock influenceS. lt represented a unique identity 
and showed what Rush could really do. Moving Pictures 
p roved to be a real highlight in the band's long career, stuffed 
full of hit material and still t he most requested songs at their 
concerts. The t ime gap between the releases offers a great 
insight into how much the band was progressing, musically 
and in popularity. As the Caress Of Steel album had bombed 
the band needed a serious rethink about their music, and the 
sei -Ii inspired 2112 was it. More successes followed but forthe 
release of Moving Pictures in 1981 Rush int roduced shorter 
songs, more sounds in t heir music and incred ible hook lines. 
This was an album for the masses but the fans loved it too. 

GHOST BLUES & THE BEAT ClUB 
SESSIONS 
RORY GALLAGHER 
EogleVisÎon **** 
On this double DVD the lirst disc offers the 
fascinating story of a man who has become a 
blueslegend. lt's laced w ith rare footage of 
Rory's formative years with Taste; but he went 
on to ach ieve 25 glorious years as a solo artist, 

blazing a trail for other Irish bands to follow asTaSIe moved 
from clubs in Bel fast to gigs at london's Marquee. Rory's life 
was ai l about playing and after Taste's demise he cont inued 
performing until his untimely death in 1995. Regarding his 
famous Strat the story goes that it became 50 bereft oflinish 
due to high levels of alkali in his blood which made his sweat 
act like paint st ripper! Oisc 2 features Beat Club sessions from 
the'70s showing Rory at his peak. Quality is good in spite of 
being recorded so long ago, although one section is ma rred 
by'speeial v ideo effects'that were overused at the time. But 
ifs an excellent package and a very worthwhile purchase. 
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Theury 
Godmother 
Postyour playing posers and technical teasers to: Theory Godmother, 
GuitarTechniques, 30 Monmouth Street, Bath, BA 1 2BW; or email me at 
guitartechniques@futurenet.com - yourwish is my commandl 

lnto rock'n'ro ll and il bit of jau. 
t'm partk ularly interesled in the 
defini tion of the Italian, French and 

German si~ t hs - do these crop up in 

jazz or rock? 1 haven't come across 
their use sa far, ahhough 1 have seen 
sorne examples where chard, have 
been incorrectly nota ted as minor 
sevenths where one of the abave 

would have been more appropriaIt'. 
Kevin 

Ta be honest. Kevin, you're unlikely 

to corne across thi, type of , ixth chard 

in popu lar music as 1 believe they ~re 

strictly denilens of c l ~ssica l harmony; 

even then, as far as 1 can see they don', 
appear in the music theory syllabus until 

wei l afler Grade 8. 

Star\i ng w ith the œsiel. the moSI 

Diverse Bends 
Oear Theory Godmother 

the unbent Iower strings causing them 

ta sound when the bend is released. Ta 

materia l you're learn ing to fi ller t hrough common guis.es fo r il sixth in everyday 

l'VI' been having some get around th is, Vou have ta allow the 

with my string bending technique. fleshy part of the fi ngen ip to touch the 

1 thought it was pretty good for a lower st rings - the softer flesh acting as 

while but as my ear has improved 

and l've started record ing myself 

playing, l'VI' noticed some thi ngs 

that have really started ta bother 

me.I'm line when l'm using the G 

string or below, but when 1 bend 

t he lirst or second strings up atone 

or more, t touch the third or fourth 

which then r ings out if 1 release 

t he bend tao quickly.lt's usually 

covered if l'm using a backi ng track 

or noise ga te but 1 would really like 

ta makI' my playing sound as clean 

as possib le. Any advice wou ld be 

much apprecia ted. 

Chorlk 

Without being able ta see exaetly what 

you're doing with you ' lingers when 

you bend the string, 1 can only hazard 

a guess as ta where t he problem is 

occurring, Charlie. Somet hing l'vI' 

seen many times before is playe rs who 

position thei, lingers perpendicu lar 

ta t he fingerbœrd when they push 

the string. Th is means that the 

lingem ai l cornes into contact with 

a mute. The other thing ta (Ons ider is 

sorne light pieking hand muting w hile 

Vou bend - especially if i!'s a tone or 

more - as th is ".,; 11 stop any randem 

vibrat ion in the lower st rings dead. 

