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Learn the secrets of John Squire
from the mighty Stone Roses
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ACQUSTIC SONGS with JUMP BLUES with BLUES SONGS with
Chris Quinn Chris Corcoran Neville Marten

-
A

This course focuses on roots based music, ranging from folk Referencing the big sound of '40s & '50s R&B quitar, this The aim for this course is to cover a range of blues tunes
to blues songs. You will study guitar techniques used by course will give a fresh perspective on how to add drive, from classic to more modern. The onus is on great blues
some of the greats of popular songwriting and also touch on style and invention to the modern Blues guitarist's canon songs that everyone will know and enjoy playing.

useful fingerstyle methods and open tunings. of licks.

TOP 40 AND FUNK with ‘70S ROCK & INDIE ROCK with MODERN ROCK with
Jason Sidwell Jon Bishop Tolis Zavaliaris

w4 /

This course is for guitarists that are in bands or are This course will cover many of the main components that The focus of this course will be on relevant techniques, from
planning to be in one; we will cover typical techniques & guitarists use, ranging from scales and chord riffing through picking to legato, and to improve and supercharge your rock
theories that will make you a better team player. From to string bending and use of harmonics. Lots of classic rock guitar playing. Guitarists covered will range from Randy
picking approaches to band relevant chord voicings. and indie riffs will be looked at with iconic songs. Rhoads to Paul Gilbert, Yngwie Malmsteen to Steve Vai.

Gianluca Corona John Wheatcroft

i -
This course will cover the basics (extended chords, simple This course will help to get your playing ‘campfire jam’ ready,
diatonic licks, swing feel, blues) through to more with a hands on look at the fundamentals of this inclusive
advanced concepts and devices (chord substitution, and engaging style - from using the correct chords and
modal phrasing, outside playing). mastering ‘La Pompe’ to adding authentic licks and lines.

Guitarist ~musicradar ~ Gliitar GuitarTechniques
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SUBSCRIBE?

Just a few of your regular C0 =
GT technique experts... WEL ME T

| JOSEPHALEXANDER

After stints at Guitar Institute and Leeds I DISTINCTLY REMEMBER hearing Pink Among the songs on it was this delightful

College, Joseph launched Fundamental | F]oyd for the first time. It was the single See | ballad called Wish You Were Here, which I

fuﬁgggfégsss;l:jcsoﬁggi)r,]oe(?oo;ifo Emily Play (actually the band’s second, since | hadn’t previously heard. Of course I quickly
Arnold Layne had preceded it), and I adored | deduced who it was and it rekindled my love

SIMON BARNARD the song. From then on, someone in the for the band. It was only then that I realised

Simonisagraduate of ACMand The family went out and bought each album asit | how they’d changed focus from 60s

Guitar Institute, holding a Masters . . . .

e Tty s usap e appeared, and I recall the terror with which | psychedelia to a more prog orientated

and plays everything from rock to jazz. we all awaited the horrific scream in Careful | approach, with Gilmour’s guitar all over it.
With That Axe, Eugene from Ummagumma. With that in mind I’d like to present this

SHAUN BA’,‘TER . I also loved Atom Heart Mother (which month’s cover feature. Created by Jon

eoc? 5 cc;f[g:: g:]( asur:zsatsrsfgeﬁ:fg ar:;\i\l/ch o David Gilmour has since called “aload of Bishop it examines four elements of David’s

are now top tutors themselves. His Jazz rubbish”, and especially the track Fat Old style and provides a quartet of superb tracks

Metal album is considered a milestone. Sun, which inspired me to go out an buy a that aim to give you the essence of his

JON BISHOP lovely Epiphone acoustic. various rhythm and lead moves. It’s hard to

Jonis one of those great all-rounders However, by the time their huge success | categorise Floyd as the band covers so much

who can turn his hand to almost any came about, with albums like The Dark Side | ground, but Jon has split his pieces into the

style.He'salsorocklegend Shakin Of The Moon and Wish You Were Here, my | following styles: rock, atmospheric prog,

Stevens'touringandrecording guitarist. | ) qi0a] tastes had vereed away from bluesy soloing and acoustic. Naturally he

MARTIN GOULDING electric guitar music to artists like Joni has taken inspiration from some of the

One of the world's foremost rock and Mitchell, James Taylor and Stevie { ¢ band’s greatest songs and albums, so the

metal guitarists, Martin teaches for Wonder. So while it didn’t exactly pass
dime-online.org and has written for by. Ididn’tb . dlinit
many of the world’s top guitar mags. e by, - didn ecqme lmr.nerse th

as so many of my friends did. I was

examples should offer fantastic insight
into this musical and intelligent
guitarist’s approach.

CHARLIE GRIFFITHS more besotted by Blue, Mud Slide Good luck.I hope you
GuitarInstitute tutor Charlie first came Slim And The Blue Horizon, enjoy it, and of course the
tcohfame injiotalaftars Cha'enos Talking Book and Innervisions. rest of the issue.
arlie series. He's also guitarist with top .
UK metal-fusion band Haken. However, wierdly I got back
into Floyd via my mother, who
PATHEATH returned from working in

BIMM Brighton lecturer, ESP product . .
demonstrator and all-round busy Tehran with oy Stepfather with a

musician, Pat brings you six cool licks mixtape (remember them?)
each month in 30-Minute Lickbag. recorded off American radio.

Neville Marten, Editor
neville.marten @futurenet.com

PHIL HILBORNE

The UK's original magazine guitar tutor,
Phil's something of alegend. A great
player, he’s got the Phil Hilborne Band
back together so catch themiif you can.

BRIDGET MERMIKIDES
Guildhalland Royal Academy trained,
Bridget is a Royal College of Music
examiner, a respected classical player
and award-winning blues guitarist.

Try GT’s digital edition on PC,
Mac, Laptop, Desktop or Tablet!

Tap the links Finding your way around the magazine is
easy. Tapping the feature titles on the cover or the contents page,
takes you straight two the relevant articles. Any web and email
links in the text are tappable too

Animated tab & audio Al the mag’s main lessons have
the audio built in with a moving cursor that shows you exactly
where you are in the music. Simply tap the‘play’button and
you're off - you can fast-forward or scroll back at will.

Play the videos certain articles have accom panying videos
full of useful insight and additional information. Once again, tap
the play buttons to enjoy video masterclasses on your iPad
(recommended) or smartphone.

JACOB QUISTGAARD

Quist has been with GT since 2009.
Currently Bryan Ferry’s guitarist, his
YouTube channelis viewed by millions
and he creates our monthly jam tracks.

JUSTIN SANDERCOE
One of the most successful tutors ever, i S
justinguitar.com is full of information, | T i
and his YouTube channel boasts over a CHRIS BUCK | 4
million subscribers! Why not join them? S 7

PHIL SHORT

You might recognise Phil from winning
International Guitar Idol competition. \

But he also teaches at BIMMin London TRY lT' Goto Www.pocketmags.com, search for Guitar Techniq ues to

andisa busy session and touring player. purchase a single issue for just £3.99; or subscribe and 7
X i i § I8 I { [
\  JOHNWHEATCROFT enjoy GT with audio and animated tab on any device!
A phenomenal guitarist, Johnisa * PLEASE NOTE: Only the Apple and Pocketmags version contains interactive tab and audio. Zinio and others do not.

master at all styles but alegend in Gypsy
¢ Jazz. His latest album Ensemble Futur is
= L out now oniTunes and Amazon.

. DISC AUDIO (PRINT VERSION ONLY) Sometimes the GT CD features some of the backing tracks as mp3 files
_ dueto space. These will be found in a folder on the CD-ROM section of the disc, accessible only via a computer,
and will not work in a regular CD player.
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- Takamine Thinline.
= FuII Fat Performance Tone

ticulate full tone.

— Plug in and you’ll know immediately you're playing an
_instrument designed to record and perform at the
I highest professional level.

The Thinlines are lovingly crafted at Takamine’s
legendary facility in Gifu, Japan, so superlative build
quality naturally comes as standard.
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Makers of cherished guitars

www.takamine.com
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fluency and the ease with which she teases
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JS BACH
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another piece for you to learn, from this
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FOOD FOR thought

Justme

GUITAR

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

eems like everywhere

Ilook now, there are

incredible guitarists

playing incredible things
that I will never be able to play.
They must have always been there
but with the internet making
everything so much closer, it’s
getting more personal.

At NAMM this year I met up
with loads of fellow YouTube
instructors and also many top-shelf
players that I really admire. It
seems feelings of inadequacy are
common; it’s a driving force for
some, and a pressure for others.
“I'll never have such incredible note
choice, or extended vocabulary, be
fast enough, or have such a
powerful tone, or be able to blast
through changes with ease, or pick
that perfect note every time... so
what’s the point?”

I was musing on this topic and
wondering how it got to be like this.
I doubt Neil Young would feel bad
about his playing after watching
Tommy Emmanuel — so why do I
sometimes get down on my playing
after watching Josh Smith or Tom
Quayle? Lately I've been wanting to
get more into hybrid picking, and
cats like Josh and Tom make it look
effortless. It’s inspiring to watch in
person; they are human and it
doesn’t look so hard... until you
actually try to play it.

It seems to me that if you see or
hear someone doing something
amazing, and you are inspired to
learn it, or even a part of it, there
are stages of the process that, if
understood, might help remove
some of the fear and shield you
from that turning into a downer.

There’s a wonderful saying from
the Stoic philosopher Seneca, “We
are more often frightened than
hurt; and we suffer more from
imagination than from reality.”

I think there’s some interesting
wisdom here that we can apply to
the study of music.

I’'m going to use a personal
example here, from just a few days
ago seeing Josh Smith and Greg
Koch trading licks at the Slide Bar
in Fullerton during NAMM week.

6 Guitarlechmiques Spring 2020

Phase 1. Inspiration.

I'd never heard anything like it. It
seemed Josh and Greg had tapped
into some magic — they were
finding incredibly strong melodies,
with incredible tone, touch and
technique and I left the gig feeling
super inspired. I didn’t have a
guitar in my hotel room, so I was
playing things in my mind and was
thirsty for practice!

Phase 2. Mapping.

I started thinking about what I
might need to do, to start working
on some of that amazing modern

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

something... without even giving it
a go? Really dude? I need to give
myself a stern talking to and
remind myself of the hundreds of
times I thought something might be
impossible but, with some practice,
it started going fine. Don’t be afraid
of how hard a thing ‘might be’.
Don’t let a scrawny negative
thought throw you off a desire.
Phase 3. Start Doing It.

I chose three licks that I liked the
sound of and started trying to get
them under my fingers. They're
difficult and I found it challenging.

££ DON’T BE AFRAID OF HOW HARD A
THING ‘MIGHT BE’. DON’T LET A SCRAWNY
NEGATIVE THROW YOU OFF YOUR DESIRE 77

blues vocabulary and technique:
where should I get it — are there
video lessons around, or books?
I found some online lessons from
Josh that explained some of his
processes and some specific licks to
work on. I'm determined to get a
routine together to make it happen.
Sometimes at this point the
fears kick in and I worry that there’s
no way I'll ever be able to do

Much harder than I thought. Not
sure I'll ever be able to work them
up to speed? Do I have time for
this? Maybe I'm not cut out for
this? Maybe I should work on
something easier?

Oh dear. More fears have
started. These need to be turned
off. They’re not helpful and I knew
they were likely to come by at some
point. I gather they are common

when one is pushing boundaries,
trying desperately to get better.

This is the main thing to be
aware of — that these thoughts are
not going to help at all. When they
visit me now, I ask my mind to take
them away and get me better
thoughts. Accept the thoughts are
there but give them no creedence.
You probably won’t be able to stop
them every time, but don’t allow
them to put you off your ambition.
Phase 4. Pushing Through.
Slow and mindful practice is the
answer. I try not to allow myself to
be impatient — I know it’s hard and
it’s going to take some time. I want
to enjoy the journey, but I need to
remind myself of that too. And
sometimes I might not reach the
‘end goal’ but will have learned a lot
along the way. I'm also fine with
sometimes simplifying or adapting
very difficult parts if I think it will
help me express them more
musically — that’s the point right?
Unless it’s for a cover or lesson then
we can change things as we like
— music is art and should be fluid.
Phase 5. Enjoyment.

I always make a point of enjoying
things I've worked for (especially
musical ideas) and therefore I also
often find myself using them
perhaps too much. But I'm cool
with that — the more we use a lick or
concept, the more instinctive it’ll
become and the more likely it will
be to come out in a moment of pure,
raw improvisation.

I try to remind myself of the
hundreds of times I thought
something would be too difficult
but that, with some practice,
became something I really enjoyed
and could actually achieve.

I hope these thoughts might
help you maintain drive and
motivation to learn something
exciting or ambitious. The more
you do it, the less the fears will
influence your path and you’ll find
the whole journey more rewarding
and fun. Safe travels my friends.

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

s I write, January is upon
us once more. And that
can mean but one thing
in the winter of our
Brexit discontent: Strictly Come
Dancing 2020, The Live Arena
Tour, is about to roll out of town.
However, before the suitcase zips,
the big wheel turns and the thin
bloke sings, there’s the small matter
of second guessing the guitar
logistics for this year’s hoofing
hilarity. Dalton’s comparatively
little known second law of partial
financial pressures states that, “The
necessity to purchase expensive
new equipment is inversely
proportional to the probability of
it ever being needed again”.

It begins at John Henry’s
Rehearsal Studio And Correction
Centre For Delinquent Boys, with a
polite enquiry to maestro David
Arch. “Inoticed, upon perusal of
our extensive dance programme,
the words “On Baritone Guitar” for
eight bars in one of the numbers.”

“Yes. You'll need a baritone
guitar”. “Could I not employ an
octaver device made by Messrs.
Boss of Hiroshima, purveyors of
fine effects pedals to the gentry?”
“You'll need a baritone guitar. Do

you have a baritone guitar?” “Er, no.

“You’ll need a baritone guitar.”

An example of clarity and
economy of communication that is
difficult to best, I would suggest.
The next hour is spent
simultaneously blundering through
a ballroom blitzkrieg while trawling
the internet. Having selected the
credit card weapon of choice, I
subject it to a serious thrashing
round the back of the room and said
instrument is promised for delivery
next morning. It duly arrives in a
very good quality PRS soft bag.
Which is no use to anyone of a
touring disposition.

There’s nothing else to be done.
The stinging nettle must be
grasped. Another £110 later and a
flight case is allegedly on its next
day way. In passing, have you ever
played one of these things? It’s
tuned down a 4th (B-E-A-D-F#-B)
with a suitably increased scale

length. I will grudgingly concede
that it sounds fab, but it’s almost
impossible to hit the correct notes
intuitively. One sees a low written E
note and hits the sixth string as a
conditioned reflex. Every time. To
say nothing of that pesky F# where
an open B second string used to, er,
be. That particular B is now an open
first string, where E used to live and
which is now not known at this

acoustic guitar based trifle which
has enjoyed recent success. She has
indicated that she is to sing this
popular vocal lament in the key of E,
Minor. You may not be surprised to
learn that, in order to make the part
work on a guitar, the solution is to
retune the instrument a semitone
lower. The knock-on effect of which
is to bring a further fretting faff into
the equation. It is now going to be

££ 1 BITE THE BULLET AND WRITE IN THE
NOTE NAMES AND STRING NUMBERS LIKE
A 10-YEAR-OLD AFTER TWO LESSONS 77

address. Aargh. Finally, I bite the
bullet and write in all the note
names, fingerings and string
numbers like a 10 year old after two
lessons. Dignity now resides in the
‘where are they now?’ file. But
waddya gonna do?

We move slowly on to item #2
on the agenda, which seems to
involve the musical preference of
our fragrant chanteuse, Ms Hayley
Sanderson. She is performing the
well known ditty, Shallow, an

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

necessary either to bring a second
acoustic guitar on tour or to play the
remaining songs that feature a
steel-strung axe up a semitone from
the written key. And pray that I
don’t forget mid-show. Otherwise,
Run The World is gonna sound a
tad avant garde in front of 10,000
foxtrot fanatics during the flamenco
inspired solo introduction. To say
nothing of Your Song. Or anyone
else’s. After five seconds of deep
reflection I decide on the latter

course of action. I need a banjo, a
Gibson L4, a Strat, the baritone
guitar and a detuned acoustic, just
as things stand. Five instruments is
more than enough in my world. Or
that of anyone else that has to listen
to me, to be fair.

