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Phase 1. Inspiration.

I’d never heard anything like it. It 
seemed Josh and Greg had tapped 
into some magic – they were 

playing things in my mind and was 
thirsty
Phase 2. Mapping.

 

work on. I’m determined to get a 

Sometimes at this point the 

Phase 3. Start Doing It.

I chose three licks that I liked the 

point. I gather they are common 

not going to help at all. When they 

Phase 4. Pushing Through.

it’s going to take some time. I want 

sometimes I might not reach the 

help me express them more 

we can change things as we like 

Phase 5. Enjoyment.

raw improvisation.

motivation to learn something 

FOOD FOR thought

Seems like everywhere  

getting more personal.

players that I really admire. It 

sometimes get down on my playing 

hear someone doing something 

 
I think there’s some interesting 
wisdom here that we can apply to 

ago seeing Josh Smith and Greg 

Justin Sandercoe of justinguitar.com lends GT his insight as one of the 
world’s most successful guitar teachers. This month: Imagination vs reality.

Get more info and links to related 
lessons on all Justin’s GT articles 
at www.justinguitar.com/gtmag

‘Accentuate the 
positive, elimimate 
the negative’, says 
Justin this month

 DON’T BE AFRAID OF HOW HARD A 
THING ‘MIGHT BE’. DON’T LET A SCRAWNY 

NEGATIVE THROW YOU OFF YOUR DESIRE  
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the internet. Having selected the 

For more on Mitch and his musical 
exploits with the Studio Kings, go 
to: www.mitchdalton.co.uk

note and hits the sixth string as a 

which is now not known at this 

indicated  that she is to sing this 
b 

check point. Spinning delay and 

cram the mandatory noises into one 

 

Or anyone…

 I BITE THE BULLET AND WRITE IN THE 
NOTE NAMES AND STRING NUMBERS LIKE 

A 10-YEAR-OLD AFTER TWO LESSONS  

SESSION shenanigans
The studio guitarist’s guide to happiness and personal fulfilment, as related by 

session ace Mitch Dalton. This month: Gear we go again. (Possibly misheard).

Would you shell out 
on a new guitar for 
eight bars of music?
Mitch had to!
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Intro

Instrumentals have supplied some of music’s most evocative moments. We ask 
top players for their take on this iconic movement. This month: Solo artist, Ozzy, 
Black Label Society and Pride & Glory’s hard rock picking wizard, Zakk Wylde.

INSTRUMENTAL inquisition!

GT: What is it about guitar 

instrumentals that appeals to you? 

playing songs with singing it’s a lot 

to compose the melodies to make it 

have to keep it entertaining.
GT: What can an instrumental piece 

of music provide the listener that a 

vocal song can’t? 

he plays a part in the song. I don’t 

that work together.
GT: Any tendencies with 

instrumentals that you aim to 

embrace or avoid? 

I take care to place the melodies 

improvisation too.

Zakk reckons 
vocal songs and 
instrumentals have 
much in common
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approach stays the same. It’s a song 

players will need to adapt. So the 

toes a little more.
GT: What are your views on 

harmonising melodies? 

GT: What three guitar instrumentals 

would you consider iconic or have 

inspired you? 

Zakk Wylde’s Pride And Glory 
album reissue with seven bonus 
tracks was reviewed in GT306 and 
is out now. For more on Zakk visit 
www.zakkwylde.com

GT: Many vocal songs feature a 

guitar solo that starts low and slow 

then finishes high and fast. Is this 

useful for instrumental writing, 

developing pace and dynamics? 

song writing as the same process.

GT: What type of guitar tone do you 

prefer for instrumentals? 

GT: Do you have particular favourite 

keys or tempos?

GT: Do you find Minor or Major keys 

easier to write in? 

GT: What about modes - do you have 

any favourites? 

GT: And how about modulations 

into new keys? 

GT: Do you, view the backing band 

in a different way than you would on 

a vocal song? 

GT: So is a typical song structure 

always relevant to an instrumental?

GT: In that case, how useful is 

studying a vocalist’s approach for 

creating guitar melodies? 

the same approach to vocal writing 

GT: How do you start writing one: is 

there a typical approach or 

inspiration for you? 

GT: What do you aim for when your 

performance is centre stage for the 

duration of the instrumental? 

 I APPROACH IT THE SAME AS WRITING 
A SONG, BUT INSTEAD OF A VOCAL MELODY 
YOU HAVE OTHER INSTRUMENTATION  

PHIL HILBORNE’S ONE-MINUTE LICK Chromatic Blues Turnaround Phrase

THIS IDEA INCLUDES a lot of chromatic passing notes, so sounds 

sophisticated and jazzy. Bars 0-2 targets chord tones from the progression. 

In bar 0 there’s an E-F walk-up to the 3rd (F#) on-beat on bar 1. This note is 

again targeted at the end of the lick (beat 3, bar 1). Bar 2 opens with the same 

pick-up idea as in bars 0-1. The targeted note at the end of this is the b7 (Bb). 
You can change the target note(s) to any of the chord tones, so experiment 

with this - try the b7 (C) in bar 1 and the root (also C) in bar 2. The closing two 

bars begin with a 3rd (B) that’s again approached chromatically from below 

using the notes A-Bb. The remainder is based on ideas drawn from G Dorian 

(G-A-Bb-C-D-E-F-G) and G Blues scale (G-Bb-C-Db-D-F-G). Watch the fretting-

hand fingering, as it can be a little tricky. I have given one that works for me. 

As always I thoroughly recommend that you try it and amend it to suit. 
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GT: How do you start writing one: is 

there a typical approach or 

inspiration for you? 

GT: What do you aim for when your 

performance is centre stage for the 
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A SONG, BUT INSTEAD OF A VOCAL MELODY
YOU HAVE OTHER INSTRUMENTATION  

PHIL HILBORNE’S ONE-MINUTE LICK Chromatic Blues Turnaround Phrase

THIS IDEA INCLUDES a lot of chromatic passing notes, so sounds 

sophisticated and jazzy. Bars 0-2 targets chord tones from the progression. 

In bar 0 there’s an E-F walk-up to the 3rd (F#) on-beat on bar 1. This note is 

again targeted at the end of the lick (beat 3, bar 1). Bar 2 opens with the same 

pick-up idea as in bars 0-1.The targeted note at the end of this is the b7 (Bb). 
You can change the target note(s) to any of the chord tones, so experiment

with this - try the b7 (C) in bar 1 and the root (also C) in bar 2. The closing two 

bars begin with a 3rd (B) that’s again approached chromatically from below 

using the notes A-Bb. The remainder is based on ideas drawn from G Dorian 

(G-A-Bb-C-D-E-F-G) and G Blues scale (G-Bb-C-Db-D-F-G). Watch the fretting-

hand fingering, as it can be a little tricky. I have given one that works for me. 

As always I thoroughly recommend that you try it and amend it to suit.
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Intro
That Was 
The Year...

Solidbodies, Sooty  
& the Stratotone

1952
BRITAIN’S FIRST TV DETECTOR VAN 
hits the streets checking for unlicenced television sets. TV favours 

puppets, as Sooty and the Flower Pot Men are transmitted for the first 

time. The Voyage Of The Dawn Treader is CS Lewis’s latest novel and 

continues the Narnia Series, while the New Musical Express publishes 

the UK Singles Chart for the very first time.

THE POPULARITY OF FENDER’S TELECASTER 
ignites the solidbody guitar revolution. Gibson responds with the 

Les Paul and with its gold archtop body, cream P90 pickups and 

trapeze tailpiece/bridge it’s a vastly different instrument to the 

Fender slab and other manufacturer’s attempts, so appeals to an 

entirely different type of player. Both models continue to flourish 

while other makes have faded away.

DURING A TOUR OF KENYA PRINCESS ELIZABETH 
hears of the death of her father King George VI, 

and on her return is proclaimed Queen Elizabeth 

II at St James’s Palace. The NHS introduces a one 

shilling charge for prescription drugs; Prime 

Minister Winston Churchill announces that the UK 

has an atomic bomb; and Scotland sees reindeer 

reintroduced to the Cairngorm mountains. 

THE NATIONAL DOBRO COMPANY INTRODUCES 
its first solidbody electric guitars under the budget Supro name. 

Already known for wood-bodied lap steel guitars it’s hardly 

surprising that the early models had a non-cutaway diminutive 

body. With a single pickup, volume and tone controls mounted on 

a raised scratchplate, acoustic styled bridge and separate tailpiece 

it’s iconic early ‘50s stuff, although better styling would follow. To 

amplify, try the Supro Model 50.

CRAWLING FROM UNDER THE GOOSEBERRY 
bush are Gary Moore, Paul Stanley, Nile Rodgers, 

Tim Finn, Joe Strummer, Laurie Wisefield, Tommy 

and Dee Dee Ramone, Neil Peart (Rush), Stewart 

Copeland, John Hiatt, Jerry Shirley (Humble Pie), 

Nicko McBrain, Donnie Van Zant (38 Special), 

Michael McDonald, Dave Stewart, Gerry Beckley 

(America), David Knopfler (Dire Straits), David 

Byrne, Hitchhiker’s Guide author Douglas Adams, 

comedian Mel Smith and actress Jenny Agutter.

A JOURNEY FROM LOS ANGELES TO 
Copenhagen is the first official passenger flight to pass over the 

North Pole; a same-day return crossing of the Atlantic Ocean is 

made by a British passenger jet; the new United Nations building 

in New York City opens for business; Maria Eva Duarte de Perón 

(best known as Evita), dies in Argentina; and Japan and West 

Germany join the International Monetary Fund.

THE STRATOTONE H44 MADE BY 
Harmony is yet another solidbody introduction. The 

single-cutaway design and copper or black finish will 

later be championed by Danelectro but the pickup, 

scratchplate and tailpiece remain Harmony’s own. 

 Slow Blues Jam (B)

 Easy Acoustic Blues (E)

Five days dedicated to this exciting 

genre and featuring national and 

international musicians including 

GT’s very own John Wheatcroft.

international masters and gypsy 

 Eb Major I-VI-II-V Jazz Jam

b
b

b Major scale 
b b b

b b
b

Bossa Blues (Em)

We will also welcome highly 

genre with their own compositions 
while nodding to the innovators 

More info and tickets visit https://
london-gypsy-jazz-festival.
designmynight.com/

Use these tips to navigate our bonus backing tracks

Jam tracks by Jacob Quistgaard.  
For hundreds more jam tracks, 
visit www.Quistorama.com/
jamtracks. And make sure you 
subscribe to www.youtube.com/
QuistTV on youtube to get all the 
latest free jam tracks & licks. 

Spotify, Instagram & Patreon.

JAM TRACKS tips

London Gypsy Jazz Festival
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You can get more from GT by understanding our 
easy-to-follow musical terms and signs...

GUITAR TECHNIQUES: HOW THEY APPEAR IN WRITTEN MUSIC...

FRETTING HAND 
Hammer-on & Pull-off Fret-Hand MutingSlides (Glissando)Note Trills

&

E
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D
A
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GUITAR TECHNIQUES MAGAZINE
Guitar Technique Examples - Fretting Hand
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Guitar Technique Examples - Fretting Hand
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Guitar Technique Examples - Fretting Hand
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Guitar Technique Examples - Fretting Hand

Left Hand Tapping

n Pick 1st note and hammer 
on with fretting hand for 2nd 
note. Then pick 3rd note and 
pull off for 4th note.

n X markings represent 
notes muted by the fretting 
hand when struck by the 
picking hand.

n Sound the notes marked 
with a square by hammering 
on/tapping with the fretting-
hand fingers.

n Pick 1st note and slide to 
the 2nd note. The last two 
notes show a slide with the 
last note being re-picked.

n Rapidly alternate between 
the two notes indicated in 
brackets with hammer-ons and 
pull-offs.

PICKING
Up and down picking
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Guitar Technique Examples - Picking

n The first note is to be 
down-picked and the last 
note is to be up-picked.

Appeggiate chord
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n Play the notes of the 
chord by strumming across 
the relevant strings in the 
direction of the arrow head.
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Guitar Technique Examples - Picking

Pick rake

n Drag the pick across the 
strings shown with a single 
sweep. Often used to augment 
a rake’s last note.

n Palm mute by resting 
the edge of picking-hand’s 
palm on the strings near the 
bridge.

Tremolo picking
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Guitar Technique Examples - Picking

n Each of the four notes are 
to be alternate picked (down- 
& up-picked) very rapidly and 
continuously.
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Palm muting

BENDING AND VIBRATO 
Bend up/down Pre bendRe-pick bend Quarter-tone bend

n Fret the start note (here, the 
5th fret) and bend up to the 
pitch of the bracketed note, 
before releasing.

n Pick the note and then 
bend up a quarter tone (a very 
small amount). Sometimes 
referred to as blues curl.

n Bend up from the 5th fret to 
the pitch of the 7th fret note, 
then pick it and release to 5th 
fret note.

n Bend up to the pitch shown 
in the brackets, then re-pick the 
note while holding the bent 
note at the new pitch.

Capo Notation

n A capo creates a new nut, 
so the above example has 
the guitar’s ‘literal’ 5th fret 
now as the 3rd fret.

CAPO

HARMONICS 
Natural  harmonics Pinched harmonicsArtificial harmonics Tapped harmonics

R/H TAPPING 
Right-hand tapping

n Tap (hammer-on) with a 
finger of the picking hand 
onto the fret marked with a 
circle. Usually with ‘i’ or ‘m’.

READ MUSIC
Each transcription is 
broken down into 
two parts...

&

1 E
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4 D
5 A
6 E

2nd string
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œ
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œ
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œ
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GUITAR TECHNIQUES MAGAZINE USER GUIDE

Guitar Technique Examples - Treble Clef And Tablature

TAB Under the musical stave, Tab 
is an aid to show you where to put 
your fingers on the fretboard. The 
six horizontal lines represent the six 
strings on a guitar – the numbers on 
the strings are fret numbers. 

MUSICAL STAVE  
The five horizontal 
lines for music notation 
show note pitches and 
rhythms and are divided 
by bar lines.
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n Pick the note while lightly 
touching the string directly 
over the fret indicated. A 
harmonic results.

n Fret the note as shown, but 
sound it with a quick right-
hand tap at the fret shown 
(TH17) for a harmonic.

n Fret the note as shown, 
but dig into the string with 
the side of the thumb as you 
sound it with the pick.

n Fret the note as shown, 
then lightly place the index 
finger over ‘x’ fret (AH ‘x’) and 
pick (with a pick, p or a).
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You can get more from GT by understanding our
easy-to-follow musical terms and signs...

GUITAR TECHNIQUES: HOW THEY APPEAR IN WRITTEN MUSIC...

FRETTING HAND
Hammer-on & Pull-off Fret-Hand MutingSlides (Glissando)Note Trills
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Left Hand Tapping

n Pick 1st note and hammer
on with fretting hand for 2nd
note. Then pick 3rd note and
pull off for 4th note.

n X markings represent 
notes muted by the fretting 
hand when struck by the 
picking hand.

n Sound the notes marked
with a square by hammering
on/tapping with the fretting-
hand fingers.

n Pick 1st note and slide to
the 2nd note. The last two
notes show a slide with the
last note being re-picked.

n Rapidly alternate between
the two notes indicated in
brackets with hammer-ons and
pull-offs.

PICKING
Up and down picking
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n The first note is to be
down-picked and the last
note is to be up-picked.
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n Play the notes of the 
chord by strumming across 
the relevant strings in the 
direction of the arrow head.
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Pick rake

n Drag the pick across the
strings shown with a single
sweep. Often used to augment
a rake’s last note.

n Palm mute by resting
the edge of picking-hand’s
palm on the strings near the
bridge.

Tremolo picking
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n Each of the four notes are
to be alternate picked (down-
& up-picked) very rapidly and
continuously.

E
B
G
D
A
E

œ

œ

œ
œ

n

#

œ œ œ

œ

œ

œ
œ

n

œ œ

PM PM

8 8
7 7
6 6
7 7

0 0 0 0 0

Palm muting

BENDING AND VIBRATO
Bendup/down Pre bendRe-pick bend Quarter-tone bend

n Fret the start note (here, the
5th fret) and bend up to the
pitch of the bracketed note,
before releasing.

n Pick the note and then
bend up a quarter tone (a very
small amount). Sometimes
referred to as blues curl.

n Ben from the 5th fret to
the pitch of the 7th fret note,
then pick it and release to 5th
fret note.

n Bend up to the pitch shown
in the brackets, then re-pick the
note while holding the bent
note at the new pitch.

Capo Notation

n A capo creates a new nut, 
so the above example has 
the guitar’s ‘literal’ 5th fret 
now as the 3rd fret.

CAPO

HARMONICS
Natural harmonics Pinched harmonicsArtificial harmonics Tapped harmonics

R/H TAPPING
Right-hand tapping

n Tap (hammer-on) with a 
finger of the picking hand 
onto the fret marked with a 
circle. Usually with ‘i’ or ‘m’.

READ MUSIC
Each transcription is
broken down into
two parts...

1 E
2 B
3 G
4 D
5 A
6 E

2nd string
3rd fret

œ

2nd string
1st fret

œ

3rd string
2nd fret

œ

4th string
Open

œ

3 1
2

0

TAB Under the musical stave, Tab 
is an aid to show you where to put 
your fingers on the fretboard. The 
six horizontal lines represent the six 
strings on a guitar – the numbers on 
the strings are fret numbers. 

MUSICAL STAVE
The five horizontal
lines for music notation
show note pitches and
rhythms and are divided
by bar lines.
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n Pick the note while lightly 
touching the string directly 
over the fret indicated. A 
harmonic results.

n Fret the note as shown, but 
sound it with a quick right-
hand tap at the fret shown 
(TH17) for a harmonic.

n Fret the note as shown, 
but dig into the string with 
the side of the thumb as you 
sound it with the pick.

n Fret the note as shown, 
then lightly place the index 
finger over ‘x’ fret (AH ‘x’) and 
pick (with a pick, p or a).
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PLAY } STYLE STUDY

D
avid Gilmour is of course best known 
for his work with progressive rockers 
Pink Floyd. But he also has a successful 
solo career and plays a variety of 

instruments. Gilmour is a famous user of 
Fender Stratocasters and his iconic 70s ‘Black 
Strat’ forms the basis of his own signature 

In this article we aim to identify many of 
David’s key techniques and soloing concepts, 

from his melodic sense and knack of placing 
the right part in exactly the right place.

and features all the techniques appropriate to 
the style, such as string bending, hammer-

bar vibrato are also added, all inspired by the 
language of electric blues guitar as laid down 
by T-Bone Walker, Lonnie Johnson, Otis 
Rush and of course the three Kings. 

String bending is another great way to add 
expression and feeling to your playing, and 
Gilmour is a master of the art. Indeed, it could 
be said that it forms the core of his style. 
David frequently adds vibrato, either with the 

help with intonation, add interest and feeling. 
His ear-grabbing, large-interval bends are an 
espacially prominent feature. 

Another key aspect of Gilmour’s lead style 
is the use of space and pacing. He never gets 
carried away by playing long phrases or lots of 

David Gilmour 
Full style study

Jon Bishop looks at the rhythm and lead styles of this great prog, 
rock and blues guitarist. David is one of the UK’s most influential and 
best-loved guitar players, and this feature aims to unlock his secrets.

fast lines. Instead, everything is placed in a 
considered fashion and the emphasis is on 
melody. Some of his go-to scales are the 
obvious ones we all play, such as the Minor 
Pentatonic (R-b b7) and Dorian mode 
(R-2-b b7), but it’s how he treats the 
notes and where he places them that mark 
him out as a real blues-rock master.

So, to let you try out some Gilmour style 
ideas we have recorded four contrasting 
tracks, complete with tabbed rhythm and lead 
guitar performances. The notation contains 

from the audio performances. Due to the 
melodic and musical approach of the man that 
inspired these tracks, the ideas sound really 

the way you play, or even the style of music 
you like, learning how David creates such 
memorable lines then bringing that approach 
to your own rhythm and solos, can only serve 
to make you a better player. Therefore the 

own David Gilmour style pieces over our 
professionally recorded backing tracks. 

As ever, good luck - and have fun! 

 TO LET YOU TRY OUT 
SOME GILMOUR STYLE 
IDEAS WE’VE RECORDED 
FOUR CONTRASTING 
TRACKS WITH TABBED 
RHYTHM AND LEAD  

TECHNIQUE FOCUS 
Finger vibrato and string bending
Two of the cornerstones of Gilmour’s lead style are his finger vibrato and string bending. His technique 

and approach is fairly blues orientated and the sounds used range from sparkling clean to full on 

overdrive. The key to a good finger vibrato is consistency of width and rate. Gilmour uses a soulful 

touch that is most characteristically of a medium width and rate. He adds this finger vibrato to 

normally fretted notes as well as notes played with string bending. He also often adds vibrato to string 

bends by wobbling the whammy bar and this provides a soulful, vocal quality to the sound. Gilmour 

is a masterful string bender and often includes large bends in his solos. One of his signature bending 

techniques is the compound bend in which a target tone is bent up to and then exceeded by a higher 

note. He also often uses the classic blues trick of bending all the b3rds and certain of the b7ths slightly 

sharp. These quarter-tone bends add a bluesy flavour and that typical Major/Minor ambiguity. If you 

combine these vibrato and bending styles the results will immediately sound a lot more ‘Gilmour’.

ABILITY RATING 

Key Various Tempo Various CD TRACKS 4-10

Info Will improve your…   

Moderate
Lead feel and phrasing

Articulation and string bending Melodic awarness

Gilmour’s recordings often feature his black  

1970s Fender Stratocaster. The examples here  

were recorded with a Strat and Line 6 Helix.  

The overdrive came courtesy of an Ibanez 

Tubescreamer and a Fulltone fuzz pedal, while the 

delays are a TC Electronic Flashback X4 pedal. The 

ideas can of course be played on any type of guitar. 

And remember, all the pickup selections and 

effects are notated alongside the examples.

GAIN BASS MIDDLE TREBLE REVERB

7 7

8
7

6

ON THE CD TRACKS  4-10
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PLAY LIKE { DAVID GILMOUR

David Gilmour: his 
playing is full of 
expression, feel 

and melody

TRACK RECORD The albums Dark Side Of The Moon and Wish You Were Here probably mark out Gilmour’s classic Pink Floyd period, with 
such landmark tracks as: Time, Us And Them, The Great Gig In The Sky, Money, and Shine On You Crazy Diamond. But The Wall also features 
some amazing playing, as on Another Brick In The Wall and Comfortably Numb. David’s solo albums are a treasure trove of great playing.

LA
R

R
Y

 H
U

LS
T

 \
 H

G
E

T
T

Y
 IM

A
G

E
S

Spring 2020   13  

PLAY LIKE { DAVID GILMOUR

David Gilmour: his 
playing is full of 
expression, feel 

and melody

TRACK RECORD The albums Dark Side Of The Moon and Wish You Were Here probably mark out Gilmour’s classic Pink Floyd period, with 
such landmark tracks as: Time, Us And Them, The Great Gig In The Sky, Money, and Shine On You Crazy Diamond. But The Wall also features 
some amazing playing, as on Another Brick In The Wall and Comfortably Numb. David’s solo albums are a treasure trove of great playing.