Consider bath these techniques for 

a wh ile w hen Vou praetise and if the 

problem pers ists, 1 would suggest that 

Vou book a lesson or twowith a teacher 

who can have a close look at what"s 

going on and advise vou accordingly 

Good luck' 

Memory Man 
Oear Theory Godmother 
l've been playing guitar since 1 was 

ten and now l'm 32. When 1 play 

covers ifs often hard for me ta 

memorise solos note for note. 1 can 

play them for a while bu t then, after 

a we-ek or sa, 1 lind t hat l'VI' forgotten 

some p:assages. How can improve 

my memory? Please don' t te ll me ifs 

too late ' 
Motteo 

1 t hink wha!'s happening here is that 

you're not allowing enough timefor the 

10 yOUf long-term memory It's il fae! terms are as intervals in the major and 

t hat if you leam something over a brief 

pe, iod oft ime yeu11 forget it saoner, 

whereas something that is worked on 

at a slower pace over a few weeks w il l 

find its way into the long-term memory 

and stay there, Even if Vou don't play t he 

pi !'Ce for a whi le, you'l l discover t hat a 

certa in amount of muscle memory cli Cks 

in when you come back ta il. enabling 

it ta be restored to performance level 

quickly. l've heard many players say that 

when they've reviewed a piece they 

haven'! p layed for many years it seems 

t hat theirfingers remember it better 

t han they do themse lves' Th is is because 

ail the spade work was done years ago 

and fingeri ngs, etc. have been weil and 

tru ly embeddee! in the subconsc ious. 

Sa next time you learn a solo, keep it 

in your pra etiee routi ne for longer sa that 

it has the chance ta take up residenee in 

yeur menta l library. 

Th. Sixth Form 
Dear Theory Godmother 
Could vou please clarify the use 

of the various types of siKth for 

me, please? l've been classieally 

trained and am trying ta broaden 

my horizons a li ttle by st raying 

minor sca les' 

( Major 

(D E F G AB ( 

2 3 4 5 6 7 

C Minor 

( 0 Eb F G Ab Sb ( 

2 b 3 4 5 b6 b7 

ln the case of the (major \-Cale, the sixth 

is A (sel' Ex 1) and in ( minor it's Ab (see 

Ex 2).lf you play bat h, you w ill be able ta 

hear t he same kind of difference as Vou 

wou ld between major and minor th irds 

(Ex 3). However, when we talk about 

common sixth chords it's on ly the majOr 

sixth interval t hat is usec! 

(6: 

(m6: 

, , , 
" 

G 

G 

, , 
l've shown a couple of g uitar·friendly 

examples of these chards in Ex 4 

However, there is such a thing as an 

augmented sixth chord and this is 

whe,e t he German, Ita lian and French 

va riat ions enter the f,eld - and 1 mus! 

warn you now that things are going ta 

get e~tremely confusing. 

As far as murky music history is 

concernee!, t he augmented sixth chard 

first turned up in Renaissan(e music and 

evo lved during the subsequent Baroque, 

( Iassieal and Romant ic periods. But the 

/ come ta Sweden as a preHy young guy and ran iMo a record store 
owner who had one of the most fabu/ous record collections of pre-war 
blues / think /'ve ever seen. / just dove into that for about a year and /istened 
exclusively ta blues. For a while it was about just rrying ta find out what they 
were doing, but / would say that 1 just gave up trying to physicolly clone stuff. 
1 discovered that. for me, osmosis worked better. / just basicolly Iistened and 
1 knew thot, sooner or later, everything would just come bock in my p/aying. 
And that's basically what happened: 1 gave up ruining records trying to work 
out every note Robert Johnson played! " 

• EXampll! tract t1lken 
/rom Tatktng G~ttars by 
Oavld Mead, pubUshed 
by Sanetuary, ISBN: 
1-86014-6.20-9. 
Priee: 1:9.99 (UKI, 
$14.99 (USA). 
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EXAMPLES 1 - 7 
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Learn 
howto play 

better at 
muslcradarcom" 

