






































































Solo  P ieces  ForAcoust i .  G! i ta r  (6 ! ta rTabBook/aD,48pt , t t295, .e f  A [499]15 : l )50 .aco !n i .a t r rn { reme. rso f t l
p .p !  a r  50 f !5  to r  a ! i ta r  f  borh  t ra rdnrd  fo ta t jon  a .d  rab  ar ! re ,  n rnk in . l  i r  e  p - " r fe . t  a te r  r l f c r .  a$  ca tor  nee nr  .g
9 !  ra r  n5  to  5how o f f  the  r  re .h .  q !e  r l i rouqh qr .a t  pop jo .gs  i ry  a r r  l t s  s ! .h  i s  5 r .g ,  tu  dp  dy ,  Tre  Bca i les ,  E  ron  lohn,
lheUoor t ,VrnMon5on lc f lMt .he  ABBA,  B i  y lo .  a .dmore  aD .o . rd tn5  demonnr ; r  o .s  o l  , r  thcD, . .es

str ing).  l  have suggested the 6rst f i  n9€rshi f t ing techniqueas v ideo evidence
indicates that  Dominic Mi l ler favoursthisf inger ing for  p layin g the part  l ive.
You could playthe Dadd6chord using thethi rd f ingeron the f i rs tst r ing
butth is is  t r icky and the resul ts may not  be as consistent .The A sus2l ickh
anothertricky move and a Dominic Miller favou rite. The cho rds in bars 7 and 8
are strummed l ight ly  wi th the pick ing hand's f r  rst  f i  ng€r

IBaIs 9-24: Verse 1 and 2lThe onlydifference from the intro section is in
bar 13 where the A ifirst string,sth fret) is left ringing out the second time
round, On the frrstversethe extra F# and B notes areadded as notated.
IBars 25"32: Chorus l lThissection isa repeatof bars 1-8.
IBars 33-40: Verse 3lThis section is the sameas bars l  to 8 with the
exception ofthe F# notetied overto beat 4 in bar 3Z
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IBars 4l-511This section l inks Chorus 2 to the harmonica solo. Pluck the
notes ofthe chords in this section with allyour fingers simultaneou5ly. This
plucking technique providesa piano-l ike attackand sounds veryt idy.
lBars 52-611 Forthe harmonica solothe harmonychanges keyto c# minor
C# minor is a perfect founh down from F# minor. On the guitarthat means

DmaiT cflm11

cflTsusa

c{m cflm7

you can playvir tual ly thesame pat tern a5 inthe previous ver5e and chorus
sections butjust move one string down 50 the root notes now fall on the
sixth string. Due to the tuning ofthe guitar,some adjustments willneed to be
made to the 6ngering of the notes that fallon the third string. Bars 58 to 61
take us neat ly  backto our or ig inalkey of  F# minor.
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& Chorus 3l The techniques for these sections haveIBars 52-90: Verse 4, 5 & Chorus 3lThetechniquesforthese sections hav
been covered in bars l 8,
IBars 91-95lThe song breaks down forthe outro.In bar94, slow down and
then hit thefnalF#minorchord. Hold the F+ minorchord shape and then
l ightly touch the f irst f inger ofyour srrumming hand on the octave harmonic

node point (l4th fret, the fretwire)ofthe third sving. Use the thumb ofyour
picking hand to strum the notes of the top three str ings in a fast  arpeggio at
the first linger releases the harmonicsjust afterward5.
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ONTHECD:TRAL I51726
BLUES
John Wheatcroft figuratively flies to Texas to
lool at the bluesier side oIEric Johnson...

ON THE CD:TRACKS 27 29
CLASSICROCK s2
Martin Cooper uncovers the guitar styles
behind Alice Cooper's band...

ON THE CD:TRACKS 30-31
GUITAR ESSENTIALS 56
Jon Bishop shows you how to play the minor
pentatonic all over the neck...

ON THE CD:TRAIKS 32 ll
PROGROCK
Leam to playguitar like Camel's Andy
Latimer Gianluca Corona shows you how...

ONTHE CD: TRACKS 31 43
METALBOOTCAMP 64
Martin Goulding will make your alternate
picking toe the line!

ON THE CD: TRACKS 44 48
CREATIVEROCK 70
Shaun Baxter looks at the modes ofthe
harmonic major scale...

ON THE CD: TRAaKS 49 60
JAZz
Pele Cir l lard shows how )ou can con\lrucI
bebop solos out offragments...

ON THECD:TRACK5I
ACOUSTIC 84
Stuart Ryan on Nick Harper...

NOTONTHECD
RGT TEACHING DIPLOMAS 88
Merv Yount shows thc ski l l \  you need lo ga in
an RGTteaching diploma...

60
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Eric John$olr
John Wheatcroft sets his siqhts this month on the' Texan tornado with tone, tasle and terrifuino
technique - Er ic Johnson down to aT!

integrity, between classic and
contemporary, and between
complete technical command
(the craft) andboth creative and
aesthetic mastery (tie ad).

One such musician is the
Texan guitarist Eric Johnson.
For well over twenty years he
has been at the top ofhis game,
touring the world manytimes
over and achieving considerable
critical and commercial acclaim
for a smallbut perfect\ formed
collection of superb studio and
live CDs, a numberofamazing
live DVDs along with a pair of
instructional releases showing
us all not only how he does what
he does, but also the sheer
breadth of his knowledge.

Eric's versatility and sq,'listic
authenticity is rightly the stuff of
legend, along with his
painstaking attention to the
minute detail, both in his
technical approach to the
instrument and also infl uencing
his choices regarding every
single point within his signal
chain. Timewell spent I say, as
Eric's playing can withstand
even the closest scrutiny; his
vibrato is always spot on, his
bending intune, harmonics ring
out every time, the list goes on...

Although Eric is undoubtedly
a 'guitarist's guitarist', at no

point doesheeverlet this get in the way of
the music. The most obvious comparison
would have tobeJimi Hendrix, one ofEric's
primary influences, although hehas also
assimilated the best parts ofa huge number
ofclassic guita sts ranging from blues
rockers such as JeffBeck and Eric Clapton
(his Cream period in particular), early
fusion pioneers such asJohn Mclaughlin,
countrywizards Chet Atkins and Jerry Reed
and thejazz mastef Wes Montgomery

Whilst Eric freely draws from this diverse

@
OOOOO Advanced

INTO WII.I. IMPROVE YOUR
KEYi Various al Soloing vocabulary
TEMPO:Various Zlntegrationof dpproa(hes
CD:TRACKS 17-26 dt Dexterity a nd a rri(u tarr0n

RARELY DOES AN artistcome alongwho
manages to achieve the perfect balance
between supreme musicianship and artistic

' :* f[AGf( REC0AD Fancy an eueniry o/sheer gultar indulgenc€ in the conrfort of your own homog Easu lou ne€d tho oyD entt ed Anaheim liye

U flanguard 2009).;rom a CD porspectlve, Ericsfinelytuned attention to detailand string0nt quatity c0ntrot basically gmrantee that anything
* with his name on it is worth listeningto, bllt my pe|lsoralfayo[rftos arc Ah yia ]Nusicom (CaDitol1gg0) ad Tones (tvarner grothel$19g6).
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sonic palette, and is quick to acknowledge
thesignificance each guitaristhas played in
the formation ofhis style, he still always
manages to sound exactly like himself, and
hesimplysounds glorious!

While itwould bepossibleto 6ll the
entire magazine with significant Johnson-
style guitarmoments, it's hisblues side that
we're concentrating onthis month. We have
five short musical examples tlat showcase a
contrasting area ofEric's classic and
contemporaryblues prowess, ranging fi'om
rapid-fi re sequential scalar bursts,
superimposed progressive arpeggios,
Travis-picked chord-melody and rz/8
traditional pentatonic phrasing.

As is so oftenthe case, it's more a case of
how ratherthan whatyou play, aswithour
expression these notes would be
meaningless.I can testify to this on a
monthly basis as I tra nscribe everyth ing via
computerand when I demo my
transcription via MIDI to checkeverything
is as it should be, the full Eric Johnsor
experience does not come forth from my
laptop (maybe I need a different brand of
battery!), merelythe right notes in the right
place!You knowwhatto doby now, Iip
these examplesto pieces and incorporate
themintoyourplayinguntiltheybecome
your own. And remember that you creativity
is every bit as important as your technique.
I'm ceftain that E c would agree. tr

lJ tnic has more colourful
tone in his frngens than Uan
Gogh had on his palette tt
Steue Vai
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Ourfirst EJ-inspired idea works overa lVto lchange in the key ofF. Eric
is a master ofthe art ofsuperimposit ion. Here we see how he implies the
sound of Bbl3 byjuxtaposing lines derived from an Ab major tonality.
When considered from a Bb root, a simple structure such as Ab major
7th (R 3 5 7) takes on the much more sonica lly txpens ive, qualities of
Bb]3 (b7 911 13).The pentaton ic sca le form s the basic ofa hugeamount

ofJohnson's soloing vocabulary, and this example is no exception as
from bar 3 we are using F minor pentatonic all the way (F Ab Bb C Eb).
Be prepared for a fairamount ofpractice, as Eric's speed, accuracy and
clarj ty ofart iculat ion are amongst his many strong points and are the
cause ofmuch envy between even the most advanced guitarists.

swins ) = 176
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We're in double-dropped Dtuning forour nextexample (D A D G B D).
The inspirat ion for this facet ofJohnson's playing comes from the thumb
andfingerpicking aceMerleTravis, in part icularthe incessa nt a l ternating
bass pattern. Thetr icktothis style is to makewhat is essential lytwo
parts into one. Once you getto grips with the alternating bass pattern
you need to identi fy which ofthe melody notes lands squarely on the

beat (and therefore coinciding with a bass note, and to be treated as a
'mini-chord'), and which melody notesfall between the cracks on the off-
beats (and are therefore treated as separate events all unto themselves).
Dependent upon the thickness of your guitar neck, you mayfind the
bass notes in bars 7 and I are easiestto executewith vourfrett ino hand
thumboverthetop.
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We begin with a double-stop/5in9le-note riffimplying C7sus4 (R 3 5 b7)
to its cousin C7 (R 3 5 b7), punctuated wlth a rapid-fire minor pentatonic
pulloffrlff. Our minor pentatonic phrase ha5 in factgota deceptively
fiddly Johnson-esque trick up its sleeve ln the form ofan aftificial
harmonic on the final note located atthe half-wav node twelveviftual

frets higher, raising the pitch up by an octave to maintain theascending
characteristics of the phrase. There are two performance options here -
ejthera pinch harmonic at the 24th fretoran artificial harmonic. For the
latter, hold the pick between yourthumb and second fingerto pick the
str ing whiletouching the 24th fret with yourf irstf inger

E

G
o

We begin with the Jeff Beck-endorsed Hindu pentatonic, essentially
a minor pentatonic with a maiorthird (R 3 4 5 b7).In bar 2 we see a
condensedver5ion of the'Cl i f fsOf Dover'shape,basical lya5implemajor
triad with the 3rd displaced upwards to create a loth (R 510). Don't be
putoffbythe sheer note densityofbar 3, as the descending groups of

four notes derived from a hybrid version ofG minorpentatonic scale
with the o(ca5ional2nd and 6th Intervals added, essentially g iving
us Dorian mode when pe ormed in it5 entirety (R 2 b3 4 5 6 b7), is
surprisingly' f i  ngerfr iendly' ,Thinkthe words'Clapton' and'Cream'when
approaching the vibrato for our fi nal note. Wonderful!
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8_1 5_1 8_1 5_1 7_1 5___,+_