LA
R

R
Y

 H
U

LS
T

 \
 H

G
E

T
T

Y
 IM

A
G

E
S



14    Spring 2020  

&

#

4

4

E
B
G
D
A
E

2

2

œ

≥

©»¡™º

ƒ With light palm mute . . .
Bridge pickup with 
dotted 8th note delay

RHYTHM

3

œ

≥

œ

≤

œ

≥

œ

≥

œ

≤

œ

≥

œ

≥

œ

≤

œ

≥

œ

≥

œ

≤

Em

7 7 7 7 7 7 7 7 7 7 7 7

œ

≥

œ

≥

œ

≤

œ

≥

œ

≥

œ

≤

œ

≥

œ

≥

œ

≤

œ

≥

œ

⋲
œ

≤

7 7 7 7 7 7 7 7 7 5 7
5

&

#

E
B
G
D
A
E

5

œ œ œ œ œ œ œ œ œ œ œ œ

7 7 7 7 7 7 7 7 7 7 7 7

œ œ œ œ œ œ œ œ œ œ œ

⋲
œ

7 7 7 7 7 7 7 7 7 5 7
5

œ œ œ œ œ œ œ œ œ œ œ œ

7 7 7 7 7 7 7 7 7 7 7 7

&

#

E
B
G
D
A
E

8

œ œ œ œ œ œ œ œ œ œ œ

⋲
œ

7 7 7 7 7 7 7 7 7 5 7
5

œ œ œ œ œ œ œ œ œ œ œ œ

7 7 7 7 7 7 7 7 7 7 7 7

œ œ œ œ œ œ œ œ œ

œb œ

7 7 7 7 7 7 7 7 7
8 7

&

#

E
B
G
D
A
E

11

œ
œ œ œ œ œ œ œ œ œ œ œ

5
7 7 7 7 7 7 7 7 7 7 7

œ œ œ œ œ œ œ œ œ œ œ

⋲
œ

7 7 7 7 7 7 7 7 7 5 7
5

œ œ œ œ œ œ œ œ œ œ œ œ

7 7 7 7 7 7 7 7 7 7 7 7

&

#

E
B
G
D
A
E

14

œ œ œ œ œ œ œ œ œ

œb œ

7 7 7 7 7 7 7 7 7
8 7

œ
œ œ œ œ œ œ œ œ œ œ œ

5
7 7 7 7 7 7 7 7 7 7 7

œ œ œ œ œ œ œ œ œ
œ œ ⋲

œ

7 7 7 7 7 7 7 7 7
7 9

7

GUITAR  TECHNIQUES  MAGAZINE   3 0 7
Play LIke  -  David Gilmour 1  -  ROCK  -  by  Jon Bishop

PLAY } STYLE STUDY

Our first performance track is based around some of Pink Floyds rockier songs. 
RHYTHM GUITAR [Bars 1-19] Set your delay so it repeats on a dotted eighth 
note. The mix should be set so there are three repeats which are pretty much 

as loud as the original note. The repeats provide the illusion of several guitars 
playing at once and the syncopated delay timing helps to plug the gaps when 
you switch from rhythmic single notes to short lead phrases. 

EXAMPLE1 ROCK STYLE

ON THE CD TRACKS  4-10

CD TRACK 4
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Our first performance track is based around some of Pink Floyds rockier songs. 
RHYTHM GUITAR [Bars 1-19] Set your delay so it repeats on a dotted eighth 
note. The mix should be set so there are three repeats which are pretty much 

as loud as the original note. The repeats provide the illusion of several guitars
playing at once and the syncopated delay timing helps to plug the gaps when 
you switch from rhythmic single notes to short lead phrases. 
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PLAY LIKE { DAVID GILMOUR

LEAD GUITAR [Bars 20-end] Select the neck pickup and a light, blues-style 
drive. The solo is constructed from the E Minor Pentatonic scale. There is also 
a repeating double-stop motif to learn. Various simple, blues style licks are 

played as an answer to each of the double-stop phrases. In bar 27 you’ll need 
to ‘rake’ of the pick into a string bend. This is a common Gilmour trick and adds 
some attack and prominence to the start of the note. 
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PLAY LIKE { DAVID GILMOUR

LEAD GUITAR [Bars 20-end] Select the neck pickup and a light, blues-style 
drive. The solo is constructed from the E Minor Pentatonic scale. There is also 
a repeating double-stop motif to learn. Various simple, blues style licks are 

played as an answer to each of the double-stop phrases. In bar 27 you’ll need
to ‘rake’ of the pick into a string bend. This is a common Gilmour trick and adds 
some attack and prominence to the start of the note. 
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Our second track is inspired by some of Floyd’s amazing prog rock wigouts.
RHYTHM [Bars 1-10] The rhythm ideas here are simple, yet effective and 

comprise of repeating arpeggios and open position chords. A little bit of MXR 
Phase 90 style phase really helps to conjure that retro sound. 
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Our second track is inspired by some of Floyd’s amazing prog rock wigouts.
RHYTHM [Bars 1-10] The rhythm ideas here are simple, yet effective and 

comprise of repeating arpeggios and open position chords. A little bit of MXR
Phase 90 style phase really helps to conjure that retro sound. 
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PLAY LIKE { DAVID GILMOUR

LEAD GUITAR [Bars 11-end] Select the neck pickup and add a liberal dose 
of compression. The compressor helps to provide sustain to the clean sound. 

Again the go-to scale is E Minor Pentatonic. Bar 19 features some characteristic 
unison bends. Gilmour often uses repeating phrases like the one in bar 22. 
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LEAD GUITAR [Bars 11-end] Select the neck pickup and add a liberal dose 
of compression. The compressor helps to provide sustain to the clean sound. 

Again the go-to scale is E Minor Pentatonic. Bar 19 features some characteristic
unison bends. Gilmour often uses repeating phrases like the one in bar 22. 
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Our third piece takes inspiration from some of Floyd’s big rock ballads.
RHYTHM [Bars 1-13] This track is a simple slow blues in the key of G Minor. 

But, typically of Gilmour, the rhythm guitar navigates the changes in an 
effective way combining bass notes with chord stabs. 
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Our third piece takes inspiration from some of Floyd’s big rock ballads.
RHYTHM [Bars 1-13] This track is a simple slow blues in the key of G Minor. 

But, typically of Gilmour, the rhythm guitar navigates the changes in an
effective way combining bass notes with chord stabs. 
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PLAY LIKE { DAVID GILMOUR

LEAD GUITAR [Bars 14-end] This solo is created using G Dorian mode (G-A-Bb-
C-D-E-F), although it’s unlikely that David thinks modally (probably more along 

the lines of adding notes to the Minor Pentatonic). Again the phrasing is simple 
with an emphasis on a well constructed melody that follows the chords. 
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LEAD GUITAR [Bars 14-end] This solo is created using G Dorian mode (G-A-Bb-
C-D-E-F), although it’s unlikely that David thinks modally (probably more along 

the lines of adding notes to the Minor Pentatonic). Again the phrasing is simple
with an emphasis on a well constructed melody that follows the chords. 
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PLAY } STYLE STUDY

Our final piece is inspired by Gilmour’s memorable acoustic stylings.
INTRO [Bars 1-4] Our stand-alone acoustic guitar piece uses simple picking 
patterns to create a typically flowing Gilmour-type part.  

CHORUS [Bars 5-19] Some chord-fingering transitions require a stretch so 
make sure you maintain a good posture and angle the neck upwards. This 
section is repeated so take the second time bar in bar 20 on to the bridge. 

EXAMPLE 4 ACOUSTIC STYLE 

ON THE CD TRACKS  4-10
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Our final piece is inspired by Gilmour’s memorable acoustic stylings.
INTRO [Bars 1-4] Our stand-alone acoustic guitar piece uses simple picking 
patterns to create a typically flowing Gilmour-type part.  

CHORUS [Bars 5-19] Some chord-fingering transitions require a stretch so
make sure you maintain a good posture and angle the neck upwards. This 
section is repeated so take the second time bar in bar 20 on to the bridge. 

EXAMPLE 4 ACOUSTIC STYLE 

ON THE CD TRACKS  4-10

CD TRACK 10



Spring 2020    23  

&

E
B
G
D
A
E

27

.

.

œ

œ

j

œ

œ

# œ

œ

œ

œ

œ œ œ œ

A m13

8 7 5

9 7 5
0 0 0 0

j

œ

œ

.

.

œ

œ#

œ

œ

œ

œ

œ

œ

œ œ œ œ

3 3 5 5

4 4 5 5
0 0 0 0

.

.

œ

œ

j

œ

œ

# œ

œ

œ

œ

œ œ œ œ

8 7 5

9 7 5
0 0 0 0

j

œ

œ

.

.

œ

œ#

œ

œ

œ

œ

œ

œ

œ œ œ œ

3 3 5 5

4 4 5 5
0 0 0 0

& 4

6

4

4

E
B
G
D
A
E

31

.

.

œ

œ

j

œ

œ

œ

œ

œ

œ

œ œ œ œ

12 10 8

12 10 9
0 0 0 0

j

œ

œ

.

.

œ

œ

# .

.

œ

œ

j

œ

œ#

j

œ

œ

œ

œ

‰

œ œ œ œ œ œ œ

G

3

4

1

2
0 0 0 0 0 0

3

7 5

7 5

œ

œ
œ
œ

œ

œ
œ
œ

0
0

0

3
0

0
0

œ#

œ

œ

œ

˙

D/F#

2

0
2

0

3

&

E
B
G
D
A
E

35

ww

ww

w

w

#

g
g
g
g
g
g
g
g

Em9

0
3
0
4
2
0

g
g
g
g
g
g
g
g
g

ww

ww

w

w

œ

œ

CHORUS

œ œ

œ œ

œ

œ
œ

œ

Amadd9 G/B

5
0

5 3

2

0
0

3

5

0

œ

œ

œ

œ
œ œ

œ

œ
œ
œ

Cadd9 Dsus4

3

3

0
3

3 3

2
3

3

0

&

E
B
G
D
A
E

39

œ

œ

œ

œ

œ œ

œ

œ

Amadd9

0
2 2

1

2
4 4 4

œ

œ

œ

œ

œ

œ œ

œ

œ

0

0
2 2

1

2
4 4 4

œ

œ

œ œ

œ œ

œ

œ
œ

œ

Amadd9 G/B

5
0

5 3

2

0
0

3

5

0

œ

œ

œ

œ
œ œ

œ

œ
œ
œ

Cadd9 Dsus4

3

3

0
3

3 3

2
3

3

0

&

E
B
G
D
A
E

43

œ

œ

œ

œ

œ œ

œ

œ

Amadd9

2
4

2

1
4

2
4

0

œ

œ

œ

œ

rall

œ

œ œ j

œ

U

‰

0

0
2 2

1

2
4 4

w

www

w

Amadd9

7
0
5
7
0

2 

PLAY LIKE { DAVID GILMOUR

BRIDGE [Bars 20 to 36] The bridge moves to E Minor and there are some 
natural harmonics to navigate in bar 25. Bars 27-32 feature a pulsing bass note; 
it may require practice to keep this going while maintaining the chords. 

CHORUS [Bar 37-end] This section is a repeat of the previous chorus. 
However, in bar 44 the tempo slows down (a rallentando, or ‘rall’) and the 
ending chord is placed after a musical pause.
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BRIDGE [Bars 20 to 36] The bridge moves to E Minor and there are some 
natural harmonics to navigate in bar 25. Bars 27-32 feature a pulsing bass note; 
it may require practice to keep this going while maintaining the chords. 

CHORUS [Bar 37-end] This section is a repeat of the previous chorus.
However, in bar 44 the tempo slows down (a rallentando, or ‘rall’) and the 
ending chord is placed after a musical pause.
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W
hen Molly’s new album, When You’re 
Ready, landed in the office a few 
months ago, it brought our working 
day to an immediate standstill. We 

were amazed at the guitar playing from the 
first track onward and, still not quite believing 
what we’d just heard, jumped onto YouTube 
to see her in action. Her picking technique 
alone is enough to make players twice her age 
hang up their acoustics in shame – and that’s 
before you consider the purity of her voice and 
the power of her songwriting. 

After a brief dalliance with the piano and 
violin as a young child, things shifted gear for 
Molly dramatically when her father presented 
her with a Baby Taylor when she was eight 
years old. He showed her some chords and 
melodies, not really expecting the guitar to 
prove different from her previous attempts  
at playing music. 

“But with the guitar, I was kind of 
interested in it,” she says. “After about a year I 
got really, really into practising and learning 
new tunes, and it became really fun. Then I 

started singing a couple of years after that, 
and playing banjo, but guitar was my first 
musical thing that I learned.” 

Since then, she has taken home trophies at 
the International Bluegrass Music Association 
for Guitar Player Of The Year in both 2017 and 
2018, and won the 2018 Instrumentalist Of 
The Year at the Americana Music Honors.

 
Do you come from a musical family?
“Yes, my dad plays music. My mum didn’t 
play much music, but my dad’s a music 
teacher for a living. After I started playing, my 
two younger brothers wanted to start playing 
instruments, too. So eventually we all played 
and then we played together.”

What were the first tunes that you learned?
“I learned tunes like Old Joe Clark and Cripple 
Creek, which are really standard fiddle tunes. 
When I started, I was mostly just listening. I 
didn’t really have music that I would seek out 
on my own, so I just listened to bluegrass, 
which is what my dad played around the 
house. He had a bunch of bluegrass records 
and there would always be music on in the 
house. My mum would listen to folk music or 
bluegrass, too, so I heard that a lot growing 
up. But when I became a teenager, that’s when 
I started to seek out other types of music, like 
rock music and pop, and all sorts of stuff.”

When did you begin playing live?
“I started playing in public when I was 11. It 
was just little shows. There was a local pizza 
parlour and sometimes bands would come 
through and I’d open for them. I played with 
some of my dad’s other students, who were 
around the same age as me, and eventually my 

Molly Tuttle 
Interview & masterclass

Still only in her mid-20s, Molly Tuttle is already festooned with awards 
for her songs and incredible guitar playing. David Mead met Molly 
to talk about her new album, and record a special video masterclass.

brothers started performing, too, and so we 
played together. But there were usually some 
other kids around the same age as me in the 
bluegrass scene that I would play with. 

“Then, after a couple of years of that, we 
started playing with my brothers and my dad, 
and this girl, AJ Lee, who was our friend. That 
kind of naturally progressed from playing 
with other kids, and then some of them 
became less interested in bluegrass over time. 
Eventually, it was just AJ and us playing and 
then my dad would play bass.”

When did you first think about going pro?
“I guess, gradually. When I was 15 or 16, 
I started writing songs and music was all I 
really wanted to do. In my spare time I was 

always playing music, so I began to entertain 
the possibility that I could be a professional 
musician, and then started thinking about 
colleges. I really wanted to go to Berklee 
College Of Music to study. I think I became 
more and more obsessed and in love with 
playing. It became my dream to be a 
professional musician and I decided to go to 
music school and pursue that. And with my 
dad being a music teacher, I always had in the 
back of my mind, ‘Well, if it doesn’t work out 
to perform, I can always do that.’ So I had his 
example set for me that I could always teach 
music as well.”

Did playing live supercharge your overall 
love for music?
“Yes, yes. I think that really made me practise 
more and take it more seriously. But other 
kids I was playing with were more advanced 
than I was and they could improvise. I really 
wanted to be able to jam and improvise solos 

 I FIRST LEARNED TUNES LIKE ‘OLD JOE CLARK’ 
AND ‘CRIPPLE CREEK’, STANDARD FIDDLE TUNES. 
WHEN I STARTED, I WAS MOSTLY JUST LISTENING  

Molly fired off some 
amazing salvos of 
bluegrass picking
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her Pre-War Guitars 
Co dreadnought for 
our shoot: “It sounds 
like an old guitar and 
it looks really cool”
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like they could. So that all turbo-charged what  
I was doing.”

Did you begin playing with a pick?
“Yes, straight from the beginning I was 
playing with a pick, that being what my dad 
did with his right hand. And, eventually, I 
guess I developed my own thing. I practised a 
lot. I learned some songs that I liked to 
cross-pick with, White Freight Liner [Blues] 
in particular. I learned that one, and then 
wanted to play it really fast, so working up the 
solos and the rhythm part on that one really 
pushed my cross-picking. I remember 
transcribing some David Grier solos, and 
there’s a lot of cross-picking there as well,  
so that helped me get more comfortable with 
skipping strings because he’ll play a low note 
on the sixth string and then cross-pick on 
some high strings. It’s really all over the place. 
So [my picking technique] was a combination 
of things: I didn’t really do many exercises 
and drills, it was really just learning these 
songs and tunes.”

Do you play fingerstyle as well?
“A bit. Not as much – and definitely not very 
advanced. But there’s one song on my new 
record, High Road, where I play fingerstyle.” 

Has the banjo influenced your guitar picking?
“Yes, I would say so. I think the banjo 
influenced my guitar playing and probably 

vice versa. Sometimes I’ll play something and 
people say it sounds like a banjo roll, and I 
don’t even think about it. I’m like, ‘Yes, I guess 
that does sound like something I’d play on 
banjo.’ I think playing the banjo helps me get 
an ear for filling out the chords around the 
melody, because you’re always rolling and 
playing different chord tones around it.”

How did When You’re Ready come about?
“I was writing a bunch of songs – I think I 
probably had 30 songs and then I narrowed it 

down to 20 – and showed them to the 
producer, Ryan Hewitt. We worked on them 
and really whittled that down to the 11 songs 
that we recorded. We recorded it in the studio 
with some Nashville session players and some 
friends of mine that I brought in like Sierra 
Hall, Matt Smith, Brittany Haas, Jason Isbell 
and Billy Strings. It was fun bringing in all 
these people I’d become friends with since I 
moved to Nashville.”

Who are your songwriting influences?
“Aimee Mann was someone I was listening to 
a lot when we were going into the studio – 
she’s definitely an influence. And Gillian 
Welch. Even bands like The National and The 

Smiths, so more indie bands – I think there’s 
some influence from them on this record. I 
like to keep an ear to the ground for what new 
music is coming out. I’ve been listening to the 
new Big Thief singles a lot, and… what else am 
I listening to? I don’t know, it’s usually a mix 
of indie and some folk, and then I’ll get on a 
pop music kick, where I want to know what 
the most popular music sounds like.”

And what acoustic guitars are you playing 
at the moment?
“I’m using a Pre-War Guitars Co guitar, which 
is their ‘18’ model – it’s similar to a D-18. I love 
that guitar. It sounds like an old guitar and it 
looks really cool. They kind of age it to look 
older. “I’m also playing a Preston Thompson 
guitar, and that’s a Brazilian rosewood guitar 
that they gave me a year ago. It’s just awesome 
– it’s a beautiful sunburst and [has a] beautiful 
inlay. Preston Thompson actually passed away 
a few weeks ago [in April 2019], which was 
really tragic. But my guitar is really special and 
I’m really grateful to have it.”

What pickup do you use?
“I use a K&K pickup with a ToneDexter 
preamp. That’s it – I don’t use anything else. 
Right now I don’t feel like I need effects, but 
maybe eventually I will. If I got something, I 
might get a reverb.”

When you were over in the UK last time you 
were playing with a fiddle player. Is this 
something that you do all the time, or do you 
play in various formats?
“That setup was kind of a one-time thing. We 
were doing a co-bill together, so we played a 
set of her stuff and then a set of my stuff. I 
generally have a four-piece band out with me 
– drums, bass and electric guitar/piano. And 
then, when we can, we’re going to bring the 
fiddle with us, too. So it’ll be a five-piece, but 
the core will be a four-piece band.” 

You’ve also toured with [Dobro genius]Jerry 
Douglas on the Transatlantic Sessions UK 
tour. What was that like?
“That was really fun. Everyone in the band 
was so amazing, and it was great to meet all 
those people. It was really fun hanging out 
with Jerry Douglas; he’s been a hero of mine 
for a while. But I just really liked to get to 
know him better. Cara Dillon and Gretchen 
Peters were both so sweet; we all shared a 
dressing room each night and it was really fun 
getting to know them.”  

Molly Tuttle’s debut album, When You’re 
Ready, is available now via Compass 
Records www.mollytuttlemusic.comG
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Molly honed her 
spectacular picking skills 
from a young age, playing 
bluegrass with her family 
band and with endless 
dedicated practice

 [MY PICKING TECHNIQUE] WAS A COMBINATION 
OF THINGS: I DIDN’T REALLY DO EXERCISES AND 
DRILLS, IT WAS JUST LEARNING SONGS  

ON THE CD CD-ROM & 11-13

28    Spring 2020  

PLAY } BLUEGRASS

like they could. So that all turbo-charged what  
I was doing.”

Did you begin playing with a pick?
“Yes, straight from the beginning I was 
playing with a pick, that being what my dad 
did with his right hand. And, eventually, I 
guess I developed my own thing. I practised a 
lot. I learned some songs that I liked to 
cross-pick with, White Freight Liner [Blues] 
in particular. I learned that one, and then 
wanted to play it really fast, so working up the
solos and the rhythm part on that one really 
pushed my cross-picking. I remember 
transcribing some David Grier solos, and 
there’s a lot of cross-picking there as well,  
so that helped me get more comfortable with 
skipping strings because he’ll play a low note 
on the sixth string and then cross-pick on 
some high strings. It’s really all over the place.
So [my picking technique] was a combination
of things: I didn’t really do many exercises 
and drills, it was really just learning these 
songs and tunes.”

Do you play fingerstyle as well?
“A bit. Not as much – and definitely not very 
advanced. But there’s one song on my new 
record, High Road, where I play fingerstyle.” 

Has the banjo influenced your guitar picking?
“Yes, I would say so. I think the banjo 
influenced my guitar playing and probably 

vice versa. Sometimes I’ll play something and
people say it sounds like a banjo roll, and I
don’t even think about it. I’m like, ‘Yes, I guess
that does sound like something I’d play on
banjo.’ I think playing the banjo helps me get
an ear for filling out the chords around the
melody, because you’re always rolling and
playing different chord tones around it.”

How didWhenYou’re Ready come about?
“I was writing a bunch of songs – I think I
probably had 30 songs and then I narrowed it

down to 20 – and showed them to the
producer, Ryan Hewitt. We worked on them
and really whittled that down to the 11 songs
that we recorded. We recorded it in the studio
with some Nashville session players and some
friends of mine that I brought in like Sierra
Hall, Matt Smith, Brittany Haas, Jason Isbell
and Billy Strings. It was fun bringing in all
these people I’d become friends with since I
moved to Nashville.”

Who are your songwriting influences?
“Aimee Mann was someone I was listening to
a lot when we were going into the studio –
she’s definitely an influence. And Gillian
Welch. Even bands like The National and The

Smiths, so more indie bands – I think there’s 
some influence from them on this record. I 
like to keep an ear to the ground for what new 
music is coming out. I’ve been listening to the 
new Big Thief singles a lot, and… what else am 
I listening to? I don’t know, it’s usually a mix 
of indie and some folk, and then I’ll get on a 
pop music kick, where I want to know what 
the most popular music sounds like.”

And what acoustic guitars are you playing 
at the moment?
“I’m using a Pre-War Guitars Co guitar, which 
is their ‘18’ model – it’s similar to a D-18. I love 
that guitar. It sounds like an old guitar and it 
looks really cool. They kind of age it to look 
older. “I’m also playing a Preston Thompson 
guitar, and that’s a Brazilian rosewood guitar 
that they gave me a year ago. It’s just awesome 
– it’s a beautiful sunburst and [has a] beautiful 
inlay. Preston Thompson actually passed away 
a few weeks ago [in April 2019], which was 
really tragic. But my guitar is really special and 
I’m really grateful to have it.”

What pickup do you use?
“I use a K&K pickup with a ToneDexter 
preamp. That’s it – I don’t use anything else.
Right now I don’t feel like I need effects, but
maybe eventually I will. If I got something, I 
might get a reverb.”