News . Rmoews .Tuition 
s.mpl~ . R>ru rm 

Coomunlly 

v ' 

firs! bump in the carpet com~ when 

we examine from where this family of 
chord, gels ils name. An aug mentecl 

sixth in the sca le of C major is deflned 

as the interval between C and Aj - as 
with any'augmented' interval il has 

been increased by a semitone (Ex 5) . Bot 
amazingly, th is isn'! the waythe interva l 

revt'a ls itself in the Euro sixths al ai l 
Instead, ail of the chords <orKerned are 
based on a root of Ab - te<:hn ical ly the 

flat sixth. 50 JUS! 10 ma~e sure th;Jt we',e 

ail keeping up sa far, the augmented 
sixth family in C ail have a root of Ab ­

making sense' 50 wher€' does the nam€' 
'augmented sixth'come Irom. then? 
WeH, the imervalthat give> the chords 

t heirfami ly name is lormed betw~n the 

Ab and .4th - sa, in C once again, th is 

interval is to be lound here: 
A b F , 

an augmented sixth (Ex 6) 

This interval is common to ai l th r~ 

var iations; the differeroces begin when 

we ex~mine each of them in detail. We11 

begin with the Ital ian sixth, wh içh is 

spelled like thil: 

Ital ian si xth (in C. remember): 

Ab ( F I 

b6 _ 4 

Guitm'fechni es Q&A 

have an Ita l i~ n Sixth instead of the Ab?? 

l'm not going tO touch that onewith a 

barge polel 

Paying VOU, Du.s 
Oear Theory GodmothE'r 

1 wonder if you can dear something 

up for me, l know that when music 

is played live, royalties are collected 

and passed on tO the artist or artists 

who wrote the piece, but is it the 

responsibili l y of the band or the 

venue to pay th is? 

Alex 

It's down to the venue to Pily, Alex. The 

Copyright. Designs and Patents Açt 1988 

states that if Vou use copyright music 

in public. Vou need the permis, ion of 

every composer beforehand, ûbviou:;ly 

th is is impra(t iwl and so a kençe from 

the Performing Right '>oc ietygrants 

Vou this in one 11'11 swoop. The money 

Irom t he licences is then pa,sed on to 

the artists concerned and everyone's 

happy. û(casionally a performer or 

band wi ll be asked to provide a set list 

categorising l'very song played during 

the perlormance, but this is rare in my 

own exper ienœ, If you need more 

The French sixth is basiw ll y the same, information on this. che<:k out the PR5 

other than it contalns an addit ional 0: 

rrench,ixth: 

Ab ( D FI , .. 
The German sixth is again simi lar 

except t hat it contaim an Eb rather than 

a 0: 
German Sixth: 

" , " .. 
Sel' Ex 7 for examples 01 each. Now, 

l'vI' 5a id th isthree or four t imes al ready, 

but fo rgive me because it i5 important 

to remember that we are in the key of 

C major here. A lew of Vou might have 

recognised the lact that the spel ling 

of ail of these chord5 i, very simi lar to 

Ab? - the fact that they are ail bui lt on 

website at www.pdormusiccom. 

F, •• Handl 
Oear Theory GodmothE'r 

When 1 pick, 1 tend 10 rest the edge 

01 my hand or tips 01 my linger.; on 

the gUÎtar, but i'm tald that this ;sn't 

a goOO habi t and that it's best for 

your picking hand to floa l free. 

Js th is correct? 