Forallhis progressive leanings Eric'sjusta blues boy at heart!Nothing
too ornatefrom a note perspective here,justthe perennialminor
pentatonic scaleofB (B D E F# A), naturally used in the'wrong'
place technically speaking against a major chord, but perfect for

encompassing those allimportant blue notes. The noteselection i5
almost secondaryto the expressive devices employed so give the slidet
bends, vibrato and dynamics ofthis lineas much, ifnot more attention
than the notes themselves.
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Alice Cooper

m

gultarists. Martin Cooper shows you how to nail
the band sound of his rock icon namesake...

ooo Moderate

KEY: Eminor
TEMPO:110bpm
CD:TRACKS 27-29

SO, WOULD VINCENI Furnierhavehad
as much success wilhoul changing his
narne? You've all seen the advert on TV
recently and the answer, ofcourse, is we'll
never know. However Vincent Furnier may
not have been able to pull offNo More Mr
Nice Guy, School's Out, Poison or Elected
as successfully as Alice Cooper! Furnier
adopted the name AJice Cooper during the
ear\ rgTos and almost 35years later, the
rocklegend is still recording albums and

School s inlAl ice has alwavs or ided hlmself  on his

selling out arenas acrossthe world.
Being a Detroitborn son and grandson

of Church leaders, it could be said that
Cooper didn't entirely follow the family
tradition. Over t}le years his stage show
incorporated a guillotine, fake blood and
(real!) boa constdctors - while he helped to
create the genrethatbecame known as
'ShockRock'. The theatrics and onstage
chaos became almost as important asthe
music, and Alice Cooper gigsbecame
infamous acrossthe US aud indeedthe rest
of the world. A hit sinsle came in the form
ofSchool's Out (1972), which has gone on
tobecome a teen classic. Itis still played in
heaw rotation on rock radio and featured
on compilation albums to this day.

WhileAlice's onstage antics got the
world talking, what separated him from so
many imitators was the quality ofthe songs

oNTHEGD $ rnacxs zz-zs

and the fine musicianship. However, heary
drinking during the late r97os (Alice was
not into drugs) led to poor and abandoned
stage per{ormances and following his r977
world tour, Cooper entered rehab.

Duringthe r98os a clean andsober
Alice revitalised his career with successful
albums such as RaiseYour FistAndYell
(1987) and Trash (1989), which, ofcourse,
spamed the classic single Poison.It's fair
to say that ifguitar players wil l ing lo play
onyour albums include Steve Vai, Joe
Satriani, Slash and Richie Sambora, you've
been pretty successful!

This month's track leans towards the hit
laden albums from the r98os and r99os,
but there's a general classic rock swagger to
the main riffwhich is featured heavily
th roughout .  l t i sbasedaround lhe  E minor
pentatonicscale (E GA B D) andAmrnor
penlalonic scale (A C D E G). The solo is
speedy in places and will improveyour
legato playing. The fast licks are based
aroundthe pentatonic scaletoo, plus a few
doses ofclassic blues-rock phrasing. Have
fun and see you next month ! Ii

lJ lt s fair to say that if
guitar playens willingto play
on youn albums include
Steve Uai, Joe Satniani,
$lash and Richie Sambora.
you've been prew
successful!tt

WILI- IMPROVT YOUR
tZ Riffbared rhythm playing
tiLegato
TClassi( blues-rock lkks

TRAC( RECoRD Tlrere cre enumberol erasand styles t0 choose fr0m but if you want t0 chock out the'classic' material,listen t0
School's (|ut (1972), Elected (1973) or Cooper's ffnest (in many people's eyes) 'original line-up' album, l$llsn For the hits from the late 1980s
a early 1990s, try Poison (1909) 0r ll0y Stoopid (1991). t{umerous'B€st of'compilations are als0 worth checking 0ut.
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lRhythml Check out the chart to seewhere you need to l ightly palm
mute the rhythm part.

This will help you to get the gutsy rockfeel needed for this type oftrack.
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lBar 291This is a greatspeed pentatonic lick but make sureyou practice
it slowly atfirst!

[Bar29]This is a fair ly simple SteveVaitype l ick (both Steve and Satch
have played with Al ice).There are a few pinch harmonics in this part.

vol
BU / BU BD
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lt|inorpentatonic scale
Jon Bishop looks at the minor pentatonic, the first
choice scale for most soloists, and outlines tios and
tricks for playing it with ease all over the fretboard...

oo Moderate

THE MINOR pentatonic is widely used by
guitarists for several different reasons. First,
all the notes in the scale sound good when
played together - this is due to the omission

of the dissonant semitone intervals
that occur inthe natural minorscale.

The natural minor scale is made
up fromthe following intervals:
1, 2, b3,4,5, b6, b7. The: andb3 are
a semitone apart, as are the perfect
5th and b6th. Ifyou remove the b2
and b6 from the natural minor scale
you'll end up with the five-note minor
pentatonic scale, This scale groups
together all ofthe strongest sounding
notes (R,b3,4,5, b7), making
improvisation easier.

The second reason the minor
pentatonic is used is the way it fits
onto the guitar fretboard. All the
fingering roadmaps for the five minor
pentatonic 'shapes' are notated in
Figure r. You will notice that all the
shapes have two notes per string and
can be fingered with the two
strongest digits ofyour fretting hand;
the first and third fingers. Shape r is
the easiest to learn because the notes
played by the fiIst finger are all on the
same fret. Thehigher notes on the
third, second and first strings are also
goodbending and sliding points.

This scale also fits over many
different chords. You could view the
minor pentatonic scale as a minor 7
arpeggio with an added fourth, so it's
a great choice when playing over the
minor 7 chord family. You can also
use it over dominant 7 chords. The
only difference between a dominant 7

and a minor 7 arpeggio is the dominant 7
has a major3rd. The minor3rdfromthe
minor pentatonic can be viewed as a #9
against the dominant 7 chord and the sound
implied by this is Hendrix's 7#9 chord.

The exercise notated in Figure 2 will help
you get the hangof l inkingShapes r to 5 of
the minor pentatonic. Each shape fits neatly
on top ofthe previous one, culminating in an
entire ft etboard of possibilities.

It is, ofcourse, an ideal goal tobeableto
play all ofthe notes of any scale in all
positions but, by linking some ofthe shapes

fc IBACf( REC0',D The Enc Clapton compilohon albun Conploto Ctatt0r (200t) contains most of EC's ctassic uork spannlng his en ro
r l l l'If careon In these tracks you can hoar how his mastory 0f this scals leads to momorablo solos, riffs and llcks. You should al$o chect out John' lll ayall's Stuesbreakors Foaturing Eric Clapt (1965), whoro hls 'prshlng ot tho mimr third slightly sharp is exenDrary.

I iirro 
-wnr 

rmilovrvoun]
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together, it is possible to play hybrid shapes
tha t are easy to remember and fiL great
underthe fingers!

Figure 3 links the low strings of Shape 5,
most ofshape r and t}le top ofshape 2. This
fingering has sorne key advantages: first, it
can be played with the first and third fingers
exclusively, which makes it easy to bend
notes (tlese fingers are the strongest);
second, when we move from shape to shape
we can slide the third finger over the blue
note (b5), giving some good blues inflections;
and third, this fingering allows you to access a
good range andplaces low notes on low t
strings and high notes on the top strings, t
helping you to maintain a good tone. :

A playerthat uses the hybrid fingering ;
notaled in Figure3 is Eric Clapton. EC is a ,.
masteroflinking shapes to create flowing
phrases and many ofhis licks are relianton
this roadmap. Another key Clapton t ck is
to bend the minor 3rds ofthe scale slightly
sharp. This helps with makingthe minor
pentatonic fit over a dominant 7 chord

Forthis month'strack I have chosen a
slow dominant blues inAas abackdroD. You
can use theA minorpentatonic scale over all
the chord changes so it will be $eat for you
to trythe five shapes overthe backing track.
I have notated my solo with an open key
signature as the Aminor pentatonic scale
contains no sharps or flats. Thiswill also
help you to identifu any extra notes that
have been included. EC is a master ofaddine
notes and bends to the minorpentatonic to
help it fit over the I, IV and V chords of the
rz-barblues. The solo contains numerous
Clapton style licks that exploit all five
positions ofthe scale, so getstuckin! II



ill ll'l0R Ptl{TAI0ll tc $cALt
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ll By linking some of the
shapes togethe4 it is
possible to play hybrid
shapes that are easy to
remembeq and fit under
the frngers!tt
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lBars l-21The opening phrase f i ts over the turnaround and l inks Shape 2
to Shape l .  Sl ide through the blue note (D#,8th fret,  third str ing) and pul l

INTRO
Bridge pick-up wirh distonion and mid boost

the minor 3rd (C,5th fret third string) slightly sha rp. The phrase in bartwo
is BB King styleand includes two extra notes (D# and C#) to add colour

CHOFUS 1

A 7D 7 A7
'hJ

shape 2 shape 3
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lBars 3-4i Chorus l lThe5e phrases concentrate on the top of Shape5 2
and 3 and extra colour tones are added here and there. Most ofthe l icks
can be navigated with the first and third fingers ofyour ftetting hand.
lBars 5-6lThere is a characterist ic two-tone bend to contend with in bar
5. Use yourthkd f i  ngerto fretthe note butalso useyourf i  rst and second
fingers behind i t  to bend the str ing: this three-6nger bending approach
wil l  add strength and help yoo with bending accuracy.
lBars 7-81EC l ikes to sl ide his hand up and down thefretboard to add
handling noise and 'gl isf note5 as punctuation marks.
IBarr 9-l0lThe l ick in bar 10 is a classic EC tr ick. Take a three note repeat

phrase and then place i t  in a rhythmic sub_division offout This means
the three-note pattern starts on di{ferent parts ofthe beat and provide5
a cool polyrhythmic effect. Sometimes Ec hangs this repeat phrase out
over manybarsto real ly hammerthe pointhomel
l i lals 11-121These phrases move to Shape 4 and then into shape I
up the octave. Be careful to maintain good intonation in the higher
posit ions on thefretboard.
lBars l3 - l4j  Bar 13 features a classic EC l ick that sl ides into 5hape 2
after playing a Chuck Berry style bend. The solo f inishes with the same
turnaround lick that we stafted with.
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shaoe 4 shape 5 shape -

15-15117-17-17-

4:3 4:3 4:3 1:3 4:3

2 10-t 2-10-12-10 12 10-12-10-12-10 1
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Camel's Andy Latimen
Gianluca Corona doesn't get the hump, as he
continues his journey into the world of prog with a
look at Camel s superb guitarist, Andy Latimer...

ooa Moderate
w .t tMPRovt YouR

KEY: Various tlBendino and vibrato
TEMPO: Various 7 Hands coordrnatron
CD: TRACKS32-33 siCross picking

CAMELWAS ONE of the
most original prog acts to
emerge during theearly
r97os. Theband
odginally started out as
The Brew, at oof
Andrew Latimer (guitar),
Doug Ferguson (bass)
and Andy Ward (drums).
They recruited
keyboardist Peter
Bardens, changed their
name to Camel and
signed to McArecords.

Camel's eponymous
debut from 1979 wasn't a
success, despite boasting
a couple ofexcellent
tmcks in Never [€t Co
and Slow Yourself Down.
However their next two
albums, Mirage (1974)
andThe Snow Goose
(r97S), were a success
with both the critics and

- rne Senerar puolc. lne
albums also showcased
Latimer's tasteful guitar
plalng which had an
elegant andemotional
quality that owed as much
to classical music as itdid
to rock, folk and theblues.