And now it’s time to examine
which effects are required to
replicate each minute and a half of
dance delight for our celebrity
participants. A flanger for Lola’s
Theme. Do-able. It slips through
our leader’s exacting quality control
check point. Spinning delay and
overdrive, U2 style, for Sky Full Of
Stars. Check. Super Octave pedal
and grungy overdrive for Toxic,
generated from the Mesa Boogie
second channel (he likes that one).
Tremolo pedal for the Strictly
theme, obvs. Compressor pedal for
occasional general use. More
overdrive for Ghostbusters and It’s
Raining Men. And, by removing
fripperies like chorus, noise gate
and wah-wah pedal, I manage to
cram the mandatory noises into one
relatively compact effects board. By
way of insurance I grit my teeth and
purchase £90 worth of a new-to-me
Zoom pedal sized multi-effects unit.
You never know...

I have two feeds, one for electric
guitars through my amplifier, and
the second fed into a DI box for the
requisite acoustic stylings. All that
remains is to remember which
volume pedal to depress during the
performance. It has been known...

Finally, while I'm bankrupting
myself earning the medium bucks,
I splash out on £500 worth of in-ear
monitors and £80 of micro suction
to de-wax my ears before the nice
man can measure me for the
necessary moulding procedure.

Ho hum! Which explains why
I'm now waiting patiently by the
telephone for an invitation to three
weeks of movie sessions, in which I
have to sound like Duane Eddy. Or
Dick Dale.

Or anyone...

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

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, Zalklk Wylde.

GT:Whatis it about guitar
instrumentals that appeals to you?
ZW: Well, for me it’s definitely the
writing. When I listen to Al
DiMeola, Eric Johnson or
Mahavishnu Orchestra and stuff
like that, it’s always the writing that
makes it work. Another example is
Joe Satriani. He has amazing
technique and skill, but what
separates him from most people is
his writing. And writing
instrumentals is not easy, you have
to keep the audience’s attention
while you’re playing: when you're
playing songs with singing it’s a lot
easier. With instrumentals you have
to compose the melodies to make it
a song without the help of words, so
you have to be extra creative and try
to not repeat yourself. Take a song
like Crazy Train: when Randy wrote
that solo, he only had to write a
killer memorable solo for 45
seconds. In an instrumental there
are several moments of soloing and
lots more linking melodies, and you
have to keep it entertaining.
GT:What can an instrumental piece
of music provide the listener thata
vocal song can't?

ZW: When you listen to an
instrumental it's the same as listening
to a vocal track; you're listening to the
overall song and composition, not
any one instrument. For example, I
love Steve Morse but when you
listen to The Dregs, you're listening
to the overall sound. Steve can play
pretty much anything, but he
doesn’t just shred all over the music,
he plays a part in the song. I don’t
think this is any different to a song
with vocals. They’re all instruments
that work together.

GT: Any tendencies with
instrumentals that youaim to
embrace or avoid?

ZW: 1 think whenever I've done the
instrumental thing, I always focus
on structuring the track like a song.
I take care to place the melodies
where a vocal would normally be, to
have pre-chorus and choruses. I like

Zakk reckons

vocal songs and
instrumentals have ) i
much in common having a section or two for

improvisation too.

JEN ROSENSTEIN
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GT:Sois a typical song structure
always relevant to an instrumental?
ZW: Definitely. It helps you keep
focused on writing a piece of music
that’s going to keep the attention of
the audience.

GT:In that case, how useful is
studying a vocalist’s approach for
creating guitar melodies?

ZW: I sing too, so I pretty much take
the same approach to vocal writing
and guitar writing. But yeah, if you
listen to Satriani’s Surfing With The
Alien, there’s a big guitar melody
that could be likened to a vocal
melody. He then goes off and does
his improv and shred, but then it
returns to the melody again.

GT: How do you start writing one: is
there a typical approach or
inspiration for you?

ZW: 1 approach it the same way I'd
approach writing a song, but
instead of a vocal melody, you have
other instrumentation.

GT:What do you aim for when your
performance is centre stage for the
duration of the instrumental?

ZW: Iwould approach it live like I
would with any solo. For example
with Ozzy, when I play the solo for
No More Tears, I want to get a little
bit of everything in there; you want
to have memorable moments, some
fast shred for fun, mix up the

performance and make it
entertaining. For a pure
instrumental performance, it’s the
same principle, just extended. A lot
of it comes out quite naturally, and
you ‘feel’ what’s needed.

GT: Many vocal songs feature a
guitar solo that starts low and slow
thenfinishes high and fast. Is this
useful for instrumental writing,
developing pace and dynamics?
ZW: Yes, as I see instrumental and
song writing as the same process.

GT: Do you find Minor or Major keys
easier to write in?

ZW: Again, it doesn’t really matter
to me. I think it just depends on the
sound you’re after. If you're playing
something like the Allman Brothers
would do, you’d probably go for a
Major key, but then a Minor key if
you want to jam something like Red
House. Or if you're feeling like it,
you could write something that
mixes up Major and Minor to
change the feel.

££ IAPPROACH IT THE SAME AS WRITING
A SONG, BUT INSTEAD OF A VOCAL MELODY
YOU HAVE OTHER INSTRUMENTATION 77

GT:What type of guitar tone do you
prefer for instrumentals?

ZW: Iwould approach the lead tone
as if it was a solo part in a vocal
song. If the guitar is centre stage at
that moment, I would make the
tone fit what the song or
instrumental requires.

GT: Do you have particular favourite
keys or tempos?

ZW: I'm sure everyone has their
favourites, but if you know your
fretboard then it doesn’t matter
whetherit’sin F# or G, Aor B, Cor
C# or D. Or if you have to go back to
E Minor. If you know where your
scales are at, it doesn’t matter.

GT:What about modes - do you have
any favourites?

ZW: Not really, it really depends on
what works for the music.

GT: And how about modulations
into new keys?

ZW: Once again it always comes
down to whatever sounds good. I do
enjoy it but it’s got to work. It’s got
to be pleasing to your ear.

GT: Do you, view the backing band
in a different way than you would on
avocal song?

ZW: No. It’s all about the song,
regardless of whether it’s with
vocals or without. With Ozzy we’ll
do Suicide Solution and then it’ll

turn into a jam in A Minor, so
effectively we turn it into an
instrumental, but the principle
approach stays the same. It’s a song
and it should still sound like a song.
However, if there’s some improv
there might be a bit more variation
- the band might change key and
move around a bit, and all the
players will need to adapt. So the
band might have to keep on their
toes a little more.

GT:What are your views on
harmonising melodies?

ZW: They’re great. Again, it
depends on the song - whether it’s
Allman Brothers or Judas Priest.
It’s a great musical tool that can add
spice and flavour to soloing for sure.
GT:What three guitar instrumentals
would you consider iconic or have
inspired you?

ZW: Off the top of my head, these
are my favourites as the music and
the guitar playing is so good!
Mahavishnu Orchestra - The Inner
Mounting Flame; Al Di Meola -
Elegant Gypsy; and Frank Marino

- Mahogany Rush Live.

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

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 7 (B,).

You can change the target note(s) to any of the chord tones, so experiment

with this - try the 7 (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-B,. The remainder is based on ideas drawn from G Dorian
(G-A-B,-C-D-E-F-G) and G Blues scale (G-B,-C-D,-D-F-G). Watch the fretting-
hand fingering, as it can be a little tricky. | have given one that works for me.
As always | thoroughly recommend that you try it and amend it to suit.
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JAM TRACKS {1ps

Use these tips to navigate our bonus backing tracks

© SlowBlues Jam (B)

We start with a fun and easy slow
blues in B Major. You can get off to
a good start by mixing B Minor
Pentatonic (B-D-E-F#-A) and B
Major Pentatonic (B-C#-D#-F#-G),
while also aiming for the arpeggios
B7 (B-D#-F#-A), E7 (E-G#-B-D)
and F#7 (F#-A#-C#-E).

@ Easy Acoustic Blues (E)

Here’s a simple blues in E, so get
your acoustic out — or let your
electric sing on top of this acoustic
blues progression. Use E Major
Pentatonic (E-F#-G#-B-C#), a dash
of E Minor Pentatonic (E-G-A-
B-D), perhaps adding in some E
Mixolydian (E-F#-G#-A-B-C#-D)
on the T’ chords (E).

N On the disc!

Supetiative soloing musterciass
His modem blves style rewealed
Play like uitaris:Scatt Holiday
\'_ Wl The swesome ohn Squire
JU  Sach' Violin Somata 2 labbied
Building a siipng bass e
Use dthsin your solsing
Dominant modal Pentatonics
Explaring Phrygian Damingnt

Pentatorcs with Mirolydisn

Ericidie, Steve Gropper, Angus
Young A1 D e, o o

London Gypsy Jazz Festival

Five days dedicated to this exciting
genre and featuring national and
international musicians including
GT’s very own John Wheatcroft.
On 25th-29th March 2020,
South London’s only French jazz
club, Toulouse Lautrec is launching
London’s Gypsy Jazz Festival
featuring top British performers,
international masters and gypsy
jazz royalty. Its goal is to create an
annual festival that celebrates this
exciting music, originally created in
the 1930s by Django Reinhardt and
his Quintet du Hot Club de France.
Headliners include Dutch gypsy
swing guitar master, composer,
bandleader and arranger Lollo
Meier, and Mozes Rosenberg from
the Rosenberg family, known
globally as the “first family’ in gypsy
jazz and described as “One of the
most phenomenal musicians on the
international acoustic scene today.”
Opening the festival is Café
Manouche, a quintet formed by
brothers Matt and Jonny Kerry, and
featuring one of the UK’s most

10 GuitarTechniques Spring 2020

© E, Major I-VI-I-V Jazz Jam

The chords here are: E,-C7-Fm7-
B,7. You will hear extended versions
of these basic chords on the track.
You can play E, Major scale
(E,-F-G-A,-B,-C-D) over all the
chords, except the C7 where F
Harmonic Minor (F-G-A,-B,-C-
D,-E) works a treat.

O BossaBlues (Em)

Here we have a fun E Minor blues
progression with a bossa nova style
feel. Use the ever-useful E Minor
Pentatonic (E-G-A-B-D) and E
Minor scale (E-F#-G-A-B-C-D) and
aim to really lock into the groove,

to play with FEELING.

Happy jamming!

Jam tracks by Jacob Quistgaard.
For hundreds more jam tracks,
visit www.Quistorama.com/
Jjamtracks. And make sure you
subscribe to www.youtube.com/
QuistTV on youtube to get all the
latest free jam tracks & licks.
Finally, you can also find Quist on
Spotify, Instagram & Patreon.

impressive Django style guitarists:
Tim Robinson, who has dedicated
his life to Reinhardt’s music.

We will also welcome highly
acclaimed gypsy jazz guitarist John
Wheatcroft, whose Franco-
American approach is hailed as
“exceptional” by the likes of John
Jorgenson, while LA’s Music Critic
Awards called his album Ensemble
Futur, “One of the best of 2018.”

Capturing the sights, sounds
and sensations of the Parisian cafés
and nightclubs of the 1930s, Benoit
Viellefon & his Hot Club embody
the spirit of this bygone era with
their mix of European finesse and
the fervour of American hot jazz.

Closing the festival is The
London Django Collective,
featuring six of the finest young
gypsy jazz musicians, reviving the
genre with their own compositions
while nodding to the innovators
who came before them.

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

(Lol L/os
(62 YVean.

1952

So/ 0{600( res, 500261
€ e Stratobone

BRITAIN'S FIRST TV DETECTOR VANV

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 FEMDER'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.

/)qzm/a A /‘0@/@ OF KeNYA PRIMCESS ELIZ ABETH
hears of the death of her father King George VI,
and on her return is proclaimed Queen Elizabeth
Il 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
araised 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.

CRAAING 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.

C)oc/@/\/ey FROM LOS AMGELES TO

penhagen 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 Perén
(best known as Evita), dies in Argentina; and Japan and West
Germany join the International Monetary Fund.

THE STRATOTONE Hb4 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.




You can get more from GT by understanding our i
easy-to-follow musical terms and signs... = Setney |
READ MUS'C % 2 !! J ] MUSICAL STAVE TAB Qnder the musical stave, Tab

.. ) D) . 2 . o The five horizontal is an aid to show you where to put
Each transcri pthﬂ IS LA RO e g lines for music notation your fingers on the fretboard. The
broken down into 1 5 . show note pitches and six horizontal lines represent the six

3e 2 5 rhythms and are divided strings on a guitar — the numbers on

two pa i oe by bar lines. the strings are fret numbers.

GUITARTECHNIQUES: HOW THEY APPEARIN WRITTEN MUSIC...

PICKING

Up and down picking

1" }
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[ THRE

5

m>»>oQ®@m

m ]
B The first note is to be
down-picked and the last
note is to be up-picked.

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

GI User Guide

| Tremolo picking

7T—8——

m>0Q®m

i M Each of the four notes are
to be alternate picked (down-
i & up-picked) very rapidly and
i continuously.
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3

{ M Rapidly alternate between
i the two notes indicated in

¢ brackets with hammer-ons and
{ pull-offs.

BENDING AND VIBRATO

Bend up/down

ci7
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o D D D G o 2
A A A A D 2 1
E E E € A 3 2
j 4 : i E
M Fret the start note (here, the i M Bend up to the pitch shown i B Bend up from the 5thfretto M Pick the note and then i M A capo creates a new nut,
5th fret) and bend up to the i inthe brackets, then re-pickthe i the pitch of the 7th fret note, i bend up a quarter tone (avery i so the above example has
pitch of the bracketed note, ¢ note while holding the bent i then pick it and release to 5th ¢ small amount). Sometimes ¢ the guitar’s literal’ 5th fret
before releasing. i note at the new pitch. i fret note. i referred to as blues curl. i now as the 3rd fret.
H -] H —

HARMONICS
: ¢

i
0 . >
74 - 1
= T T
NH= === === —m ==
E
>—5
o 7 N 14
o 42 225
A
E

M Pick the note while lightly
touching the string directly
over the fret indicated. A
harmonic results.

Re-plck bend

Artificial harmonics

AH16  AH17  AH19

m>»o@mm
+

i M Fret the note as shown,

i then lightly place the index
¢ finger over X' fret (AH'x’) and
: pick (with a pick, p or a).

m m Appegiate chord

h__
9 h | — 3 0 \\ : G JA #é
Homm P oHs— (RN R Y
0] == =F= : O] : D)} g e
A v i rake =i # 4
PM= === PM - - i
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I Palm mute by resting I Drag the pick across the i M Play the notes of the
i the edge of picking-hand's i strings shown with a single i chord by strumming across
i palm on the strings near the i sweep. Often used to augment  ; the relevant strings in the
¢ bridge. i arake’s last note. i direction of the arrow head.

Slldes (Glissando) . Left Hand Tapping Fret-Hand Muting
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i i e i : S =
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{ M Pick Tst note and slide to { M Sound the notes marked i M X markings represent
i the 2nd note. The last two i with a square by hammering i notes muted by the fretting
i notes show a slide with the i on/tapping with the fretting- i hand when struck by the
i last note being re-picked. i hand fingers. i picking hand.

CAPO

RIHTAPPING

5 A g o+ F P e
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E
5 S g*@ks—g—g—
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H £ i E :
M Fret the note as shown, M Fret the note as shown, but M Tap (hammer-on) with a
i but dig into the string with i sound it with a quick right- i finger of the picking hand
i the side of the thumb as you i hand tap at the fret shown i onto the fret marked with a
i sound it with the pick. i (TH17) for a harmonic. i circle. Usually with I'or 'm’
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| PLAY | STYLE STUDY

ONTHECD '

» TRACKS 4-10

David Gilmour

]

ABILITY RATING

Info
Key Various Tempo Various CD TRACKS 4-10

Moderate

Will improve your... + Leadfeeland phrasing
v Articulationandstringbending  « Melodicawarness

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
model. He also owns a first year of issue 1954
Stratocaster with the serial number 0001.