D<Jmion 

To be ab:;o lutely honest. J've seen some 

of the world's fi nest players adopt 

some m ange pick ing habits and makI' 

them w ork. Sorne very fa5t picke" who 

employ minimal movement of the pick 

- they often use the'stubby ' type of pick 

t hat root would imply th iS even more - w ill use t his method, butlthink most 

s.a why have samething as fantast iwl ly teachers would agree that ançhori ng the 

complicated as th is when w e could a, hand is general ly not a goOO th ing to do, 

ea, ily redefine the chards a5 Ab anyway? Thi, is mainly because of the way itl imit, 

Bel ieve it or not, l'vI' not found anyone movement - for instance, try stumming 

(or any book for that matter) t hat can this wayl s.a generally it's beller to k~p 

give a goOO reason. A(ademics st il l fight the picking hand f1œt ing fr~ (unless. of 

about the precise defi n it ion and usage course, you're mut ing) as th is offe" the 

of t hese chord, and, to my mind, if , hand optimum control. 

bene, not to get tOO involved as.like l'vI' However, fo r many rock and meta l 

sa id from the stan, you're very unlikely guitari sts keeping string noise at bay 

to meet them. 1 can shed a li tt le light as often requi res the picking hand's palm 

to their usage, though; most 01 the time, to mute the lower strings This is popular 

t he,.. resolve into a st raight V chord, ln for p layers like Yngwie Malmsteen ~nd 

the key of C th is wou ld me~n that ail Pau l Gilbert. 

t hrE'e Euro si~ths w il l tend to res~ve into 

G7. 50 does th is mean thatthe oId blues Visit www.davidmead,net t o check 

t umaround l'VI' shawn in Ex 8 should out Oavid 's books and solo CO .. , 
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GT USER GUIDE 
.;j 

èfE -.. ç -.-

1;;'., ............ . , "' = 
You can get more From GT by understanding our easy-to-Follow musica l terms and signs ... 

READMUSIC 
Each transcription is 
broken down into 
two parts .. 

MUSICAL STAVE 
The fve r.orizontal 
ine5 fo' mus.<; notation 
s~ OOle pilCr.eS and 
rhythm, and ~'e d ivided 
by 00, lines 

TAB Und", the musical slave. Tab 
is an aid to sr.:.,.,. yoo where 10 put 
)/OU' fnger, on l hefr~txHl,d . 1he 
sx horizontall il'!eS represent the six 
strings on a gutar - the numbers on 
the s!rings are f,et numbe,s 

GUITARTECHNIQUES: HOWTHEY APPEAR IN WRITTEN MUSIc... 

PleKING 
Up and down pl(king 

" , 
• The fi"t note is 10 be 
down-pic~ed and the la" 
noiE" is (0 Ile up-pded. 

FRETTING HAND 
Hammer on & Pull off 

• Pick lsl nOie and hammer 
on with fretrng hand for 200 
note Then pid 3,d note and 
pull off 101 4th IlOte. 

"iJIII.ii.l ,i1' '!'I.' 

• E<>eh of the foof rIOIes ar" 
ID be alte',",le pded (down­
& up-pided) very r~p-dly and 
conlinuously 

Iffitjd!il~ 

• Rapd'y al,er,.,...,e be,w~n 
Ihe IWO t)Oles indicated in 
briICkets w'lh h~mme' o ns and 
pull-offs. 

BEN DING AND VIBRATO 

• Fret the Start note (here. the 
51h Iret) and bend up w lhe 
piteh of the briIC<eled oote, 
before re'easi"'9 

HARMONies 
Nalural harmonies 

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

• l'Içk the note while lightly 
tCMJchi"'9 lhe s!ri"'9 d i'e<:lly 
over the Iret indiC3ted. A 
r.armoniç relul" 

• Bend up 10 the P teh 5hawn 
in lhe brackets, Ihen re-pd the 
OOle while hoId-ng the bent 
oote allhe new piteh 

Artifidal harmonies 

" ... .... ", ... ". 
• Fre' the oole as lhawn , 
,henlightly place the index 

finger overVfret (AH .,O ~nd 
pid (with a p.çk, p or a) 
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IIl!,,;,,!'!l!.! .• 

• ?alm mule by resting 
the edge of piding-hand's 
p"lm on the \!rings r1eJr the 
bridge 

Slides IGlissandol 

• Pick l SI t)O,e and slide 10 

lr.e 2nd noIe. The last two 
noIe> I~ a Ilide with lhe 
lasl noIe be-i"'9 re-picked 