The Snow Goose was
inspired by the famous
novel ofthe same name
bythe American author
Paul Gallico. It was
rcported that Gallico, who
despised smoking,
thought the band was

associatedwith the famous cigarette brand
of the same name and threatened Latimer
and his chums with legal action, He later
withdrew his threats.

Camel continued to build up a large and
dedicated following with further albums
including Moonmadness (1976) and Rain
Dances (1977),but Bardens left

oNTHEcD '! rnacxs ez-*a

immediately aft er the band recorded
Breathless (1978). Two keyboardists, Kit
Watkins and Jan Schelhaas, joined for I
Can SeeYour House From Here (1979) and
Nude (r98r), one ofthe band's biggest
commercial successes. The lineup changed
again for subsequent albums includingThe
Single Factor (1982), Stationary Traveller
(1984), DustAnd Dreams (r99r), Harbour
OfTears (199b). Rajaz (t999), Coming Ot
Age (t999) and A Nod And A Wink (2oo2).

Latimer is the onlyremaining original
member of the band. He mainlyplays
electric guitar although hehas also
contributed flute, keyboards, bass and
vocals to numerous Camel recordings.
His Dote bends arc precise and his vibrato
ranks alonesidethe best in the business! E

ll lf you want to call
it pro8ressive roch that
would be okay by me.
But ifsjust emotional
music, tudll! ll e,,ayuti^",

TRACI SECOID The Sn ow Goose (1975),a@noept album basod on a beautltul and m,ovitlg story by PaulGallico, trould bc the b€st
starting point if you d0n't know Camel at all. Ylo would also rs0ommend tfirago (1971), Itoonmadnoss (19?6) and I Can See Your llouso
from Hors (1070). Latimer ls rqarded as ono of tho most tastsful players evof s0 for touch and feel l00k n0 further than thes€ Cos.6
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We are start ing with a cross picking arpeggio in the key of E minor.
Keep the wrist relaxed and let the notes r ing where possible. Don.t
hold the pick too t ightly and avoid picking too aggressively.

N|!|l V V N V V |l V V I! V V |l

Notice the space between phrases on the second part - less is more!
For'scoop' direct ions in the tablature, press the whammy bar just
before str iking the note for slurred, vocal- l ike notes.

E

E

E
B

E

. / + \ ^ scoop scoop scoop

L e i r i n g - -  - - - - - -  - - - - -  : '

,/ -:

scoop scoop scoop scoop scoop
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The last part ofthis example has a laid backfeel.Waita moment
before start ing with the vibrato and gradually increase the speed

to give the note the nice'vocal 'qual i tythat Andy Latimeralways
manages to rmpar.

E
a
G
D

E

B
G

E

E
B

D

E

E
B
G
D

E

E

G
D

E

EbmajT

EbmaiT C m

^ ^-i--3---

C m

/:\*

G m

( -34

D m

415-1+

Plvl - -

Cl i e
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Alternate picking *
This month Martin Goulding turns hls attention
to six-string alternate picking patterns. Are you
warmed uo?Then let's oet startedl

m
OaaO Modetate/Advanced

refer to issues 164 and 165 for a
recap.ln this lessonwewill also
improve our visualisation ofthe key
ofG in all seven positions ofthe
three-notes-per-stfi ng shapes.

The runs that you will learn could
be applied overanyG major mode,
but for the lesson ourtonal centre is
A Dorian (A B C D E F# G). The
runs have 'exit' or'finishing' notes
that reinforce the relationship to
the root note ofA. These will be
strcngchord tones such as the root,
b3rd or5th. Ifyouwant to
expedment usingthese ideas from a
different modal perspective, then
you may need to adjust the'exit'
notes. Apart from that, ourgoal is to
build a vocabulary of runs that
could be applied in anysituation.

Underlyingthe seven modal A
Dodan three-notes-per-st ng
shapes, you will also needtobe able
to visualisethe five positions ofthe
A minor pentatonic scale. Most
modern rock players use the
three-notes-per-string forms to
travel melodically around the
fretboard at speed with the finishing
phrases being more relatedto the
CAGED system Oox pattems). So
wheneveryou finish a long run or
sequence that involves moving
around the fretboard, make sure
that whereveryou land, you know
the underlying minor pentatonic

- position. In the captions, the 'exit'

note will be referred to bv its Dentatonic
position. It is vital that you understand the
importance ofthis last note, as allthe speed
in theworldwon't makeyousound like a
professional rock player ifthe'exit'is poor.
The run itself, is nothing morethan a device
ofescalating excitement which results in the
final nole and subsequent phrases. This is
more where the identity ofthe piayer shines
through andyou will wantto place a lot of
attention on this aspect in orderto sound
professional. There are few things worse

tNt0
KEY:A Dorian

WII.I- IMPROVE YOUR
!Z Hand synchronisation
gAltef nate picking preci5ion
gscal ic 5equen(in9

TEMPO:VARIOUS
CD:TRACKS34-43

THIS MONTH we continue ourstudiesby
applying the previous lessons' pattems
across all six strings, soyou mightwantto

oNTHEcD '!. rnacxs ea-+e

than hearing fluid technique and speed
which ends in a terrible sounding vibrato, or
a poorly intonated finish.

All the audio examples are played with
tone-wide rock vibrato. Any'exits'on the top
two st ngs are pushed upwards, any on the
lower four strings arepulled downwards;
generally there willbe three vibratos before
a tmil offthe string. Listen carefullyto the
slow audio examples r^here the vibrato is
also slowed. This maysound odd at the slow
'learn'speed, but will outline the contour of
the vibrato. Once up to speed. this will give
an aggressive edge anddefine you as a rock/
metal playcr. This style ofr ibrato will help
lhe 6nal notes cut lhrough the mix and give
your playing the necessary authority.

On the audio CD, all examples are played
at a'learn' speed of triplets at 6obpm,
followed by a standard top speed of
sextuplets at 12obpm. Stayon the slower
speeds foraround a week, each exercise
played continuouslyfor five minutes (except
where there is fatigue, in which case shake
off any tension and rest briefly). After a
!\eek, increase the metronome as far as
possible whilst still maintaining quality, and
thenpractice at this newspeed for a couple
of weeks until comfortable. Remember
speed is the by-product of timing and
accuracy so focus onthese aspects and
shred will follow naturally. E

Jl The ultimate aim is to
develop a working
vocabulany of nuns and
scalar concepts that we can
use in our improvisation tl

TBIGI IEC0nD Certcinplayers always get mertioned when it comes to alternato plckirg proyress. Theso include Yngwie ltalnsteen, Steve
Yai, Al Di ileol4 Paul Gilbed, Stevolt0rs6 and John Petru0oi. nyo tnacls worth chooking out for blit picking aru [acer I's Scarnod (in GT 115)
and Dream lhcateds Erotomania (in GT 1tr5)!
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ALTERIIATI PIC|(IIIG

Herewe havea run that  us€stheA Dor ian posi t ion 7 rhape.This isthesameasthe
G major scal€ in Po5ition I, but from our perspective ofA Dorian we can see the
5ta.tinq noteto bethebT{G). Play slowly through the exercise paying attention
to th€ packing direciion;each sting should beaccented everythr€e notes dt6rst.

Once the picking is comfodable. reduce th€ acc€nt to €very six notes on the beat.
Akhough the example iswritt€n with an bxit' or '6nish ing' note (the A note found
in A minor pentatoni€, Shape 5),lwould advisethat you repeat the first two bars for
periods offrve minutes continuously to build namina and a..uracy.

F  V  N  Y -  V  -  V  -  V  | l  V F  V F  V  - F , a , | l , r ' f  , - , | | , | |  | | , | | ,

L€t's a ppty the alternate pickinq technique a ll the way through the seven positions
ofthe A Dorian mode.The pdttern arcends one shape and with a shift descends
the next  in seouence unt i l  a l lseven shaoes have been covefed.This is  excel lent
for  a l laspects of the technique and also help!  assemble v isual isat ion of the ent i re
fretboard.  Ac.ent  the beatwi th a s l ight  in. rease in veloci ty f romthe pickand

reinforce this anchor point by tappang the foot.The accent every six notes will
a lwaysfal lon a downstroke.Aim toapplygende palm mut€on the bas5 s ide a.d
open the mute as you move onto the t reble s ide.The run should feel fa i r ly  l ight  yet
precise, the pickmaking posi t ive contactwi th the str ing on the very t ip,  the wr ist
swinginq f reelyacrosrthe str ing and the arm r€lared.

r ' f \ r | t \ r - \ / | ' | ! | | ! | ' l \ ' - \ ' a \ / n v 1 , , ! v F V | | y | | \ i | l \ r | t v r ' f y F
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Nowwe have ou r basic sextuplet per stfing pattern applied tofourstrings. Again,
the pattem arcends one shape, then descends the next. You can applythis fouF
string run through allsev€n positionsjutt liketh€ last example, and then finally all

six strings and seven poritlons. This type ofexerci5ing develops stamina, accuracy
and visualisation ofthe fretboard. l would advise th€ fingeFon/6ng€r-offapproach
forthis pattern, fatherthan trying to keep the fretting hand firstfingef plant€d.

E

6

0-8-7-l

Fof thls run make sure the motion is from thewist and thefe is no tension or
muscular upwards movement In the arca between the upperfofearm and crook of
theelbow Light ly  mutethebass s ide (whereth€s$lng5 pass overthe saddles)and
open out as you move to the treble side. Keepthe angle ofthe pick the same on

each new string, so be aware that ahhough the Individualpick rtrokes come from
thewi!t,thearm does move down slightly to ma inta in consistent pick ang le and
muteunwanted no lse. The fretting hand's firsl fingertip mutesthe string above it.
From an A mlnor pentatonlc perspective, you?e based around Shapes 5 and l.

o

On this palticular exercise, l keep the 6fstfnger planted down ratherthan the usual
fingeron/ frnger-off method. At the slow 'leam' speed, the arc of the pick back and
forth over the sting should be wlde (at lea5t lcm either side ofthe string)and with
good mom€ntum l ike a pendulum. As th€ speed increaser,  th ls arcwi l l rcduceand
refine.Attop speeds, the d istance the pick travel, backand forth acrossthesfting

willbe minimaland focus€d on theverytip. A 5light downwards pick angle willhelp
to reducefriction and give a more aggr€ssive sllce.Too much and you may lose
definition soexpeiment. Generally, keepthepicking hand thumb fa lrly stra ig ht
with a 20-30 d egree forwa d tilt. Hopefullyyou havespotted thefnalA note as
being deriv€dfrom the A minor pentatonic, Shape 1.

B

E

ll
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This PaulGi lbe. t  run d€velopsthe buts idethe str ing '  t€chn iq ue.  At  the ' learn '

rpeed, swing the pi€k in an arc over the strings to really feelthe momentum ofthe
wrist .Theiun exi ts in A minor pentatonic,  Shape l ,wi th a hal f -step bendfromthe
9th to the b3d,6nishing wi th b ig v ibrato.  As you movefrom the run intothe'exi t , '
the thumb should move f rom the middle of the back of the neck to the uDDer back

) tmt tzo

7-7-5-3-+

- v | ' l i t ' f \ i | ' |

ofthe neck. At the moment of the 'exit'note, the thumb willsnap ovef the top of
the n€ck in a clasp and ihe 6ng€rs willclos€ togetherfor the bend. Practisewith the
6rst , th i rd andfoul th f i  ngers,wi th the b€nd€xecuted bythethi rdf inger Guppo(ed
by the seco nd,  wi th theFrst to mute).