In this article we aim to identify many of
David’s key techniques and soloing concepts,
since there are few of us that wouldn’t benefit
from his melodic sense and knack of placing
the right part in exactly the right place.

Gilmour’s lead playing is blues influenced
and features all the techniques appropriate to
the style, such as string bending, hammer-
ons, pull-offs, etc. Slides, finger and whammy
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.

TECHNIQUE FOCUS

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
bending finger, or using the whammy bar to

££ TO LET YOU TRY OUT
SOME GILMOUR STYLE
IDEAS WE'VE RECORDED
FOUR CONTRASTING
TRACKS WITH TABBED
RHYTHM AND LEAD 73

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

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 ,3rds and certain of the 7ths 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 willimmediately sound a lot more ‘Gilmour.

12 GuitarTechniques Spring 2020

Jon Bishop looks at the rhythm and lead styles of this great prog,
&, rockand 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-+,3-4-5-,7) and Dorian mode
(R-24,3-4-5-6-,7), 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
all the fingerings, articulations and phrasing
from the audio performances. Due to the
melodic and musical approach of the man that
inspired these tracks, the ideas sound really
effective, but are still relatively easy to play.

Even if the Gilmour style does not reflect
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
final step is to construct or improvise your
own David Gilmour style pieces over our
professionally recorded backing tracks.

As ever, good luck - and have fun! [l

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 aTC Electronic Flashback X4 pedal. The
ideas can of course be played on any type of guitar.
And remember, all the pickup selections and
effectsare notated alongside the examples.




PLAY LIKE { DAVID GILMOUR

David Gilmour: his
playing is full of
expression, feel

and melody

TRACK RECORD
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I PLAY | STYLE STUDY ONTHECD : TRACKS 4-10

EXAMPLET ROCK STYLE CDTRACKA4
Our first performance track is based around some of Pink Floyds rockier songs.  as loud as the original note. The repeats provide the illusion of several guitars
RHYTHM GUITAR [Bars 1-19] Set your delay so it repeats on a dotted eighth playing at once and the syncopated delay timing helps to plug the gaps when
note. The mix should be set so there are three repeats which are pretty much you switch from rhythmic single notes to short lead phrases.
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PLAY LIKE { DAVID GILMOUR I

EXAMPLET ROCK STYLE ..CONTINUED CDTRACK A4
LEAD GUITAR [Bars 20-end] Select the neck pickup and a light, blues-style played as an answer to each of the double-stop phrases. In bar 27 you'll need
drive. The solo is constructed from the E Minor Pentatonic scale. There is also to‘rake’ of the pick into a string bend. This is a common Gilmour trick and adds
a repeating double-stop motif to learn. Various simple, blues style licks are some attack and prominence to the start of the note.
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I PLAY | STYLE STUDY ONTHECD : TRACKS 4-10

EXAMPLE 2 ATMOSPHERIC PROG CDTRACKG6
Our second track is inspired by some of Floyd’s amazing prog rock wigouts. comprise of repeating arpeggios and open position chords. A little bit of MXR
RHYTHM [Bars 1-10] The rhythm ideas here are simple, yet effective and Phase 90 style phase really helps to conjure that retro sound.
RHYTHM GUITAR
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PLAY LIKE { DAVID GILMOUR I

EXAMPLE 2 ATMOSPHERIC PROG ..CONTINUED CDTRACK6

LEAD GUITAR [Bars 11-end] Select the neck pickup and add a liberal dose Again the go-to scale is E Minor Pentatonic. Bar 19 features some characteristic
of compression. The compressor helps to provide sustain to the clean sound. unison bends. Gilmour often uses repeating phrases like the one in bar 22.
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I PLAY | STYLE STUDY ONTHECD : TRACKS 4-10

EXAMPLE 2 ATMOSPHERIC PROG ...CONTINUED CDTRACKG6
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PLAY LIKE { DAVID GILMOUR

David Gilmour
playing his
iconic black
Stratocaster
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I PLAY | STYLE STUDY ONTHECD : TRACKS 4-10

EXAMPLE 3 BLUESY SOLOING CDTRACKS
Our third piece takes inspiration from some of Floyd’s big rock ballads. But, typically of Gilmour, the rhythm guitar navigates the changes in an
RHYTHM [Bars 1-13] This track is a simple slow blues in the key of G Minor. effective way combining bass notes with chord stabs.
RHYTHM GUITAR
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PLAY LIK

EXAMPLE 3 BLUESY SOLOING ...CONTINUED CDTRACK S8

LEAD GUITAR [Bars 14-end] This solo is created using G Dorian mode (G-A-B;-

the lines of adding notes to the Minor Pentatonic). Again the phrasing is simple

C-D-E-F), although it’s unlikely that David thinks modally (probably more along  with an emphasis on a well constructed melody that follows the chords.
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I PLAY | STYLE STUDY ONTHECD : TRACKS 4-10

EXAMPLE 4 ACOUSTIC STYLE CD TRACK10
Our final piece is inspired by Gilmour’s memorable acoustic stylings. CHORUS [Bars 5-19] Some chord-fingering transitions require a stretch so
INTRO [Bars 1-4] Our stand-alone acoustic guitar piece uses simple picking make sure you maintain a good posture and angle the neck upwards. This
patterns to create a typically flowing Gilmour-type part. section is repeated so take the second time bar in bar 20 on to the bridge.
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. ( DAVID GILMOUR |

EXAMPLE 4 ACOUSTIC STYLE ..CONTINUED CDTRACK10
BRIDGE [Bars 20 to 36] The bridge moves to E Minor and there are some CHORUS [Bar 37-end] This section is a repeat of the previous chorus.
natural harmonics to navigate in bar 25. Bars 27-32 feature a pulsing bass note;  However, in bar 44 the tempo slows down (a rallentando, or‘rall’) and the
it may require practice to keep this going while maintaining the chords. ending chord is placed after a musical pause.
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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

what we’d just heard, jumped onto YouTube
to see her in action. Her picking technique

hang up their acoustics in shame — and that’s

the power of her songwriting.
After a brief dalliance with the piano and
violin as a young child, things shifted gear for

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

got really, really into practising and learning
new tunes, and it became really fun. Then I

Molly fired off some
amazing salvos of
bluegrass picking
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Molly Tuttle

en Molly’s new album, When You're

first track onward and, still not quite believing

alone is enough to make players twice her age

before you consider the purity of her voice and

Molly dramatically when her father presented

interested in it,” she says. “After about a year 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.”

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

££ 1 FIRST LEARNED TUNES LIKE ‘OLD JOE CLARK’
AND ‘CRIPPLE CREEK’, STANDARD FIDDLE TUNES.
WHEN I STARTED, 1 WAS MOSTLY JUST LISTENING 77

What were the first tunes that you learned?
“Ilearned 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

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



INTERVIEW & MASTERCLASS { MOLLY TUTTLE

Molly brought along
her Pre-War Guitars
Co dreadnought for
our shoot: “It sounds
like an old guitar and
it looks really cool”
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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

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?

“Abit. 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

28 GuitarTechniques Spring 2020

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

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
Ilistening 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
atthe moment?

“I'm using a Pre-War Guitars Co guitar, which
is their ‘18’ model — it’s similar to a D-18. Ilove
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?

“Tuse 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 areverb.”

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.”

&£ [MY PICKING TECHNIQUE] WAS A COMBINATION
OF THINGS: I DIDN’T REALLY DO EXERCISES AND
DRILLS, IT WAS JUST LEARNING SONGS 77

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

You've also toured with [Dobro geniuslJerry
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.” [l

Molly Tuttle’s debut album, When You're
Ready, is available now via Compass
Records www.mollytuttlemusic.com
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Bluegrass bonanza!

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

en we spoke to Molly and settled down | 3. Example 2 is a traditional fiddle tune that Molly
to record the video, we asked her to chose to play as a demonstration of her almost
improvise a couple of examples just to unbelievably clean, precise and speedy picking-
set the mood for the lesson. As it turns hand technique. Take note of what she says about
out, they were so good we decided to transcribe picking-hand position in the video and take
them both and you'll find them in Examples 1and | things slowly to begin with. Best of luck!

EXAMPLE 1 IMPROVISED SECTION 1 CDTRACK 11
As we've said, this first example was fired off Molly’s fretboard from a standing  freely over the strings, jumping from bass strings to trebles effortlessly (this is
start. It’s typical of her style, with bluegrass elements to the fore with the the‘cross picking’ she refers to in the interbiew). Also notice her wrist position -
occasional nod to both banjo and fiddle influences. Her picking hand moves a mix of rested and free.
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EXAMPLE 1 IMPROVISED SECTION 1..CONTINUED CDTRACK 11
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INTERVIEW & MASTERCLASS { MOLLY TUTTLE I

EXAMPLE 2 SENECA SQUARE DANCE CDTRACK12
Seneca Square Dance is an old traditional fiddle tune - and when we say clearly an American tune, popular in Oklahoma, Arkansas and Missouri, the
‘old’ we mean it, because nobody is entirely sure when (or from where) it melody is well known to Irish fiddlers as John Hoban'’s Polka. Molly’s version
originated. The tune is also known by various titles, including Waiting For The here is beautiful, but beware the ferocious (but effortless) cross-picking. Initial
Federals, Georgia Boys, Shelby’s Mules and Federal Hornpipe. Despite it being attempts should be in alow gear...
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v
PLAY | BLUEGRASS ONTHECD " CD-ROM&11-13
-
EXAMPLE 2 SENECA SQUARE DANCE ..CONTINUED CDTRACK12
Em
A4 o ®» ] e 2 P e f{/-.-
P — P— fo L8 —
@ e P | =
0 — — —— =
e =
E 3 3 3 3 3 3 3—5—5-57
B 5—3 3 3 3 3 5 68
G 0 0 4 5 5 5 0
D
A
E 0
9
D G
” —’-
a) o r '!" o e
'\\mu ' . = ._‘ ‘ .,
T . 7
5 8—10 ! 10—8 ! 8 8 0 . 3
G i i 9—7 7— 0 >—— 20 —0—2-44
D 9 97 0 - 2——4——4-45 7
A
E
1
G Em
o\ o » e o "'"'-—q P - f/’— o
. - o P— : ! » Z
ey g o S ¥ g | —
Q ﬁ__ —.’ 5
E 3 3 3—3 3 3 5——577
o S ~ = 3 3 5 5 68
: 0 0 4 4> 2—0—2—+—4 0——0
A
£ o
13
D G
A B » = 9 P 3 Py - rit ‘ % |
+H 4 > & - I nq{ = v q
—XE—eo < — & < S 00
E 7 7 4
) —10 10—8 —8 . - 8 - —0 — 273 {3
D - E 9 P T———0—— 2——4——a+45 ¢5
E ¢ 3
15 4

32 GuitarTechniques Spring 2020



INT]

LRV

W & MAST

IRCLASS { MOLLY TUTTLE |

EXAMPLE 3 IMPROVISED SECTION 2 CDTRACK13

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,
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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 }V

B0 533

ONTHECD '

> CD-ROM & 14-18

NE N
. -
ABILITY RATING
@ @O OO Advanced
Info Will improve your
Key: D Minor v String bending technique

Tempo: 107bpm
CD: TRACKS 14-18

v Fast paced rock and fusion lead
v Dorian & Melodic Minor ideas

e difficulty level tops out up this
month with a harmonically advanced
track to navigate as we come to the end
of our six-part video masterclass series
with Italian guitar wizard Rocco Zifarelli. In

part six we are going to look at Rocco’s soloing

Rocco Zifarelli

over Jason Sidwell’s fusion track entitled The
Return Of Johnny F. As Rocco explains, the
track has a 12/8 time signature which means
each of the four beats contains three notes.
You can view 12/8 time as the same as 4/4 but
with eighth-note triplets throughout.

The triplet time feel makes playing
three-notes-per-string scales logical to work
with, as each time you move from string to
string you land on the beat. In his chat Rocco
talks about various ways to use alternate
picking and rhythmic accents, and we have
taken the time to notate these examples.

Our key signature this month is D Minor;
but the track modulates
regularly, so you can’t get
away with using the D
Minor scale throughout.

As Rocco has
demonstrated all through
this series his go-to method
for outlining chord changes
is to use triad arpeggios.
This is especially important
here, as the chords are
changing almost every bar.
It is a good routine to run
the arpeggios and establish
a fretboard roadmap before
setting sail on an
improvised solo. In his
video explanation Rocco
helpfully demonstrates the
scales and arpeggios that he
employs in the piece.

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

ONVIDEO

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 Jom Bishop as your guide.

views this as a chromatic approach note up to
the tonic (D), or down to the ;7 (C).

Compared to previous solos here the
phrasing is more relaxed, particularly melodic
and with extra consideration given to
outlining the chords. But as you’d now expect
of Rocco, the rhythms and beat placements
are incredibly sophisticated and challenging.
You may also notice he rarely starts a phrase
on the downbeat. This use of syncopation
adds a real sense of class to the phrasing. It’s
another ‘must study’ piece.

The backing track and chord chart are
included, in addition to a full transcription of
Rocco’s performance from the video, plus tab
for the demonstrated examples from his chat.
Once you have mastered some of these
concepts, the next step is to create a solo of
your own over Jason’s backing track. Check
out the chord chart for the changes and, most
importantly, use your musical ear.

We can’t thank Rocco enough for this
super series, for the fabulous playing and his
total willingness to share so many secrets.
Hopefully we’ll meet again soon! il

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

]
REVERB

Any electric guitar will work well for this
performance. Choose whichever pickup you
like (Rocco used both) and dialup arich
sounding overdrive tone (think more Larry
Carlton than Joe Satriani). Be prepared to

Rocco Zifarelli is
a sophisticated
. and enormously
. capable musician

interchangeable. The only
difference between the two
is the Melodic Minor’s
raised 7th (C#) and Rocco

experiment with the guitar’s controls to achieve
the desired sound. A bit of compression, reverb
or delay will lend extra smoothness and class.

TRACK RECORD

ﬁ N

3
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ROCCO ZIFARELLI PT 6 3 VIDEO MASTERCLASS

THE RETURN OF JOHNNY F CHORD CHART
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ILESSﬂN }VIDEO u ONTHECD : CD-ROM& 14-18

o

EXAMPLE THE RETURN OF JOHNNY F CD-ROM & 14
INTRO [Bars 1-5] The track starts with a one-bar drum fill. Rocco uses the VERSE 1 [Bars 6-17] We start out with four bars of Dm6/9 to navigate.
triad arpeggios of B,, E and E, which fit the chords perfectly. Bar 5 features Rocco uses a combination of Dm arpeggio and D Minor Pentatonic. Each of
strummed high notes that tie in with the backing track. the chords is negotiated with a corresponding arpeggio or scale.
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ROCCOZ

PARELLIPT 6 (Z) VIDEO MASTERCLASS |

EXAMPLE THE RETURN OF JOHNNY F

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.
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S
LESSON } VIDEO i3 ONTHECD 5 CD-ROM & -1
‘g
EXAMPLE THE RETURN OF JOHNNY F CD-ROM & 14
MIDDLE SECTION [Bars 26-48] The middle section is harmonically off the end of a phrase (bar 35), which adds a dramatic punctuation point.
demanding and it will be worth having a strategy in place. Rocco often falls The use of bends and vibrato are also important elements to home in on.
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ROCCOZ

PARELLI PT 6 ) VIDEQ MASTERCLASS

EXAMPLE THE RETURN OF JOHNNY F CD-ROM & 14

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

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

motif that’s developed through various permutations. As we near the end of There’s so much to learn here so do take your time and go patiently.
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ILESSON}V )EO0 I3 ONTHECD 5 CD-ROM & 141
i
EXAMPLE THE RETURN OF JOHNNY F CD-ROM & 14
OUTRO [Bars 57-73] After six amazing videos we knew Rocco would bring it us will be able to play Rocco’s entire performance straight through, there’s
home in style. As with all the solos he’s treated us to, the harmonic approach so much incredible playing here, with so many clever twists and turns, that
is meticulous and describes the framework in perfect detail. While few of even lifting a few choice licks is bound to give your playing a boost.
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ROCCOZ

PARELLIPT 6 (Z) VIDEO MASTERCLASS |

strumming but none of the potential string noise.

