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|6 HOW Tg) USE
GuitarTechniques

Turn to page 16 to learn everything
about GT's tab and notation
system, and really get to grips

with the players in this issue.

24 |EFF BECK

B Let Me Love You

We dissect lead and rhythm parts for this
stormer from Beck's groundbreaking Truth' LP

- CDTRAC
7 Intro

8 Full track
9 Backing track
|0 Backing track

36 NICKELBACK

# Too Bad

Fast becoming the band of 2002, Nickelback
are high in the US charts with this rocker

GRS

|2 Tuning notes
13 Full track
14 Backing track

40NIRVANA

B The Man Who Sold The World
Grunge for sensitive doods — learn Nirvana's
classic Unplugged version of the Bowie song
" CDTRACKS 14 :
[4 Intro

|5 Full track

|6 Backing track

|7/ Backing track

Aussie acoustic wizard
Tommy Emmanuel
hosts a masterclass

on page 46.

46 TOMMY EMMANUEL

B Acoustic masterclass
GT's fingerstyle maestro Eric Roche collared
Tommy on his recent US tour to hear him
explain some of his amazing technique
. CDTRACKS 1827

|8 Intro 23 Example 5
|9 Example | 24 Example 6
20 Example 2 25 Example 7
2| Example 3 26 Example 8

22 Example 4 27 Example 9

52 CROWDED HOUSE
B Weather With You

A bona fide pop dlassic from the early '90s,
and guaranteed to make buskers rich!

28 Intro

29 Full track

30 Backing track
3| Backing track

62 PIERRE BENSUSAN

B L’'Alchimiste

The French fingerstylist joins GT for one
month only and here explains how to play his
own track, ‘UAlchimiste’

. CDTRACKS 32
32 Full track

|8 ROCK GUITAR MADE EASY

This lesson, we lock at using the Major pentatonic
scale in solos

85
4 Intro

5 Full track and lesson

Davey Graham,
originator of

70 ROCK MUTATIONS I |

Put some trickiness in your rockiness by using the
harmonic minor scale. Quch!

35 Intro
36 Full track
37 Backing track

80 COUNTRY
How to play classic string bending licks
< " " =

§8 Full track
39 Full track
40 Backing track

84 BEGINNERS

Tumn a tired | 2-bar into a hip jazz blues
with this easy step-by-step lesson

42 Full track
43 Backing track

90 METAL

Strengthen those fingers with
this vibrate workout

38 Intro
39 Full track
40 Backing track

Pierre Bensusal
joins GT on page
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EEZTE BRIGHTON BEAUTIFUL

GT's recommended gigs
over the coming weeks

HLENNY KRAVITZ
LONDON Wembley
Arena (Jun 17)

HA

OXFORD Brookes
University (May 27),
CARDIFF University
(28), London Forum (29)

W JEWEL

LONDON Royal Albert
Hall (May 27 & 28),
MANCHESTER Apollo
Theatre (29)

B BREEDERS
GLASGOW QMU (May
29), MANCHESTER
University (30),
LONDON Astoria
(June 1), LONDON
Mean Fiddler (2)

B ASH, ROBERT
PLANT, CORAL,
CHARLATANS,
STARSAILOR...

ISLE OF WHITE, Seaclose
Park (June 3)

B NEW ORDER
LONDON Finsbury Park
(June 9, with SFA, Echo
And The Bunnymen),
MANCHESTER Qld
Trafford Cricket Ground
(Jul 13, with Doves,
Elbow)

B MARTYN TAYLOR
LONDON Ronnie
Scotts (Jun 10-15)

H JOHN MARTYN
LIVERPOOL Neptune
Theatre (Jun 17),
LONDON Jazz Café(24
& 25)

H PRIMAL SCREAM
LONDON Shepherds
Bush Empire (Jun 19 & 20)

B ROGER MCGUINN
BRISTOL Colston Hall
(Jun 20), CARDIFF Coal
Exchange (21), LEEDS
City Varieties Music Hall
(24), SALFORD Lowry
Centre (25),
SOUTHPORT Arts
Continued Page 8 =

BMM gears up for a summer of ROCK!

THE BRIGHTON INSTITUTE OF
MODERN MUSIC is running two summer
schools in coming months. They've also
announced that GT’s Phil Hilborne has
joined BIMM as a visiting faculty member
to teach and work on their curriculum.

The first event is the Kerrang Summer
Slam (Aug 12-15), a four-day riff-fest for
players who want to unlock the secrets
of heavy music. Tutors include Phil
Hilborne, Ace (ex-Skunk Anansie),
Martin McCarrick (Therapy?) and
BIMM’s own Bruce Dickinson (once of
Little Angels).

A week later, BIMM hosts its own
Festival Of Blues, Rock And Jazz (Aug
19-22). This is aimed at intermediate/
improver level plavers who may be stuck
in a rut. Phil Hilborne is there again,
as is Neville Marten (Guitarist)
and Chris Helme (ex-Seahorses).
Subjects include scale
knowledge, improvisation and
playing in a live band situation.

Price for each course is
£399, but if you mention
Guitar Techniques when
booking you'll get a
whopping 20% discount!
BIMM is situated at 7 Rock
Place, Brighton BN2 1PF,
Sussex. Tel: 01273 626666.
www.bimm.co.uk

GT’S Phil Hilborne (below)
is one of the featured tutors
at BIMM this summer.

brightan instirute
ofF mbdern music

OCTADIGITAL DOODLE!
It's biues Jim, but not as we know it! This lictle
octadigital doodle should while away a few
minutes. The left hand’s playing standard
pentatonic shape but the right hand! Well,

TRACKS

| B2002 Widdie Music

Be a guftar genius n under 60 Seconds.’ you'll soon get used to it! Dave Kilminster ;
s 2 4 1 24 % —~
TRl T B o 5 T 4 :
T T 2 1 1 2 2 £ 2 1 T.Tk X 5
A frefad TTy ToTTTT il iy A [ T gliss vib_
1 P o W R 0 | S X = i i
e R i T oy
e = ——] I —_ &S ' T .
E 10-13—16-17-20-17-16-13-10
B i 18-15—-14-13-10-13-14+—15-18-15—-14-13-10
G- 17-14—13-12-10-12—13-14-17-14—13—12-10 R
E TAB 1210
E

D minor anything!
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THE TONE ZONE

The gear secrets behind the
greatest sounds in guitardom. ...

Eddie Van Halen

e 7 THE GUITAR TONE from the first

. brace of VH albums is oft lauded, in
rock circles at least, as the best ever.
Ironically enough this so-called ‘brown
sound’ came from one of the simplest
set-ups used by a major-league player.
Eddie Van Halen’s amp in question is a
late 1960's Marshall Super
Lead 100 head, often referred to as
a ‘Plexi’ head due to the appearance of
the front panel, and such units have
become extremely collectable over
the years. In 1975, a strapped-for-cash
Eddie built his own guitar, comprising a body and neck bought from
Wayne Charvel, an old Gibson PAF humbucker and vibrato
umnit taken — it's said — from a '59 Fender Strat. He already owned the
so-called ‘magic Marshall’ and was thus was equipped for the
stratospheric super-stardom that awaited.
~ The amp didn’t feature any gain pots as many modern amps do and
50, in order to obtain the required level of gain, he found that turning
_the master volume all the way distorted things nicely. However, as this
was too loud for the rehearsal lock-up the band used he experimented
- with a device called a Variac, which lowers the amount of voltage that
is fed to any item of electronic equipment.

. As the amp was attempting to operate on around 94 volts rather
than the US norm of 110, its power tubes had to work much harder to
produce the required 100 watts of output. This, in turn, meant that the
character of the drive Eddie got was full to the brim with warm
harmonics and dynamics. And thus, a legend was born.

Beyond that, EVH used few effects — an MXR Phaser and MXR
Flanger, plus an Echoplex. Despite all the technological, innovations of his
5|gnature guitars and amps, this is probably still his most coveted sound,

Simon Bradiey

__EVH’S °70s GEAR

‘FRANKENSTEIN’ STRAT-TYPE ELECTRIC

Ohmite

1960s Marshall Super
Variac

Plexi Lead head

MXR MXR
Flanger Phase 90

HH power
amp

Marshall cabs with
~ Celestion/JBL
speakers

NEXT MONTH: TONY 1OMMI

INTRO

= THE GREATEST

(juu‘ 1 Solo

EVER'

Name
Address ...

Bits of kit that every
guitarist should own...

Guitar care — it's an
open and shut case.

#7 L
A GUITAR CASE

B A GOOD GUITAR CASE SOMETIMES
costs as much as the guitar that it
houses, but instrument protection is not
something that should be taken lightly...
or cheaply. Many a player likes to stand
their prize guitar in a corner and admire
it 24/7 bur, to keep it free from dust,
sticky fingers and accidental bangs, you
should really put it in a case whenever
you're not playing. If you never travel
much distance, a padded gig bag will
probably be sufficient. But if you're
planning to go on the road or on a
plane, you'll need a hard case or even a
flight case. Things to look for include
lightness — think of your back as well as

-~ POLL (0SNG SO0NL f----~------====~

| This poll will be open until the end of June 2002. .

G Essentials

WE DON'T KNOWY what The Greatest
Guitar Solo EVER! actually is, but you
obviously do as you've been telling us. If you've
not yet voted, there's still a little time left:

a
ACCEPT PHOTOCORIES -ﬁ

AL

Mail your choices to: guitarsolo@
futurenet.co.uk (name and address too, ;
please!) or use this form and send to The :
Greatest Guitar Solo EVER! Guitar :
Techniques 30 Monmouth Street, i
Bath BAI 2BW. !
1
1
1
1
i
1
1

2. Artist
Track

3.Artist ...
Track
4. Artist ... |
Track
5.Artist ...
Track

well as your axe.A snug fit is essential,

too — acoustic guitars, in particular, can
get damaged by in-transit ‘ractle’. And
look at those latches — are they strong
enough to constantly stay closed?

~ ONTHE CASE

Top tips for transporting guitars

| Pad around the headstock/neck join
with foam, Guitars are weak here and
cases too often support the neck poorly.
2 On longer journeys, put duct tape over
the case latches.

3 Loosen your strings — if anything does
break, they'll do less damage.

Juy 2002 Guitar Techniques 7
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Not every guitar genius is as
famous as Eric Clapton. ..

&l Vini Reilly—
& scared of ROC

VINI REIL
WHO HE? Semi-reclusive, dome-
thatched anorexic Mancunian guitarist
who has recorded as The Durutti
Column for the last 25 years. A pivoral
figure in the story of Manchester's
Factory Records, he was also in much-
namechecked Manchester punks The
Nosebleeds (in the incarnation previous
to that featuring Morrissey and Billy
Duffy). Reilly trained as a pianist and is a
big fan of Flamenco player Paco Pena,
and Fats Waller's guitarist Al Casey.

WHY S HE GREAT? Because of his

web-like, echo-faden repeating-melody-
 style, somewhere between The Edge
and Philip Glass. “] never saw th& point
of doing things flashy like Hendrix or
Jimmy Pﬂgeg because they were much
 better than me. Fats Waller's  gifts were
to employ complex chords in accessible
‘melodies, and that's my aim too.”

 WHAT DO PEOPLE SAY? “Vini

- isn't exactly an international celebrity,
but when he’s loved, he’s very, very

_ Iove;;l" Anthony H Wilson
“Vini Reilly is due a revival. It's good

_music to chill out to™: God (in Facrory
film ‘24 Hour Party People’).

WHAT DOES HE PLAY? For those
whammy wobbles, Fender Strats: “Use
the whammy bar on a Strat and you get
all manner of quarter-tone, like on a
sitar”’ A Roland Space Echo is another
key component in his sound.

WHAT SHOULD I BUY? Vini
Reilly’ ('89), or Morrissey’s debut solo
~album *Viva Hate’ ('88).
WHERE CAN I FIND oUT
MORE? DCs official website
_ hetpiiwww.column freeuk.com/

TELL ME SOMETHING | DON’T

KNOW? ‘I'm not ashamed to say |
 Jisten to prog rock albums,” he says.

“Steve Howe — what a grear musician!”

8 Guitar Techniques juty 2002

wypusene PETE JACOBSEN

Sad loss of GT-contributing pianist

IFYOU ENJOY THE
acoustic slant of this GT,
then Acoustic Music
Company could be the
shop for you. After
opening last year, the
Brighton-based AMC has
expanded its range of
top-of-the line acoustics
and mandolins. Makers
stocked include
Breedlove, Froggy
Bottom, Kent Everett
and Danz Bourgeois

— in short, the ¢ream of
the world’s acoustic
makes, “We like to be
able to tell the customer
we now the people who
made your instrument,”
says AMC's Trevor
Moyles. The Acoustic
Music Co is at 39 James
Street, Brighton
www.theacoustic
musicco.co.uk

GIG GUIDE

GT’s recommended gigs

over the coming weeks
-» Continued...
Centre (27),
WORCESTER
Huntingdon Hall (28),
SHEFFIELD Cicy Hall
(30), LONDON Union
Chapel (July 1),
CROYDON Fairfield
Halls (2) BURGESS HILL
Martlets Hall (4),
GUILDFORD Civic Hall
(5), MILTON KEYNES
Stables (6), GLASGOW
Cortier Theatre (8),
ABERDEEN Music Hall
(9),SOUTH SHIELDS
Customs House (10)

H OASIS

BELFAST Odyssey (June
29 & 30), LONDON
Finsbury Park (Jul 5 & 6)

B ROGER WATERS
BIRMINGHAM NEC
Arena (Jun 21),
MANCHESTER. Evening
News Arena (Jun 22),
LONDON Wembley
Arena (Jun 26 & 27)

Pete Jacobsen —
*‘a consummate
musician.”

IGF UPDATE

ALL AT GT WERE SHOCKED and
saddened to hear of the passing of
keyboardist Pete Jacobsen, who died
suddenly after a very short illness on
April 29. He was 51. Although not a
household name, Pete was one of the
most respected keyvboard players in the
UK, having worked with Level 42,
Morrissev Mullen, Network, Tim
Whitehead, Ben E King and more.,
Recently, he’s played with folkfjazz outfit
Carmina and had also played on all of
Lee Hodgson's sessions for GTCD, as
well as the track ‘Funk-Orona’ that Lee
composed for the Fret-King Guitars
2000 compilation CD.

Although best known as a jazz player
Pete really could play it all. All the
musicians I have ever spoken to about
Pete were in awe of his consummate
musicianship. Although he went blind as
an infant, he had perfect pitch combined
with flawless technique and an innate
natural musicality — he often needed to
hear a song only once to be ahle to
perform it perfectly. GT would like to
offer our sincere condolences to his
family; he will be greatly missed.

Phil Hilborne

Peter Green added to festival concerts

Green and Splinter

Group play live at
the IGF.

THE BATH INTERNATIONAL GUITAR
FESTIVAL has announced more
additions to its 2002 lineup. The
Splinter Group featuring Peter Green
have now been added to the IGF's live
concert lineup, which also includes The
Brodsky Quartet and John Williams
(Week 1, July 19-27), Andy Surnmers
and Alex De Grassi (Week 2, July

27-Aug 3) and Tommy Emmanuel and
Antonio Forcione (Week 3, August
3-10). Peter Green and band appear on
July 29 at the Bath Pavillion.

For more information on the latest
lineup of festival concerts and courses
point your browser at www.bathspa.
ac.uk/igf/ or cmail emmanuelle ginn
e.ginn@bathspa.ac.uk



Andy Summers:
it’s a fair cop, etc. _

INTRO

- 1 THINGS YOU CAN LEARN FROM |ANDY SUMMERS

If your chord progressions are far from arresting, you need help from a policeman...

[ Add %!

One of Summer’s most
recognisable traits is not playing
major or minor 3s, but adding
9s to chords — as in ‘Message In
A Bottle’ and ‘Every Breath You
Take."It worked its way into a
lot of the music that we did and
it became a sort of hallmark of
The Police’s style,” says
Summers.“The riff in ‘Every
Breath You Take’ was inspired

by Bartok.”

2 Openup

“I've always liked a lot of open
string-voiced chords, they
remain more ‘neutral’..”” says
Summers. He reckons open-
stringed chords are “darker and
stringier” and Summers
combines that approach with
novel voicings. “For any tune,
you learn the basic chords,
but | always look for the most
unusual voicings | can find or
that | know.”

3. Chime Harmonics

For ‘artificial harmonics’,
Summers frets a note and adds
harmonics by lightly touching
the string 12 frets above the
fretted note with his right index
finger, as he plucks the string
with his thumb.”| learned it
from (jazz player) Lenny Breau,
If you play certain chords like
that it sounds like church bells.
It creates a highlight at the top
of the chord, a kind of halo..”