When you were over in the UK last time you 
were playing with a fiddle player. Is this 
something that you do all the time, or do you 
play in various formats?
“That setup was kind of a one-time thing. We 
were doing a co-bill together, so we played a 
set of her stuff and then a set of my stuff. I 
generally have a four-piece band out with me 
– drums, bass and electric guitar/piano. And 
then, when we can, we’re going to bring the 
fiddle with us, too. So it’ll be a five-piece, but 
the core will be a four-piece band.” 

You’ve also toured with [Dobro genius]Jerry
Douglas on theTransatlantic Sessions UK
tour. What was that like?
“That was really fun. Everyone in the band 
was so amazing, and it was great to meet all 
those people. It was really fun hanging out 
with Jerry Douglas; he’s been a hero of mine 
for a while. But I just really liked to get to 
know him better. Cara Dillon and Gretchen 
Peters were both so sweet; we all shared a 
dressing room each night and it was really fun 
getting to know them.”

Molly Tuttle’s debut album, When You’re 
Ready, is available now via Compass 
Records www.mollytuttlemusic.comG

ET
TY

  IM
A

G
ES

Molly honed her 
spectacular picking skills 
from a young age, playing 
bluegrass with her family 
band and with endless 
dedicated practice

[MY PICKING TECHNIQUE] WASACOMBINATION
OF THINGS: I DIDN’T REALLY DO EXERCISES AND 
DRILLS, IT WAS JUST LEARNING SONGS  

ON THE CD CD-ROM & 11-13



Spring 2020    29  

INTERVIEW & MASTERCLASS { MOLLY TUTTLE

&

#

4

4

E
B
G
D
A
E

œn

©»¡¡£

Ex 1

1

œ

œ

œ œ

œ

œ
œ
œ
œ œ œ

œ

œ œ

N.C.

3 3
0 0 0

3 5 5 5 2 0
3 2

0 2

œ

œ
œ
œ

œ
œ
œ
œ œb œn

œ

œ œ œ œb œn
œ
œ
œ

G N.C.

3

0
0
0

0
0
0

0 1 2

0

2 3
0 1 2

0
0 3

&

#

E
B
G
D
A
E

3

œ
œ œ

œ œ œ

œ
œ
œ œ œ œ œ œ œ œ œ œ

C N.C.

1
2 0

2 0
3

1
0
2 0 2 4

0 2 0
4

0
4

œ
œ
œ œ œ

œ
œ
œ œ

œ
œ

œ

.

.

.

œ
œ
œ

œ
œ

G6

0
0

4 2
0

0
2 0

0
0

3

0
0
0

0
0

5

&

#

E
B
G
D
A
E

5

œ œ œ
œ œœ œ œœ

œ
œ

œ

œ
œ
œ œ œ

N.C.

0 2
0 3

0
3

0
5 0

0

3

3 0
0 2

05

œ œ œ
œ œ œ œ œ œ œ œ œ

œ œ
œ œ

œ

0 2
0 3

0
3

0 2 3 2 0
3 0

2
4

0
0

&

#

E
B
G
D
A
E

7

œ œ œ œ œ
œ œ

œ

œ

œ
œ
œ œ œ

4
0 2

0 3
0

0

3

3 0
0 2

0

5

œ œ œ
œ œ œ œ

œ œ
œ œ

œ œ
œ
œ œ

0 2
0 3

0 2 3 0
3 0

2
4

0
0 4 5

&

#

E
B
G
D
A
E

9

œ œ œ
œ œ

œ

œ

œœ œœ œ

œ

œ

œ œ œ

Cadd9

0 2
0 3

0

0

3

0
3

0
3 3

0

0 2
0

0

œ œ œ
œ œ œ œ œ œ œ œ œ

œ
œ œ

œ œb

N.C.

0 2
0 3

0
3

0 2 3 2 0
3 0

0
3 0

3

GUITARIST MAGAZINE   issue  4 4 9  
Adrian Clark's   MOLLY TUTTLE BLUESGRASS STYLE

If you believe your picking technique is up to scratch, 
think again, as this might just blow your mind.

Bluegrass bonanza!
Video masterclass

W
hen we spoke to Molly and settled down 
to record the video, we asked her to 
improvise a couple of examples just to 
set the mood for the lesson. As it turns 

out, they were so good we decided to transcribe 
them both and you’ll find them in Examples 1 and 

3. Example 2 is a traditional fiddle tune that Molly 
chose to play as a demonstration of her almost 
unbelievably clean, precise and speedy picking-
hand technique. Take note of what she says about 
picking-hand position in the video and take 
things slowly to begin with. Best of luck! 

As we’ve said, this first example was fired off Molly’s fretboard from a standing 
start. It’s typical of her style, with bluegrass elements to the fore with the 
occasional nod to both banjo and fiddle influences. Her picking hand moves 

freely over the strings, jumping from bass strings to trebles effortlessly (this is 
the ‘cross picking’ she refers to in the interbiew). Also notice her wrist position – 
a mix of rested and free.

EXAMPLE 1 IMPROVISED SECTION 1 CD TRACK 11
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If you believe your picking technique is up to scratch, 
think again, as this might just blow your mind.

Bluegrass bonanza!
Video masterclass

W
hen we spoke to Molly and settled down 
to record the video, we asked her to 
improvise a couple of examples just to 
set the mood for the lesson. As it turns 

out, they were so good we decided to transcribe 
them both and you’ll find them in Examples 1 and 

3. Example 2 is a traditional fiddle tune that Molly 
chose to play as a demonstration of her almost 
unbelievably clean, precise and speedy picking-
hand technique. Take note of what she says about 
picking-hand position in the video and take 
things slowly to begin with. Best of luck! 

As we’ve said, this first example was fired off Molly’s fretboard from a standing 
start. It’s typical of her style, with bluegrass elements to the fore with the 
occasional nod to both banjo and fiddle influences. Her picking hand moves 

freely over the strings, jumping from bass strings to trebles effortlessly (this is
the ‘cross picking’ she refers to in the interbiew). Also notice her wrist position – 
a mix of rested and free.
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Seneca Square Dance is an old traditional fiddle tune – and when we say 
‘old’ we mean it, because nobody is entirely sure when (or from where) it 
originated. The tune is also known by various titles, including Waiting For The 
Federals, Georgia Boys, Shelby’s Mules and Federal Hornpipe. Despite it being 

clearly an American tune, popular in Oklahoma, Arkansas and Missouri, the 
melody is well known to Irish fiddlers as John Hoban’s Polka. Molly’s version 
here is beautiful, but beware the ferocious (but effortless) cross-picking. Initial 
attempts should be in a low gear…

EXAMPLE 2 SENECA SQUARE DANCE CD TRACK 12
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Seneca Square Dance is an old traditional fiddle tune – and when we say 
‘old’ we mean it, because nobody is entirely sure when (or from where) it 
originated. The tune is also known by various titles, including Waiting For The 
Federals, Georgia Boys, Shelby’s Mules and Federal Hornpipe. Despite it being 

clearly an American tune, popular in Oklahoma, Arkansas and Missouri, the
melody is well known to Irish fiddlers as John Hoban’s Polka. Molly’s version 
here is beautiful, but beware the ferocious (but effortless) cross-picking. Initial 
attempts should be in a low gear…

EXAMPLE 2 SENECA SQUARE DANCE CD TRACK 12
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This was Molly’s closing statement before we packed up our kit and let her get 
back to the business of the day. Compared with the first improvisation, this is 
perhaps more linear, but there are still some ‘dangerous curves’ where you’ll 
need to throttle back and observe the recommended speed limit – which, 

incidentally, is slow. Careful with those slides, too: accuracy is the name of 
the game here and so you’ll need to know when to apply the brakes to keep 
the notes from overstepping their mark. You might want to consider trying a 
heavier pick, too, as bluegrass pickers usually favour these.
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This was Molly’s closing statement before we packed up our kit and let her get 
back to the business of the day. Compared with the first improvisation, this is 
perhaps more linear, but there are still some ‘dangerous curves’ where you’ll 
need to throttle back and observe the recommended speed limit – which, 

incidentally, is slow. Careful with those slides, too: accuracy is the name of
the game here and so you’ll need to know when to apply the brakes to keep 
the notes from overstepping their mark. You might want to consider trying a 
heavier pick, too, as bluegrass pickers usually favour these.
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LESSON } VIDEO

T

b

Rocco Zifarelli
Video Masterclass pt6

As we come to the end of our exclusive six-part video feature, guitar 
wizard Rocco unleashes the Melodic Minor scale for our final track 
entitled The Return Of Johnny F, with Jon Bishop as your guide.

TRACK RECORD Since 1997 Rocco has performed regularly and tours internationally with the renowned film music composer Ennio 
Morricone. He’s appeared on the stages of the most prestigious theatres and arenas in all the greatest locations around the world. Rocco’s 
own albums include, Lyndon, and the new Music Unites with two virtuosic renditions of The Untouchables movie theme.

Any electric guitar will work well for this 

performance. Choose whichever pickup you 

like (Rocco used both) and dial up a rich 

sounding overdrive tone (think more Larry 

Carlton than Joe Satriani). Be prepared to 

experiment with the guitar’s controls to achieve 

the desired sound. A bit of compression, reverb 

or delay will lend extra smoothness and class.

GAIN BASS MIDDLE TREBLE REVERB

3
6

7 7 3

  ABILITY RATING
Advanced

Key: D Minor
Tempo: 107bpm
CD: TRACKS 14-18

Info
 String bending technique
 Fast paced rock and fusion lead
 Dorian & Melodic Minor ideas 

Will improve your

NEXT MONTH Due to huge 50 Licks and DADGAD 
features, there’s no masterclass next month.

D
 N

A
R

D
A

C
C

I

Rocco Zifarelli is 
a sophisticated 
and enormously 
capable musician

ON VIDEO

ON THE CD CD-ROM &  14-18
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THE RETURN OF JOHNNY F CHORD CHART 

ROCCO ZIFARELLI PT 6 VIDEO MASTERCLASS
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LESSON } VIDEO

INTRO [Bars 1-5] The track starts with a one-bar drum fill. Rocco uses the 

triad arpeggios of Bb, E and Eb which fit the chords perfectly. Bar 5 features 

strummed high notes that tie in with the backing track. 

VERSE 1 [Bars 6-17] We start out with four bars of Dm6/9 to navigate. 

Rocco uses a combination of Dm arpeggio and D Minor Pentatonic. Each of 

the chords is negotiated with a corresponding arpeggio or scale. 

EXAMPLE THE RETURN OF JOHNNY F 

ON THE CD CD-ROM &  14-18

CD-ROM & 14
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ROCCO ZIFARELLI PT 6 VIDEO MASTERCLASS

VERSE 2 [Bars 18-25] Here Rocco repeats an effective rhythmic motif. The 

notation looks intimating, but the phrase falls under the fingers nicely and 

sounds great. Rocco rarely starts licks on the downbeat. Bars 18 and 22 are 

great examples of how an ascending arpeggio can start a new phrase.

EXAMPLE THE RETURN OF JOHNNY F CD-ROM & 14

Spring 2020    39  

E
B
G
D
A
E

15

.~~~

~~~
.

E bsus2/G

10
10
12

10
10

13

‰
BU

( )

BU BD

( ) ( )

Gm/A

12 13
12 14

12 14
11 15

12 15 17 15

15

# ~~~
‰

A7

13 12
15 14 11

~~~
12 14

11

E
B
G
D
A
E

18

.
VERSE 2

‰
Dm6/9

8 12
11

10 14

# . . # n . b . n n b

12 15 15 14 13 12 12 11 10 9 9 8 7 6
14

. b . .

10 9 8 7 8 7 6 5 6 5 4 3 2 3 2 3 2 3

E
B
G
D
A
E

21

~ . œ

4 2
3 5

4

~~
5

3 5

.
Gm6

5
2 3

3
3 5 6 8

œ # n . .~~

~~
.

10 9 8 6
8

6 8 6

E
B
G
D
A
E

24

3

n b nDm6/9

8 7 6 5

7
6 8

5 7
8

.

X

5
6

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

E
B
G
D
A
E

26

.
MIDDLE SECTION

A bmaj7

6
5 6

5
8

10 15

.~~~

~~~

b .~~~

~~~
13

11 13 15 13

~~

~~~

n
E bsus2/G

10
11 11 13

10
11

12
10 11 12

ROCCO ZIFARELLI PT 6 VIDEO MASTERCLASS

VERSE 2 [Bars 18-25] Here Rocco repeats an effective rhythmic motif. The 

notation looks intimating, but the phrase falls under the fingers nicely and 

sounds great. Rocco rarely starts licks on the downbeat. Bars 18 and 22 are

great examples of how an ascending arpeggio can start a new phrase.

EXAMPLE THE RETURN OF JOHNNY F CD-ROM & 14



40    Spring 2020  

& b

E
B
G
D
A
E

29

.œ ~~~

~~~
‰ œn œ œ œb

4

œ œ# œ œn œ# œ œ œnG7

10
9 8

8
9

7 8 9
8

7

9 12

jœ .œ

BU BD

(    )

œ

(    )

Jœ .œ~~

~~~

œ œ œnCmaj7

10 12 10
8 8 10

7

‰
œ# œ .œ œn œ œ .œ~~ .œn œ œ œGsus2/B

14 14 14 13 12 10 10
~~

12
10 12 13

& b

E
B
G
D
A
E

32

œ
‰

œ œ œ œ jœ œb œ œ œ ‰ ‰ œ œ œ œ œ œ
B bmaj7

15 13 10
13 10

12 13 12 10 12 10
12 10

12 10

7

œ
~~~ jœb œ œb ‰ œb œ œb œ œb

‰
E bm9

8

~~~
9

8 11
11

13 11
11 14

& b

E
B
G
D
A
E

34

‰ œ œb œb œ œ œ œb œ œ œ œA b13

8 11 9 6 9 8
9

8 6
8

6

.œ œb œ œ œ Jœ ~~~.œ Œ œ œ
B bmaj7

10 9 8 6
7

6

~~~
5 7

3

œ œ œ œ œn œb œ œ œ œ œ œ œ œ œ œ œ œ œ œb œ

6
5 6 8 7 6 5

8 5
7

5 6 5
7 5 7 5

7
8 6 8

& b

E
B
G
D
A
E

37

œb jœ œb œ œb ‰ œ œ œb œ œb
E bm9

6 8 9
8

8
8

6 7
8 6

œ œb œb .œ~~~ Ó .
A b13

5 6 8 8

~~~
.œ

4

œn œ œ œn œ .œ ~~~œ œ œb œ œ#G7

10
9 12

12
12

10 15
~~~

15 16 15 14

& b

E
B
G
D
A
E

40

œ œb
‰

œ œ ‰ œ œ ‰ œ œ œ
Cm7

15 11 11
13 13

12 12 1215

œ œ œ œ œ jœb œ

BU

(    )

.œ~~~

~~~
Œ .

F7

14
13

13 13
13 16 18

œn œ# œ# œ œ jœ œ

BU

(    )

.œ~~~

~~~

.œ œ œ œF #m7

14 12 14
14 14 17 19 17 15 14

16

LESSON } VIDEO

MIDDLE SECTION [Bars 26-48] The middle section is harmonically 

demanding and it will be worth having a strategy in place. Rocco often falls 

off the end of a phrase (bar 35), which adds a dramatic punctuation point. 

The use of bends and vibrato are also important elements to home in on. 

EXAMPLE THE RETURN OF JOHNNY F 

ON THE CD CD-ROM &  14-18

CD-ROM & 14

40    Spring 2020  

E
B
G
D
A
E

29

.~~~

~~~

b
4

nG7

10
9 8

8
9

7 8 9
8

7

9 12

.

BU BD

( ) ( )

~~

~~~

nCmaj7

10 12 10
8 8 10

7

‰
# . n .~~ .nGsus2/B

14 14 14 13 12 10 10
~~

12
10 12 13

E
B
G
D
A
E

32

‰ bB bmaj7

15 13 10
13 10

12 13 12 10 12 10
12 10

12 10

7

~~~ b b bE bm9

8

~~~
9

8 11
11

13 11
11 14

E
B
G
D
A
E

34

b b b œA b13

8 11 9 6 9 8
9

8 6
8

6

. b œ ~~.B bmaj7

10 9 8 6
7

6

~~~
5 7

3

n b œ

6
5 6 8 7 6 5

8 5
7

5 6 5
7 5 7 5

7
8 6 8

E
B
G
D
A
E

37

bE bm9

6 8 9
8

8
8

6 7
8 6

.~~~ .
A b13

5 6 8 8

~~~
.

4

n . ~~ b #G7

10
9 12

12
12

10 15
~~~

15 16 15 14

E
B
G
D
A
E

40

b
‰ ‰ ‰

Cm7

15 11 11
13 13

12 12 1215

b

BU

( )

.~~~

~~~
.

F7

14
13

13 13
13 16 18

n # #

BU

( )

.~~~

~~~

.F #m7

14 12 14
14 14 17 19 17 15 14

16

LESSON } VIDEO

MIDDLE SECTION [Bars 26-48] The middle section is harmonically 

demanding and it will be worth having a strategy in place. Rocco often falls 

off the end of a phrase (bar 35), which adds a dramatic punctuation point.

The use of bends and vibrato are also important elements to home in on. 

EXAMPLE THE RETURN OF JOHNNY F 

ON THE CD CD-ROM &  14-18

CD-ROM & 14



Spring 2020    41  

& b

E
B
G
D
A
E

43

jœ œ

BU

(    )

Jœ# ~~

~~

jœ œ

BU BD

(    )

œ

(    )

œn .œ~~~

~~~
‰ œ œ ‰

Bm7

13 15 14 14 15 14
16 14 16

Jœn œ#
3

œ œ œ# œ œ

~~~

.œ~~ œ œ œ#
F#m7

16 16 14
16

14
16

14

16

18

œ œ# œ œn œ œ# jœ œn

BU

(    )

J
œ

(    )
RP

œ
J
œ

(    )
RP

Bm7

17
16

14 16
15

14 17 19 19 19

& b

E
B
G
D
A
E

46

.œ œ# œ œn œ œ# œ œn œ œ#
E7

16

14 13
14

14 12 11

17
16

.œ œ œ œ œ œb œ œ œ œ œ œ œ œ œ œ~~E bmaj9

13
12 12 13

12 15
13 15 15 15 15 15 15 15

~~
10

10

Bridge pickup 
with overdrive

& b

E
B
G
D
A
E

49

œ
VERSE 3 œ œ œ œ Jœ œ ~~

Œ . ‰ œ. œ.Dm6/9

10 12 10 8
10

8
~~

10
8

.œ œ œ œ Jœ œ .œ~~~

~~
‰ œ. œ.

10 12 10 8
10

8
10

8

œ œ œ œ œn œ ‰ œ

~~

œ~~œ œ œ œ œ œ œ

12 13 12 10
12

10 10
12 13 12 10 12 10

12

& b

E
B
G
D
A
E

52

œ. œ. œ. œ œn œ> ‰ Jœ> ‰ œ> ‰ œ>

10 9
12 10 9

10

12
10 12

Œ . ‰ œ œ œ œ œ œ œ œbGm6

8 10 11 10 11
8 10 11

jœ .œ~~~

~~~
‰

œ œb œ œ œ œ~~

~~

œ œ

13 15 13 11 10
11 10 8

10
13

& b

E
B
G
D
A
E

55

œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œn œ œ œ œ œ
Dm6/9

9 10 9 10 9 10 9 10 9 10 9 10 9
10 9 10 9 10 9 712

œn œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ .œ

9 7 5 7 5 3 5 3 2 3 0 3 2 3 2 3 2 3 2

ROCCO ZIFARELLI PT 6 VIDEO MASTERCLASS

VERSE 3 [Bars 49-56] Again Rocco uses a beautifully-composed repeating 

motif that’s developed through various permutations. As we near the end of 

the solo, Rocco lets loose with some great legato technique (bars 55 and 56). 

There’s so much to  learn here so do take your time and go patiently.
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Spring 2020    41  

E
B
G
D
A
E

43

BU

( )

# ~~

~~ BU BD

( ) ( )

n .~~~

~~~
‰ ‰

Bm7

13 15 14 14 15 14
16 14 16

n #
3

#

~~~

.~~F#m7

16 16 14
16

14
16

14

16

18

# n # n

BU

( ) ( )
RP

( )

RP

Bm7

17
16

14 16
15

14 17 19 19 19

E
B
G
D
A
E

46

. # n
E7

16

14 13
14

14 12 11

17
16

.
~~E bmaj9

13
12 12 13

12 15
13 15 15 15 15 15 15 15

~~
10

10

Bridge pickup 
with overdrive

E
B
G
D
A
E

49

VERSE 3

~~ . . .Dm6/9

10 12 10 8
10

8
~~

10
8

. .~~~

~~

. .

10 12 10 8
10

8
10

8

n

~~

~ œ

12 13 12 10
12

10 10
12 13 12 10 12 10

12

E
B
G
D
A
E

52

. . . > > > >

10 9
12 10 9

10

12
10 12

.
bGm6

8 10 11 10 11
8 10 11

.~~~

~~~

b ~~

~~
13 15 13 11 10

11 10 8
10

13

E
B
G
D
A
E

55

Dm6/9

9 10 9 10 9 10 9 10 9 10 9 10 9
10 9 10 9 10 9 712

œ .

9 7 5 7 5 3 5 3 2 3 0 3 2 3 2 3 2 3 2

ROCCO ZIFARELLI PT 6 VIDEO MASTERCLASS

VERSE 3 [Bars 49-56] Again Rocco uses a beautifully-composed repeating

motif that’s developed through various permutations. As we near the end of

the solo, Rocco lets loose with some great legato technique (bars 55 and 56).

There’s so much to learn here so do take your time and go patiently.

EXAMPLE THE RETURN OF JOHNNY F CD-ROM & 14



42    Spring 2020  

& b

E
B
G
D
A
E

57

Œ .
OUTRO

‰ œ œ œ œn œ œ œ œBm7 b5

7 9
10

7

10

8 10 12

œ jœ Jœ Jœ œ

~~

.œ~~ œ# œ œn œ œ œE7

13 10 12
10 9 10 12

10 12 13

œ œ ‰ œ œ œ~~

~~
‰ œ œ ‰

jœ œ
J
œGm6

11 11 10 11 10 11
15 17 17

& b

E
B
G
D
A
E

60

œ
J
œ ~~

‰
œ ~~œ# Jœ

~~

.œ ~~A7

17 17
~~

17
~~

14 14

Œ . œb œn œ œ œ œ œ œ œ

~~~

B bsus2/D

14 15
13

15
18 17 13

15 17

œ~~
Jœn Œ . œ œ# œ œ œ

œ

~~~

E/D

14
13

12

13
14

17

16

.œ~~ œ# œ œ œ œ œ .œ# ~~~
Asus2/C #

14
12

14
14

14
14

16

~~~

& b

E
B
G
D
A
E

64

‰ œn œ œ œ œn œ œ œ .œn ~~~
‰

œ œb œ œAsus2/C

14 15
14 17

16 17
17

15 19
~~~

19 18 17 15

œ œ
‰

œ œ œ

~~~

.œ ~~~
‰

œ œB bmaj7

17 13 13 12 13 12 13

jœ# .œ# .œ œn œ œ .œn ~~~œ œ œ œE7

14 16 15 14 12
12

~~~
12 13 15

12

& b

E
B
G
D
A
E

67

jœ œ
Jœ œ œ œ .œ ~~~

~~~

œ œ œ
Gm/A

12 13 12 10
13 11 10

12 10

œ œ œ œ œ œ œ œ œ œ œ œ œ# œ œ œ œ œ .œ~~

~~

A7

9 10 9 10 9 10 7 9 7 9 7 9 6 7 6 7 6
8 7

Ó . ‰ œ œ# œ œ œnN.C. Dm maj9

7
6

5
5 7

& b

E
B
G
D
A
E

70

œ# . ‰ œ œ œ œ œn œn œ œ œ œ œ œ

9 12 10 9 8 7
10

10 912
12

œ# œn œ jœ œ
~~~

.œ
~~~ œ œ œ

11 9
12 10 8 12

11
10

œ œn œ#
Jœ

œ
Let ring

Jœ
œU .œ

10 12
9

9

9

9

9

LESSON } VIDEO

OUTRO [Bars 57-73] After six amazing videos we knew Rocco would bring it 

home in style. As with all the solos he’s treated us to, the harmonic approach 

is meticulous and describes the framework in perfect detail. While few of 

us will be able to play Rocco’s entire performance straight through, there’s 

so much incredible playing here, with so many clever twists and turns, that 

even lifting a few choice licks is bound to give your playing a boost.