©® 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 EF 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!

@ 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

PLAYING V!

7 TIPS ||

|

j‘ Il

© 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
alower 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.

-

@ 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!

ROCCO’'STIPS FOR DEVELOPING GOOD TIME KEEPING FOR SOLOING AND RHYTHM PLAYING

DURING MY FIRST experiences in music |

noticed the importance of rhythmic control both
for strumming/comping and phrasing. | worked

hard to improve my timing using a metronome
and playing with good rhythm sections. In
particular, | 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 | wouldn't
falter or trip due to poor technique (ie poor hand
synchronisation and weak up picks). | 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!
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I LESSON ! VIDEO u ONTHECD ; CD-ROM& 14-18

EXAMPLE 1 A MINOR SCALE (THREE NOTES PER STRING) WITH ALTERNATE PICKING CDTRACK16

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.

Am
-
g . o2 F £ [ —
g 12 * | e | | }
—@— & ] .
A\SVA ] i —— I ! — ' e
dv EE
Neck pick up
Clean
E 7—8—7
B 5 6—8—10 10—8—=6
G 5—7 9—7—5
D 5—7—9 9—7—5
A 5—7—8 8—7—5
E1 5—7—8 8—7—5
M VMYV ™Y oet

EXAMPLE 2 A MINOR SCALE IN TRIPLETS WITH RHYTHMIC ACCENTS CDTRACK16

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.

o N
o) e N eI R & |
& = um o ] p—— ?_ [
A\SVA S ) '_‘_.“ e _.__‘I I — ‘I # T
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D 5-7-9 7-5
A 5-7-8 8—1—7—0—5-0 5-7-8
EL 5—0—7—0—8 8—7—5—7—8
MVMYVMYVet

EXAMPLE 3 A MINOR SCALE IN TRIPLETS WITH RHYTHMIC ACCENTS (VARIATION) CDTRACK16

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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p— 5 o o —
ANV ] - o —‘—._‘ — _dl } ] —
E
B
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A e PP @ X o e
—— | l Y S
P . B— — —— — o e—=¢
') —— i ———
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G 5—7—9 9—7 5
2—05—7—)(—)H9—X 9—T7—h—K—5H—X
E o
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ROCCOZ

PARELLIPT 6 (Z) VIDEO MASTERCLASS |

EXAMPLE 4 DM7 ARPEGGIO (D-F-A-C) CD TRACK17

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

Dm7
A B o P g o o - St
12 r) o o y 2 y X
[ faw. Py Py
A\AVAERS ) [ < N
e '\__/
NN
E 5 8 5
B 6 6
G 5 7 7 5
D 7 7
A 5 8 8 5
E
1
EXAMPLE 5 DM6 ARPEGGIO (D-F-A-B) CD TRACK 17
This example exploits the Dmé6 fingering as a foundation for various of Rocco’s phrases.
1o ] = . o2fr, e e
e e C T e G
5 . mm . v o
E 5—7—5 5—7 5
B 6 6 6 6
G 4—5—4 5—7 7—4 4—7 7—4
D 7 7 7 7 7
A 5—8 5—8 8—5 5—8 8—5
E
- 7 7
EXAMPLE 6 DM6 PENTATONIC DM6 =BM7,5 CD TRACK 17
Here Rocco demonstrates how Dm6 and Bm7,5 are interchangeable because they use the same notes.
2
i - r 2
o £ + £ o
’ = [ 1 r- r [ £ o ﬁ P
-8 ' — ——
E 10—13 10 =
B 10—12 12 10—12 10 6—15
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A
E
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-
EXAMPLE 7 B MINOR},5 PENTATONIC (B-D-E-F-A) CDTRACK18
Rocco shares a useful tip. The Bm7,5 arpeggio shares the same notes so this can be used as a substitution to access the Dm6 sound.
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CDTRACK18

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

ONTHECD - TRACKS 19-20

T
e

J S Bach

/‘35‘ i

ABILITY RATING

Info
Key Cmajor Tempo 30bpm CD TRACKS 19-20

Moderate

Will improve your... + Maintainingasmooth melodictopline
v Two-partplaying  + Baroquerepertoire

is 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,
influence and inspiration to stylistically
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

. JS Bach: few
S composers can
match his genius

~ TRACK RECORD
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some of his music be included in the Voyager
space probe as proof of human intelligence to
extra terrestrial beings who might find it, a
NASA staff member objected as, “It would just
be showing off”.

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
BWYV 1003, written in (or just before)
1720, a happy period in Bach’s life as
Kapellmeister in Cothen 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
maintain the original key of C Major,
and kept faithful to the original,

ONVIDEO

™ Thisissue 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
written for just four strings with no frets, it’s
still quite a challenge to perform it on the
guitar. It’s imperative that the top melodic
line remains ‘legato’. Guitarists often equate
this word with the hammer-on and pull-off
slur technique (of which there are some), but

£ £ BACH DEMONSTRATES
AN ALMOST IMPOSSIBLE
TECHNICAL MASTERY,
WITH PROFOUND EMOTIVE
POWER, INTELLECTUALLY
AND SPIRITUALLY 77

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. [l

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

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.



VIOLIN SONATA2 (J S BACH |

PLAYINGTIPS CD TRACK 20

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 ontieco ) Thacks 020
s
PLAYING TIPS CDTRACK 20
I have added some fretting-hand fingering suggestions throughout the first In bar 8 on the last C bass note | like to switch to the second finger and use the
section so do follow it carefully. In bar 6 a half-barre at the 5th fret will be fourth finger on the F# for a really comfortable fretting-hand shape. At bar 12
needed on beat 3, and a five-string barre is required on the first beat of bar 7. we have an exact repeat of the first section.
C G7/B C Am7 D
A h E.———_
2 = : = e ! ——
o o ¢ o *
\;)u l_‘_J - I o _L. — ——
E
B 0 1 0—1—
G 0 2—0 0—2 0—0—2
D 2 2 2 3—2—10 0—3 3—2—0 2 2—4 0
A 3 3 3 3 3 3—3 2 2 2 2 2 2 3 3 0 0 5
E
12
G G/F Em7 Am
“‘
f—
[a —T o | Y J [ o
— 7 : C e I —— o
—p . . %> ? #
v U (I . —_—
E 0 0 0 0—1 3 0 5
B 0 3 3—1—0 3 3—1—0 0—3 3—3 0 5 8
G 2—0—0—0 0 0 2 2 5
D 0 5 5 3 3 3 3 3 3 2 2 7 7
A
E 3 3
15 v v
Dm7 G G7 (@
&
\\SV i el e e r )
E 0 1 5 3 1 0
B 6 0 1 3 0 0 1 3 1 0
G 5 5 7 0 0 0 2 0 0
D 7 0 0 2 2 4 2
A 5 5 3 3 3 3 3 3
E 3 3
18
D7/C G/B Cc —_ G/D o D7 G
5 ==—l=—=0 —= B Tan
& — T
.—‘ —.—. v }
@ :
& —— o =t
Py} [ rz —
v ¢ 7
ﬁ‘w
E 0 N 0 N
B 0—1—3—5—3 3—1—3 0 1—0 0 A~
G 0——2——4—5—0 2——5—4—2 0
D 4—0—2—4 0
A 3 2 3
E 3
20
E7/G} Am Fmaj7
——
— & - & m & & —
D—p—9—9—9 9 . e r—p . o s £
E 0 0 1 0 0 0
B 3 3 3—1—0 3 3—1—=0 1—3 3—1—0
G 0 0 0 0 0 0 1 1 1 1 1 1 2 2 2—]
D 3 3 3 3
A
E
23

50 GuitarTechniques Spring 2020



VIOLIN SONATA2 (J S BACH |

PLAYINGTIPS CD TRACK 20

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 A, bass note. Again, the video demonstrates this move well.
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PLAY ) CLASSICAL onTHECD (5 TRACKS 19-20
&
PLAYINGTIPS CD TRACK 220
At bar 38 we begin a repeat of the second half. Throughout this piece listen value in order to stay true to the music. At the final cadence, the rhythm of the
out for any unnecessary or unwanted over-ringing notes in both the melody penultimate bar can be confusing; do listen to the recording for clarity and
and the accompaniment. Always aim to give the notes their correct rhythmic remember to give a slight rit (slowing down) before the last chord.
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LEARNING
ZONE

Lessons from the world’s greatest teachers and schools...

Brought to you by. ..

9BIMM .

BRITISH & IRISH MODERN
MUSIC INSTITUTE

ohn Mayer may well be the Eric Clapton
for the present generation - a man with a
strong blues leaning who plays great
guitar to alarge, 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 alook 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 alovely rolling triplet groove.
Simon Barnard, fresh from his lengthy
psychedelic series (The Beatles to Arthur
Brown), starts a new one this month
where he looks at Britrock (p76). From
The Smiths to The Artic Monkeys, many
great guitarists will be presented in
bespoke musical settings to
demonstrate why the 80s to the
noughties proved such a fruitful
time for electric guitar riffs,
solos and tones. He kicks off
with The Stone Roses; a hugely
revered UK band during the 9o0s,

5
on RGT(@LCM

with their excellent guitarist John Squire.
John Wheatcroft tackles a topic I always
find fascinating; the Narnia-like door either
side of which the tritone interval sits. In short,
is it a Lydian-like #4 or a Blues scale ,5? As
John discusses and demonstrates (p64), it’s
both, depending on the context. Since many
guitarists treat it in a bluesy ‘Pink Panther’
fashion (the sultry slides found in that theme’s
melody), the tritone’s potential is rarely fully
realised. It’s only when this note is committed
to melodically in phrases, can its attributes of

yearning, menace or seduction be appreciated.

If you've rarely used it with conviction, I'd
recommend taking some time out to study
John’s presentation. Sure his column states
‘Jazz’ but the tritone is within the realms of
music vocabulary for us all, regardless of
stylistic preferences (we’ll leave the

bt ;, Harmonic Major for another day as the

oxygen circling around
As always, we've jam

and chops articles, so enjoy it all
and I'll see you next time!

FUNDAMENTALCHANGES

DMEONLINE rockschool

POWERED BY DETROIT INSTITUTE OF MUSIC EDUCATION

IN LESSONS
GT#307

that is considerably less!).

packed the issue with great head

FINGERSTYLE BLUES ... 72

Joseph Alexander of Fundamental Changes
continues his series with alook at combining
alternate bass and melody.

Inthefirst of this new series about British rock
from the 80s and 90s, Simon Barnard goes mad for
itwith Manchester legends, The Stone Roses.
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| LESSON ) 30-MINUTE LICKBAG onrheco (5 Tacks v

30-Minute Lickbag

Pat Heath of BIMM Brighton brings you h
 afantastic selection of new licks to learn at Broughttoyouby...
"» easy, iIntermediate and advanced levels.

EASY LICKS EXAMPLE 1 ERICIDLE CD TRACK 21

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.

C F C G C G7 C
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EASY LICKS EXAMPLE 2 STEVE CROPPER CDTRACK 22

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.
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INTERMEDIATE LICKS EXAMPLE 3 RAY TORO CDTRACK 23

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.
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30-MINUTE LICKBAG i LEARNING ZONE |

INTERMEDIATE LICKS EXAMPLE 3 RAY TORO ..CONTINUED CDTRACK23
E5 C5 N.C.
n 4 ~ L -1 | .
N | ] | | l I 1 I I
A\N > o o o o [
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INTERMEDIATE LICKS EXAMPLE 4 ANGUS YOUNG CDTRACK 24

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.

N.C. " "
J =190 1/4 1/4 } 1/4 1/4 } 1/4 27
A ;] & } o7 3 e} o) » Feoo oo . SRS S A
G S i i e 1 o f — —r—
A4 I } ' ' ] ' —e
6 “_ !
mf
E 1/: [~ 1/+4 1/’4 lﬁ‘. [ 1/;‘ 1? 1/44 . n/—\l- N C N 2N
B l5 > Jg5 g7 25 1 ° U5 g7 /5 " 5 1 " " g 5 - g5 8—5— 5 5
G 7 7 7 7 7 7 7—5 7—5 5
D 7
A
E
e e Y e T Y e O e e Y Y e e Y e O e O o O o B ™ ™ A ™ ™ - [ - ™
ADVANCED LICKS EXAMPLE 5 AL DI MEOLA CDTRACK 25

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.
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ADVANCED LICKS EXAMPLE 6 STEVE VAI CD TRACK 26

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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BRITISH & IRISH MODERN
MUSIC INSTITUTE

John Mayer

This month Phil Shext checks out the
1™ =} Dbluesy side of a super-successful songwriter,
singer, popstar, and bona fide guitar legend.

John Mayer ’
heréunusual
, playing an ol
“Fender Tele
@
By Southwest festival, signed a record deal
with Aware Records, shortly after that moving

ABILITY RATING

@ @& & & & Moderate/Advanced over to Columbia.
Info Will improve your Now a living household legend for guitar
Key: Various v Modern blues touch players and music lovers alike, Mayer rose to

Tempo: Various
CD: TRACKS 27-30

+ Feel and timing

stardom combining stunning guitar playing
+ Playing dynamics

with infectious, melodic songwriting and
buttery vocals to boot. His 2001 debut album,
Room For Squares showcased this with hits
like Why Georgia and Neon. Mayer gripped
his audience with mesmeric songwriting,
believable vocal delivery, and catchy yet

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

Stern, John Scofield and John Petrucci pass
through its doors. His first band was called the
Low-Fi Masters but they didn’t last long and
split up in 2001. Mayer continued to play
locally, and after an appearance at the South

| a TRACK RECORD
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sophisticated guitar playing.

After two successful albums Mayer started
to venture back towards his blues roots and
began incorporating the influences of his
heroes, Stevie Ray Vaughan, Eric Clapton and

BB King included. A few years down the line
would see Mayer sharing the stage with these
self-same guitar legends.

The most popular single off his third
album, Gravity, showcases not just his
sublime vocals, but a mature and expressive
modern blues guitar style with a distinctive
voice all his own. Renowned for his touch,
time feel and spanky clean tones, he took his
musicianship to the next level with a stunning
trio set from his 2007 live album, Where The
Light Is: John Mayer Live In Los Angeles
featuring rhythm section giants, Pino
Palladino on bass and Steve Jordan on drums.
On this live album we hear some of his finest
traditional blues guitar work, and stunning
tones to boot.

Mayer has an eclectic taste in styles, and in
2012 he divided fans with the album, Born

££ MAYER ROSETO
STARDOM BY COMBINING
STUNNING GUITAR
PLAYING WITH INFECTIOUS,
MELODIC SONGWRITING
AND BUTTERY VOCALS 57

And Raised. With the foundation of this
release being country and folk music with a
marked return to the use of acoustic guitar,
some of his blues fans were left somewhat
disappointed. However, as always it featured
trademark Mayer songwriting hooks, superb
vocals and plenty of his signature guitar
wizardry throughout.

For the purposes of this month’s study, our
two example solos lean towards Mayer’s take
on the blues shuffle, and his slow and
expressive lead work that hints at, among
others, Eric Clapton and Stevie Ray Vaughan. i

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

|
REVERB

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.