• Bend up l'om the 5th Iret to 
the p',ch of the 7th fret note, 
then piC< it and release 10 5th 
frel oote 

Pinched harmonies 

• FreI the note as lhown, 
bu, dig imo the sui"'9 with 
the side ol the thumb 3S you 
soond JI with the p çk_ 

·M"'I. 
,~ 
!~ 
• D'ag tr.e picKiIC,os5 the 
SI,i"'9s shawn wilh a >""'9le 
sweep. Olten used 10 augment 
a ,ake', lait no'e_ 

Le'l Hand Tapplng 

l~C~~ ~ 
, , 
, 

• Sound the t)O,es ma,~ed 
"";111 a >QuMe by hamme ri"'9 
on/lapping w)h the fret l i"'9 
r.and f.ngers. 

Quarter-Ione bend 

• Pic~ the note and then 
be-nd up a quarte, wne {a very 
5m.l1l amoo nl), Sometimes 
,elerred 10 a, bluel çurL 

Tappee! harmonies 

• 
" 

TH " ,,". '" " 

• FreI the note as lhown, but 
soond it wilh a qu-d right­

hilnd t3P 311he frel shown 
(Tl117) for a r.armoniç_ 

Appegglate (hord 

• Play the notes of the 
cho,d by snummillg acrOlS 
the relevant strings in the 
direction olthe JrrOW head. 

Frel-Hand Muling 

• X mar~ i"'9s ,epresem 
noIes muled by the f<eUing 
hand when ,!rock by the 
picki"'9 r.and 

eAPO 

o c" 

=
'" ~, 

: "-,.,. ... 
, --, , , 
• A çapoçre~tes a new nut. 
so the above ...-.ample has 
the guitar's 'literai ' 51h l'et 
now as ,he 3rd h t 

R/HTAPPING 
Right-hand lapplng 

.T~p (r.ammer~n) wi m ~ 
fmger of the pding r.and 
onto lhe fret ma!ked Wilh a 
çl'cle, Uswllyw th r or'm', 





GT Teachers' Directory 
Looking for a tutorlThe Registry of GuitarTutors (RGT) has some of 
the country's best teachers on its books. Check out the teachers 
below - ifyou can't find one near you, go to www,rgt.org 

SOUTH LONDON 

Luke Stanley 
(roydon area 
Web~ite, www. 

themobileguitarworkshop. 
cO.uk 
Email; mobileguitarworkshop 

@hotmaiLcom 

Tel, 07846 989 415 

Bespoke guita, tuilion for ail 
ages and abilities. (avers ail 
aspects of guita, including 
chard const,uction and 

theory, scales and modes and 

technique and expression. 

for RGT examinations and lor Tel: 07804129348 
auditions. Ailleveis welcome. Professional tutor with over 

five years' exper ience 
teaching ail ages and abilities. 

MID SOUTH Exams available up to grade 8 
and beyond on electric, 

Paul WisbYlLCMITD! acoustic and bass. 
Oxlordshire 
www.myspace.com/paulwisby PhllipGumey 
Email : pwi:;by@gmail.com Birmingham 
Tel: 01993 7038091 07894 Email: philipgurneyguitar@ 
703985 gmail.com 
Quality guitar lessons Tel: 07730 979486 
available from experienced Experienced Birmingham 
teacher and RGT examiner in based electric guitar teacher 
ail styles. Electric, bass, offering expert tuition in a 

Email: keith., 
fingerstylegultarlst.co.uk 
Tel: 07884 3S8086 
1 am a busy teacher of ail 
contemporarygultar styles 
including electric, acoustic 
and classkal at ailleveis. 
Fingerstyle techniques a 
speciality. Charges a'e: UO 

per hour, or fl2 for 30 
minutes. Home visits 
available if des;red. 

Iain Carleton llCM (TD! 
Edinburgh 
Email: ;carleton@blueyonder. 

Tutor grades and diplomas. 
1 have ove, 25 years' teaching 
experience. 