Thas nextexampleisa long runwhich movesfrom the low Ft across the entire
f ietboard,  though al lshapes. In Bdr 1,  we have a 12-note inte ocking symmetr ical
shape madefrom A Dor ianfragments (Shapes6and 7).This in i t ia l  l2-note phrare is
thenrepeatedanoctavehigher. lnBar2, therundevelopsontwostr ings,ascending
with a series ofshifts before descending with a six-rtring run in A Dorian, Shape 4.

Then from bar 4, we have two fourstring runs up to th€ fnishing half-nep bend
from the 9th up to the b3rd in A Minor (Shape l).This run is made from sequences
favoured by playefs l ike PaulGi lbert  andJohn Petrucci .As wel las being a test in
accuracyand stamina,  long runs l ike th is canthen be spl iced down into a whole
vocabularyofsho(er ideas with the addition ofan'exit note.

a  r  F l  t  l ' |  V | |  !  l ' |  V | | v n V F l l F r ' . V F l l i f  /  a  V . ' i  F  /  F  v  l ' l  l . ' /  l ' |  V  F  V  n  /  F f  . /  a , r  | |  V
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Un lesr you a re showcasing the shred tech n ique in 9u itar Instru m€ntal music,
ExampleT may betoo long and impractical for most situations. But learning big
runs is importantasa vocabulary building strategy. lt can then be brokendown
into smallerareas, to increase its wo(h ten fold.Allwe need ls a strong exit not€,In
Example 8, we takethe first thre€ beats ofExample 7 and 6nish on thethird string's

b3rd with downwafd, rockvibrato. From here,tryto continue improvising in A
minor pentatonic, Shape l.In Example 9, we start our mini run, from slightly lateron
finishingwithan ?xlt' on the second string root note. Play it wlth the 5e(ond finger
orthethird. Using th€ third, wecan plac€ ourselv€s in A minor pentatonic Shap€ 2
for continuation with f ock/blues Dhrases.

o

D

Thislong fun starts on the lowG,whlch ls our bT relatlve to the root ofA Dorlan,
We have a posltion shift on the thkd string, which takesthe run through a tricky
asymm€trical route up to a two-string pattern using position shifts and lastly
into a revers€ single string pattern fesolving on the root. You could breakthe run
down into smallerftagmentsand add ?xits'in order to marlmis€ vocabulary.lt is

a good ideatodesign loads of long runs based around certain t€chn ica I concepts,
orthat combine certain techniques. A good vocabularyofruns would ideally be a
combination of d€si9n from tech nlcal raw material, and from direct transcription
of the masters in thlsfield. Long runs are a ch.llenging way to bring finesse to your
te€hnique, boon vocabulary and l€arn to navigate the fr€tboard fre€ly.

E

E
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ONTHECD .'t-.} TRACKS.T4-48

Harmonicmajorscal6
Our seeker of all things creative, Shaun Baxter
cont inues his look at the harmonic maior scale bv
focusing on slngle-note soloing.. .

AlthouEh little known and
pF\a* | fADS rarely ever used in rock, the
g[/ r.l;;ft{e harmonic majorscale has been
\.. <K lp J usedinjazzfora longtime.and
ry: L; . - - in classical music forcenturies.
t-, ( . I Fl|> latejazz saxophonist and bebop

pioneer Charlie Parker would
sometimes use it to play over
minor ii V I progressions that
ended in a majT I chord. This is
because the notes ofDm7bs, G7
and CmajT all exist withiD the C
harmonic major scale.
Furtlermore, some rock/fiuion
players like Allan Holdsworth
also use this scale.

With its unique intenallic
properties, leaming the
harmonic major scale will allow
you to expand your tonality. In
fact, it has its own modal system.
Yes that's right, there are seven
modes; all ofwhich have their
own uses in various forms of
improvisation We will be
exploring each oftiese modes in
the future; however, for now, I
have included them here for your
reference (see Diagram r).

Anyr,,ray, let'sjust focus on the
fi rst mode, harmonic major.

There are various
mathematical methods for

O The inloduction ofchromatic 'passing' or
approacn nores
O Various forms ofarticulation (such as
bending, and whammy techniques)
O Rhlthmic variation

As a guide, you can refer to Diagram 2
(full neck diagram) and Diagram 3 (which
features all seven three-notes-per-string
shapes). Note that these two diagrams can
also be used when experimenting with any
ofthe modes oftheharmonic major (the
root note will simply be in a different place
eachtime).

When experimenting with C harmonic ;
major scale, it is important to note that the :
following arpeggios are allcontained within
thescale: AbdimT, Bdim7. Ddim7, Fdim7, 

-

Caug,E,E7,GandG7.  
'

Finally,this month's solo study (which is
played over Iast month's backing track) is
not intended as a faitiful impersonation of
Allan Holdsworth; however, it does adopt
many ofhis approaches.

Generally, the solo focuses on producing
melodicpassages using notes from the
harmon ic major scale. ralher lhan just
playing combinations oflick (a common
temptationwhen using the pentatonic scale
for blues or rock soloing).

Furthermore, there is a conscious
attempt to create variation throughout the
solo by using a balance of the different sort
of approaches that we discussed earlier
(upper pedal tones, string skips etc).Il

ll llthougtr rarely ever used
in rock, the hanmonic mqior
scale has been used injazz for
a longtime, and in classical
music for centuries tt

- tlro wrLr rr,lpnovr voun I
KEY: Am gi Harmoni( mdjor knowledge

m
aaaaO Advanced

systematically extractingvarious diads
triads, arpeggios, p€ntatonics and hexa'tonic
scales frorn any seven-note scale (andwe
will alsobe covering this in the future);
however, initially, I suggest you experiment
with the scale using the following
approaches (udging them with your ear,
and making a note ofyour favourite ideas):
O Scale passages (using'steps' less than a
minorthird)
O Arpeggios (using 'leaps' of a minor third
or greater)
O Interval skips (such as thirds, fourths etc)
O Upper pedal tones
O l,ower pedal tones
O String skips etc.

TEMPO| 94 bDm 7lmDrovisewith news(alet
CD:TRACK544-48 g Ha rmoni( ma ior mode5

I,AST MONTH \48 started to explore the
harmonic major scale. It's like a major scale
with a flattened sixth degree. Alternatively,
it can also be viewed as a harmonic minor
scale with a major third (hence the name).
We focused on ways ofextracting chords
from this scale: however. this month we are
going to focus on soloing.

lmCK RECORo Euery s ingle Allan Holdsworfh album (and th0r0 arc many) ls crammed vrlth oxamples 0f hls uniqrc and boautiful
approach to slngls-note sololng. tly personal favourites aro 0n6 0fA Kind by Elll 8rufod, and, ofAllan's many s0lo albums, lvandenclyffe
Tower and Socrcts.

70 Guitaxlbclmioues lune 2009



]|ARtrl0l{lC ilAJOR $CALI

MODES OF HARMONIC MAJOR
MODE l :  HARMONICMAJOR

CHarmonic a D E F G Ab B
M a j o r  1 2 3 4 5 b i 1  7

! l r o .  
" ,  

, , 1  ,  o d  O . " '  o ,
proqre$ o.  w lh i  m. j7 (  hord ( l rm7b5, 67bt ,  Cm.l7 l

[4ODE l l r  DORIAN b5
D D o r i a n  D  E  F  G  A b  I  t

b 5  r 2 L r . 1  b _ o b
t - t E  O v € , m 7 b 5  n r 9 b 5  i /  d r l a i d o i 9 c h o r d s

MODE l l l :  PHRYGIAN b4
E P h r y g i a n I F G A b B C D

b 4 r b 2 b 3 b 4 5 b 6 b 7
L l ! L : o r F r a  r . r c d d o m n J f r . h o ' i s 1 . o ! d i  5 0  b e  d e ( r  b c l

MooE lV:  LYDIAN MINOR
FLydian F G Ab B C D E

M i n o r l 2 b l t 4 5 6 7
U5E Ov.r  m/m. l /  rnd |  / , r r l9 Lh.rd5 A5an elor ' .  a te, i . r  ve
t o  D o '  a .  o r  m e  o d .  n r  n o r  o r ! ,  d r 7  d . a  m 6 . h o r d s

MODEV: l3b9 SCALE
G 1 3 b 9  6  A b  B  C  D  E  F

s c a l e  l b 2  J  4  5  6 b 7
l r 5 F  O v . r  , b 9 i ' , d  I  l l i t , l r . r . l 5  n 5 r c a d  o l  M i r o J r d  r n o r r h e

v . h o r d o { a  F r d r o r  V  ( 1 l r  \ t J  !  s  l e M  x o l y d l a n  w t h a  b 2 )

MoDE vl :  LYDIAN AUGMENTED #2
AbLydian Ab I  C D E F G

aJgmFnred r2
L l ! E  O ! , . r  m r l  j r s 5 . l r .  l \

MODEVII :  LOCRIAN bb7
ELocr ian I  a D E F G Ab

bb7 r  b2 bl  4 b5 b6 bb,
U S E  O \ E ,  n r b 5  a r d  ( l f , /  r r , o , l \

a )
L
t9. 5 q, d

( 2 ) ( r 4 (2  t )(5)

I

I

a a l
I

I

a l

7-4-3-t-

t 0 .8-

t2-

I o(
I

r a l

I

I a l
I

I

a l
t a l

I a l

I

r -

I

I

aaa l

I

I

r aa l
a a l

t -

a l

a l
a l

lBar 3l We see the use ofan upper pedal note. A'pedal ' tone is note that
one keeps referring back to. In this case, the F on the 13th fret ofthe first
string is played in between each one ofa series ofascending lower notes.
lBar 4l The last beat ofthis bar is composed ofa se e5 descending thirds

Emaddl ,6

Csus2

B

D

E

E
B

E

)
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F6susl4

within the scale (D to 8, then Eto C).
[8a] 5l Like bar 3, here is another example ofan upper pedal tone ( in this
case, the G on the 15th fr€t ofthe first string), only this time, the lower
notes played in between itfollow a descending sequence.

Fmadd[11

Emaddb6



lBar9l ln this bar, the combination of a str ing skip and a wide st.etch
help to create some ear-catching wide intervals.
lBar 101 Here, part ofthe melody is played by sl iding from note to note
with one f inger. This gives i t  a vocal inf lect ion, and is something that we
wil l  be exploring in the near future in Creative Rock.
[8a]5 11- l2lThe melodies in these bars are based predominantly
around the notes ofan Fm6 arpeggio...  F Ab C D

r b 3 s 6
lBar 131 This bar 5hows the development of a part icular rhythmic moti i

F6sus$4

CmaP{s

This makes the solo sound more cohesive, because the ideas are related.
lBar l4l Towards the end ofthis bar, we see the addition of an Eb
chromatic passing note (approaching the E from a semi,tone below)-
lBar l5l  Here, the same three-note melodic motif  is repeated down in
majorthird interva15. This introduces a rogue Eb note, butthis works for
two rea5ons:The melodic idea is strong enough forthe listenerto accept
it; and the Eb resolves immediately to an E note. Interestingly, allofthe
notes from this passage could also be considered as being derived from
C augmented scale: C, D#, E, G, Ab, B.

E
B
G
D

€

E
B

D

E

Caddg

tr
cmar$s

Caugaddl lC sus2

:\

E
B
G
o

E

E
a
G
o

E
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lBa. 161With this str ing skipping section (and any other f iddly part ofthe
solo) you may f ind i t  easier to play i fyou don't  pick the last note on each
strang (use a hammer-on or pul l-off  instead).
lBar 17-191 Bar 17 marks the start of a str ing-skipped section, comprising
a nine-note sequencethat is systematica l ly ta ke n downthroughthe
scale (by shif t ing the idea lateral ly, down along the length ofthe neck).
lBar 201More str ing skips used here, but, l ike bars 14 and 16, some
sixteenth-note tr iplets are added for rhvthmicvariat ion.

lBaJ 21-231Some simple melodic ideas are used to wrap up the solo,
mostly based around interval skips of a scale fourth. Note the use of a Db
passing note used in bar23.
lBars 24-251 Finally, the solo finishes off with another mixture of scale-
based and arpeggio-based playing. The final arpeggio is Csus2 (C D G).

