
DIRE STRAITS
Riff and solo like Mark Knopfler 

during the band’s early years

JERRY REED
The revered hot picker and 

Hollywood star’s style is celebrated

SHAWN LANE
Five examples that evoke the 

late shred virtuoso

NEARER MY GOD TO THEE 
The famous piece, featured in 

Titanic, arranged for solo guitar
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WELCOME
WE KNOW THAT there’s little that can 

compete with a guitar solo. The lights are 

on you, the vocalist is keeping quiet for a 

bit and you can bend, wail, blitz and fry 

your fretboard as you deem suitable. Or 

indeed, simply play a strong melody that 

everyone remembers. But what of the rest 

of the time you’re playing? That’s typically 

spent on rhythm and all the detail that 

entails; riffs, chords, arpeggiating, 

double-stops, syncopations, legato flurries 

and much more. Working and prepping 

this is really important, otherwise one can 

end up with Popeye syndrome - 

metaphorically speaking, one arm all 

powerful (soloing) and one not so (rhythm 

and accompanying). For sure, standard 

barre chords and eighth-note strumming 

can be hugely valid but if that’s all you’ve 

got in your musical toolbox, your 

versatility in a band is greatly 

reduced. So that’s why this issue’s 

main thrust is about an area vital to 

your enjoyment (and employment): 

in-the-pocket swing, shuffle and 

boogie rhythms to make your 

band sound hot, and the 

audience fully engaged.

Andy Saphir is your 

guide, an experienced 

performer and teacher 

who has a great 

approach to blues 

rhythm playing that 

catches everyone’s ears. 

With an overview of swing, 

shuffle and boogie rhythms 

and references to artists as broad as Billy 

Gibbons, Joe Walsh and John Lee Hooker, 

his article on page 14 will prove highly 

illuminating. In addition, with five distinct 

rhythmic examples to nail, you won’t be 

nodding off on stage before one of those 

show-stopping solos needs whipping out!

As for the rest of the issue, it’s a full-on 

stylistic buffet of great techniques, theory 

insights and artist appraisals. To 

illustrate, I’d encourage you to check out 

the exclusive Steve Stevens performance 

and discussion masterclass on page 28; 

stunning playing and insightful wisdom 

from the man who has played at the 

highest levels in almost every musical 

scenario. We also have a brilliant appraisal 

of the late Pat Martino courtesy of John 

Wheatcroft, curated to enrich your 

blues-rock vocabulary immensely. As 

for this issue’s lovely solo guitar piece, 

Declan Zapala presents Nearer My 

God To Thee - a work 

famously performed 

on the Titanic and 

featured in the James 

Cameron movie of the same 

name. Until the next issue, 

keep happy, keep listening, 

and keep playing!

READY TO 
SUBSCRIBE? 
www.magazines 
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PLEASE NOTE…

All audio and video lessons are available 

online via a bit.ly link (see below) where 

animated tab versions of every lesson 

can be found (the same as previously 

only available in our digital version). 

What’s more, you can view these on any 

type of computer, making for a much 

more rewarding experience. All the 

audio and video (backing tracks, lessons, 

masterclasses, etc) is also available to 

download to your computer (hi or lo 

res). Simply look for the red links on the 

landing page. Type the bit.ly link below 

into your browser to get to the GT page: 

https://bit.ly/3vQ2iGT

AUDIO & VIDEO

This month we 
show you how to 
become a great 

blues rhythm 
guitar player

SUBSCRIBE 
TO GT !

PAGE 38
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I N T R O SIXTY SECONDS WITH...

GT
: Do you have a type of pick that you 

can’t live without? 

SK:I use Jim Dunlop 1mm nylon grip picks. 

These picks are very important because of 

the grip. I sweat profusely and need a pick 

that doesn’t slip out of my fingers or out of 

position when playing soaked in sweat.

GT: If you had to give up all your pedals but 

three, what would they be? (And why)

SK: My distortion, EQ and echo - all the 

pedals I use anyway. I would have to use a 

separate tuner. If it was down to two 

pedals, then distortion and echo. If down to 

one pedal, distortion. No pedals - I’d need a 

different amp!!

GT: Do you play another instrument well 

enough to do so in a band? (If so what, and

have you ever done it?)

SK: Yes I could play other instruments but 

haven’t or probably wouldn’t in any band!

GT: If a music chart were put in front of you, 

could you read it?

SK: With difficulties. I haven’t used music 

charts since grade eight violin at school. 

GT: Do guitar cables really make a difference? 

What make are yours?

SK: Depending on length and conductivity. 

I use a 50-foot high quality cable. Very 

slight loss of high frequency which is a 

positive aspect to lower chances of high 

frequency pickup feedback. That is directly 

as a result of cable length.

GT: Is there anyone’s playing (past or present) 

that you’re slightly jealous of? (And why?)

SK: Jealousy is a wasted emotion! 

Admiration is a far more appropriate term. 

But I love Tony Iommi’s overall approach. 

A minute’s all it takes to discover what makes a great guitarist tick. 
Before he jumped into his limofor the airport, we grabbed a quick  

chat with Anvil’s legendary guitarist, Steve ‘Lips’ Kudlow

SIXTY SECONDS WITH...

Steve ‘Lips’ 
Kudlow from 
Canadian rock 
band, Anvil

“Jealousy is a wasted 
emotion! Admiration is 
a far more appropriate 
term. But I love Tony 

Iommi’s overall 
approach”

 
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STEVE ‘LIPS’ KUDLOW

Steve playing  
his semi-hollow  
V, custom made 
by Bob Wojick

GT: …and your worst playing nightmare?

SK: Coming off stage at the Castle 

Donington, Monsters of Rock festival in 

1982 after having mud, tomatoes, piss 

bottles and garbage thrown at us. Sadly this 

was what was considered normal for every 

band to deal with in those days. If you 

weren’t a particular fan’s fancy then you 

were their target. 

GT: What’s the most important musical lesson 

you ever learnt?