4 Tearn Lots!

When a guitar student at UCLA
in the early 1970s, Summers
would practice 20th century
guitar pieces for sometimes 10
hours a day, learning oodles
about jazz and classical guitar.”|
like to play with someone who
can cover a lot of ground and
can discuss the language at a
reasonable level,” he sniffs."I'm
not interested in ‘jamming’ —
that just sounds moronic!”

h. Use Your Pinky

Summers plays fingerstyle a lot
—"you're missing out on half
the guitar if you don't play
fingerstyle, even if it's on
electric” — and uses all his
fingers on his right hand (“it's
not exactly classical technique,
but it’s close). He also uses all
the digits on his fretting hand;
some progressions, like ‘Every
Breath You Take', are very hard
to achieve otherwise.

ERAS00 PHASE SHIFTER | |

P

| ECTROBIHARMONIX §

NE |

STONE FREE

VINTAGE ‘70S VERSIONS
can fetch up to £200,
now Electro-Harmonix’s
classic Small Stone phaser
is being reissued. Russian-
made units have found
favour in recent years
with the likes of Korn and
Smashing Pumpkins, but
this USA-built box is an
exact replica of the '75
original, and offers full-
bodied 3D phasing from
“milky swells to vibrant
warbles”. It's available for
around £70.

' MUSICMAN TOUR

YOU CAN CATCH GT'S Jamie

Humphries live in the coming months

when he heads out as part of the

Musciman Band tour. All dates double as
heats of the Jam 2002 competition.

Dates are London, WestOneFour (Jun 11); |
Guildford, Electric Theatre (Jun 29);
Brighton, City College (Aug 14); Cardiff,
Sam'’s Bar (Aug 29); Glasgow, Cathouse
(Sept 18Y); Poole, Mr Kyps (Sept 29);
Manchester, UMIST (Oct 2); and
Birmingham, Irish Club (Oct 3).The final

of the Jam 2002 competition will be held |
at Music Live (Birmingham, NEC, Nov 10). |
www.stringsandthings.co.uk

JuLy 2002 Guitar Techniques 9
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1% New guitar

= NEW ALBUMS =

releases to get you inspired...

s

RUSH
‘Vipar"ﬁraﬂs’
(Atlantic/Anthem) _
The Canadian hard rockers, specifically
MNeil Peart, have hardly had it easy of late.
First the drummer lost his daughter in a

Lcar erash‘rhen a year later, his wite to
 cancer. Given such a tragic turn of events,
it's amazing Rush continued af all, yet
they've belied both circumstance and
 advancing years to deliver one of their
. heaviest albums in a decade. The

DEIRDRE CARTWRIGHT
GROUP

‘Precious Things’ (Blow The Fuse)
Players of a certain age will best remember
Cartwright as the guitar teacher on '80s
BBC show 'Rackschool', though she now
fronts her own jazz fusion quartet. The
dubious things — an inexplicable jazz version
of Qasis's Wonderwall, mainly — are
thankfully outnumbered by good things such
as the fractured riffing of ‘Smells Like Jazz',
the spiky post-bop of X Factor’ and the
volume swells of ‘Urban Reshuffle’, and there
are neat touches of drum’'n'bass and Latin
rhythms throughout.

Best Bit? ‘N.16's Hammond-driven funk.
Inspiration Factor? High — how many
excellent female jazzers do you know?

LS. 0 & &

10 Guitar Techniques juLy 2002

= Album of the month =~

keyboards that once overwhelmed their
sound have mostly gone and the power
tric have returned to using guitar and bass
tones and their dramatic sense of interplay
o drive the sohgs They've never been tc
everyone's taste, but from the shifting
signatures of ‘Freeze’ to the glammy riffs of
Nocturne' this will please Rush's faithfiel

Best Bits? ‘Vapor Trall’ or '‘One Little

Victory'
Inspiration Factor? Resolute!
kK

BILL FRISELL

‘The Willies” (Nonesuch)

Never one to be tied down, Frisell’s ‘jazz’
experiments in the past have included
scoring Buster Keaton films and covering
Madonna and Muddy Waters. The Willies'
another genre-buster — a not-very-jazz
collection of trad country tunes (‘Cluck Old
Hen','Goodnight Irene’) and Frisell originals,
with help from Bad Livers' banjo plucker
Danny Barnes. Country fans or jazz buffs
may equally find it sacrilege, but for anyone
who likes the idea of ‘ambient bluegrass’, this
is a rich and rewarding listen.

Best bit? ‘Everybody Loves Everybody'
which shows what a good writer he is.
Inspiration factor? High — Frisell's
gradually gaining outré guitar legend status.

8. 6.8 & ¢

S

R

Overall Ratings

A must buy! ek kA
Excellent s 3 %
Good *¥ ¥k # #
Ordinary # % # ¥ #
Poor % % %

COAL
CHAMBER
‘Dark Days’

This third

BUDDY
MILES

‘Blues Berries’

PUDDLE OF
MUDD

MARTIN
MICKLES

ons, but there's
f Mike Oldfield

MICKY MOODY & PAUL
WILLIAMS

‘Smokestacks, Broom Dusters &
Hoochie Coochie Men’ (Armadillo)
The clumsy title says it all, this being a
tribute album to Howlin'Waolf, Eimore James
and Muddy Waters. Ex-Whitesnake guitarist
Moody is on sprightly form and Williams'
gruff vocals suit the barroom moad yet any
novel spin on the covers is absent.

Best Bits? The acoustic-led | Can't Be
Satisfied'.

Inspiration Factor? Low — you can hear
numerous pub bands do this just as well.

* %

AYNSLEY LISTER

‘Supakev n Pilchards’ (Ruf)

Although just 24 and English, Aynsley Lister
has already built a rep as a hot white blues
guitarist in the mould of Kenny Wayne
Shepherd or Jonny Lang. This third album is
a solo guitar-plus-vox live set recorded live
and tailor-made to highlight Lister's
virtuosity. The predominance of covers (four
Robert Johnson songs, Sheryl Crow's ‘Strong
Enough’ among them) suits the party mood,
and this is head and shoulders above the
Moody/Williams album.

Best Bit? ‘Crossroads’.

Inspiration Factor? Lister’s in hot form
throughout and will inspire any young player
o keep practising.

Ak ok

DOVES

‘The Last Broadcast’ (Heavenly)
Hotly tipped to break big this year; Doves’
second album doesn't disappoint, blending
fine songeraft with a euphoric/melancholic
sound that summons the spirit of the Stone
Roses with some of the epic glide of U2,
Jimi Goodwin nor Jez Williams have the
strongest voice but the trio layer enough
guitar drama to more than compensate.
Very fine indeed.

Best Bit? Single ‘There Goes The Fear’,
already one of the year's best.

Inspiration Factor? For those who want
to party like it's 1989, it's high. .

* KKk

ROGER WATERS

‘Flickering Flame:The Solo Years
—Volume I’ (EMI)

This solo compilation is unlikely to win many
new fans for the ex-Pink Floyd grump. With
Floyd's music, Waters' morbid essays on the
human condition had some bleak charm but
his sclo forays are almost universally stodgy.
There's some fine guitarists here (Jeff Beck,
GT's own Geoff Whitehorn) but next to
Waters' recent live album of Floyd tunes ('In
The Flesh”) and PF's own 'Echoes’, this is
dreary stuff.

Best Bit? 'Perfect Sense Part | & 2
Inspiration Factor? Minimal —\Waters'
reputation is sclely based on his former band.

*



LETTERS

Let us know what you want from your magazine by writing to:

Guitar Techniques, Future Publishing, 30 Monmouth St, Bath BA

or email us at guitartech@futurenet.co.uk.

% STARLETTER %

Each month we pick a letter from the bag and we'll send
the chosen one some tuition gifts from the GT cupboard

AC[ZEPPELIN?
I enjoyed your transeriptions of AC/DC’s “Riff
Raff’ and Led Zeppelin's ‘Black Mountain
Side’ in the April 2002 issue of GT, and
seeing the two bands together got me
thinking about their song titles. Led
Zeppelin had “You Shook Me” — AC/DC had
You Shook Me All Night Long’. Zeppelin had
‘Stairway To Heaven’ — AC/DC had ‘Highway
To Hell’. Zeppelin had ‘Whole Lotta Love’ —
AC/DC had ‘Whole Lotta Rosie’. Led
Zeppelin had ‘Heartbreaker' while AC/DC
had ‘Ball Breaker’.

I don't want to accuse Angus Young or any
other AC/DC members of thievery but it is a

ASKGT

Could you advise on the best set-up to use to
give an authentic 'Hendrix sound? | play a Strat
with a Marshall AVT 100 amp.

Ben Willis

Via email

GT answers: To be honest, you're 90 per cent
there — you've got the right guitar and a realistic
modern alternative to Jimi’s '60s Marshall amps.
You could always add a Univibe (from £170, see
www.jhs.co.ulk ) or other vibrato pedal for that
authentic wobble, but in reality, honing the old
technique would be the next step. Playing just
like Jimi's the difficult |0 per cent, obviously,
though fortunately you read the best magazine
as far as that's concerned, so keep tuning in!

DOWN TO EARTH
I'm having a little technical problems with my
Fender Squire. Whenever | move the guitar
around or lift my fingers from the fretboard | get
a flickering sound from the amp. | have tried
different amps and different leads and it still
happens, so I'm sure it's the suitar iself.

Callum Innes

Via email

little odd, don’t you think?
Callum Innes
Via email

Positively sinister, Callum. Then there’s
Zep's ‘Ramble On’ and AC/DC’s ‘Ride
On’, ‘Dancing Days’ and ‘School Days’,
plus ‘Four Sticks’ and ‘Sink The Pink’,
both ebviously about, erm, snooker.
We’ll call the lawyers...

NOTE: Can all GT readers who send letters
or emails please include your full name and
address so we can contact you in the
eventuality of vou winning a prize. Ta!

GT is on hand to answer your
technical and playing posers...

GT answers: This is an irritating but common
problem that’s caused by your guitar not being
earthed properly. Don’t worry, you are in no risk
whatsoever of electric shock, but the symptoms
you describe are typical. It’s easy to cure, but is
best done by a pro repairer. Your local music
store should be able to do it in about |5
minutes.

THE MIGHTY WAH
Is it possible to put a wah wah in the send and
return sockets in my Fender Stage 1007 | tried it
and the wah was working, but-it wasn't sending a
signal to the guitar Am | doing something wrong
or is this just not possible? Please help because
when | see a guitarist playing their lead is going
ght from the guitar to the amp and they are
using a wah wah. If you could answer this | would
be grateful.

Michael Bradley

Via email

GT answers: First check the connections — FX
loop send into guitar input on the wah, amplifier
output of the wah to loop return. Make sure
that all your leads work and, if there’s an FX
loop infout button or level pot on the amp,

2BW

Angus. Young:
a pint-sized
immy Page?

“I've always had a problem with barre chords,”
writes GT reader Geoff Carr. *| assumed this
was due to my thin fingers, and no matter how |
tried, | always found lack of pressure on the G and
B strings which caused them to rattle and generally
sound poor.Then | saw the photo of Robben Ford
in June’s GT (page 49), and noticed that his left
thumb is touching the neck almost as far round as
the fret ends next to the top E string! | had to give
it a try and, hey presto, it works! Bringing the
thumb around so far creates a much greater and
more controllable pressure from the first finger,
even though it feels a little odd at first. Try it!”

make sure there are switched in — don't forget
the wah’s battery! Plug your guitar in in the
usual way and you should be OK. If this still
doesn’t work and you're sure that all your leads
etc are in good order, call Fender’s UK
distributor Arbiter on 0208 202 1199 for further
advice on your amp.
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BRIAN? MORE!
f was delighted with the
transeription of Brian Setzer's
Rock This Town' (GT May 2002).
Personally I would much sooner
see more of this stuff, which vou
must admit is much more
stimulating than all the boring
old blues and fret widdling that
you feature.

SR Stone

Enfield

Thanks SR, though why
“must’”’ we admit he’s
superior to the blues artists
we feature? The “boring old
blues” is often what GT's
readership repeatedly asks
for. Still, we’re sure Setzer
will be tabbed again...

PROG CROCK!
Your feature on the best prog
guitarists was pathetic. For one,
Johnny Greenword (sic) of
Radiohead is not a true prog
guitarist, just some indie boy and
vou didn't even mention Spocks
Beard, Transatlantic or Pallas’s
guitarist Niall Mathewson. The
whole thing was ridiculous!
Evan Moorhead
Daventry

‘Course it was ridiculous. It
was about prog rock.

LIFE BEGINS AT 40?
May I take this opportunity to
say thanx very much for showing
me another level of teaching me
how to play guitar. I am 42 years
old and, of course, at 40 decided
there was something missing in
my life, only to find it being a 6-
string instrument. So at the ripe

Brian Setzer:

much better than
“boring old blues”
(see Brian? More!)

old age of 41 [ got a Laney 50W
amp and an Epiphone Les Paul.

I decided to do this right, so [
booked myself in for some
lessons, one a week, until my
funds ran out. I bought books to
try to improve my understanding
of guitar playing but, well. you

only go so far and you hit a wall...

until last month, when a friend
said; “have yvou tried reading and
plaving with Guitar Techniques?”
I was so pleased that [ have
subseribed up for the 13 issues,
as it’s got lots of my favourite
tunes. and plenty for me to get
my teeth into (no, I'm not a Jimi
Hendrix yet!!).

I want to say [ am so pleased
that someone has taken the time
oul to produce a product which |
feel benefits all us guitar
enthusiasts (who carn’t play, but
trv). Please make all the future
issues as good as the April one
and you will make this very old
man continually happy.

Mark Johnson

Birmingham

Mark, it’s a pleasure! Rest
assured that you are feeling
more accomplished, there’ll
still be lots for yvou to learn
in GT... although turning you
into another Hendrix may
even be beyond GT’s powers.
Call a dentist!

THE BUTLER DID IT!
What's flashing through vour
mind, when you think back to
19862 (West Ham Uld's highest
evey finish in the Football
League? — Ed). I think of Jack
Butler. You know him? (reserve
left winger?) It’s Steve Vai in
‘Crossroads’! No, [ don’t want to
request ‘Eugene’s Trick Bag'. I'm
taking about that blues-style
“duel” Steve plays together with
Ry Cooder. It would be great if
vou featured it.

Luke Amann

Via email

Luke, the guitar duel you
mention isn’t even on the
*Crossroads’ soundtrack
album so it’s sort of a ‘lost
track’, unless you've got the
video. When we feature Steve
Vai again in the future, we're
sure it'll be a better-known
tune...

SOMETHING ELSE
Thanlks for the great tributes to
George Harrison and the tabbing
of ‘Something” (GT February
2002). There's only one further
request that I think you should
take up — please tab ‘And Your
Bird Can Sing'. This has got to be
one of the great pieces for guitar
and exemplifies George's

fantastic mastery. =
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The riff and lead in this song is
so impressive that it's possibly
the closest George got to making
the guitar take over the whole
song. I haven't seen an effective
tabbing of this song, nor have I
heard anyone do it justice.

Taso Youzakis

East Ryde, New South Wales

Can’t vouch for its quality,
but ‘And Your Bird Can Sing’
is tabbed in a book called
‘Play Guitar With... Best Of
The Beatles’. Go to www.music
room.com for details.

SOLO FLIGHT

Good to see your Greatest Guitar
Sclo Ever! competition appearing
in GT (entry enclosed). Even as
a guitar player myself I found it
impossible to make up my mind
in a definitive way. In fact, it will
be interesting to see if any
‘unknowns’ appear on the list. My
original list also included Don
MeClean, The Moody Blues, Thin
Lizzy, Foreigner, Toto, The
Moody Blues, The Paul
Butterfield Blues Band, Canned

Heat, Quicksilver Messenger
Service, Family, Steve Hillage,
Ogzric Tentacles... I mean, how
does one choose? But choose [
did. Interestingly, a band I
couldn’t include because there
are 1o guitar solos are
Renaissance, my all-time
favourite group.

Norman Finlay

Edinburgh

We're aware, Norman, that
there are many great players
and bands from all eras that
won'’t be eligible in the
greatest solo vote: maybe
we'll acknowledge the
stoutest widdle ‘refuseniks’
in the feature. Thanks for
sorting your soloing wheat
from chaff, though —
interesting choices!

