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It’s a difficult time for musicians

= [ _ _
and we are behind every single

We are doing everything we

can to help, including advising

the Government on behalf of
u r musicians during the pandemic,
setting up the Coronavirus
Hardship Fund and offering
£ 1 payment holidays.
@WeAreTheMU |
We hope by creating
theM U.o rg affordable access to the

Union, we will provide further
support and benefits to even
more musicians.

If you have left the Musicians’
Union five or more years ago,

you can rejoin and pay just
£1for 6 months of membership.

Pay only £1for the first six months of your annual membership.
Subject to joining for 12 months with the following 6 month
period paid at the standard rate of £18.92 per month.

The membership cannot be cancelled within 12 months of
joining. Available to first-time joiners, former student
members, and those who left 5 years or more ago. Students in
full-time education pay £20pa. Fulldetails from theMU.org
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Just a few of your regular
GT technique experts...

SIMON BARNARD

Simon is a graduate of ACM and The
Guitar Institute, holding a Masters
degree in music. He teaches, examines
and plays everything fromrock to jazz.
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SHAUN BAXTER

One of the UK's most respected music
educators, Shaun has taught many who
are now top tutors themselves. His Jazz
Metal album is considered a milestone.

JON BISHOP

Jonis one of those great all-rounders
who can turn his hand to almost any
style. He's also rock legend Shakin’
Stevens' touring and recording guitarist.

CHRIS BROOKS

Chrisis Australia’s busiest guitar content
creator and go-to online rock tutor. See
his many books at chrisbrooks.comand
www. fundamental-changes.com

CHARLIE GRIFFITHS

Guitar Institute tutor Charlie first came
tofamein Total Guitar's Challenge
Charlie series. He's also guitarist with top
. UKmetal-fusion band Haken.

PAT HEATH

BIMM Brighton lecturer, ESP product
demonstrator and all-round busy

. musician, Pat brings you six cool licks
each month in 30-Minute Lickbag.

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 themif you can.

BRIDGET MERMIKIDES

Guildhall and Royal Academy trained,

mm BridgetisaRoyal College of Music

mm €Xxaminer,arespected classical player
s and award-winning blues guitarist.

JACOB QUISTGAARD

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

STUART RYAN

Fluentinahugerange of styles from rock
to traditional blues and folk, Stuartis a true
guitar virtuoso. Check out his latest books,
lessons and CDs at stuartryanmusic.com

JUSTIN SANDERCOE

One of the most successful tutors ever,
justinguitar.com s full of information,
and his YouTube channel boasts overa
million subscribers! Why not join them?

PHIL SHORT

You might recognise Phil from winning
International Guitar Idol competition.
But he also teaches at BIMM in London
andis a busy session and touring player.

"  JOHN WHEATCROFT

A phenomenal guitarist, Johnisa
master atall styles but alegend in Gypsy
Jazz.His latest album Ensemble Futur is
out now oniTunes and Amazon.
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WELCOME

I LOVE THE huge ‘50 licks’ type features
that we do, like the one filling much of this
issue. Not only does it show the range of our
tutors’ stylistic knowledge, dedication and
chops, it also lets you play things you love,
and try styles you may not be familiar with.

The term ‘rock’ covers so much musical
ground. The differences in tempos, feels and
approaches is extraordinary; and when you
add the stylistic subtleties (sometimes not so
subtle) and technical dexterity of the
guitarists whose styles Jon Bishop has done
such a great job of emulating, it’s staggering.

I'd love to think you would have a go at as
many of the licks as possible - and not just
the ones you find easy. There’s no real point
to this if we don’t try to stretch ourselves.

Nile Rodgers has remained at the
forefront of popular music-making //
since his band Chic, along with
musical partner Barnard Edwards,
stormed into the charts and owned the
funk scene from the early 70s on.
That he went on to produce many
artists’ greatest-selling albums is
testament to his genius. Jason
spoke to Nile some years back
(not for GT) and got him to talk
about his fascinating life in
music, and to demonstrate the
kind of parts he’d create to make
his tracks groove. Such is its

Howto play a

GREAT
St

FRIC GALES

SUBSCRIBE?
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timeless appeal that we felt it prudent to let
you see and hear it this issue.

As always, Bridget has come up with the
goods this month, with her incredible
arrangement of Giusseppe Verdi’s Hebrew
Slaves Chorus from his 1841 opera, Nabucco
(Nebuchadnezzar). It will test your rhythmic
skills, your fretting and picking-hand
technique, and more than challenge your
ability to cope with a range of dynamics.
Check out Bridget’s fantastic video, too,
to see how it really should be done.

As a big Beatles fan I always loved the
acoustic or fingerstyle songs of McCartney,
Lennon and Harrison. Tracks like Paul’s
Yesterday, Blackbird and I Will, John’s Julia,
Dear Prudence and Happiness Is A Warm

Gun, or George’s Here Comes The Sun, Run
Of The Mill and Long Long Long (all
{ flat-picked but very ‘fingers friendly’),
~ induced me to get into it too. These and
James Taylor of course. Do check
out Stuart Ryan’s fascinating
and revealing feature.
Enjoy the issue, and I'll
see you next month.

i

Neville Marten, Editor
neville.marten @futurenet.com

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.

TRYIT! Go to www.pocketmags.com, search for Guitar Techniques to
purchase a single issue for just £3.99; or subscribe and g@

enjoy GT with audio and animated tab on any device!

* PLEASE NOTE: Only the Apple and Pocketmags version contains interactive tab and audio. Zinio and others do not.

and will not work in a regular CD player.

DISC AUDIO (PRINT VERSION ONLY) Sometimes the GT CD features some of the backing tracks as mp3 files
due to space. These will be found in a folder on the CD-ROM section of the disc, accessible only via a computer,
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COVER STORY

50 ROCK LICKS

In five rock sub-genres... ... .. 12
Grab a new lickbag of blues rock, classic rock,
southern rock, adult orientated rock and hard
rock, in the styles of the greatest players.

SPECIAL FEATURE
THE BEATLES’ ACOUSTIC STYLES
Paul, John & George..... .. 38

Learn the very different acoustic approaches
of all three guitar-playing Beatles. Stuart Ryan
nails the fab picking styles of the Fab Three!

CLASSICAL TAB

GIUSEPPE VERDI

Chorus of the Hebrew Slaves ...
Bridget arranges and transcribes this rather
demanding piece from Verdi’s breakthrough
opera, Nabucco (Nebuchadnezzar) for you.
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Nev talks about the great features you’II find in
this month’s action-packed issue.

Your regular features including: Albums,
Food For Thought, Session Shenanigans, One-
Minute Lick, That Was The Year, Jam Track tips.

INSTRUMENTAL INQUISITION ... 8
This issue’s lover of instrumentals is founder
member and guitarist of a blues band from the
60s that’s still gigging: the great Savoy Brown.
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Note new subs address when subscribing in
print or digital www.magazinesdirect.com.
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LESSONS INTRODUCTION ... 53

Senior music editor Jason Sidwell introduces
another brilliant lessons section.

SO-MINUTE LICKBAG ... .54

Pat Heath has six new licks at easy, moderate
and advanced levels. Can you '‘bag’them all?

BLUES .. .86
Phil Short Iooks at one ofthe most revered ofaII
guitarists, that feel-laden guitarist from James
Gang and The Eagles, the incredible Joe Walsh.

71 | B0t 1 60
Martin Cooper looks at the rocky, bluesy, but
distinctly British style of Wishbone Ash, and
guitarists Andy Powell and Ted Turner.

The incredible Australian guitarist Chris Brooks
serialises his awesome Fundamental Changes
book, Legato Rock Technique Mastery

Simon Barnard examines the fantastic styles of
Suede’s Bernard Butler and, more especially, his
excellent replacement, Richard Oakes.

SHAUN’S CREATIVEROCK ... 74
Shaun Baxter continues improving your rock
theory and technnique. This month he finishes
this series with a fantastic Mixolydian solo.
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Charlie Griffiths shows how to burld your ability
at a possibly new technique - Chord Tapping.
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Interview and Masterclass. ... 28
Jason Sidwell delves into Nile's incredible
career in a revealing interview. Then Nile plays
arange of funky ideas bound to inspire you.

Nile Rodgers
plays some cool
funky ideas




NEWALBUMS

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

STRAY CATS

ROCKED THIS TOWN - FROM LA TO LONDON

Surfdog Records 10/10

Recorded last year in London, the world’s
most famous active rock and roll trio,
featuring Brian Setzer on guitar and vocals,
performs 23 tracks on this live album. With
songs spanning their early days to last year’s

studio album, 40, the band is on fine form and it’s very well recorded.
Opener is the rollicking Cat Fight (Over A Dog Like Me), uptempo and
punchy with Brian’s guitar providing chugging muted riffs, sustaining
chords, searing double-stops and a seriously tasty solo. Runaway Boys
is moody, with palm muting, Bigsby dips and explosive triplet runs. As
the songs steamroller on, the upright bass, small kit and slapback guitar
are much more versatile than one may expect and, while we’d be
hesitant to suggest that they were jazzy, there’s much to admire as the
arrangements imply and state the often classy chord changes with a
savvy not seen much in mainstream music. While the big hits are on
here (She’s Sexy +17, Rock This Town, Stray Cat Strut), the variety is
most appealing as is the flashy instrumental segment Cannonball Rag/

Misirlou. Vibrant and exciting stuff!

JOHN PETRUCCI
TERMINAL VELOCITY

Sound Mind Music 8/10

Petrucci’s second instrumental
album is full of melodies, intense
riffs and blazing solos. While his
influences are sometimes apparent
(Steve Morse in particular), he has a
unique voice in today’s world of
rock virtuosity, and this confirms it.
John is joined by ex-Dream Theater
drummer Mike Portnoy, and bassist
Dave LaRue. Craft and care are
evident throughout, from the crisp
production to the arrangements
where drums and bass provide a
tight foundation for John’guitar.
Opener, Terminal Velocity is full-on
with a Celtic metal vibe, optimistic
melody and screaming solo. The
Oddfather features his speedy
picked arpeggios (check out Happy
Song for more). The stylistically
hybrid Out Of The Blue - octaves,
maj7yths, bluesy phrases - is most
intriguing amid the power burners.

For DT fans, Gassy-Eyed Zombies’
spiky riffing and his Boogie’s thick
metal tone excell. As for his lauded
alternate picking, Snake In My Boot
should excite, and for arguably the
most metal piece, the seven-string
mosh of Temple Of Ciradia will
provoke suitable gurning!

GEORGE BENSON
WEEKEND IN LONDON

Provogue 8/10

Recorded at Ronnie Scott’s, this
new Benson album is a greatest hits
package with the vitality that only a
live show can provide. It’s largely a
vocal focused set with hits ranging
from Give Me The Night to
smoochers like In Your Eyes (nice
solo by long-time live guitarist
Michael O’Neill), and then populist
instrumentals such as Affirmation.
Live, George sure cuts loose as his
extended outro to Give Me The
Night attests. Among his trademark
songs it’s great to hear fresh covers

GEOR
BENSON

YERDD
wON %

-

of I Hear You Knocking with a
rolling blues vibe and Donny
Hathaway’s The Ghetto, where
George’s octaves and slippery scat
soloing will raise a smile. Album
closer, Cruise Control is an
instrumental from his late 9os
album, Standing Together with a
slick groove, tasty chords, vibrant
soloing and a little nod to Breezin’.
It’s tasty and vibrant, just how we
want a live Benson gig to be.

JOE BONAMASSA

ROYAL TEA

Provogue 8/10

Joe’s British blues themed tour of a
few years ago has culminated in an
album of new songs penned with
British artists including Bernie
Marsden, Pete Brown and Jools
Holland. Don’t expect many 12-bars
though, as opener When One Door
Opens exclaims with rocking riffs
and a blazing wah solo. The title
track has a Cream-cum-Purple vibe;
triplet feel, organ stabs, bluesy
guitar fills and a searing solo. The
dynamic layers of Why Does It Take
So Long To Say Goodbye will
appeal. Alternatively, the punchy
delivery of Lookout Man is a great

driving anthem; Joe sure can fill out
a wide-spaced riff. High Class Girl
has suitably gnarly guitar tones and
biting exclamations while tracked
guitars feature on A Conversation
With Alice. As regards a standout
track, I Didn’t Think She Would Do
It could well be the one - uptempo,
Hendrix-esque territory with some
of Joe’s most blazing playing on the
album. Tasty and majestic with
great writing, that’s Royal Tea!

ROGER WATERS

US + THEM

Sony Music 10/10

Anything even remotely connected
to Pink Floyd is going to be a major
spectacle. We'll say right off that
this latest in-concert package from
Waters is best experienced via the
DVD, Blu-Ray or 4k UHD versions.
It’s visually stunning and you gain
the benefit of surround sound, too.
The double CD version is essentially
the soundtrack to the movie and

kicks off with the familiar heartbeat
that takes us into a medley from the
first half of Dark Side... with One Of
These Days inserted in the place
usually occupied by On The Run.
Welcome To The Machine follows
and it’s 30 minutes or so before we
reach any of Waters’ solo material,
in the form of Déja Vu, The Last
Refugee and Picture That. Then it’s
back to Floyd standards, romping
through tracks from The Wall,
Animals and the other half of Dark
Side... It’s a shame that Waters’ solo
material is so scant, but the Floyd
songs here are all but note perfect,
with guitar duties in the capable
hands of Dave Kilminster and
Jonathan Wilson. We hear there’s a
new project on the cards for 2021,
and if the quality here is anything to
go by, we can’t wait.