SK: Song arrangement lessons from 

(producer, writer, arranger) Bob Marlette. 

He was extremely informative about what’s 

necessary to create a GOOD song!!

GT: Do you still practise?

SK: Absolutely. It’s called composing songs. 

Discovering riffs and arrangement ideas.

GT: Do you have a pre-gig warm-up routine?

SK: No, I don’t, which isn’t necessarily a 

good thing.

GT: Your house/studio is burning down: which 

guitar do you salvage? 

SK: Dave Grohl’s guitar. I think that his 

name says which and why.

GT: What’s your favourite guitar amplifier, and 

how do you set it?

SK: Two Fender Twin Reverbs, all tones set 

on 10, volumes at 3.

GT: What kind of action do you like to have on

your guitars?

SK: Extremely low action. 

GT: What strings do you use?

SK: I’ve used Ernie Ball .008 to .038 for 

over 20 years. Durability, tone, comfort.

GT: Who was your first influence to play?

SK: The Beatles, The Rolling Stones, and 

my older brother.

GT: What was the first electric guitar you  

really lusted after?

SK: Fender Telecaster.

GT: What was the single best gig you ever did…

SK: We played at what was termed a Secret 

Cinema at The Shepherds Bush Empire in 

London, England. The performances 

followed the premier of Anvil: The Story Of 

Anvil movie. When the spotlight hit me 

standing and playing on the balcony, the 

entire building was shaking from the 

overwhelming response it received. 

GT: If you could put together a fantasy band 

with you in it, who would the other players be 

(dead or alive)?

SK: Lemmy.

GT: Present company excepted (and 

notwithstanding the stupidity of the 

question!), who’s the greatest guitarist  

that’s ever lived?

SK: That is of course subjective, but 

probably Jimi Hendrix.

GT: Is there a solo by someone else that you 

really wish you had played?

SK: Not really. I live for creation - playing 

my own things.

GT: What’s the solo/song of your own of which

you’re most proud?

SK: Way too difficult to answer. Fan 

favourite and definitely one of my 

favourites is Free As The Wind.

GT: What would you most like to be 

remembered for?

SK: Tenacity and tolerance.

GT: What are you up to at the moment?  

(Gigs, tours, projects, albums)?

SK: Just finished writing 14 songs for 2024’s 

the new album release and am currently 

beginning rehearsals for playing live. 

 

Anvil’s new album, Impact Is Imminent is 

reviewed this issue and out now.T
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“When the spotlight hit
me standing and playing 
on the balcony, the entire 

building was shaking 
from the overwhelming 

response it received”
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FOOD FOR THOUGHTI N T R O

finger will be placed across the 

3rd fret. But we only need two 

notes for this trick, so leave your 

second finger down (it’ll be on the 

4th fret, third string) and move 

your first finger down so it’s only 

on the first string (tip of the first 

finger should be touching the 

second string to mute it).

These are the notes B and G 

and, even on their own, they 

outline the sound of the G chord 

very effectively.

Next we will move each note 

up by ONE scale degree (we’ll be 

in the key of G Major, so the B 

will move up to C and the G up to 

an A). I’d recommend using your 

third and fourth fingers for these 

two notes, so you can leave the 

first and second fingers in place.

Let’s now move each note up 

another scale tone, so the C goes 

up to D and the A up to a B. I 

suggest sticking with the third 

and fourth fingers, just moving 

them up two frets. 

These two notes, D and B, are 

also chord tones of G Major 

(G-B-D) and so passing through 

the middle notes works well over 

the G. And you can even step 

chromatically between the notes 

that have the same shape. 

Rather than doing a diagram 

for you, I would suggest that you 

create a neck diagram in your 

mind, as you’ll remember it best 

that way. Aim to use visualisation 

but if you really struggle there are 

blank neck diagrams online 

(including at my website) so you 

can make your own.

This pattern works great both 

ascending and descending. It 

works from any Major chord 

- just remember the first finger 

will be on the same fret and the 

root note of the E Shape barre 

chord. It works with the notes 

played together or separated. You 

can use it as a chord fill when 

playing rhythm on your own, or 

as a lead embellishment.

Don’t forget to play AND 

visualise the pattern. Playing it 

into your memory is the fastest 

and most effective route.

I learned this approach in my 

early teens and still use it all the 

time. It works in many different 

ways, in different styles. I first 

learned to use it playing Van 

Morrison’s Brown Eyed Girl in 

covers bands (Al Gorgoni's licks 

in that song are a great way to 

explore the idea). But once you 

get the sound in your ear, you’ll 

hear it all over the place.

It’s also the foundation for 

probably the most common 

cliché blues intro when using the 

chromatic descending version 

and playing strings 3-1-3 on each 

step. This is particularly common 

in E so you’ll start with the third 

and fourth fingers on the 4th fret, 

move chromatically down twice 

and then end with the open first 

string and either the first or 

second finger on the 1st fret, third 

string. Instant Robert Johnson!

But this puppy grows up fast 

and there are many variations. 

This starting point can grow into 

a full Major scale in 6ths, and can 

then be used modally. The same 

idea works on different strings 

and of course there is a Minor 

chord version as well.

I’d encourage you to grab this 

gem of an idea and explore it as 

much as you can. Find ways to 

use it in songs you know already 

and look out for it in new songs. 

Jam with it in lead and rhythm 

contexts and let it become a 

Quick Win that you can build on 

for the next 20 years or more! 

Have fun! See you next time.

JUSTIN SANDERCOE

A
t the start of 2022 I 

decided to take up 

Brazilian jiu-jitsu. I just 

wasn’t getting injured 

enough by running, 

pilates and lifting! And I’ve 

mentioned before the many 

similarities between martial arts 

and learning an instrument. But 

I’ve just made another new 

connection that might help you 

on your guitar journey…

When you start digging into 

something, like I hope many of 

you do on guitar, it is exciting and 

overwhelming when you realise 

just how much there is to learn. 