EXAMPLE THE RETURN OF JOHNNY F 

ON THE CD CD-ROM &  14-18

CD-ROM & 14
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OUTRO [Bars 57-73] After six amazing videos we knew Rocco would bring it 

home in style. As with all the solos he’s treated us to, the harmonic approach 

is meticulous and describes the framework in perfect detail. While few of 

us will be able to play Rocco’s entire performance straight through, there’s

so much incredible playing here, with so many clever twists and turns, that 

even lifting a few choice licks is bound to give your playing a boost.
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ROCCO ZIFARELLI PT 6 VIDEO MASTERCLASS

DURING MY FIRST experiences in music I 

noticed the importance of rhythmic control both 

for strumming/comping and phrasing. I worked 

hard to improve my timing using a metronome 

and playing with good rhythm sections. In 

particular, I focused on two main parameters 

that continue to help me a lot. 

The first was to practice with a metronome 

clicking on the back beat (clicks on beats 2 and 

4) and get used to that feeling when playing. It is 

very liberating and strengthening because many 

timing problems are because of a weak perception 

of the beat. To hear the metronome beat on the 

2 and 4 you have to imagine and feel beats 1 

and 3 on your own. It’s hard work at first but very 

rewarding once good results start happening.

That sorted out my feel and internal 

metronome. The second area was to work on 

my alternate picking technique so I wouldn’t 

falter or trip due to poor technique (ie poor hand 

synchronisation and weak up picks). I wanted to 

work well with a metronome or drummer, having 

a downstroke correspond to a downbeat note and 

an upstroke with the upbeat when playing eighth 

notes. This would double up for 16th notes (picking 

down, up, down, up for each beat). The same 

approach will also work with rests, in this case the 

picking hand moves but nothing is heard (ghost 

notes). This is applicable for both a solo or a rhythm 

part, technically accommodating the silences. 

Try this exercise; with a major scale fretboard 

pattern think of a rhythmic pattern such as pick, 

pick, silence and apply it to constant 16ths; the 

notes and silences you play will be staggered 

against the metronome (try a click every beat if 

you find clicks on just beat 2 and 4 awkward at 

first). You will feel the scale in a very new way, 

perhaps more musical (and/or funky) than you 

have felt in the past. Then expand the rhythmic 

pattern so it’s longer (eg pick, pick, silence, pick, 

silence, pick), still keeping to 16ths. Then try the 

same type of approach for triplets (eg pick, pick, 

pick, silence). There is a huge amount to learn 

and benefit from with this approach to rhythmic 

control using alternate picking!

ROCCO’S TIPS FOR DEVELOPING GOOD TIME KEEPING FOR SOLOING AND RHYTHM PLAYING

STRUMMING WHILE MUTING UNWANTED STRINGS (BAR 5)
At the end of the intro, Rocco strums the higher strings to emphasise high G 

(15th fret) and high A notes (17th fret) on the first string. While he could have 

picked them conventionally, strumming is a more dynamic articulation with 

greater rhythmic intensity. When using a looser and wider picking arch, the 

fretting hand needs to cover the lower strings so they don’t sound accidentally. 

Rocco does this by having his first and second fingers stretched over to mute 

the third and fourth strings. Result; all the rhythmic and timbral benefits of 

strumming but none of the potential string noise.

DOUBLESTOPS AND HAMMER-ONS (BAR 14)
Rocco’s tasty double stop playing provides a melodic phrase to bridge the 

change from Dm7 to Abmaj7 (not a common chord change, but this track is full 

off unusual changes!). From a technique perspective, Rocco opts to flatten his 

first finger to fret the top two strings and uses his third finger to hammer on to 

a lower string. Notice how his first finger’s tip is resting against the third string, 

muting it while he uses small strumming movements with the picking hand. 

These small technical observations go some way to uncovering why Rocco is 

such a clean and precise guitarist.

CHROMATIC SLURS (BAR 19)
At the start of verse 2, Rocco performs two bars worth of descending chromatic 

slurs, starting each on a note derived from D Melodic Minor (D E F G A B C#). To 

perform them, Rocco lines all four fingers up on the relevant string, picks, then 

quickly pulls off each one until he reaches the last note on the first finger. It’s 

not overly hard to do but it does require strength in every finger - those legato 

chromatic exercises that never seemed relevant will do now!

STRING BENDING (BAR 45)
Getting high notes to sing well while bending needs stamina to push and hold 

the string. Rocco bends the first string from the 17th fret to a virtual 19th fret 

(A note up to B) using his third finger with second and first fingers behind it for 

further stability. Having the thumb over the fretboard adds further strength, 

akin to holding a baseball bat; a secure and strong grip!

PLAYING
TIPS
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The triplet feel makes the three-notes-per-string fingering logical, and Rocco is using strict alternate picking here to ensure a solid time feel.

Using accents creates interesting sounding passages. Hold the triplet feel in your mind and keep the flow of picking going with the alternate picking approach.

This idea is a variation on Example 2. Here Rocco uses ‘ghost’ notes, which are played muted to keep the playing’s rhythm flowing.

EXAMPLE 1  A MINOR SCALE THREE NOTES PER STRING WITH ALTERNATE PICKING

EXAMPLE 2 A MINOR SCALE IN TRIPLETS WITH RHYTHMIC ACCENTS

EXAMPLE 3 A MINOR SCALE IN TRIPLETS WITH RHYTHMIC ACCENTS VARIATION 

ON THE CD CD-ROM &  14-18

CD TRACK 16
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CD TRACK 16
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The triplet feel makes the three-notes-per-string fingering logical, and Rocco is using strict alternate picking here to ensure a solid time feel.

Using accents creates interesting sounding passages. Hold the triplet feel in your mind and keep the flow of picking going with the alternate picking approach.

This idea is a variation on Example 2. Here Rocco uses‘ghost’notes, which are played muted to keep the playing’s rhythm flowing.
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Here Rocco demonstrates how Dm6 and Bm7b5 are interchangeable because they use the same notes.

This example exploits the Dm6 fingering as a foundation for various of Rocco’s phrases.

EXAMPLE 6  DM6 PENTATONIC DM6 = BM7b5

EXAMPLE 5  DM6 ARPEGGIO DFAB 

Here Rocco demonstrates a well used fingering for Dm7. This provides a foundation for the generally less familiar Dm6 arpeggio shape that follows in Example 5.

EXAMPLE 4 DM7 ARPEGGIO DFAC 

CD TRACK 17

CD TRACK 17

CD TRACK 17
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Here Rocco demonstrates how Dm6 and Bm7b5 are interchangeable because they use the same notes.

This example exploits the Dm6 fingering as a foundation for various of Rocco’s phrases.

EXAMPLE 6 DM6 PENTATONIC DM6 = BM7b5

EXAMPLE 5 DM6 ARPEGGIO DFAB

Here Rocco demonstrates a well used fingering for Dm7.This provides a foundation for the generally less familiar Dm6 arpeggio shape that follows in Example 5.

EXAMPLE 4 DM7 ARPEGGIO DFAC 
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LESSON } VIDEO

Rocco shares a useful tip. The Bm7b5 arpeggio shares the same notes so this can be used as a substitution to access the Dm6 sound.

Here Rocco demonstrates the minor b5 pentatonic scale which fits the E minor 7b5 chord perfectly.

D Melodic Minor has a great fusion sound. Rocco explains that he views D Dorian (D-E-F-G-A-B-C) and D Melodic Minor (D-E-F-G-A-B-C#) as interchangeable. The 

only difference between the two scales is the 7th degree and Rocco views the raised 7th of the Melodic Minor as a chromatic approach note.

EXAMPLE 7  B MINOR b5 PENTATONIC BDEFA

EXAMPLE 8  E MINOR b5 PENTATONIC EGAB bD

EXAMPLE 9 SOLOING WITH D MELODIC MINOR SCALE DEFGABC#

ON THE CD CD-ROM &  14-18
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D Melodic Minor has a great fusion sound. Rocco explains that he views D Dorian (D-E-F-G-A-B-C) and D Melodic Minor (D-E-F-G-A-B-C#) as interchangeable. The

only difference between the two scales is the 7th degree and Rocco views the raised 7th of the Melodic Minor as a chromatic approach note.
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PLAY } CLASSICAL

JS Bach: few 
composers can 

match his genius

T
his month we look at another work by 
the irrefutably genius composer 
Johann Sebastian Bach (1685-1750). 
It’s impossible to overstate the skill and 

beauty of his seemingly inexhaustible body of 
works, which have formed an enduring legacy, 

diverse musicians through the centuries. 
Many have suggested that Bach’s music 
represents one of the pinnacles of human 
achievement; my favourite such anecdote 
being the one that, when it was suggested  

some of his music be included in the Voyager 
space probe as proof of human intelligence to 

Why his work has garnered such 
admiration from the greatest musicians, 
philosophers, artists and mathematicians 
through the ages, is that it somehow manages 
to demonstrate an almost impossible 
technical mastery (such as being able to 
sustain multiple simultaneous melodies 

through sublime harmonic 
progressions), and a profound 
emotive power; representing both the 
intellectual and emotional 
components of the human condition.

Here we tackle a movement from 
his Violin Sonata no.2 in A Minor 

1720, a happy period in Bach’s life as 
Kapellmeister in Cöthen where he 
was given rare freedom to compose 
secular instrumental music, which he 
did with a staggering productivity. 
These sonatas, written for solo violin 
stretched the instrument’s ability to 
play or suggest multiple melodic 
lines, and through some truly 
sublime harmonic progressions. The 
structure of the sonata is in four 
movements, each based on dance 
forms (in a slow-fast-slow-fast order. 
Here I’ve taken the beautiful slow 
third movement titled Andante (a 
walking speed). I’ve managed to 

and kept faithful to the original, 

J S Bach
Violin Sonata 2, Andante

This issue Bridget Mermikides arranges and 
transcribes a delightful piece, originally written for 
four strings by one of music’s irrefutable geniuses.

neither adding to nor subtracting from the 
original composition. Considering it was 

still quite a challenge to perform it on the 
guitar. It’s imperative that the top melodic 
line remains ‘legato’. Guitarists often equate 

slur technique (of which there are some), but 

here I mean a connected violin or vocal-like 
melodic line; with minimal gaps between 
successive notes, as the piece demands. This 
can be quite challenging when playing two 
voices at once, but the tab captions will guide 
you through these challenges. As ever, slow, 
patient and deliberate practice is the quickest 
way to musical rewards. 

TECHNIQUE FOCUS 
Warm up tip

It’s always very good to warm up gradually when 

practising. Just 10-15 minutes of preparation can 

set you up for a really beneficial practice session, 

and protect you against injury. One (of many) 

possible approaches to warming up is to take 

a very small section of a piece you are working 

on, and play it extremely slowly, focusing on 

relaxed precision, clarity of tone and efficiency 

of motion. In this way you can improve your 

technique, warm up optimally and imprint a 

secure muscle memory in your repertoire.

TRACK RECORD Jean-Claude Bouveresse’s unfussy and flowing version of the Andante, on a modern violin (Vde-Gallo 2020), is 
particularly beautiful. But you really should also hear Paul Galbraith’s 10-string guitar take on it (Delos 1998), as well as John Williams’s 
embellished arrangement in G Major on the John Williams Plays Bach album (Sony 1998) from this always sublime musician.

NEXT MONTH Bridget arranges and tabs out a 
fabulous Dvorak piece called Humoreske

ON VIDEO

ABILITY RATING 

Key C major Tempo 30bpm CD TRACKS 19-20

Info Will improve your…   

Moderate
Maintaining a smooth melodic top line 

Two-part playing Baroque repertoire

 BACH DEMONSTRATES 
AN ALMOST IMPOSSIBLE 
TECHNICAL MASTERY, 
WITH PROFOUND EMOTIVE 
POWER, INTELLECTUALLY  
AND SPIRITUALLY     

ON THE CD TRACKS  19-20
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-  transcription by Bridget Mermikides
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GUITAR  TECHNIQUES  MAGAZINE   3 0 7
Violin Sonata no.2 Andante  

-  transcription by Bridget Mermikides

VIOLIN SONATA 2 { J S BACH

This transcription is identical to the original violin score. The double-stops 
(two notes played together) are played with the violin bowing two strings 
simultaneously. The three- and four-note chords have to be ‘spread’ or 
‘arpeggiated’ because the violin can only bow two strings at a time. This music, 

with its two-part writing and chords, transcribes very naturally onto the guitar. 
At the start the bass line should be plucked with the thumb and the tune 
picked with the fingers. The aim is to play the melody with a smooth legato 
feel while the bass line can be very slightly detached.

PLAYING TIPS CD TRACK 20
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VIOLIN SONATA 2 { J S BACH

This transcription is identical to the original violin score. The double-stops 
(two notes played together) are played with the violin bowing two strings 
simultaneously. The three- and four-note chords have to be ‘spread’ or 
‘arpeggiated’ because the violin can only bow two strings at a time. This music, 

with its two-part writing and chords, transcribes very naturally onto the guitar.
At the start the bass line should be plucked with the thumb and the tune 
picked with the fingers. The aim is to play the melody with a smooth legato 
feel while the bass line can be very slightly detached.
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PLAY } CLASSICAL

I have added some fretting-hand fingering suggestions throughout the first 
section so do follow it carefully. In bar 6 a half-barre at the 5th fret will be 
needed on beat 3, and a five-string barre is required on the first beat of bar 7.  

In bar 8 on the last C bass note I like to switch to the second finger and use the 
fourth finger on the F# for a really comfortable fretting-hand shape. At bar 12 
we have an exact repeat of the first section.
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I have added some fretting-hand fingering suggestions throughout the first 
section so do follow it carefully. In bar 6 a half-barre at the 5th fret will be 
needed on beat 3, and a five-string barre is required on the first beat of bar 7.  

In bar 8 on the last C bass note I like to switch to the second finger and use the
fourth finger on the F# for a really comfortable fretting-hand shape. At bar 12 
we have an exact repeat of the first section.
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VIOLIN SONATA 2 { J S BACH

The new section begins at bar 23. Again aim to maintain a good sense of 
legato on the melody. At bar 28 you will need a four-string barre at the 4th fret, 
maintaining enough pressure  on the second string to avoid a buzz on the D# 
note. Press the last F# note (same bar) with the side of the first finger creating 

a hinge barre, so that the tip of the finger can pivot and land on the next bass 
note (E) without hopping (see video). On the final E note of bar 34, use the first 
finger so it has an easy shift to the F on the following bar, while the third finger 
grabs the Ab bass note. Again, the video demonstrates this move well.
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VIOLIN SONATA 2 { J S BACH

The new section begins at bar 23. Again aim to maintain a good sense of 
legato on the melody. At bar 28 you will need a four-string barre at the 4th fret, 
maintaining enough pressure  on the second string to avoid a buzz on the D# 
note. Press the last F# note (same bar) with the side of the first finger creating 

a hinge barre, so that the tip of the finger can pivot and land on the next bass
note (E) without hopping (see video). On the final E note of bar 34, use the first 
finger so it has an easy shift to the F on the following bar, while the third finger 
grabs the Ab bass note. Again, the video demonstrates this move well.
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PLAY } CLASSICAL

At bar 38 we begin a repeat of the second half. Throughout this piece listen 
out for any unnecessary or unwanted over-ringing notes in both the melody 
and the accompaniment. Always aim to give the notes their correct rhythmic 

value in order to stay true to the music. At the final cadence, the rhythm of the 
penultimate bar can be confusing; do listen to the recording for clarity and 
remember to give a slight rit (slowing down) before the last chord.

PLAYING TIPS

ON THE CD TRACKS  19-20

CD TRACK 20
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At bar 38 we begin a repeat of the second half. Throughout this piece listen 
out for any unnecessary or unwanted over-ringing notes in both the melody 
and the accompaniment. Always aim to give the notes their correct rhythmic 

value in order to stay true to the music. At the final cadence, the rhythm of the
penultimate bar can be confusing; do listen to the recording for clarity and 
remember to give a slight rit (slowing down) before the last chord.
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continues his series with a look at combining 

alternate bass and melody.

 J
ohn Mayer may well be the Eric Clapton 
for the present generation - a man with a 
strong blues leaning who plays great 
guitar to a large, appreciative  audience. 
While he may not be creating the same 

new worlds that Eric did with John Mayall and 
Cream, his electric (and acoustic) playing is 
inspiring countless guitarists around the world 
for its taste and precision. We take a look at him 
this month in the Blues column (p56), hosted by 
Phil Short. Phil presents two solos full of 
Mayer-isms; the slippery Pentatonics, the 
emotive slides, the tasty bends and his ability to 
weave in and out of the underlying chords. Both 
solos are in compound time (the dotted crochet 
beat can be subdivided into three) so the feel for 
each has a lovely rolling triplet groove. 
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where he looks at Britrock (p76). From 
The Smiths to The Artic Monkeys, many 
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that is considerably less!).
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LESSON } 30-MINUTE LICKBAG

30-Minute Lickbag
Brought to you by…

My Chemical Romance stormed the airwaves in the early noughties with awesome Pop-Punk hits, and are still selling out huge venues in minutes. This example 

in the style of guitarist Toro, uses tight strumming on the power chords, using ascending octaves to turn the riff around.

Sadly we lost the Monty Python actor Terry Jones recently so we’re celebrating his Python collaborator, Eric Idle who wrote many songs for their films. Work on 

the back-and-forth thumb and fingerpicking on one chord then change between C, F and G7, gradually working in the arpeggio on each.

EASY LICKS EXAMPLE 1 ERIC IDLE

INTERMEDIATE LICKS EXAMPLE 3 RAY TORO

Pat Heath of BIMM Brighton brings you 
a fantastic selection of new licks to learn at 
easy, intermediate and advanced levels. 

EASY LICKS EXAMPLE 2 STEVE CROPPER

Steve Cropper is known for his simple but effective parts from many of the Stax label recordings, as both a session guitarist and member of Booker T & The MG’s. 

This lick uses a bass note with chord response, played with a pick and bringing in some 6th intervals with controlled slides.

CD TRACK 23

CD TRACK 22

CD TRACK  21

ON THE CD TRACKS  21-26
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LESSON } 30-MINUTE LICKBAG

30-Minute Lickbag
Brought to you by…

My Chemical Romance stormed the airwaves in the early noughties with awesome Pop-Punk hits, and are still selling out huge venues in minutes. This example

in the style of guitarist Toro, uses tight strumming on the power chords, using ascending octaves to turn the riff around.

Sadly we lost the Monty Python actor Terry Jones recently so we’re celebrating his Python collaborator, Eric Idle who wrote many songs for their films. Work on

the back-and-forth thumb and fingerpicking on one chord then change between C, F and G7, gradually working in the arpeggio on each.

EASY LICKS EXAMPLE 1 ERIC IDLE

INTERMEDIATE LICKS EXAMPLE 3 RAY TORO

Pat Heath of BIMM Brighton brings you 
a fantastic selection of new licks to learn at 
easy, intermediate and advanced levels. 

EASY LICKS EXAMPLE 2 STEVE CROPPER

Steve Cropper is known for his simple but effective parts from many of the Stax label recordings, as both a session guitarist and member of Booker T & The MG’s. 

This lick uses a bass note with chord response, played with a pick and bringing in some 6th intervals with controlled slides.

CD TRACK 23

CD TRACK 22

CD TRACK  21

ON THE CD TRACKS  21-26
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Ex 2    Steve Cropper style
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Ex 4    Angus Young style
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Ex 6   Steve Vai style
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30-MINUTE LICKBAG LEARNING ZONE

Alternate picking is the key technique when aiming to replicate this fusion legend’s playing. Rake into the first note organising a three-notes-per-string shape into 
patterns of six notes over a beat of four. Be confident in the delivery and end on an open E5 chord voicing.

A low-gain, valve amp sound with a bridge humbucker is best for replicating the sounds of the coolest guitar-wielding schoolboy on the planet. Quarter-tone 
bends on the third string lead into a barre on the 5th fret moving down a Pentatonic run that ends with some of Angus’s fast signature vibrato.

Steve’s quirky childlike personality is ever present on both his solo and band recordings. This Mixolydian based lick slides into a D7 dominant arpeggio and uses 
pull-offs on the first and second strings with quickfire vibrato. Cheeky attitude is key here (not to mention a healthy dose of chops!).

INTERMEDIATE LICKS EXAMPLE 4  ANGUS YOUNG

INTERMEDIATE LICKS EXAMPLE 3 RAY TORO ...CONTINUED

ADVANCED LICKS EXAMPLE 5 AL DI MEOLA

ADVANCED LICKS EXAMPLE 6  STEVE VAI

CD TRACK 25

CD TRACK 26

CD TRACK 23

CD TRACK 24

Spring 2020    55  

#

E
B
G
D
A
E

E5

9
9
7

≥

9
9
7

≥

9
9
7

≥

9
9
7

≥

9
9
7

≥

C5

5
5
3

≥

5
5
3

≥

5
5
3

≥

5
5
3

≥

5
5
3

≥

œ

N.C.

5 7 7 7 7 9 9 9

3

≥

5

≤

5

≥

5

≤

5

≥

7

≤

7

≥

7

≤≤

9 11 11 11 11 12 12 12

7

≥

9

≤

9

≥

9

≤

9

≥

10

≤

10

≥

10

≤

E
B
G
D
A
E

1/4©»¡ªº

F

1/4
1/4

N.C.