FRANKZAPPA

HALLOWEEN ‘81

Zappa Records/UMC 9/10

Oh how we miss Frank Zappa,
particularly in today’s political
climate. What would he have made
of it? The mind boggles. In any case,
Zappa’s Halloween shows were the
stuff of legend and in this six-CD set
we have the 1981 series of shows
recorded at The Palladium in New
York. The discs catalogue FZ’s
four-night run there with high jinks
and great music galore. A lot of this
material has shown up before on
the You Can’t Do That On Stage
Anymore series and in videos like
The Dub Room Special and The
Torture Never Stops, but hearing it
all in one place is the real crux of
this particular biscuit. The line-up
of Frank’s ‘rocking teenage combo’
includes a very young Steve Vai,
immortalised in the song Stevie’s
Spanking. Prepare be amazed at the
band’s musical precision — and to
laugh your socks off!
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FOOD FOR thought

Justne

GUITAR

Justin Sandercoe of justinguitar.com lends GT his insight as one of the
world’s most successful guitar teachers. This month: The Strumming Pattern Is...

ne thing I get asked all

the time is, “what is the

strumming pattern for

song X?” and I'm hoping
after this article that you won’t ever
askit. And we’re going to dive a
little deeper into groove, too.

The first thing to realise is that
most songs don’t have one
strumming pattern all the way
through. Seriously, they don’t.
Hardly any at all - there probably
are some but I can’t think of one
now that’s exactly the same from
start to finish. The obvious
exception is when a pattern has
been sampled and used
electronically, but that’s not really
what I'm talking about here.

Abasic understanding of song
form and structure will really help
you understand how you should
approach rhythm guitar in a song.
Most commonly, verses are quieter
or less busy than a chorus. The
verse is where the story is told
(usually more detailed and personal
so wants to be more mellow), and
the chorus is where the audience
connects their experiences with the
song and so it needs to be bigger.
I've covered this on the website, so
why not look up my lessons on
dynamics - then apply the ideas to
music you love and take notes.

So we already have patterns for
the verse and chorus, but almost
certainly there ‘1l be a different one
in the bridge, and possibly another
in a pre-chorus. There may even be
more sections, like a classic intro
- yes I'm talking to you, Wish You
Were Here and Wonderwall.

But there’s also something here
tolearn from drummers. Every four,
eight, 12 or 16 bars there’s often a
fill, or a slight variation on the
groove, in the same way that a
drummer would add a fill to their
groove. The fills are often more
pronounced and obvious going into
a new section (verse to chorus) and
so there are the subtle fills every four
or eight bars and bigger ones
between sections. If you're playing
on your own the fills become more
important, as the band won’t be
there helping to define things.

6 GuitarTechniques December 2020

Also important to realise is that
the rhythm is likely to consist of
more elements than just strumming
patterns. It’s likely to contain some
‘strumming pattern type thing’, but
also single-note lines, chips and
splangs and the interplay with other
instruments might create
interesting rhythmic effects.
Listening to the whole and then
trying to focus on individual parts
will help your understanding of
ways this can work - there are far

player worth studying - he makes
creating layers look far too easy -
most of us find it takes study,
practice, and serendipity. Other
superb ‘layerers’ include John
Mayer, Keith Richards and Jimmy
Page but you’ll find layering in most
modern recordings — just tune your
ear in to listening for them.
However, after all that it seems
to me that actually the most
important element no matter what
you play is the groove. You can play

££ STEVE LUKATHER IS ONE OF THE
GREATEST RHYTHM LAYER PLAYERS.
THERE ARE SO MANY BEAUTIFUL PARTS 93

too many approaches to go into
here. I believe the best way to learn
about layering parts is to listen to
the greatest rhythm players of all
time, and steal the bits you love.
Steve Lukather springs to mind
as one of the greatest rhythm layer
players. There are so many
beautiful parts in his work - each
adding an element that mixes
together to create a super groove.
Tim Pierce is another incredible

a fancy part if you like but if it’s not
groovin’ and feeling good then it
just ain’t gonna work. A great feel is
something that seems to come
easily to some people and takes
others a lot of work. It should be
effortless, and I think for many
people that find it hard, the answer
is to relax, not stress about it, and
try and lose yourself in the music.
It’s easier said than done of course,
and there are again exceptions here

: - This month Justin
reckons it’s all
about the rhythm
and the groove

- some of the finest groove players
look like they’re taking it very
seriously indeed, almost like
locking in is painful. And in styles
where things get complicated and
still need to be super tight it takes
lots of concentration.

A great way to work on the
groove is to play along with tracks
that make you feel great. I love
locking in with records that have a
great groove and really trying to
lose myself in the song. I feel this is
one of the few ways to absorb what
we call the time feel, and there is
something that can’t be written
down or taught academically that
you can learn by doing this.

So no matter what technical
things you want to learn about
rhythm, do remember that it needs
to feel good to you if you want it to
feel good to the listener. Get that bit
right and the rest should fall into
place. Stay safe out there.

Best wishes, J.

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: Spanish Guitar For Non-Spaniards.

lassical guitar masquerades

under a plethora of aliases.

Nylon-strung guitar,

gut-string guitar, the
aforementioned Spanish guitar. On
occasion you may even be handed a
part that says, ‘acoustic guitar -
Latin fills’. Or ‘bossa nova feel,
fingerstyle’. You might be surprised
to learn that a number of folk who
ply their trade as composers or
arrangers aren’t appraised of the
fact that these are descriptions of
exactly the same instrument.
Indeed, there are those who write
‘Acc. guitar’ at the top of the music
when they can neither differentiate
it from a steel-strung guitar nor
spell the word ‘acoustic’.

What unifies this bunch of
names, mis-names and etymological
inaccuracies is this: the classical
guitar is an instrument that requires
years of intensely serious study.
While others are ripping off their
Jo-Bo licks, you’ll be hunched over
Carcassi’s Twenty Five Melodious
And Progressive Studies, footstool in
the correct position and instrument
positioned at an appropriately
jaunty angle. And you can forget tab.
You'll need to bite the metaphorical
bullet and learn to read music. You’'ll
want a good tutor, if you can find
one. And a smidgen of luck. In my
own case, I was given two
recommendations when I played to
Michael Jessett, Professor Of Guitar
at The Royal College Of Music at the
time. Gratifyingly, neither of them
was, “Pack it in, mate”. I made my
selection purely on the basis of
geographical location and went for
the North London option. He turned
out to be Carlos Bonell, John
Williams’ successor at The RCM.
The alternative candidate was south
of the Thames. I'm sure he would
have made a fine teacher but I later
discovered he was better known as a
world famous male model. And thus
my Vogue career was stillborn purely
on the basis of an A-Z Road Atlas.

You won'’t be surprised - or even
heartbroken - to learn that a serious
analysis of the repertoire lies
outside the scope of this article.
However, I will offer you the

following observations regarding
the use of this beautiful instrument
in contemporary settings.

The clue to success resides in the
title - ‘fingerstyle’ guitar. Do try to
develop an orthodox technique
involving thumb (p), first finger (i),
second finger (m) and third finger
(a). You ain’t never gonna make ‘em
go weak at the knees in the bedroom
scene in a Bond movie by using a

employed, in which the finger comes
to rest on the string below the
plucked note. For everything else
there is ‘tirando’ (pulling stroke).
And Mastercard, obviously.

Which segues delightfully into
the world of fingernails. The great
Segovia, that self-styled father of
classical guitar, offered some
helpful advice. “If you do not
possess good nails, give up.” A more

££YOU'LL NEED TO BITE THE BULLET AND
LEARN TO READ MUSIC. YOU'LL WANT A
GOOD TUTOR. AND A SMIDGEN OF LUCK 77

pick. It sounds scratchy and rough.
Personally, I avoid so doing at all
costs unless I'm forced to play a
passage of such rapidity that I
simply cannot execute it without
one. And it really is all about the
sound. You're aiming to strike the
string at the junction of the fleshy
part of the finger with the nail. To
obtain a more forceful sound from
what is a relatively quiet instrument,
the ‘rest stroke’ (apoyando) is

constructive way forward is to keep
the nails smooth at the edges and
following the contours of the finger,
protruding sufficiently to strike the
string accurately. After shaping
with an emery board, I find that a
four-way buffing block obtainable
from Messrs Boots Of Nottingham
is most efficacious. Your only
concern will be to avoid a ruinous
break the night before recording an
episode of Doc Martin, or monetary

—
Mitch has wise e A

words on the
Spanish, or is it

classical guitar? —

‘.'

equivalent. But it’s not all doom and
gloom. For years I've declined
requests to move wardrobes or clear
gardens on the strength of it.

A good instrument is important.
But so much of sound production
originates from the mind and
fingers of the instrumentalist. I
remember struggling with one of
the Bach Lute Suites during a lesson
with Carlos. He demonstrated a
particularly complex passage on his
David Rubio, forcing me to
comment, “Wow. That really is a
fabulous sounding guitar.”
Whereupon, he handed me said
guitar and replied, “There you go. If
that’s the case you won’t have any
difficulty making it sound like that!”

One of the joys of modern day
classical guitar playing is that one
can obtain a perfectly serviceable
instrument for comparatively little
outlay, certainly compared to the
torture of acquiring a half-decent
violin or ‘cello. I will concede that
the phrase “I play The Korean
guitar”, is not heard much in polite
society, but who'’s to quibble when
The Concierto d’Aranjuez sounds
perfectly mellifluous on a £500
box? My efforts would have been
considerably less tortuous had I not
begun with a barely playable
student model. I then had to pay a
small fortune (£300) and wait 18
months for Julian Bream’s favourite
maker José Romanillos to construct
a frankly disappointing guitar. As
an investment it was a different
story however, financing as it did
the purchase of a Greg Smallman
model, as recommended by John
Williams. Which, despite tinnitus
inducing volume levels, wouldn’t
play in tune. After decades of
nylon-strung anguish, I am
currently the happy owner of an
English-made Spanish Guitar by
Kevin Aram. You could check him
out to advantage if you ever get
serious about matters musicawl.

Meanwhile, back to the Tarrega
tremolo study. I wonder if I'll ever
be able to play it?

More on Mitch and his Studio
Kings at www.mitchdalton.co.uk
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Kim Simmonds: “I
play totally with feel,
the technical stuff
doesn’t help me”

INSTRUMENTAL 1nquistiion’

Guitar instrumentals have supplied some of music’s most evocative moments.
We asked some top guitarists for their take on this iconic movement. This month:
Kim Simmeonds of legendary British blues band, Savoy Brown.

GT:Whatisitabout guitar
instrumentals that appeals?
KS: I grew up in the era of classic
rock and roll instrumentals. The
Shadows in the UK, The Ventures
in America. Memphis by Lonnie
Mack was a sensation to me in
1963 when I heard it. Also, The
Yardbirds’ Got To Hurry in 65.
Take Five was an earlier jazz hit
that I learned to play. A lot of rock
instrumentals took their influence
from the jazz world, which was
largely instrumental and ground-
breaking in the previous years.
Alot of the popular rock
instrumental hits were based
around guitar licks and I loved
that. I still incorporate that kind of
approach to many of the blues-rock
songs I write. It gives the song an
extra ‘hook’ apart from the lyrics.

GT:What can an instrumental
tune provide a listener thata
vocal song can't?

KS: An instrumental is an abstract
offering. Like an abstract painting,
with an instrumental you can bring
your imagination to it as a listener.
It will speak to you in its own way.
A vocal song often already has
everything laid out for you to
appreciate. Often an instrumental
has a musical ‘lick’ or melody that
draws you in and is unforgettable,
and there is often a musical
virtuoso playing the lead. That is
always a treat - to hear a fine
musician playing.

GT:What tendencies do you aim
to embrace or avoid, such as
rhythms, harmony, playing
approach, or tones?

KS: With an instrumental you need
to appeal to people’s emotions
otherwise it becomes muzak or
background music. It must have
melody, too, and in many ways
should imitate a vocal. For
instance, the lead instrument could
be playing with vibrato. The latter
can be achieved by the fingers on a
guitar or with a whammy bar.
Technique helps as the ‘wow’ factor

ARNIE GOODMAN
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to attract a listener’s attention, but
mostly you must paint a picture,
like an artist, with honesty.

GT:lIs a typical song structure
always relevant for composing
aninstrumental?

KS: An instrumental musical
structure can ape a normal vocal
song approach. Then again,
because it’s abstract, it can go
anywhere it pleases. With an
instrumental there’s more
looseness and latitude to invent
whatever you want, and not have
those song structures to hem you
in. I've always played
instrumentals on my albums
because it gives you a chance to
show your playing ability and gives
you an opportunity to broaden an
album’s focus.

GT:How useful is studying a
vocalist’s approach for playing
guitar melodies?

KS: I think that would be good to
do. More to the point is having a
strong musical focus so that the

Savoy Brown:
Garnet Grimm,
Kim Simmonds,
Pat De Salvo

I simply improvise a melody over
the top of the rhythm track as per
Close To Midnight.

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

KS: I make sure the audience gets
the feeling I want to put across. If
it’s up-tempo I get up the energy to
reach them. If it’s slow and
melancholy I draw the audience in.
It’s a thing where you ‘will’ the

££ WITH AN INSTRUMENTAL THERE'’S
MORE LOOSENESS AND LATTITUDE TO
INVENT WHATEVER YOU WANT 77

listener is left in no doubt what the
music is all about. Again,
mimicking a vocal style vibrato on
guitar is an excellent way to grab a
listener’s attention.