I’ve been really struggling 

with it in BJJ, it’s kind of like 

physical chess where you learn a 

move, and then all the different 

counters and then what to do for 

each one. The more you practise 

the more you start to see which 

type of moves you find the most 

fun and effective and they’ll be 

different for everyone.

But there are also many Quick 

Wins. Things that are pretty 

simple and work great for pretty 

much everyone. The most 

effective ones are usually built 

from a founding principle, so  

can be used in many different 

circumstances and can be built 

upon as your skill sets develop. 

 Learning these WITHOUT 

worrying about every 

permutation of the idea is really 

valuable and likely to give you 

greater depths of practical 

knowledge. Let’s look at one 

specific example today and I’ll 

aim to pin down some more for 

future articles…

One such thing that springs to 

mind on guitar is learning a basic 

Major 6ths line with the root on 

the first string. The easiest way to 

start is playing a regular E shape 

Major barre chord; let’s start with 

a G Major chord, so the first 

As one of the world's most successful guitar teachers, Justin lends us his insight 

into learning and playing guitar. This month: Quick Wins.

Get more info and links to related 

lessons on all Justin’s GT articles 

at www.justinguitar.com/gtmag B
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Justin says playing 
licks using 6ths is 
a great ploy when 
finding new ideas

“RATHER THAN DOING A DIAGRAM FOR 
YOU, I WOULD SUGGEST THAT YOU CREATE 

A NECK DIAGRAM IN YOUR MIND”

 
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JAM TRACKS

WE’RE ALREADY working with 

quite a stark, austere kind of 

sound, and this is heightened by 

the use of suspended (sus4 or 

sus2) chords. So instead of using 

regular Em, we’ve swapped the 

G note for an F# here.

STRICTLY speaking, this is

Am7/E. By retaining the E bass 

note from the previous chord (a 

note that belongs in Am, 

anyway), we’ve created a little 

‘aural glue’to help join 

the chords.

THE ONLY difference between 

Esus2 and Eadd9 is that in the 

add9 chord you simply add F#, 

while retaining the 3rd (G).

THIS is a bit of a fudge, really. It’s

a B7add11 chord, but there’s no 

B. No root note! If you like, you 

could add it on the second 

string, but we like the sparse 

sound without it. Also, it’s strictly 

B7add11/D# as the 3rd is in 

the bass.

BOTH approaches illustrate the enormous benefit of learning chord theory. If you don’t know what notes belong in a chord, you’re restricted to

standard chord shapes. If you know the notes of, for example, E Minor (E-G-B), you have the freedom to place them wherever you like across the full 

range of the guitar. In all of these shapes, almost all the intervals between the notes are at least a 5th (seven frets’ distance). That has a huge effect on 

the sound of the chords, creating a sparse, crisp sound – the complete opposite of last month’s lushness.

SUBSTITUTE
Wiiiide

WITH RICHARD BARRETT

Last issue, we worked against the natural layout of the guitar somewhat, 

creating close-voiced chords containing clusters of adjacent scale notes. Here, 

we’re doing the opposite, spacing chords across all six strings and leaving 

lots of room between each note, aiming for an open, airy sound. We’re using 

the same Em-Am-Em-B7 progression as our starting point, allowing you to 

compare the contrasting results.

 
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SESSION SHENANIGANSI N T R O

 L 
et’s face it. It comes to us all. 

And I refer not to the 

acquisition of yet another 

new overdrive pedal. (‘The 

Elevenator’? ‘Metal To The 

Pedal’? ‘Cognitive Distortion’? ) 

No. I speak of my latest encounter 

with The Building Trade and the 

conversion of the attic at stately 

Mitch Manor. Lest you think 

you’ve blundered and purchased 

this month’s glossy edition of 

Grand Designs, let me reassure. 

Unless you were really after a 

copy of Glamour Model Railway 

Enthusiast all along, obvs. But we 

digress. As box after box of 

astonishing tat mixed with 

vestigial quantities of priceless 

memorabilia was passed through 

the roof and into storage, I 

literally stumbled upon one 

particular cardboard container, 

garnished with a medley of dead 

spiders, mixed dirt and the juice 

of half a lemon. I prodded open 

the lid and there before me lay the 

inventory of my professional life. 

Diaries and invoice books. 

Complete and going back to the 

dawn of time. And the time of 

Dawn, for that matter. 

I poured myself a stiff mineral 

water and began to peruse the 

contents at random. My luck was 

in. Within 20 minutes I’d found 

the relevant entry. Thursday,  

July 12th, 1984.

It began at The Boat House, a 

funky if excessively damp 

building in St John’s Wood. And 

the nerve centre of the genius that 

is Paul Hart. I was booked on 

acoustic and 12-string guitars at 

the stimulating hour of 8.30am. 

'Doubling and overdubbing fees 

- £100.' So, two different 

performances on the same track 

on two different instruments.

Allowing a cosy half hour to 

jump into the car, drive to Soho’s 

seedy-yet-seedy Wardour Street, 

For more on Mitch and his musical 

exploits with the Studio Kings, go 

to: www.mitchdalton.co.uk

park and set up ready to play 

electric guitar at Marquee 

studios. This for a busy contractor 

of the day, Tonia Davall. 

Adequacy having been achieved 

within the allotted 60 minutes, it 

was mere child’s play to amble to 

Chiswick at my leisure and ring 

composer Gary Bell’s doorbell at 

exactly 10.55. Also on electric 

guitar. A demo for Jeff ‘War Of 

The Worlds’ Wayne, booked by 

Isobel Griffiths. At this point the 

pace seems to have slackened 

inexplicably. An allowance of two 

hours to migrate from West 

London to Wembley. 2.30-

3.30pm on electric guitar for Sid 

Margo, violinist, fixer and 

gentleman of the old school.  

CTS Studio 1 - the big posh one in 

a complex of four. It even 

provided parking, and a refectory. 

I would have taken luncheon at 

my usual table for at least 30 

minutes prior and enjoyed a 

cheese sarnie and stunning views 

of Wembley Industrial Estate. 

3.30pm found me dawdling back 

to the West End for 4.00pm.  