Caugaddl l

EmTaddL6

Fm6/C Csus2
8 r c _ _ _

E cmaie/E

C9{5sus4

EmTaddb6

E
B
G
o

E

E
B
G
D

E

E
B

D

E

E
B

D

E

Caugadd l l

Cg-sus4 Cmaig/E Caugaddll
8 e - - - - - - ; ,  - - - - - - - -  - - *

c9f,ssusa

6

7 15-15
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ON THE CD CD-ROM FILE

listener's interest, you need to keep the solo
building, so you can keep them listening
right until you'r'e linished."

Strong plrrasing is crucial at the start ofa
solo. Notice how most ofAl'nsley's licks stan
at the end ofthe bar, spilling across the bar
line and obscudng the firstbeatto create
more interesting lines. "Playing asolo is like
tellinga story," says Aynsley. "lfyou're
droning on with an uninspiring monologue,
1'lo one's gol'lna listen man!" Practise starting
licks on the upbeat ofbeatthree orthe
dourrbeat ofbeat four in youl daily routine
- it's guaraDteed to improve your
implovising skills. ln Example zAlnsley
shows how to notch up the excitement lcvel
b1'shifting up the neck and incorporating
some cool sixteenth-note licks.

In Exanrple 3 the importance of goocl
phrasing is stressed again. ThistimeAyrslel
draws his inspimtion from 'vocalising',

which is how he describes his technique for
thinking like a singer. At the end ofplaying
the exarnl)1" he enthlrses. ' You ccn imilgi| lr
a singer singingthat exact melody, and
that's one icleayou can use forphrasing".

Exarrple 4 r'ounds things offbyaddilg
picking dynrrnics into the mi\. As a parling
shotAynsle) reninds us that we should
neverforget tlle expressivetool we have
urxlel uul t i gers: Vibrato and bending a|e
imporl{rrt - J'ou can bend up to a note, }ou
can bend (lo\\ 'n to i note. \ 'ou can bend ..
note slightlysharp'. which is, after all, rvhl
the guitar is the perfect instrument for
plaling the blues. E

. t
-4.

IA
VIDEO

ll Playing a solo is like
telling a story. lf you're
dnoning on with an
uninspiring monologue,
no one s gonna listen!!l

are one chorus (tz bars) long and designed
lo work ovcr thc A l l irror l- IV-V furrLr
blues vampthat was demorstrated in last
month'slesson. Why oot record the vamp
first so you can hearhowgleatthe licks
sound against tlre chtrnges?

In Example r Aynsley demonstrates tlle
importance ofgetting the first chorus ght.
"Staft)our solo with sonrething fairll
simple, 'he sa) s. "Don t feel that as soon as
1ou get the nod,lou hiu c to go in all guns
blazing, notes everywhele!To keep the

TRACK 8ECORD Avn.slc!l's letest album Equtlibriun hasjust come out - buy it fron his website at ww[aynsleylistenc0.uk, where you oan
check out his 0ther releases. lt has been played 0n various BBC radio programmes including Bob Ha is (rvho was glowing in his praise), Paul
Jones's blues show and others. llagazines like illojo and Classlc nockaretalking ofAynsley in hall0wsd torms.

AynsleyLi$torm
In the final instalmeni of our trilogy, Aynsley Lister
reveals more of his concepts for creating the
perfect solo. Phil Caponetranscribes...

m
OOO( Moderate

WITT IMPROVT YOUR
KEY: Various 7 General blue5 playing
TEMPO: Various t Shaping of a solo
CD: CD ROM File .z (hordal awarenels

A\NSLEY USES DROP half-stcp tuning
(lorv to high: Eb, Ab, Db, Gb, Bb, Eb), so
re-tune before!or.l start. All ofthe examples
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The double-stop bends at the end ofthe fourth bar should be played by
barring across the second and third str lngs with yourthird f i  nger. Using

a downward bending motion (towardsthefi  rst str ing) makes the bend
easierand helpsto keepthe pitch changeconstantacross both str ings.

) - t m  A m 7

Allexamples detuned by a semilone bul chords
and nolation are shown in slandard tun ng

Dm7

g
if

Alternate sixteenth-note picking should be used throughout this
example. lt's especially important to make sure that off-beat sixteenth

notes are picked correctlywhen theyfol low a t ied note;the A notes on
beatthreeofbarsseven andten should both beplayed with an up-pick.

J

$

', 
BY ??::

* B U
0-10 13{
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Accurate string bends are easierto achieve with threefrngers, particularly
when bending up a minor third (one and a half steps) as in bar six. l t 's a

good idea to practise phrases Iikethis byfretting thetarget notesfirst.
This wil l  help yourearto recognise the correct pit(h.

BU BU

:-----------:---
Am7
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Notice how the arc ofAnysley's picking hand widens in orderto
emphasisethe louder n otes. Aynsley a lso moves his picking hand closer

to the bridge for the f inal phrase (bars 8 through to 1l) to add addit ional
texture and dynamics.

: r -
Rf-
v-

Dm7

) = l2O 
Aml



ding behop
oNTHEcD !.rnacxses-eo

rul
R,This month. in the soirit of these difficult ti

Pete Callard looks at ways to get maximum
value from vour iazz lines.

we've looked at will work fine, butthere are
a couple ofissues to raise in relation to
minorll-V-ls. Because ofthe b5 in the II
chord (on Dm7b5, the note Ab), usinga
majorgthon theVchord (on G7, the noteA)
can sound alittle strange, as canthe r3th (on
G7, the note E). On a resolving lh we'd use
abgth andbr3th anyway (on G7, the notes
Ab and Eb) as in most oftle fragments, but
I've adapted the ones that don't.

For Example 3 I've taken the major 7
fragments from GTr64 andflattenedthe 3rd
in each one, leaving us with a series ofC
melodic minor lines that sound pleasingly
jazzy, although feel free to drop the zh to a
bzth (Bto Bb) ifyou prefer.

Example 4 finishes up with a few example
minor II-V-I lines produced by connecting a
selection of the previous fragments,
Remember, it's a matter of movingas
smoothlyas possiblefrom each fragment to
the nert - ideally no more than a tone from
the end ofone fragment to t}le first note of
tie next- andthebracketed notes at the end
ofeach fragment are connecting notes that
can be changed or left out, dependingon
where you wantto connectto.

Expe ment with constructing your own
linesfrom these fragments, and adapting
these and any other fragments to work for
other chord t1pes. Also, the minorand
majorll-V-l fragments we've looked at leave
you with all the tools necessary to construct
III-VI-II-V-I lines, so erperiment. We'll be
concluding this fragmentary approach to
line building next month. Join me then! li

lJ [athen than having to
learn lots of new stuff, why
not get more mileage from
whatwe already knowfl tt

lfrm
mes,

m
aoo Moderate

tNto wtLt- tNpRovr YouR
KEY:Cminor !ZSolorngvocabula!y
TEMPO: Various Z Hamonic lnowledqe
CD: TRACKS 49-60 tJaz phrasing

OVERTHE PAST couple of months we've
discussed the process ofbuildinglines and
outlining sequences by connecting one-
chord fragments. So far we've used our old
friend the II-V-I progression and
constructed l ines byjoining together a series
ofm7, domT and majT fragments, but this
approach canbe used on anysequence - it's

just a matter ofhaving fragments that
work for different chord tnes. So how
aboutoutlininga minor II-VI? We
already have domT and m7 fragments;
it'sjust a matterofworking in some
m7b5 fragments, but mtherthan
havingto leam lots ofnew stuff, why
notgetmore mileage fron what we
already know?

Minor 7 fragments can easily b€
adapted to work overa mTb5chord -
with manyofthem, all we needto do is
flatten the 5th (on a DmT,the note A
would become Ab), and for an1'thing
more scalic, flatteningthe 6th (on a
Dm7 the B wouldbecome Bb) gives us
l,ocrian *z (for moreonthis see
cT94, 44 and r4s), although those
that prefertheir tocrian mode
unadulterated need also flatten the
2nd (on Dm7, E drops to Eb).

For the V chord most of the domT
fragments we already have will work
fine, and when itcomestothe minor I
chord, we've got a couple ofvery
acceptable options: we can use the m7
fragments that we already have, but
we could also adaptthe major 7
fragments, giving us even more to
choose from. The major Tfragments
just need tohavethe 3rdflattened (on
Cmaj7, the E would become Eb,

leaving us with Cm(maj7)), andbyso doing
the morescallic major ideas will become
melodic minor. And if too much melodic
minoris a touch rich for your palate, it's a
simple matter offlattening the 7th (on
CmajT the B becomes Bb) to get the
Dorian mode.

We'regoingto take the fragments that we
looked at in GTr64 asourtemplate aswe
look atsome ideas for the chords that make
up aminorll-V-I in Cminor - Dm7bS, G7
andCmT. Example r takesthe Dm7
fragments from GT164but adapts them, as
above, to work for Dm7b5.

Example z features G7 fTagments. As
mentioned previously, most ofthe ideas

TIACI( [EC0[D For an introduction to bebop I'd say start ylth the pioneens, partlcularly alto-sax0phonlst Gharlio Parker (Vorv€ Jazz
Masters, lGn Eurns Jazz - Cha io Park0r), trumpeter Dizy Gillsspie (A tlight In Tunisia: lhe Veny Best 0f oizzy Glllespie), pianlst Bud Poyroll (The
AmazingBud PowellVol.l & 2). Themars severalgr8at 0ompilati0ns by 5(h'hard b0b0p'tenor playen Gann0nballAdderley you should also try.
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BtB0P: BUlLDltlG BtB0P tllltS

Example 1 features a series ofone bar minor 7b5 fragments, or motifs,
adapted from the minor 7 fragments covered in GT lssue 164.l've
flattened the 5th (A to Ab) in each ofthe examples, and flattened the 2nd
(E to Eb)in some (for a Locrian sound), but left  i t  in others (fora Locrian

#2 sound). Although all ofthese are for a Dm7b5 chord, it's important to
get used to playing them in every keyand to playthem in different places
on the neck.Also, remember the f ingerings are only there as a guidel ine-
explore every f i  ngering option to real ly get the mostfrom them.

[,4inor 7t5 Fragments

a)

E
B
G
o

E

E
B
G
D

E

E

G
D

E

E

G
D

E

m)

a r . - l t t )
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Here we have a series ofone-bar dominant 7th fragments for Gz Again
these are based on the fragment5 from GT164, although l've flattened
the 9th (A to Ab) in 2a,2e, 2k and 2m, and the l3th (E to Eb) in 2fand

20tofi t  betterwith the otherchords in the sequence. As previously,
they're arranged in order ofthe intervalwith which they start,  to make
connecting them easier,

Dorninanl 7lh Fragments

a)

E
B
G
D

E

B

D

E

E
B
G
D

E

E
a

D

E

p)o)m)

.J 
- l-l I
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BtBOP: BUlLDlllG BtB0P l-lllt$

Example 3 features a series ofone-bar minor T fragments forCmZ l 've
adapted them from the ma.i7 fragments in GTt64, flattening the 3rd (E to
Eb) to give a m(maj7)/melodic minorsound, although i fyou prefer Dorian

it 'sasimplematterof f latteningtheTth (BtoBb),andthenflatteningthe
6th {A to Ab) ifyou prefer Aeolian. As previously, they're arranged in order
ofthe intervalwith which they start,  to make connecting them easier.