IRELAND 

Mike Brookfield LlCM rrD! 
Portmarnock. Dublin 
www.mikebrookfield.com 
www.youlube.comluserl 
mlkebrookfield 
Email: mikebrookfield@mac. 
<om 

Tel: 0876 S20378 

acoustic guitar and popula' 
musk theory ail catered for, 
induding Registry of Guitar 
Tutors grades, from lto 8. 

range of styles including rock, co.uk 
Qualified music teacher and 
session guitarist with lots of 
experience and a friendly and 
professional app,oach. Ail 
styles and ages are catered for 

SOUTH EAST 

Dan Saunders 
OS Guitar Tuilion 

Gillingham, Ke nt 
Te l, 01634 8532n or 

07702043726 
Erna;!: S3und ers_d an@l,ky. 

<om 

hperlenced, friendly. 
Quitarist, offering RGT grades 

1-6 specialising in Jock. pop 

and blues. Music ."ading also 
otfered.learn gullar in you, 
own home! 

Colin Berrido DlpLCM 

Surrey 

Email: colin.berridO@l 

blinternel.com 
Te l, 01:276 474818/ 07762 

941931 
Ali styles and ages catered lor. 
Rock. blues. country. folk. 1 
specialise in folk rock and 
Cehic, electric, acoustic and 
bass guitar. 

EASTANGUA 

Rick Holmes 8A (Honf! 
Suffolk 
www.rickholmesguitar. 
cO.uk 
Email: rkkholmes@hotmail. 
co.uk 
Tel: 07743265432 
Styles indude rock, metal, 

jazz, blues, fingerstyle. Also 
theory and sight reading to 
advanced level. Preparation 

SOUTH COAST 

GeoffLea 
Southampton 
www.geoffleaguitarist. 
co.uk 
Email: Geoff., 
geoffleaguitarist.co.uk 
Tel: 078S9 0099tO 
1 specialise in teaching rock 
and pop grades 1-8. music 

theory. 1 am RGT registered 
and CRB checked and am a 

GIT graduate. 

SOUTH WEST 

Matt Fowles, (RGT 
Examiner) 
Bristol 
Email: mattfowles@sky.com 
Tel:079173S6406 
1 specialise in teaching rock 
and meta. Il also teach 
acoustic and c1asslcal guitar 
and music theory.RGT grades 
taught il desired.l am also 
fully CRB checked. 

WEST MIDLANDS 

Anthony Seaman BA Hon. 
Walsall. West Midlands 

www.zord.co.ukIAnthguitar 
Email : anth -guitar@hotmail. 

<om 
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blues,lusion,jazz,lunk, 
improvisation and theory. 
Be<Jinners to advanced 
students welcome. 

EAST MIDLANDS 

GeorgeOdom 
Shepshed, Leice stershire 
www.goguitarlessons.co.uk 
Email: george., 
gogultarlesson~.co.uk 

Tel: 07888668450 
Experienced gu itar teacher, 
ail styles. ages and levels 
catered for. free triallesson. 
Charges - DO per hour, fl2 
per 30 mins. 

YORKSHIRE 

Craig Went llCM (TO! 
Sheffield 
www.craigwent.com 
Email: went _cra Ig@hotmail. 

<om 
Tel:07981 S13323 
Specialist in RGT grades: ail 
levels from prel lmlnary to 
diploma. Ali styles taughl 
including: rock. blues. and 
jazz. 1 teach popular music 
theory up to grade 8. 

SCOTLAND 

Keith Munay 
Glasgow 

www.fingerstyleguitarist. 
co.uk 
www.playyourguilar.co.uk 

TeI:0131313 3832 
Experienced guitar tutor in 
contemporaryelectric, 
acoustic and classical guilar including RGT & Rockschool 
styles. plus bass 9uita, lessons grades and diplomas . 
available. Ali styles and levels Correspondence courses also 
tau9ht in both instruments, available. Please contact me 
including Regimy of Guitar lor further details. 