CBS Studio 1, Whitfield Street. 

Paul Hart had been 

commissioned to write another 

commercial after I’d left Boat 

House that morning and had 

slotted me in to play Spanish 

guitar on this one, too. 

Suitably invigorated by the 

conclusion of the fifth job of the 

day, I attempted the tricky South 

West face of Mount Fulham. 

Maison Rouge to be precise. 

Don’t go looking for it. They 

demolished it to make way for the 

new Chelsea football stadium. It 

was just as well I had allowed an 

indulgent 75 minutes to make it. 

This last gig of the day was for 

Stanley Myers, he of countless 

movies and composer of 

Cavatina, in particular. A master 

musician and an absolute joy to 

work for.

I see from the aforementioned 

entries that I was as indolent then 

as I am now. I could have repaired 

to my Tardis and materialised at 

The National Theatre 15 minutes 

later for a performance of Guys 

And Dolls. Yet I chose to ask Ian 

Laws to deputise for me on this 

fateful evening. What a slacker. I 

can confirm that there are many 

five-session days buried in those 

records. And dozens upon dozens 

of four-gig efforts But that’s the 

only ‘Day Of The Six Sessions’. 

Just try telling the kids of today… 

“SUITABLY INVIGORATED BY THE CONCLUSION 
OF THE FIFTH JOB OF THE DAY, I ATTEMPTED THE 
TRICKY SOUTH WEST FACE OF MOUNT FULHAM ” 

M I T C H D A L T O N
The studio guitarist’s guide to happiness and personal fulfilment, as related by 

the legendary UK session ace. This month: Lofty Ideals.

Mitch describes in 
full detail his 'Day 
Of The Six Sessions'

 

http://www.mitchdalton.co.uk/
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JAM TRACKS

➊Sweet Groove Blues (E) 

We start with a simple Blues in E, 

where you can mix the E Major 

Pentatonic (E-F#-G#-B-C#) with 

E Minor Pentatonic (E-G-A-B-D). 

This is from my brand new jam 

album, Into The Blues, Vol. 7.

➋ Slow Jazzy Blues - G Minor

Here we are in G Minor, where G 

Minor Pentatonic (G-Bb-C-D-F) 

and the G Minor scale (G-A-Bb-C-

D-Eb-F) are your first points of 

interest. For the Dominant 

chords (D7), use G Harmonic 

Minor (G-A-Bb-C-D-Eb-F#).

➌ C Minor II-V-I Groove Jazz

Here’s a fun groove jam made for 

practising that essential building 

block of jazz; the II-V-I 

progression. Arpeggios are Dm7b5 

(D-F-Ab-C), G7 (G-B-D-F) and 

Cm7 (C-Eb-G-Bb). 

 

➍E Dorian Vampr

We finish with a fun and simple E 

Dorian-based two-chord vamp on 

a blues shuffle beat. Aside from E 

Dorian mode (E-F#-G-A-B-

C#-D) you can also use E Minor 

Pentatonic (E-G-A-B-D). Think 

about how Robben Ford or Carlos 

Santana might approach this 

idea. Happy jamming!

Use these to navigate our bonus backing tracks

Visit www.Quistorama.com/

jamtracks and subscribe to www.

youtube.com/QuistTV for more 

jam tracks. Quist’s new album 

Garden Grooves is out soon and 

you can find him on Spotify and 

Instagram, as well as Patreon for 

his full library of tabs & lessons.  

JAM TRACKS TIPS

PHIL HILBORNE’S ONE-MINUTE LICK Left & Right Hand Tapping Lick

HERE’S A SHORT but flashy sounding idea that utilises frettinghand 

legato in combination with twohand tapping. Ideas like this work 

particularly well when used either as fills or in rock or fusion solos. The 

entire phrase relies on the A Minor Pentatonic scale with an added 9th 

(B)  ACDEGB. It’s pretty rapid, but don’t let this put you off as it’s 

not too difficult to play once you get used to it. The main thing is that 

you make the transition from pickinghand tapping to frettinghand 

tapping as smoothly as possible, and also that you play the rhythms as 

accurately as you can. Taking care of any extraneous handling noise is 

vital, too. After working through these ideas as written, make sure you 

transpose the example to other keys, and of course compose similar 

ideas of your own invention, using other familiar scales. 
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Try your best 
Robben Ford licks 
over jam track #4
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INSTRUMENTAL INQUISITION!I N T R O

Guitar instrumentals have supplied some of music’s most evocative moments.

Jason Sidwell asks top guitarists for their take on this iconic movement.  

This month: Alan Parsons’ guitarist and solo artist, Jeff Kollman.

JEFF KOLLMAN

GT
: What is it about guitar instrumentals 

that appeals to you?

JK: The song has to evoke a mood, whether it 

be melancholy, eerie, soulful or sexy. It has to 

give me something more than just 'play ahead 

and blow over the changes'. Of course, having 

said that, it’s brilliant when great jazz 

musicians do it right. 

GT: What can an instrumental provide a 

listener that a vocal song can't?

JK: Since there are no lyrics and vocals to tell 

the story, there's more room for the listener 

to interpret what the writer is going for. The 

song could unfold like a story or a journey. I 

like to take the listener on a trip. I put all the 

tools to work, utilising the dynamic range of 

the band and hopefully some unique 

harmony with an intriguing melody of sorts.

GT: Any tendencies with instrumentals that 

you either embrace or avoid?

JK: I don’t dig when the basis of the song is 

just to blow and show off technique. There's a 

place for it once in a while. With my writing 

style I really try to get somewhere a bit away 

from the home base or the meat of the tune. 

It's like walking out your front door; it's easy 

to go and get lost, but to find your way back 

home smoothly (harmonically or melodically 

speaking) can be tricky. I love it when the 

song takes a left turn that surprises yet 

intrigues the listener.

GT: Is standard song structure - intro, verse, 

chorus, middle eight, etc - always relevant for 

an instrumental?