BOB DYLAN BEWARE!
When I get older I'll be a star
The greatest rock god near or far
Clapton, Page, Green and Beck
They’ll all want to wring my
bloody neck

“The kid’s too good”, vouwll hear

them shout,

“We'd better put a contract out
We have to get him out the way
The little git can really play”

The pain is sharp,

it makes me twitch

It's a kick off the wife,

the stupid bitch

“Get out of bed, you lazy thing!
And stop bloody dreaming
vou're BB King

You won't grow up to be a god
You're 37 now, you stupid sod!
These stupid scales, they
make me sick

You're not even close

to Robert Fripp

The baby makes

better sounds than you

And that's with a 16p gazoo (sic)
Put it away stop making a din
I'm sick of seeing the

daft old thing

Guitar Techniques deserve a slap
You've bought bloody loads
You're still soddin’ crap...”

Well, lads, it's time to go
Got to practice these scales,
vou know!

Thanks for the mag, it’s

been a thrill

I'd own a Tele now if she’d gone

on the pill

Any free goodies to get me by?

Just till T hear from EMI?
Danny Lorriman
Stockton-On-Tees

We like the way you rhyme
‘sick’ and ‘Robert Fripp’. And
we'd like to point out that it’s
spelt ‘kazoo’. Other than that
we're just very very very
scared...

Send letters and Ask GT gueries to
Guitar Techniques, Future

Publishing, 30 Monmouth St,
Bath BAI 2BW Frmail usat
guitar.tech@futurenet.co.uk
For Back Issues, 2l 01458 271116

SUBS_CRIBE TO
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money-saving offer! See p89

CALL 0870 4448474
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Guitarist Magazine 2001

"Some of the finest guitar and bass playing ever
recorded on English soit”

Guitar Technigues 2001

Buy online from Wombat Records:
www.frankgambale.com
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or this CD can be yours for only £9.99 +P&P
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Tel

— Postecode
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P&P add £1.50 per item, foreign orders add £2.50,
i enclose a Cheque/POfor £
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NTATONIC SCALE

ONTHE CD

TRACKS 4-5 :n

GT RATING

EASY

Will improve your:
M Scale vocabulary
B Neck knowledge
B Theory

“The trick is
to remember
how the
shapes are
affected by
the different
root notes”
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RECFERRS

This month we continue our soloing scale studies
and begin learning the Major Pentatonic scale...

MAJOR
PE

TATONICS

f wou have been following this Rock Guitar Made
Easy column for the last few months, you'll
hopefully be feeling a lot more comfortable with
vour knowledge of scales and music theory. You
should, by now, have a firm grasp of the Minor
Pentatonic scale, and the Blues scale as well, not only in
dry theoretical terms but in the form of licks and
techniques that you can include in your own playing
We have also looked at how some of the world’s most
renowned players use the scales. If you've absorbed all
these lessons - and don't worry if you haven't, you can
always go back and revise - you should also have some
new and valid approaches to learning new scales, with
these approaches helping you to free up the scales in all
of the positions all over the neck

FROM MINOR TO MAJOR

So what's next? Well, this issue the Major pentatonic
scale comes under the microscope. The Major pentatonic
has long been associated with country and country-rock,
particularly with the likes of Albert Lee and The Eagles’
Joe Walsh. But the Major pentatonic is also visited

Slash = still having
trouble stan

frequently by such rock heavyweights as Zakk Wylde,
Paul Gilbert, Richie Kotzen and Steve Morse to name but
a few. If you're really smart, you might have realised that
many of these players mix the Major and Minor
Pentatonic scales with the Blues scale to create a
hybrid scale, which is something we will cover in
future columns

First, let’s begin by looking at the scale. You will notice
that the scale has a very different sound, due to the fact
that it has a different formula to the Minor pentatonic,
(see PRO TIP). We will start by learning the scale as we
did with both the Minor pentatonic and the Blues scale,
by looking at them based around the CAGED system,

@: SOUND ADVICE
ROCKIN' TONE MADE EASY

FOR THE GTCD SESSION | used my Ernie
Ball/Musicman Axis Super sport through a
Cornford MK50 Head.




@) REFRESHING TONICS
RECOMMEMNDED LISTENING

THE MAJOR PENTATONIC
SCALE is used by numerous
rock lead guitarists. A few of my
own personal favourites you
could listen to would include;
Joe Walsh, whether in The Eagles
or on his solo albums; Zakk
Wylde, particularly his solo on
‘Mama I'm Coming Home' (from the Ozzy Osbourne
album ‘Ne More Tears'); and Richie Kotzen's *Electric Joy'
album, especially the track ‘Slow Blues’. Guns N'Roses
guitarslinger Slash has also been known to dabble with
the major pentatonic on such tracks as ‘November Rain',
‘Knockin' On Heaven's Door’, and the classic ‘Sweet
Child ©" Mine'.

TOP PICKS
B Guns N'Roses ‘Appetite For Destruction’
B Ozzy Osbourne 'No More Tears’

which uses the five movable Major chord shapes. As [
have said before, it's easier to remember scales if you can
visualise them around a chord shape, and it also helps
when it comes to moving them around the neck.

FIGURE | illustrates the five Major pentatonic shape
based around the five CAGED shapes. Pattern #1 is
based around the E movable chord shape, Pattern #2 is
based around the D movable shape, Pattern #3 is based

Pattern #l

@00

major/E shape

@

|Eunna|

A EACEE A
I 51351

Pattern #3 A major/A shape
X
'YYYIK JES B
0
0@ (00
AEACE
I 5135

around the C shape, Pattern #4 is based around the A
shape, and finally Pattern #5 is based around the G
shape. As [ said earlier it will be much easier to
remember the scales around these movable chord forms.

SHAPES AND ROOTS

After examining these scale shapes a few pennies may
start dropping... yes, the Major pentatonic scale uses the
same shapes as the Minor pentatonic, the only difference
being that the root note is in a different place. An easier
way of looking at this is if you want to turn any Minor
pentatonic seale into a Major pentatonic scale, simply
shift the shape you are playing down the neck by a minor
third, or three frets. You will notice that Pattern #2 of the
Minor pentatonic is the same as Pattern #1 of the Major
pentatonic, All we have done is move the shape so the
lowest note is now on the fifth fret of the bottom E string
as opposed to the eighth fret.

You could also now look at A Minor pentatonic as being
the same scale as C Major pentatonic, as the lowest note
of Pattern #2 of the Minor pentatonic is the root note of
Pattern #1 of the Major pentatonic. Pattern #2 of A minor
has the note of C as its lowest note, starting on the
eighth fret E string, so this also acts as the root note of
Pattern #1 of the C major pentatonic scale.

S0, in theory, vou have already learned the Major
pentatonic scale without realising,... simple! Perhaps, but
the trick is to remember how the shapes are affected by
the different root notes. Look at each shape as having a
root that makes it sound major, and another root that
makes it sound minor. Many people find the concept of a
scale they know functioning as a different scale rather
hard to grasp, but be patient — get it right and it'll add a
whole new dimension to your playing. ..

THE MAJOR PENTATONIC SCALE FIGURE |
A Pattern #2

A major/D shape A major/C shape
X X X
®
7- i 700@® 0@ &
[ JK J 90009 (O ®
® || |l @] n»l@®
AEAC ACHE ACE
5 %3 Tk LI
Pattern #4 A major/G shape Pattern #5
X
[Y)
12- (X ODOBY O
000000 000
(e @ ® 7@ { 1O
T

@ PROTIP

NOTE THAT THE
MAJOR PENTATONIC
uses a different formula

to the minor
pentatonic. The scale
uses the intervals
1,2,3,56

which are taken from
the major scale:

Meanwhile, the minor
pentatonic uses the
following formula
1,b3,4,5,b7.

Juity 2002 Guitar Technicues 19



EETE |
Rock Guitar Made Easy

"I_'H.E MAJOR PENTATONIC SCALE IN ASSOCIATION WITH

THE MAJOR PENTATONIC SCALE EXAMPLE |

EXAMPLE | shows pattern #1 ascending and descending starting
from the root on the bottom E string
P P Tl SRS N
Yapt—x T T e 1 ) T I i ]
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1
THE MAJOR PENTATONIC SCALE EXAMPLE 2
EXAMPLE 2 includes pattern #2 ascending and descending starting and
finishing with the lowest A root note, located on the D string
_-1 ol
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THE MAJOR PENTATONIC SCALE EXAMPLE 3

EXAMPLE 3 illustrates pattern #3 again ascending and descending, starting
and fimshing on it’s lowest root note, located on the A string

»
.' -
fs . ., o 2 F - F £ —
¥ i Jéﬂ | A 1 | e | | i I l 1 ‘I 1 ! 1 1
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E 9—12 12—9

THE MAJOR PENTATONIC SCALE EXAMPLE 4

EXAMPLE 4 shows pattern #4 ascending and
descending also with its root on the A string

o 2 o
= i
g i ﬂr 1A i ==t ‘1' }‘ F — i+ f " o —
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G 11——14 14—11
D 11—14 14—11
A 2 12—14 14—12 12
E 7 —12—14 14—12
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% ONTHE CD TrACKs 45

THE MAJOR PENTATONIC SCALE EXAMPLE 5

EXAMPLE 5 shows the final shape, pattern #5, with the lowest
root on the bottom E string, sharing it with pattern #1

s B E . 9
G:# — T = r-F e ey F E e ) —
o b L jeerl R o
e —
£ 14—17—14
8 e A 1714
5 = 118 16—14
D 14—16 ———16—14
A 14—16 16—14
E 1 17—14—17 17—14———17

THE MAJOR PENTATONIC SCALE 5SHAPE CHART

EXAMPLE 6 is
based arcound
patiern #1 with
the root on the
top E string.

EXAMPLE |1
is based around
pattern #1 and
has no root
note

&
K)

EXAMPLE 7 s
based around

pattern #2 with
the root located

on the B string,

]

@]

EXAMPLE 12
originates from
pattern #2 and
it on
the B string

@

has its rod

@®

10-

NOW THAT WE HAVE LEARNED the positions of the root

notes it is time to practice the scale on pairs of strings

EXAMPLE 8 s
based around
pattern #3 and
starts with the
root note on
the B string

®

@

ALL OF THE ABOVE EXAMPLES can be played on pairs
of strings tuned in fourths, E-A. A-D, D-G, and E-B. The
final group of examples are played on the G and B

strings which are tuned to a major third

EXAMPLE 13

is based around
pattern #3, with
the root located

on the B string

SO THERE YOU HAVE IT. As you can see we are simply re
applying information we have already learned, so the Major
pentatonic should feel pretty comfortable after a short time
Enjoy, and next month prepare for a solo

EXAMPLE 9 is
based around
pattern #4 and

does not have a

oot
12- L L
TT
EXAMPLE 14

originates from
pattern #4 and
1ts root note
can be found on

the G-string

- @

oe

EXAMPLE 10
uses pattern #5,
and has its root
located on the
top E string,

EXAMPLE 15
uses pattern #5
and starts from
1Ls root note on
the G-string.

|
@®e
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Blues Rock

JEFF BECK 'LET ME LOVE YOU' FULL TRACK

Bech's ‘Lot Me Love Tou' was
ﬁm.dﬂw Greenwood
ofLondm.Hiﬂ'l‘ﬂ'ﬂ“m
j Wu._-h@hmrwa

It's back to Beck’s classic '68 album ‘Truth’ this month, with this
blues rock belter made with Rod Stewart and Ron Wood. ..

EFF BECK

ETRIELOYE O\

ONTHE CD
TRACKS7-10 oy

blues and major scales with
abandon. Ultimately, it's not
particularly helpful to see this track
in strict scale terms, but look out for

GT RATING

MODERATE

BRRNEES

Helps improve your:
B Blues rock licks
B Bending skills

B Strength and
accuracy

¢ TRACK RECORD

‘LET ME LOVE YOU' IS FROM JEFF BECK'S 1968 ALBUM ‘TRUTH'

DESPITE IT BEING SOMETHING of a blueprint for
the heavy metal that followed, the power blues of
‘Truth’ has never enjoyed the same reputation as early There’s still plenty of Beck-isms to
albums by Led Zeppelin or Cream.Yet in its day, enjoy. Phrasing is everything in this
‘Truth’ really was astonishing, with Beck cranking his solo — at times it's fluid, at others it
amp to the max and firing off all manner of scary licks. almost stutters. Make sure yvou

It opens with a rearrangement of the Yardbirds hit listen to the full track to get the
‘Shape Of Things' = "it must be played at maximum feel, Look out or those dramatic
volume” read Beck's sleevenotes — and also includes the guitar wig-out ‘| Ain't bends Beck plays so well (BARS 10,
Superstitious’, plus the legendary ‘Beck’s Bolero', recorded with Jimmy Page, 20 and more). These might be
plus The Who's John Entwistle and Keith Moon in the session where difficult to execute precisely first
Moon ‘christened’ Led Zeppelin. time you try, but don't despair — if
nothing else they'll build up your
strength and accuracy. As the track

all the chord tones that help explain
his note choice

“Phrasing is

everything in
this solo — at
times it's fluid,
at others it
almost
stutters.”

YOUR GTTUTOR
B GEOFFWHITEHORN
See plé for more info
on all the GT tutors
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v the end of 1966, Jeff
Beck's career was in a bit of
a state. Despite his talent,
he'd controversially walked
out on The Yardbirds (after
famously throwing a whole amp out
of a window and threatening to
smash his Tele over vocalist Keith
Relf's head) only to then suffer
producer Mickie Most’s attempts
to turn him into a pop star (on
‘Hi Ho Silver Lining"). Salvation

. lay in a genial night at London’s

Cromwellian club, where he ran
into 22-year-old vocalist with
Shotgun Express, one Rod Stewart
“He was somewhat worse for wear
through drink,” recalled Beck “vet
here was the guy - the one guy
I would like to play with. [ was
pretty down as well — totally
out of The Yardbirds, nothing
going, no money. I hadn't got
anything to lose so I asked
him if he would be interested
and he said, “Yup! Amazing'”

The Jeff Beck Group were
completed by Ron Wood on bass
(ves that Ron Wood) and Mickey
Waller on drums. Debut album
‘Truth' was reportedly recorded

in just 11 hours, yet it remains one
of the guitarist's best albums and
hugely influential, GT looked at
‘Rock My Plimsoul’ in December
1997 and this month it's the turn of
barnstorming second track, ‘Let Me
Love You'. Thanks to G'T" reader Milo
Greenwood for the suggestion!

‘LET ME LOVEYOU'

In structure, ‘Let Me Love You'is a
relatively straightforward blues
rocker in F'#, and not as difficult to
ape as the last JB track GT
transcribed, ‘Brush With The Blues'
That said, Jeff Beck's approach to
lead guitar is pretty freeform and he
here moves through the pentatonic,

©: SOUND ADVICE
LET ME COPY YOU

IN'THE LATE '60S Beck was mainly
using Les Pauls plus Marshall 100V
amps and a Coloursound ;
Tonebender. For the GT CD | used a
Sid Poole Les Paul-alike electric,
selecting the bridge pickup for
rhythm and both pickups out-of-

progresses Beck drops in double
stops as a reminder of the track’s
underlying rhythm and melody
(BARS 58, 89 and more) - a good
trick which allows him to push his
‘out there’ soloing that much harder.
All else is pretty much unique Jeff
Beck. There are plenty of instances
where Beck bends notes slightly
sharp (look for the BSS notes in the
music, on both the lead and rhythm
tracks). Again, there's no particular
reason for this to occur, it's just
something that Beck does —it's just
one reason why he’s a pretty unique
guitarist. Enjoy this one - I'll be
back next month with a giant of

electric blues GT]

phase for the lead part. This went

- into a Marshall JMP-1 (both ODI
& chanrii:lj'iﬁﬂi'tl'nse'semings:.

Part  Gain EmﬂHMdh Tnhll ?us Bass 1I1|h
Lead i5 . i e 5 Out
Rhythm 10 T R 5 In



IN ASSOCIATION WITH

Béck, live in San
Francisce on the
Jeff Beck Group's
first US.tour of '68.
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Blues Rock

JEFF BECK 'LET ME LOVE YOU' FULL TRACK

IN ASSOCIATIONWITH

‘Let Me Love You' Music by |effrey Rod @ 1967 by Enquiry Music Ltd and Carlin Music Corp. All Rights Reserved.
Reproduced by permission of Carlin Music Corp, London NWwW | BDB

JEFF BECK 'LET ME LOVEYOU' LEAD GUITAR
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'JEFF BECK 'LET ME LOVE YOU' LEAD GUITAR... CONTINUED
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Blues Rock

JEFF BECK 'LET ME LOVEYOU' FULL TRACK

JEFF BECK "LET ME LOVEYOU' LEAD GUITAR... CONTINUED

IN ASSOCIATIONWITH
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Blues Rock

JEFF BECK 'LET ME LOVE YOU' FULL TRACK

JEFF BECK 'LET ME LOVEYOU' LEAD GUITAR... CONTINUED

IN ASSOCIATION WITH
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IN ASSOCIATION WITH
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Blues Rock

JEFF BECK 'LET ME LOVEYOU' FULL TRACK

JEFF BECK ‘LET ME LOVE YOU' RHYTHM GUITAR.
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IN ASSOCIATION WITH
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Blues Rock

JEFF BECK 'LET ME LOVE YOU' FULL TRACK IN ASSOCIATION WITH
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Rock

NICKELBACK 'TOO BAD' FULL TRACK

ONTHE CD
TRACKS 11-14 @y

GT RATING

MODERATE

Helps improve your:
H Alt tunings
knowledge

B Riff playing

H Solo phrasing

“This track
features a
pretty meaty
riff, and a
heavy dose of
drop tuning.”