BRIAN KILLIAN ? GETTY IMAGES
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EXAMPLE 1 JOHN MAYER: SHUFFLE CD TRACK 27
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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I LESS“N } BLUES ONTHECD : TRACKS 27-3(

EXAMPLE 2 JOHN MAYER: SLOW BLUES CD TRACK 229
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.
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Rival Sons

ABILITY RATING

o w Easy/Moderate

Info Will improve your
Key:Em v Guitar part writing
Tempo: 85bpm + Unison bends

CD: TRACKS 3132 + Riff creation

ival Sons are one of the newer bands
that we’ve covered in this column. But
like many of the more modern groups
they draw influence from classic acts
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

60 GuitarTechniques Spring 2020

Marxtin Cooper checks out amodern
. day but classic rock flavoured Californian
band and their guitarist Scott Holiday.

Scott Holiday
2 playing a Gibson

irebjr_d Vil'in
Iham Blue

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
Rock and Alice Cooper, who offered them
support slots on their own tours.

Many European dates followed, including
playing at HMV’s Next Big Thing show in

Brought toyou by. .. 9

brisliol

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.

The band’s style is blues-influenced classic
rock, but with a nod towards modern artists
such as Audioslave. The guitar parts are
generally not technical, but focus instead on

££ RIVAL SONS HAVE
BROKEN INTO THE UK

TOP 20 WITH THEIR
ALBUMS GREAT WESTERN
VALKYRIE, HOLLOW BONES
AND FERAL ROOTS 7¥

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
rhythm riffs are built around E Minor
Pentatonic (E-G-A-B-D) which, along with the
Blues scale and its added 5, forms the basis of
so many rock riffs. But there’s also an A Major
chord from outside of the key, which includes a
C# note; and the B Major chord in the final
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! |l

NEXT MONTH Martin checks out those bastions of
galloping British rock, the great Iron Maiden

_
REVERB

Rival Sons’guitar gear is generally classicand
includes Orange amps and Gibson Firebird and
FenderJazzmaster guitars. Holiday also loves fuzzy
gain (even the bass guitaris often overdriven), so
overallit's a heavy blues-based fuzz tone to aim for.
As Scottfavours the above types of guitar, his tone
sits somewhere between single-coil and
humbucker.Add some classy long delay for some
of thatgigantic, live stadium type vibe.

BARRY BRECHEISEN / GETTY IMAGES



RIVALSONS il LEARNING ZONE |

EXAMPLE 1 RHYTHM CD TRACK 31
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 CD TRACK 31

C B C D N.C.
S )
[ fan < =
ANV ~—~ <
¢+ ¢ o 4'3 % v ¢ o — = 3 3
. L4
Play 4 times
E
B 5 5 5 5 4——4—4—4—4—4 5 5 5 5 7 7 7
G 5 5 5 5 4——A4—4—4—4—4 5 5 5 5 7 7 7
D 5 5 5 5 4——A4—4—4—4—4 5 5 5 5 7 7 7
A 3 3 3 3 2 2—2—2—2—2 3 3 3 3 5 5 5
E 0—0—0
17, 21,
25,29
EXAMPLE 2 LEAD CD TRACK 31

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.

c B c
J =85 —_— AN A A~
A U o4 b_f_,!'_'_fi,‘_! !Z_fi_,‘_! e o P bf\;!i__ ___ii!ﬁ
w # i i A~ i |
‘Ea i | |
Y
LEAD GUITAR
E 24 8 8 8 . 8 8 8
(83 11—(13)-11—13) 11—(13) 12 12-13-12 —11—(13)—11—(13)———11—(13 )——
D
A
E
25
0 i s bJee  Jes o _Jigg ) S
| 1 | P_r—. I
Y
% 2 2 2 BU BU aaa~ BU PP PP
E 0. 0. Q
8 10—10—10—10N8—8—8—7—————11—(13)——11—(13) 11—(13) 12 12
D
A
E
28
c D
N LSS O X N NP ROy AT N 1 N.C.
[ e e S o %o o g
ﬁ ” 2 /—\ s, l// . IF G —
D ' ' |
F i e
E N
) 17-<16—16—16—16—17—17—17—17°X13—13—13—13420—20—20 19
D
A
E

31
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HAVE A DRINK ON ME" BOTTLE OPENER!

R 0C K

40 YEARS ON: A CELEBRATION

SPECIAL COLLECTOR’S EDITION

KISS * JONI MITCHELL * DIO * THE KINKS * KROKUS * H.LE.AA.T * FISH



| LESSON ) JAZZ

ONTHECD Se

» TRACKS 33-44

s ~

e

ABILITY RATING

w9 & & & & Moderate

Info Will improve your

Key: Various v Use of intervals to create melodies

Tempo: 120bpm
CD: TRACKS 33-44

+ Knowledge of chord construction
+ loice leading and use of guide tones

Using the tritone

Got your accidentals covered? Johm Wheatcroft
& sortsoutyourflat 5ths from your raised 4ths, as he

e 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

TRACK RECORD
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= 4 looks at ways to apply the tritone interval in jazz.

Grant Green:
this jazz guitar
giant regularly
used the tritone

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 G. This small distinction
makes a difference when we consider the title
of such an interval, so do we consider this to
be a sharpened 4th (F#) or flattened 5th (G;)?
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 ,5th
to make our five-note scale into six creates the
‘Blues’ scale (R-,3-4-,5-5-,7). You might also be
aware of modes such as the dreamy sounding
Lydian (R-2-3-#4-5-6-7), or the bluesy Lydian
Dominant (R-2-3-#4-5-6-,7).

If we consider the edgy sounding Locrian
mode (R-+,24,3-4 -5-,6-,7), you'll notice our
sharpened 4th has turned back into a flattened
5th. The principle difference is one of
implication, so that if a scale or mode contains
no natural 5th, we’ll likely adopt the flattened
sth title, whereas if a natural 5th is present
we’d likely opt for #4th. Asis so often the case,
with blues we conventionally compromise by
adopting flattened 5th with a degree of
consistency, rather than switch between both
titles depending upon which direction the
notes are travelling to find resolution.

We have six examples, each exploiting a
different but equally valid application for the
tritone interval, both as #4th and ,5th.

££ 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 77
Wayne Kraniz

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, m7,5,
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
sequences frequently found in both jazz and
blues like butter. As always, enjoy. il

NEXT MONTH John gets to grips with another
device often used in jazz, that of Octaves

Aswe're dealing mainly with conceptual ideas you
can use pretty much any sound you like, although
the most popular choiceiis to select the neck
pickup and dial in awarm, cleantone. One choice
facing the modernjazz guitaristis 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 foramore modern sound.

TOM COPI/ GETTY IMAGES



USING THETRITONE i LEARNING ZONE I

EXAMPLE 1 ESTABLISHING USEFUL SCALE OPTIONS CDTRACK 33
We begin by defining scale and mode options from a C root that contain either  then audition the sound of the suggested scale, in this instance the Blues scale
a},5 (G ) or a #(4th (F#). We've also given you an appropriate chord voicing for (R-b3-4-b5-5-b7) against this backing to hear how the notes correspond. Then
each scale, so why not create a loop of each chord, beginning with C7#9 and look for these notes in as many different positions and octaves as you can.

1a) Tritone 1b) Blues scale C749
J=120 .
f 4 —
—f—4 1 p— ¥ D4 5o —
-t 2 — = Lo @ - o !
Y - = o ™34 =
Efb—X%—X—X—X% X—K—A—X%
B 4
B : 3 3-5-3
D 4 4 2 3—4—5 5—4—3
A 3 3 3 3—6 6—3
E
1
1c) Lydian mode Cmaj9 §11
B < I ._i
[ £an o | @ o—1
ANV P o
© - 4
E X X X X 2
B 3
G 4 2—4—5——4——2
D 2 2 4 5 5 4 2
A 3 3—5 5—3
E
8
1d) Whole-Tone scale C745
[\ [
# <) | 5 d H
2 5 2% |
) b o -« <
E X X X X
B 1
G 1 3 5 3
D 2 2—4 6 6 4 2
A 1 3 5 5 3
E
12
1e) Lydian Dominant mode cof11
n .. — .
— il < . —o > —
[ fan y—© I [ @ d [ -
A\NV S I
Y < * P
E X X X X 2
B 3
G 3 2—3—5 3—2
D 2 2 4 5 5 4 2
A 3 3—5 5—3
E
16
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LESSON | JA77 ONTHECD 1 TRACKS 33-44
&
EXAMPLE 1 ESTABLISHING USEFUL SCALE OPTIONS ..CONTENTS CDTRACK 33
1) Half-Whole scale c13b9
[a)
© — |
& 0 E = ey
) bo 47V
E X X X X
B 2
G 2 2 3 5 3 2
D 2 2—4—5 5—4—2
A 1 3—4 6 4
E
20
1g) Superlocrian mode c7b549
[al m l)n j
e O — ! >
AN - . i _I[)_i_ o P _iT'_” T
g p=4 D -
E X X X 2
B 4
G 3 3 5
D 2 2 4 6 6 4 2
A 3 3 3—4—6 6—4—3
E
24
1h) Locrian-Natural 2nd mode Cm7bs
[a) |
P X 8) - .
[ fam —Q i e T - I
A\ © — [
d O &
E X X X X
B 4
G 3 3 5 3
D 4 3—4 6 6 4 3
A 3 3 5 6 6 5 3
E
28
1i) Diminished scale Cdim7
ﬁ,} - £ e lr)() — —
[ Fam T ] e -
A\NVJ 77—
¥ =
E X X X X
B 4
G 2 2—4——5—4—2
D 4 3—4—=6 6—4—3
A 3 5—6 6—5 3
E
32
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USING TE

U TRITONE i LEARNING ZONE |

m>»oGoom

m>»ooom

m>»oOoom

m>»oOoOom

EXAMPLE 2 ESTABLISHING USEFUL ARPEGGIO OPTIONS CDTRACK 35
Like the previous scale and mode options, here is a selection of useful Again, why not audition these ideas along with a looped chord to hear how
arpeggios, again along with their associated chords, starting with a pair of they connect and perhaps consider which scale selection might connect best
three-note ideas for both Major and Minor and developing into four-note 7ths.  to each arpeggio.
Cadd$11 Cdim
=120
J (no 5) i - -
A o | = Lbq o Jllpjlp —
= i a—g. 2 . =
_@_4 | P& ™l
e ¥ o & ¥ o7 ®
——X—X—X—X 8 X—X—A—X% 8
7 7 7
9 9 8 8—11
10 10 10 10
Cmaj7411
(no 5) - > o
f X ¥ o ° 4o
e T 2
[ fan o | PN
A\NVJ o — <
) ¥ o
% X % X 7 8 7
9 9—10— —10
- - 7 9
7 O O
c7bs5
>
, by e b2 2 be |,
— s Z
s PO = | py
A\NVJ P £
Y - &
X X X X 8
Z — 7—11— 11—7 —~
3 8—10—— —10
- - 7 9
11 O O
Cm7bs
»
A “ % L be  Lebe mhbel,

12 (@] 12 12 F \’
7S o T = P I py
A\NV.J |29 v b3

o ¢ 7
X % % X 8
7 11 11
8 8 11 1 8
8 " 8—10 10
T 8 8—11
Cdim7
- -
A % _bg —  bewe 2he| I
. o o £ !
[ faw) b | & | Py
ANS V) b & i
) F=Y o 7
X X X 8
Z 7—10 10—7 -
7 7—10 —10
- p 6 9

m>»0oOoOmm

19
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ONTHECD . TRACKS 33-44
-
EXAMPLE 3 12-BAR BLUES MELODY USING THE BLUES SCALE CDTRACK 37
This example gives us a clear illustration of how the ;5 (G,) can be embedded alovely tension and release against C7, either by resolving up or down by a
into Minor Pentatonic vocabulary to create to the Blues scale. Check out Grant  semitone, when it’s placed against the A,9, as an anticipation at the end of bar
Green to hear more of this in action. Not only does this G, note provide us with 8, we outline the harmonically appropriate ,7th degree (G)) perfectly.
J=120 Swing c7
A | b - |
i P o p— , or -
ﬁ_— O] | | ] r ] 5 o O] |
/ ~ | ! Il 19 o : .l i’; o /\-V [ - | I
[Y) ——
E
B
G 8—10 10—11 10-11-10—8——10 8 8 10—
D 10 10 10
A 10 98 6—9—10
E
1
C749 F7
N\ |7
s I — i i i — — !
AV | | X
E
B o ) 8 1 e
G 10—11——10-11-10—8—10——38 8 8 10—7612 10—11—-10—38 10—8
D 10—8—10 8 10 7 10
A 7 10—
E
3
c7 C749
A | /I?f e, o . Jhe
— e )74 ) H_D‘P_r 71 | F mre— y 3 ) ﬁ [,
| o [ | | | P [ [
=Y 17 é 5%. I L 7
) X P pr= 4 - Y— I D 3
3
E
B 11 8
G 8—10 412 10-11-10—8—10—8 8 8—10-10411—
D 10 10—8—10 8 10
A 9 8——6—9—10 7
6
Abo G749 c7 F9$11
|7 AT
H— b : E = ﬁf —A@p—o—P— - lr)z
& / £ & & | ] e £
I i Py I ‘ / | 1 I Py
J ? - J I—— A) - I
By % 3 V —3 0 e,
E 7
B 1 11 1 — = 8
G 1 8—10-412 10 8—10—10—11——10-1110—8—10—S8 8
D 10 10 + 9 10 10 ) 7
A 11 10 10+—9%8—6
E 8
9
EXAMPLE 4 LYDIAN DOMINANT CONNECTIONS CDTRACK 39
Here we see some Lydian Dominant connections, a sound beloved by modern 7,5 voicings, where each of the pair of inversions presented is exactly the same
jazz and fusion players such as Robben Ford, Scott Henderson and John shape transposed by a tritone. This is further exploited to create connections
Scofield. Example 4a) defines some useable 7#11 voicings for the 17, IV7 and between the IV and I-V, simply by moving up or down by one fret. We round
V7 in one area and we subsequently back this up with appropriate scale this mini-study on Lydian Dominant up with an applied 12-bar blues chorus
fingerings in the same locations. In 4c) we explore the symmetry inherent in relying heavily upon the associated modal option for each of the three chords.
4a) 17 V7 17 V7 c7in F7411 ((::O#;; ?ngoﬂ ;;
J = 120 straight (no 5) (no 5) oy #
Q / - # o° lr;g g o0 :g
-1 — O = =
e ©
E 10 9
B 7 10 7 10
G 9 8 9 10
D 8 9 8 9
A 8
E 8

1
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USING THETRITONE i LEARNING ZONE I

EXAMPLE 4 LYDIAN DOMINANT CONNECTIONS ..CONTINUED CDTRACK 39

4b) Three modes in one area

Cc7 F7 C7 I, G7
& !
A __.—-ﬂ | - 2 e )
—/ . o — it S
= Jte e S — S ——
) o @
C Lydian Dominant F Lydian Dominant C Lydian Dominant G Lydian Dominant
E K —K—K—% 8
B 7—8—10—11 8
G 7—8—10 7—9 6—7—9—10
D 7—8—10 7—9—10 10 7—9
é — —7 916 8—16 16
6 O TV
4c) 7b5 tritone symmetry c7b5 b
o Paad
5 by b g
# P P P9 )
'm -y - -y
A\SY PN
D o © =
Same fingering Same fingering O
Tritone higher Tritone lower
E X X X X 8 14
B 7 13 7 1
G 9 15 9 3
D 8 14 8 2
A
E 8 2
1 °
4d) 7b5 semitone connections c7bs F7b5 c7b5 G7b5
A l)r | l)a b.o
p.X . 24 1
P—& g > —
ANV | |
= be & g <
E X X X X
B 7 6 7 8
G 9 8 9 10
D 8 7 8 9
A
E 8 8 9
16 7
4e) Lydian Dominant blues chorus
J =120 Swing C7
n 4 ® | S
?‘r\ ‘."’ﬁ * —él ;' DI a - — * i ‘I T —
A\NY = = — —q"—
d _-u '
E X X X X
B 7 7—10—8
G 8—9
D 10—8 7—8 7
é 9 10 6—7
0 10
F7
3 o I I’.! e e I’!/—n_\, 2 o
’ 4 — T T
AN AN . AN
s — = = £
* 3 L—3— ——3— 3
N
E 7—10 11 10 11-10—8—7——10——=8
B 7 8 8
G 9
D 8 7—10—9
A 8
E 8
23
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I LESS“N } JAZZ ONTHECD ; TRACKS 33-44

EXAMPLE 4 LYDIAN DOMINANT CONNECTIONS ..CONTINUED CDTRACK 39

C7 G7 —_~
, ie B be " he
o — ﬁP ‘.' Ir; ' ! — — /—\P e e e
— o] S T ——w—— = - ya < [
[ famY [ I | & PN [ 1  S———
NS e < 7
3] —3— 3
E 9—12—11 10—12
B 10—11 7—10—8 —— 10 -
G 8 9 9 10
D 10 9 8 11 12
A 10
E
26
C7 o
te o R & P = be
n"— A y »be/F ] . — e — T I~
! T — — ! __./_H—L'AF]-F 7 3 |
_@*‘I I = 17 Ie— é ;:
e —— —3— r
E 9 8 12—5—14
B ——12—10——F 1 — 13
G 10—9 = 1412 859 12
2 12—11—9——10—10—10 10
E
29
EXAMPLE 5 LYDIAN LINES CDTRACK 41
Next up, it's the turn of Lydian. We begin by defining the scale in two ways, notes of the scale and importantly with no‘avoid’ notes, meaning that any
first as a stack of six perfect 5th intervals, giving us the following collection of of the included tones can be used as a chord-tone or viable extension, which
notes: C-G-D-A-E-B-F#. If we configure these notes into consecutive 3rds we is really good news for the improvising musician. We finish off with a short

get the following 13#11 super-arpeggio (R-3-5-7-9-#11-13), containing all the excerpt that exploits a range of ideas, reminiscent of Joe Diorio or a Lage Lund.