JK: Quite the opposite. There are no rules for 

an instrumental and I would avoid ABABC, 

solo, C and out. Let's take them on an audible 

journey of the senses. It's belittling to think 

that the listener isn't smart enough to follow 

along. Let's assume that the listener can have 

the attention span to sit through a seven-

minute song and listen deep.

GT: How useful is studying a vocalist's 

approach for guitar melodies?

JK: Very important. Sometimes I like to 

phrase a melody loose, as a singer might. 

Especially listening to soulful cats like Donny 

Hathaway. He's so back in the time, and that's 

a beautiful thing.

GT: How do you start writing one; is there a 

typical approach or inspiration?

JK: Sometimes it's a unique set of chord 

changes that I may stumble upon or say a 

unique voicing that could be the springboard 

for the tune. There's a song off my new album, 

East Of Heaven called Isolation 2020. The 

changes are not diatonic and to find the right 

melody over the top was tricky. I found a nice 

long note melody with common tones to the 

changes that also set the mood for isolation. I 

feel that it captured the mood of someone 

that has psychosis from lockdown or what 

isolation might feel like.

GT: What do you aim for when your 

performance is centre stage as it often is when 

playing an instrumental?

JK: Sometimes I might tell the rhythm 

section to play half of what you think you 

should, and over-accentuate the dynamics a 

bit. Meaning, let’s say I start building an open 

solo; it's great if the rhythm section uses 

space and their instruments' full dynamic 

range to support what I'm trying to say. 

Hopefully, there will be some interplay like a 

conversation, musically speaking. That's 

what jazz is all about.

GT: Many vocal songs feature a guitar solo that 

starts low and slow then finishes high and fast. 

Is this approach useful for instrumental 

writing, so that you can develop pace and 

dynamics over its duration?

JK: I feel like I try to pace a longer solo live 

starting with, say, short phrases and building 

it up. It doesn't have to end on a high note or 

be dense or dynamically loud. I’ve seen great 

soloists reel you into the handoff with a 

decrescendo. This requires a seasoned 

rhythm section with ears, which really listens. 

Many hard rock and metal guys sadly don't 

usually get this, it's more of a jazz trait.

GT: What type of guitar tone do you prefer for 

playing instrumentals?

JK: I’m old school. I like to move air and have 

the cabinet close enough for some room 

feedback and control it a bit. I’m very careful 

about capturing the right tone with the right 

guitar with the right cabinet choice for the 

tune. It's all a process of experimentation. 

GT: Do you have favourite keys or tempos?

JK: No, it can be slow and durgy, swingin' or 

blazing fast. Referring to keys, quite often I 

look for unique altered tunings. Joni Mitchell 

was brilliant with that. I’m always trying to 

find and go deeper with what is unique in my 

playing. Too many cats are derivative of other 

players. I mean how many guys can build a 

career imitating one small Pentatonic soloing 

aspect of the great Eric Johnson? You’ve got 

to find your own voice.

GT: And do you find Minor or Major keys 

preferable to play or write in?

JK: I tend to lean more towards Minor as I 

“IT'S LIKE WALKING OUT OF 

YOUR FRONT DOOR; IT'S 

EASY TO GET LOST, BUT TO 

FIND YOUR WAY BACK HOME 

SMOOTHLY, CAN BE TRICKY” 

 



July 2022 13

INSTRUMENTAL INQUISITION!

Jeff Kollman with  
two sunburst LP 
Standards and a 
white Special

“GOODBYE PORKPIE HAT - I 

LOVE THE SOPHISTICATED 

HARMONY, AND JEFF BECK 

DELIVERS IT IN A BEUTIFUL,

UNIQUE BECK SORT OF WAY ”

like to set the darker mood. You can use 

parallel modal progressions to obtain beauty 

with Major resolutions from Minor. For 

instance, the artist Seal recorded the song A 

Kiss From A Rose, and that features parallel 

keys. Really nice!

GT: Do you have any favourite modes?

JK: I don’t think in those terms with writing. I 

did as a teen but I try to see a bigger 

compositional picture. Having said that, I do 

love Minor with Major 6th sounds. Also 

Minor chords with a Major 7. On my East Of 

Heaven album, the track Ghostly has that sort 

of mood. The B section has a nice modulation 

that you wouldn't expect. The mood 

throughout sustains and flows. It's almost like 

the music of film composer John Barry. Also 

check out Cosmosquad, Cauldron Of Evil. On 

this tune I have from my Kollman tuning (low 

to high) C-G-D-G-B-E with polychords that 

creates a haunting eeriness, very textural. It's 

a long way from, say, Frank Gambale playing 

a head and showing his raking technique. 

Here's the deal; you take life's hardships and 

struggles and you tell that story through your 

music. It comes from the soul, not from the 

school. EVH had the fire because he struggled 

to be accepted as a child not only in his home 

country but Pasadena as well. You hear it in 

his playing. He was ready at 16 to take over 

the world!

GT: What about modulations into new keys?

JK: The more the better if it serves the song 

and sets a mood. There's a right and wrong 

way to modulate. I don't like when it sounds 

forced. One can use voice leading or the 

melody with common tones as a doorway to 

the new keys. There are so many devices to 

change keys. I studied jazz, classical, and a bit 

of film scores. I love Beethoven, Bach and 

Rachmaninoff. Dvorak string quartet stuff is 

pure brilliance. Check out John Scofield’s 

Blue Matter for hip changes, modulations 

and voicings.

GT: Do you view the backing band differently 

than you would on a vocal song?

JK: The approach to every song is different. 

Sometimes I may leave out drums altogether 

even though it's not a solo piece. It really just 

depends on the tune.

GT: What are your views on harmonising 

melodies? Yay or nay?

JK: I look for something hipper than just 

playing the 3rd or 6th, like Iron Maiden. How 

about counterpoint, 4ths or oblique motion? 

It all comes down to carefully maintaining 

and enhancing the mood the writer is going 

for. Sometimes a 3rd above is perfect. It's 

subjective to the tune. I love how Thin Lizzy 

used their two-guitar harmony. 