YOUR GTTUTOR
H JAMIE HUMPHRIES
See plé for more info
on all the GT tutors

e f&
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Here we look at low-slung guitar on the latest
US smash from the band of 2002, Nickelback

NICKELBAC

OO BAD

€ TRACKRECORD
TOO BAD' COMES FROM NICKELBACK'S 2001
ALBUM ‘SILVER SIDE UP'

FOLLOWING THE WORLDWIDE SUCCESS of ‘How
You Remind Me', ‘Silver Side Up' has now shifted five
million copies on the way to becoming a US, UK and

Canadian number one."Too Bad', with its tale of paternal neglect set to some
nagging guitar work, is one of the album highlights, alongside ‘Never Again' and
‘Just For'.While Nickelback's lyrics are similar to many other bands, what
comes through is their strong sense of dynamics and memorable hooks.

espite seemingly
appearing from nowhere
Nickelback are no

overnight sensations. The

Janadians released a debut album
‘Curly’, back in 1996 using 54000 in
borrowed cash l._\ 2000, they'd
invested a further $30.000 of their
own money and put out second
album, "The State’, It spawned the
radio hit ‘Leader Of Men’ and sold a
respectable 10,000 copies. The

album’s post-grunge appeal wasn't
lost on major labels and they soon
signed to Roadrunner. The quartet’s
third album, ‘Silver Side Up’,

followed last vear and has been a
worldwide success: as well as the
huge hit single ‘How You Remind
Me', “Too Bad' has topped Billboard’s
Modern Roek chart and made the
Tap 10 of the US Hot 100

Guitar duties in Nickelback are
handled by singer Chad Kroeger and
lead guitarist Ryan Peake and while
their music is simple enough, it
hopefully shows that no-frills hard
rock 1s again ¢
to be mixed with rap to gain airplay

redible, without having

\ PERFORMANCE NOTES

This track features a pretty meaty

P riff, and a heavy dose of drop C
tuning, (see ProTip)
as Staind’s favoured Ab tuning, but

not as low

rumblin’ enough. EXAMPLE |
features the elean verse part, that
includes our arpeggio idea that
pedals off the G note played on the
second fret of the third string. The
part includes a climbing bass line on
the sixth string. This part should
also be performed with a tremolo
effect if possible. This section is
pretty straightforward, but try and
make sure the strings are left to
sustain. This section is performed
with a half time feel

EXAMPLE 2 fcatures the heavy
chorus progression, which is full-on
balls-to-the-wall rock. This section
kicks off with a brisk driving feel, in
contrast to the verses’ half time feel,
and the tone here is thick and
distorted, and includes a driving
eighth note rhvthm. The chords are

@: SOUND ADVICE

NAILING NICKELBACK TRACKS

THE NICKELBACK SOUND comes
from a mixture of Fender Teles

(lead guitarist Ryan Peake) and

PRSs (vocalist/rhythm player Chad
Kroeger) with both using Fender
Twins and Mesa Boogie Triple
Rectifiers. For effects, they emplcy

a mixture of both major and power
chords. The major tonality is very
subtle as the third is not prominent

EXAMPLE 3 includes the main
guitar solo, The solo on the original
alburm is a mixture of two guitars
sounded backwards — either that or
the band used some form of
reversed delay effect. To make this
approachable for a live situation [
have arranged the solo for one
guitar, and have included some
pre-bends to capture some of the
reversed phrasing feel. The solo
uses the C minor pentatonic scale

(3 i AT i L

The solo is quite straightforward
just watch some of the phrasing, and
take care with the pitching of those
pre-bends

EXAMPLE 4 is the rhythm guitar
part played under the solo. Although
I have left this on the GTCD, | have
included it here so a second
guitarist could perform it live

Have fun with this track, as it'’s
sure to go down well on a gig. My
cover band has been playing ‘How
You Remind Me' for quite a while
now, and it goes down a storm
Until next month! GT)

some digital delay and a classic Vox
wah. For the GT session | used my
old Musicman Axis Sport, through a
Cornford MK50 head for both the
clean and crunch sounds. A splash of
tremolo was added during the verse
to get the sound on the album.



@ PROTIPS

‘TOO BAD' USES A
DROPPED C tuning,
where all six strings are
lowered by a tone, and
then the sixth string is
lowered by another
further tone. Thus your
tuning, from the sixth

P string to the first string,

isCGCFAD.By
simply applying this
tuning to your guitar,
you will be able to come
up with some very cool
sounding riffs with

familiar fingerings.
Chad Kroeger -
blissfully unaware
his amp's on fire.
NICKELBACK 'TOO BAD' EXAMPLE |
VERSE
Lo |
J 28 Half Time Feel
fal |
" 38 L ¢ [ - [ . ! ; ] ;
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Rock

NICKELBACK TOO BAD' FULL TRACK

“Too Bad' Words and Music by Chad Kroeger, Michael Kroeger, Ryan Peake and Ryan Vikedal @ 2001 Arm Your Dillo Publishing. Michael Kroeger

Publishing Designee, Ryan Peake Publishing Designee and Ryan Vikedal Publishing Designee, USA Warner/Chappell North America Ltd, London Wé 8BS

fior o -

Reproduced by permission of International Music Publications Ltd. All Rights Reserved
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'NICKELBACK ‘TOO BAD' EXAMPLE 3... CONTINUED
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Acoustic Rock
NIRVANA THE MANWHO SOLD THE WORLD' FULL TRACK

ONTHE CD

TRACKS [4-17 eﬁ

GT RATING

EASY

Helps improve your:
B Rhythm skills

H Barre chord work
M Simple lead
melody

|

o

“This 1s not a
huge technical
workout but
has great
charm and
honesty
about it

YOUR GTTUTOR

B JAMIE HUMPHRIES
See pl 6 for more info
on all the GT tutors
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Nirvana made this David Bowie song their own with a stunning
performance on ‘MTV Unplugged In New York'

NIRVANA

THE MANWHO SOLD THE VWORLD

—

UNPLUGGED
N REW

¢ TRACK RECORD
THIS TRACK IS FROM NIRVANA'S 1994 ALBUM
‘MTV UNPLUGGED IN NEW YORK'

Even away from the chilling irony of lyrics like "No |
don't have a gun.." and “don't expect me to die..",
‘MTY Unplugged' is a powerfully ragged album, with

Cobain in astonishing voice and the stripped-down arrangements emphasising
the quality of either his own songs or the chosen cover versions. Highlights
include this track, "Where Did You Sleep Last Night?’, Cobain’s own
Lennon-esque ‘About A Girl' and ‘Something In The Way'. The album

went straight to No | in both the US and UK.

ntil the highly publicised
battle over Nirvana's
unreleased work is
resolved, Nirvana's ‘MTV
Unplugged In New York' album will
serve as the group's final recording
and epitaph. It's perhaps strange
that an acoustic album should be
the final word from Nirvana, vet it's
widely accepted this recording
hinted at the direction Kurt Cobain
wanted to go in the future
The track we're looking at is ‘The
Man Who Sold The World', written
by David Bowie for his 1970 album
of the same name, Yet like the other

cover versions on ‘Unplugged’ - The

Vaselines' ‘Jesus Doesn't, Want Me
For A Sunbeam’ and Leadbelly's
‘Where Did You Sleep Last Night'
Nirvana made this song verv much
their own. This track is not a huge
technical workout and it’s a little
rough, but it has great charm and

honesty about it

PERFORMANCE NOTES
FIGURE | illustrates the chords

4 used for the track. These chords

& should cause no problems and are a

mixture of both open and barre

shapes. As with many Nirvana tunes,
the main bulk of the song consists of

a quite basic rhythm part

EXAMPLE | illustrates the rhythm

part for the main acoustic track. |

like to see rhythm parts written this
way, as opposed to pages of tab just
to show a ».1[|'.;~.|.-. chord progression

[ have shown some suggestion for
strumming, but it’s really up to you
The only part that may cause a
problem is the C# chord, where you
have to jump up to the 9th fret, and
the oceasional change in time
signature (see PROTIP).

EXAMPLE 2 includes the lead part
played by Kurt Cobain. The main
melody is straightforward and based
around the A Phrygian Mode

A BB C DE F G A
b2 b3 5 b b

@: SOUND ADVICE

THAT (AHEM) ‘UNPLUGGED' SOUND

ON THE MTV SHOW, Kurt Cobain
played a rare electro-acoustic Martin
D-18E, of which only 302 were ever
made. Bending the unplugged ethic
samewhat, he insisted on playing
through his favourite Fender Twin
Reverb amp and his usual array of
stompboxes. Second guitarist Pat

This could also be viewed as A
Phrygian Dominant, the fifth mode
of the D Harmonic miner scale, as
the melody is played over a major
chord, and not a minor. But the
melody does not include the third,
so we won't worry too much

For the bulk of the verse this
guitar rests, and joins in with the
seale runs during the chorus, that
double with the bass. The scales
used are C Mixolvdian, and F Ionian
that are both diatonic to each other

CEDIE SRS G AR T
P SR T PR T R AR
PR SR LD EE
[ B D a2 Bl R E R A

Try not to be to precious about
how you play the melody lines. You'll
naotice that when Kurt plays the
main melody, he regularly strikes
other notes by mistake ('l guarantee
vou | will screw this song up,” he
jokes as he introduces the song)

The final solo kicks in at BAR 82,
and things are a little shaky to start
with, as Kurt hits a couple of rather
“funky” sounding notes that should
probably have been avoided, but in
the interests of authenticity, I've
included them. Enjoy this one,
see you next month. GT

Smear (ex-Germ, future-Foo Fighter)
played a Buck Owens acoustic. For
the GTCD session | used my
Washburn electro plugged direct
into a TLA valve mic preamp. For the
distorted melody, | used my
Musicman Axis Supersport via the
trusty Cornford head.




4

W

O PROTIPS

- THIS SONG INCLUDES
A 2/4 bar during the
verse; where as the rest
of the song is in 4/4. 2/4
basically means that the
bar has two crotchets,
quarter note, beats as
opposed to four. When
writing, changing time
signatures can be a very
simple yet effective tool
to adding interest to a
simple progression.

Kurt Cobain: His and
the photographer’s
‘won't blink!" games
went on for hours.
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% TRACKS 14-17
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NIRVANA ‘THE MAN WHO
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Acoustic Rock

NIRVANA THE MAN WHO SOLD THE WORLD' FULL TRACK

NIRVANA ‘THE MAN YWHO SOLD THEWORLD' EXAMPLE 2... CONTINUED

2 — D B= = ==
{M}V ] | L Al Fn [ A - .llnéé.'lﬁ
[ B H o 2 I
¢ 7" ;
With overdrive
E 1 1—1={1}—1—1
B 2 s —2
G 1 1= =1 0 2 0—0—2—3-2—0—1—2—2—2—0—02-3-2—0—
o 0—2—3 3 3—3—{3—3—3
A 0—1—3 4 4—a4—a)—4—a
E =1
30 3263
‘1
‘9 1 I I I i| I[ | V] [ I 1 ] ] : F | IF---I I I ¥ I { B 1| T T ] I I[ [_I_'[';l—
[
E
B — Y 4
G2 2—2—0H0F2-32 0 12 2—2—0{0F2-32—0—2—2—0{0)—2-3-2—0——2—2—2—0—{0—2-3-2—0—]
A
E
34
D% al CODA
G ] Il ]I 1 | | | 1 | 1 1 1 | | JI
7L i I 1 ! 1 | | |
[ fam.Y <) [ ]
AAEY)
.
E
B -
< 2 {2) 2 e e U\ U2 S e U (a2 i o oo i U U i 2
A
E
38
CODA
Jgﬁﬂ:’—:[;ﬁ e R e e~
0 |
E
B 2—3 . =N
g 2—2—0—{0—2-3-2—0——2—2—2—0—{0)—2-3—2—0——2—2—0—{02-3-2—0——2—2—2—0—{02-3—2—0—
A
E
74
gliss
e s e e
o e B e B L e e rETIE i
LY
E
B o,
5 2—2—2—0—0r2-32—0—2—2—2—0+02-32—0—2—2—2—0—02-32—0——2—2—2—0—{0{2—2-
A
E

78

44 Guitar Technioques 1wy 2002



F \es%\'!srlf

% TRACKS 1417
'NIRVANA ‘THE MAN WHO SOLD THE WORLD' EXAMPLE 2... CONTINUED
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Acoustic Fingerstyle

TOMMY EMMANUEL MASTERCLASS

ONTHE CD
TRACKS 18-27 6"&

GT RATING
MODERATE/
ADVANCED

Each example in the
lesson gets
progressively more
difficult

REREEEE

Helps improve your:
B Fingerpicking

B Lick vocabulary
B Speed and finesse

“Without

Acclaimed virtuoso Tommy Emmanuel joins GT for one issue to
demonstrate why he's possibly the world's greatest acoustic guitarist.
Masterclass transcribed, recorded and presented by Eric Roche

TOMMY EMMANUEL

‘Masterclass

B Y OUR IKITEL

@ FINGERPICKING GOOD!
RECOMMENDED LISTENING

H i ANY TOMMY EMMANUEL ALBUM is worth listening
el to simply for the man’s natural abilities on the guitar.

| Acoustic purists should try ‘Only’ (2001), his first all-

acoustic album, though also recommended are the

fusion-y ‘Can't Get Enough’ (1997, also issued as

4 ‘Midnight Drive’), The Journey (1993) or the

§ Grammy-nominated duets album with the late Chet

Atkins, ‘The Day Finger Pickers Took Over The World.