Minor 7lh Fragmenls

a)

E
B

D

E

E
B

D

E

E
B
G

E

E
a
G

E

m)

a) J 
-_
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Examples4to 7 demonstrate a few ofthe many possibilities produced by
epplying this approach to constructing minor l l  V-l  l ines, and the original

fragments used are indicat€d.

2d)1 a )

O m 7 b 5

1s)
Dm7b5

1D
D m7b5

d

E
a
G
D

E
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Nick Hanper

performances

Singer-songwriter Nlck Harper is one of the UK's finest
acoustic stylists and solo performers. Stuart Ryan
looKs at unlque approach to playing.

father's music making
friends ftom averyyoung
age. Whenthose friends
included the legendary
luminaries such as Led
Zeppelin's six-string genius
Jimmy Page, The Who's
incomparable drummer
Keith Moon and Pink
Floyd's melodic maestro
Dave Gilmour, it was
perhaps inevitable that Nick
would go on to forge his own
career in music.

Harper exists in a unique
position of being a highly
individual singer-
songwriter, as well as a great
guitarist who's capable of
composing haunting
fingerstyle passages or
wigging out on an acoustic
'chops-fest' ifthe mood so
takeshim.

Haryer's guitar playing is
fascinating and full ofodd
tunings. His pieces are
markedby unusual chord
voicings, which are
sometimes coupled to an
aggressive guitar style.
Anyone who has seen him
play live will be aware ofthe
tdcks he employs in the
name of stagecraft, fTom
rapid de-tuning of strings
thanks to thebanjo tuners
installed on his guitar to his

I

#lvt

somethingto

oooo Moderate/Advanced

ability to replace a string whilst still singing
and playing! Antics like these, as well as
supreme musicianship, keep Nick's
audiences coming backfor more!

Otherwise Harper's playing style is quite
conventional, either using a standard
'pima' f ingerpicking paHern or sl rumming
to accompany his voice. On more up-
tempo ordrivingpieces he will employthe
percussive device of slapping the strings
with the picking hand in between strums or

KEY: GM
TEMPO: 115 bpm
CD: TRACK6l

7 Pi(king hand timekeeping
vClean chord fretting
lZ Dynamica

BEINGTHE SON oflegendary English
singer-songr.riter Roy Harper meant that
Nick Harper was surrounded byhis

oNTHEcD ! rnacx or

Get
moTe

re rn rd  i np  t  i n<

llltlSlGfd0dllcom"

News. Reviews.Tu t on
Semples.ForLrrag

Communjty

pickedpassages - essentially anlthing goes
in orderto deliver the song.

It is his music that sets him apat - listen
to something like The Magnificent G7, for
example, andyou'llbe struck by its unusual
chords and haunting melody. To reallynail
this style you need to be capable ofholding
do\arr a strong rhlthm with the picking
hand and have a very clean fretting hand in
orderto ensure all the chords ring out with
r r rd^ r ruuru  r r4 r  r t . j / ,

Of course there are other key twists to
the Harperstyle. The banjo tuners enable
himto alterthe pitch ofhis strings up or
down in mid per{ormance with only the
tlvist of a tuning peg (also check out the
greatAdrian Legg for this technique). In
addition, Harperoften adds processing to
his acoustic guitar sound so you will often
hear delay and chorus to enrich the tone
(also pioneered for acoustic guitar by the
late, great John MarBTr). A

ll Banio tuners enable him
to alten the pitch of his
strings up or down in mid
performance, with only the
twist of a tuning peg ll

TIACK REC0RD Nick'sf rst appeqrqnce onJecond was on his father noy fiarper's seminal album lfhatever llappened T0 Jl|gl|la fnom way
back in 1985. His own dcbut alburn was Seed (1995) and fora luitar only' perspective check out Instrumental (1999). Alternatively, some 0f
his best s0ngscan befound 0n the very l0vely llarperspace (2000).
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{Bar l lThereare r inging f ingerpicked chords throughoutthis one. [4ost
ofthem will not pose a challenge but watch out for the intricacies in
thi5styleof playing;thesl idein bar2,forexampleasyoushift fromone
chord posit ion to another- al l this needs to be smooth and in t imel
lBarSlThe hammer-on halfwaythrough beat 1 needsto be smooth
and playedwith sufncientvolumeso i tblends in wjth everything else.
Hammer-ons can often end up too loud or too quiet, so work on your
dynamics herel

lBar 151There's nothing too tr icky here but don't  fal l  into the trap of just
being adept at a 5equence such as'pimam'-you need to beabletoplay
any pattern completewith string skips or different rhythms.
lBar l9l  Here's quite a'big'chord to get u nder your f i  ngers. Be careful
with thisvoicing because, as the str ing tension is higher atthis end of
the f ingerboard you' l l  need to apply enough pressure to make sure
everything r ings out. Watch outthat thefourth f i  nger on the third str ing
doesn't  accidental ly mute the open second str ing!

) - tt, G sus,vD Gmaddl l /D C9sus4

CGsus2

Gaddg

Et6/9i11no3rd

C6/9sus4

Dnaddl l

Gsus2sus4

F5add11

Etmaig#l1nosrd

C6/9add11

D

D

D

D

D

o

o

G

D

.) a - . -::-/ - t_l_lJ

- l --1 | T-t'-! - T-_-F!

ffi -- +r+a -l-

a JL t t + t l
, _,1 J I

- - - t-

ry -l' H--_1-"'r 7 
----;t-1 |+

- -  f?
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lBar 231Here's a riff-based idea foryou to practice yourstfumming on.
Try to add some dynamics in as well.There,s some slightly awkward
fretting -the sixth and fifth strings are both fretted with thefirst finqer
IBar 26]Continuing with the r i f f  idea, I  have added some more f inqe-rinqs

so you can try and plot the most logicalway ofgetting through this
section. Be carefulwith playing this low on an acoustic, though i tcan
easi ly sound muddy. General ly, the higher gauge str ings you employ the
muddier i t  qet5l

Dm Ebsus2

D

D

o

D

G
o

o

D

o

Dm Ebus2 G 5 Dm Ehu32 F66us2

F6sus2 Gsu62 Ggno3rd Gsus2 F6/9 G9n03rd

d C,+4t '+t f ,T
a . a t t t ' a +

,q "- + I
' =  r ,  t  d 4'+ 4'+ 4'q q +

1 . f , t ' a t a
+  +  I  I  + ! 1  1 1
t  +  a  e  J t +  c  1

. J t + + 4 4
7 l A A d o d 5 3 o
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Teaching Diplolna$mr
' The Registry s MervYoung looks at the fretboard

knowledge and discussion components of the new
DipLCM(TD), Diploma in Electrlc Guitar leaching...

oooo Moderate/Advanced
Locrian scale, melodic minor scale - in all
keys over tlvo octaves: e) Major. minor. major
lh, minorzh, dominant 7th, diminishedTth
arpeggios in all keys over tlvo octaves.

Chords: a) All majorand minorchords in
five different ftetboard positions; b) All mrnor
zth. nrajor nh and dorninanl 7h chords in
three different fretboard positions; c) All
suspended4th, augmented 5th, major 6th,
minor 6th. diminished -'th. major 9th. rninor
9th, dominant 9th chords intwo different
fretboard positions.

The scalesand arpeggios should be played
ascending and descending, without a pause
and without repeating the top note. Multi-
positiol scales shouldbe played in the same
octave wherever possible. You should be
plafng the scales at approximately 152 bpm,
andthe arpeggios at approximately 12o bpm;
that's playing two notes perbeat.

Asthis is ateaching diplorna you are
expected to be able to devise youl own
fingerings forall ofthese; you won't lind any
scales, arpeggios orchords notated inthe
syllabus. Also do rememberthat you'll be
expected to playthese accurately, fluently and
conidently - this is a diploma after all!

The ability to reproduce scales in different
fretboard positions is ofgreatbenefit in
developing knowledge ofthe guitar as well as
for developing your ability to move around
the neck confidently.

Frcm a teaching perspective the
intrcduction of different shapes and positions
can leadtosome useful discussions and
variations in playing styles. For instance, you
might playanADorian modal scale (seeA
Do an scale position t). However, the same
notes could also be played using another
shape (seeADorian scale position 2).

Try to considerhow each shape might lend
ilselfto a particular technique or style of
music. You might prefer the second shape to
help your pupilsdevelop some faster scale
runs by using economypicking techniques.
Alternatively, you might prefer your pupils
using the first shape, to slowthem down a
little ifthey automatically hit 'shfed' mode!

Similarlyyou lravetobe able to reproduce
rrrajorand minorchords in five different
positions, sothink about how you can utilise
this in yourteaching too. For instance, you
might elect to play a c major chord using the
fivepositions we have illustrated for the G
majorchord.

Although some ofthese shapes might be
too awkward for your pupils you might want
to introduce one ortwo ofthem to develop
some variety, especiallyifa song calls for a
number ofbars with thesame chord.

If some ofthese fingerboard requirements
are new for you then do remember that you
are prepa ng for a teaching diploma, so think
all the time about how tle concepts anc
approaches that you are learningabout can
be applied directly to your teaching.

Dtscusst0r{ sEcTr0rl
The discussion partofthe exam isthelast
section andwill be adiscussion betweel
yourselIand the examiner on any issues
arisingfromthe previous sections. As wlth
the presentation section that we looked at last
time, thefocus herewillbe on thestandard of
pupil you selected to teach in yourlesson
component. So don l worry about being
grilled on the finerpoints ofGrade 8 ifyour
pupil was ofGlade z standard! You may be
asked to clari$ or expand upon somelhing
you said or did earlier in tbe exam, orthe
examiner mayaskquestions on aspects of
teaching that haven't been fullycovered in the
previous sections. Although being questioned
in thiswaymay seem abit dauntingto some
people, do rememberthat being able to
analyse and respond to questions relating to
howyouteach will give you a much deeper
insight into your ownteaching andwill,
therefore, irnprove how you actually teach.

Let's takc a lookat someexamples oftbe
tJpe ofquestions that might be asked.
Rememberthat the main focus ofyour
response will be the standard ofpupilyou
taught in the lesson component.

Firct, canyou explain your approach to
teachingaural skills? For a pupil around
Grade r standard you might start by playing
or clapping simple rhlthms that they have to
play or clap back (see rhlthm repetition

QCAINFO
The Qua lificatio ns a nd Cu rricu lum Authority!
(QCA) accreditation procedure places these
diplomas on the Nationa, Qua lifi(ations
Framework.This means the OipLCM(TD) is
equivalent to thecompletion ofthefirstyear of
an !ndergraduate degree, the ALCM(TD) is
equivalenttothe second year a nd the LLC$1(TD)
is equivalenttothefi nal year

rltg wru. rMPRovE YouR
KEY: Vaiious '|Abilitv to tead ouitar
TEMPO: Various tl lJ ndeEtandin g ;f grades
CD: No CDtrack ti Musical awareness

IN OUR FINALlook at this diploma we're
goingto explorc the rcmaining two sections:
'fretboard knowledge' and 'discussion'. For
the fretboard knowledge section ofthe exam
you maybe asked to play from memory any of
the following scales, arpeggios and chor.ds:

Scales and Arpeggios: a) Major scale,
major pentatonic scale, natural minorscale,
minorpentatonic scale, Blues scale - over
three octaves in keys ofE, G and A, and also in
all keys overone octave in 6ve different
f ngerboard positions; b) Harmonic minor
scale, Dorian scale, Lydian scale, Mixoiydian
scale - in all keys over two octaves in two
different ffetboard positions; c) Chromatic
scale, whole-tone scale, Phrygian scale,

THAMESVALLEY I,JN

&
IVTRSITY

DiPlorna of the

London College of Music

4

D^,r,.il0REll{F0TheRGTolfersjidlyaccruditodcxamsinelectricguitatbassgulta[aco||stlcguitaraswollasthes€electricguitartsachlng
*)':;,+ diplomas. A llst of r4iste r{d tutons is also available 0n th€ mT website. You can download a free infomation bo0klst and syllabus giying

you all the dstails you need on the teaching dlplomas and othor f,GT 0xams at uww.ml.org.uk
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will provide them with a big confidence boost,
but it's good to have a variety oftactics at your

have the advantage of placing your student in
a situation where they have to perfom under
a litde more pressurethan usual.