GT: What three guitar instrumentals would 

you consider iconic, or inspiring? 

JK: Blue In Green by Miles Davis; Goodbye 

Porkpie Hat by Jeff Beck; and The Devil 

Takes The Hindmost by Allan Holdsworth.

GT: Why? 

JK: Miles was always surrounded by 

greatness. In this track the mood he sets with 

pianist Bill Evans really paints a picture of the 

loneliness of the big city. It goes way deeper 

for me. I feel the longing to get back to a place 

in time when you know you can never go back 

because of the circumstances. Goodbye 

Porkpie Hat - I love the sophisticated 

harmony, and Beck delivers a melody in a 

beautiful, unique Beck sort of way. What a 

great ensemble of players from that period. 

Devil Take The Hindmost - first off it's one of 

the most burning and unique solos, period. 

Not to mention the interplay with the drums 

and Jimmy Johnson on bass. These cats are 

having a conversation and listening and 

reacting. It's so much better than 

overdubbing for those reasons that I stated.

Jeff Kollman’s East Of Heaven is available 

now. For more info, albums and tour dates 

visit jeffkollman.com

 

http://jeffkollman.com/
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W
e guitarists love our moment to 

shine, when we get to that part of 

the song when we step into the 

spotlight and wow the crowd with 

our insane soloing skills! Sure, it 

takes a huge amount of time, practice and 

dedication to get to that level of ability. But 

how much of our practice time do we spend 

on our rhythm guitar skills; the ‘meat and 

potatoes’ of what we do? In a ‘regular’ band, 

with songs and vocals, we’ll probably spend 

more time ‘in the background’, playing 

rhythm and backing up the singer or another 

soloist, and not doing so ourselves. So it’s 

just as important that our rhythm guitar 

skills get the attention they deserve.

In this month’s feature, we’re looking at 

how these skills apply to blues, by presenting 

you with five separate 12-bar style blues 

tunes that have a distinct rhythm focus.

The angle we’re going with is from the 

perspective of a three-piece band (guitar, 

bass and drums), and what the guitar could 

play from a rhythm point of view, keeping 

things rhythmically solid, but with enough 

variation in techniques and approaches to 

provide musical interest. It’s amazing how 

far we can go without venturing into full 

blown ‘guitar solo’ territory. 

First, let’s get to know some of the 

different rhythmic approaches we could 

encounter with blues. Probably the most 

widely used is the overall idea of the ‘swing 

feel’ – the concept of eighth notes (“one & 

two & three & four &) not being played 

equidistantly from each other, as is 

musically ‘correct’ (this is known as a 

‘straight’ feel), but where the offbeat (the ‘&’) 

is pushed closer to the following beat; this 

gives us our distinctive ‘rolling’ feel that 

characterises this genre. (To appreciate the 

swung eighth-note feel, say the words, 

“humpty dumpty, humpty dumpty” etc). 

There can be different levels of swing, 

measured by how far away the offbeat gets 

from its midway point, and although this can 

be explained technically, it’s all about feeling 

it and sitting in right with the rest of the 

band. When applied to different tempos, the 

swing feel can become anything from an 

emotive slow ballad-style blues to a fast 

foot-tapping boogie rhythm that makes you 

want to throw inhibition to the wind and hit 

the dance floor.

Within this area of swing rhythm in the 

context of blues guitar, there are various 

approaches like, ‘boogie woogie’, ‘boogie’, 

‘swing’ and ‘shuffle’ that can be identified by 

their individual rhythmic idiosyncracies.

BOOGIE WOOGIE 

As far as I’m aware, the origins of the terms 

‘boogie’, or ‘boogie woogie’ aren’t absolute, 

but in researching this article, I learned that 

it could be derived from certain African 

languages to perhaps mean ‘to dance’ or ‘to 

beat’. The style of ‘boogie woogie’ became 

very popular in the early to middle 20th 

century as an exciting piano based dance 

music based on the I-IV-V blues structure. 

This was instantly  identifiable by its 

distinctive rhythmic repeating moving bass 

line played with the left hand, with 

contrasting complex Major Pentatonic based 

licks played with the right hand.

Although boogie woogie is really a style 

exclusive to piano, it can still be backed up 

rhythmically by the bass and guitar with 

those instruments playing suitable bass lines 

to complement the piano. But in a band 

BOOGIE, SHUFFLE & SWING! 
BLUES RHYTHMS

Whether you’re walking with a swing in your step, shuffling along, 
or boogie-ing on down, this month Andy Saphir looks at tightening 

up yourblues rhythm playing, a vital but often under-valued art.

situation without a piano, the authentic 

boogie woogie feel might not be there, 

although an underpinning walking bass line 

could certainly get the feet tapping.

For guitar, boogie woogie style walking 

bass lines need to capture the Major 

sounding feel of the style, so they should 

incorporate the Minor 3rd to Major 3rd 

move seen so often in blues. A typical boogie 

woogie type bass line played on guitar would 

traditionally be a repeating swung eighth-

note line featuring two root notes, followed 

by Minor 3rd, Major 3rd, two 5ths, a Major 

6th, back to a 5th. In the key of E this would 

be E-E-G-G#-B-B-C#-B. On a guitar, these 

lines sound great in the keys of E or A as the 

open sixth and fifth strings can be used 

without needing to move the fretting hand 

too much. They also tend to sound best with 

a bouncing alternate picking approach, 

where the picking hand can adopt a 

controlled, but flowing rhythm.

BOOGIE 

This approach sounds great in a more 

up-tempo setting. From the guitar point of 

view, a ‘boogie’ relates to the guitar playing a 

syncopated rhythm on the offbeat, creating a 

strong and distinctive rhythmic feel. 

Remembering our ‘humpty dumpty’ swing 

feel phrase, emphasising the ‘ty’ syllable of 

those words when speaking it should help 

you to feel that groove (hump-ty dump-ty, 

hump-ty dump-ty etc). In practice, we don’t 

usually play the downbeat, just the offbeat. 