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

KS: Sometimes my instrumentals
are failed songs. That happened
when I recorded Close To Midnight
on the Witchy Feelin’ album a few
years ago. The song melody and
lyrics were too soft in sentiment
and I thought ‘let’s save it and I'll
play lead guitar over the track’. It
worked well and took the emphasis
away from ‘soft’ to ‘lyrical’. A
perfect end to an album. Most of
the time I create a rhythm vibe on
guitar and then play on top of that.

audience to listen. Almost like a
hypnotist. You hypnotise the
audience, either with sheer energy
of feeling, or by subtlety.

GT: Many vocal songs feature a
guitar solo that starts low and
slow then finishes high and fast.
Is this idea useful for developing
pace and dynamics over the
instrumental’s duration?

KS: Of course, that’s the case with
orchestral music and something I
did try to bring into playing blues
when I started. I think all music
should be orchestral in that way.
There wasn’t much of that in the
classic instrumentals of the past.
They started and pretty much
finished in the same manner. I
think, unless the arrangement can
stand it, that you can simply start,

make your point and finish without
many fireworks going off.

GT: What type of guitar tonedo
you prefer for instrumentals?
KS: It all depends on the recording.
I made a solo acoustic blues-jazz
album not so long ago, called
Jazzing On The Blues and I used a
straight acoustic sound for the
whole album. If I'm playing a slow
blues electric tune, I'll probably
pick a warm guitar tone. For a fast
boogie I'll go to a treble sound.
Obvious, I guess. Even within a
warm-toned electric guitar tune I'll
often turn to the treble sound to
add emphasis to a middle passage
or improvised section, just to make
a point to the listener.

GT:Do you have favourite keys
or tempos?

KS: I'love playing on a slow blues
groove. That’s my strength. I love
the key of A and when I started
performing with Savoy Brown
every song was in A. John Mayall
suggested to me at that time to try
different keys! I also like playing in
D Minor (the saddest key as joked
about in Spinal Tap). It’s a great
blues key and I used it to good
effect on the song All I Can Do Is
Cry, on the Street Corner Talking
album from the early 1970s.

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

KS: Either work for me. In blues
you often play Minor guitar runs

against the Major key that a song is
pitched in. A Major key is generally
happier and perhaps softer, at least
in my style. I go to the Minor key to
make a more dramatic point.
Neither is easy if you don’t have the
initial inspiration!

GT: Do you have any favourite
modes or scales?

KS: Actually I've never really
known what a mode is. I did read
some books on ithe subject back
in the 80s, but I play totally with
feel and the technical stuff like that
doesn’t help me. I'm just a
throwback player from another
era who has managed to bridge
the gap somehow.

GT:What about modulations
into new keys?

KS: That’s fun to do and a great
production tool. Again, it’s not
that useful playing blues although
I have utilised it to good effect in
the past. Listen to the modulation
change for the solo in Poor Girl on
the Looking In album. It’s very
effective in pop music and
ear-catching when you can pull it
off. Quite often will play a middle
solo section in a Minor mode
when the song itself is in a Major
key. It makes the solo stand out
more and grabs the attention of
the audience.

GT: Do you view the backing

band any differently than you
would on a vocal song?
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KS: There really is no difference
for me. You need musicians who
can cover a wide area of music.
They should be well-versed in
basic jazz, blues and rock rhythms
and be able to improvise. The
latter being the essential key to
playing my kind of music. No one
reads the music from a sheet.

GT:What are your views on
harmonising melodies?

KS: I'm not big on that kind of
thing, for guitars at least. I like a
distinct lead guitar playing over a
background. We had that fad of
harmony lead guitars way back
that some still do. It does sound
clever to the ear, but I like to keep
things simple.

GT:What three guitar
instrumentals would you
consider iconic or influential?
KS: Green Onions by Booker T &
The MG’s. A simple riff that any
beginner can learn to play. Plus,
it’s a 12-bar blues so a good
foundation for popular music in
general. Memphis, by Lonnie
Mack. A guitar player way ahead of

Kim is Savoy
Brown’s founder
and only constant
band member

his time, playing licks that still
stand to this day. A huge influence
on guitar players who never
mention his name. I hear his licks
in a lot of musicians’ playing,
including mine. Frosty, by Albert

Collins. A blues guitar player who
played in a different tuning than
normal, thus making his guitar
runs unique. Plus, he shows that
personality in guitar playing is
often greater than technique.

Savoy Brown’s new album Ain’t
Done Yet is is out
now released by
Quarto Valley
Records. More info:
savoybrown.com.

PHIL HILBORNE’S ONE-MINUTE LICK | Rock Tapping and Sliding Licks

HERE WE ARE LOOKING at a couple of very effective tapping ideas that
should spice up your rock vocabulary. The first is an ascending lick that

to a high B. The second lick is a classic Van Halen move; the picking hand
taps, slides up the fingerboard (17th to 19th fret) then the fretting hand

involves alternating picking-hand taps with fretting-hand slides; tap
(circled note), pull-off from the string then the fretting hand slides up from
an unimportant lower fret (say the 7th fret) to the designated fret (squared
notes). If played correctly this combination will have a unique gargle-like
effect. You will notice how the idea ascends from E to F# to G and lastly up

performs two notes from E Minor Pentatonic (E-G-A-B-D) . This is typically
an effect rather than a melodic device so don’t worry hugely about hitting
the final tapped note each time. It’s the sound of the tapped slide that is
important here. Explore and experiment; there are a lot of options here
with these two flashy tapping approaches, so enjoy.
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JAM TRACKS l1ps

Use these tips to navigate our bonus backing tracks

@ Funky Blues Jam (C)

We start with a fun and funky blues
in the key of C. In terms of scales,
you’ll get off to a great start by
mixing C Major Pentatonic
(C-D-E-G-A) with C Minor
Pentatonic (C-E,-F-G -B,) to create
anice bluesy ‘BB’ effect.

@EpicBDorian Jam

This modal groove jam is focused
on B Dorian mode. Use B Minor
Pentatonic scale (B-D-E-F#-A), B
Minor Blues scale (B-D-E-F-F#-A)
- as well as of course B Dorian mode
(B-C#-D-E-F#-G#-A).

ON THE IIIS]‘,'

Every mag lesscnon CD with
full audio backing tracks

gn thestyle of this mighty musician

,/ “WISHBONE ASH

@ Their twin-guitar attack revealed

] .?’..
-y &
. /@ﬁ. R0l
Hebrew Slaves Chorus from Nabucco

o @; CREATIVE ROCK

== Piay u muiti-faceted Mixolydian solo

IN THE WOODSHED

o Learnthe art of chord tapping

NIlE RI]I][iERS SUMTEUE

The greatest of all R&B players shows ,mmw

you some of his favourite funky riffs TUﬁN OVEH R el N
e ¢S

Check out the Bernard Butlet style

Use track #1to
try out your best
BB King licks

© Slow Jazz-Blues (G)

Here we have a slow jazzy blues in
the key of G for playing your
moodiest licks. G Minor Pentatonic
(G-B,-C-D-F) is a good place to
start, and trying to find the chord
tones and arpeggios along the way
would be a great next step.

@ Lo-fiGroove Blues (C)

We finish with this groove blues in
the key of C. Mixing C Major
Pentatonic (C-D-E-G-A) and C
Minor Pentatonic (C-E,-F-G-B,) is
a great choice — as well as finding
the arpeggios C7 (C-E-G-B,),

F7 (F-A-C-E,) and G7 (G-B-D-F).
Happy jamming!

Jam tracks by Jacob Quistgaard.
Visit www.Quistorama.com/
Jjamtracks and subscribe to www.
youtube.com/QuistTV for more
jam tracks, licks and Wednesday
Warm-ups. Quist’s latest album
Loop Improvisations, Vol. 1 is out
now and you can also find him on
Spotify, Instagram & Patreon.

2013

Seotlanct] Montreal
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SCHECTER EXPANDS TS DIAMOND
Series with two new guitars, the Ultra B-17 Bombshell
and the PT F4 Phantom, continuing the Aviation
Collection designs by coving the guitars with WWII
bomber and fighter decals and rivets. While this
presentation may limit their appeal they are fantastic
sounding and versatile instruments. The Tele-like
Phantom is loaded with two Schecter Custom alnico
humbuckers and the reverse-bodied Bombshell
features Seymour Duncan Active Blackout
humbuckers and both are ready for action.

THE MUSIC INDUSTRY MOURNS THE LOSS OF
Peter Banks, Alvin Lee, JJ Cale, Lou Reed, Richie Havens, Reg Presley,
George Jones, Jeff Hanneman (Slayer), Ray Manzarek (The Doors), Jim
Hall, Rick Huxley (Dave Clark Five), Clive Burr (Samson, Iron Maiden),
Tony Sheridan, Kevin Ayers, Kenny Ball, Terry Lightfoot, Trevor Bolder
(Bowie, Uriah Heep), Patti Page, Trevor Gordon (The Marbles), Eydie
Gormé, Mindy McCready, Chi Cheng (Deftones), Chrissy Amphlett
(Divinyls) and producer Andy Johns. We welcome to the world, Prince
George of Cambridge.

THE DATE FOR SCOTLAND'S INDEPEMDENCE
referendum is announced as 18 September next year Prime Minister
David Cameron rejects the idea of a head-to-head TV debate with
Alex Salmond, Scotland’s First Minister. All former police forces in the

NCA

National Crime Agency

country are merged to become known as Police Scotland.
The National Crime Agency is also brought into action and

is designed to tackle some of Britain's most serious cases.

GODIN RELEASES THE MONTREAL PREMIERE,

afine Les Paul shaped guitar with a hollow body, twin humbuckers and
a hardtail. The body features a spruce centre block that’s arched in three
places so there is more contact with the top than the back and allows
the sound to circulate. While the body is bound front and back the neck
is unadorned and the rosewood fretboard sports simple pearloid dots.

RICHIE SAMBORA QUITS BON J0V1
just hours before a concert; Kate Bush receives a CBE from the Queen;
Bonnie Tyler performs Believe In Me in the Eurovision Song Contest
and finishes 19th; Fall Out Boy reforms; My Chemical Romance and The
Mars Volta disband; Stone Temple Pilots replace singer
Scott Weiland with Chester Bennington from Linkin
Park; Paul McCartney’s new album is appropriately
called New, and Jimi Hendrix’s posthumous People,
Hell And Angels album is released.

7W/0 NEW SIGMA MAHOGANY<TOPPED

electro-acoustics combine classic looks with electronic versatility and

all at a budget price. Both the SDM-15 and the SO00M-15 models

retail at just under £500 and look like purely acoustic guitars but the

discrete inclusion of Fishman Sonitone electronics with endpin jack

and soundhole-mounted tone and volume controls make them more
useable on stage and in the recording studio.
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| PLAY ) ROCK

ONTHECD '

5 TRACKS 4-13

ABILITY RATING

Info
Key Various Tempo Various CD TRACKS 4-13

v Useof different techniques

Rock Licks

Jon Bishop has 50 scorching licks in five rock flavours: blues-rock,
classic rock, southern rock, commercial rock, and hard rock. The top
players in each genre are covered, so grab that guitar and wail!

Moderate to difficult
Will improve your... + Rockfeeland phrasing

v Knowledge of arange of rock styles

elcome to this unabashed celebration
of rock guitar. The aim of the lesson
is to provide you with some core
concepts and techniques which will
help you build a really good vocabulary in a
whole range of rock guitar styles.

The guitar is one of the key instruments in
the rock ensemble; it provides much of the
harmonic backing and of course is also used to
play riffs, fills and solos. Some rock bands are
three-piece outfits where the guitar provides
the majority of the melodic and harmonic
content. Other line-ups include guitar and
keyboards working in tandem. Then there are
twin-guitar assaults, either with or without
keys. All these band types require subtly
diffferent ways of interacting with the other
musicians, and we will see many of these
approaches in the following 50 licks.

Many of the greatest rock songs are written
in guitar-friendly keys like G, A, E and D and
this allows the guitarist to utilise various open

TECHNIQUE FOCUS
Double-stops

strings and resonant, first-position chords.
When creating riffs, lead lines and guitar solos
the Major and Minor Pentatonic scales are a
popular starting point, and many of our
examples use these as their basis. Both of
scales are constructed from five notes, with
the intervals as follows:

££ MANY OF THE GREATEST
ROCK SONGS ARE WRITTEN
IN GUITAR-FRIENDLY
KEYS THATALLOWTHE
GUITARIST TO UTILISE
VARIOUS OPEN STRINGS 77

Major Pentatonic: R-2-3-5-6.
Minor Pentatonic: R-,3-4-5-,7.

The Major and Minor triad arpeggios are
also commonly employed. Their intervals are:
Major triad arpeggio: R-3-5.

Minor triad arpeggio: R-,3-5.

The term‘double stop’ simply means two notes played at the same time. If you take the Minor
Pentatonic scale you will find that most of the notes sound good when played together. It is an
obvious choice to combine notes on adjacent strings as these are easy to finger, but you can
combine any two notes to create a double-stop and there are several different ways you can
articulate these on the guitar in several rock styles. The first and most simple way is to barre two
notes on adjacent strings with one finger and play them with a down pick. Try playing the notes E
and A together (5th fret, second and first strings); you can play this double-stop with the first finger
and embellish it by sliding into it from below. Also, try bending the third string up one tone at the
7th fret and then playing the same E-A double-stop on the top two strings. There is a whole host of
rock licks waiting to be discovered with ideas like this. Double-stops are also effective when played
on string pairs that skip a string. By passing over a string it is possible to play wider, ear-catching
intervals such as Major and Minor 6ths, or 10ths (an octave plus a 3rd). The Major and Minor 3rd are
popular intervals for double -stops in blues, classic rock and rock and roll styles.
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We can also use the full, seven-note Major
and Minor scales and their associated modes,
and of course the Major and Minor Blues
scales (Minor Blues adds the ;5 to the Minor
Pentatonic, while Major Blues adds the ,3 to
the Major Pentatonic|).