TOP PICK

M Chet Atkins & Tommy Emmanuel
‘The Day Finger Pickers Took Over The World'

“FLY YOUR KITE...”
“Technique lets you fly vour kite!”
says Tommy, He's aware that it's
sometimes in vogue to put down
highly-technical players vet argues
that "without technique you can't
express yoursell”. Indeed, he's
emphatic that techmque is
something that's acquired and
perfected through practice
{surprise, surprise!) and allows you
to control the flow of the music
through your instrument. [ asked
him to demonstrate some particular
right-hand patterns to illustrate his

he UK fingerstyle scene has

teChnlque never been healthier, with
)/OU Can't many of the world's top
players touring here
expreSS” regularly, and homegrown talent
}’OUI'SEH. continuing to evolve. Yet, in the past
Tommy few months there's been a name on
Emmanuel the tip of evervone's tongue
Tommy Emmanuel. Just a few years
YOUR GTTUTOR ago, one could have mentioned
B ERIC ROCHE Tommy and depending on who vou
See plé for more info asked you'd either get the

on all the GT tutors response: “The world's greatest
s guitarist!" or “Who?” In his native
Australia, Tommy is literally a

household name. He has won every

point. Fingers at the ready...! 1]
major music award, appeared on d{ SOUNDAWICE i
numerous television shows, and sold TOMMY'S TONES
shiploads of records, In the US he
was awarded the prestigious CGP FOR THE RECORDING TOMMY
(certified guitar plaver) award by used his faithful and well-woern
the late Chet Atkins himself. Yet, Matonguitar.TheseAusl‘.erian-
until he moved to the UK a few made acoustics are fitted with a
years ago, he was a relative microphone and onboard EQ
unknown on these shores and only control. The pil:kl.lp has been

recently - thanks to a number of adjusted at Tommy's request to
provide in his own words “extreme
EQ" which allows some seriously
low and high frequencies to be
amplified. We recorded it direct to
a Fostex hard disk recorder.

back-to-back grassroots tours — has
his playing got the attention it
deserves. Yours truly caught up with
Tommy backstage at one of his
recent solo shows to get this

exclusive fingerstyle lesson for GT

TOMMY EMMANUEL MASTERCLASS CHORD CHART FOR EXAMPLE 9

Am9
(acting as Abmajl3 Gmajl3
Em9/B E-9/B. DmI3no3rd) (noll) (noll)
® v % nee (Y]
[ . neee ) )

" WemEn " us

T21 3 33 T 2
5 R

|
S RIIIT 95 3
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Tommy Emmanuel -
the world's finest
acoustic player?
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Acoustic Fingerstyle

TOMMY EMMANUEL MASTERCLASS

TOMMY EMMANUEL MASTERCLASS EXAMPLE |

EXAMPLE | is a simple chord progression plaved exclusively with the right-hand
thumb. You should concentrate on achieving a strong steady attack in this example.
Tommy says; “I'll vary between using a thumbpick or my fingers for this, depending on
the tune and the tone it requires.” For this example he uses a thumbpick

AH Thumb throughout  py- - - - - BIll==i===
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[+ F G Cc E7 AT D7 G
TOMMY EMMANUEL MASTERCLASS EXAMPLE 2
EXAMPLE 2 is based on the theme from ‘Caravan’ (which appeared on numerous
Chet Atkins albums) and is a development of the technique used in Example 1. “Here
the thumb plays the bass line pattern (BARS 1-2) and the other fingers play the
melody (BAR 3 onwards) "
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T TRACKS [8-27
¢ FINN

' TOMMY EMMANUEL MASTERCLASS EXAMPLE 2... CONTINUED

' 6= ik —
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| o 7 T 7 T T 7 T T T
A 5 5 5 5
E 5 5 5 5
gL P T
' TOMMY EMMANUEL MASTERCLASS EXAMPLE 3
We discussed the music of both Chet Atkins and Merle Travis, both hugely influential
| on Tommy. He offered EXAMPLE 3 as typical of the Travis style
I
) *u#' 1 T JI am r ) J_‘\J T [k\hlJL J\ J'| (8] T
et ta s phere T T 0 e B 8 s
| N ||..n‘ | ] T 1 Jl I I- - & 1—"‘_1
= E s = = = = =
P ey .
E 4 0—4—0 3 S 0
B 3 3 2 1
g (1—2—(31—4 4 4 3 3 2 0-—1
A
E 7 0 2 3 4 & 3 2 0
Gjo GO Fzo E
(ET/GH) (Eb7/G ) (B7IFY)
FOR THE INTERVIEW we literally let the tape run. As we talked Tommy would
frequently play something completely mind boggling (the Tommy Emmanuel version
of "noodling™). Many times [ would have to stop him and say “WHAT was that?!
| EXAMPLE 4 was one such instance. [t's an E mixolydian/blues run par excellence.
Z S el -
| — ohss - e
; e ~ Lo T —~ e e
| g é' hl g r_— bl 3 [t (9]
| Y i = = = F“H"T g e 7 4 [8]
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A o 3-2—0 T
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| A —4-T 2-4 2
B 0—4-T ¢
| E7 E13
TOMMY PLAYED THIS NEXT GROOVE (EXAMPLE 5) after we briefly talked about
the style and technique of American guitarist Leo Kottke with whom Tommy has
performed in the past.
gliss gliss
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Acoustic Fingerstyle

TOMMY EMMANUEL MASTERCLASS

S P UL S A
ONE OF THE MOST EXCITING techniques in Tommy's armoury is his use of artificial |
harmonics (EXAMPLE 6). “Chet Atkins was the first person to use this technigue, and
it first appeared on his recording of ‘Chinatown, My Chinatown’ in 1947 " he says.
Tommy plays artificial harmonics in a "harp” style, achieved by bringing over his right
hand to both select and execute the harmonics.

For example, press the low E string on the 5th fret, Place the right-hand index on
the same string at the 17th fret (one octave above) and pick the same string with the
right-hand thumb. With practice you should achieve a harmonic. In this example
Tomumy plays a simple chord by placing a full barre on the fifth fret and also fretting
the high E string at the seventh fret. He then plays a pattern of alternate natural notes
and artificial harmonies. The normal notes are played with the right-hand middle
finger. As you can hear on the GT CD, the effect is dazzling.

Tommy says “the best way to practice this technique is to record yourself playing
this pattern and listen to the balance between the normal notes and the ‘harp
harmonics’. The tendency, initially, is to play the normal notes too loudly with the
thumb. With practice and careful listening vou will begin to hear the effect.”
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IN A VARIATION OF THIS TECHNIQUE, try Tommy’s demonstration of incorporating

some lefi-hand pull-offs, as in EXAMPLE 7.
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HERE, TOMMY GIVES 7S another variation of this technique. EXAMPLE 8 starts
with three normal notes and then continues with the alternating pattern of normal
notes and artificial harmonics as before
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FINALLY, I ASKED TOMMY to devise a simple(!) chord progression for the GT |
readers. EXAMPLE 9 demonstrates the technique in a more elaborate way. Check '
out Tommy'’s live rendition of The Beatles’ ‘Michelle’, where he uses this technique to |
incredible effect. I've included the chord shapes for this example I

see chord diagrams i
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I THOROUGHLY ENJOYED the afternoon with Tommy Emmanuel - even though
we've shared the stage on a number of occasions, it was the first opportunity I've had
to really discuss guitar playing in such detail with him. Tommy will be my guest for
the Advanced Fingerstyle course at the Bath Guitar Festival this year (5-T August at
Bath Spa University) so come along and check out the man and his musie for
yvourself! Good luck, thanks to Tommy, and I'll see you next month. ..
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Pop

_ TRACKS 2831
| 28 i
29. Eulf tr

| 30. Backing tra
| 3}, Backing tr:

2002 Widdle Music

EASY TO
: MODERATE

Helps improve your:
B Rhythm playing
B Chord voicings

. B Picking precision

“Follow the
picking strokes
— they'll help
your timing,
and keep
everything
smooth.”
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This classic '90s pop single employs some neat chord voicings
and a memorable ‘drone’ melody for intro and solo. ..

CROWDED HOUSE

WEATHER WITH YOU

¢ TRACK RECORD
WEATHER WITH YOU' APPEARS ON CROWDED
HOUSE'S 1991 ALBUM ‘WOOQDFACE’

BY 1991 NEIL AND TIM FINN had reconciled and
decided to collaborate again, just as they had in art-
rockers Split Endz. But in the end, they merged two

projects: the germs of the third album by the Neil-led Crowded House and a
Finn Brothers project that never came to fruition. Thus “Woodface' is a little

half-and-half, ‘it’s Only Natural’ and “Weather With You' being ‘brothers’ songs
while ‘Fall At Your Feet” was Neil alone. It remains their biggest-selling album.

his acoustic-driven hit was
one of Crowded House’s
biggest and remains a song
guaranteed to bring the sun
out. Better news is that this song i3
pretty easy to play, and even novices
will be able to get through this
piece. The intro and verse is made
up essentially of two chords, an
Em?7 and an A sus4. When going
between these two shapes I'd
recommend keeping your little
finger down on the D (third fret B
string). This ‘anchor’ makes the
change [eel a little easier as vou
have a constant point of
reference. I've also written the
picking strokes out as well. It’s
essential that you follow these as
they will help vour timing, and help
keep everything nice and smooth.

TO THE BRIDGE...

For the first three bars of the bridge
we have two new chords, a Dm and
a C. These are easy enough but |
know from experience that the F
chord is the one that can cause all
sorts of trouble. However, before
you throw in the towel and play the
‘bahy’ version F on the top four
strings you may want to get your
guitar checked out. If it’s a cheaper
guitar, or even an expensive one
that hasn't been set up properly, the

strings may be too high at the nut,
making the standard F major chord
practically unplayable. Whatever,
the final G chord in BAR 25 will
probably come as a welcome relief.
For the chorus we return to the
A sus going up to a D major chord
(with the occasional D sus2 thrown
in). Again this should be fairly
simple until we get to BAR 44, the
D/F#. 1t is possible to play this chord
using all your fingers but I would
definitely practice playing it as a
normal D major and use your thumb
for the low F#. As we point out on a
regular basis, the thumb is a very
handy digit. despite what a classical
guitar teacher might say: for
example, a lot of Hendrix licks are
nigh on impossible without the use
of this ‘outlawed’ appendage. The
final chord we need is a common all
darden E major chord, probably one
of the first shapes you ever learned.
Now, there are actually two
acoustics (panned left and right) on
this track, as well as a number of
overdubs with various other stringed
instruments but to keep things
simple I transcribed the acoustic
part heard on the left channel. This
is the stronger, more dominant part
and the right channel is just playing
the same thing anyway. This 1s
known as doubling and beefs up the

sound as well as helping with the
placing of the guitar in the mix.

For example, if there were only
one acoustic channel where would
vou put it? Panned in the middle it
would get in the way of the vocals,
and put on one side or the other
would probably make the track
sound unbalanced. We used this
doubling effect on the GT version
too which, incidentally, is slightly
abridged to avoid sitting round for
13 bars in the middle of the tune
with nothing to do.

THE INTRO & SOLO

Finally, we have the intro and solo
figures. These all use a kind of
drone technique whereby a melody
is played on one string whilst
another string (usually open) is
ringing in the background, giving it
an almost sitar-like quality. Added to
this is a flanging effect which is
panned to the left (with the
‘straight’ single on the right), plus a
delay setting.

I'd recommend reading through
the part a couple of times until it’s
familiar, but then play it as you feel
it. Life is too short to go through
and memorise every 16th note
glitch. Besides, I've transcribed
what's on the recording but you can
het that the band would never play
it as written every time. Here, the
feel is far more important...

@: SOUNDADVICE
ACOUST‘"F. WlTH Yok o 5

For this track | used _a“'Lawiff
Acoustic with a Rode NTI 1
Studic’ reverb was added from
Lexicon MPX1 on the doubled
_gﬁitar parts. Delay wa
rthe mix




Neil Finn -
everywhere he
goes, he always

takes a really
bad jacket.

- and synchronise your
| right han
you may ne
perform ‘unplugged’
_ versions so a good
| sense of time '
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Pop

CROWDED HOUSE "WEATHER WITHYOU' FULL TRACK
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CROWDED HOUSE WEATHER WITHYOU' FULL TRACK
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CROWDED HOUSE ‘WEATHER WITH YOU' ... OVERDURBS CONTINUED
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‘Weather With You' — Words and Music by Neil Finn and Tim Finn @ 199 Roundhead Music and Rebel Larynx Music, USA

EMI Music Publishing Ltd, London WC2H CQY

Reproduced by permission of International Music Publications Ltd. All Rights Reserved.
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Acoustic Fingerstyle

PIERRE BENSUSAN LALCHIMISTE FULLTRACK

NTHE CD
TRACK 32
32. Full track

2001 DADGAD Music

GT RATING |
MODERATE-TO- |
ADVANCED

=
| =

Helps improve your:
| B Tunings
| knowledge
B Fingerpicking
| B Command of
| rhythm

"| decided
about 20
years ago that
DADGAD
would be my
‘standard’
tuning.”

- YOUR GTTUTOR

_ HPIERRE BENSUSAN

| Seeg Iﬁ'fur ‘more info
mtall thax}T mfnrs o

62 Guitar Techniques JuLy 2002

GT welcomes guest tutor Pierre Bensusan, who here reveals

how to play a tune from his all-acoustic new album

PIERRE BENSUSAN
AL S BD

€ TRACK RECORD
'LUALCHIMISTE’ IS FROM PJERRE BENSUSAN'S 2001
ALBUM '}NTUETE’

INTUITE' IS PIERRE BENSUSAN'S first album for
Steve Vai's Favored Nations label and his first truly
solo gul‘mr album. “| wanted to do a solo guitar album

for a long time; Pierre explains, “something that focuses on mixing together
the cells of the music, the player and the wood. The challenge was to make the
songs work on a single guitar which becomes, in the words of Hector Berlioz.
like ‘a small orchestra’” Looks like he succeeded — Roots Magazine in the UK
said ‘Intuite’ was “the guitar album of 2001 by a long margin.”

ello there, and thank you

GT for letting me explain

how to play one of my

own tunes, ‘LAlchimiste’.
The inspiration for this piece was
multiple: initially it came from
imagining a South African gospel
choir, it also drew on the book of the
same name (by Brazilian writer
Paulo Cuelho) and, lately, it's
become something of an elegy for
the late Isaac Guillory. Myself and
Isaac were both performing at the
Newtownards Guitar Festival in
Ulster just two months before he
passed away in December 2000,
Isaac had already performed — one
of his most beautiful sets ever, I
recall — before we talked backstage
while Davey Graham was onstage.
While playing through a selection of
tunes, I asked Isaac his advice:
which tune should I open with? As I
played him the beginning of
‘I’Alchimiste’, his eyes told me...
Since then, I often open concerts
with ‘L'Alchimiste’ — it puts the
audience and myself in the right
mood.

The tune, like everything else [
play, is in DADGAD tuning. |
decided about 20 years ago that
DADGAD would be my ‘standard’
tuning. Michael Hedges once tald

LALCHMQSFE‘ LEKETHE ENTS&E

me my brain was “not wired the
same way"(!) — perhaps so, but
DADGAD tuning soon takes on its
own life, albeit a tool which you
have to tame in order to express
yourself. But this enhances what it
can offer — the relationship from
string to string, modes, scales,
harmony, and different ways to find
new chords and sounds.

D-LIGHT

‘L'Alchimiste’ is in the key of C,
though you'll certainly notice when
— because of the DADGAD tuning -
the D bass is played for the first
time in the piece at BAR I1.

When I reiterate themes, I intend to
never repeat a previous section
note-for-note in order to give it an
improvisatory feel. This is
particularly evident at the end of the

iNTUtTNE INTUF!'E

tune (BARS 47, 52 and 54), where
I add extra flourishes to the reprise
of the A section. The legato (let ring
throughout) implies that the notes
are connected one into the other,
unless marked otherwise.

Please do pay attention to the
fingerings indicated and try and
apply them, even if your fingers
don’t want to (as in BARS 13, 15,
18, 29, 30, 31, 55, 56 and 57!).
Stretching like this can be tricky,
but it is inherent to the art of guitar
playing, and will improve your
plaving if you allow time. Try and
keep consistency, sustain and
sonority in mind. Alse, pay attention
to the dynamic markings in the
transeription (see INSIDE
KNOWLEDGE).

I've not indicated vibrato on the
transcription here, but besides the
obvious classical or electric left-
hand vibrato techniques, I use a big
deal of neck movement to ‘shake’
the sound within the guitar body; or,
[ just push or pull the neck slightly
to waver the pitch of a single
note or chord.

Finally, another technique I use
here is the ‘harpisant’ or kevboard
technique (see BAR 52). This
allows yvou to play consecutive notes
on as many strings as possible in
order to obtain a polyresonance.