7

≥

1/4

5

≥

5

≥

7

≥

1/4

5

≥

8

≥

1/4

7

≥

1/4

5

≥

1/4
1/4

1/4

5

≥

7

≥

1/4

5

≥

8

≥

1/4

7

≥

1/4

5

≥

5

≥

5

≥

8

≥

5
8

≥

5
5

≤

8

≥

5
7

≥

8

≥

5
7

≥

5
5

≤

7

≥

5
7

≥

~~

5
5

≥

~~~

E
B
G
D
A
E

F

©»¡¢º

#

N.C.

5
6
7

≥

8

≤

7

≥

5

≤

8

≥

7

≤

5

≥

8

≤

7

≥

5

≤

7

≥

5

≤

4

≥

7

≤

5

≥

4

≤

œ

7

≥

5

≤

4

≥

7

≤

5

≥

4

≤

7

≥

5

≤
0
≥

0
0

≥

#

E
B
G
D
A
E

©»¡•º

F

œ

D

17

≥

14
15

≤

12

≤

12

≥

9

14

≥

11

œ

n œ œ
3

3
3 3

D7

10
≥

9

≤

12

≥

10

≤

12

≥

11

≤

10

≥

13

≤

10

≥

14

≤

10

≥

13

≤

œ n œ œ

3 3 3 3

15

≥

10
13

≤

15

≥

10
13

≤

15

≥

10
13

≤

15

≥

10
13

≤

~~~

~~~
14

30-MINUTE LICKBAG LEARNING ZONE

Alternate picking is the key technique when aiming to replicate this fusion legend’s playing. Rake into the first note organising a three-notes-per-string shape into
patterns of six notes over a beat of four. Be confident in the delivery and end on an open E5 chord voicing.

A low-gain, valve amp sound with a bridge humbucker is best for replicating the sounds of the coolest guitar-wielding schoolboy on the planet. Quarter-tone
bends on the third string lead into a barre on the 5th fret moving down a Pentatonic run that ends with some of Angus’s fast signature vibrato.

Steve’s quirky childlike personality is ever present on both his solo and band recordings. This Mixolydian based lick slides into a D7 dominant arpeggio and uses
pull-offs on the first and second strings with quickfire vibrato. Cheeky attitude is key here (not to mention a healthy dose of chops!).
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LESSON } BLUES

H
ailing from Bridgeport in Connecticut, 
John Mayer attended the legendary 
Berklee College of music that has seen 
great guitarists such as Steve Vai, Mike 

split up in 2001. Mayer continued to play 
locally, and after an appearance at the South 

players and music lovers alike, Mayer rose to 

like Why Georgia and Neon. Mayer gripped 

sophisticated guitar playing.

time feel and spanky clean tones, he took his 

Mayer has an eclectic taste in styles, and in 

marked return to the use of acoustic guitar, 

vocals and plenty of his signature guitar 

John Mayer
This month Phil Short checks out the 
bluesy side of a super-successful songwriter, 
singer, popstar, and bona fide guitar legend.

John Mayer 
here unusually 
playing an old 
Fender Tele

TRACK RECORD With seven studio albums and seven live albums, Mayer has a rich back catalogue of stunning pop, blues, folk and 
country records, all laced with his signature writing hooks and instantly identifiable guitar playing. He’s sold millions of records so far 
in his career, and with rumours of a new album in the works for 2020, we can expect to see many more great things from Mr Mayer.

Mayer has consistently played vintage Fender 

Strats but uses Gretsch, Tele or anything else if 

the need arises. PRS has built him the renowned 

Silver Sky signature model, but any guitar with 

single-coils will get you close to his tone. If that’s 

not available, humbuckers with the volume and 

mids dialled back will also work fine. Apply 

reverb, chorus, and delay to taste.
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NEXT MONTH Phil looks at the fiery style of that 
other modern blues legend Joe Bonamassa
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  ABILITY RATING
Moderate/Advanced

Key: Various
Tempo: Various
CD: TRACKS 27-30

Info
 Modern blues touch
 Feel and timing
 Playing dynamics 

Will improve your

 MAYER ROSE TO 
STARDOM BY COMBINING 
STUNNING GUITAR 
PLAYING WITH INFECTIOUS, 
MELODIC SONGWRITING 
AND BUTTERY VOCALS 

ON THE CD TRACKS  27-30

56   Spring 2020  

LESSON } BLUES

H
ailing from Bridgeport in Connecticut, 
John Mayer attended the legendary 
Berklee College of music that has seen 
great guitarists such as Steve Vai, Mike 

split up in 2001. Mayer continued to play 
locally, and after an appearance at the South 

players and music lovers alike, Mayer rose to

like Why Georgia and Neon. Mayer gripped

sophisticated guitar playing.

time feel and spanky clean tones, he took his

Mayer has an eclectic taste in styles, and in

marked return to the use of acoustic guitar,

vocals and plenty of his signature guitar

John Mayer
This month Phil Short checks out the
bluesy side of a super-successful songwriter,
singer, popstar, and bona fide guitar legend.

John Mayer
here unusually
playing an old
Fender Tele

TRACK RECORD With seven studio albums and seven live albums, Mayer has a rich back catalogue of stunning pop, blues, folk and
country records, all laced with his signature writing hooks and instantly identifiable guitar playing. He’s sold millions of records so far
in his career, and with rumours of a new album in the works for 2020, we can expect to see many more great things from Mr Mayer.

Mayer has consistently played vintage Fender

Strats but uses Gretsch,Tele or anything else if

the need arises. PRS has built him the renowned

Silver Sky signature model, but any guitar with

single-coils will get you close to his tone. If that’s

not available, humbuckers with the volume and

mids dialled back will also work fine. Apply

reverb, chorus, and delay to taste.

GAIN BASS MIDDLE TREBLE REVERB

2

5

2

6 4

NEXT MONTH Phil looks at the fiery style of that 
other modern blues legend Joe Bonamassa

B
R

IA
N

 K
IL

LI
A

N
 ?

 G
E

T
T

Y
 IM

A
G

E
S

Brought to you by…

ABILITY RATING
Moderate/Advanced

Key: Various
Tempo: Various
CD: TRACKS 27-30

Info
Modern blues touch
Feel and timing
 Playing dynamics 

Will improve your

 MAYER ROSE TO 
STARDOM BY COMBINING 
STUNNING GUITAR 
PLAYING WITH INFECTIOUS, 
MELODIC SONGWRITING 
AND BUTTERY VOCALS 

ON THE CD TRACKS  27-30



Spring 2020    57  

&

#
#

#

8

12

E
B
G
D
A
E

∑ Œ

1

j

œ

©.»¡¡ª

œ
œ œ

œ
.

J

œ

~~~

~~~

œ

‰

A7

7
6

5 7
5 5

Œ ‰

.œn

14/

œ
œ
œ œn œ œ

œ

D9

8

14/

5 8 5
8

5
8

7

œn œ œ
œ
œ
œn

j

œ

~~~

œ

J

¿
¿

¿

b œ
œ

œ

J

œ
œ
œ

n
#

3

A7

X
X
X

5 7 5
7

7
5 7

~~~

4
5
4

5
6
5

&

#
#

#

E
B
G
D
A
E

4

Œ .

œn œ# œn
œ
œ
œn œ

œb

œ
œ
œ

#

J

œ

œ
œ

n

3

D #9 D9

8 9 8
10

9
8 10

8

9
8
8

8
7
7

Œ .

j

œ
œn

BU

(    )

j

œ

J

œ

BU

(    )

.œ œ

BD

(    )

œn

(  )

œ

10 12 10 12 12 8
10

œn œ
~~~~~~~
œ .œ

j

œ
œ

BU

(    )

J

œ

3

œ œ œ
œ
œ

8 10
~~~~~~~

10 12 10 8 10 8
10

9

&

#
#

#

E
B
G
D
A
E

7

œn

~~~~

~~~~

J

œ .œ

Œ .

œn

14/

14/

J

œ

A7

8
8 5

8 10

œn œ#

3

œn œ# œn
œ œn œ œ

œ œ
œ
œ œ

8 9 8 9 8 5
8

5
8

7
5 8 5

7

.œn

14/

œ

J

œ