The 50 licks format provides an excellent
vehicle for us to look at a range of techniques
such as alternate picking, two-handed
tapping, pull-offs, hammer-ons, slides, string
bending, whammy bar work, harmonics and
many others available to the rock guitarist.

As well as the tabbed-out examples in the
magazine you'll also find an audio
demonstration of our 50, four-bar licks, in the
style of some of the biggest names from our
chosen rock sub-genres. There’s a two-bar
break between the licks so you have time to
prepare, and the backing tracks with the lead
guitar performance muted, are provided for
you to practise along with.

See if you come up with licks of your own
using some of these ideas as a starting point.
Changing a note here or there, altering the
rhythm, using picking instead of legato, or
bends rather than straight notes, can colour
them in a completely different manner. i

2 1
- REVERB

Thevariety of rock styles covered in this feature run
the gamut of guitar makes and models, and
amplifierstylesand brands. Set up your dirtiest
sound forthe hard-rock licks then back off the
guitar’s volume to clean things up for other
categories. Or use the settings above and step on
drive pedals as needed. All the effects and pickup
selections are included in the notation, to help
guide you to the right sonicball park.




FIFTY { ROCK LICKS

Jimmy Page:
perhaps the
most iconic of
rock guitarists

—— —-,','!"q:’;ffc?“
T pa— ’

| Rogk Mbum For an overview of the bands featured in this article you need look no further than the 1994 album entitled The Best Rock
% Album In The World Ever. This double CD contains many of the artists and songs that inspired the riffs and licks. It’s worth revisiting classic
albums by AC/DC, Led Zeppelin, Deep Purple, Black Sabbath, The Scorpions, Lynyrd Skynyrd, etc, to remind you how great these bands are!
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| PLAY ) ROCK ontieco 5 Thacks -
LICKS 1-10 BLUES-ROCK CDTRACK4
LICK 1 JIMI HENDRIX Our opening example is in the style of rock guitar LICK 3 STEVIE RAY VAUGHAN Stevie Ray Vaughan'’s fiery blend of Albert King
innovator Jimi Hendrix. The fast E Minor Pentatonic run is well worth taking style phrasing and a supercharged Hendrix tone inspired an army of imitators.
slowly at first. The repeating E Minor triad arpeggio in bars 4 and 5 are a classic  For this lick select the neck pickup and dig in hard with the pick.
Hendrix trick. LICK 4 PETER GREEN This lick is in the style of British blues master Peter Green
LICK 2 ERIC CLAPTON Eric Clapton has used a variety of vintage and custom and combines BB King style phrases with a biting attack and soulful vibrato.
shop Strats since the early 70s and augments the tone with a mid boost circuit. ~ The out-of-phase pickup tone provides a unique nasal quality, but Greeny
This example is pure‘slow hand’ combining string bending and finger vibrato often used bridge or neck pickup too..
in the higher fretting positions.
Ex 1 Jimi Hendrix
Middle Pickup With Overdrive & Uni-vibe 7#9
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Ex 2 Eric Clapton
Bridge/Middle Pickup With Overdrive and Mid Boost
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Ex 3 Stevie Ray Vaughan
Neck Pickup With Light Overdrive
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Ex 4 Peter Green
~an Bridge/Neck Pickup Out of Phase
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FIFTY { ROCK LICKS

LICKS 1-10 BLUES ROCK CDTRACK4

LICK 5 DAVID GILMOUR The neck pickup selection sounds great for blues

orientated lead work, especially when a compressor is added. Big string bends
are also a key component of the Gilmour style and your goal is to get the bends

sounding musical and in tune.

LICK 6 JEFF BECK Jeff is a true innovator and has pushed what is possible with

the Fender Stratocaster to its limits over the years. Jeff combines a fingerstyle
picking technique with precise manipulation of the vibrato arm and the

volume and tone controls. This example is a good workout for the whammy bar

and also features the pull-off technique and use of harmonics.

LICK 7 JEFF HEALEY Another couple of classic blues-rock ideas. The chord
stab at the end works like a punctuation point. Jeff had a unique’lap style’
playing technique but had tons of great blues-rock chops, feel and vibrato.
LICK 8 ROBIN TROWER Procol Harum guitarist Robin Trower is famed for his
Hendrix inspired guitar moments. This example combines Robin’s sought after
fuzz tone and uni-vibe effect combination with the E7#9 chord. Trower has an
enviable vibrato too, so aim to get as close as you can to it.

Ex 5 David Gilmour

Neck Pickup With
Compressor and Delay
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Ex 6 Jeff Beck
Bridge Pickup With Mid Boost ! .
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Ex 7 Jeff Healey
ScoopScoop  Bridge/Middle Pickup Ccm7
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Ex 8 Robin Trower
Bridge Pickup With Overdrive & Univibe
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G 10-10—8 8 8 5
D 10 10
A 10
E

39
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ONTHECD > TRACKS 4-13

| PLAY ) ROCK

LICKS 1-10 BLUES ROCK CDTRACK4

LICK 9 JOE BONAMASSA For this example pump up the overdrive and dig in LICK 10 JOHN MAYER John Mayer’s blend of pop and blues has inspired a
hard. Joe's finger vibrato can be frantic and ferocious, and his string bendingis = new generation of rock guitarists. For this example select the neck pickup and
fierce. But he’s about as deft all over the fretboard as anyone, so see if you can dial in a creamy blues overdrive. Digging in hard with the pick rewards with a
get near his fluidity and smoothness of execution. And don't rush! fat but articulate tone, very much the cornerstone of his signature sound.

Ex 9 Joe Bonamassa
Bridge Pickup With Overdrive

E749 7
R i a~n =140 F S
[a . —— i = e — — e i
A ===too=s == = I
QJ — u L \_/‘ " e = g [ '_'
= - Bl
L L4 Drum | Break .t?
BU BD iy BU BU BU
E —3 —3 X 17 )—15(17)—15(17)——
3 3 3 3 15 15 15
G ————%—2-(4)2-0— s
D 2—0 5
2 - i 5—7——7
a4 hf I ik a8
46
Ex 10 John Mayer
14 Neck Pickup With Light Overdrive Dm
Jb,f - N\ ~ TR e } J_
£+ # —~ 4R £ 9 F D =100 A
g tFeere 5 - GF ey, eFp o
L | .
| | ! ! ‘-l - / r i =
5 e ~~
3 £l
mf
14 Drum | Break
. BU e Py BU ,f POV A
B 1517 )-1513————13«(15) 13 10 10—13—10
a 14—14 - = 11 =
D —10-12 12'101,,
4 4
E ya
51 7
j a b
A~ o i
3 /e @ " @@ ﬁ
ARE: R k==Y
l\@ [ | ‘IJ \5. \5 \\
¢ —3— 3 E 3
e
NN
5 1 10 #1 L /——\13 i
3 13 5 5 13-15—13
G 12413—12—10—12 10 - — 14512-10—=—
D 12-10 12-10——
A 1238
E
57

LICKS 11-20 CLASSIC ROCK CDTRACK6

LICK 11 JIMMY PAGE This example is straight out of the Led Zeppelin lick LICK 12 BRIAN MAY The pre-bend is a key part of the Brian May sound.
vocabulary and works well with a medium overdrive setting. The galloping Pre-bending the note allows Brian to attach a vocal sounding vibrato that dips
rhythm will sound best with slight palm muting. Jimmy has that wonderful knack  below and above the pitch. His vibrato and pitching of bends is exemplary, and
of playing close to the edge of falling off, which makes his playing so exciting. he’s the master of mixing all this with fast flurries of notes.

Ex 11 Jimmy Page

Bridge Pickup With Overdrive
|- 105 E5 i 2 E9
[l D) "
G ——t | i i
| | a =N 3
- - @ - o o0 00 < S
) < i e . SO i e e (0 SP o e (N i C‘:Z:Z:: HIEE &= =k ==l v =] ‘LF\
Drum Intro T TV VY| vV v/ vy T
ﬁ PM- -4 PM==---- - PM=Em = s m= = ! PM-=--- PM~- -~ PM-
E D)
g ~ 7 ‘\
G AN
D Y 2N ) 0N [N o \\
\') \°) \
A 7-5 7-5 5 5 7-5 7 <
E T 0—0—0 0—0—0—0—0—0—0——0—0—0—0—0—0—0%7 7—5 0—0—0 0—0
TmmMym Mmym™myM™M ™MV Continue sim
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LICKS 11-20 CLASSIC ROCK CDTRACK®6

LICK 13 BERNIE MARSDEN Early Whitesnake guitarist Bernie Marsden is
famous for adapting medium tempo blues style licks and phrasing into a rock
setting. This example features a double-stop that skips a string. Bernie too has
a wonderful vibrato that’s worth emulating if you can.

LICK 14 RITCHIE BLACKMORE The Deep Purple and Rainbow guitarist has
afast vibrato and his signature tremolo arm work is a key component of this
example. The open strings also feature heavily in Blackmore’s solos, which are
another of his trademarks, along with classical style licks and arpeggios.

Ex 12 Brian May
Bridge and Neck Pickup

LICK 15 ANGUS YOUNG Open position chord riffing is an essential ingredient
of the ACDC sound. Malcolm and Angus Young would often share riffing and
rhythm duties before Angus fled off on one of his soloing extravaganzas. For
this lick some classic open power chords are combined to create a driving riff.
LICK 16 GARY MOORE Gary Moore was a master of the rock ballad and this
lick is in the style of several Gary classics. The neck pickup with the tone rolled
down a touch provides an emotive lead tone. Gary loved long bends with
strong vibrato, and his timing was impeccable. Make this your aim too.

Out Of Phase With Overdrive Qua— _E_5 _____________ N _5 _______ A_5_ A T I B _Ef’ _________ e _5 _____ .
B TN AN b sin
J =130 . ‘.- o > - Goes flat PO H—
N 1 ) | W > N
v - - - i i , = e
ANV ~
D) 3 ! 3 |
Drum |Break ﬁ PB PB PB PB PB
22l 22 22 22 22 RP  Goes flat GBS
E
B (24) 22—1(24)—22—(24)—22—(24)—22—1(24)(24)
g 13 \‘
A
E
5
Ex 13 Bernie Marsden
IJBridge Pickup With Overdrive ch (LA 1 ) A 0 ,
=123
T 7 e 4
— —_— [ 7] (2 1 1 7]
[ fan y [ | Ji 1 1
A\AVJ T T
S — “-
Drum| Break ﬁ
BU BU BU BU
P O 9 Vil A
E 8—8—8 .3-(15)-13-(15)-13-(15)—-13-(15)-13—1113 PPy
G 10—11-10—8 10/12—8—10
2 < — 10—8—10 10
E
11
Ex 14 Richie Blackmore
Fast
J = 170 shuffle sths G5 St = el w?lfar
i Bridge Pickup With Overdrive ) k P ¥= ¥= A /_,:..vw #_
¢ = - A 4 ' - aar .
Drum | Break .[f Fast F?St
w/bar w/bar
fl BU aan~ i BU R BU ~aan
B f 6 e e LT
g 5—(7) 5—(7 )—3—5—<5>— —2—3-2-0-3-5-3-0-2-3-2-0-3-5-3-0-—5-7-5-0-7—9)
A
E
17
Ex 15 Angus Young
Bridge Pickup With Light Overdrive G5 DSIF# G5 Csus2 A5 A6 A5
, J =140 | ? N
fa A P —— ] E
- O 1y | | — | A
5 e | Fr—a—
: i ittt i
W EEiE EEE 3

Drum | Break

w|ocoww % d b:; te

E 3
B 3 3 3
G 2 0 0 2 2 2 2
D 0 0 2 2 2 4 2—2 2
é ~ - 3 0 0—3—4—0—0—0—0—7]—0—10—73——4—70