Hope you enjoy playing this as
much as I do... GT




- steel-string fingerstyle/ x
picking world, 1 have
béeﬁi.@_jujfg_.&thﬂmbpiﬁk
for a long time. | started
to re-examine this
actitude about 5 years
2g0, when listening to
classical and Flamenco
use of a

the tone. It also feels

very natural. I use plastic -

gel for my nails which |
keep quite short”

) @ |NSIDE
. KNOWLEDGE

VWE ASKED PIERRE to
§ explain the musical

- terms he uses in his
. transcription of

| LAlchimiste’,..

semplice y generoso
= simply and genercusly
e
= Er_raf_f&engl_ike“ manner
Piu c;ai':ﬁo;-fr leggiero
= calmly, with a light feel

_piu dolce
= more sweetly
piu sostenuto
= more sustain

rallent do

rinforzandos
= quicl crescendos

GT guest tutor Pierre
Bensusan - he’s the
dandy DADGAD daddy.
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Acoustic Fingerstyle
PIERRE BENSUSAN ‘'ALCHIMISTE FULL TRACK

‘L Alchmiste’ words and music by Pierre Bensusan © 2001, DADGAD Music.
Reproduced by permission of Pierre Bensusan.
Thanks to Maggie Greenall.
'PIERRE BENSUSAN ‘LALCHIMISTE
semplice y generoso g,

4 =80 ——T‘— -

A \ | e =t — ]

7 - ] \ ] \ | = == \ T - T
A= 9 [ I T - r )
o=t o ’ @

) ,,]9 — & — - — —'z - — @

2 § = = % =
o 7 f 2
Legato (Let Ring throughout) —=— ”-,7)(' np ol 8
" S 3—(3) 3 3 — e 3
) 0 o) ) 0 |
s HGT : = o 0 0 0—0
0 HFARB 0 0—2 2—3 3 0
A 3 3 3 0 2 3 3
D 3 5 3
f c F6 clG F/A G7/D c F6
‘A
cantabile __-—-i
r,. e
b 7 j\_ ! | 7 1 —
j_z_’ @ ] & # 2 r ]
o P Fa 8-
3‘ - = - [ ; v_—&
] =7 . — I e o
f? f S f r D #r v f
mf D i mp mf —=—p
e 3 =l =
A . 3 3 3 3 3 3 F
Qi T ==l Ui———U—Z 2—=0 0 {0} 0 0 0 § 0—=0 TO Gi 0 0
D 3—2——3 3 2 3 3 ¢
A — 0 3 0 0 2 +3—3}
D 5
4 CIG F/A c F/A G/B c
J J J‘\ m | | [ :RL — El r-\! ?——
= i:gt# i —— o — " E— 7
[ fan { P o T i
ANV P & s (& o hosk - - d
e r ‘-" - g— 2 = — P —
- 3 - ' ) "
D {5} 5—F5 g—z—o——u—o—(o)—wz =
A 3 —3 3 Fr—3—3———3 3—
G 0 —2—1 H—0—{o——0——0——0 4 0
D 2——(2}—33) ; 3 3 2—0 0—2 3:{3 3
A ‘ ‘{9—2—3 3 34+—0—0)
D 5
B C/E F G F/A G/B C E/A
Fal g= F i I 'I | ] J\ o ;
B S—— T g g #° ; ! m‘ . —— 4
frS= P i — )
AN 'f’ - I L = 5
e F r‘ [ = === -
1 o = 3
— :r f’ mp O
/’:‘“\ A
D e (] 0—(0—2 5) {5} 5 3*2*077070‘(0)*2*04’;‘“7
A {3} 3 3 3—3 3 3
G 0—{0)—4 0 0 0 2—0 0
D N 3 3 3
A 2 3
Bl 2 (2——0H0) 5
G/B c CJ/E Dm/A G
1
2 — ‘
S
A p— I n = ]| I |
] e = z T ] \ i p "
#vﬁ_ & ¥ T Z ¥ & [ . -
SR i g s P E——
LI = —_ = = ) - —m
s [ L IP—T I\ 37 _ T
= np E e mf
—t— — —
D : 0—242) 2—o—20——0——0—
A (3)—3 3 33 373 3— (3} 3— 3} 3—3—3 3
G - 0 ? —0—0} 0 0 0—0—0—0 0 0
D 0—2 2—3 2 3 3
o i 0 {0——2—-3
D 3 5 {5) 5 2—3 5
g c F ciG FIA c F G

64 Guitar Techniques juLy 2002




| PIERRE

Oron>»0O

Or0®>0

Or0On®0

DrOOEroO

OD*»00 =0

BENSUSAN ‘CALCHIMISTE... CONTINUED

& h | = o~
A & -
&) r - —5—
~ o—
————s——@——
0 0
. 0—2—0 3
B
16 c

-jﬁ - v
L = = -y T
r F f
= - mf 2 ——_—
2—(2)-2 2—3—2—0—0 0 0—2 —+3—3—3 3-2-3-2—0—
3 33 3 3 3 3—(3) 3 TG 3
—(0— 00 0 0 2 2 k
: i =iae.e =L 0 —
Z £+ 2 F
5 5 {(5y—2 0 {0)—
s F/A G/B c FIA G/B C Dm7
gliss . |
—_— i . - ) ? r7_'3‘| !
A e — et — [ I e B o1 U SO o i A o PO — —
i | S s e ey i e = < P N e S o pmi
. = P " A | o o @ 1 = T @ ! LY] B =
[ fan) b 9y o 0@ I = ] = ‘—J*‘ﬁﬁ:
ANEV ot & 5 @ [ b |
e — - Bf e b S Z[ = — P 7 g 1785 — & i =
— — 5 B — e
§ =T |7 T [t 7T
{0} 3—5 7 2 0 -
2—0—2%0 0— 3 3 8 3 3 ey sg——zﬁo—z—o——w
0 0 44— 5 2 0 0 0
0 2——(2}-3 0 3—3) 22 —————————
0—0} : 3——(3}-=2
5 {5} 0 3 5 {5)- 5 3—
e Dm7 F G
f
¥
A\
e
mf P A iz =
0—5—5+5 7 = 0— - e 0—2 3—%3 3H3—3-232—0—
P 5 ol et Py ) X T i e
+5 {5 b5 e {—— g§ 0-10) T
s S ——0 0—Ho—0-0)——2—a—3} : 3—
2 (2) 9 5 : 22— 0
o e Am7 Dm7
Em7
piu dolce piu sostenuto
gliss F§ — f
) =L N e Pl ™~
> — =TT *—y Cra— w_ 7 = @—Hfﬂt
|I “ - (W bl i .
!) 0 5 e T R Vo :._/ T ES=nTe =
ol :; o be f = ; r\___/[ rr\__ﬁjt r
; L T '—::j:__i_ ‘m::f
mf ¥4 mp T
2 0 - 0—2—+(2) 0—
3 3 3 3—(3} 3 3 3—(3) 3—
o0 0 0 -0 Ho—o
—=3 33} 5 3 0—2 2—3 2 —
+3 $-2—+{2} 3 —: 0 {0} 2—|
5 +5—5} 3 5 —5)} 5
B G7susd4 g7 c F S FIA

Juey 2002 Guitar Techniques 65



Acoustic Fingerstyle
PIERRE BENSUSAN CALCHIMISTE FULL TRACK

PIERRE BENSUSAN 'LALCHIMISTE... CONTINUED

oroOm>X0

OrO0O®>0

OrUnrO

C»0>0

or»0m>0

= | r—
f F ! ‘ | 1 i
H— T oq | @ P — = = )
rS—1 i T i 7
ANS V) s ook > P
e .)r' = i e r r = = fes
S 2 1
il = f F P
s rinforz T
2—2—2—0 0 0 2—2—{2)}—0
—3 3 3 3—33 3 3—
0—0—0 0 Q0 v i) 0— 0} —0—2——20— "7
3 (—2—0 3 > I—2—3 2—0—2—0—1—
3 3
2—3 5 5 — 3
g G c FIA c/G F
B =i —es G BVEs mumemes Sisigle SIS SIERRRSISiERSie Sismse, S -
vib m ‘—ﬂ
Fa == J\ .| ] - i ﬁ;’ o S o i
s 7 T i g — ¢
e — i /— PP so¥ 3 1 rJ
A\AY A 3 T Y 5 = W ] 5= .;_J. °
T ro | 2 eLAr T T T
4g ’f
e P —_— —
3——3—3——3—(3)} 5 j T 5
= 5 8 ¢ 8 8 8
3—3)—+5 +-5 5 5
) ey 58 ¥ o 7
3 3 5—5} T 8 (8) 8—7
5—2 3 ]
s c F Bb/D C7E F CIE
. i
YnpNe =45 BV gliss g ’Sf;hss
2 —
L~ " o
AT o - r\: __1....-: I gliss g_f' 23
7 y J ] T = E: s o
St e T e — =
ANV b T i o z - = Ty ’: T
D r = §_ = N or > 7 E’ = Wb 5w pp W
= — ! = .
e e BN I
— - — —_ /—-_-{\ : e 3 ;
5 1T— 77 7=7, 10 22— - 5 5
Wﬂi&*&i&%&%ﬁ 3 33— g 5 0
5 £} ; 5—5 e’ 0
¢ 7:&7 10 3 2—0—0 -2 o
5 = 3 0—2 3 3—2 2 3
a7 v 5 2——2 X—2
Dm7 G7 C F/A G/B Cc Em?
gliss
gliss T i R 3—
f = 2 ! \ :
n’] s [ B - —— 1 —
&) o e <= £ . . 2 .ﬁ_‘ﬁ_t
s T e T T =
ke —— . — T o
0—577-(7) 5 d 3—(3)—3—*?373*5%5)*7%3*——(3)—2 2
0 0—0——0—0) i o g ¢
0—4 5 5 £5 3—3—0
4 O 'l 3 3]
—2 0 30— 2 4 4—4) 7-
= L\
4 Am7 Dm7 G/B A7/CE
vigoroso . .
vib gliss gliss
4 1/2]3111, iy gliss T35y
PR : : o AN
. I - LY Y = S
o 2 o i b |. P z %F i
o = = ~re |l — = — . — [ r g
rinforz —
0—3—5—2—0 F7={7H5—3—2—=0 0 540 0
3 +0={0) 3 3——3 7 —% 0—
0 45\_}5{ 0 4 5 24 4—5—4 0—
{3—3 20 t 3-—{3; 7 0—=5
— 5 S . » 0 3 i
o = W ) =
2 pm7 CIE F C/G Am Em7

66 Guitar Techniques juLy 2002




PIERRE BENSUSAN ‘UALCHIMISTE... CONTINUED

Or»00>»0

OroUnro

oronro

TCron®o

OrOoOm>»0

—
A "
¥ T |
7 T |
: o
IRy
bi7)
|
F0—0 53 5 0 0 a— 00
i3
3 3—{3}—2—{2) a
——=fE ;
46 S——
Dm7 G7 c
-~ — —
Q | r 1 I-d M
ral & [ vy
[ FanY T X ~—
S P ) *
o r‘-——/ P | 3 =
v g T
3
R — o
{5) 5—5 —{0)-0—2 &
3 34+—33——3—3—
0 2 —0——0——0— 00— P s
> (2 —3{(3—3 2—0—0—2"—§—3:§sb—3——u L
3 ¢ 0—(0}
® o cE F/A
—
5 = | J ]
\” | & [ A ] /R
y_ A X
[ P 1
\.V i =
e 'r.‘ Qf
§eire2
LI 7 o 0—2—3—2—0—=—
{3} 3 3 8 . —
—0 0 0 0 &5 0
o i vz 3
& a‘}
2 G/B G
sostenuto vigoroso
A — | \
— T | 8 I P P
@ & il ] el &
ANV = | € & T —
—LI—TI|T 7 T
P P
2—9—p—0 o—0
{3—3 3 3—3—3 3
0 0 0—0—0—0 0——0
. o
2—3 5
55 c F
tranquillo
f J ‘a‘ | J [~ 'f_J ;|
f’r’t\ = & Eﬂ I [ J
A\, o —
e f —:- r X ,uf g
sub.p — np
—0) 2 3
0 —3— 3—(3} 3—|
U U LY
3
3 3 6 . —
58 c Cc F/A

Juy 2002 Guitar Techniques 67

© PIERRE BENSUSAN

G @ DADGAD MUSIC

THIS RECORDIM



Acoustic Fingerstyle

(o ) 5 )
PIERRE BENSUSAN LALCHIMISTE FULL TRACK » TRACK 32
PIERRE BENSUSAN ‘UALCHIMISTE... CONTINUED .
4 iﬁr —— I e — — e —— i ———
¥ I | =N [ ) | [ | | 1 | []
'4;“ r ) - qi _IL i\_ r y ] & r ] &#
A\EP bl '__{. ok £ ]= o - = = 3
e — 4 — —. s P — — >, = F
—— 4 1 4
oy T ST g e 7T
. " [rinforz~
v 2—2)-5 2- > - O
A—3) " 3—{3) 3—(3} 3—(3) 3 3 3
G 0—0—~0)-0 0 ; . S 0
D 3—~(3—3 3 0—2—0 0 0—2 2—3 3
A 0 {0) 2—1—3 3 3 3 0 2
D 5 3 5
51 ¢cmG FIA o F cl/G FIA G/B
[
F— === —_— QPSS —
O D} | .i_ 1 T 41,—\
7. O r bk & e 3 = @0
[ fan Y] A
ANS W 3 & &= 3 = e :
¢ =" M P = \E/ -
i R e
> HIPW>FQ}(9 with thumb
o P
D b . 13\
A & ) 3
G 0 0 0 H0)
D 2 2 ) 2 }2{
A 3 =¥
D 5 == = == {5}
64 c

WANT TO
SUBSCRIBE?

Turn to page 89 for
this month’s offer!

E GUITAR GYM!

THE ULTIMATE STEP-BY-STEP GUITAR COURSE TO HELP YOU PLAY
FASTER! STRONGER! BRAINIER! BETTER!

E NEW TRANSCRIPTIONS FEATURING FREDDIE KING,TOM PETTY
AND AMERICAN SHRED NUTTER BUMBLEFOOT

THE SUMMER 2002 EDITION OF GUITAR TECHNIQUES IS OUT ON JULY 22

DON’T MISS OUT! ::rdn; .................................. i

....................................

Avoid disappointment, e :
reserve your copy now! ' :

Just give this form to your newsagent,
and they’ll keep you a copy of Guitar Techniques.

Dear Newsagent, Guitar Techniques is available
from your local wholesaler.




| WORKSHOP |

L

ONTHECD |
TRACKS 33-34 8. |

33. Introduction and
tuning notes
34, Full track

® 2002 Widdle Music

If you're new to DADGAD tuning and find Pierre Bensusan's lesson a
touch baffling, try this step-by-step introduction. ..

INTRODUCTION

TO DADGAD

GT RATING

EASY/MODERATE

Will improve your:
B Independent
bass lines

B Syncopation

B Confidence with
altered tunings

Davey ‘DADGAD’
Graham: he’ll be
off to drive the

g trains in a minute.

REDFERMS

“For
DADGAD,
you're tuning
strings down
so nothing’s
going to snap
under
pressure.”

hen it comes to altered tunings for
the guitar, DADGAD is one of the
most revered. It's true to sav that
merely dropping yvour bass E string to
D (as we did in the June '02 issue ) can make quite a
difference to the general depth and sonority of your
guitar — but DADGAD is seemingly something altogether
more radical. If Pierre Bensusan’s guest lesson in this
issue proves a bit tricky, why not start with this
introduction...

Although it's known for being beloved of the folk’
fingerstyle movement, DADGAD is one of the favourite
tunings of Led Zep’s Jimmy Page, who used it for such
diverse Zep classics as ‘Kashmir’ and ‘Black Mountain
Side’. This probably gives you some idea of how flexible
an alternate tuning DADGAD can be.

If we take a closer look at this tuning, though, you’'ll
prebably be quite surprised to find that we've actually
left the third, fourth and fifth strings in standard tuning
- and this is an important thing to remember when
experimenting. Anything vou play on these strings in
standard tuning will still work in DADGAD and so, if you

70 Guitar Techniques jury 2002

thought you had been robbed of all of those important
familiar landmarks you rely on for day to day playing,
think again!

Obviously, the first thing to do is to retune, Use an
electronic tuner if you can, as the first time you slip your
guitar into a new tuning can really put your head in a
spin. More importantly, a tuner is your instant ticket
back to standard tuning if you find you can’t cope. I
actually like this tuning a lot myself; I don’t like tunings
where you have to tune strings up in pitch as I end up
worried and squeamish that something’s got to give. For
DADGAD, vou're tuning strings down and so nothing's
going to snap under pressure.
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(@ SHEIKS OF DADGAD

ki IMMENDED LISTENING

LR DADGAD IS A FAYOURITE of
TL%., Led Zep’s Jimmy Page and so

& take a listen to ‘Black Mountain
Side’ or ‘Kashmir’ for two very
different readings of this
particular tuning. Also try any
albums by Pierre Bensusan or
tuning ‘inventor’ Davey Graham,
to hear the tuning in 2 more trad but solo setting,
x-YVings guitarist Laurence Juber and his DADGAD
'pretations of Fab classics on ‘L] Plays The Beatles’.

B Laurence Juber ‘L] Plays The Beatles’

NEITHER MAJOR NOR MINOR

It’s probably helpful to look at what we've done to the
guitar in terms of what chord we're now tuned to. We've
got three Ds, two As and a G and so, if we were looking
for key information in our new tuning, we’d probably all
agree that there is a heavy D bias going on in there. In
standard tuning, the instrument is basically tuned to an
Eminllth; in DADGAD, we're tuned to a D Sus 4 — see
FIGURE 1|.

It’s this newly ‘suspended’ set of open strings that
gives DADGAD most of its mystery; D major’s third (F#)
isn’t present and neither is the minor third (F) and so
DADGAD instantly loses one of its more important terms
of reference for the ear... it’s neither major nor minor
sounding. So even a brush of the open strings will put
you in touch with DADGAD’s basic flavour, but if vou

FIGURE | DADGAD TUNING = DSUS4

Dsus4

X X O

experiment with a few fretted notes combined with the
open strings, you'll soon find that you can come up with
some great new sounds.

In view of the fact that DADGAD is so often cited as
being of Celtic origin, this month’s little tune is entitled
“Ten Minutes In Dublin’ in honour of the fact that the
only time I've actually been to Dublin was when a flight T
was on ended up being re-routed. Alas, [ was only there
for the briefest of times and only really got to see the
place when it was dark and foggy. I was also on my way
back from doing some recording with Jazz Jedi Martin
Taylor — hence the piece’s jazzy overtones. I thought it
might be nice to do something away from the DADGAD
norm, too.The intro/outro is a series of bluesy-sounding
chords with a nice little bit of dissonance at the end. The
tune itself is a good exercise in playing a simple little
melody with a supporting bassline.