Ifyou teach in groups then you have plenty
of opportunity to develop confidence skills by
involving weryone in a perfomance. Thrs
could be a rehearsed song or an ad-hoc
jamming session. Again try recording this if
you are able to so your students have a chance
to criticise and analyse what they did.

How about performing a rhythm or lead
part from sight as a means to develop some
playing confidence? Remember this is an
integral part of the RGT electric guitar grades
so see how your Grade 3 pupil copes with
playing our example of a Grade 3 rhlthm
chart with only about 3o seconds of
preparation time (see example). What
feedback would you give your pupil if there
were errcIs in this? How would you ensure
this feedback encouraged them and didn't
demoralise them?

ll{TEREETtllG S0r0S
What tips would you give your pupils to make
their solos more interesting? This is
something that most ofus are trying to do
with our own playing a lot ofttre time, so
maybe you'll want to draw on your o\,!rl
experiences here to offer some helpful
suggestions. For a more advanced student ol
say, Grade 6 ability how about encouraging
them to improvise using a selection of
one-octave scale shapes rather than the
tlvo-octave shapes that we all seem to fall
back on time and again. Or ifyou have a pupil
of around Grade 4 or 5, make sure they are
comfortable wit}I some two-octave arpeggios
and then see ifthey can incorporate them into
a solo in some way. Would you get them to
use arpeggios all t}le way, orjust over
particular chords? For the diploma exam, and
for the benefit ofyour own teaching, make
sure you can explain and justifr your
reasoning all the time.

Well that concludes our look at the
DiprcM(TD). I know many teacheF use GT
and other readers would like to teach. So I
hope you ve found it useful and I wish you t}re
best ofluck as you prepare for the exam ! I

then yOU haVg plgf$ Of disposal. rry recordingvourpupil plaving a

oppontuniu todevoiop skiils liil,ii'l;li,i"TJ,lf"i:ft:J""1il:ffi1'
by involving everyone tt

ll lfyou toach in groups

example). Maybe tie this in with developing
your pupils' music reading skills by getting
them to clap the rhythm whilst reading it
from a flash card. Ifyou teach small groups,
try getting one ofthem to clap the rhythm
whilst the others try to play or clap it back.

Ifyou are focusing on teaching pupils of
Grade 3 or 4 tlen maybe you could encourage
them to wolk out relatively sirnple solos or
chord progressions from songs.Ifso, then
what advice do you give to make this process
easier? You might start by playing some
major or minor chords and seeing if they can
identiry them as major or minor, Or do the
same with a natural minor and rnajor scale.
How do you explain the major and minor
sounds? Happy and sad? Light and dark?

Second,how would you developyour
pupils' confidencewhenperforming?
Hop€fully the experience ofhaving lessons

E

D

E

E

o
D

E

ers
o

E

o

I J-:

lune 2009 Guita.flbclmiques 89



2

:

?
-
!

:

WHAT oUR RATINGS MEAN: ***** Buy if **** Exceltent *** Good ** Averaae * Bin it!

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

never managed to reach the
statusthat hetrulydeserved as a
performer. His'70s band Any
Trouble was tipped for the top
but neverquite made it. Maybe
this'best of 'compilation wil l help
to set the record straight. Clive
has an easy singing style, a bit l ike
.JamesTaylor at t imes, but with an
undeniable Brit ish qualityto his
phrasing and lyrics. He hasa
relaxed guitar playing styletoo,
both on acoustic and electric, but
with occasional f lashes of
flamboyance. Check out the solos
on Antidoteand Comfort AndJoy,
plus the acoustic work on
Fingerless Gloves and the moody
Feathers.

IHE BTOOfiEADS
STARING DOWN THI BARRII.
Blo.khe1d ****
Whatdoes a great band dowhen
it loses a chari5maticand unique

front man?Well asfarasThe
Blockheads is concerned, it picks
itselfup and carrieson asnormal
unti l i t all comes right again.And
with Staring DownThe Barrel it
looks l ike that has actually
happened.With mostof the
original band sti l l  intact
(including Chas Jankel on guitar
and Norman Watt-Royon on bass)
and lan Durylold mate, Derek
Hussey, taking on the leadvocals
and lyrics, this is an entertaining
album full ofserious social
commentwrapped up in a
comical blanke! soeven the
nasty revelations bring on a smile.
We've already heard tracks
gefting BBC radio airplay and
with DJ fans l ikeJonathan Ross

(Radio 2)and PhilJupitus (6
lvlusic, and who also occasionally
guestswith the band live), we
hope they get some deserved
suc<ess. lfyou fancy a delightful
musica I interlude then thisfitsthe
bil lnicely.

THt WHO
LIVE AT THT ISI.E OT WIGHT
tESTrVAt 1970
Eogle Records ****
Yes,this is the classic performance
from the band, already released
on DVD and BluRay, so it's now

possibleto have a complete set!
Roger Daltrey is bri l l iant and the
band is performing as well as
youd expect, although lCan't
Explain features some overly
manic and inappropriate
drumming from Moony. Even
without the visua I element this is
sti l la stunning performance, full
of excitement and power with a
good selection ofsongs, although
theTommy section naturally
dominatesthe setas it did around
that t ime.This is particularly well
done and again one has to marvel
at the sheer diversity of
Townshendl chord work. No one
hasever bettered his abilityto
produce so much melodyfrom
chords in a rock context.The
production quality is great so
close your eyes and you could
almost bethere!

IHE BIZETS
31ST FttUNG
www.my s poce.com/t he b i z et s
* * * *
We receive many CDs from
upcoming bands but occasionally

JOHNMARTYN
MAYYOU NEVER
lsland *****

This anthology has been
released to mark the death of
John Mar tyn  ln  lanuary  and,
as such, does the man proud.
The materia I concentrates on
lohn's early to mid career
period and it 's amazlng to

noteJUst how many classic songs emanated from around
this time. As well as the tit le track, the CD revisits tunes l ike
Solid Alt B ess The Weather and Head And Heart - a I of
which eft an inde ib e mark on those outer fringes ofthe
Br,tish foll scene tl-at the man made his own.

Natural y, it 's easy to mourn tracks that didn't make the
compilation and the decision to include the covers of
Singing n The Rain and Overlhe Ralnbow might faz-^ a few
fans. But being given another chance to hear the agonisingly
beautifu Small Hours, reputed y recorded in the grounds of
Peter Gabrle 's Rea World Studios in Box at the dead of night,
makes us more than wil l ing to forgive anythingl

different acoustic slide version of
Gnarls Earkley's huge pop hi!
Crazy. Surrounded by great
players (including the amazing
Robbie Mackintosh on guitat
who works in John Mayer's main
stage band), Aynsley has
produced a first rate album full of
heady tracks including Running
On Empty,What's lt All About and
the blistering Sugar Low.
Peppered with great riffs and
some corking solos - mainly
played live jt's a great showcase
for a fine Eritish performer.With a
tour ofthe UK scheduled for April
and May, you might just have
time to see him play near you!

CLIVE GREGSON
THt BEST 0I...
Gregsongs ***
Although he's an accomplished
singer-songwriter, Clive Gregson

AYNSIEY TISIER
TQUITIBRIUM
H0tman ****
Our homegrown blues guitarist
and singeris backwith hisown
vibrant and refreshing take on
blues-rock. His playing is as vital
as everand hecan certainly
write and vocally deliver a good
tune as this collection clearly
demonstrates - all but one track
being self-penned.The
remaining track is a very
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something really stands out from
the crowd.This is the case with
The Bizets, an indie trio from
Southampton.The Bizets are:
Jonny Moody (guitar and vocals),
Aaron Scrivener (bass and vocals)
and Russ Parker (drums). With
31st Feeling they have brought us
ten varied songs, wellconstructed
and beautifully produced. Jonny s
playing is t ight and musical and
the bandl music sounds fresh
and vibrant. Confident, upbeat
and exciting, this is something to
make you smile and encourage
you to get offyour bum and play.
These guys know what they want
and have the means to achieve it.

TONY COX
AUDIENT
AD ***
TonyCox isa South African
acoustic guitarist who currently

lives in Johannesburg. He's
become something ofa legend in
his home country but is now just
beginning to breakthrough in
Europe and Canada. Audient was
recorded live at the National
FestivalOflhe Arts back in 2007
and, as such, isa perfect
introduction to the man's work.
His style is diff icult to sum up; on
the album's opener, Bush
Telegraph, he treads a fairly
traditional path - all ambient
chords and subtle fi ngerpicking.
But it s trackfour where we begin
to see the realSouth African
guitar influence show through,
andthis iswhereTony's
personality really starts to shine
through.The album also has two
cover tracks on it; Henry Mancini's
Baby ElephantWalk, which give5
us the impression that the
Australian geniusTommy
Emmanuel has left his markon
Tony somewhere along the l ine.
The other isThe Beatles'Lady
Madonna, in which he somehow
manages to keep that bluesy
Mccartney piano riffgoing allthe
waythrough. No easytask!We
hear there areTony Cox gigs
forthcoming in the UK this year
watch outforthem.

CROSBVSTILLS
ANDNASH
CROSBY 5TILL5 AND
NASI
Atlanlic Recotds *****

An improrn ptu perfofmance
of Stephen Sti s'song You
Don't HaveTo Cry at a party at
Mama Cass E liot's house

revea ed a voca chemlstry from David, Steven and Graham
that just couldn't be ignored. Their musical approach was far
removed from the generaltrends in 1969 where bands
do r  i 1a -ed  and  l h^  n -  !  p  og  e5 )eod ' rogo thed .  o  I  e . l

songs varied from the atmospheric Gu nnevere and the
complex Suite: ludy B ue Eyes to the radio friendly pop of
Marrakesh Express, with each song written by a different
member. lt was the exquisite b endlng ofthe three very
.d iv 'dud l  vo i . r . (  r  hd  rndde I  h i (  \LCh a  good dea l  dnd ' l
created a h uge impact on the American muslc scene that
followed with the ikes oflackson Browne, F eetwood Mac
andThe Eag les .  t  s t i  I  soundsf reshandv ib ran t today .

I

JEFF BECK
PERFORMING THIS WEEK...LIVE AT RONNIE
SCOTT'S
EagleVisian *****
This timely DVD release is 9reat, as there is
Drecious l itt le ofJeff Beck on video. Here we
get a chance to see his unique playing style
and although some ofthe guitar close-ups
are shot in shadow there's still plenty of stuff

to pickupon, particularly the use ofthe whammy and
bottleneck.Vinnie colaiuta is simply stunning on drums,
Jason Rebello does a finejob on keyboards and we also get
a bit ofglamourthrown in by virtue of bassistTal Wilkenfeld.
She offers a real visual contrast from the wellestablished
9uys, with a smile that I ights up the room - oh and she's a
tasty bass player tool Check out her solo on'CauseWe've
Ended As Lovers.This well-conceived set is predominantly
instrumental and it featu res some ofJeff's best known
tracks. Joss stone, lmogen Heap and Eric Clapton make
guest appearances/ whi€h helps to keep up the
entertainment factor. This DVD is by farthe best way to
enjoy this very special gig from one of Britain's genuinely
legendary guitarists.