When playing this rhythm, it’s essential to 

keep ‘in the pocket’ with the timing, so 

having a solid idea of the downbeat will help 

you to feel the offbeat; achieve this by 

‘ghosting’ the downbeat (the ‘hump’) by 

hitting the muted strings with a down stroke 

of your picking hand and sounding the 

strings with the following offbeat upstroke 

(the ‘ty’) . In the band context you won’t 

really hear that down stroke, but the up 

stroke chord should be punchy and in time. 

A common approach in this style is to play a 

two-string ‘4th shape’ powerchord as the 

sounded chord, which gives a solid, chunky 

“A ‘boogie’ relates to 
the guitar playing a 

syncopated rhythm on 
the off beat, creating a 
distinctive rhythm feel” 

ABILITYRATING 

Key Various Tempo Various

Info https://bit.ly/3vQ2iGT Will improve your…  

✪✪✪✪✪Moderate 

Blues rhythm playing

Accompanying abilities General musicianship

 
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BOOGIE, SHUFFLE AND SWING RHYTHMS

The legendary Billy 
F Gibbons knows 

exactly what blues 
rhythm is all about
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sound. A very similar effect can be achieved 

using hybrid picking, where a palm-muted 

lower string root note can be played softly 

with the pick on the down beat, while the 

fingers pluck a two or three-string chord on 

the off beat. 

SHUFFLE

The 12-bar blues shuffle is probably one of 

the most common ways guitarists play blues 

rhythms, and again can be heard the same 

way played on the piano. The shuffle has 

various different versions, but the main 

technical approach is to play a palm muted 

‘chunky’ sounding repeating rhythm on the 

lower string pairs in a triplet configuration, 

usually omitting the middle triplet note. To 

appreciate the rhythmic quality of the 

shuffle, take a bar of triplet figures – ‘one 

and a, two and a, three and a, four and a 

-  and leave a space where the ‘and’ should 

be, so you get: ‘one-a, two-a, three-a, four-a”; 

this gives the familiar ‘chunka chunka’ 

sound. A root note and 5th are played 

together on beats one and two (E and B for 

example – open sixth string, 2nd fret fifth 

string), and the root note and the 6th are 

played on beats three and four (E and C# - 

open sixth string, 4th fret fifth string). There 

are of course many permutations of this 

basic rhythmic approach, but whichever one 

you play, it’s important not to overlook the 

solid rhythmic feel and timing necessary to 

make it sound right. The shuffle can work at 

any tempo, but faster speeds might require 

an alternate picking approach on the beat 

and the off beat to reduce the risk of muscle 

fatigue. This can sound also more flowing, 

whereas the slower tempos sound great with 

just down strokes.

SWING

Although an encompassing term for the 

rhythmic feel of the offbeat moving closer to 

the next beat, the swing approach in blues 

guitar tends to be more chordal in its 

approach, with either rhythmic chord ‘stabs’ 

and/or combinations of longer chords and 

chopped chords providing the backbone of 

the chordal rhythm. Usually, Dominant 7th 

and Dominant 9th chords are used widely in 

blues rhythm guitar, but in a ‘swing’ context, 

we can often use some even more jazzy 

sounding chords like Major 6ths, Major 6/9, 

Dominant 13ths and maybe even some 

Altered Dominant chords. This approach 

can be further embellished and made more 

musically interesting by incorporating licks 

and other rhythmic elements like triads and 

double-stops. These additional ideas might 

work great in a three-piece band where there 

are no other chordal instruments to clash 

with, but if there were keyboards or another 

guitar present, you’d need to be aware of 

what they were playing in order to 

complement each other well and not tread 

on each other’s musical toes.

The above ‘definitions’ are really 

generalisations based on my understanding 

of how those different terminologies relate 

to blues guitar, but as is so often the case in 

popular music, especially improvisational 

styles like blues, certain aspects of each of 

those approaches would naturally cross over 

into each other.

Having a good understanding of different 

stylistically appropriate rhythm approaches 

can only help you to increase your toolkit of 

potential things you can play. So, work on 

your chord vocabulary, timing, feel and 

technique, and above all, have fun! 

The great Rory 
Gallagher was 

a master blues 
rhythm player
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BOOGIE, SHUFFLE AND SWING RHYTHMS

This is a blues-rock 12-bar in the key of A. The first time round the 12 bars are 

pretty straightforward with the mainstay of the rhythm being the off-beat 

boogie syncopated powerchord ‘4th’ shapes which combine with a connecting 

bass line figure to create movement and interest. The second time round sees 

the rhythm developing with an additional A Minor Pentatonic (A-C-D-E-G) based 

riff and interspersed three-string D7 chord to add some excitement. A typical 

turnaround lower-note phrase leads into the outro Dm7b5 to C#m7b5 chords 

which act as substitutes for the Dominant chords of Bb9 and A9 respectively. 

(This is actually a very common chord substitution approach in blues).

I played this with my Telecaster’s bridge pickup with crunchy overdrive.

[Bars 1-12] The main boogie rhythm is established with the bass line phrases 

linking the chords. Approach this with a rhythmic up stroke for the off-beat 

A5 chords as mentioned earlier. Note how bar 9’s E5 chord vamp uses a light 

palm-muted open sixth string (E) root note on the down beats. This wasn’t really 

a conscious decision to play it like this, it was just a ‘feel’ thing. The following 

open D7 chord in bar 10 should let ring and be played with a rhythmic alternate 

picking approach to maintain the picking-hand’s down-up motion.

[Bars 13-21] The boogie rhythm is expanded upon here with the A Minor 

Pentatonic based riff. Note how the double-stop figures on the third and second 

strings with their following descending single-note line feel like a rhythmic 

embellishment, rather than a ‘lead guitar’ fill. Aim to maintain the rhythmic 

down-up picking-hand motion here to keep things locked in. The same goes for 

the little three-note D7 chords which punctuate bar 18. 

[Bars 22-24] Note the pre-bent third and second-string double-stop at the 

start of the outro phrase in bar 22; make sure these are pitched accurately. 