INDEPENDENT FINGERS

Throughout this column, we've been examining ways to
achieve independence for all of the fingers of the right
hand, and this month’s piece is no exception. If you
listen to the CD, you might think that the piece would be
quite awkward to play, but it’s really fairly easy, with only
one barre. Everything else is a fairly straightforward
exercise in accurate finger placement and right and left
hand co-ordination.

Make sure that the strings ring open when they have
to — at all other times vou should take care to make sure
that there aren’t any unwanted notes playing on through
as this will only cloud things up and could result in some
accidental ugliness creeping in along the way. Most
importantly, learn the tune in small chunks and if any
particular part keeps giving you problems, practise it in
isolation for a while and you should find that it will
soon come up to speed nicely.

These strings remain
in standard tuning

DADGAD

DADG

‘TEN MINUTES IN DUBLIN’ i

(PROTIPS

TRYTO GET OVER the
fundamental fear that
retuning the guitar has
robbed you of alt your
usual landmarks like
chord and scale shapes.
Just take everything at
face value and explore!

INTRO

8 0

A9 7 5543 9 7 5——5—4—3 3

o7 5 4—3—2 7 5 4—1—3—2 4

b7 5 4—3—2 7 5 4—A4—3—32

5 0—0 0—0 0 0—0 0—0 0—0——o0 0—0——0—0—0—0—
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‘TEN MINUTES IN DUBLIN’ ... CONTINUED

MAIN THEME

0 —0 2 4 0 2 0—2—
A 0

G 4 4 2 0

D 0 4

I 4 2 5

D 0 4 5 0

D 0 2 0 0 2 4 0

A 0 4 0

G —4 4 0 4 4
D

A 0

D5 4 2 0 0 4 5

D 2: 0—2 4 0 2 0

A 0 0 4

G 2 0 4 4 0

D 0——4

A4 2 5 0

D 0 0 4 5 4—2 0

OUTRO

D 0

A9 Té 5 5—4—3 9 7 5 5—4—3 3

G—7 5 4 4—3—2 T4 5 4 4—3—2 4

g 7 5 4 4—3—2 7 5 4 4—3—2

bD—10—70 0—=0 0 0—0 0—0 0—0 0 0—0 0—0—0—0—
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ONTHECD In another prescription of twisted rock guitar; Guthrie Govan
TRACKS 35-37 @83 dissects a different approach to playing over minor chords...
35. Introduction

3é. Full track

" ROCKMUTATIONS |
THE MELODIC MINOR SCALE

Sting: funny, but the
career in fine art
never beckoned.

GT RATING
MODERATE-PLUS
See pro-ti p #i

Will improve your: |
M Scale knowledge
B Improvising skills

REDFERMS

and the darker-sounding phrygian
adds a b2 and a }6;

There are, however, occasions
where none of the above
mentioned scales work. For
instance, you might have to deal
with an A minor major 7 chord.
This would have the notes:

i . An oddly named chord, ves, but
The m8|0dllc | what else could you call a minor
minor scale Is | chord with a major Tth extension
basi Cau}, .the . grafted onto it? For an example of
| such a chord, try playing the
same as a classic ‘open Am' shape and re-

fingering it so the G string note
moves down from the second fret
to the first. That’s Ammaj7, that
is... you'll find that it still sounds
pretty much like an A minor chord,
but the extra flavour added by that
G# note gives it a haunting and
slightly unsettling effect.

When would you encounter such
a chord? Well, think of that
‘diagonal’ four-fingered chord

hen you're confronted with the task of shape stretching from the B string (7th fret) to the A
playing over a minor chord, you have string (10th fret). If vou play that chord with the open

major scale,
except that

its 3rd note is
flattened” |

all sorts of seales to choose from. Over
Am, for example, the No 1 scale of
choice for most rock players would have to be the
all-purpose minor pentatonic:

The next most obvious choice would be one of the
maodes of the major scale. The dorian mode adds a 2 and
a 6 to the basic pentatonic note-pool:

while the aeolian adds a 2 and a p6;
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low E string ringing, vou’ll hear a 'fancy’ version of the
same idea; technically, it's an Emmaj9, but the world and
his guitar playing wife instantly recognises it as ‘The
James Bond Chord"

If you want to find a scale that complements this kind
of chord, rather than clashing with the 7, or indeed if
vou just want to get that kind of ‘unsettling' effect when
playing over normal minor chords, the melodic minor
could be very helpful.

The melodic minor scale is basically the same as a
major scale, except that its 3rd note is flattened. So in
the key of Am we would use the notes:

Your mission this month is to explore this scale, and to
get used to the way it sounds. If you know
‘Greensleeves’, you are — believe it or not - already on
the right track!

First the graphics. FIGURE 1 illusirates these notes
all over the neck, with the root notes (ie, all the A notes)
coloured in for ease of reference. If you're comfortable
with this all-over diagram, feel free to use this chart to
come up with your own fingering patterns. If you want to
ease into this a little more gently, turn to FIGURE 2 for
assistance, This shows five common scale fingerings for
the melodic minor. Any of these shapes will get you
through the accompanying backing track

FIGURE |

ON THE CD

The demo tune is based on a simple two-chord vamp;
two bars of Ammaj7, two bars of D9, repeat as necessary!
As you've no doubt gathered, you can use the A melodic
minor over this progression, and any one of its seven
notes should, in theory, work over either chord. Indeed,

[ would urge you to jam over the backing track using
these seven notes however and wherever you like, just
to see how they sound and gain some general familiarity
with the scale.

Once you've played around with A melodic minor for a
while, vou might want to experiment with the more
‘scientific’ approach, where you try to target chord tones.
If we go back to the beginning of the lesson we see the
notes that make up an Ammaj7. So to target chord tones
vou should try and hit A, C, E and G# at prominent
points in your phrases.

Over DY, you're probably best advised to think of the
chord as a humble D7, and to play lots of D, F#, A and C.
(Strictly, the missing ‘9" would be E in this case, but it's
best to keep things simple; D9 is basically nothing more
than a ‘tarted-up’ D7, so let's stick with the ‘skeleton’
chord for the time being!)

PLAYING ACROSS CHORDS

In practical terms, this gives us some interesting ideas to
work with. If you eame up with a lick for the Ammaj7
chord which featured lots of C and A, you'd find that it
would work just as well over DY, because C and A are
component parts of both chords.

If, on the other hand, you had a motif for Ammaj7
which emphasised a G# note, it wouldn't sound as good
over the D9, because G# isn't a part of that chord. You
could, of course, simply move all the G#s up to A or
down to F#, and you'd have yourself a variant of the lick
which works over D9, If you played the two versions in a
row, each lined up with the appropriate chord, you could
really complement the chord progression.

['ve transcribed the solo from the GTCD demo, just to
give you a few ideas on how you could use the notes of
our featured scale and still sound like a rock player.

[ wouldn't necessarily advise you to learn the whole
thing, but if there’s a bit you particularly like, you might
want to locate it in the transcription and analyse the
notes, to find out exactly what it is that you like about
the lick. You could then take that principle to come up
with your own variations.

Try to learn the sound of this scale and not just the
neck diagrams (see PROTIP #2), and that way you'll
learn most about when you can use the scale and how it
interacts with chords. Happy exploring!

THE MELODIC MINOR SCALE ALL OVER THE NECK
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FIGURE | — THE MELODIC MINOR SCALE, FIVE COMMON FINGERING SHAPES

"CAGED" Scale Shapes
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ON THE CD - USING THE MELODIC MINOR SCALE IN A SOLO

16th note swing feel
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USING THE MELODIC MINOR SCALE IN A SOLO... CONTINUED
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ROCK MUTATIONS 111 -THE MELODIC MINO ALE EXAMPLE 3... CONTINUED
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ONTHE CD

TRACKS 38- o%

38. Introductior
39. Full track
40, Backing track

2 Widdle Musi

GT RATING
MODERATE-PLUS
but with a few tricky
moments...

Will improve your:
B String-bending
technique

B Lick vocabulary
B Finger strength
and control

“"When it
comes to
string bending,
remember
the adage:
everything in
moderation.”
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Want to play classic country guitar? Then you need to hone your
bending technique. Here GT reveals some classic twangy moves ...

CLASSIC STRING
BENDING LICKS

Jerry Donahue: we're
not about to call him
a bender, no sir,

erious string-bending from 6-stringers
became prevalent in the late 1960s,
throughout the ‘70s and beyond. Although
blues guitarists such as T-Bone Walker had,
a decade or so before, been bending their unwound
Ist and 2Znd strings a reasonable amount (a tone was
barely manageable) while having a go at bending the 3rd
string skyward too, it was in country music that changes
were afoot. Pedal-steel guitarists had the luxury of
having an instrument that, via footpedals and levers,
could have its strings’ tension controlled independently
of one another for dramatic bends. ‘Normal’ guitar
players soon wanted to emulate such shenanigans, of
course, and so it was in the late 1950s that a teenage
James Burton had the brainwave to string his Telecaster
up with some banjo strings, enabling him to stretch
strings like never before. Renowned session player Arlen
Roth was largely responsible, in the 1970s, for taking

things a whole lot further, and I'd
say this month's piece 1s
reminiscent of his music. That said,
Jerry Donahue has since earned
himself an unparalleled reputation
for weird and wonderful string
bending ideas and techniques, so
he's another must-listen player.

TOO MUCH TWANG!
The written solo does indeed have
some classic string-bending ideas
but, to be honest, there aren’t tons
of ther. And for good reason: a
glut of string-bending licks,
especially if played incessantly, can
easily become blurry sounding and
possibly even nauseating. So you'd
do well to remember the adage:
everything in moderation

To begin with, pre-bend the 1st
and 3rd strings - the pitch changes
should be automatic providing you
follow the recommended fingerings
as shown beside the note heads.
Not only that, but it'll sound
sweeter if yvou ‘violin®: ie, swell the
volume control on your guitar from
off to on. Do this swiftly here
although at other times you may
prefer to fade in more gradually
(NB: at BAR 20 vou'll witness a
quick increase then decrease in

volume - it was just an urge [ had

at the time and it isn't obligatory.)
Back to BAR 1, you'll notice that
the lower note holds as an upper note is freshly
attacked. This kind of thing is very natural but can,
unfortunately, often cause the notation and TAB to
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appear cluttered. I'd suggest that you think or say: “ee-
vou-ding” — which is more or less how it sounds when
you perform the move in question

There are quite a few tasty double stops in BARS
2 & 3 which in this instance involve very sudden
hammer-ons (technically, they're grace notes or, more
properly, acciaccaturas or ‘crushing’ notes). Think,
“dwee™ The sixths in BAR 4 are very typical of a classic
country guitar player. Thirds and sixths — the main
thrust of April 2002 GT's country lesson - will always
make for a good ol' country sound. And never forget that
it’s the following move that is the most country sound of
all: 2nd-3rd (scale step) - which is evident in BARS 2, 3,
4 5 6. everywhere, in fact.

CLASSIC STRING-BENDING LICKS CHART

ALL ENDS THAT BENDS WELL

A cool Chet Atkins/Jerry Donahue-style move oceurs in
BAR 7 (it reappears in modified form coming out of
BAR 12, too). Observe the suggested picking strokes,
which involves hybrid picking (ie, pick-plus-fingers).
Incidentally, watch out for the slippery combined
hammer-on-plus-shide lick heading out of bar 7 into

BAR B; it’s relatively easy to perform although, like the
sustain-plus-(re)-pick move we described earlier, it can
initially look a bit confusing on paper. Listen fo it first and
then learn it from the TAB.

There's more Chet-influenced magic in BAR 10. Those
harmonics ereate such a mood whilst offering a bit of a
technical challenge. Keep your fingers as upright as
possible throughout this section and remove your
harmonic-inducing fingers from the strings as quickly as
vou can for each individual string in order that,
perversely perhaps, the sound will ring as much as
possible overall.

[ won't describe any more of my tune's transcription in
great detail here because, like in so many of my lessons,

[ point out how repetition and reworking of previously
used ideas (from the same solo) can help make things
gel and take the solo beyond just a string of licks or
technical tricks. But, two more licks to look out for.

In BAR 18 there's a quirky string bending move for sure,
and one which 1s just a little left of centre. And then
there’s the tone-and-a-half bend - in combination with
some violining — that appears in BAR 19.

In parting, it's worth raising a virtual (or real) hat to:
T-Bone Walker, for kicking the string-bending ball, so to
speak, into outer space, James Burton for knocking it
around the universe, and to Jerry Donahue for, erm,
boosting sales of plasters and paracetamol to guitarists
worldwide. Bend on! And see you next time for some
modal string bending. .. GT)
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CLASSIC STRING-BENDING LICKS
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' ONTHE CD

TRACKS 41-43 %

41. Introduction
42. Full track
43, Backing track

® 2002 Widdle Music

GT RATING

MODERATE

Will improve your:

B Chord knowledge
W Songwriting

B Ability to bluff at
the jazz club

“In jazz there
are strictly no
rules, but
there are a
couple of
things that
happen a lot.”

Want to spice up a plain blues progression with
some hip jazzy turnarounds? Here's how!

HOW TO PLAY
JAZZ BLUES

efore we look at how, to play a jazz blues, we
need to understand how it might differ from
a standard 12-bar blues? Starting in C the
chords of a standard 12-bar first would be:

Hopefully you're familiar with this sequence. If not you
should definitely spend a lot of time getting used to this
one first before you plough through this month's lesson.

The first thing to do would be to add a quick change to
F7 in BAR 2 to relieve the monotony of spending four
bars on the same chord. The sequence is now

Now, although in jazz there are strictly no rules, there
are a couple of things that happen a lot. One being that,
if a dominant chord is followed by another chord a
fourth higher (the same as a fifth lower) then you can
alter’ it. Essentially this means adding a b9, #9, 55 or #5
{or any combination) to the chord.

84 Guitar Techniques juLy 2002

Robben Ford! Wayne
Hussey more like.

In BAR 4 you have a C7 going (a fourth higher) to F7
in bar 5, therefore it’s possible to ‘alter' the C7 chord to
create a bit of tension. I've opted for a CT#945, which
sounds pretty scary but is very easy to play. The notes
(from low to high) are: E (major third), Bb (the flat
seventh), Eb (the sharp 9) and Ab (the sharp 5). It works
well in this part of the tune, at the end of the first four
bars. Our ears have come to expect this type of thing
before resolving to the stronger BAR 5.

In a rhythm context, the two essential notes for a C7
are the drd and b7 (the bassist or pianist is probably
playing the C root). To have these two notes in your
voicing add either a Gh, Ab, Db or Eb (or any combination
of these notes) to make up yvour very own altered chord!
In BAR 6 we add a diminished chord, but it just serves
as a passing chord to get back to the C7 in BAR 7. Thus:

B oy /i 7 H oy i es AU AN sl E e i S R SR |
OK, the front of the tune is looking pretty good so let’s
see if we can make the back end a little more interesting.
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TURNAROUNDS

A common turnaround found in jazz is known as a

I VIV (the turnaround being the bit at the end of the
chord sequence that takes you back to the beginning
again). The numbers correspond with chords found in
the harmonised major scale, so in C the chords would be:

Writing numbers in Roman numerals is standard, so
get used to it! A1 VIII Vin the key of C would be:

That’s fairly straightforward. Next up is a technique
called substitution. You've probably already noticed that

the T and IV chords (which are both normally major 7)
have been substituted for dominant chords. Generally
vou can substitute a minor chord for a dominant chord,
especially if it’s going to another chord a fourth higher.
The next step is to substitute the Am7 {(which goes up a
fourth to Dm7) with an AT, So now our | VI II V reads:

Hopefully vou'll remember at the beginning of the
lesson | said that if a dominant chord is followed by a
chord a fourth higher then you can alter it as well? OK
so we can alter the AT (as it goes up a fourth the Dm7)
and also the G7 (as it goes up a fourth back to CT). Now
our | VI 11 V looks like this:

You may be asking why not also change the Dm7 for a
[37, alter it and go completely mad! Well, there's nothing
to stop you from doing that, it's all down to personal
choice really. Here's what our final version looks like:

[ used my right-hand fingers to play our little jazz blues
— I think this approach works really well in this format as
all the notes can be sounded simultaneously. | used my
thumb, first, second and third fingers (with my pick held
between my first and second, just in case) for the A, D,
G and B strings respectively.

There's literally hundreds of variations, substitutions
and alterations you can try out so keep exploring. But
this is the basic, unbeatable format - jazz blues in
an instant!