TUCINDA WIttIAMS
I.IVE FROM AUSTIN TEXAs1989
NewWest ****
Although enjoying a newdegree of
acceptance in 1989, this performance saw
Will iams in the comfort zone of a small band.
With that heavily accented vocal, her appeal
is an acquired taste. But she can certainly
write good songsthat give guitarist Gurf

Morlix the opportunity to shine. He is quite bri l l iant here,
showing taste and restraint throughout and offering a
good demonstration on how versatile aTelecaster can be
with a bit ofdrop D tuning. Much ofthe material naturally
comes from her eponymous album released the previous
year, and includes the singles changed The Locksand
Passionate Kisses, both of which received good airplay and
thus introduced Lucinda to a wider audience. Crescent City
is particularly good to watch. lfyou l ike great country you'l l
certainly enjoythis DVD.lt 's also a good wayto pick up
some cool country l icks. Lucinda appears at the Cambridge
Folk Festivalat the end ofJuly so check her out thenl

AMERIO
I.IVE IN CHICAGO
SoundSfoqe ****
lfyou're thinking of putting a guitar duo
togetherthis DVD could be invaluable.
Gerry Beckley and Dewey Bunnel have
reunited as America for a memorable
performance.The pair playing black jumbos
reminds us of the early Everlys, but America

has a very different harmony style. Ventura Highway, I Need
You and A Horse With No Name, are obviously featured as is
You Can Do Magic, which made Number One in the US. lt 's
mainly strummed guitar and a few licks from the band.
Beckley also plays keys during the show but it 's Mike Woods
on lead guitar who occasionally steals the l imelight. Henry
Diltz guests on banjo and Christopher Crossjoins them for
Lonely People.There are lots ofgood songs and informative
interviews with both Gerry and Dewey. A great packagel
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Post your playing posers and technicalteasers to me,Theory
Godmothet GuitarTechniques,30 Monmouth Street, Bath, BA1 2BW,
or email guitar.tech6futurenet.co.uk. Your wish is my command. . .

E( Goes Green?
Dear lheory Godmother
A while ago I came across a
picture ofEric Clapton playing
a green Fender Strat and at the
time I made a mental note that if I
could everafford a custom guitar
ld have one in that colour NoW
thanks to a windfall, I've reached
the stage when lcan goahead
and put my plans into action.
Trouble is, lcan't  remember where
lsaw the picture and sofar my
research has led me nowhere.
None ofthe shades ofgreen
currently on offer seem to match
the picture I have in my mind.

Do you by any chance know
about the guitar? l 'm sure i twas
a Fender and the picture was
from around the late'80t or early
'90s. l  d be gratefulforany help
because this is the only thing
stopping me from pufting in the
orderfor my dream guitar!

Dove

I would imagine that the guitar
youte talk ng about was onc ofthe
very early Eric Clapton s gnnture
Strals f tom around l98B As far as I
can  t e l ,  E rc  had  t h reeo f t heed fy
model5 - coloured red, pewter and

green. The red one was'Fefi  arl  Red'
and lhe green one wa5 known as'7
Up Green'beaause of tr  resemblance
to the / Up solt  drinks lvery. Each ol
these was a'spec a ordeffor Eric and
believe only the pewter variant made
it through to aaiual pfoduction.

temember the green one in
part ic! lar because t was sold as part
of theChrlst les sale n 1999,which
saw Eric sel l00olhstreasured
guitars for the Crosyoad5 Foundation
charity. l took part in doing some
photo research tor the sale and 'm

pretty sure the green gLritar was
among the lnstruments that were up
lor auction on that occasion

Looking around now that
panicular colour seems notto be in
the cLrrrent Fender chart,  but a1l ls not
lost because Fender have feleased
anolher C apton Strat in green which,
as lar as my memory can recall, is as
near as damm t to the origlna .The
colour s refefled to by Fenderas
'CandyGreen and the rcoourcode
i s87 l . l t h l nk tha ta  l you  can  do  s
contact the Fender Custom Shop via
the website (wwwfender.com) and
a5k iFth s partcuarcolour is avaiab e
as  a  cus tom fn  sh  f t heyknow i t s fo r
your'dream guitar 'you might just get
a result. Good luck!

Downside Up
Dear Theory Godmother
This might seem a bit ofa strange
question, but does it really matter if
you choose to play a chord with an
upstroke or a downstroke? ltlthe
same chord whicheverway around
you play it, but a lotofbooks seem
to be incredibly pedantic about
transcribing chord accompaniment,
whereas l thinkyou should play i t
as you feel it and not really be too
bothered ifyou want to play ups
or downs.

Mike

ln genera ld have to say that I don't
think i t  would makean awful lot o[
difterence fa chord were played from
the bass or treble side most ofthe
t me, that is. Obvlouslythefe are some
guitar parts which cail for some fa rly
specific picking manoeLrvres and
these would have to be observed if
you wanted yourvers on to match
theo rg lna

I suppose i I  depends on varous
different factors - how fast the chord
was to be payed, for example. lf you
lookat Example I,you' l  see thatal l
chord'strums'are basical y some sort
of an arpeggio and the'up or down
ofthe 5 iuat on would be rendered

more noliceable it the chord was to
be played at slower speeds.

Then there's the question of
dynamics;a downstroke w otten
sound s lght y louder natural ly
because theweight ofyour hand
s aided by good old gravityas i t
sw ngs downwards to produce a
stroke. Upwards, the oppos te s
true; lurthermore, upstrokes tend
to occur natural ly on the weaker
part of the beat (see Example 2) and
are usually less dynamic than their
countefparls.

So real ly, i ts case ofsaying that
while there rnight not appear to be
too much of a differenae in actual
pract ce, the sl ight variat ions in note
order and dynamics sti have to be
taken rnto account.

lf 4 were 5
Dear Theory Godmother
I saw something in a transcription
recentlythat has been worrying me
a bit and lcant seem to sort it out
in my head.The music in question
had a rhythm partthatwas'a
series of con5ecutive fifth chords'
according to the performance notes
that accompanied the tab, and yet
the notes concerned I worked out
to befourths and notfifths. I might
be gettjng really mixed up here,
but surelythe intervalofA to D is
a fourth and so how can it be'D5'
as noted in the music? Fora start,
youd have to have a D in the bass,
wouldn't you?

Acldm

Wl'lat we have here is a case of
interval inversions, Adarn. lf we take
the notesAand Dand lookat their
posit ions ln the D sca e, lefs see what
nappensr

D E F # G A B C # D
1 2 3 4 5 6 7 1

As yo! can see, there are two ways
tnat We can meter the drstance
between these two notes tak ng
the root note D as a starting point

ii How we do one smoll thing, like hold a pick, is how we do all
the small things that we do, because our approach to that small
thing is the appraach to another small thing. And all those small
things taken together is how we live our life. lf someone comes to
you, or me, or someone else for guitar lessons and they say,'come
an then, show me how to hold a pick,'what they are actually
saying is,'show me how to lead my life.'But, that's often not what
they bel ieve is the question that is being osked... l l

a Example tract talen
lrom lalking cuitars by
David Mead, publlshed
by Sanctuary, ISBN:
t-86074-620 9.
Pr lcergg.gg (UO,
$14.9S {USA).
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A B C # D E F # G # A
1 2  3  4  5  6 7 1

A major T, B minor T,C# minor 7, D
majot 7, E7 , FI minot 7 and G# m7b5
are thechords.l fwe lookat the notes
in the chord based on theVllchord
wefind these:

G#m7b5 = G# B D F#
1 b3 b5 b7

Can you see the similarity here? lf
You take the rootG# away,you are
left wth the three notes from the
exerciSe you're wofking on.You said
that all ofthe arpeggios weTe over an
A bass and so, in thecontext ofthe
music, the notes D F# and B would
represent a rootless G#m7b5 and all
is well.l'm befting that, despiteyour
concern5, the exercise actually sounds
fine, whereas iftheyd have actually
made an error itwould probably
sound ike a bitofa train wreckl

Iurn 0fIhe Screw
Dear Theory Godmother
Could you tell me whatthe six
screws across the top ofmy
Epiphone Les PaulS pickups are
actuallyfor? Someone in the shop
lbought it from told methatthey
were for adjusting the volume of
each string, but I don't want to
leap in there with a screwdriver
and damagethem accidentally. So,
before lstartto frddle, could you
advise me, please?

Stephen

The screws are foradjusting the
height ofthe pickupipo e pieces in
reation to he stf ings.In the 1950s
stling gauges were heavier than
they are todayand itwas common
to 6nd a wound third on an electric
guitar Fender, in particular, would
compensate for the volume
produced by the differing thickness
ofstring by setting the pole pieces of
the pickups at different heights.The
thlnking here wasthat it would give a
more ba anced outputtothe guitar.

G bson included a measure of
adjustment on their humbucking
pick-ups, too, by providing screws
alongoneside so thatthe same
effect could be brought about.The
theory is that the closer the string
is to the magnet the higher the
output 50whoevertold you it was
foradjusting the volume of each
string wasnt far offatall. Sofeelfree
to experiment with care - but beware;
sloppy use ofa screwdriver can easiy
result in scratched pickup coversl

Visit wwwdavidmead.net for more
information about David Mead

Example 1

Example2

Example3

b(ample5

,m
t rurofla rs at
I nu$CTadarcom-
I  N"*r .R""*- t -* ,

D
l

I

E
2

G
5
TI

and workjng upthe scale to the A or
counting upwards from the A to the
D at the top ofthe sca e.

the root D is actually being played
by the bass player (Example 4).This is
by no raeans an Ltncommon thing in
guitar accompaniment parts or even
riffs. fyou thlnkabout it, the most
famous gultar riff on earth,'Smoke
On The Watef uses inverted fifths n
ts nfiol

Ihe lost (hord
DearTheory Godmother
I was working through an exercise
recently that comprised playing
arpeggios based on the diatonic
chords in A major up and down
the fretboard.When lget totheVtl
chord, however, l'm sure they've
got itwrong. Allthe arpeggios were
overan A bass, which the text said
would help myear identirythem al l

as being related to the tonal centre,
butthe notes in the musicforthe
Vll chord were (bass to treble) A,
D F# and B, making it, at best, a c
major seventh over A.

As far as my knowledge of
theory goet this chord should be
a G# chord as the key signature
ofA major is three sharps: F#, C#
and G#. So have you any idea what
they mean bythis? Havethey got
atwrong oram I misunderstanding
something?

Atan

Okay,l think I know what's going
on here, but let! start frorn the
beginning. Lets look at the four note
chords in the key ofA major Gee
Example 5):

F #
3

B
2

c#
3

From D Awe find thatwe havea
ifth, whereas if we begin from the
A,wefind thatwe have a fourth (see
Example 3). On both occasiont it3
the same two notes. butlwo different
intervals and this is whats known
as an inversion'in muslc-speak. Every
interva has an inversion that can be
worked out in the same exact manner

5o, in your originai example, i ts
l ike ythatthe A and D notes are
forming a D5 as the music says, but

Example4

An 'inverted' D5
rhythm part - it's
llkely that the bass
player would be
playing a low D
underneath...
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