23 i

Ex 16 Gary Moore

Bridge Pickup With Overdrive Qua Dm G Cmaj7
____________________________________ o
J.=60 ’ — A~
A L . - g k - o ad be > - P—. b i haad
—f— — - - o S — = - 4
[ faw) Py [ 1A
A\NVJ ] < =
Drum | Break f o[l
BU BU

g g 10-1212—13) 15~17) 15—13~—12*13—121ﬂ
G “12-10-9
D
A
E

29 32.36
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LICKS 11-20 CLASSIC ROCK CDTRACKG6
LICK 17 CARLOS SANTANA This next example uses the wah-wah pedal LICK 19 FRANK MARINO Frank Marino is famed for his chopsy, Hendrix style
as a tone filter. If you turn the wah on and leave the treadle in the sweet spot, lead approach. In this lick we are using unison bends to thicken the sound.
it produces a focused tone that cuts through the mix. Carlos’s trademark fast Simply bend the note on the third string up to the pitch of the fretted note.
picked repeating phrase is included at the end. Adding a touch of finger vibrato can help fatten things out even more.
LICK 18 JOE PERRY Open strings can be utilised as pedal tones for creating LICK 20 RONNIE MONTROSE The American hard rocker who fronted the
riffs that incorporate both legato and picking. This riff combines pull-offs with band of the same name. Ronnie had a raunchy rock attitude but didn’t rush his
picked notes and is a demonstration of the octave interval in action. timing. So dig in hard with the pick and add liberal doses of finger vibrato.
Ex 17 Carlos Santana
W
= - ” - » ”» ﬁ P
plesiss hodey o e eaFaatrefaetRatap L LBy
Ea 4 | 4 | 4
) L3 6 6
Drum |Break ﬁ
E ——— e 8-7-5-8-7—5-8-7-5-8-7-5-8-7-5-18-(10)10—8—5—
B . 8—10-8—10-8 10
o 7—9—7—9—7 9 £ &
A
E
40
Ex 18 Joe Perry
BrJidge Pickup With Overdrive c7 Bb5
Tl B i — — — I ——— I ——— R B — —— —— il
2 - — : P = s >, |
L8, : ——o—# o & 4 = — i :
d & e \— S & ~ sS4 5d l7
Drum | Break f
E
B = P P P
G 5 3—0—0—2—X%—0—73—0—~0—2—0—0 5 3—0—0—2 X —X 3
D X—X% 3
A 3 3 X—X
E
46 48, 50
Ex 19 Frank Marino
Bridge Pickup With Overdrive
C5 ~n P % % % 2 2
i=123 — f o OO0
It bl J w55 o % = qu“r L— e 4 &
N e N ~1 N bt N VRN yi o LT
N y 2 - - # ~1/ & | y 2 ~1 y i [ 7] y 2 [7] !
#ﬁ S —e L — — g1 < L
J <
BU
5 : a 13 )—1-(13)13115
8 2 8 11 —11 —13~(15)
o 5 10~12)—14—(16)—o0-(12110—-8——>—— -
A 35 1O s
52
Ex 20 Ronnie Montrose
Shuffle 8ths
Neck Pickup With Overdrive Qpa— - - _A_7 _________________________ E_7 __________ .
= ) N\ .._’-\
A 4 /=123 . A~ N g wf_}!{ P eyl o Tl gl
—— - —r ol U L ' : '
& = € : ==
il 3 3 ==
Vi g
~n BU ~n BU 7N %
E 19-(21) 19-17 -
B 17117 17 19—(20) 17-19—17 20-17—17——15-12 s
G 1618 18 18 18 14—12
D 14-12
A 14
E
58

18 GuitarTechniques December 2020



FIFTY { ROCK LICKS

LICKS 21-30 SOUTHERN ROCK CDTRACKS8

LICK 21 BILLY GIBBONS Texan guitar legend Billy Gibbons has a beautifully with memorable licks. The fingerings for this one have been included in the
laid back style, so aim to lay right back on the beat. The phrase in the final bar notation, as the position shift at the end of bar 2 is important in getting it right.
will sound more authentic if some pinch harmonics are added - let the flesh of LICK 24 DICKEY BETTS Dickey was Duane Allman’s sparring partner in the
the picking-hand thumb touch the string just after hitting it with the plectrum.  Allman Brothers. Pedal steel style bends have made their way into southern
LICK 22 GARY ROSSINGTON This Lynyrd Skynyrd style lick combines pull-offs  rock via country music, and sound great with a little overdrive. The trick here is
with the open first string to create a three-note, repeating phrase. The root note  to maintain good intonation on the bent notes.

(G) on the 8th fret of the second string will sound good if you slide or string LICK 25 DUANE ALLMAN It's time to break out the slide. The single-string
bend into it, and both of these techniques are demonstrated in this example. line on the second string is simple yet effective, but ypu'll need to keep an ear
LICK 23 JOHN FOGERTY This Creedence Clearwater Revival style lick on the intonation as you slide from note to note. Adding a fast and aggressive
showcases the power of the triad arpeggio - Fogerty was great at coming up vibrato to the top G note provides that typical Allman flavour.

Ex 21 Billy Gibbons Style

Bridge Pickup With Overdrive g5 c5 Bb5 G5 C5 Bb5 G5 cs B G5 D5 c5Bb5G5  BbS
J =125 Mt PO 1/4
g
n 4 o Lo p- @ o~ i . RN T e O s P e 3
B —— = e 17 - e
‘gla i 1 | L] | Vv
=
) 3 3 3
Drum Intro f PHiSrrr
Semi 44
l 2 ~nn . BU B ~an BU BD ~ A
B , —H—6-8 X ———6—3 3 6 5~(6)———(5)-3—5——3—
= ) - n
G 1 | N 5+(7) 5 3
2 5
E
1,5
Ex 22 Gary Rossington Style (Lynard Skynard)
Bridge Pickup With Overdrive g5 14
J =125 —~ . l)._\ Q_‘\ ._F\ ._/:! j -Iﬂz x ..- J /.\:v
e =T K P el e
L — — (7] 1] & YRV y i —
[ famY [ [ = | P-Y
A\NV N =
Drum |Break f
14 BU
BU AN TR ATy j‘ e
E ——3—3 3——6—3—0—6—3—0—6—3—0—6748—6——5—(6)—3—5—3 7
g 6—(8) 6 5 678
D
A
E
9 11,15 - - - -
Ex 23 John Fogerty (Creedance)
Bridge Pickup With Overdrive G c Eb
i NN 1 3
A-H-J_125 = - —— 7 il 1 8 1 3 3 o»\:w
A —— = e s == BT
[ fanY & e/ & | | Y i 0 |
ANV 1 ~— | I I [ 1”4
QJ 0 0 N
Drum | Break f
s o d NN
E
B Q Q. Q 7 — Q.
G 454 - 4577 8 9 5 57 780
9 J 4 9 J J o4
A
E
19 21,2 /M gy Mg gy
Ex 24 Dicky Betts (The Allman Brothers)
Bridge Pickup With Overdrive G C/G G c Eb b
J=125 ~ i
v Le fepre U g s
| N\
Ve = | ~——2
ANV} <
Letrin = = === m c e e e e e e e - - - 4
Drum | Break f
BU RP RP RP RP RP RP BD PO BU RP
E 10 8 7 7 11
g ) 10—(12)—(12)(12)—(12)(12)——(12)(12)—10-(8)n——8—8—8—10—8—10——(11 —(11) %
D ~
A
E
i b | mM™ ™ mM™ ™ mM™ Mm ™ ™ m ™
Ex 25 Duane Aliman Style
Bridge Pickup With Slide G FC G c I L G F
= »
i e, = P nadBll; 1817 i i =R = I =t Al A i
L L] L] t’/ j \’
[ fam Py
ANV} <
)
Drum | Break fWith fingers
NN NN NN ~an
G VA ~— L2 - - —17——1514
D 17
A
E
39 41,45
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LICKS 21-30 SOUTHERN ROCK CDTRACKS8

LICK 26 RICH ROBINSON This lick in the style of the Black Crowes’ guitarist LICK 28 BRITTANY HOWARD If you don't know Alabama Shakes do check

uses a fast-picked string bend that goes slowly flat to provide a pseudo, them out. This lick showcases several different ways of playing country style
doppler effect. The descending run in bar 2 uses pull-offs derived from the bends. Again, good intonation is the key, so start slowly and memorise the feel
Minor Pentatonic scale. and sound of the correct string bend pitches.

LICK 27 LUTHER DICKINSON The Minor third of the G Minor Pentatonic (B,) will LICK 29 WARREN HAYNES The blues scale sounds great for runs and adds
sound best if you bend it slightly sharp to emulate the North Mississippi Allstars’ some extra flavour to the Minor Pentatonic. The Gov’t Mule guitarist regularly
guitarist. You can either bend it up a semitone to B, to fit in with the G Major uses pull-offs that make runs such as this one sound more fluid. These have
chord, or you can bend it up a quartertone for a darker, more bluesy flavour. been notated in the tab.

Ex 26 Rich Robinson Style (Black Crowes)
Bridge Pickup With Overdrive

G7 |7
/\ e,
A~ = [r—
o4 ] 2 ! Plio @ o o —
# LM L L] - @/ T N 0 B T
D - - ' ———]
') _ e i
Drum | Break f
~
B 5= 6 N 6 6—3—6—3 3 —
G 577 75 3— 5 5—5—3—
A 5 5
E
49 51, 55
04— ==
— 99— P P— PP P — P_b"
——=_— ========= ;. |
Goesflat- - -1 ----
BU RP = =i=i= = sl = =i o B s simis = = iini= = Sime 2 siele = sl &= s e E i = sl s =i - BD
E
B
G ——5—~(7)A(7)——(7)~H7) (7)H7) (7)—(7) (7)~H7) (7)—H7) (7)—7) (7)H7) (7)—(5)—(3)
2 5
E
53, 57

Ex 27 Luther Dickinson (North Mississippi Allstars)

Bridge Pickup With Overdrive G F iTJG (o G F C G F ?
) e o ~ £
¥ BRI P 8 20 N U B U be
+# —-— — ey |7 o/ 7] (7] } o |/ 7] 7] o | e F \l 0
s 7 ) i 1 e |/ =/ 1 1 o PO
ANV i € 7 €
D)
Drum | Break f L
BU BU BU BU BU
f\ o { sy \ n/—\n o P { \ o
E i 6 \7)_6_(7)_ 8_(10; 8—©6 6 \7)_6_(7; 6
B 8—8-8-5 8—8- 8-8-8-5 5—-8
G .
D
A
E
59 61,65 mm mm\ m m ™™ m
Ex 28 Brittany Howard (Alabama Shakes)
Bridge Pickup With Overdrive G5 G cs5 c

| T = . ~n
o4 o _l =0 h s I ===y ./—\ > 1\~
—A — — O hm——d— » <
[ fawY [ & V d o _V P ,I 1 N
ANV e~ 11 o |
) . L I
Drum |Break f Letring— - — - - . Let rifig — - — —
RP RP
BU BU BU BD BU BRI
E Q
B 3—3—3—3—3—3] 3—3—3 3 7 hd 8 10 X‘\ 5
g 2—(3)-2—0—2—0——0 2—(3)-2—0——0——7—7—(9) (9)H7)—5—9—(11)—(11 (9) :
A (4 (4 (4 .
E
mmmmm m
Ex 29 Warren Haynes
Bridge Pickup With Overdrive G7
N
[ Lb/ ﬁ -y —~ o b = T
1~ N ] ) | | N
- - Y] & 17 Y] A | I &g o B ] £
[ fam I | [ / (Y [ ) | Py
A\N Y 1 e e b3
d -~- TS I N
Drum |Break
BU ~~ BU BU BD A
E 3—3 33— —
B s~(8) s~(8) 6-3 —
G 6-5—3—5—3 5-7)«5)—3-5-3 3
D 5—97—5—3 5—3 5-5—5
A 5
E
79 81,85 - FETLE
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LICKS 21-30 SOUTHERN ROCK CDTRACKS8

RIFF 30 JIMMY HERRING Another band you might not know is Widespread double-stop bends (probably a Chuck Berry influence). The notes E and B, in
Panic. Jimmy Herring is their lead guitarist and this lick uses double -stops and bar 94/98 are a tri-tone interval and outline a C7 tonality.

Ex 30 Jimmy Herring

4 . . . G5 F5 C/E
Bridge Pickup With Overdrive P e
. O o O TN ~
3 el el >
o 2. £s |7:F Es s frrofrE-f ohe b.._\
i o o y I 11 I y ] - y
f\$ .“s | S [ / | el — | e
3
f Let ring -
B 15-17-15 15-17-15 18—18 18—18
G 15-17-15 15-17-15 171(19) 17(19) 17(19)}(17 15 15—
2 17 17 171514 <
E
89 91,95

LICKS 31-40 COMMERCIAL ROCK CDTRACK10

LICK 31 ROBBY KRIEGER The Doors’ guitarist mixed simple Pentatonic lines favourite Eagles song is a classic example of triplet licks that outline the chords.

with jazzier ideas. This example is relatively easy to play, but sounds effective Give it a laid-back feel and don’t be too keen to add big vibrato.

due to the delivery. The use of a fast tremolo effect setting brings the lick to life ~ LICK 33 JOE WALSH Felder’s longtime partner in The Eagles, Joe played with
and provides that signature Doors vibe. The James Gang and has had a successful solo career. His feel and touch are
LICK 32 DON FELDER The Eagles’ ex-guitarist has one of the most feel-laden unparalelled. Adding chromatic notes to standard country-rock phrases adds
styles of all. This repeating traid arpeggio idea that features in everyone’s colour, so here a run of chromatic notes provides that bit of country flavour.