5a) Stacked 5ths and extended arpeggio

J = 120 straight Cmaj9 §11 o Cmaj13411 .
0 o ; . s = — 4y ® I
5 2 | | : i
Ot — o : o
Y © ! &
E %X % X X 14 8
B 7 10 12 7—10
G 7 7 9 7
D 9 g
A 10 7—10
E 8 8 8
1
5b) Melodic application
= = o 2 —
A =1 g, f - r. Feflre, ~TEr=
7S S iy D —— ' o
A\NV L l & it Ll
d ""\/ N—
~~
£ % X X X —12 10—— 8 7—10—7—F—————
o PS5 o i 12 10—8 10 10—7 97—~
D 9—10 9—7—~—
. ——9 9—7
E 8—12
g 12
T T T I I T 1 T S F
g A e P by =
# o " 4 D 7] # # ' (7] [ -
)1 v *f '| e Y ' T I a—
d ) m — ——— = . | - I
~ N
£ » 12 14-14A7 141512 ———13-14—12 p =—— 12415
G 9 12 14 14 12 9 1
D 12 10 12 12
A 10 9 10
E9 8
™ m a vV VyvmEmyyvy M- aln
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USING TE

U TRITONE i LEARNING ZONE |

EXAMPLE 6 TRITONE MELODIC JUXTAPOSITION CDTRACK 43

switch to major 7th, we're choosing the tonic (C) and raised 4th (F#). For Cm6é
we choose m3rd and 6th (E, and A), while for Cm7,5, we've selected,5th and
root (G, 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.

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 (B,). When we

6a) Superimposed motif through various chord types

J c7 Cmaj7411
= 120 Swing o
::I7,o_ 3 ol N

- 1/ - ﬁ' i I
T T e eee
d ‘ A | i < - < ~ b 7 g <

E 12 K—AK—HK—XK 8
B " 11 11 5 5 7 7 5
G 9 9 9 5 5 5
D : 8 : 5 4 5
A
E
1,3 6,8
Cmé Cm7b5
b e
.'. —
+— — ® -

; Ee e EE Pl b o o
7o) £ —£ 7 < ~—— £ — £
\\u Y 'ﬂ hY r hY \ hY Y
¢ = ~

EpF—X%—X%—X%—X 1 K—X—K—X 14
B " 10 10 5 8 13 13 3
G 8 8 8 11 11—11
D . 7 S S 10 .
A
E
10 11,13 16,18
6b) Tritone 3rd/7th connections through 17 IV7 V7
Cc7 F7
T T -
ﬁg ' n =~
[ fan P - & 2 ‘I ® < ‘ —
A\N | I T | )
) | I ! I 4
E X X X X 12 8 11 8 8
B 1 10 1 8—11
G 9
D 8
A
E
20
F7 Fidim7 c7
8va ___________________________________________________________ .
%] |k1 > | i %] : y i 7] 22—

& e - o e

D)) — 4
~~
E 10—11 8 11 8 12 8
B 10 8 10 11 8—11
G 9
D 8 12—
A
E
25
Dm7 G7 C7
L e N N N e R .
3 3 —3—

Fa — ~ | P P ""HI — |
o — ,d_ I 7] Y] e - f [
(5! ) 1 I IP 7 ﬁ i T ‘1 v‘_tbj_._,

Q) SR y N

~
E — 12—11—10—12——13—13 10-8—7 —
B —10 12 12 10—8 8—10—8—11 10—9—8*7
CD5 9—10 10 10—7-+8 9
A
E
29
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| LESSON ) DELTA BLUES

ONTHECD 1 TRACKS 45-56

Kelly Joe Phelps
is an amazing
fingerstyle
blues musician

ABILITY RATING

o w Easy/Moderate

Info Will improve your
Key: Various v Fingerstyle technique

Tempo: Various
CD: TRACKS 45-56

v Digital independence
+ Knowledge of the blues

elcome back to our exploration of
authentic Delta blues fingerstyle
guitar. In last month’s lesson we
spent time developing the
independence between your thumb and
fingers, and took a very quick look at adding

%} TRACK RECORD
BE

72 Guitarfechniques Spring 2020

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

an alternating bassline. It is essential that you
keep your foot tapping on the beat and
concentrate on making sure your thumb stays
in time whether you are playing just a
single-note bass line or using the alternating
bass technique that’s crucial to this style.

One piece of advice that I took from Joe
Pass a long time ago was that the bassline is
always your most important concern. The
bass provides a rhythmic foundation for the
listener and ‘frames’ every melody note that
you play. If the bass starts to get shaky then
the whole structure will quickly collapse - it’s
the cliché analogy of building a house on

Brought to you by...

FUNDAMENTALCHANGES

Biues Licks, Tricks & Techniques
-
+ “Authientic Delta Blues Vocabulary

e Musqlérudlns & Etudes

:” ,:5' -;Frngarl lopand -, and in: Lines
v s ,!”_

i a ALEXANDER

££ THESE FIRST TWO
LESSONS HAVE BEEN
ABOUT PROGRAMMING
YOUR FINGERS AND
DEVELOPING GOOD
COORDINATION 77

strong foundations. So, in order to build a
strong and consistent bassline (in time and in
balance, volume-wise), practice very slowly to
start with and think about how any fretted
bass notes need to coordinate with the
melodic phrase. Gradually speed things up
and you will find that the fingers naturally
start to move together as one.

These first two lessons have been about
programming your fingers and developing
good coordination, so at the moment speed is
a distant concern. The important thing is to
always make sure your head is in control of
what you’re playing, not your hands. &l

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

y I
REVERB

Most acoustic blues players in the early days
used small bodied guitars; often parlour
models, since 000,0M and dreadnought
designs were new or not eveninvented.

Son House, Tampa Red and others used the

powerful resonators of the age. Of course, any
acoustic willdo for this lesson - a cheap flat-top
box may even sound the most authentic!

TABATHA FIREMAN / GETTY IMAGES



FINGERSTYLE BLUES i LEARNING ZONE I

EXAMPLE 1

CDTRACKA45

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.

Em7
[P . . . .
- TII T T T |
S — 2 1D |
D) — - = = —

= 1 T 5 T 7 1 [7:-
E .c 3—0—3—0—3—0—3 0—3—0—3—0—3—0—3 |
E — 2 - 2 - 2 — 2 = i
EXAMPLE 2

CDTRACK 46
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.

Jlew - - -
df i — — —
’ f = f = f v f
i f f f
E 3 0 0 3 0 3 0 0 3 0
B 5 3 3 0 3 3 0
G
D .
A 2 2 2 2
E 0 0 0 0
EXAMPLE 3

CDTRACK 47

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.

Em7
J =60 j? - .
A4 F — J.? F ——
g ] i = ;, r T T ;[ . -
O—4
D) = 'r = r — 'r — r =
E 3—0 0 0 3—0 0 0
B - 0—3 0—3—0 0—3 0—3—0
G —0 —0
D .
A 2 2 2 2
E 0 0 0 0 0
EXAMPLE 4

chords as you play through the example.

CDTRACK 48
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

Em?7 A9sus4 Em7 A9sus4
J=60 J J J
HO—
) = r f r — r f r =

E 0 3 0 3 0 0 3 0
B 3—0 3 3—0 3 3 0
G
D 2 2
A 2 0 2 0
E 0 0
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I LESSON | DELTA BLUES ONTHECD ; TRACKS 45-5€

EXAMPLE 5 CDTRACKA49

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.

J =60 Em7 A9sus4 Em7
——
A U ] F ] § (Y] §
A AR ! I - =
e A IE o—o—o "“\ o :
E 0 0 0 0
B 0—3 3—0 0 0—3 3—0 0
G 2 0———=0 2 0 |
D N n
A 2 0 - 2 0 = !
E 0 0 0 !
EXAMPLE 6 CDTRACK 50

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.

Em7 Am7 G Em7 Am7 G
J=60 - -
A 4 il . .
—p 2 LR & - ]
—EO—
"l r r fr |z T 7 7 7
E 0 3 0 0 3 0
B 3—0 3 3 0 3—0 3 3 0
° |
D
A 2 0 2 0 1
E 0 3 0 3 0 !
EXAMPLE 7 CD TRACK 51
The following exercises are more like traditional licks, but help you to build independence between thumb and picking fingers.
J - 60 Em7
N _# ? ﬁ Y N 2 J Y N |
+H 1\ O [ 1 ‘ :\ D [ 1
I m—
), = = = = - - = —
E 3 3
B 5 3 5 5 3 5
G 4 4
D
A
E 0 0 0 0 0 0 0 0
EXAMPLE 8 CD TRACK 52

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 i LEARNING ZONE I

EXAMPLE 9 CDTRACK53
The next two examples feature off-beat melody notes against an alternating bass line.

J =60 Em7
n_# Y ﬁ IAI = Y ﬁ [
* ﬁ O [ - [ - L
(@ i . . .
) - 'r = 'r = 'r = 'r — g
E 0 0 0 0
B : 3 0 3 0
G 2 0 2 0
D .
A 2 2 2 2
E 0 0 0 0 0
EXAMPLE 10 CDTRACK 54
Remember, the key to sounding good is to keep that bassline rock solid against the picked melody notes.
J - 60 Em7
N ¥ i — - e —
o/ -~ e L ~ ~ -
A — ﬂ— — ——— =
O —E & #
), = r = r = r = r = g
E 0 0 0 0
B : 3 0 3 0 s
G 2 0 2 0
D
A - 2 2 2 2 .
E 0 0 0 0 0
EXAMPLE 11 CD TRACK 55
The next two examples feature off-beat melody notes against an alternating bassline.
Em7
3 3 3 3 e
= ~=] ——é6 —=1 6
e T AT e TR AT
m : # 2 %4 # 2 %4 : =
) = 'r = 'r = 'r = 'r = g
E 3—0 0—3—0 - 3—0 0—3—0 -
g . 0—3 0—3—3—0— 0—3 0—3—30——
D - b U L
A 2 2 2 2
E 0 0 0 0 0

EXAMPLE 12

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

CD TRACK 56

B EmING 6 6 6
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LESSON | BRITROCK

ONTHECD % TRACK 57

ABILITY RATING

@ @& & & & Moderate

Info Will improve your
Key:D v Syncopated arpeggios
Tempo: Various + Chordal embellishments
CD: TRACK 57 v Single-note riffs

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

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’
dJohn Squire & lan
Brown in 1996

(drums). There have been a number of other
members over the years, but this was the
definitive line-up of the band.

John Squire was and still is a phenomenal
guitarist, whose ability to effortlessly fuse
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

Brought toyou by. ..

RGT(WLCM

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
groove-laden. His grooves were not only
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.

The Stone Roses’ 1989 self-titled debut
album is a modern classic, regarded by some
as one of the best British albums ever

£ £ JOHN SQUIRE WAS AND
STILL IS A PHENOMENAL
GUITARIST, WHOSE ABILITY
T0 EFFORTLESSLY FUSE
RHYTHM AND LEAD LINES IS
HELD IN HIGH REGARD 77

released. Produced by John Leckie it spawned
seven singles. The glorious I Am The
Resurrection was an epic anthem with an
extended instrumental finale. Waterfall and I
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
Drums is based around a pedal note bass riff
supplied by Mani. This truly was an era-
defining album, which showed the world the
many sounds and sophisticated nuances
which created The Stone Roses. il

NEXT MONTH Simon checks out Crispian Mills’
Indian influenced band Kula Shaker

3 -
ol
1

1 ]
GAIN REVERB

~ TREBLE

bel the lone

BASS

Squire has played many guitars throughout his
career, including Gretsch, Fenderand Gibson.
Hislove 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.

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.

76 GuitarTechniques Spring 2020

MICKHUTSON / GETTY IMAGES



TE

EXAMPLE THE STONE ROSES CD TRACK 57

[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.

m>»o0OoOwm

m>»ooOmm

m>»>ooOmwm

m>»0oOoOwm

m>»ooOmm

[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.

2 STONE ROSES il LEARNING ZONE |

J =105 D5 Dsus4
4 — P —_ s /\'
1 22
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I LESS“N } BRIT ROCK ONTHECD : TRACK 57

EXAMPLE THE STONE ROSES CD TRACK 57
[Bars 17 -24] The mood changes here where we explore a Squire inspired [Bars 29-36] A single-note riff enters at a new tempo of 130bpm to give
muted funky syncopated idea. Alternate picking is best for this section. the section more of a push. This riff uses the open string as a pedal note,
[Bars 25-26] The dynamics increase here with a descending D Major modulating from D Major to G Major. Alternate picking is also the best
Pentatonic lick. In the following bar the same lick is played but an octave approach here, and again make sure the picking is even in both dynamics and
down, before the tempo increases to 120bpm for a D Major barre chord. fluency. This riffs resolves to a D chord which builds in volume over two bars.
Cadd9 G/B A D7
A 4 Vi — = N
. 0 il [} 7] |
&) | = ——— i G e e s o e s e e
D) ~—) He - ¢ o o o o o 49
Let ring === =it = o s i = s = i o e o i e e B i e N PM = =5 = =i = i = i i = =i i e =
E
B 3 3 5
G 5 5—4 4 6 6
D 7 7 7
é 5 3—5 0—3—3—3—3—3—3—3—5—
bt MRV VmYVmRYVYRYVRY
- - —— S —
~——N Gi I Gi —N +f
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E
B
G = R
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é 5—3—5——=0 5—3—5——0—3—3—3—3—3—3—3—5— 5—3—5 0
18 m my vm=m ym yMy mymymym™
A 4 = o ——
+# 7] ] RS ——— ] 7] ] 7] E——
[ fam [ 3 o/ I T ! | [ AY [ l & [ 3 [ I ' ! |
A\SV / / | | | | J [ / [ | | 1 | u
Py & 34444444 & 5 = T & ;:44444‘0'
Y e e e ] e
E
B
G P P
D 4—0—0-5—0—0—7-7
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21
D
S ‘_"\
o # e o F o _—~
[a) — ~ =~ 1 —# I' 1 _ ~ )
7 — O] I y 2 ———p—— =
[ £am Y [ | (Y | PN
PM = s mm e e e e e == -
E 10——10 10—12—10——
z == ——=
o 7 7 7 7 7 7
A 5—3—5——0—5 9—7-><5
24
J I D
Mikisad J=130
© © '
[ Fan <) (0] ‘ P |
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E
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THE STONE ROSES &1 LEARNING ZONE |

EXAMPLE THE STONE ROSES CD TRACK 57

[Bars 39-46] Although best known for his arpeggio and part-chord licks, outlines the chords using the B Minor Pentatonic scale, C Major Pentatonic
Squire often employs full chords for more power. This is seen in here, where (with passing E, note) and an idea using 6ths from the D Major scale. Squire’s
some four and five-string chords are introduced before the final solo. solos are melodic and often follow the chords for harmonic stability. You could
[Bars 47-54] Here we begin the final guitar solo. The first four-bar phrase try using hybrid picking when playing the diatonic 6ths in bars 50-51.
G
#,\ ﬁ | — | |
&) . C S Bt == . |
D) ™ 4 4 ] I
E
B
G 0—0—7—0—4—0—0—9—1—0—7—0—0—5—7—5—4—]
2 0—0—7—0—4—"0—"0—9—7T0—"7—0—0—5—7—5—4
E

31
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LESSON | BRITROCK ONTHEGD g TRACK 5i
P
EXAMPLE THE STONE ROSES CD TRACK 57
[Bars 55-63] Here's a Squire influenced single-string descending B Minor chord. Experiment with different picking techniques and go slowly if at
scale lick before climbing back up using D Major Pentatonic over the D first they seem tricky. Squire certainly gives the lie to the misconception of
chord. The final four bars feature some rapid licks, which again outline each  Britrock being a bunch of pedestrian shoe-gazers that couldn’t play!
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I LESSON | Shaun Baxter's Creative Rock

w
ONTHECD > TRACK 58

With Pentatonics

Shaun Baxter continues to explore the many
Pentatonic sounds that exist within Mixolydian

s mode, this month starting on the 7th interval.