The walking bass line in bar 23 with the third-string A note pedal mimics the 

bass guitar at this point and is a typical type of phrase that would follow the 

ascending bass note movement of the chords of A7, A7/C#-D- Ebdim7- A/E – 

worth remembering! The last two chords are a standard chromatic ending for a 

blues tune – approaching the last tonic chord (A9) from a semitone above (Bb9). 

Note the use of the m7b5 chord as a substitution of the Dominant 9th chords. 

This is a very common approach in blues rhythm guitar (T-Bone Walker exploited 

the idea brilliantly), especially with this particular voicing. The easiest way to 

remember how to find this substitution is to play the m7b5 chord from the Major 

3rd of the root of the original Dominant chord; for example, the Major 3rd of A9 

is C#, so you play a C#m7b5 chord.

EXAMPLE 1 BOOGIE RHYTHM STYLE

John Lee Hooker 
was renowned 
for his rhythmic 
Boogie feel that 
acknowledged 
piano based 
Boogie-boogie.
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FEATURE }BLUES VIDEO & AUDIOhttps://bit.ly/3vQ2iGT

EXAMPLE 1 BOOGIE RHYTHM STYLE ...CONTINUED
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BOOGIE, SHUFFLE AND SWING RHYTHMS

This is a ‘quick change’ blues in E that combines a swing approach with a boogie 

woogie bass line - to all intents and purposes it repeats itself, but in reality small 

differences can be heard between the two sets of 12 bars, but this is acceptable 

considering blues’s improvisational nature. There is a typical turnaround ending 

lick on bars 11-12 the second time round, and a distinct jazz feel due to the use 

of Major 6th, 6/9, and 13th chords as well as the usual 7ths and 9ths. Note the 

use of triads and four-string chords; the highest note of each creates a melody as 

they move; this is known as ‘voice leading’ and is widely used in jazz comping.

I played this tune on my Gibson ES-335 on the neck pickup with a clean tone.

[Bars 1-3] It’s vital to approach the main chord and boogie woogie bass line with 

down strokes on the beat and up strokes on the off beats in order to create a 

natural, bouncing, rhythmic feel.  With this in mind, play the initial open E6 chord 

(beat 4& of the count-in) with an up stroke to lock yourself into the forthcoming 

down-up eighth-note rhythm - moving your picking hand during the count-in 

makes that upstroke feel natural. The boogie woogie bass line comes in on beat 

2 of bar 1, and must be a down pick. Note how the following A7 chord comes in 

on beat 4& of the bar, so again, an up stroke needs to be used here.

[Bars 4-7] This is where the first of the three string-chords comes in with their 

voice leading effect, the chord movement creating a little melody. Keep the 

chords tight and in time, and avoid accidentally playing unwanted strings.

[Bars 8-12] Here we find some four-string inversions of E6 and E6/9 chords and 

Bb13 to B13 chords which create a jazzy, swing sound, again for a voice leading 

effect. Note how the rhythmic chordal figure in bar 9 brings us back to a more 

straightforward blues rhythm over the B. The turnaround in bars 11-12 needs 

quick chord changes, so get the shapes under your fingers before you play up 

to speed. The ending lick is more ‘lead guitar’ as opposed to strictly rhythm, but 

it’s the kind of thing one would play in a blues, and is a typical mix of E Minor 

Pentatonic (E-G-A-B-D) and E Major pentatonic (E-F#-G#-B-C#), with the standard 

Minor 3rd (G) sliding or hammering onto the Major 3rd (G#). The final E9 chord is 

again approached from a semitone above, the F9 chord.

EXAMPLE 2 BOOGIE WOOGIE/SWING STYLE
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EXAMPLE 3 DELTA BLUES STYLE

FEATURE }BLUES VIDEO & AUDIOhttps://bit.ly/3vQ2iGT

This is an acoustic fingerstyle, Delta Blues idea. It’s written in 12/8 time and is 

in the key of E. This could be played solo with no backing at all, which would 

sound really authentic, but for the purposes of this article, I’ve played it with 

a drums and bass backing. One of the key approaches in the fingerpicking 

blues style is the monotone constant bass note played on each beat of the 

bar, with the thumb providing the low-end weight and rhythm, which keeps 

the sound nice and full when picking chords and single notes. Normally 

this is played palm muted, so make sure the heel of your picking hand rests 

on the saddle, as you don’t want the bass notes to ring out too loudly. This 

constant bass approach is mainly noticeable when this style is played solo, 

rather than with the band, and is essential in providing an authentic and full 

sound. However, it requires a lot of practice and needs to be learned properly 

as it can be very tricky. As you’ll see in the piece, the bass note doesn’t 

religiously stick to the beats, but sometimes plays the third triplet note  in 

addition – this can be even trickier. Again, this is a piece that, on the page, 

repeats, but in practice, I played slight rhythmical differences between the 

first time round and the second, which makes it feel more ‘real’.

I played this piece on my Eastman E10OOS/V steel-string acoustic, mic’d up 

with a Rode NT1-A.

INTRO This introduces the tune and sees the first instance of the bass notes 

on each beat of the bar. Make sure the bass notes are played with the 

thumb and lock in to the beat. The chords are plucked with the fingers, and 

again need to sit in the right place, as some are on the beat and some are 

syncopated in feel.

[Bars 1-4] The thumb plays the shuffle rhythm on the sixth and fifth strings 

over the E. Make sure the fast hammer-on, pull-off, hammer-on lick from the 

Minor 3rd of the E (G note) to the Major 3rd (G# note) is played in time and 

still retains the thumb bass note.

[Bars 5-12] The shuffle rhythm over the A in bars 5 and 6 is also played with 

the thumb here. Fret the B7 in bar 8 and the A7 in bar 9 as full barre chords, 

and note the steady bass notes on each beat of the bar. The turnaround 

phrase in bars 11-12 incorporates lower string ‘6th’ shapes and involve some 

tricky thumb and finger syncopated picking, so take it slowly and make sure 

you learn it accurately.
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