~~~~

.œ

~~~~

J

œ
Œ

E7

8

14/

7 9 9

œn

14/

J

œ
œ
œn œ .œ

~~~
œ
‰

D9

6

14/

7
7

5 7 7

~~~

7

&

#
#

#

E
B
G
D
A
E

11

Œ J

œ
œn

14/

J

œ#

3

œn œ# œn
œ œn œ œ

œ

A7

5 8

14/

9 8 9 8 5
8

5
8

7

3

œ
œn
œ œ

14/

œ œ œn
œ
œ
œ

3

œ œ# œn
œ œn

5 8 5
7

14/

5
7 5

7
7

7
5 6 5

7 5

œ

J

œ

J

œ
œn

.˙

E7

7 9
8

9

&

#
#

#

E
B
G
D
A
E

14

œ

J

œn
œ
œn

‰

œ

J

œ œ
œ œ

G7

7
8

7
6 6 8 5 5

œ
œ œ

j

œn œ#

BU

(  )

BD

œn

(  )

œ
œ
œ
œ œ œ œn

œ

A7

5
5 5 8 9 8

5
5 8

7
5

7 5
7

œ
‰

3

œn œ# œn
œ
œ
œn œ

œ#
œ œ
œ
œ

7 5 6 5
7

7
5 7

6
5 7

5
7

J

œ
.

Œ Œ . Ó .

5

GUITAR  TECHNIQUES  3 0 7
Phil  Short's  BLUES  DUES  -  JOHN MAYER  -  Study 1  -   

Study 1

JOHN MAYER LEARNING ZONE

EXAMPLE 1 JOHN MAYER: SHUFFLE
This study focuses on Mayer’s take of the traditional shuffle. John favours a slightly swung feel and loves to use triplet fills to embellish his lines. Really focus on 
the pocket and groove for this track, keeping the gain low and digging in nice and hard - we want those notes to jump right out.

CD TRACK 27
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JOHN MAYER LEARNING ZONE

EXAMPLE 1 JOHN MAYER: SHUFFLE
This study focuses on Mayer’s take of the traditional shuffle. John favours a slightly swung feel and loves to use triplet fills to embellish his lines. Really focus on
the pocket and groove for this track, keeping the gain low and digging in nice and hard - we want those notes to jump right out.
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GUITAR  TECHNIQUES  3 0 7
Phil  Short's  BLUES  DUES  -  JOHN MAYER  -  Study 2  -   

Study 2

This study focuses heavily on Mayer’s touch and fantastic feel. for timing. Listen carefully to the example track to hear the dynamic variations in the phrasing.  
You may find that, although this solo is quite simple, it’s deceptively difficult to capture well.

EXAMPLE 2 JOHN MAYER: SLOW BLUES

LESSON } BLUES ON THE CD TRACKS  27-30

CD TRACK 29
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You may find that, although this solo is quite simple, it’s deceptively difficult to capture well.
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LESSON } ROCK

R
ival Sons are one of the newer bands 
that we’ve covered in this column. But 
like many of the more modern groups 

such as Led Zeppelin and Deep Purple. They 
have also worked with A-list producers like 
Dave Cobb and Vance Powell, themsleves 
associated with artists including The White 

Stripes, Chris Stapleton and Arctic Monkeys. 
Guitarist Scott Holiday put Rival Sons 

together in his native California in 2009, 
having previously enjoyed a degree of solo 
success. He found guitarist and vocalist Jay 
Buchanan while searching Myspace; they 
were soon joined by drummer Mike Miley 
and, some time later, bassist Dave Beste. 

Right from the outset they worked hard 
playing locally, gaining a healthy fanbase and 
garnering critical acclaim. This brought them 
to the attention of bands like AC/DC, Kid 

support slots on their own tours. 
Many European dates followed, including 

playing at HMV’s Next Big Thing show in 

2011. They continued to build on their 
success by touring relentlessly, even gaining 
the attention of Pink Floyd artwork genius 
Storm Thorgerson who volunteered to work 
with them on their album Pressure & Time.

Although hardly a household name here 
(they’ve topped the charts three times in their 
own USA), Rival Sons have broken into the 
UK top 20 with albums Great Western 
Valkyrie, Hollow Bones, and Feral Roots. 

rock, but with a nod towards modern artists 
such as Audioslave. The guitar parts are 
generally not technical, but focus instead on 

arrangement, tone and supporting the song.
Our track this month is in the key of E 

Minor (E-F#-G-A-B-C-D), and the main 

Pentatonic  (E-G-A-B-D) which, along with the 
Blues scale and its added b5, forms the basis of 

chord from outside of the key, which includes a 

section contains a D#, from E Harmonic Minor 
(E-F#-G-A-B-C-D#). This scale is also outlined 
by the choice of notes in the lead guitar’s 
phrasing. Good luck, and have fun! 

 RIVAL SONS HAVE 
BROKEN INTO THE UK 
TOP 20 WITH THEIR 
ALBUMS GREAT WESTERN 
VALKYRIE, HOLLOW BONES 
AND FERAL ROOTS  

Rival Sons
Martin Cooper checks out a modern 
day but classic rock flavoured Californian 
band and their guitarist Scott Holiday.

Scott Holiday 
playing a Gibson 
Firebird VII in 
Pelham Blue

TRACK RECORD Rival Sons have only been active for just over a decade but have already released six albums, including 2011’s Pressure 
& Time which includes All Over The Road plus the excellent title track. The band’s most recent album Feral Roots features Do Your Worst and 
Back In The Woods. Great Western Valkyrie, Feral Roots and Hollow Bones all topped the US album charts and made the UK’s top 20.

Rival Sons’ guitar gear is generally classic and 

includes Orange amps and Gibson Firebird and 

Fender Jazzmaster guitars. Holiday also loves fuzzy 

gain (even the bass guitar is often overdriven), so 

overall it’s a heavy blues-based fuzz tone to aim for. 

As Scott favours the above types of guitar, his tone 

sits somewhere between single-coil and 

humbucker. Add some classy long delay for some 

of  that gigantic, live stadium type vibe.

GAIN BASS MIDDLE TREBLE REVERB

7
6 6

7 3
  ABILITY RATING

Easy/Moderate

Key: Em
Tempo: 85bpm
CD: TRACKS 31-32

Info
 Guitar part writing
 Unison bends 
 Riff creation

Will improve your

NEXT MONTH Martin checks out those bastions of 
galloping British rock, the great Iron Maiden
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EXAMPLE 1 RHYTHM 
Using mainly down strokes is a good way to approach  the rhythm guitar riffs. This will help with timing and with the overall authority of the parts. Also, make 
sure you play with a good mix of attitude and control, and especially watch out for unwanted strings ringing.
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EXAMPLE 1 RHYTHM
Using mainly down strokes is a good way to approach  the rhythm guitar riffs. This will help with timing and with the overall authority of the parts. Also, make
sure you play with a good mix of attitude and control, and especially watch out for unwanted strings ringing.
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EXAMPLE 1 RHYTHM ...CONTINUED

EXAMPLE 2 LEAD 
The lead guitar is also on the aggressive side of thing and the notes follow the underlying chords throughout. It’s important to accent the heavy 1-2-3-4  ‘down’ 
beat rhythm count when playing the notes in bars 28 and 31.
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EXAMPLE 1 RHYTHM ...CONTINUED

EXAMPLE 2 LEAD
The lead guitar is also on the aggressive side of thing and the notes follow the underlying chords throughout. It’s important to accent the heavy 1-2-3-4 ‘down’
beat rhythm count when playing the notes in bars 28 and 31.
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T
he tritone interval has attained 
notoriety for providing both dissonance 
and menace in music, at one point in 
history earning the title of ‘Diabolus in 

Musica’ (the devil in music). Constructed 
from the symmetrical distance of three tone 
spaces (literally tri-tones), this edgy musical 
formula is used in heavy rock music, milking 
the evil symbolism of recurring sixes (666) for 
all its worth. While this might be the obvious 
application for such a sound, what we’re 
exploring here today is the value of this 

intriguing interval in jazz music, along with its 
close relation, the blues. 

All of the examples today will be presented 
against a C root note, so the distance of three 
tone steps takes us to F#. Or does it? 
Remember that F# could also be expressed 
enharmonically as Gb. This small distinction 

of such an interval, so do we consider this to 
b)? 

The answer, perhaps confusingly, is both, 
depending upon the context and convention. 

Perhaps the most direct route to using the 
tritone is in conjunction with the Minor 
Pentatonic scale, where the addition of the b
‘Blues’ scale (R-b3-4-b b7). You might also be 
aware of modes such as the dreamy sounding 

b7). 

If we consider the edgy sounding Locrian 
mode (R-b2-b b6-b7), you’ll notice our 

implication, so that if a scale or mode contains 

we’d likely opt for #4th. As is so often the case, 
with blues we conventionally compromise by 

consistency, rather than switch between both 
titles depending upon which direction the 

We have six examples, each exploiting a 

tritone interval, both as #4th and b  

Not only can tritones be used explicitly and 
independently to create melodic edge and 
controlled dissonance, they can be embedded 
by superimposition into other harmonic 
forms, like dominant 7th, minor 6th, m7b
diminished 7th and suchlike. Not only this, 
the tritone can be used successfully as a 
strategic device to negotiate smoothly through 
rapid moving functioning changes to create a 
set of highly useful guide-tone leading-notes, 
allowing us to cut through many of the 

blues like butter. As always, enjoy. 

 I’M JUST BOUNCING 
AROUND FROM THE 
FUNCTIONS THAT I SEEK, 
USING MY KNOWLEDGE OF 
THE INTERVALS BETWEEN 
THOSE NOTES TO TELL ME 
WHERE TO PUT MY HANDS  
Wayne Krantz

Using the tritone
Got your accidentals covered? John Wheatcroft 
sorts out your flat 5ths from your raised 4ths, as he 
looks at ways to apply the tritone interval in jazz.

Grant Green: 
this jazz guitar 
giant regularly 
used the tritone

TRACK RECORD To hear the b5 used in a bluesy way, try Blues In Maude’s Flat by Grant Green. Lydian Dominant is in almost every tune 
with a dominant 7th or II7 chord, including Duke Ellington’s Take The A Train and Antonio Jobim’s Girl From Ipanema. For the m7b5, try Victor 
Young’s Stella By Starlight, and the Whole-Tone scale Thelonious Monk or Stevie Wonder’s You Are The Sunshine Of My Life.

As we’re dealing mainly with conceptual ideas you 

can use pretty much any sound you like, although 

the most popular choice is to select the neck 

pickup and dial in a warm, clean tone. One choice 

facing the modern jazz guitarist is deciding if you 

go down the flatwound route, for a traditional 

smooth, warm tone, or to go for the brighter tone 

of roundwound strings. You could add a touch of 

fusion-like overdrive for a more modern sound.

GAIN BASS MIDDLE TREBLE REVERB
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NEXT MONTH John gets to grips with another 
device often used in jazz, that of Octaves
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Ex 1   Establishing useful scale options
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USING THE TRITONE LEARNING ZONE

EXAMPLE 1 ESTABLISHING USEFUL SCALE OPTIONS
We begin by defining scale and mode options from a C root that contain either 
a b5 (Gb) or a #(4th (F#). We’ve also given you an appropriate chord voicing for 
each scale, so why not create a loop of each chord, beginning with C7#9 and 

then audition the sound of the suggested scale, in this instance the Blues scale 
(R-b3-4-b5-5-b7) against this backing to hear how the notes correspond. Then 
look for these notes in as many different positions and octaves as you can.

CD TRACK 33

Spring 2020   65  

E
B
G
D
A
E

16

1e) Lydian Do inant ode

X X X X

#

C9 #11

2
3
3
2
3 3 5

2 4 5
2 3 5

œ

3 2
5 4 2

5 3

E
B
G
D
A
E

12

1d) Whole-Ton scale

X X X X

wb

C7 #5

1
1
2
1

œ

3 5
4 6

3 5 3
2

œ

6 4
5 3

2

E
B
G
D
A
E

8

1c) Lydian mod

X X X X

w

#

Cmaj9 #11

2
3
4
2
3

œ

3 5
2 4 5

2 4 5

œ

4 2
5 4 2

5 3

E
B
G
D
A
E

1

X X X X

©»¡™º
1a) Tritone

3
4 4

5

3

1b) Bl s al

X X X X

C7 #9

4
3
2
3 3 6

3 4 5
3 5 3

5 4 3
6 3

USING THE TRITONE LEARNING ZONE

EXAMPLE 1 ESTABLISHING USEFUL SCALE OPTIONS
We begin by defining scale and mode options from a C root that contain either 
a b5 (Gb) or a #(4th (F#). We’ve also given you an appropriate chord voicing for 
each scale, so why not create a loop of each chord, beginning with C7#9 and 

then audition the sound of the suggested scale, in this instance the Blues scale
(R-b3-4-b5-5-b7) against this backing to hear how the notes correspond. Then 
look for these notes in as many different positions and octaves as you can.

CD TRACK 33



66    Spring 2020  

&

E
B
G
D
A
E

24

œ

1g) Superlocrian mode

¿ ¿ ¿

X X X

3

w
w
w

w
w

b

b
#

C 7 b5 #9

2
4
3
2
3

œ œb œb œb œb œb œb œ

3 4 6
2 4 6

3 5

œb œb œb œb œb œb œ

3
6 4 2

6 4 3

&

E
B
G
D
A
E

28

¿

1h) Locrian-Natural 2nd mode

¿ ¿ ¿

X X X X

w
w
w

w

b

b
b

C m 7 b5

4
3
4
3

œ œ œb œ œb œb œb œ

3 5 6
3 4 6

3 5

œb œb œb œ œb œ œ

3
6 4 3

6 5 3

&

E
B
G
D
A
E

32

¿

1i) Diminished scale

¿ ¿ ¿

X X X X

w
w
w

w

b

b
∫

Cdim7

4
2
4
3

œ œ œb œ œb œb œn œ

3 5 6
3 4 6

2 4

œ œ œ œb œb œ œb œ

5 4 2
6 4 3

6 5

˙

Ó

3

2  xx

&

E
B
G
D
A
E

24

œ

1g) Superlocrian mode

¿ ¿ ¿

X X X

3

w
w
w

w
w

b

b
#

C 7 b5 #9

2
4
3
2
3

œ œb œb œb œb œb œb œ

3 4 6
2 4 6

3 5

œb œb œb œb œb œb œ

3
6 4 2

6 4 3

&

E
B
G
D
A
E

28

¿

1h) Locrian-Natural 2nd mode

¿ ¿ ¿

X X X X

w
w
w

w

b

b
b

C m 7 b5

4
3
4
3

œ œ œb œ œb œb œb œ

3 5 6
3 4 6

3 5

œb œb œb œ œb œ œ

3
6 4 3

6 5 3

&

E
B
G
D
A
E

32

¿

1i) Diminished scale

¿ ¿ ¿

X X X X

w
w
w

w

b

b
∫

Cdim7

4
2
4
3

œ œ œb œ œb œb œn œ

3 5 6
3 4 6

2 4

œ œ œ œb œb œ œb œ

5 4 2
6 4 3

6 5

˙

Ó

3

2  xx

&

E
B
G
D
A
E

24

œ

1g) Superlocrian mode

¿ ¿ ¿

X X X

3

w
w
w

w
w

b

b
#

C 7 b5 #9

2
4
3
2
3

œ œb œb œb œb œb œb œ

3 4 6
2 4 6

3 5

œb œb œb œb œb œb œ

3
6 4 2

6 4 3

&

E
B
G
D
A
E

28

¿

1h) Locrian-Natural 2nd mode

¿ ¿ ¿

X X X X

w
w
w

w

b

b
b

C m 7 b5

4
3
4
3

œ œ œb œ œb œb œb œ

3 5 6
3 4 6

3 5

œb œb œb œ œb œ œ

3
6 4 3

6 5 3

&

E
B
G
D
A
E

32

¿

1i) Diminished scale

¿ ¿ ¿

X X X X

w
w
w

w

b

b
∫

Cdim7

4
2
4
3

œ œ œb œ œb œb œn œ

3 5 6
3 4 6

2 4

œ œ œ œb œb œ œb œ

5 4 2
6 4 3

6 5

˙

Ó

3

2  xx

EXAMPLE 1 ESTABLISHING USEFUL SCALE OPTIONS ...CONTENTS

& 4

4

E
B
G
D
A
E

1

¿ ¿ ¿ ¿

X X X X

œ

©»¡™º

Ex 1   Establishing useful scale options

1a) Tritone

œ#

œ

œ

3
4 4

5

˙

Ó

3

¿

1b) Blues scale

¿ ¿ ¿

X X X X

w
w

w
w

#
b

C7 #9

4
3
2
3

œ
œb œ œb œn

œb œ œ

3 6
3 4 5

3 5 3

œ œb œ œb
˙

5 4 3
6 3

&

E
B
G
D
A
E

8

¿

1c) Lydian mode

¿ ¿ ¿

X X X X

w
w
w

w
w

#

Cmaj9 #11

2
3
4
2
3

œ œ œ œ# œ œ œ œ

3 5
2 4 5

2 4 5

œ œ œ œ# œ œ œ

4 2
5 4 2

5 3

&

E
B
G
D
A
E

12

¿

1d) Whole-Tone scale

¿ ¿ ¿

X X X X

w
w
w
w

#

b

C7 #5

1
1
2
1

œ œ œ œ# œ#
œb œ œ

3 5
4 6

3 5 3
2

œ# œ# œ œ ˙

6 4
5 3

2

&

E
B
G
D
A
E

16

¿

1e) Lydian Dominant mode

¿ ¿ ¿

X X X X

w
w
w

w
w

#

b

C9 #11

2
3
3
2
3

œ œ œ œ# œ œ œb œ

3 5
2 4 5

2 3 5

œb œ œ œ# œ œ œ

3 2
5 4 2

5 3

&

E
B
G
D
A
E

20

¿

1f) Half-Whole scale 

¿ ¿ ¿

X X X X

w
w
w
wb

b

C13 b9

2
2
2
1

œ œb œb œn œ# œ œ œb

3 4 6
2 4 5

2 3

œ œb œ œ œ# œ œb œb

5 3 2
5 4 2

6 4

GUITAR  TECHNIQUES  MAGAZINE   3 0 7 JAZZ CHOPS  -  Using The Tritone  -  by  John Wheatcroft

LESSON } JAZZ ON THE CD TRACKS  33-44

CD TRACK 33

66    Spring 2020  

E
B
G
D
A
E

32

1i) Diminish sc

X X X X

Cdim7

4
2
4
3 3 5 6

3 4 6
2 4 5 4 2

6 4 3
6 5 3

E
B
G
D
A
E

28

1h) Locrian-N ural d mo e

X X X X

C m 7 b5

4
3
4
3

œ

3 5 6
3 4 6

3 5

œ

3
6 4 3

6 5 3

E
B
G
D
A
E

24

1g) Superlocrian mode

X X X

3

b

C 7 b5 #9

2
4
3
2
3 3 4 6

2 4 6
3 5

œ

3
6 4 2

6 4 3

EXAMPLE 1 ESTABLISHING USEFUL SCALE OPTIONS ...CONTENTS

E
B
G
D
A
E

20

1f) Half-Whol cale

X X X X

w

C13 b9

2
2
2
1

œ n

3 4 6
2 4 5

2 3 5 3 2
5 4 2

6 4

LESSON } JAZZ ON THE CD TRACKS  33-44

CD TRACK 33



Spring 2020    67  

Like the previous scale and mode options, here is a selection of useful 
arpeggios, again along with their associated chords, starting with a pair of 
three-note ideas for both Major and Minor and developing into four-note 7ths. 

Again, why not audition these ideas along with a looped chord to hear how 
they connect and perhaps consider which scale selection might connect best  
to each arpeggio.
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Like the previous scale and mode options, here is a selection of useful
arpeggios, again along with their associated chords, starting with a pair of
three-note ideas for both Major and Minor and developing into four-note 7ths.

Again, why not audition these ideas along with a looped chord to hear how
they connect and perhaps consider which scale selection might connect best  
to each arpeggio.
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This example gives us a clear illustration of how the b5 (Gb) can be embedded 
into Minor Pentatonic vocabulary to create to the Blues scale. Check out Grant 
Green to hear more of this in action. Not only does this Gb note provide us with 

a lovely tension and release against C7, either by resolving up or down by a 
semitone, when it’s placed against the Ab9, as an anticipation at the end of bar 
8, we outline the harmonically appropriate b7th degree (Gb) perfectly.
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EXAMPLE 3 12-BAR BLUES MELODY USING THE BLUES SCALE

LESSON } JAZZ

Here we see some Lydian Dominant connections, a sound beloved by modern 
jazz and fusion players such as Robben Ford, Scott Henderson and John 
Scofield. Example 4a) defines some useable 7#11 voicings for the I7, IV7 and 
V7 in one area and we subsequently back this up with appropriate scale 
fingerings in the same locations. In 4c) we explore the symmetry inherent in 

7b5 voicings, where each of the pair of inversions presented is exactly the same 
shape transposed by a tritone. This is further exploited to create connections 
between the I-IV and I-V, simply by moving up or down by one fret. We round 
this mini-study on Lydian Dominant up with an applied 12-bar blues chorus 
relying heavily upon the associated modal option for each of the three chords.

EXAMPLE 4 LYDIAN DOMINANT CONNECTIONS

ON THE CD TRACKS  33-44

CD TRACK 37

CD TRACK 39
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This example gives us a clear illustration of how the b5 (Gb) can be embedded
into or Pentatonic vocabulary to create to the Blues scale. Check out Grant
Gree hear more of this in action. Not only does this Gbnote provide us with

a lovely tension and release against C7, either by resolving up or down by a
semitone, when it’s placed against the Ab9, as an anticipation at the end of bar
8, we outline the harmonically appropriate b7th degree (Gb) perfectly.
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EXAMPLE 4 LYDIAN DOMINANT CONNECTIONS ...CONTINUED

LESSON } JAZZ

Next up, it’s the turn of Lydian. We begin by defining the scale in two ways, 
first as a stack of six perfect 5th intervals, giving us the following collection of 
notes: C-G-D-A-E-B-F#. If we configure these notes into consecutive 3rds we 
get the following 13#11 super-arpeggio (R-3-5-7-9-#11-13), containing all the 

notes of the scale and importantly with no ‘avoid’ notes, meaning that any 
of the included tones can be used as a chord-tone or viable extension, which 
is really good news for the improvising musician. We finish off with a short 
excerpt that exploits a range of ideas, reminiscent of Joe Diorio or a Lage Lund.
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Next up, it’s the turn of Lydian. We begin by defining the scale in two ways, 
first as a stack of six perfect 5th intervals, giving us the following collection of 
notes: C-G-D-A-E-B-F#. If we configure these notes into consecutive 3rds we 
get the following 13#11 super-arpeggio (R-3-5-7-9-#11-13), containing all the 

notes of the scale and importantly with no ‘avoid’ notes, meaning that any
of the included tones can be used as a chord-tone or viable extension, which 
is really good news for the improvising musician. We finish off with a short 
excerpt that exploits a range of ideas, reminiscent of Joe Diorio or a Lage Lund.
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Ex 6   Tritone melodic juxtaposition

6a) Superimposed motif through various chord types
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6b) Tritone 3rd/7th connections through I7 IV7 V7
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EXAMPLE 6 TRITONE MELODIC JUXTAPOSITION
The concept that underpins our final example is to superimpose the same 
tritone based melodic idea against a selection of commonly used chord types. 
This means that while the tritone intervallic construction remains stable, their 
function or intervallic value will change from chord to chord. We start with the 
dominant 7th, where our notes take on the roll of 3rd (E) and 7th (Bb). When we 

switch to major 7th, we’re choosing the tonic (C) and raised 4th (F#). For Cm6 
we choose m3rd and 6th (Eb and A), while for Cm7b5, we’ve selected b5th and 
root (Gb and C). In 6b) we exploit the dominant 7th tritone connection between 
3rd/7th and 7th/3rd with a cohesive solo, again derived from a simple 12-bar 
blues sequence outlined with single-note lines.
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EXAMPLE 6 TRITONE MELODIC JUXTAPOSITION
The concept that underpins our final example is to superimpose the same 
tritone based melodic idea against a selection of commonly used chord types. 
This means that while the tritone intervallic construction remains stable, their 
function or intervallic value will change from chord to chord. We start with the 
dominant 7th, where our notes take on the roll of 3rd (E) and 7th (Bb). When we 

switch to major 7th, we’re choosing the tonic (C) and raised 4th (F#). For Cm6
we choose m3rd and 6th (Eb and A), while for Cm7b5, we’ve selected b5th and 
root (Gb and C). In 6b) we exploit the dominant 7th tritone connection between 
3rd/7th and 7th/3rd with a cohesive solo, again derived from a simple 12-bar 
blues sequence outlined with single-note lines.
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LESSON } DELTA BLUES

W
elcome back to our exploration of 

 THESE FIRST TWO 
LESSONS HAVE BEEN 
ABOUT PROGRAMMING 
YOUR FINGERS AND 
DEVELOPING GOOD 
COORDINATION  

Fingerstyle blues

Kelly Joe Phelps 
is an amazing 
fingerstyle 
blues musician

TRACK RECORD Some notable artists who popularised early blues guitar were ‘Mississippi’ Fred McDowell, Lead Belly, Blind Lemon 
Jefferson, Blind Blake and Charlie Patton. You can find ‘greatest hits’ packages from these and many other acoustic blues masters such as 
Robert Johnson, Josh White, Son House and Big Bill Broonzy. Also check out modern players like Eric Bibb and Kelly Joe Phelps. 

Most acoustic blues players in the early days 

used small bodied guitars, often parlour 

models, since 000, OM and dreadnought 
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acoustic will do for this lesson - a cheap flat-top 

box may even sound the most authentic!

GAIN BASS MIDDLE TREBLE REVERB

3

5

7 7 3

  ABILITY RATING
Easy/Moderate

Key: Various
Tempo: Various
CD: TRACKS 45-56

Info
 Fingerstyle technique
 Digital independence
 Knowledge of the blues

Will improve your

NEXT MONTH Joseph’s third lesson will improve 
independence and develop soloing skills

TA
B

A
T

H
A

 F
IR

E
M

A
N

 /
 G

E
T

T
Y

 IM
A

G
E

S

Brought to you by…

Joseph Alexander of Fundamental Changes 
continues his bluesy fingerpicking series with a 
look at combining alternating bass and melody.

ON THE CD TRACKS  45-56

72    Spring 2020  

LESSON } DELTA BLUES

W
elcome back to our exploration of 

THESE FIRST TWO 
LESSONS HAVE BEEN 
ABOUT PROGRAMMING 
YOUR FINGERS AND
DEVELOPING GOOD
COORDINATION  

Fingerstyle blues

Kelly Joe Phelps
is an amazing
fingerstyle
blues musician

TRACK RECORD Some notable artists who popularised early blues guitar were ‘Mississippi’ Fred McDowell, Lead Belly, Blind Lemon
Jefferson, Blind Blake and Charlie Patton. You can find ‘greatest hits’ packages from these and many other acoustic blues masters such as