Ex 31 Robby Krieger Style
Bridge Pickup With Tremolo

J =104 Em 1;1
=) NN
4—& I/ 2 N |
—f— ' 3 2 ) = =
S m— — ; - < I *—. Fo 2 o FoZ ’ 7
D o ;\/‘J — e g
Drum Intro
E P> 1/4 e
~ A
o T I ]
4
D ' ! 5 57 3744— 5—7—34
A 7T—T7—7 7 S5-7 75 4
E o 5—7
1
Ex 32 Don Felder Style
il L . G5 D/F4 G5 cs5
Bridge Pickup With Overdrive ~ —~ ~ ~ ~
i ™y % N i ) = . = = i
J=140 Lo Lo Lo feo feo aff N Bl < PN = P P
- | |
'm T L] L] ‘ |
ANV
Drum | Break ﬁ
A~ 7 ~ ~ ~ R N N ) 2%
E 10—7 10—7 10—7 10—7 10—7 14—10 14—10 14—10 14—10 14—10%
g 8 8 8 8 8 10 2 10 10 10—
D
A
E
i 0 o VR R A Ry R
A7 Ex 33. Joe Walsh Style . A5
Bridge Pickup With Overdrive .‘h l g |7 1}/4:»
e £ j’{ ~ g 1 J=140 _j:: — PP el
A /#5 — - N o 9 ,ﬁg B u 4 — E FEHE »
-l - ¥ -
[ Fam 1t e -
A\NV <
B
Drum Break '[f
1/4
P S B i ¢
E 1 L \12 10 10 10-12—(14) ) Lmdllaly 13—10
~14 14%12—10——10— -12 o =
G ,/ 11 Il 11—
D
A
E
7 Ex 34 Nils Lofgren Style
1/4 P 4 Bridge Pickup With Tremolo
~ 1+ Jie" e _
lq-' '} — — 517! ‘—h / hoﬁ-' "-#'- :bet J =140
gyt e pirP S5 = EEEW wlpefifFlres 44,
{~—t = *f T ——* o '
A\SVJ
Drum | Break
Vf BU 19‘} BU BU
E 7 12—(15) 12—11—10 + 9—10—11—12
(B; 10—10—13 13 13<(14) 12(14)-12-10
D
A
E
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LICKS 31-40 COMMERCIAL ROCK CD TRACK10
LICK 34 NILS LOFGREN This example is in the style of the Bruce Springsteen to the proceedings. Chord tones outline the G7 tonality, and chromatic passing
lead guitar man. A bit of tremolo effect helps to bring these simple lines to life tones are included for that jazzy touch that was de rigeur for bandleaders
as they follow the chords (play them while bouncing on a trampolene at your Walter Becker and Donald Fagen.
own peril). LICK 37 RANDY BACHMAN A double-stop bend opens this lick. Hold the
LICK 35 TERRY KATH The guitarist from the band Chicago was apparentlyone  bend on the second string and let the notes ring together as you pick between
of Hendrix’s favourites. Terry had bags of right on the edge’ chops, rather like them, to create some deliberate but interesting dissonance
Jimmy Page. In this lick we switch over to ballad mode, with lots of overdrive LICK 38 NEAL SCHON Use the whammy bar to scoop into notes and add
and delay helping this melodic lead line to soar over the backing. expressive vibrato. The notes follow the underlying chords in this Journey
LICK 36 JEFF‘SKUNK’ BAXTER This lick adds a Steely Dan fusion sensibility style idea.
E A B
H o — S '-!I — : E‘{ E-#—
[ L - I _ i I o
A\SV 4 N 1 =4 1F _‘_. 1 T
Q) =] =] /= -& @ ~—— | N _J
¥ <47
f BU BD BU
E
B /\
G 2 1 4—(6)—(4)—(6) 4—32 1 2—1
B RPN 4—2 4—2—1
ELS 0 244
Ex 35 Terry Kath Style
Bridge Pickup With Overdrive & Delay G5 DIF# Em
J=60 g e o~
A ﬁ o~ .*j. 2 ~ 2 9 F - - - -~
o — ——F el : ' T T
s & 3 '_‘ - eeese— | 4 o
) —_—
Drum Break mf
BU Hold Bend
E NN
2 i 10-(12)-13—12) 8 10 . 8 ol
D 2 5,47—9 - 5479
A 5 5—7
E
23
Ex 36 Jeff Skunk Baxter Style
G5 D/Ff Em Bridge Pickup Clean G7
e~ > o . ~ J = 205 shuffle Feel e
A ” o 2 =~ 89 - PN */‘\ " F=mam,
o = 1) \\ } - = !’,‘ép/( ‘H‘ 7] [7] o 1]
'\@ L et | \A —H= [ 1 L kil ! ‘_._
D) indilail
Drum | Break
PplpY BU Hold Bend R
E
B 1012)1312)——8-10—8- = T ] TR T
G 9 v Sapnd 4
D 5—4—
A
E
27
Ex 37 Randy Bachman Style
Bridge Pickup With Overdrive c msk_\
1 1 1 St
J =140 T A il i 5 1 e s ol o o
N 4 b 1 M T el 0 ;s Kl TR 0l o G
—f— = - ; = — % ZT]
. —
.) |
Drum | Break
BU Hold Bends BD
E 15 15 15 15
8 15—(17)—(17)—(17)—17) —~(17)H15)-15-15
D 3 5 15—
A L 2
E
33
Ex 38 Neil Schon Style
F U Bridge Pickup With Overdrive Em A"l~ . D
L . . TN A ul Scoop —/——_ ¥ e coop
el ,_:_uE frpeE & #J 80 X n i’L: £ -F../
—- = — — E i .
[ fam)
ANV
)
Drum | Break whar - ---1  w/ar -2
i BU BD AT SCPOP A~ BURL Scoop 1y
B 13-15{(17{15)13—13 £12 10-12-4-12-(13 )}——12-10———>—8—10—
G 12-14 7 511
D 7
A
E

39
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LICKS 31-40 COMMERCIAL ROCK CDTRACK10

LICK 39 STEVE LUKATHER Some classic’Luke’style double -tops here. It's not

so hard to play, but is typically full of rhythmic attitude.
LICK 40 MICHAEL LANDAU Here's another opportunity to scoop into notes

with the bar and add an expressive vibrato. The notes are chosen to follow the

first four bars of a 12-bar progression, and if you've not heard Mr Landau playing
his version of the Blues (check out Liquid Quartet Live) then don't delay!

Ex 39 Steve Lukather Style

Em Am D O/D With Bridge Pickup Selection
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Ex 40 Michael Landau Style
O/D With Bridge Pickup Selection E
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LICKS 41-50 HARD ROCK CD TRACK12

LICK 41 MICHAEL SCHENKER German ripper Michael Schenker was fond of
using the wah-wah for his solo work in bands like UFO. Instead of rocking the
treadle to create the typical wah sound, the pedal is left stationary in the‘sweet

spot. This acts like a filter and helps to provide Schenker’s unique lead tone.

Ex 41 Michael Schenker Style
Bridge Pickup With Overdrive

LICK 42 EDDIE VAN HALEN Eddie Van Halen has created some classic, iconic

guitar moments over the years. Our lick combines an open-string chug with

triad chords. The riff finishes with some natural harmonics. Timing is crucial

here as Eddie has one of the finest hard rock time feels of all.
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Ex 42 EVH Style
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»
LICKS 41-50 HARD ROCK CDTRACK12
LICK 43 YNGWIE MALMSTEEN For this next lick we introduce some galloping  LICK 45 JOE SATRIANI Our Satch lick introduces the legato technique. The
rhythm work in the style of the Swedish neo-classical virtuoso. Adding atouch  three-notes-per string fingering we have used is classic Satriani and this allows
of palm muting keeps the rhythmic feel sounding tight and chunky. You might  for the same fingering pattern to be transferred across the fretboard with ease.
want to rush ahead, but Yngwie’s timing is impeccable so don’t be tempted. It's a simple up-down-up pattern using first, second and fourth fretting fingers.
LICK 43 RANDY RHOADS The Diminished arpeggio is a classic heavy rock LICK 46 ZAKK WYLDE Another awesome Ozzy axeman often adopted the
sound and one that Randy used to great effect. This ascending Diminished 7th trick of tapping with the edge of the pick to provide a barrage of notes. It's
pattern is relatively simple to play, but it requires great timing from both the relatively easy to do but impressive to listen to. Simply tap the string fast with
picking and fretting hands. the edge of the pick on the fret indicated in the tab.
G D A E/A G D Ex 4:'3 Mal.msteen.GaIIoping Rhythms
p— = Ik Bridge Pickup With Overdrive
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Ex 44 Randy Rhodes Style
E5 F5 E5 F5 G5 Bridge Pickup With Overdrive
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Ex 45 Joe Satriani Style
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LICKS 41-50 HARD ROCK CDTRACK12

LICK 47 SLASH Heavy rock isn't always about playing fast and using the
flashiest techniques available. Guitarists like Slash, have played emotive,
blues-tinged melodies that complement the song. Our lick here is simple yet
effective, but to get it sounding as good as Slash might take some work.
LICK 48 GEORGE LYNCH Fast alternate picking is a great way to increase

excitement. The speedy ascending picking run in the final bar is played with

a triplet phrasing. You may need to take this run slowly to start with, and then
gradually up the pace as your accuracy improves.
LICK 49 MATTIAS JABS The Scorpions guitarist always likes to establish a
strong melody. The use of finger slides and vibrato help to bring this lick to life.
LICK 50 ULIJON ROTH For a bit of fun this final lick adds the upper harmony

Ex 47 Slash Style
Neck Pickup With Overdrive

part to Scorpions partner Mattias’s lick, for a fantastic two-pronged effect.
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Ex 48 George Lynch Style
Bridge Pickup With Overdrive
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Ex 49 Mattias Jabs - Scorpions Style
Bridge Pickup With Overdrive
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Ex 50 Uli Jon Roth - Scorpions Style
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Once upon @ time, there was a
man with a trumpet. And when
he was 2 soldier in the Us Army
landing on the beaches of Nor-
mandy, he kept it by his side.
Once, when he was standing
guard at night, his captain told
him: “Don't play tonight, there's @
sharpshooter out there!” But our

T ! - ’
AR .

N A

man thought: “That guy Out

there is just 35 scared and fonely

as me. V'l play 2 piece for him.”

The next day,

brought N0 the camp,

asked: “Who s the trumpeter

‘Lil Marleen’ 1ast

| heard that sonSr
- | just

that played

couldn’t use my gun any more.”
The man with the trumpet wWas
called Jack Leroy Tueller: And
though it May sound like 3 fairy
tale, this 1s @ true story A story
only Music can write.

g ]

-




EBO OSSO0 &
je{@fif{a:e‘s?-

s

# ).
W

L=

th-mann

MUSIC IS OUR PASSION



| PLAY ) FUNK

ONTHECD . TRACKS 14-19

w
.

Freak Out!

From Chic to David Bowie, Madonna to Daft Punk, Nile Rodgers

b G;'

&
-

hen you think of great guitarists,
certain names inevitably crop up.
The rock genius of Hendrix, Clapton
and Beck, the lyrical blues phrasing
of BB King and Albert Collins, the
pyrotechnics of Van Halen, Vai and Satriani,
and the awesome riffs of Hetfield and
Townshend. But when it comes to pure
groove guitar what names spring to mind?
Stax label’s Steve Cropper and James
Brown’s iconic Jimmy Nolan? Yes, but as
Yoda remarked in The Empire Strikes Back,
“There is another...” And that’s Nile Rodgers.

Rodgers has been a major player and
producer since the mid 70s. From his band
Chic (alongside Bernard Edwards) to playing
or producing for the likes of Sister Sledge (We
Are Family, 1979), Diana Ross (Diana, 1980),
David Bowie (Let’s Dance, 1983), Madonna
(Like A Virgin, 1984), The Vaughan Brothers
(Family Stand, 1985), Jeff Beck (Flash, 1985),
Duran Duran (Notorious, 1986), and Daft
Punk (Random Access Memories, 2013), he’s
responsible for much of what we appreciate as
mainstream funk guitar. With his clean Strat
tones reverberating on countless radio and TV
shows as well as finding favour with modern
R&B and hip-hop acts, Nile sat down with GT
so that some of his 16th-note genius can rub
off on you. Read on...

Although you're known as a funk or R&B
guitarist, your influences and musical
appreciation are far wider than that...

For me, guitar playing is not about
limitations. I love Jimi Hendrix as much as
Wes Montgomery, Paco De Lucia as much as
BB King. When I first started playing music
one of my teachers said to me that to play
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and listen to jazz presupposes a certain
amount of education. I thought that was so
right - most people don’t just jump up
listening to jazz, it’s a developmental
process. The problem is, I've embarked on a
process to primarily satisfy my own musical
tastes so I can easily go beyond the scope of
the normal listener. And that’s why working
with partners like Bernard Edwards is great
for me - I'd always over-write and he’d say I
had enough material for 15 records.

Coming from a jazz background, I love
piano players like McCoy Tyner. When I
started playing I had a teacher named Ted
Dunbar who was Wes Montgomery’s room

has graced innumerable hits. Nile talks to Jasomn Sidwell about
- his career and technique, then performs six fantastic groove licks.

from George Gershwin’s song, I Got Rhythm.
That was what Real People was - the Rhythm
changes with an R&B groove. The only other
hit that I used Major chords on was Sister
Sledge’s We Are Family.

I don’t have a preference for any key,
although being a guitarist I like E for the open
strings. Also, if you screw up, at least the
harmonics are a little more sympathetic! But I
do like variety: Le Freak is in A Minor,
Everybody Dance is in C, Dance Dance Dance
isin F and He’s The Greatest Dancer is in G
because I had the open third string in the riff.
Iloved how John McLaughlin in the
Mahavishnu Orchestra would pedal on one

££ BERNARD SHOWED ME HOW TO PLAY GREAT
R&B BY KEEPING THE HAND IN ONE AREA AND
PLAYING ON SETS OF TWO AND THREE STRINGS 7

mate at school. The philosophy of Ted and
Wes was, no matter how well you solo you
have to be able to play chords because jazzis
built on harmony. So Ted taught me chords in
sets of three strings to define their sound and
function. Also, Bernard showed me how to
play great R&B by keeping the hand in one
area and playing on sets of two or three
strings. You can define the harmony and play
melodies without even moving. Although I
consider myself a jazz player, when I play R&B
it’s with this fusing from Ted and Bernard.
One of my preferences is working in the
realms of Minor chords like Chic’s Good
Times and Le Freak, or Bowie’s Let’s Dance. If
the song is based in a Major key I like to add
some twists - with Chic’s Real People I used
the ‘Rhythm changes’, meaning the chords

string. I also like playing riffs where you can
sound open third or fourth strings while
playing something else.