Sponsored by ~ 
FIND A GUITARTEACHER 
A good teacher can save you years of struggling, 
by showing you how to do things the best way 
from the start. So, whether you want to 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 

GETGRADED 
RGT organises internationally recognised 
examinations in electric, acoustic, classical and 
bass guitar - from total beginner to Diploma 
level- in partnership with London College of 
Music Exams (one of the world's most respected 
examination boards, established 1887) and 
certificated byThames Valley University. Ail RGT 
graded examsareaccredited bythe 
Qualifications & Curriculum Authority (QCA), 
and UCAS points are available for Grades 6-8. 
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GuitarTechnlques 
To Advertise here please cali 

Sophie Neale on 

01225 442244 
ext; 2964 or email 

sophie.neale@futurenet.com 
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H,\ NO )JUILT G UITARS 
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Exp el' 1" l'l1!Jj 

.GultarExperience.co.uk 

"""'''' YSTEM .wm 

Wh.al cu.tomera h;lve been u ylng : 

"ABSOLUTELY BRllUANT!!! .. .lfs .. t"tal godsend .. J 'ye " 'aite<! yl'<1~ for !hi!!-' 

,hi"'ks for \"";!ing such ~ useful bookl" 

-._I!'~ the bnt guilll. book 1 ha"" "" .... purcha5l'd: 

". just wantee! to say ho,,· gl'l'a! your book is: 

"What a gre3t 1001: 

"1 haw l'lever. eVKSHn a reou~ like lt: 

ED~~~~NS 
[3 .99 f €5.49 1 $7.99 

BOOK "''''''''''':: 
[13.99 /E19.49/$28.99 Pœlage & P 



THE BEST IN TUITION EVERY MONTH ... 
FROM .'MM' (lASSIC ROCK, MARTIN COOP'R. 30-MINliTE LlC"AG, SCOTT M,Gill 

FROM GUIlARINSTlllJT" FUSION, GIANlUCA CORONA FROM GUITAR-X, BlUES.J
OHN 

VlH'RTCROfT 
PLUS: CREATIVE ROCK WITH SHAUN BAXTER ACOUSTIC WrTl-l STUART RYAN 

JAZZ W1TH PEle CAllARD & ClASSICAl WITH BRIOGET MERMIKIDES 

SUBSCRIPTION & BACK ISSUES ENQUIRIES 
UKTei'()8448 

. In tematjon~r~ 1. 482852 (UK) 
Emar l: gUitartechniqUe~ +44 (01 1604 251045 myf(lVountemagazines.co.uk 

Subscribeonllne at" 
www,rnyfaYouriternagaz,n~ , , om 
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• Fender CUstonl SJop 
57 Sirat HM\')' Relie lce 
Bkle M~Wic. 

• Fende..- CU6tom Shop 
5IloIlllnIne t.eIe 

"' ......... 
· 80's Mesa4xlZ' cab."th 

ak.mn.m bçk !.rie 
· F8lder Oapton BIadie 
· Glbson Custom Shop 35 

BIock Re.ssue EborJv 
• Gib600 Historie Fi"ebird \1 
M,,,", 

• Gibson 2003 Les paoj Mtom -· Gll$Oll D.rstom Shop 57 Goidtop 
VOS 

• FenderUSA S7 RetSSI.re Ire Blue 

''''Ok • Marsllallal:l:: W)4de Head 
· Koch Powertone 1 he<!d 6 œb 

• VOX AC-)) 1966 ontiltst<wld 
• VlJX AC-15 HandwTedt.mted 
'~C/Ulet 

• Epiphone Casino 1954 with 
Bigst>! 

• Fender Custonl Shop 59 stral 
IVS Olympie White 

• ~Qfl 1974 SG SpeœI 



Combining player 
foçuu4 stagt! ready 
spec with no-co",,",rrise 
construction 80d 
playabiNty ta CI"I!Me 
tIl. b.st valu. 
playllr'$ guitar on th. 
lMf"'k.t, 



The star®everyone 's talking about, 

"The Artisen 30 hes greet tanell've gat three of 
the little f®**ers ln IInel" 

Steve Cradack. Ocean Calaur Scene/Paul Weiler 

Blackstar® 
AMP LIFI CATION 

t he s ound ln y our h ead 
And your nearest ~ at 

_ .blaekstaramps.com 
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