Robert Johnson, Josh White, Son House and Big Bill Broonzy. Also check out modern players like Eric Bibb and Kelly Joe Phelps.

Most acoustic blues players in the early days

used small bodied guitars, often parlour

models, since 000, OM and dreadnought

designs were new or not even invented.

Son House,Tampa Red and others used the

powerful resonators of the age. Of course, any

acoustic will do for this lesson - a cheap flat-top

box may even sound the most authentic!

GAIN BASS MIDDLE TREBLE REVERB

3

5

7 7 3

ABILITY RATING
Easy/Moderate

Key: Various
Tempo: Various
CD: TRACKS 45-56

Info
Fingerstyle technique
Digital independence
 Knowledge of the blues

Will improve your

NEXT MONTH Joseph’s third lesson will improve 
independence and develop soloing skills

TA
B

A
T

H
A

 F
IR

E
M

A
N

 /
 G

E
T

T
Y

 IM
A

G
E

S

Brought to you by…

Joseph Alexander of Fundamental Changes 
continues his bluesy fingerpicking series with a 
look at combining alternating bass and melody.

ON THE CD TRACKS  45-56



Spring 2020    73  

 FINGERSTYLE BLUES LEARNING ZONE

The next example moves between two chords. Begin by playing the example without holding down the chords but when you gain confidence hold down the full 
chords as you play through the example.

This example builds on the previous one but adds a few faster notes. Keep the bass even and steady as you introduce these more intricate rhythms. Play through 
the example again, but this time, hold down a full Em7 chord. Even though you’re not playing the fretted notes, it’ll extend your technique.

We’ll pick up where we left off last issue, after having just added the alternating bass on the sixth and fifth strings, and begin by adding a very simple melody on 
the top string. Hold your first finger down on the 2nd fret throughout.

A slightly more challenging melody. Use your little fourth to play the fretted melody notes and focus on keeping the bassline smooth and in time.
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 FINGERSTYLE BLUES LEARNING ZONE

Th t example moves between two chords. Begin by playing the example without holding down the chords but when you gain confidence hold down the full
cho as you play through the example.

This example builds on the previous one but adds a few faster notes. Keep the bass even and steady as you introduce these more intricate rhythms. Play through
the example again, but this time, hold down a full Em7 chord. Even though you’re not playing the fretted notes, it’ll extend your technique.

We’ll pick up where we left off last issue, after having just added the alternating bass on the sixth and fifth strings, and begin by adding a very simple melody on
the top string. Hold your first finger down on the 2nd fret throughout.

A slightly more challenging melody. Use your little fourth to play the fretted melody notes and focus on keeping the bassline smooth and in time.
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LESSON } DELTA BLUES

Here’s a similar idea but the melody is now a little more complex. Notice that the eighth-note rest on the first beat helps to separate the melody. You might find 
that the trickiest thing is keeping control of the bassline - notice that two notes are played in succession on the fifth string.

Here the melody is the same as before, but I’ve now added another note to the bass part. Use your second finger to fret the low G note.

EXAMPLE 5 

EXAMPLE 6 

EXAMPLE 7 
The following exercises are more like traditional licks, but help you to build independence between thumb and picking fingers.

EXAMPLE 8 
 I have simplified the bass to help you get used to these rhythms. You may wish to separate the melody and then introduce the bassline when you are comfortable.
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Here’s a similar idea but the melody is now a little more complex. Notice that the eighth-note rest on the first beat helps to separate the melody. You might find
that the trickiest thing is keeping control of the bassline - notice that two notes are played in succession on the fifth string.

Here the melody is the same as before, but I’ve now added another note to the bass part. Use your second finger to fret the low G note.

EXAMPLE 5 

EXAMPLE 6 

EXAMPLE 7
The following exercises are more like traditional licks, but help you to build independence between thumb and picking fingers.

EXAMPLE 8
 I have simplified the bass to help you get used to these rhythms. You may wish to separate the melody and then introduce the bassline when you are comfortable.
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 FINGERSTYLE BLUES LEARNING ZONE

EXAMPLE 9 

EXAMPLE 10 

EXAMPLE 11 

EXAMPLE 12 

The next two examples feature off-beat melody notes against an alternating bass line.

Remember, the key to sounding good is to keep that bassline rock solid against the picked melody notes.

The next two examples feature off-beat melody notes against an alternating bassline.

As you become comfortable with these ideas, experiment with the order of the melody notes to explore new melodic ideas. 
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 FINGERSTYLE BLUES LEARNING ZONE

EXAMPLE 9

EXAMPLE 10

EXAMPLE 11

EXAMPLE 12

The next two examples feature off-beat melody notes against an alternating bass line.

Remember, the key to sounding good is to keep that bassline rock solid against the picked melody notes.

The next two examples feature off-beat melody notes against an alternating bassline.

As you become comfortable with these ideas, experiment with the order of the melody notes to explore new melodic ideas. 
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LESSON } BRIT ROCK

F
ormed in the early ’80s in Manchester, 
The Stone Roses were innovators who 
helped put the ‘Madchester’ music scene 
on the cultural map. Even with only two 

albums to their name they’ve gone down in 
history as true musical pioneers, creating a 
unique sound that left a lasting impression.

The Stone Roses were: Ian Brown (vocals), 
John Squire (guitar), Mani (bass) and Reni 

(drums). There have been a number of other 
members over the years, but this was the 

John Squire was and still is a phenomenal 

rhythm and lead lines is held in high regard. 
He was also the group’s principal songwriter. 
Squire used arpeggios, Hendrix inspired 
chordal playing, funky syncopated rhythms 
and melodic lead guitar lines fused with rock 
and blues licks to bring a wide palette of tones 
to The Stone Roses’ sound. However, it was 
Mani and Reni, the rhythm section, that 
provided the perfect foundation for Squire to 
build upon. Mani’s bass sound was cutting, 
and always at the forefront of the mix. His 
trebly bass sound was the perfect vessel for his 

highly syncopated and melodic lines, not too 
far removed from players such as Peter Hook 
from Joy Devision and New Order. Reni’s 
drum style was also incredibly funky and 

unique, but also perfect to get people up on 
their feet and dancing. There are some 
isolated tracks of Reni performing on 
YouTube, which demonstrate the mastery he 
had over the drum set. In fact, he was once 
scouted to play drums for The Who many 
years after Keith Moon’s death.

album is a modern classic, regarded by some 
as one of the best British albums ever 

released. Produced by John Leckie it spawned 
seven singles. The glorious I Am The 
Resurrection was an epic anthem with an 

Wanna Be Adored were almost psychedelic in 
feel and featured chiming arpeggios and lead 
lines from Squire. Fools Gold showcased the 
funkier sound of the band and She Bangs The 

many sounds and sophisticated nuances 
which created The Stone Roses.     

 JOHN SQUIRE WAS AND 
STILL IS A PHENOMENAL 
GUITARIST, WHOSE ABILITY 
TO EFFORTLESSLY FUSE 
RHYTHM AND LEAD LINES IS 
HELD IN HIGH REGARD  

The Stone Roses
In the first of this new series focusing on ’80s 
and ’90s Britrock, Simon Barnard goes 
mad for it with some true Manchester legends.

The Stone Roses’ 
John Squire & Ian 
Brown in 1996

TRACK RECORD The self-titled debut album is the best place to start your Stone Roses journey. And we suggest listening to it from start 
to finish. There is a lot of live footage on YouTube from all eras of the band, but the reunion footage from 2012 is particularly good. John 
Squire is mostly seen playing a Strat into multiple Mesa combos, and all members are clearly having a great time playing together again.

Squire has played many guitars throughout his 

career, including Gretsch,  Fender and Gibson. 

His love of Jimmy Page means a Les Paul is often 

top choice. He likes Fender, Vox and Mesa 

amplifiers with a number of effects. Go for a 

powerful bridge pickup tone for the riffy parts, 

flipping over to the neck for solos. Add delay, 

chorus and overdrive where appropriate.

GAIN BASS MIDDLE TREBLE REVERB

3
4 5 6 5

  ABILITY RATING
Moderate

Key: D
Tempo: Various
CD: TRACK 57

Info
 Syncopated arpeggios
 Chordal embellishments 
 Single-note riffs 

Will improve your

NEXT MONTH Simon checks out Crispian Mills’ 
Indian influenced band Kula Shaker
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Squire used arpeggios, Hendrix inspired 
chordal playing, funky syncopated rhythms 
and melodic lead guitar lines fused with rock 
and blues licks to bring a wide palette of tones
to The Stone Roses’ sound. However, it was 
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build upon. Mani’s bass sound was cutting, 
and always at the forefront of the mix. His 
trebly bass sound was the perfect vessel for his

highly syncopated and melodic lines, not too 
far removed from players such as Peter Hook 
from Joy Devision and New Order. Reni’s 
drum style was also incredibly funky and 

unique, but also perfect to get people up on 
their feet and dancing. There are some 
isolated tracks of Reni performing on 
YouTube, which demonstrate the mastery he 
had over the drum set. In fact, he was once 
scouted to play drums for The Who many 
years after Keith Moon’s death.
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In the first of this new series focusing on ’80s 
and ’90s Britrock, Simon Barnard goes 
mad for it with some true Manchester legends.
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Brown in 1996

TRACK RECORD The self-titled debut album is the best place to start your Stone Roses journey. And we suggest listening to it from start
to finish. There is a lot of live footage on YouTube from all eras of the band, but the reunion footage from 2012 is particularly good. John
Squire is mostly seen playing a Strat into multiple Mesa combos, and all members are clearly having a great time playing together again.

Squire has played many guitars throughout his

career, including Gretsch, Fender and Gibson.

His love of Jimmy Page means a Les Paul is often

top choice. He likes Fender,Vox and Mesa

amplifiers with a number of effects. Go for a

powerful bridge pickup tone for the riffy parts,

flipping over to the neck for solos. Add delay,

chorus and overdrive where appropriate.
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[Bars 1-8] Here we see an arpeggio idea based around the chords of D5 and 
Dsus4 with some open-string licks at the end of each four-bar phrase. Let all of 
the notes ring out for a full sound and experiment with your picking approach.

[Bars 9-16] This is similar but with a descending motif. Continue to let the 
chords ring out and watch out for the 16th-note licks on every second bar, 
ensuring that your timing and dynamics are even.
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THE STONE ROSES LEARNING ZONE

[Bars 1-8] Here we see an arpeggio idea based around the chords of D5 and 
Dsus4 with some open-string licks at the end of each four-bar phrase. Let all of 
the notes ring out for a full sound and experiment with your picking approach.

[Bars 9-16] This is similar but with a descending motif. Continue to let the
chords ring out and watch out for the 16th-note licks on every second bar, 
ensuring that your timing and dynamics are even.

EXAMPLE THE STONE ROSES CD TRACK 57
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LESSON } BRIT ROCK

[Bars 17 -24] The mood changes here where we explore a Squire inspired 
muted funky syncopated idea. Alternate picking is best for this section. 
[Bars 25-26] The dynamics increase here with a descending D Major 
Pentatonic lick. In the following bar the same lick is played but an octave 
down, before the tempo increases to 120bpm for a D Major barre chord. 

[Bars 29-36] A single-note riff enters at a new tempo of 130bpm to give 
the section more of a push. This riff uses the open string as a pedal note, 
modulating from D Major to G Major. Alternate picking is also the best 
approach here, and again make sure the picking is even in both dynamics and 
fluency. This riffs resolves to a D chord which builds in volume over two bars.

EXAMPLE THE STONE ROSES

ON THE CD TRACK  57

CD TRACK 57
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[Bars 17 -24] The mood changes here where we explore a Squire inspired 
muted funky syncopated idea. Alternate picking is best for this section. 
[Bars 25-26] The dynamics increase here with a descending D Major 
Pentatonic lick. In the following bar the same lick is played but an octave 
down, before the tempo increases to 120bpm for a D Major barre chord. 

[Bars 29-36] A single-note riff enters at a new tempo of 130bpm to give
the section more of a push. This riff uses the open string as a pedal note, 
modulating from D Major to G Major. Alternate picking is also the best 
approach here, and again make sure the picking is even in both dynamics and 
fluency. This riffs resolves to a D chord which builds in volume over two bars.

EXAMPLE THE STONE ROSES

ON THE CD TRACK  57
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THE STONE ROSES LEARNING ZONE

[Bars 39-46] Although best known for his arpeggio and part-chord licks, 
Squire often employs full chords for more power. This is seen in here, where 
some four and five-string chords are introduced before the final solo. 
[Bars 47-54] Here we begin the final guitar solo. The first four-bar phrase 

outlines the chords using the B Minor Pentatonic scale, C Major Pentatonic 
(with passing Eb note) and an idea using 6ths from the D Major scale. Squire’s 
solos are melodic and often follow the chords for harmonic stability. You could 
try using hybrid picking when playing the diatonic 6ths in bars 50-51. 
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THE STONE ROSES LEARNING ZONE

[Bars 39-46] Although best known for his arpeggio and part-chord licks, 
Squire often employs full chords for more power. This is seen in here, where 
some four and five-string chords are introduced before the final solo. 
[Bars 47-54] Here we begin the final guitar solo. The first four-bar phrase 

outlines the chords using the B Minor Pentatonic scale, C Major Pentatonic
(with passing Eb note) and an idea using 6ths from the D Major scale. Squire’s 
solos are melodic and often follow the chords for harmonic stability. You could 
try using hybrid picking when playing the diatonic 6ths in bars 50-51. 

EXAMPLE THE STONE ROSES CD TRACK 57
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[Bars 55-63] Here’s a Squire influenced single-string descending B Minor 
scale lick before climbing back up using D Major Pentatonic over the D 
chord. The final four bars feature some rapid licks, which again outline each 

chord. Experiment with different picking techniques and go slowly if at 
first they seem tricky. Squire certainly gives the lie to the misconception of 
Britrock being a bunch of pedestrian shoe-gazers that couldn’t play!

EXAMPLE THE STONE ROSES 

LESSON } BRIT ROCK ON THE CD TRACK  57

CD TRACK 57
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[Bars 55-63] Here’s a Squire influenced single-string descending B Minor 
scale lick before climbing back up using D Major Pentatonic over the D 
chord. The final four bars feature some rapid licks, which again outline each 

chord. Experiment with different picking techniques and go slowly if at
first they seem tricky. Squire certainly gives the lie to the misconception of 
Britrock being a bunch of pedestrian shoe-gazers that couldn’t play!

EXAMPLE THE STONE ROSES 

LESSON } BRIT ROCK ON THE CD TRACK  57
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LESSON } Shaun Baxter’s Creative Rock

I
n this current series, we have been using 
medium-paced solo studies as vehicles to 
apply various useful Pentatonic scales that 
reside within Mixolydian. So far, we’ve 

studied Pentatonic scales stemming from the 
root, 2nd, 3rd, 4th, 5th and 6th notes of the 
Mixolydian, so now it’s time to turn our 

b
Remember, the purpose of trying to extract 

various triads, arpeggios and Pentatonic 
scales from within a scale is to provide us with 
fresh musical perspectives. Each new 

scale like Mixolydian, one could simply 
choose to systematically omit two notes from 
that parental scale. For example, if we leave 
out the 3rd and 5th notes of Mixolydian, we 
get a Pentatonic scale that has the same notes 
as a Gmaj9 arpeggio when viewed from the 
perspective of the b
A Mixolydian –  b
Gmaj9 arpeggio –

Then, if we put these same notes in a 
row it gives us a Gmaj9-type 

Pentatonic scale –

playing a maj9 Pentatonic scale 
from the b
scale results in the 3rd and 5th of the 
parental scale being omitted.

Next, by leaving out the root and 
5th notes of Mixolydian we get a 

from the perspective of the b
Mixolydian – b
arpeggio    –

Again, by putting these notes in a 
row, we can establish a useful 
Pentatonic scale.

pentatonic –

It could also be said that playing a 

the b
root and 5th notes being omitted 
from the parental scale. 
        The chord progression for the 
backing track behind this month’s 

the root of each chord.
see boxout right

notes of each Mixolydian scale and also the 

Pentatonic scales that stem from the b
of each scale.

In this recent series, we have created a new 

Pentatonic scales from each note of the 

Mixolydian scale. To date, this has resulted in 
well over 300 bars of music over the same 
backing track, which hopefully illustrates how 
fertile such concepts are as potential sources 
of fresh approaches and ideas.

In the following lesson, the last in this 

we wrap things up by studying a solo that 
utilises all of the various Pentatonic scales 
that we have studied in this series. In other 
words, we will be putting them all together, 
rather than restricting ourselves to a 
Pentatonic solo that stems each time from  
a single interval of the parent scale. 

 THE PURPOSE OF 
EXTRACTING TRIADS, 
ARPEGGIOS AND 
PENTATONIC SCALES FROM 
A SEVEN-NOTE SCALE IS TO 
PROVIDE US WITH FRESH 
MUSICAL PERSPECTIVES  

Mixolydian soloing 
With Pentatonics

Shaun Baxter continues to explore the many 
Pentatonic sounds that exist within Mixolydian 
mode, this month starting on the 7th interval.

TRACK RECORD The maj7#11 Pentatonic is also known as the Lydian Pentatonic and is a mode of the Japanese Soft scale. G Lydian 
Pentatonic is mode 6 of B Japanese Soft scale: 1-2-b3-5-b6 (B-C#-D-F#- G). One rock guitarist that likes using exotic scales is Marty Freidman, 
you’ll remember him from issue GT301. Check out his albums Dragon’s Kiss, Scenes and Wall Of Sound.

For this solo, I used a distortion pedal set with 

the gain at 12pm through a clean amp to get a 

sound that was not too overdriven. This helps to 

give a central core to the tone, preserve the 

dynamic range (important to playing with 

expression) while still providing vocal-like 

sustain. Use the above settings as a guide if 

going direct into your amplifier.

GAIN BASS MIDDLE TREBLE REVERB

7

5 5 5

NEXT MONTH Shaun brings us a final solo to 
learn in this mini-series within Creative Rock
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Marty Friedman  
likes to use exotic 
scales such as 
Lydian Pentatonic

  ABILITY RATING
Moderate/Advanced

Key: A (A7)
Tempo: 108bpm
CD: TRACK 59

Info
 Soloing from the b 7thof Mixolydian
 Creating new Pentatonic lines 
 Melodic connections between keys 

Will improve your

2

ON THE CD TRACK 58
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MIXOLYDIAN SOLO LEARNING ZONE

[Bars 1-2] The scene is set using Mixolydian, for balance throughout the solo.
[Bars 5-6] Maintaining visual context important as it prevents you from 
getting lost and also allows you to transpose the same information to other 

keys and musical situations. Here, the Bbmaj9 Pentatonic line exists within 
CAGED shape #3 of C Mixolydian. Make sure that you can establish the notes of 
each Pentatonic scale within all five CAGED shapes of Mixolydian. 

EXAMPLE  MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROM THE 7TH NOTE

DIAGRAM 1 THE NOTES OF EACH MIXOLYDIAN  SCALE

PENTATONIC SCALES FROM THE 7TH NOTE OF A MIXOLYDIAN (A-B-C#-D-E-F#-G)

                                    G     B      C#     D     F#                                             G     A      B      D    F#
Gmaj7#11 pent  - 1      3      #4     5      7                   Gmaj9 pent –  1     2      3      5      7

PENTATONIC SCALES FROM THE 7TH NOTE OF C MIXOLYDIAN (C-D-E-F-G-A-Bb)

                                    Bb    D       E      F      A                                                 B b   C      D      F      A
Bbmaj7#11 pent  - 1      3     #4     5      7                    Bbmaj9 pent – 1     2      3       5      7

PENTATONIC SCALES FROM THE 7TH NOTE OF D MIXOLYDIAN (D-E-F#-G-A-B-C)

                                   C     E      F#     G      B                                              C      D     E      G      B
Cmaj7#11 pent  - 1      3      #4     5      7                   Cmaj9 pent – 1      2      3      5      7

PENTATONIC SCALES FROM THE 7TH NOTE OF F MIXOLYDIAN (F, G, A, B b, C, D, E b)

                                    E b    G       A     B b    D                                                E b    D      G     B b    D
Ebmaj7#11 pent  - 1      3      #4     5     7                    Ebmaj9 pent – 1     2      3      5      7

PENTATONIC SCALES FROM THE 7TH NOTE OF G MIXOLYDIAN (G-A-B-C-D-E-F)

                                  F      A        B     C      E                                              F     G     A      C      E
Fmaj7#11 pent  - 1      3      #4     5      7                   Fmaj9 pent –  1     2      3      5      7

CD TRACK 58
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LESSON } Shaun Baxter’s Creative Rock

[Bar 6] The semi-harmonic in bar 6 is a mixture of the original note and a 
harmonic overtone, as though the original note has some added glitter which 
helps make it more vocal and expressive. It is produced by dragging the shiny 
part of the second picking-hand fingernail across the string as you strike it.
[Bars 7-8] In bar 7, a series of three-note groupings create a ‘3 against 4’ 
providing rhythmic interest. Mixolydian is used as a transition at the end of 
bar 8 to the D dominant tonality at the start of bar 9. The last two notes (E 
and F) produce a smooth chromatic motion to the F# at the start of bar 9.

[Bars 9-10] Generally, I have three default settings when fingering various 
Pentatonic scales: first, how it looks in each CAGED shape of the parent 
scale; secondly, a two-notes-per-string approach (if the CAGED version 
didn’t provide that); and, thirdly, I compress all five notes onto the a single 
string-pair so that I can shift the scale up and down over three octaves 
using symmetrical fingerings on the lower, middle and upper string pairs. 
The Pentatonic section in these two bars is taken from a two-notes-per-
string fingering for the Cmaj7#11 Pentatonic scale.

EXAMPLE  MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROM THE 7TH NOTE

ON THE CD TRACK 58

CD TRACK 58

84  Spring 2020

#

E
B
G
D
A
E

(√)

9

.#

D mixolydian

~~ ~~

⋲

C/D

10 9
9

10
10 9

19
19