ABILITY RATING

@ & & & & Moderate/Advanced

Info Will improve your

Key: A (A7) + Soloing from the|, 7thof Mixolydian
Tempo:108bpm | + Creating new Pentatonic lines

CD: TRACK 59 + Melodic connections between keys

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
attention to five-note scales that stem from
the flattened 7th note (,7).

Remember, the purpose of trying to extract

) Marty Friedman
likes to use exotic
scales such as
Lydian Pentatonic

82 GuitarTechniques Spring 2020

various triads, arpeggios and Pentatonic
scales from within a scale is to provide us with
fresh musical perspectives. Each new
perspective not only sounds different, but will
also make us play in a different way.

When extracting Pentatonic scales (which
always have five notes) from a seven-note
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 Gmayjg arpeggio when viewed from the
perspective of the ,7th note:

A B (C#) D (E) F# G

AMixolydian -, 3 4 (5 6 7
. . G B D F# A
Gmaj9 arpeggio — | 3579

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

Pentatonic scale:
Gmaj9g G A B D F#
Pentatonicscale 1 2 3 5 7

Conversely, one could say that
playing a majg Pentatonic scale
from the,7th note of a Mixolydian
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
maj7#11 arpeggio when viewed
from the perspective of the ,7th.

A (A) B C#D (E) F# G
Mixolydian (1) 2 3 4 (5) 6 7
Gmaj7#11_ G B D F# C#
arpeggio 1 3 5 7 #11
Again, by putting these notes in a
row, we can establish a useful
Pentatonic scale.

Gmaj7#11 G B C# D F#
pentatonic 1 3 #4 5 7

It could also be said that playing a
maj7#11-type Pentatonic scale from
the}7th of Mixolydian results in the
root and 5th notes being omitted
from the parental scale.

The chord progression for the
backing track behind this month’s
solo is A7-C7-D7-F7-G7, and a

different Mixolydian scale is to be played from
the root of each chord.

Diagram 1 (see boxout right) shows the
notes of each Mixolydian scale and also the
notes of the majg and maj7#11-type
Pentatonic scales that stem from the ,7th note
of each scale.

In this recent series, we have created a new
solo in each lesson using two different
Pentatonic scales from each note of the

(£ THE PURPOSE OF
EXTRACTING TRIADS,
ARPEGGIOS AND
PENTATONIC SCALES FROM
A SEVEN-NOTE SCALEISTO
PROVIDE US WITH FRESH
MUSICAL PERSPECTIVES 77

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
mini-series under the Creative Rock banner,
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. il

NEXT MONTH Shaun brings us a final solo to
learn in this mini-series within Creative Rock

For this solo, | used a distortion pedal set with
the gain at 12pm throughacleanamptogeta
sound that was not too overdriven. This helps to
give acentral core to the tone, preserve the
dynamicrange (important to playing with
expression) while still providing vocal-like
sustain. Use the above settings as a guide if
going direct into your amplifier.

PAUL BERGEN / GETTY IMAGES



MIXOLYDIAN SOLO i LEARNING ZONE |

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# craooen;. G A B D Fi
1 3 #4 5 7 )7 P 1 2 3 5 7

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

B D E F A sbrmaooent 3P € D F A
1 3 #4 5 7 )7 P TR I

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

C E F¢ G B craooen; C D E G B
1 3 #4 5 7 )Zpent=4 5 3 5 7

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

Eb G A B, D oo oent B2 D G By D
1 3 #4 5 7 )7 P 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

Gmaj7#11 pent -

Bbmaj7#11 pent -

Cmaj7#11 pent -

Ebmaj7#11 pent -

Fmaj7#11 pent - Fmaj9 pent -
JELIPENt =y 3 44 5 7 PPEMtT 4 2 3 5 7
EXAMPLE MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROMTHE 7TH NOTE CDTRACK 58
[Bars 1-2] The scene is set using Mixolydian, for balance throughout the solo. keys and musical situations. Here, the B,maj9 Pentatonic line exists within
[Bars 5-6] Maintaining visual context important as it prevents you from CAGED shape #3 of C Mixolydian. Make sure that you can establish the notes of
getting lost and also allows you to transpose the same information to other each Pentatonic scale within all five CAGED shapes of Mixolydian.
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I LESSON | Shaun Baxter’s Creative Rock ONTHECD (g5 TRAGKSE

EXAMPLE MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROMTHE 7TH NOTE CDTRACK 58
[Bar 6] The semi-harmonicin bar 6 is a mixture of the original note and a [Bars 9-10] Generally, | have three default settings when fingering various
harmonic overtone, as though the original note has some added glitter which Pentatonic scales: first, how it looks in each CAGED shape of the parent
helps make it more vocal and expressive. It is produced by dragging the shiny scale; secondly, a two-notes-per-string approach (if the CAGED version
part of the second picking-hand fingernail across the string as you strike it. didn’t provide that); and, thirdly, | compress all five notes onto the a single
[Bars 7-8] In bar 7, a series of three-note groupings create a‘3 against 4’ string-pair so that | can shift the scale up and down over three octaves
providing rhythmic interest. Mixolydian is used as a transition at the end of  using symmetrical fingerings on the lower, middle and upper string pairs.
bar 8 to the D dominant tonality at the start of bar 9. The last two notes (E The Pentatonic section in these two bars is taken from a two-notes-per-
and F) produce a smooth chromatic motion to the F# at the start of bar 9. string fingering for the Cmaj7#11 Pentatonic scale.
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MIXOLYDIAN SOLO i LEARNING ZONE |

EXAMPLE MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROMTHE 7TH NOTE CDTRACK 58

[Bars 11-12] In bar 11, the same two-notes-per-string shape is divided of the many that | have devised over each CAGED shape (in this case, shape #5
into consecutive five-note groupings that produce a‘five-against-four’feel. of F Mixolydian) when experimenting with these scales.

Again, the resultant effect (rhythmic displacement) creates a constant shift of [Bar 18] This bar features a variation of line CAGED shape #3 line used in bar 3:
emphasis that helps to provide sustained interest for the listener. this time transposed from C Mixolydian to F Mixolydian.

[Bars 15-16] Yes, the line in bar 15 does jump around a lot, but this will often [Bars 19-20] Note how the line in these two bars stays exclusively within

make it more expressive, less clichéd and more ear-catching. This line is typical  CAGED shape #5 of G Mixolydian.

Eb/F
NN
h._ 2 I) h! /—_:\ A F7
I ] E — e 2 e h, =
o) 1 = = = = = = T ——'q—_ ﬁ
— ' i < t# :
& — Ed = i_a.‘_‘_'_. d_ — —~
| £ Sa—" Vd
le o o oo o e o 1 Do o o oo o), sy g g o S 1 R (s .
F mixolydian Ebmaj7411 pentatonic scale F mixolydian
e a'd — NN
E 13 11—15—10——11—10
B 13
G
D 3 3 5 5 7 7 8 10 Y
A 7
E
13 10
EbIF ) F7 F/G
- et b fe o FF e aa Y
! ' [ == i | il = 11 .7
ANV Zh. | 74 ~— ~ —
g I — = ~ 4 o
E:—'-".—- =$ L , ho_
e T ' F mixolydian B s s s e i
Ebmaj7411 pentatonic scale G mixolydian
VNN e o dEe o o 4 NN VNN /
a = - 1 15—10 33—
D 13—12 13 12
A 12 13 12-43 210 8 —10—
E —<11 11—10 al ~ = =,
15
G7 F/G
!a ~ 12—~ 1 /E-o g * .
Q # | I:I — ." 4 _— e = frrel £ ]
T rq" 4 : i /_\Eh
ANV q-_ |
q-‘ \~. = il ;
B s i i et ot g e e S e e R T e e W e S o s 1]
Fmaj9 pentatonic scale ettt e e e T el

F maj 7§11 pentatonic scale

B 8 10—8 12—13 13—12 o
G e 9410 10—9—12 14 14
D 7—10 14 14—15
A 10—7—8 15 14 12—
E 8 13
18
b aaad
G7 G/A — ) h"!\.o_/-\.o_’ .
PO 2 [ — T (S =
; s, P e g P, F FF ¥
4 o — [ ] — h'. [ r ) P\ | | IF
i o ~ O] e [
o) > | — / L
N | V
—_"-—_
___________________________________ , Lot b s’ o ) B e i it i i et i
A mixolydian
NN b aaad
E A 14——15°X14
B 12—15
: 14 15 14— 17— 12
A 12 14 14— 15 15 e -
20

Spring 2020 GuitarTechniques 85



I LESSON | Shaun Baxter’s Creative Rock ONTHECD () TRACKSE

EXAMPLE MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROMTHE 7TH NOTE CDTRACK 58
[Bar 25] Again, this is typical of the sort of line that results from me forming a chromatic bridge between the G note at the end of bar 25 and the E
experimenting with the notes of a particular Pentatonic scale as they appear note in the following bar (third note in bar 26).
within a specific CAGED shape (in this case, shape #3). This oneis givenamore  [Bars 29-30] The Pentatonic passage in these two bars is based mainly around
modern and angular character by employing stacked 4ths at the start. a three-octave symmetrical fingering of Cmaj7#11. Here, we're only using two
[Bar 26] Here, an F# is incorporated purely because | was thinking in terms of of the available three octaves: on the middle and upper string pairs.
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MIXOLYDIAN SOLO Ei LEARNING ZONE

EXAMPLE MIXOLYDIAN SOLO WITH PENTATONIC SCALES FROMTHE 7TH NOTE CDTRACK 58

[Bars 31-34] A more graphic use of this three-octave symmetrical fingering 9-10, only this time we're using F Mixolydian rather than D Mixolydian.
approach can be seen in bars 32 and 34, where each Pentatonic scale has [Bars 39-40] The first eight notes of bar 39 feature an octave-based line that is
been divided in three five-note motifs, each using the same fingering, butina  then repeated up an octave. Finally, bar 40 is pretty much a straight descent of
different octave. Fmaj7#11 Pentatonic as it exists within shape #5 of G Mixolydian. The E note at
[Bar 36] In this bar we're using the same two-notes-per-string shape asinbars  the end also fits over the A7 in the following bar, so no need to resolve it.
5
) M ) (5) Eb/F
3 2 o : 3 2 y 3 (5) ' Anv v
A4t ht h ~~I! & T (& T~ @ 1! 53 2 " aaad 'P‘/—\ g “~
gt | et 1 e 3 I F E
T 7] — ~——— AN
G = ] —
) I . 1 3 ~—~ J N
! L H 1 , e = e i = e & e 2 i B A e = e 1
_____________ /R T T F mixolydian
I I I
| ! | Hold----------- -
I ! I
1 : 1 ~aN VNV
E 20 19 ' , '
B 20—19 17— 1 + 10
G : 17 = 16 = . =
2 ; 17—16 1..: T — 12713
£ : . 15—14 12—+14 13
F7 ' Eb/F
1 (5) (5) 17 . I ~an f’l A
I
n 4 f © .he £ e E o be e £ £
| 12 ' Vi
Tt 1T 2 P : : *f
= g :
= = b : .
h ‘/b | | ; SRS S a
e e e - - - e -r——————————————:————————' F mixolydian
: Gmaj7 #11 pentatonic ! |
! [
|
E i : . » : et BU ~~~
B : —8 10411 L10 11—=—13 13-(15)
G ; ’ — o 8 :
D — i 5 78 T :
é e hd 2 bl ! 1
9 97 O T I
34 : ; |
F7 e I) - oy
o o e b EE B e
- e . —= - +f
ANV \j k) b [
s i il S il i R e R e A e e i e D et e s A i B i e 4 o h_-._ _ R R
E|9mai7#11 pentatonic scale G mixolydian
E 11 10—
B 11—15 15—11 12—13
G 12—14 14—12
D 12—13 13—12
é 12—13 13 -
36 "
G7 F/G
# = e . P — efe E e
— - — F & o — — —
f) il h"' - — — I E" o
{an ft | ® Iz -

F maj 7#11 pentatonic scale

E 12 13 12 13—
B 10 12 13—10 12413 —
G 10 10—9 9 10 9-/410
D 14—10 10—9—7—— 9410 7 9 10
E - 7 8 Vi

o2 ™ m ™ m ™ m ™ m M m ™ m

G7
1. ﬁg 2 be o~ AT
ns+ t FE £ & H_""‘\
II o
f7s— 1 i I
ANV . w|
T m— ' N
o e o

; 12—13—12 -
d 13—12— =
D 15—14
A 15——14—12
E 13—12

40

Spring 2020 GuitarTechniques 87



I LESSON | FRETBOARD FLUENCY

TRACKS 59-64

S
ONTHECD >

Fretboard fluency

Martin Goulding brings you part seven in
his series on the modes of the Harmonic Minor
scale. This month: the use of ‘pedal’ tones.

ABILITY RATING

@ & & & & Moderate/Advanced
Info Will improve your:
Key: Various + Picking-hand tapping
Tempo: 90bpm + Alternate picking timing
CD:TRACKS 59-64 | + String skipping accuracy

elcome to this month’s column on
developing fretboard fluency, with
the seventh part in our series on the
modes of Harmonic Minor. This
scale consists of the formula: R-2-,3-4-5-,6-7,
and can also, if you prefer, be visualised as a
Natural Minor scale with a major 7th degree.

TRACK RECORD

88 GuitarTechmiques Spring 2020

Tony MacAlpine
is a superb player
who uses Phrygian
Dominant mode

Natural Minor scale:  R-2-,3-4-5-,6-,7

Harmonic Minor scale: R-2-,3-4-5-,6-7

Over the course of the series, we've looked
at the five Harmonic Minor shapes based
around the CAGED system, as well as the
harmonised scale which consists of a family of
seven diatonic chords, arpeggios and modes.
More recently, we’ve been focusing on the
fifth and most commonly used mode, know as
the Phrygian Dominant.

Phrygian Dominant: R-,2-3-4-5-,6-,7
This scale is commonly applied over V7
chords in Minor progressions as a means of
heightening tension before resolving back to
the tonic I Minor chord a 4th higher (or 5th

Brought to you by...

DINYLONLINE

POWERED BY DETROIT INSTITUTE OF MUSIC EDUCATION

lower). Over the last two lessons, we’ve looked
at the concept of ‘triad pairing’, using the two
Major triads built from the root and ,2nd
degrees, as well as the use of the Diminished 7
arpeggio, which is commonly applied a
semitone higher than the root of the V7 chord
for a darker 7,9 sound.