Where my interests really lie is making
music that is very groovy and jazzy,
rhythmically tight with an over-developed
sense of harmony. When I was a kid you'd
always go play with jazz musicians that were
well above your level and hope you could
hang with them. It was called separating the
men from the boys. And we’d always play a
song like Cherokee. A lot of the early dance
music was put out by jazz musicians - Herbie
Mann put out a really big record called Hi
Jack. A really good guitar player [Joe Beck,
ed] put out a record in 1975 called What A
Difference A Day Makes with Esther Phillips,
so a lot of jazz artists were making disco
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Here’s Nile with his 1960s
hardtail Strat known as
The Hitmaker - it has
featured on $2 billion
worth of music!
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records as they now call them. That’s what
really brought me into commercial music as
it made me feel my concepts had integrity
but still have mainstream appeal with songs
like Everybody Dance.

Tell us about your favourite guitars and amps,
and about your live and studio appoaches.
My typical tone is the Hitmaker - a hardtail
white Fender Stratocaster - using either the
combination of the middle and neck pickups
or just the neck pickup. The only time I use
the middle pickup in a recording situation is if
the track is nearly finished and I need a tonal
quality that has a midrange tone to fill out the
track spatially. Generally, though, I aim for a
warm but cutting tone using light strings
[0.09s) and thin D’Addario picks as I don’t
play hard. I rarely break strings and often
finish a gig using the same pick I started with.
All these elements allow me to hear every note
of the chord without being too harsh or
grating. For live Chic gigs, I use a Fender
Twin amp with a Peavey Classic 50 amp and
they’ve been really great. I got turned onto the
Classic 50 by Stevie Ray Vaughan when he
had that accident and the lighting truss came
down and screwed up his Dumbles. Every
guitar company sent Stevie amps to try when
we were in the studio making the Family Style
album, and the ones we liked the best were the
Peavey Classic 50s.

When I'm playing live, the hi-hat is the
element that I'm locking with. Well, actually
the hi-hat and the bass player. With stage
monitoring, Chic’s drummer’s hi-hat is
screaming at me and vice versa. Every
drummer I've played with live has had the
guitar up in the mix, which is interesting
because drummers usually want to sync with
the bass player. But in the past Tony
Thompson (Chic’s original drummer), Omar
Hakim, Steve Ferrone and Sunny Emery have
wanted me turned up. It’s because if the guitar
and drummer’s hi-hat 16ths are out of sync
- and we're at similar EQ frequencies - we've a
problem. With Tony Thompson I would pull
back as he had a tendency to rush ahead, so 1
would pull back even though guitarists
traditionally push ahead. It was an interesting
situation which made the Chic albums so
unique. That constant pull-push groove thing.
The musical connections were unique: Chic’s
basic rhythm section concept was Bernard
locked to Tony, and Tony locked to me.

When I'm recording, I only use one track.
However, with something like Le Freak I
doubled the rhythm guitar with single notes: I
played the rhythm guitar full on with string
scratches and then reduced it to its lowest
terms to double-track with single notes. It’s
not split in stereo so you can’t tell - it just
sounds like a fatter, more precise, rhythm
guitar. It was originally written on guitar and
bass and then the whole rhythm section went
into the studio and recorded it. We never used
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click tracks or drum machines in those days,
we just played it.”

Le Freak was Chic’s mega hit. But the record
company was skeptical at first...

Here’s a true story. Le Freak is the biggest
selling single I have ever written, produced or
had anything to do with my entire life. We
initially played it for our record company,
which was gracious enough to have a big
meeting with us due to our first record’s
success. However, as soon as the record was
finished we looked up and the entire
conference room was empty save for Bernard
and me. Five to 10 minutes later the president
of the record company walked in with a very
solemn face and asked if we have anything
else on the album. He said, *the promotion
guys don’t think they can make this record
work at radio. They're not feeling this’, he
said. I told him we had a lot of songs on the
album that were better than Le Freak
compositionally and intellectually, but
nothing as successful as that would be. He
said ‘if they’re better, then won’t they be more
successful?’ I couldn’t believe we were in the
same business - that has nothing to do with
success. It seemed funny to me that people
don’t understand what makes a hit record is
something that works for a bunch of
strangers. You don’t really know why they
like it, they just do.”

With Le Freak, the hook is the smallest
part of the record. The ‘Ahhh, Freak Out!’ - it’s
a breakdown. That was unheard of in
traditional record making, where the hook is
the fullest part of the record. Any record, from

system plays up. But that’s not why he died, it
was from pneumonia but none of us knew it -
during Chic Cheer he says he has “Tokyo flu’.

The album Risque shows Chic’s artistry at its
height, but it also unexpectedly Influenced a
great British rock band...

When we got our first record deal we always
said that we would reach our ultimate peak not
by sales, but by artistry on our third album.
And we achieved that because on the third
album, Risque, we did some avant garde stuff.
It may not be Dark Side Of The Moon but in
our world, Risque really changed black music
and dance music as we know it. To an extent we
changed white music as well. John Deacon, the
bassist from Queen wrote Another One Bites
The Dust which was their biggest hit. And he
had been hanging out with me and Bernard.
People used to say to me ‘Aren’t you
uncomfortable that other people are ripping
you off?’ I'd say ‘What are you talking about?’
He was sitting right there in the studio when
we recorded it. It’s what musicians always do -
hang out with your buddies, hear a lick and
then do it your own way. So not only did our
most famous song, Good Times from Risque
change our lives, but it also helped change
another band’s direction as well.”

When you discovered the Fender Stratocaster
it was a pretty rude awakening and made you
getrid of your Gibson jazz guitar.

We were playing in the Big Apple Band behind
this group called New York City, and the
opening act was using our equipment. The
guitarist in that band made me sound like an

££ MY TYPICAL TONE IS THE HITMAKER, USING
EITHER THE COMBINATION OF THE NECK AND
MIDDLE PICKUPS, OR JUST THE NECK PICKUP 55

Abba’s Dancing Queen to The Who’s Tommy
to Cream’s Sunshine Of Your Love, they all
have big hooks. The record company thought
we had lost our minds, but they only thought
that because they didn’t hang out in clubs and
didn’t see the DJ take all the frequencies out
of the music and the people scream. So we did
a similar thing over the radio airwaves, and
the public responded in droves.

You sadly lost Bernard Edwards in April 1996
after playing a gig at the Budokan in Tokyo,
which was filmed foraTV show...

The concert was seen by millions of people in
Japan and was the last night of my partner’s
life. He was literally on the last few hours of
his life and playing brilliantly. He collapsed
two hours before we went on stage and I didn’t
know what was going on. He had a really high
fever but there was no way he’d miss the show
- even though the doctors insisted he went to
hospital. We had no idea that when your fever
gets that high, your brain boils and your organ

amateur. Even though I used to pride myself on
having all this musical knowledge, this guy who
didn’t know anything - only a few chords -
sounded like a genius. He was plugged into my
Acoustic amplifier with his Fender Stratocaster
and he sounded like Hendrix. With my jazz
guitar, I sounded like a bad Wes Montgomery
with feedback. After that, I took my Gibson
Barney Kessel and went down to the local
music store. It was worth about five Strats so I
traded it in, got a Strat and some money, and
went into the bathroom to practise!

You never wanted Chic to be another run-of-
the-mill funk band, did you?

Because Chic was more dance and disco
orientated, we never wanted to push the funk
envelope too hard. Not because we couldn’t
play it, but because we always wanted to have
our identity clear. When we were playing
shows with The Daz Band, The Gap Band and
Parliament we wanted to be a breath of fresh
air. We wanted to be different. As much as we
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loved funk, we wanted to represent New York
and sophistication. We wanted to have big
record sales and not just be a strict R&B band.
Aband like the Jackson Five, with records like
Dancing Machine, were funky but still pop.
We wanted to be Atlantic Records’ Jackson
Five. The Jackson Five were little boys in
uniform, whereas Chic would be grown men
in suits. It was that simple and clear to us.

As a producer you've helped many artists
launch their careers, and in several cases, turn
their fortunes around - David Bowie’s Let’s
Dance being a casein point.

That record is, as far as I'm concerned, my
most rewarding production to date. Even

Nile traded his
Gibson Barney
Kessel jazz guitar
for a Fender Strat

though it clearly sounds like David Bowie - his
voice is so distinctive - when you hear the
guitars it sounds like a Nile Rodgers record in
the tradition of Chic and Sister Sledge. When
David came to me with the songs, he believed
that they could be hits. When I first heard
them I thought he was crazy. This was a guy
who I had idolised all my life - I loved Ziggy
Stardust, Young Americans and Heroes - but
I thought he was being mean and cruel to me.
Putting me to a test. I thought he wanted me
to act like every other jerk in the music
business and go ‘Sure David, I think the songs
are great’. At best they were okay but they
weren’t what I consider hits. I called at least
three friends that knew David and asked if he

was playing a trick on me. They seemed to
think he was serious. Then I began to realise
that an artist like David Bowie can make a hit
and be held to different standards. His palette
of paint is a wider palette. In other words, you
can write an artistic song and have an
audience that will listen to that. When David
wrote Let’s Dance I went to his house in
Switzerland and he played it to me on a
12-string guitar like it was a folk song. I
thought, ‘you can play that, call it Let’s Dance
and get away with it?’ I was shocked. In my
life, if I call a song Let’s Dance and nobody
dances, it’s a flop. Then he played China Girl,
which he had done with Iggy Pop. Again, I
didn’t think in that incarnation it could be a
hit. He thought it was great and I was like
grrr! If I wrote a song called China Girl and it
wasn’t representative of the subject, nobody
would listen to it. So what I did later was work

it out with the band so we had it all hooked up.

But then I was afraid to play it to him, because
I thought he would hate it. So I pulled him
aside and tentatively suggested this was how I
was thinking the song should start. I played
the intro guitar bit and he looked at the me
and said, ‘wow, that’s great!” So I said you
think that’s great? Hey guys, let’s do this! And
the band played the song. He loved it and we
did it like that. That’s the most nervous I have
been in my life but it turned out to be a hit, a
million seller.

You also produced Jeff Beck’s album Flash.
That must have been a great experience - one
great guitarist producing another...

I'd always loved Jeff Beck’s guitar playing and
I was dying to work with him. However, his
initial idea seemed absurd to me, because he
wanted to remake the soundtrack to Chariots
Of Fire. Again, I thought he was joking but he
was dead serious. It was like I was having a
Spinal Tap moment. Although we actually
recorded a big version of Chariots Of Fire
which sounded amazing, if a little odd, I
managed to change his mind. To have gone
avant-garde with Jeff Beck would have been
personally very rewarding for me, but it
wouldn’t have done too well. At least with
Flash we got him back together with Rod
Stewart for People Get Ready. il

RECOMMENDED ALBUMS

Nile has played on literally hundreds of hit
albums. To hear him in action check out the
first four Chic albums (1977’s Chic, 1978’s
C’est Chic, 1979’s Risque and 1980’s Real
People). Also don’t miss Chic - Live At The
Budokan (1999), David Bowie - Let’s Dance
(1983), Madonna - Like A Virgin (1984),
Diana Ross - Diana (1980), Sister Sledge -
We Are Family (1979) and Daft Punk -
Random Access Memories (2013). Also listen
to the ‘out of the closet’ return of Nile’s ‘The
Hitmaker’ Strat on Steve Winwood's hit
single, Higher Love (1986).
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I PLAY | FUNK ONTHECD ;\ TRACKS 14-19

c Nile recorded the following six examples in his studio to

' demonstrate his unique rhythms and chord voicings. His
ops ® comments and observations reflect deep insights into
numerous musical genres over decades as amusician.

ABILITY RATING Moderate
Info Will improve your... + Groove rhythm playing
Key Various Tempo Various CD TRACKS 14-19 | + Sophisticated chord voicing + Single-note and octaveriffs
EXAMPLE 1 PENTATONIC SINGLE-NOTE RIFF CDTRACK14
This single-note rhythm is based mainly on one string, like John The Greatest Dancer. So it is sort of like that or the Diana Ross song Upside
McLaughlin, which | love doing. A style which we used to call‘dancing Down. | used the Roland VG8 set to a Twin amp emulation and hooked
around the groove The only thing I've ever had a big hit with that had a up to a Tokai Strat copy. The sound is a rich Strat tone as opposed to my
guitar part that was dancing around the groove was Sister Sledge’s He's typical‘in-between’ Strat sound.
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EXAMPLE 2 11TH CHORD RHYTHM CDTRACK15
This riff is reminiscent of Earth Wind And Fire as well as Sun Goddess by type of sound. | was working with Donna Summer years ago and | played
Ramsey Lewis, although | stretched the chords out a bit more. I'm taking this while she sang along, very enjoyable. | used one of Joe Pass’s old

an E11 chord, basically a D chord on top of an E bass, and then moving it Ibanez guitars signed by him and which | won in an auction. Groove-wise,

down in whole steps - E11-D11-C11. It floats between a Major and Minor it feels like Chic’s Everybody Dance with a‘balls to the wall’ rhythm guitar.