~~~~~

C maj 7 #11 pentatonic scale

n

D7

9
10

11 9
8

11
12 8

8
12

12 8
12 8

9 10

#

E
B
G
D
A
E

√

7

(3) b

(3)

B bmaj9 pentatonic scale

n

(3)

BU
( )

B b/C

12 15
15

14 15
15

13 15
13 17 10 17 18

15

n
~~~

~~~~

.

C mixolydian

⋲

C7

17 17 20
17 18

15
15

#

E
B
G
D
A
E

5

n

B 
b maj 9 pentatonic scale

b

n

~~ ~

~~~~
B b/C

13
15 12 13

12 15

13
14 15

13
15

17 13

15 14
13

œ

~~~~

~~~

ixolydian

( )

.

œ

C7

0

15 15 17

#

E
B
G
D
A
E

11

(5) (5) n (5)

C/D

9

10 9

11

10

8

10 9

12

10

8

11 9

12

11

8

n

BU

n

( )

D7

12 8
12 8 12

8 12 14 15 14 12

LESSON } Shaun Baxter’s Creative Rock

[Bar 6] The semi-harmonic in bar 6 is a mixture of the original note and a
harmonic overtone, as though the original note has some added glitter which
helps make it more vocal and expressive. It is produced by dragging the shiny 
part of the second picking-hand fingernail across the string as you strike it.
[Bars 7-8] In bar 7, a series of three-note groupings create a ‘3 against 4’ 
providing rhythmic interest. Mixolydian is used as a transition at the end of 
bar 8 to the D dominant tonality at the start of bar 9. The last two notes (E 
and F) produce a smooth chromatic motion to the F# at the start of bar 9.

[Bars 9-10] Generally, I have three default settings when fingering various
Pentatonic scales: first, how it looks in each CAGED shape of the parent 
scale; secondly, a two-notes-per-string approach (if the CAGED version 
didn’t provide that); and, thirdly, I compress all five notes onto the a single 
string-pair so that I can shift the scale up and down over three octaves 
using symmetrical fingerings on the lower, middle and upper string pairs. 
The Pentatonic section in these two bars is taken from a two-notes-per-
string fingering for the Cmaj7#11 Pentatonic scale.
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MIXOLYDIAN SOLO LEARNING ZONE

[Bars 11-12] In bar 11, the same two-notes-per-string shape is divided 
into consecutive five-note groupings that produce a ‘five-against-four’ feel. 
Again, the resultant effect (rhythmic displacement) creates a constant shift of 
emphasis that helps to provide sustained interest for the listener. 
[Bars 15-16] Yes, the line in bar 15 does jump around a lot, but this will often 
make it more expressive, less clichéd and more ear-catching. This line is typical 

of the many that I have devised over each CAGED shape (in this case, shape #5 
of F Mixolydian) when experimenting with these scales.
[Bar 18] This bar features a variation of line CAGED shape #3 line used in bar 3: 
this time transposed from C Mixolydian to F Mixolydian.
[Bars 19-20] Note how the line in these two bars stays exclusively within 
CAGED shape #5 of G Mixolydian.
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[Bars 11-12] In bar 11, the same two-notes-per-string shape is divided
into consecutive five-note groupings that produce a‘five-against-four’feel.
Again, the resultant effect (rhythmic displacement) creates a constant shift of 
emphasis that helps to provide sustained interest for the listener. 
[Bars 15-16] Yes, the line in bar 15 does jump around a lot, but this will often 
make it more expressive, less clichéd and more ear-catching. This line is typical 

of the many that I have devised over each CAGED shape (in this case, shape #5
of F Mixolydian) when experimenting with these scales.
[Bar 18] This bar features a variation of line CAGED shape #3 line used in bar 3: 
this time transposed from C Mixolydian to F Mixolydian.
[Bars 19-20] Note how the line in these two bars stays exclusively within 
CAGED shape #5 of G Mixolydian.
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LESSON } Shaun Baxter’s Creative Rock

[Bar 25] Again, this is typical of the sort of line that results from me 
experimenting with the notes of a particular Pentatonic scale as they appear 
within a specific CAGED shape (in this case, shape #3). This one is given a more 
modern and angular character by employing stacked 4ths at the start. 
[Bar 26] Here, an F# is incorporated purely because I was thinking in terms of 

forming a chromatic bridge between the G note at the end of bar 25 and the E 
note in the following bar (third note in bar 26).
[Bars 29-30] The Pentatonic passage in these two bars is based mainly around 
a three-octave symmetrical fingering of Cmaj7#11. Here, we’re only using two 
of the available three octaves: on the middle and upper string pairs. 
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[Bar 25] Again, this is typical of the sort of line that results from me
experimenting with the notes of a particular Pentatonic scale as they appear
within a specific CAGED shape (in this case, shape #3). This one is given a more 
modern and angular character by employing stacked 4ths at the start. 
[Bar 26] Here, an F# is incorporated purely because I was thinking in terms of 

forming a chromatic bridge between the G note at the end of bar 25 and the E
note in the following bar (third note in bar 26).
[Bars 29-30] The Pentatonic passage in these two bars is based mainly around 
a three-octave symmetrical fingering of Cmaj7#11. Here, we’re only using two 
of the available three octaves: on the middle and upper string pairs. 
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MIXOLYDIAN SOLO LEARNING ZONE

[Bars 31-34] A more graphic use of this three-octave symmetrical fingering 
approach can be seen in bars 32 and 34, where each Pentatonic scale has 
been divided in three five-note motifs, each using the same fingering, but in a 
different octave. 
[Bar 36] In this bar we’re using the same two-notes-per-string shape as in bars 

9-10, only this time we’re using F Mixolydian rather than D Mixolydian.
[Bars 39-40] The first eight notes of bar 39 feature an octave-based line that is 
then repeated up an octave. Finally, bar 40 is pretty much a straight descent of 
Fmaj7#11 Pentatonic as it exists within shape #5 of G Mixolydian. The E note at 
the end also fits over the A7 in the following bar, so no need to resolve it.

EXAMPLE  MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROM THE 7TH NOTE CD TRACK 58
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[Bars 31-34] A more graphic use of this three-octave symmetrical fingering
approach can be seen in bars 32 and 34, where each Pentatonic scale has 
been divided in three five-note motifs, each using the same fingering, but in a 
different octave. 
[Bar 36] In this bar we’re using the same two-notes-per-string shape as in bars 

9-10, only this time we’re using F Mixolydian rather than D Mixolydian.
[Bars 39-40] The first eight notes of bar 39 feature an octave-based line that is 
then repeated up an octave. Finally, bar 40 is pretty much a straight descent of 
Fmaj7#11 Pentatonic as it exists within shape #5 of G Mixolydian. The E note at 
the end also fits over the A7 in the following bar, so no need to resolve it.
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his series on the modes of the Harmonic Minor 
scale. This month: the use of ‘pedal’ tones.

Tony MacAlpine  
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Dominant mode

TRACK RECORD Phrygian Dominant is often used in conjunction with the Natural Minor scale when soloing over minor progressions. 
Django Reinhardt,  Al Di Meola, Randy Rhoads, Yngwie Malmsteen, Vinnie Moore and Tony MacAlpine all use this distinctive scale. To hear 
the Phrygian Dominant in action along with some blazing pedal tone licks, check out Lifeforce, from Vinnie Moore’s album, Mind’s Eye.

Go for a distorted tone with the gain on almost  full. 

As well as being the sound of choice for the 
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HARMONIC MINOR LEARNING ZONE

Here’s a single-string etude in the style of neo-classical rock pioneer Yngwie 
Malmsteen. The example is in the key of A Minor and features a one-beat 
(four-note) melodic cell, with the highest note on each upbeat acting as the 
pedal tone. The cell repeats twice before being applied through the scale using 
a ‘leapfrog’ style sequence, with the melody descending two scale shapes 
before ascending back up one, and so forth. From bar 5, the melody ascends 

each consecutive scale degree from the tonic of Am, with the final C#dim7 
functioning as an A7b9 and signalling a change to the key of D Minor. Start off 
by repeating each two-beat chunk until memorised. Keep the hand square and 
dropped, with the thumb in the middle of the back of the neck, and with the 
tip of the first finger set to mute off the lower second string. To lock in with the 
metronome, accent the downstroke at the beginning of each beat.

Our first pedal tone idea inspired by Bach’s Toccata and Fugue in Dm, although 
here transposed to Em to accommodate the lowest note of the melody on the 
open string. The example uses picking-hand tapping for the pedal tones, with 
the 5th (E) repeating on the upbeats as the melody descends E Harmonic Minor 
scale in bars 2 and 3. The move to the first string occurs in bar 3 on the second 

16th-note of beat 4, with a picking hand tap facilitating the transition. The 
melodic theme then repeats on the first string in the key of A harmonic minor. 
To keep the execution clean, use the tip of the first finger on the fretting hand 
to mute off the lower adjacent string, with the palm of the tapping hand resting 
gently over the lower bass strings.

EXAMPLE 1 PEDAL TONE IDEA

EXAMPLE 2 SINGLE-STRING ETUDE
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HARMONIC MINOR LEARNING ZONE

Here’s a single-string etude in the style of neo-classical rock pioneer Yngwie
Malmsteen. The example is in the key of A Minor and features a one-beat
(four-note) melodic cell, with the highest note on each upbeat acting as the
pedal tone. The cell repeats twice before being applied through the scale using
a‘leapfrog’style sequence, with the melody descending two scale shapes
before ascending back up one, and so forth. From bar 5, the melody ascends

each consecutive scale degree from the tonic of Am, with the final C#dim7
functioning as an A7b9 and signalling a change to the key of D Minor. Start off
by repeating each two-beat chunk until memorised. Keep the hand square and
dropped, with the thumb in the middle of the back of the neck, and with the
tip of the first finger set to mute off the lower second string. To lock in with the
metronome, accent the downstroke at the beginning of each beat.

Our first pedal tone idea inspired by Bach’s Toccata and Fugue in Dm, although 
here transposed to Em to accommodate the lowest note of the melody on the
open string. The example uses picking-hand tapping for the pedal tones, with
the 5th (E) repeating on the upbeats as the melody descends E Harmonic Minor
scale in bars 2 and 3. The move to the first string occurs in bar 3 on the second

16th-note of beat 4, with a picking hand tap facilitating the transition. The
melodic theme then repeats on the first string in the key of A harmonic minor.
To keep the execution clean, use the tip of the first finger on the fretting hand
to mute off the lower adjacent string, with the palm of the tapping hand resting
gently over the lower bass strings.

EXAMPLE 1 PEDAL TONE IDEA

EXAMPLE 2 SINGLE-STRING ETUDE
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LESSON } FRETBOARD FLUENCY

This Baroque-style etude in the key of A minor builds upon the four-note cell 
used in our last example – this time with the melody extending down onto 
the second string in beats 3 and 4. The whole one-bar pattern then descends 
through the scale shapes. In beat 4 of bar 4, we can identify the change to E 
Phrygian Dominant with the arrival of the G# (which we can view as the 3rd of 
the V7 chord – E7b9). This V7-Im change is also implied towards the end of the 

final bar with the G# leading up a semitone to resolve on the root of the Am 
chord’s tonic. The example is played using strict alternate picking throughout, 
with the ‘outside-the-string’ variant of the technique utilised when crossing 
strings. As you execute the upstrokes in beats 3 and 4 of each bar, you should 
notice that the pick is moving upwards and slightly away from the strings in 
order to clear the lower second string and execute the downstroke cleanly.

This pedal tone idea is based around another variation on our four-note 
melodic cell, this time with the first finger alternating between the second and 
first strings at the start of each beat and ascending through the A Harmonic 
Minor scale. The example uses alternate picking with the ‘outside-the-string’ 
or ‘hooking around’ motion utilised when crossing strings, and with the final 
Am-add9 arpeggio executed using a sweep stroke followed by a slide. Start 

slowly and treat each two-beat chunk as a separate exercise, repeating for 
five minutes once memorised. Remember to shake out the hands and arms 
when tension or fatigue arises. In order to maximise the stretch, keep the hand 
square and dropped with the thumb positioned in the middle of the back of 
the neck. When sweeping, pull the pick through the strings in a single motion 
and roll the first finger of the fretting hand carefully to avoid any clashes.

EXAMPLE 3  BAROQUE-STYLE ETUDE

EXAMPLE 4 PEDAL TONE IDEA

ON THE CD TRACKS  59-64

CD TRACK 61

CD TRACK 62
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LESSON } FRETBOARD FLUENCY

This Baroque-style etude in the key of A minor builds upon the four-note cell 
used in our last example – this time with the melody extending down onto 
the second string in beats 3 and 4. The whole one-bar pattern then descends 
through the scale shapes. In beat 4 of bar 4, we can identify the change to E 
Phrygian Dominant with the arrival of the G# (which we can view as the 3rd of 
the V7 chord – E7b9). This V7-Im change is also implied towards the end of the 

final bar with the G# leading up a semitone to resolve on the root of the Am
chord’s tonic. The example is played using strict alternate picking throughout,
with the ‘outside-the-string’ variant of the technique utilised when crossing
strings. As you execute the upstrokes in beats 3 and 4 of each bar, you should
notice that the pick is moving upwards and slightly away from the strings in
order to clear the lower second string and execute the downstroke cleanly.

This pedal tone idea is based around another variation on our four-note 
melodic cell, this time with the first finger alternating between the second and 
first strings at the start of each beat and ascending through the A Harmonic 
Minor scale. The example uses alternate picking with the ‘outside-the-string’ 
or ‘hooking around’ motion utilised when crossing strings, and with the final 
Am-add9 arpeggio executed using a sweep stroke followed by a slide. Start 

slowly and treat each two-beat chunk as a separate exercise, repeating for
five minutes once memorised. Remember to shake out the hands and arms 
when tension or fatigue arises. In order to maximise the stretch, keep the hand 
square and dropped with the thumb positioned in the middle of the back of 
the neck. When sweeping, pull the pick through the strings in a single motion 
and roll the first finger of the fretting hand carefully to avoid any clashes.

EXAMPLE 3  BAROQUE-STYLE ETUDE

EXAMPLE 4 PEDAL TONE IDEA

ON THE CD TRACKS  59-64
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HARMONIC MINOR LEARNING ZONE

Our next Bach-inspired etude is a favourite of Yngwie Malmsteen and Vinnie 
Moore. The pedal tone phrase occurs on the second string, pivoting between 
the root note and maj7th (which against some of the chords in the progression 
is non-diatonic and can be viewed as a chromatic passing note). This creates 
the effect of tension and release, with the melody on the first string ascending 
from the 3rd of each chord. We can identify the change from the tonic D minor 

to its V (A Phrygian Dominant in the final bar with the arrival of the Db, which 
we can view as the 3rd of the V chord, or A7). Use alternate picking throughout, 
with the ‘inside-the-string’ motion utilised when crossing strings.To execute 
the second finger roll in bars 2, 3 and 5 cleanly, pull back slightly from the 
wrist so that the finger tip tilts upwards, releasing pressure and muting off the 
second string as it rolls up to the adjacent note on the first string.

Our final pedal tone etude is a four-bar excerpt taken from JS Bach’s Prelude In 
C Minor. Based around a Im-IVm-V7 progression, with the Bdim7 functioning 
as a G7b9, this example outlines the harmony with the pedal tones arranged 
in the middle of the melodic phrase, and with the highest and lowest notes 
arranged a string either side (with some additional string skipping required in 
bar 1). A more technically challenging example than our previous etudes, this 
incorporates both ‘inside’ and ‘outside-the-string’ alternate picking motions. 

Break the example down and repeat each bar separately until memorised. 
Use the third finger to execute the barring and rolling techniques in bar 5, and 
mute the lower adjacent string with the tip of the finger before rolling onto 
it for the cleanest execution. For the descending pedal tone phrase featured 
in the second time ending, keep the fretting hand square and dropped with 
the thumb positioned in the lower half of the back of the neck in order to 
maximise the stretch.  And always shake out the hands should tension arise.

EXAMPLE 5 BACH INSPIRED ETUDE

EXAMPLE 6 PEDAL TONE ETUDE

CD TRACKS 63

CD TRACK 64
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HARMONIC MINOR LEARNING ZONE

Our next Bach-inspired etude is a favourite of Yngwie Malmsteen and Vinnie 
Moore. The pedal tone phrase occurs on the second string, pivoting between 
the root note and maj7th (which against some of the chords in the progression 
is non-diatonic and can be viewed as a chromatic passing note). This creates 
the effect of tension and release, with the melody on the first string ascending 
from the 3rd of each chord. We can identify the change from the tonic D minor 

to its V (A Phrygian Dominant in the final bar with the arrival of the Db, which
we can view as the 3rd of the V chord, or A7). Use alternate picking throughout,
with the ‘inside-the-string’ motion utilised when crossing strings.To execute
the second finger roll in bars 2, 3 and 5 cleanly, pull back slightly from the
wrist so that the finger tip tilts upwards, releasing pressure and muting off the
second string as it rolls up to the adjacent note on the first string.

Our final pedal tone etude is a four-bar excerpt taken from JS Bach’s Prelude In 
C Minor. Based around a Im-IVm-V7 progression, with the Bdim7 functioning 
as a G7b9, this example outlines the harmony with the pedal tones arranged 
in the middle of the melodic phrase, and with the highest and lowest notes 
arranged a string either side (with some additional string skipping required in 
bar 1). A more technically challenging example than our previous etudes, this 
incorporates both ‘inside’ and ‘outside-the-string’ alternate picking motions. 

Break the example down and repeat each bar separately until memorised.
Use the third finger to execute the barring and rolling techniques in bar 5, and 
mute the lower adjacent string with the tip of the finger before rolling onto 
it for the cleanest execution. For the descending pedal tone phrase featured 
in the second time ending, keep the fretting hand square and dropped with 
the thumb positioned in the lower half of the back of the neck in order to 
maximise the stretch.  And always shake out the hands should tension arise.

EXAMPLE 5 BACH INSPIRED ETUDE

EXAMPLE 6 PEDAL TONE ETUDE

CD TRACKS 63

CD TRACK 64
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First learn the root notes along the sixth string. The intervals are 1-b2-b3-b4-b5-b6-b7. To play through the chords, you will need to switch between first, second and 

third fingers so focus on making the finger changes as smooth as possible. Using your thumb to fret the sixth string notes is also acceptable.

S
uperlocrian, otherwise known as 
Diminished Whole-Tone scale, or 
Altered scale is the 7th mode of 
Melodic Minor. Superlocrian mode is 

used a lot in jazz and fusion music by players 
like Mike Stern, Scott Henderson and Robben 
Ford. It has a very unusual construction as all 

b2-b3-b4-b5- b6-b7. So 

by playing a Major scale shape and moving 
the root notes up one fret.

To gain an understanding of how the scale 

the notes harmonised using 3rds to create 
four-note chords, with root notes along the 

b 
Melodic Minor, only here we are starting  
from the 7th degree.

perspective, where the scale is viewed as over 
a Dominant chord, rather than Minor. The 
presence of the b4 allows for this trick, as this 
is enharmonically the same as a major 3rd. If 

interval names we can spell out the same scale 

b9-#9-3-b5-#5-b
reason for this is now we have a Dominant 7th 

b7) with a selection of Altered 
b9-#9-b5-#5). As you can see in the 

is left to your interpretation.

because he used it in songs like Purple Haze. 
The construction of the chord is a Dominant 
7th with an added #9 interval. The #9 is 

essentially the same as  a minor 3rd (b3rd), so 
there is an inherent Major vs Minor tension 
within the chord, which makes Superlocrian 
the perfect soloing choice. Here we have a 
two-notes-per-string lick based around the 
7#9 chord shape.

the presence of both Major 3rd and #9. Our 

b
a b3rd (or #9) added. This creates an 

played over a Minor II-V-I, using a 
combination of m7b5 arpeggio notes. The 

then we resolve to the Cm7. 

Rockschool Syllabus: Superlocrian 

Lead examples: Grade 7 - ‘Broadway and 
9th’ Rockschool Original. F#7#9 at bars 20 
and 21. Mix of chord and lead.
Chord examples: Grade 8 - ‘Spanish Joint’ 
D’Angelo. #5, #9 and b9 extensions in bar 25. 

This month in the ’shed Charlie Griffiths 
would like to alter your musical perspective 
and unlock a bit of Superlocrian potential. 

Example 3 
features the 
‘Hendrix’ chord

EXAMPLE 1 G SUPERLOCRIAN 

In The Woodshed

  ABILITY RATING
Moderate/Advanced

Key: Various
Tempo: Various
CD: TRACKS 65-69

Info
 Picking accuracy
 Fretting-hand flexibility 
 Muting of idle strings 

Will improve your…

 EXAMPLE 2 IS FROM THE  
‘ALTERED’ PERSPECTIVE, 
WHERE IT’S VIEWED AS 
OVER A DOMINANT CHORD 
RATHER THAN A MINOR  

Brought to you by…Brought to you by…
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First learn the root notes along the sixth string. The intervals are 1-b2-b3-b4-b5-b6-b7. To play through the chords, you will need to switch between first, second and

third fingers so focus on making the finger changes as smooth as possible. Using your thumb to fret the sixth string notes is also acceptable.

S
uperlocrian, otherwise known as
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Melodic Minor. Superlocrian mode is

used a lot in jazz and fusion music by players
like Mike Stern, Scott Henderson and Robben
Ford. It has a very unusual construction as all

b2-b3-b4-b5- b6-b7. So

by playing a Major scale shape and moving 
the root notes up one fret.

To gain an understanding of how the scale 

the notes harmonised using 3rds to create 
four-note chords, with root notes along the 
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Melodic Minor, only here we are starting  
from the 7th degree.

perspective, where the scale is viewed as over 
a Dominant chord, rather than Minor. The 
presence of the b4 allows for this trick, as this 
is enharmonically the same as a major 3rd. If 

interval names we can spell out the same scale

b9-#9-3-b5-#5-b
reason for this is now we have a Dominant 7th

b7) with a selection of Altered
b9-#9-b5-#5). As you can see in the

is left to your interpretation.

because he used it in songs like Purple Haze.
The construction of the chord is a Dominant
7th with an added #9 interval. The #9 is

essentially the same as a minor 3rd (b3rd), so
there is an inherent Major vs Minor tension
within the chord, which makes Superlocrian
the perfect soloing choice. Here we have a
two-notes-per-string lick based around the
7#9 chord shape.

the presence of both Major 3rd and #9. Our

b
a b3rd (or #9) added. This creates an

played over a Minor II-V-I, using a
combination of m7b5 arpeggio notes. The

then we resolve to the Cm7.

Rockschool Syllabus: Superlocrian

Lead examples: Grade 7 - ‘Broadway and
9th’ Rockschool Original. F#7#9 at bars 20
and 21. Mix of chord and lead.
Chord examples: Grade 8 - ‘Spanish Joint’
D’Angelo. #5, #9 and b9 extensions in bar 25.

This month in the ’shedCharlie Griffiths 
would like to alter your musical perspective
and unlock a bit of Superlocrian potential.

Example 3
features the
‘Hendrix’ chord

EXAMPLE 1 G SUPERLOCRIAN 

In The Woodshed

ABILITY RATING
Moderate/Advanced

Key: Various
Tempo: Various
CD: TRACKS 65-69

Info
Picking accuracy
Fretting-hand flexibility
 Muting of idle strings 

Will improve your…
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‘ALTERED’ PERSPECTIVE,
WHERE IT’S VIEWED AS
OVER A DOMINANT CHORD
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Here we start with a G7 chord with the intervals 1-b7-3 from low to high. The b5 and #5 intervals are added to the second string and the b9 and #9 intervals are 
added to the first string. Take the time to mentally name the intervals of each chord as you play them.

Play the G7#9 chord and take note of the frets you are using, as the lick follows those same frets, with an added 8th fret on each string. This can actually be 
thought of as shape 1 of C Minor Pentatonic, with the root note moved down a fret to B (or Cb). This is a great way of accessing the Superlocrian sound.

Start with your second finger on the 15th fret then use the first finger to shift between 13th and 14th frets. Continue by using first, second and third fingers to 
navigate the rest of the shape. Alternate pick each note and practice playing up and down the shape while letting the notes flow evenly.

This lick uses lots of interval jumps and string skips, so practise it in smaller eight-note chunks in order to gain fluency between the sections. Next link the chunks 
together and play the whole lick using either alternate or economy picking, whichever you feel more comfortable with.

EXAMPLE 2

EXAMPLE 3 

EXAMPLE 4 

EXAMPLE 5

CD TRACK 66

CD TRACK 67

CD TRACK 68

CD TRACK 69
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Here we start with a G7 chord with the intervals 1-b7-3 from low to high. The b5 and #5 intervals are added to the second string and the b9 and #9 intervals are
added to the first string. Take the time to mentally name the intervals of each chord as you play them.

Play the G7#9 chord and take note of the frets you are using, as the lick follows those same frets, with an added 8th fret on each string. This can actually be
thought of as shape 1 of C Minor Pentatonic, with the root note moved down a fret to B (or Cb). This is a great way of accessing the Superlocrian sound.

Start with your second finger on the 15th fret then use the first finger to shift between 13th and 14th frets. Continue by using first, second and third fingers to
navigate the rest of the shape. Alternate pick each note and practice playing up and down the shape while letting the notes flow evenly.

This lick uses lots of interval jumps and string skips, so practise it in smaller eight-note chunks in order to gain fluency between the sections. Next link the chunks
together and play the whole lick using either alternate or economy picking, whichever you feel more comfortable with.
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NEW ALBUMS
A selection of new and reissued guitar 
releases, including Album Of The Month 

   Album of the Month

WHAT OUR RATINGS MEAN   ✪ ✪ ✪ ✪ ✪  Buy it   ✪ ✪ ✪ ✪ Excellent   ✪ ✪ ✪ Good   ✪ ✪ Average   ✪ Bin it!

NGUYEN LE 
OVERSEAS
ACT Music JJJJJ
Nguyên Lê’s music fuses elements 
of jazz, rock, world music, hip-hop 
and funk. Having seen him live, we 
can confirm he can certainly bring 
his magic to the stage too. Overseas 
is his new album that brims with 
arresting music and spectacular 
guitar work. Focusing on traditional 
Vietnamese music (his parents are 
Vietnamese), the core of the album 
is a seven-part Overseas Suite, 
bookended by intriguing pieces like 
People Of The Waterfalls which has 
a vocal percussion enhanced 
hip-hop beat, funky upright bass 
and rhythmic clean guitar followed 
by slinky outro lead guitar lines. As 
for the Overseas suite, it’s a 
fantastic example of all the musical 
strands that Le excels at, from 
triadic chord passages to Jeff Beck 
meets Allan Holdsworth styled 
lines. If you’re a fan of modern 
fusion based guitarists (Wayne 
Krantz, Oz Noy, Rocco Zifarelli) 
who bring new flavours to the 
genre, you need to check out Lê -  
he sure plays vibrant guitar!

DAN REED NETWORK 
SLAM
Universal Music JJJJJ
Thirty years ago, Dan Reed 
Network were enjoying the success 
of their second album, Slam and 
touring with Bon Jovi and The 
Stones. Now remastered at Abbey 
Road, the Nile Rodgers produced 
album still packs a wallop with 
slamming riffs, stacked harmonies, 
gated drums, thick bass lines and 
exclamatory synths. Guitar duties 
were shared by Dan Reed and Brion 
James and they make an impressive 
team. Opener, Make It Easy is a 
pounding rocker with thick bass 
synth and punchy guitars; great 
screaming solo too. The blend of 
compressed clean funk and rock 
guitars is typical of the time and is 
prominent on Tiger In A Dress. 
Doin’ The Love Thing is reminiscent 
of the hybrid pop-rock sound of Def 
Leppard or Roxette, with huge 
production, wide vocals and hooky 
guitar parts. If you like big ballads, 
the whammy infused lead on 
Stronger Than Steel still stands up. 
If you hanker for some big 90s funk 
AOR, this is appealing stuff!

AL DI MEOLA 
ACROSS THE UNIVERSE
EarMusic JJJJJ
Back in 2013, alternate picking 
wizard, Al Di Meola released All 
Your Life: A Tribute To The Beatles 
which featured instrumental 
arrangements of the Fab Four’s 
songs. He enjoyed it so much that 
he’s back with another Beatles 
based album, Across The Universe  
featuring 14 songs from the band’s 
rich repertoire but (strangely) not 
Across The Universe itself. Here 
Comes The Sun opens and it’s a 
vibrant mix of nylon-string, 
12-string and electric guitars with 
the famous arpeggios and vocal 
parts largely faithful alongside fresh 
rhythmic and harmonic additions. 
The wonderful Golden Slumbers 
Medley is sympathetically 
orchestrated with Al’s nylon and 
electric playing serving the melody 
with great dynamics (the later 
soloing is particularly zesty). 
Mother Nature’s Son is largely 
nylon guitar, accordion and 
percussion which suits the piece 

very well. Strawberry Fields Forever 
is the first single and balances the 
key components of the song 
(including McCartney’s Mellotron 
intro) with Al’s trademark guitar 
syncopations and rich chordal 
extensions. Yesterday is largely Al 
playing two acoustics on this 
five-minute rendition (very tasty) 
while he’s down to a single guitar 
for a beautiful presentation of Here, 
There And Everywhere. Very 
enjoyable indeed. 

ROBERT CRAY BAND
THAT’S WHAT I HEARD
Nozzle Records/Thirty Tigers JJJJJ
That’s What I Heard, as the title 
suggests, is an affectionate tribute 
to some of Cray’s earliest musical 
influences, plus a handful of 
original tunes thrown into the mix 
for good measure. Produced by long 
term collaborator Steve Jordan 
(Sheryl Crow, Keith Richards) the 
album ranges in style from blues, 

soul and R&B to boogaloo and 
gospel, and includes an eclectic 
collection of inspired covers from 
the likes of Bobby ‘Blue’ Bland, Don 
Gardner and Billy Sha-Rae. It’s a 
fascinating insight into the musical 
background of one of the 
contemporary blues world’s most 
celebrated guitarists who – with five 
grammy wins and 20 studio albums 
now under his belt – just keeps on 
living up to his Blues Hall of Fame 
reputation. Our standout track here 
is Promises You Can Keep. Super 
stuff that’s really worth a listen!

BLUE ÖYSTER CULT
40TH ANNIVERSARY AGENTS OF 
FORTUNE LIVE 2016
Frontiers JJJJJ
In 2016, Blue Öyster Cult hosted an 
exclusive performance of their 
entire 1976 breakthrough album 
Agents Of Fortune while the 
Audience Music Network cameras 
rolled. Celebrating the 40th 
anniversary of the release of the 
band’s platinum-selling record 
which spawned their biggest hit 
(Don’t Fear) The Reaper this TV 
special is now available on LP, CD/
DVD and Blu-Ray. With founding 
member Albert Bouchard guesting 
on guitar, percussion and vocals, 
the line-up features the band’s 
original core creative members – 
guitarists and vocalists Donald 
‘Buck Dharma’ Roeser and Eric 
Bloom – along with guitarist and 
keyboards player Richie Castellano 
and longstanding rhythm section 
members, bassist Kasim Sulton and 
drummer Jules Radino. Blue Öyster 
Cult are currently working on new 
material for a 2020 release and are 
set to tour the UK this October. If 
you like your rock on the prog side, 
it just might be worth catching.

SONNY LANDRETH
BLACKTOP RUN
Provogue/Mascot Label Group JJJJJ
“Sonny Landreth is probably the most 
underestimated musician on the planet, and 
also probably one of the most advanced,” says 
Eric Clapton – and if you haven’t yet delved 
into Sonny’s extensive back catalogue, we 
recommend giving this two-time Grammy nominee’s latest studio album 
Blacktop Run a spin to decide for yourself. An eclectic mixture of soulful 
songs and mesmerising instrumental tracks featuring some truly jaw 
dropping electric slide work it’s a dynamo of a record that doesn’t lose 
charge as it powers through from beginning to end. “It’s all about telling 
the story,” Landreth says, “and as long as I can find my way up that path, 
I’m all in.” Check out the awesome playing on Groovy Goddess!
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A minute’s all it takes to find out what makes a great guitarist tick. 
Before he jumped into his limo for the airport we grabbed a 

quick chat with acoustic blues master, Keb’ Mo’.

GT: Do you have a type of pick that you can’t 
live without - make, shape, thickness? 
KM: Dunlop or Fender medium flatpick on 
acoustic. On a steel guitar, I use a .25 Brass 
and medium National thumb pick.

GT: If you had to give up all your pedals but 
three, what would they be?
KM: Tuner pedal, MXR six-band graphic  
EQ, and a clean boost.

GT: Do you play another instrument well 
enough to do so in a band? If so what, and 
have you ever done it?

KM: At the beginning of my career, I played 
steel drums in a band in my hometown of 
Compton, California.

GT: If a music chart were put in front of you, 
could you read it?
KM: I can read chord charts.

GT: Do guitar cables really make a difference? 
What make are yours?
KM: They do make a difference, but I don’t 
care very much because, with my band show 
we are wireless, so no cables.

GT: Is there anyone’s playing, past or present, 
that you’re slightly jealous of - and why?
KM: Tommy Emmanuel. He’s mesmerising. 
I’m not slightly jealous; I’m really jealous!

GT: Your house/studio is burning down: 
which guitar do you salvage?
Keb’ Mo’ signature Gibson Royale.

GT: What’s your favourite guitar amp and 
how do you set the controls?
KM: Mesa Boogie 25 Mark 5. The settings are 
different, dependent on mood, room, etc. 

SIXTY SECONDS with...

GT: What kind of action do you have on your 
guitars - any particular quirks etc?
KM: Low action, just slightly uncomfortable. 
One must negotiate with one’s guitar.

GT: What strings do you use? 
KM: I use 10-gauge D’Addario on my electric. 
D’Addario 12-gauge on acoustic.

GT: Who was your very first influence to play 
the guitar?
KM: My Uncle Herman insisted that I learn to 
play the guitar, and he started teaching me.

GT: And what was the first guitar you really 
lusted after?
KM: Any guitar! I didn’t have much money, 
so anything really.

GT: Do you remember the single best gig you 
ever did…?
KM: Opening for Bonnie Raitt

GT: …and your worst playing nightmare?
KM: Going on after Tommy Emmanuel!

GT: What’s the most important musical 
lesson you ever learnt?
KM: Be yourself!

GT: Do you still practise?
KM: Yes.

GT: If you could put together a fantasy band 
with you in it, who would the other players 
be (dead or alive)?
KM: Ricky Lawson on drums; Stan Sargeant 
on bass; Bob James on keys; Gerald Albright 
on tenor saxophone; Terrance Blanchard on 
trumpet; Paulinho Da Costa on percussion; 
David T Walker on guitar.

GT: Present company excepted (and 
notwithstanding the stupidity of the 
question!), who would you say is the greatest 
guitarist that’s ever lived?
KM: Chet Atkins.

GT: Is there a solo by someone else that you 
really wish you had played?
KM: The solo by Amos Garrett on Midnight 
At The Oasis by Maria Muldaur.

GT: What’s the solo/song of your own of 
which you’re most proud?
KM: I’d say that was Walk Back In, on my 
album Keep It Simple.

GT: What would you most like to be 
remembered for?
KM: Being a nice guy.

GT:What are you up to at the moment? (Gigs, 
tours, projects, albums)?
KM: I’ve had two records come out recently. 
The most recent is my very first holiday 
album - Moonlight, Mistletoe & You. We’re 
gearing up for a holiday tour in the USA, then 
headed to Europe in 2020.

Moonlight, Mistletoe & You was reviewed in 
GT 303, gaining a 5/5 score. Keb’ Mo’ plays 
at the Cheltenham Jazz Festival on 9th May.

 YOUR SINGLE BEST EVER GIG? ‘OPENING FOR 
BONNIE RAITT.’ AND WORST PLAYING NIGHTMARE? 

‘GOING ON AFTER TOMMY EMMANUEL!’  

INTERVIEW } 
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the guitar?
KM: My Uncle Herman insisted that I learn to 
play the guitar, and he started teaching me.

GT: And what was the first guitar you really
lusted after?
KM: Any guitar! I didn’t have much money, 
so anything really.

GT: Do you remember the single best gig you 
ever did…?
KM: Opening for Bonnie Raitt

GT: …and your worst playing nightmare?
KM: Going on after Tommy Emmanuel!

GT: What’s the most important musical 
lesson you ever learnt?
KM: Be yourself!

GT: Do you still practise?
KM: Yes.

GT: If you could put together a fantasy band 
with you in it, who would the other players 
be (dead or alive)?
KM: Ricky Lawson on drums; Stan Sargeant 
on bass; Bob James on keys; Gerald Albright 
on tenor saxophone; Terrance Blanchard on 
trumpet; Paulinho Da Costa on percussion; 
David T Walker on guitar.

GT: Present company excepted (and 
notwithstanding the stupidity of the 
question!), who would you say is the greatest 
guitarist that’s ever lived?
KM: Chet Atkins.

GT: Is there a solo by someone else that you 
really wish you had played?
KM: The solo by Amos Garrett on Midnight 
At The Oasis by Maria Muldaur.

GT: What’s the solo/song of your own of 
which you’re most proud?
KM: I’d say that was Walk Back In, on my 
album Keep It Simple.

GT: What would you most like to be 
remembered for?
KM: Being a nice guy.

GT:What are you up to at the moment? (Gigs, 
tours, projects, albums)?
KM: I’ve had two records come out recently. 
The most recent is my very first holiday 
album - Moonlight, Mistletoe & You. We’re 
gearing up for a holiday tour in the USA, then 
headed to Europe in 2020.

Moonlight, Mistletoe & You was reviewed in 
GT 303, gaining a 5/5 score. Keb’ Mo’ plays 
at the Cheltenham Jazz Festival on 9th May.

YOUR SINGLE BEST EVER GIG? ‘OPENING FOR 
BONNIE RAITT.’ AND WORST PLAYING NIGHTMARE? 

‘GOING ON AFTER TOMMY EMMANUEL!’  

INTERVIEW } 
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DADGAD ACOUSTIC
Two great pieces to play
Stuart Ryan brings you two fine 
acoustic pieces to get your teeth into. 
So re-tune your flat-top and let’s go!

DVORAK
Humoresque
Bridget Mermikides arranges and 
transcribes a superb work from  
the brilliant Czech composer.

PHILIP SAYCE
Blues video masterclass
Interview and lesson with this stunning 
modern blues guitarist who shows us 
some of his favourite turnaround licks!

GREAT STUFF TO LEARN
Octaves and Diminished scale
Learn some cool Diminished chords 
and licks in the Woodshed, and Wes-
style octaves in this month’s Jazz.

NEXTMONTH
MORE OF THE WORLD’S BEST LESSONS…
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