This month, we’ll continue our neo-
classical rock theme by studying another
common stylistic device — the use of pedal
tones. Although traditionally used to describe
the use of the ‘pedals’ on an organ in order to
sustain lower bass notes while the harmony
moved over the top, this term is also
commonly applied to any melodic phrase
which incorporates the repetition of a specific
note within the pattern, and with the
subsequent notes gravitating around or
referring back to this ‘static’ pitch.

A trademark of mid to late-80s neo-
classical virtuosos including Yngwie
Malmsteen, Vinnie Moore and Tony
MacAlpine, many of the ideas we’ll be
covering take their influence from 17th to
mid-18th century Baroque composers such as
JS Bach and Antonio Vivaldi.

Next time we’ll be continuing our series on
the Harmonic Minor with a lesson based
around the seven ‘three-notes-per-string’
scale shapes including a selection of neo-
classical style Phrygian Dominant runs. i

NEXT MONTH Martin looks at more exciting ideas
in his series on the Harmonic Minor

Goforadistorted tone with the gain on almost full.
Aswell as being the sound of choice for the
neo-classical rock style, it will help you to monitor
your muting techniques, as unplayed strings will
often create noise; especially as you ascend the
strings. Use the above amp settings, adjusting to
taste according to pickup types, etc. Adding a dash
of reverb will help give alittle more‘air’to the notes
forthat bigger, more majestic sound.

JESSE GRANT / GETTY IMAGES



HARMONIC M

OR ] LEARNING ZONE |

EXAMPLE 1 PEDALTONE IDEA CDTRACK 59

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.
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EXAMPLE 2 SINGLE-STRING ETUDE CDTRACKG60

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 A7,9 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.
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I LESSON | FRETBOARD FLUENCY ONTHECD £ TRAGKS 50-64

EXAMPLE 3 BAROQUE-STYLE ETUDE CD TRACK 61
This Baroque-style etude in the key of A minor builds upon the four-note cell final bar with the G# leading up a semitone to resolve on the root of the Am
used in our last example - this time with the melody extending down onto chord’s tonic. The example is played using strict alternate picking throughout,
the second string in beats 3 and 4. The whole one-bar pattern then descends with the‘outside-the-string’ variant of the technique utilised when crossing
through the scale shapes. In beat 4 of bar 4, we can identify the change to E strings. As you execute the upstrokes in beats 3 and 4 of each bar, you should
Phrygian Dominant with the arrival of the G# (which we can view asthe 3rd of ~ notice that the pick is moving upwards and slightly away from the strings in
the V7 chord - E7,9). This V7-Im change is also implied towards the end of the order to clear the lower second string and execute the downstroke cleanly.
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EXAMPLE 4 PEDALTONE IDEA CD TRACK 62
This pedal tone idea is based around another variation on our four-note slowly and treat each two-beat chunk as a separate exercise, repeating for
melodic cell, this time with the first finger alternating between the secondand  five minutes once memorised. Remember to shake out the hands and arms
first strings at the start of each beat and ascending through the A Harmonic when tension or fatigue arises. In order to maximise the stretch, keep the hand
Minor scale. The example uses alternate picking with the ‘outside-the-string’ square and dropped with the thumb positioned in the middle of the back of
or'hooking around’ motion utilised when crossing strings, and with the final the neck. When sweeping, pull the pick through the strings in a single motion
Am-add9 arpeggio executed using a sweep stroke followed by a slide. Start and roll the first finger of the fretting hand carefully to avoid any clashes.
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HARMONIC M

OR Ei LEARNING ZONE

EXAMPLE 5 BACH INSPIRED ETUDE CDTRACKS 63

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

Dm

to its V (A Phrygian Dominant in the final bar with the arrival of the D, 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.
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EXAMPLE 6 PEDALTONE ETUDE CDTRACK 64

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 G7,9, 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.
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| LESSON | INTE

% WOODSE

5D

* TRACKS 65-69

ONTHECD o

In The Woodshed

Example 3
features the
‘Hendrix’ chord

ABILITY RATING

@ & & & & Moderate/Advanced
Info Will improve your...
Key: Various v Picking accuracy
Tempo: Various + Fretting-hand flexibility
CD: TRACKS 65-69 + Muting of idle strings

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
of the intervals are flat: 1-,2-,3-,4-,5-,6,7. So
you could find the positions on the fretboard

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

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

To gain an understanding of how the scale
relates to harmony, our first example shows
the notes harmonised using 3rds to create
four-note chords, with root notes along the
sixth string. This is the same as playing A,
Melodic Minor, only here we are starting
from the 7th degree.

Our second example is from the ‘Altered’
perspective, where the scale is viewed as over
a Dominant chord, rather than Minor. The
presence of the ,4 allows for this trick, as this
is enharmonically the same as a major 3rd. If
we extrapolate this further and swap some
more of those ‘flat’ interval names for ‘sharp’
interval names we can spell out the same scale

Brought toyouby...

rockschool

like this: 1-,9-#9-3-,5-#5-,7. Exactly the same
notes, but different interval names. The
reason for this is now we have a Dominant 7th
chord (1-3-,7) with a selection of Altered
extensions (,9-#9-,5-#5). As you can see in the
tab example, we can start with a G7, then add
various combinations of those extensions to
create different ‘altered’ chords. Often in jazz
chord charts, you will see ‘G7alt’, which means
‘play an altered chord’; the exact altered chord
is left to your interpretation.

Example 3 starts with G7#9, a chord type
commonly referred to as the ‘Hendrix chord’
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

££ EXAMPLE 2 IS FROM THE
‘ALTERED’ PERSPECTIVE,
WHERE IT’S VIEWED AS
OVER A DOMINANT CHORD
RATHER THAN A MINOR 77

essentially the same as a minor 3rd (,3rd), 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.

Example 4 will help you really appreciate
the presence of both Major 3rd and #9. Our
#9 is essentially the same as saying ‘minor
3rd’ (,3rd), so here we have a G7 arpeggio with
a,3rd (or #9) added. This creates an
interesting and exotic sounding effect.

The fifth and final example is a fusion lick
played over a Minor II-V-I, using a
combination of m7,5 arpeggio notes. The
Altered scale is used over the G7 chords and
then we resolve to the Cm?. il

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.

EXAMPLE 1 G SUPERLOCRIAN

CDTRACKG65

First learn the root notes along the sixth string. The intervals are 14,24,34,44,54,64,7. 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.

Gm7b5 Abmmaj7  Bbm7  Cbmaj74s Db7 Eb7 Fm7b5  Gm7b5
J=70 b
A # ] | 19 i | 17
Iy |29 7
“H‘H - = ;IV E‘ f %7 y Vl | : I
—— s —n 1 i - be o} .
o | ld  b®  be i i ' |
Play 4 times
E
B 2 4 6 8 9 11 12 14
G 3 4 6 8 10 12 13 15
D 3 5 6 8 9 11 13 15
E 3 4 6 7 9 11 13 15
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SUPERLOCRIAN MODE i LEARNING ZONE I

EXAMPLE 2

CD TRACK 66

Here we start with a G7 chord with the intervals 14,7-3 from low to high. The|,5 and #5 intervals are added to the second string and the |9 and #9 intervals are

added to the first string. Take the time to mentally name the intervals of each chord as you play them.

G7no5 G7b5 G745 G745b9 G78549
J =70 J I)
4 | L o] b Ml
a1 = : 2 —8
4 i
o
Play 4 times
E 4 6
B . 2 4 4 4
G 4 4 4 4 4
D —3 3 3 3 3
E 3 3 3 3 3

—
q
<

EXAMPLE 3

CD TRACK 67

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 C}). This is a great way of accessing the Superlocrian sound.

) = 100 G749 Cmmaj9 Play 4 times
N | :
e = o f 1
Dl '| TEE
Letring— - - - - - 4

E 10
B 11 1 8 8
g' 1nG 10 8 - - §
A 10 — 10—s -
E 11—7 8

H -‘

EXAMPLE 4 CDTRACK 68
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.
G749
J =70 81)‘1 ————————————————————————————————————————————————————— =

O 4 — = i H_,_a P - =
[ £am ] @ |
A\AV . ] q! ] .
L [ h,
Play 4 times

E 15—18——15
B 15—18 18—15
G 15—16 16—15
D 15—17 17—15
A 13—14—17 17—14—13
E 15 15—13

EXAMPLE 5 CD TRACK 69

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.

J = 100 Dm7b5 G749 G7bo Cm7
p——— r3 —

A | et p— - i P
o s = : —o — — -
(5> % '_._i_._p_ :

Y ——

Play 4 times
E
B 8 11—9—8
G 10—8 10-8
D 12-10 8—9—11 9—8 10
A 1—11 11-10-11 11-10
E 10-13—13
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The last six months still avarlable!

Missed one of our recent fabulous issues? GGet one now while stocks last.
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BEST MAJOR 4
LIGKS EVER!

APRIL GT306

BEST MAJOR LICKS EVER!

Use Mixolydian mode to spice up your rock,
blues, jazz, country & funk. Take video lessons
with award-winning blues man Chris Buck &
Italian wizard Rocco Zifarelli. Learn Dance Of
The Blessed Spirits, Fingerstyle blues & play like

Roy Buchanan, The Black Crowes & much more.

Y
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STEVE MORSE
JAN AKI(EIIMAN

Two prog legends

JANUARY GT303
CLASSY BLUES

Up your minor blues game! Learn how to use
Dorian mode to play more sophisticated solos.
Then take a lesson from the incredible John
Etheridge, who shows some of his coolest licks
on video. Style studies with Robin Trower, Mick
Mars, Yngwie Malmsteen and so much more!

IDEO LESSONE ‘IIIIIIESJAHTMGKS
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PENTATONIC
LICKS

Grab-yaurself a whale
new bag of Pentatonic

and Blues stale
Alfstyles. All
What's nat to like?” ,»* /=

MARCH GT305
50 PENTATONIC LICKS

These essential Major and Minor Pentatonic
licks (some tasty Blues scale ones too) will

put a new spring in your step. Different styles
and speeds, and all ready to steal! Plus: play
fingerstyle with Toommy Emmanuel; Lord Of All
Hopefulness; Albert King, Zakk Wylde & more!

PLAY

Use hammer-ons, bends
pull-offs and slides lo >
play fast like Clapton, 8
Hendrix, Gary Moore,
o \ \ V Larry Cariton, Jimmy
Page and Philip Sayce!

‘ /
@ MM.D%EEN
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DECEMBER GT302
PLAY RED HOT BLUES

We analyse six top blues-rock-jazz guitarists
(Hendrix, Clapton, Gary Moore, Larry Carlton,
Jimmy Page, Scott Henderson, Philip Sayce)

& show how they use legato for fluidity. Plus:
Guthrie Govan on string bending; Malmsteen,
Jonny Lang, Pearl Jam, Hawkwind & more!

G FREE CD 2VIDEO LESSONS 4 BLUES JAMTRACKS

ultTechmques

. FREECD /|71 =771 1 /4 BLUES JAMTRACKS

® 304

FEBRUARY GT304
JIMMY PAGE

There's no doubting Jimmy Page’s inportance
in the pantheon of popular music, and his time
in Led Zeppelin set new heights for the guitar
in rock. We've created four full style studies -
blues, rock, riffing and acoustic - to get you
playing like the master! Plus lots, lots more!

STRING. -
BENDING

NOVEMBER GT301
STEVIE RAY VAUGHAN

Four full style studies: uptempo stomper, riffy
rocker, instrumental ballad, slow blues. Learn

in full or steal a bagload of licks! Guthrie Govan
string-bending (video); a full-on lesson with the
master! Rock legend Marty Friedman solos over
an exclusive new track (video). And tons morel

TO ORDER BACK ISSUES: Call 0844 848 2852 or visit www.myfavouritemagazines.co.uk

Please do not call or email the magazine directly as we cannot deal with subscriptions or back issues. We regret that we cannot photocopy transcriptions from back issues

Fach back issue costs (including postage and packing) M UK: £5.99 M Europe: €9.99 M Rest of the world: us$15.99
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NEWALBUMS

A selection of new and reissued guitar
releases, including Album Of The Month

SONNY LANDRETH
BLACKTOP RUN

Provogue/Mascot Label Group &3 €29 €29 € €29
“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

SONNY LANDRETH

Blacktop Run

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!

Nguyén Lé O
Overseas

NGUYEN LE

OVERSEAS

ACT Music €9 €9 € &

Nguyén Lé’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
avocal 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 Lé -
he sure plays vibrant guitar!

DAN REED NETWORK
SLAM

Universal Music €3 €9 €9 9

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 Easyis 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 9os funk
AOR, this is appealing stuff!

o s

ALDI MEOLA
ACROSS THE UNIVERSE
EarMusic €9 €9 €9 9

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 | HEARD

Nozzle Records/Thirty Tigers €29 €29 €o9 €9
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 OYSTER CULT
40TH ANNIVERSARY AGENTS OF
FORTUNE LIVE 2016

Frontiers €9 €9 €9 .9

In 2016, Blue Oyster 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 Oyster
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.

BLUE*QYSTER-CULT
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| INTERVIEW |

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 todo soinaband? If so what, and
have you ever doneit?

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 youreadit?
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.
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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.

££ YOUR SINGLE BEST EVER GIG? ‘OPENING FOR
BONNIE RAITT. AND WORST PLAYING NIGHTMARE?
‘GOING ON AFTER TOMMY EMMANUEL!’ 53

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
everdid...?
KM: Opening for Bonnie Raitt

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

IOONLIGHT, MISTLETOE & YOU
] o

SIXTY SECONDS w:ih...

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:What'’s the mostimportant musical
lesson you ever learnt?
KM: Be yourself!

GT:Do yousstill practise?
KM: Yes.

GT:If you could put together afantasy band
with youin 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:lIs there asolo 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.
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IS THERE A SOLO BY
SOMEONE ELSE, THAT
YOU WISH YOU'D PLAYED? 7

‘AMOS GARRETT’S SOLO ON _ e £
MIDNIGHT AT THE OASIS; " T = | -

BY MARIA MULDAUR’
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MORE OF THE WORLD’S BEST LESSONS...
FEATURE#3

PHILIP SAYCE 7 DADGAD ACOUSTIC
Blues video masterclass J Two great pieces to play

Interview and lesson with this stunning Stuart Ryan brings you two fine
modern blues guitarist who shows us acoustic";piecqs to get your teeth into.
some of his favourite turnaround [ick@ So re-tunie yOUr ﬂat—top and let’s go!

CLASSICAI. TAB VIDEO
' 4

~DVORAK .-
: Humor_esque o !

Bridget Mermikides arranges and !
scribes a superb work from
brilliant Czech composer. :

TECHN IQUE & THEORY

GREAT 5UFFTOLEARN
Octaves a i Dlmm/shed scale

® style octaves m

g ¢

Play multiple styles with our...
PIETY LEGENDARY

hoh rJJ (J (\J/ honh 1 S ‘-r-<\r1
HAINUL LAV LAY
Fender’s ‘plank guitar’is one of the most powerful musical tools ever. We have 50 rock, pop,

blues, jazz, Motown and country licks in the style of Page, Beck, Harrison, Springsteen, Albert
Collins, Steve Cropper, Robben Ford, Jerry Donahue, Joe Walsh, Tom Morello and 39 more!

{

MORE GREAT LESSONS
(3 0 Minute Lickbag

ix more new licks to test you

¥ Joe Bonamassa
Cop his high-octane blues style

Iron Maiden
Murray, Smith and Gers

Kula Shaker
Crispian Mills’s Indo-Britpop
Fingerstyle Blues

More of this iconic technique

Shaun'’s Creative Rock
Mixolydian blues-rock soloing

Mitch Dalton, Justin,Sandercoe
Creative Rock, 60 Seconds With,
Instrumental Inquisition, One-
Minute Lick, and loads more!
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