E11 D11 c11 D11 E11 E13 E11 D11 D13
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EXAMPLE 3 OCTAVE LICK CDTRACK 16
This is a typical Chic rhythm idea, albeit using octaves. What | did was pick strums across several strings, keeping the inner string muted for
take the groove for Le Freak and I flipped that. With octaves, | use quick maximum clarity. The guitar | recorded this with was The Hitmaker.
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EXAMPLE 4 UPPER STRING CHORD RHYTHM CDTRACK17

Here I'm showing the jazzier side to my rhythm style. This is the stuff that groove orientated and you could get away with really jazzy sounding
makes me happy. It resonates very deeply in my soul, this kind of harmonic chords. This is reminiscent of Moloko's Sing It Back which | thought was

structure. The great thing about dance music in the 70s was it was really great, but it didn’t go as far as I'm going here. Again, it’s the Joe Pass Ibanez.
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EXAMPLE 5 MAJOR 7TH CHORD RHYTHM CDTRACK18
As | wanted to do something based upon a Major key groove, | drew on blues. | based it on a Dizzy Gillespie piece called Conanma so even though
the Major scale but altered it. Even though this is based on Major chords, it's a Major mode you can play horizontally over it. | used the same type of
the progression is quite angular. When you solo over something like this rhythm using double-stops and similar voicings for the second guitar part

you can play vertically over each chord, be-bop style, or horizontally likea  to link the chords more smoothly.
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Nile still performs with his
iconic band, Chic - their
2017 Glastonbury gig is
one of the festival’s most
lauded performances.

EXAMPLE 6 PENTATONIC RIFF CDTRACK19
This is a Latin groove based on a riff from a Joe Pass track called Vericruise.  goes throughout the theme tune. Again it's the Joe Pass guitar. So there is a
It had a nice moving voice, like the James Bond chromatic horn line that wide variety of musical examples here, all with a dance beat behind them.
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\
» TRACKS 20-27

| -
74

ABILITY RATING

Info
Key Various Tempo Various CD TRACKS 20-27

The Beatles’

Moderate

Will improve your... + Awareness of each Beatle's style
+ Accompaniment playing

v Various fingerstyle techniques

eter Jackson’s hotly anticipated

remake of the infamous Let It Be film,

which documented the demise of the

world’s most famous band, and
initially set to launch this autumn, is now
postponed until 2021 due to Covid-19. We
were really anticipating the Lord Of The
Rings director’s take on it, and so we thought
we’d revisit this study of John, Paul and
George’s acoustic picking. It’s such an
interesting subject that, despite the hiccup,
we decided to run with it anyway,

It’s easy to forget that behind the Beatles
machine was an engine room featuring three
guitarists with unique styles. When these
styles combined with the songwriting talents
of John, Paul and George, the result was
music that was staggeringly well rounded. Of
course imagine the Fab Four on stage and
you probably picture Paul and his Hofner
bass and George and John with either
Gretsch or Rickenbacker. However, each of
the three also wrote and recorded on
acoustics. Here I aim to bring out key facets
of each player’s idiosyncratic touches which
meant that the acoustic was a powerful
writing tool in each of their hands.

Paul’s acoustic playing often featured a
‘thumb and strum’ technique — he would pick
a bass note with the thumb and follow this
with a first-finger strum. In this way he was
able to create strong self-accompaniment
patterns that covered both bass and chord
duties. This may sound simple if you already
have a well-established fingerstyle technique
but it may be tricky to break out of the ‘right’
habits in order to employ this unorthodox

38 GuitarTechniques December 2020

style. An advantage of this approach is that
the first-finger strum lends a percussive
quality that makes for some great dynamics
(on Yesterday, for example). However, Paul
was also influenced by Scottish folk guitarist
Donovan, who showed all three Beatle pickers
some classic fingerstyle approaches. Paul’s
elegant, almost baroque playing on Blackbird
has been on every aspiring fingerpicker’s
performance wish list since it was first heard.

£ £ PAUL WAS INFLUENCED
BY SCOTTISH FOLK SINGER
DONOVAN, WHO SHOWED
ALL THREE BEATLE
PICKERS THE CLASSIC
FINGERSTYLE 77

The use of wide intervals (10ths) creates a
tapestry of sound, and the combined picking
of bass and treble strings makes for a great
piece of fingerstyle guitar that could even have
stood on its own as an instrumental.

John was more traditional in his approach
employing more of a ‘p’ i’ ‘m’ picking pattern.
Again the influence of Donovan was strong,
and in John’s playing you will often hear the
alternating bass pattern beloved of every
fingerstylist — listen to Julia to hear this effect.
John was also adept at fleet picking-hand
patterns, so if you are new to this style start
slowly to build up strength and speed. In
addition, listen to his solo performances and
you will notice how strong the rhythmic
element is — the guitar is there to accompany
the voice but it is also the rhythm section and

To celebrate 50 years since Let It Be, and what should have been
this autumn’s update of the film of its making, Stuarxrt Ryan
examines the acoustic guitar styles of John, Paul and George.

if that falls apart all is lost. John can also be
heard using a ‘thumb and strum’ approach
although he would pluck a bass string with the
thumb and then use a relaxed brush down the
others with the picking hand ‘ima’ fingers.

George is often thought of as being the
consummate guitarist within the group and
there is sophistication and melodic content to
his guitar parts — check out the progression to
While My Guitar Gently Weeps (especially the
acoustic version on Anthology). George also
used some great devices to make his guitar
parts stand out, not least his use of a capo at
the 7th fret on Here Comes The Sun. This
gives his guitar sound a rich, sweet tone which
stands out in the mix and adds another
dimension. George’s playing often features
jazz influenced progressions and melody
within his rhythm playing.

I hope you’ll enjoy this glimpse into the
styles of the three guitar-playing Beatles, and
hopefully it will help you when you come to
learn their original parts, create arrangements
of their pieces or even write your own ‘in the
style of ‘The Fab Four’ pieces! il

. |
REVERB

Each Beatle played a range of acoustics. Paul used
an Epiphone Texan and a Martin D-28; early on
John had a Gibson J160-E, for nylon works a
Ramirez A-1, a Framus for 12-string and latera
Martin D-28; George also used J160-Eand a
Ramirez, and on later albums a Gibson J-200. | used
a Nick Benjamin jumbo throughout. The above
settings are a guide for when using acousticamps.




THE BEATLES { ACOUSTIC STYLES

Three guys who
changed the music
world forever..
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PAUL STYLE EXERCISE 1 CDTRACK 20

[Bar 1] This is a study in intervals of 10ths (a third plus an octave) like this. Try keeping the fretting-hand fingers on the strings so
which gave Paul a distinctive, almost baroque sound. The you can move up and down smoothly.

fingerpicking technique allows you to pluck the bass and treble [Bar 9] A slower movement here, but work to make sure all the
strings together and Paul would often also employ a down and chords are clean and the movement smooth.

upstroke strum with the picking-hand first finger. [Bar 14] The dissonance here acts as a great piece of tension and

[Bar 5] The same techniques are being employed here, but watch release, and this type of sound is the hallmark of a songwriter at the
out for some pretty big jumps up and down the fretboard at points  top of his game.
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PAUL STYLE EXERCISE 2
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[Bar 1] Here we are focusing on Paul’s ‘thumb and strum’technique on a long
chord progression. The thumb plucks the bass string and then the first finger
is used to strum the chord with a combination of down and upstrokes (though
feel free to reverse the order if it feels more comfortable).

CD TRACK 21

[Bar 4] Here’s another great use of unexpected dissonance as the normally
Major IV chord (F) briefly becomes Minor - again, tension and release.

[Bar 5] The rhythm is slightly different here but you can still employ the
‘alternate flicking’ strumming pattern with the first finger...
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PAUL STYLE EXERCISE 3 CD TRACK 22
[Bar 1] Although Paul’s ‘thumb and strum’technique is still in place here we use of a Major 6 instead of a standard Major helped elevate their songwriting
now have a bass run which punctuates the change between each chord - for and give their playing more personality.
this example | would suggest plucking all the bass notes with the picking- [Bar 16] As above, a Major 6 chord finishes things off — if these chord types
hand thumb, leaving the first finger free to strum the remaining strings which aren't yet in your vocabulary then make sure you spend some time learning
contain the chord’s upper tones. the shapes for Minor and Major 6ths (and get your ears used to how they
[Bar 6] Each Beatle used chords wonderfully and even slight variations like this  sound, which will help in your own ability to work out chords in songs).
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JOHN STYLE EXERCISE 1 CD TRACK?23
[Bar 1] The 6/8 time signature gives things a different feel and was a when moving from strumming several strings to picking one.
metre that John employed in several of his songs. Pick the bass notes [Bar 7] Here we find the use of sus2 and sus4 voicings which add
with the thumb but this time instead of using the first finger to strum another character (these chords do not feature a Major or a Minor
the chords you can employ a light brush of the‘i’, m’and‘a’fingers. 3rd which gives them their‘suspended’ sound). To see how distinctive
Just ensure that the strumming hand is relaxed so you are not too this sound can be, listen to George’s opening chord on A Hard Day’s
strident when you strike the strings. Night, which can nominally be described as a G9sus4.
[Bar 3] The runs between each chord can be sounded with the [Bar 13] Watch out for the grace notes here - the challenge is to hardly
picking-hand thumb; just make sure that you keep the timing even sound them but to still keep the timing in place.
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JOHN STYLE EXERCISE 2 CDTRACK?24
[Bar 1] This example really highlights the influence that Donovan had on [Bar 5] Another shift from a Major chord to its parallel Minor, in this case a
John’s fingerpicking style. Clean playing and a strong rhythmic drive are the Minor chord that contains a Major 7th (Cm/maj7).

essential elements here and it’s a real workout for the thumb and fingers. [Bar 11] All of a sudden there is a note on the first string, so | would

[Bar 3] Make sure you change smoothly from the Em in the previous bar to this recommend striking this one with the‘a’finger on your picking hand. John's
B Minor chord; you don't actually have to use a barre at the 2nd frethere butit  thinking was perhaps the most unorthodox of the three guitar-playing Beatles

may help to even things out if you do. and his playing style and chord choices underline this.
J=90 G Gmaj7/F} Em Bm
i - REers — ——
£ = —— : = - r
o o o
o o o o T -
D = = M= = = = = = 4 v » v
i o @ o [ 4 4
E
B 0 0 0 0 0 0 0 0 3 3 3 3
G 0 6 6 8 4 4
D 0 0 0 0 2 2 2 2— 4 4 4 4
A 2 2 2 2
E 3 3 2 2 6 0 0 6
E m p i pmp et
p
Cmaj7 Cm/maj7 G
| | | | ‘
-— - | | o | P
\\/ | | | I =Y |
e = o ¢ < >° = ’— o = o —T = —]
K 4 (7,
E
B 0 © 0 5 0 6 0 0 0 0
G 0 0 0 0 0 0
D 2 2 2 2 1 1 1 1 0 0
A 3 3 3 3 3 3 3 3 2
E 3 3
4
Em Bm7 Cmaj7
| | |
] o et o » ® > o e
S & — @ - @ | & . e | . &—
D), = ' = @ » ¥ @ - o . o
(4 v
E
B 0 0 0 O 0 0 0 0 0 0 0 0
G 0 0 2 2 0 0
D 2 2 2 2 0 0 0 0 2 2 2 2—
A n 2 Iy 2 2 2 2 2 3 3 3 3
E 7 v v
Cm/maj7 Am Am6 Em
=] —
n 4 ] i —— J -_5’ ] '\g ——
| o 7 2 — o
£ & ‘,L & & & = -
i - & - - & = v =l [ 4
[ 4 L4
E 2
B 0 0 0 0 1 1 1 0 0 0 0
G 0 0 2 2 ¢ ©
D 1 1 1 1 2 2 2 2 2 2 2 22—
A 3 3 3 3 0 0 0 0 2 2
E 0 0
10
Am6 B Bm C G
[~ e = e o=
oo e a et =t 2555
a4 ™ o« STRAIMSAF = MA e
i o o o |
— P i & & @ &
A\SV) [ [ ] [ 3
) = - =~ = ¥ CEEEC » » v » =
E 2
B 1 1 1 4 4—4 4 3 3—3 3 1 1—0
G 2 2 4 4 4 4 0 0
D 2 2 2 2 4 4 4 4 4 4 4 4 2 2
A 0 0 0 0 2 2 2 2 2 2 2 2 3 3
E 3
13

44 GuitarTechniques December 2020



»

CDTRACK25

BEATLES ( ACOUSTIC STYLES |

Fmaj7/C

\

v

[Bar 9] And on that note here the rhythm changes, so you have to hold the
chords longer — you may find it useful to count on sections like this so you

[Bar 16] The Major 7th chords here serve to give this example a softer sound
and these‘jazzier’ sounding chords were a real hallmark of much of The Beatles’
playing - even though they didn’t use them in a‘jazzy’ way.

honed their rhythm skills in long playing stints in Hamburg clubs.
don't lose the sense of where the beat is...

TE

maintaining a steady 16nth-note rhythm (1 e + a 2 e + a) at these slower
J=70 ¢ maj7

[Bar 1] This exercise actually tips the hat to John's post-Beatles work and
showcases how he would approach strumming a chord sequence. You may
[Bar 5] The chords are not a problem here but the tricky thing can be

speeds, particularly if you are playing unaccompanied. George and John both

want to use the relaxed ‘i-m-a’ strumming approach as per the earlier example.
But you may also use a pick if that feels more comfortable.

JOHN STYLE EXERCISE 3
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