HOW TO PLAY JAZZ BLUES
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HOWTO PLAY ?AZZ e

é ONTHE CD TrACKS 41-43

HOW TO PLAY JAZZ BLUES... CONTINUED
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THE FASTFINGERS COMPREHENSIVE GUITAR COURSE

NOW ON CD NOW ON €D NOW ON CD NOW ON CD

This 15 the best home study Lead & Rhythm Guitar Course in the Country!.... It really works!
The Course comes complete with 3x74 minute Compact Discs and 10 booklets and is unbelievably
casy to follow, also a free telephone back-up service with me (the Auther of this brilliant Course).

Imaging leaching yourself to play both Lead & Rhythm Guitar at home without having to go for
expensive lessons! Imagine having vour tutor at the end of the phone for back-up with no extra cost!

Well you can - so unlike any other Guitar Course or book you can actually phone me (the author)
for guidance and assurance!

Thave designed the Course o be extra-casy (o follow — there are so many Guitar books about that
completely confuse the reader within the first few pages — I bet you have a book that has left vou
puzzled!

The Course is superbly structured to bring along all of your skills evenly. If you are reading this you
are probably one of those guys who has hit a brick wall and got stuck — well this Course will sort
you out whether you are a beginner or if you are playing in a band but want to improve.

Afler completing the Course (approx 9 months, 6 hours pw practice) you will fully understand —

KEYS - SCALES - PENTATONICS - MODES - BLUES THEORY/CHORDS - CHORD
CONSTRUCTION - HARMONISATION (for vocals & Lead Guitar) - ARPEGGIOS - PASSING
CHORDS - SLASH CHORDS - SUSPENDED CHORDS - POWER CHORDS - JAZZ CHORDS -
BLUES CHORDS - TRIADS - CHROMATICS - KEY FINDING - INTERVALS - IMPROVISATION
- HOW TO WRITE LEAD SOLOS - HOW TO WORK OUT (transcribe) RECORDINGS - HOW TO
CHANGE KEY QUICKLY - OCTAVES - SPEED PICKING - ROCK & ROLL - AUGMENTED/
DIMINISHED CHORDS - UNUSUAL & ADVANCED CHORD SYMBOLS - USING THIRDS &
SIXTHS - FINGER STRETCHING/TRAINING - RELATIVE MINORS - STANDARD RIFFS -
STRING BENDING - MULTIPLE PULL-OFFS - MODERN TECHNIQUES - MODULATION IN
SOLOING - CHORD SUBSTITUTION - TRADE SECRETS, etc. etc...

There are so many other things in the Course I just do not have the space to list them all!

Apart from this incredible wealth of knowledge the course exercises will develop your practical
skills to way above the average Pub/Club player — If you don't believe it phone me and I will give
you the phone numbers of delighted students who are now playing in Bands with no other form of
tuition and are still amazed they could have learned so much for such a low price!

My promise to you is - You will learn enough about Lead/Rhythm and Guitar theory to completely
understand what you are doing and what everyone else is doing! Including those serious Guitar
magazine articles that sometimes seem to be written for the elite few! Your practical skills (Lead
soloing & Rhythm Guitar) will develop in the minimum time and you will be absolutely delighted
with your progress!

The price is as amazing as the Course only £59.95 + £1.50 P&P.

re-recorded - many improvements - on 3x74 min CDs VISA

These three comp: Cheques/POs written
Cheques/POs or Mastercard/ Vi out fo S. Bray

Fastfingers, 84 Kingston Road, Willerby, Hull HU10 6BH Tel: 01482 657556

details to:

Phone for free Catalogue of Compact Disc Courses or visit website
Website address — http:/fwww.fastfingers.demon.co.uk

|FASTFINGERS COMPACT DISC COURSES]

CDKIT 1 - 10 x Rock jam tracks ~ CD KIT 2 - 10 x Blues jam tracks ~ CD KIT 3 - Blues solos
CDKIT 4 - 10 x Pop jam tracks CD KIT 5 - 15 x Rock i Roll solos €D KIT 7 - 90 Blues riffs
CD KIT 8 - 60 x Double siops rifis  CD KIT 13 - Ear training (chords)  CD KIT 15 - String bends
CD KIT 14 - Ear raining (progressicns)

ALL COMPACT DISC COURSES (inc booklet) £8.95 + £1.50 P&P each

There are 28 Gourses available in the Fastingers catalogue.

iFASTFlNGERS PROFESSIONALLY FILMED VIDEO COURSESI

1. THE COMPLETE BLUESMAN
Packed with info - scales - 45 riffs - arpeggios - chords - theory - string bending tuition ciose
ups - pull-offs - speed tips - jamming with a band - dozens of tips.

uitarist review... ‘One of the best introductory tapes I've seen.
2. UNDERSTANDING & DEVELOPING LEAD GUITAR
Designed for the beginner, a thorough course on lead guitar. Scales - modes - improvisation in any
key - 50 riffs - harmonics - rakes - tapping - speed playing - theory - tricks of the trade + more!
3. THE RHYTHM GUITAR PROGRAM
The best rhythm course around. For beginners, this course will get you in your first band.
Open chords - Barre chords - strumming - theory - transcribing - power chords - triads - tricks

of the trade - an audition + much more.
4. BLUES SOLOING
An ideal follow-on after the Bluesman. Solos in A - Sclos in E minor - using arpeggtos =
improvisation. Each sclo is played three timss... 1) breakdown. 2) complete. 3) over a backing track.
5. RHYTHM GUITAR PROGRESSIONS
A follow-on from the Rhythm Guitar Program. Packed with info on playing in any key - dozens
of standard progressions/songs - too much to list. Essential for all guitarists.
6. CONSTRUCTING BLUES SOLOS

Received an excellent review (Issue 1, Total Guitar). This video will teach you how to construgt
your own solos, you will even be able to play over advanced blues chord progressions.
7. LEAD GUITAR RUNS

Detailed course (70 runs shown), runs are taken from all styles - Rock - Jazz - Blues -
Country. Essential for all guitarists.
8. FAMOUS BLUES RIFFS

100 riffs taken from the styles of five top players - Gary Moore - Peter Green - Eric Clapton -
B.B. King - Chuck Berry - A Library of Blues Riffs.
9. LEAD SOLOING 2
A detailed course on Constructing Lead Guitar Solos. Dozens of ideas & tricks of the trade,
along with the best ways to approach writing solos.

10. ROCK BLUES < 3
A detailed course on merging rock with blues. A study of this style is essential for all lead
guitarists - many of the 70s/80s rock hits have rock blues solos on them.

PHONE FOR A FREE CATALOGUE

Please phone Steve Bray Fastfingers
after 6pm 84 Kingston Road, Willerby,
Hull HU10 6BH

Tel: 01482 657556

Special £100 (+ £1.50 P&P) deal on any
VISA 4 viceos + the Comprehensive course

Each video...£22 + £1.50 P&P
Any 2 videos...£39 + £1.50 P&P
Any 3 videos...£55 +£1.50 P&P
Any 4 videos...£65 + £1.50 P&P
Any 5 videos...£78 + £1.50 P&P
Any 9 videos...£125 + £150 P&P
All 10 videos...£132 + £1.50 P&P
www.fastfingers.demon.co.uk

Cheques/POs ( Comprehensuve course + 12 videos J

SR | (2not stown) €179 + £1.50 P8P
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ADVANCED LEFT-HAND VIBRATO

ONTHE CD

TRACKS 44-46 :

Here we look at advanced push and pull vibrato techniques
to add character to solos and strengthen fingers

PUSH & PULL
VIBRATO

GT RATING

ADVANCED

Will improve your:
B Expressiveness of

playing
B Dramatic ideas
B Finger strength

‘Make sure
you don't
over-stretch
ligaments by
overdoing this

exercise.
ISHALNMTER i Ithough many a rock guitar player has a natural
See plé for more info preoccupation with attaining mind-boggling

on all the GT tutors

technical prowess it's important to remember

that nothing speaks louder to an audience than

a few well-chosen notes played with gut wrenching
feeling. Vibrato is a technique that has been used by
many instrumentalists in order to imbue their playing
with a more ‘vocal’ quality and in guitar playing, vibrato
techniques are as wide and varied as the human voice
butterfly’, ‘blues shake’, classical-style ‘side-to-side’ et
But how do you get vour vibrato to be as strong as
possible? Like this

SIZE MATTERS!
Because the musical context of a distorted rock
guitar solo is usually aggressive or high-pressured it's
important that, technically, you can apply tone-wide
vibrato to any note with any finger when required

Yet there are two problems with trying to apply tone
wide vibrato; the left-hand Anger strength required, and
the age old problem that seems to dog any technique

learned on distorted electric guitar background noise

90 Guitar Techniques juLy 2002

George Lynch:
oooh, he's angry.

@: SOUND ADVICE
METALLIC TONES

FOR THIS PIECE | used my Fiesta Red '62 Fender Strat
through a Cornford MK 50 valve head and a Palmer
speaker simulator. | used a Boss OD-2 pedal and a TL
Audio valve EQ was used in order to add some warmth.

The Cornford was on the following settings and the
overdrive button was on;

Yol Gain _ Bas  Mid Treb Pres  Res Mast Yol
6 6 1 3.5 3.5 5 L] 45

When you're improvising, you can use any width of
of this month's

vibrato that you like, but for the purposes
study, although it may not sound too tasteful, aim to

make your vibrato a tone wide throughout. (Mine
probably isn't a tone wide all the time on the GT CD,
because I had to make it nice to listen to!) If you're not
used to this, build up to it gradually. Be sensible. There



are ligaments each side of the end of the finger that will
strengthen over time — make sure that yvou don't over
stretch these by overdoing this exercise at the start.

The two main types of rock vibrato are ‘push’ and
‘pull’. Of the two, push vibrato is the more difficult.
Before we look at the study in detail, let’s take a look at a
straightforward example (the principles outlined here
will also apply to the study).

PUSH VIBRATO

We're doing to look at taking a D note at the 10th fret of
the thin E string, and bend it up and down so to that it
oscillates back and forth between D and E. Here, you will
be applying ‘push’ vibrato, because you will be pushing
the string up before releasing,

If, at this point you may be wondering, “What's that
donkey braying in the background?” - these are the
lower strings sawing back and forth each time you bend.
There are two things that you need to do here:

This means that the first finger will push up into the
idle bass strings, ahead of the note being bent, thus
damping them before the hending finger(s) gets there.
Try to maintain this position throughout the bend.

If you are still getting background neise (that is, vou
can't keep the B and G strings quiet), check that yvou
aren't bending the E string too close to the tip of your
third finger. Fretting the note being bent with the
fingerprint’ part of the finger will mean that you have a
1/2 em overlap of finger which can then push the
offending B and G strings out of the way when you are
bending up. Also, if you bend with the tips of the fingers,
your fingers are liable to disappear under the strings at
the height of the bend (does this sound familiar?).

OTHER FINGERS
Right, let’s look at applying vibrato on this same note
with each of the other fingers.

To use your 2nd finger, vou simply move the position
forward (with the 1st finger still being used to dampen —
not to bend).

To use the 4th inger, you must first return to the 3rd
finder vibrato position outlined earlier and then simply
replace the 3rd finger with the 4th, while keeping the 1st
and 2nd fingers in position. This action should feel like
3rd finger vibrato (in other words, with a lot of the
power coming from the 2nd finger), but with the 3rd
finger held out of the way.

For 1st finger vibrato, you have to rely solely on the
picking hand for damping any unwanted bass strings.
Again, remember to keep your pivot (the base of the 1st
finger ) firmly against the lower edge of the neck.

It's important that you develop the technigue of
quickly being able to switch, when appropriate, between
the classical-style left-hand position that you reluctantly
have to adopt when making wide stretches, and this
thumb-over-the-neck blues-style vibrato position

PULL VIBRATO
This technique involves pulling the string down towards
the floor and then releasing it back to pitch each time,

This is the vibrato technique that you should use on
the lower four strings (E, A, D and G). There are no bent
notes in this month’s vibrato study, however, vou should
note that, when it comes to mixing bending with vibrato,
the G string has its own rules. Generally, you should
bend it by pushing up, however, if vou want to add
vibrato to a note on this string that isn't bent, vou should
apply pull vibrato: this type of vibrato is more powerful
and easier to keep quiet.

With pull vibrato, the approach is much simpler: the
movement can either be from the wrist (a turning action,
again using the base of the first finger as a pivot) or as
an arm movement (up and down, with the thumb off  \w

WORKSHOP
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the neck). Make sure that you can do both types, and
remember to keep the fingers nigid for both approaches.

All the fingers available, behind the bending finger, are
used to pull the string down (inc the 1st finger, which
doesn't have to act as a mute with this form of vibrato).

With both push and pull vibrato, any unwanted treble
strings are kept quiet by using the underside of the
fingers of the fretting hand. Extra help can come from
the 3rd and 4th fingers of the picking hand, which can
rest on these strings just over the middle pickup.

THE SOLO STUDY

When playing through this month's study, you mayv feel
inclined to use other fingerings than the ones requested
in the transeription, however, this study has been
constructed in such a way that vou have to work on
specific fingers (in parentheses below).

BARS |-4 (push vibrato/4th finger)

There's an intentional slide on the 4th finger at the end
of each bar, which will make the last note sound frail and,
put the general cleanliness of your playing under more
scrutiny. The other challenge here is to shift, in one
continuous movement, from the wide-stretch adopted by
the hand to play the first four notes in each bar to the
precise {ingering described earlier (for applying push
vibrato with the 4th finger) for the last note.

Try repeating the first bar over and over again to a
metronome, This bar, like most in this study, starts off
with a slide; then you play the phrase; followed by
vibrato on the end note and then, finally, yvou finish by
tailing off with a slide (either upwards or downwards).
When playing rock, this is a standard formula that yvou
should get used to applving to each phrase that you play.
Practising a set exercise to a metronome, like this, will
force you into having to practise cramming everything
into an allotted time frame.

BARS 5-8 (pull vibrato/|st finger)

Imagine the back of the fretting hand moving back and
forth to the nut, You should use the resistance created by
your first finger, where it makes contact with the
underside of the neck, to bring down the string with a
turn of the wrist. The point of contact, on the string,
should be the inside edge of the 1st finger (the finger nail
should be pointing towards the bridge)

Instead of using the 2nd finger to play the last note(s)
in BARS 5, 6 and 7, you can try the first finger, which
vou will have to barre across the top 3 strings in order to
hit the 1st note in the following bar,

BARS 9-12 (pull vibrato/4th finger)

Here, refer to the notes above on pull vibrato. All four
fingers should end up compressed into the space of
three frets.

BARS 13-16 (pull vibrato)

Most vibrato needs to be played to a precise rhythm,
hecause you've usually only got time to apply one or two
pulses. In these bars, concentrate on producing two
vibrato pulses each time (the last two notes of a triplet:
think ‘boo = wah = wah', where 'boo’ i1s the note and the
‘wahs’ are the vibrato pulses).

Being aware of the precise pulses required is an
important consideration when matehing up the vibrato
when playing a unison line with another guitarist or when
overlaying various harmony guitar parts in the studio.

BARS 17-20 (push vibrate/middle fingers)

Pay attention to the fingering shown in the transcription.
You may want to play the first two notes in BARS 18-20
with a barred 2nd finger, instead of using the fingering
suggested in the music.

BARS 21-24 (pull vibrato/middle fingers)

As mentioned earlier, with all the various sections, make
sure that you are releasing the string fully back to resting
pitch each time, Try playing something simple like '3
Blind Mice' — add vibrato to the end-note and listen to
the pitch. You can also try looking in the mirror - it's
easier to see if the string is being released fully back to a
resting state or not.

BARS 25-28 (push vibrato/|st finger)
Once more, make sure that you keep the inside of the 1st
finger in contact with the underside of the neck. If vou
imagine that the 1st finger is like one of the hands on a
clock, the point where it meets the underside of the neck
acts like the screw on which the clock hand turns. If this
point loses contact with the guitar, the tip of your finger
will be acting as the screw instead, thus preventing you
from shifting the string when you turn the wrist.

[nitially, the finger strength required to complete all
these exercises will seem very demanding, and will
probably take a few months to fully develop. | suggest a
few short sessions every day in order to build up those
calluses

Next month, we'll be starting a new whole series
devoted to the nuts and bolts of rock technique that
should help vou play better, faster, cleaner and
smarter, See you then. ..

ADVANCED LEFT-HAND VIBRATO
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insurance

Paying too much for your instruments & equipment insurance? e
& Our cover & premiums could be music to your ears. R
¢ One of the top 60 UK insurers ‘insuring musicians for over 20 years'
¢ Offering extensive cover and benefits. ¢ Providing immediate cover or a quick quote.

| l \ G
LOWEST PRICES GUARANTEE imranc o s

==l Phone now on 08707 45 03 27 or visit our website www.eand.org.uk/GuitarTechniques |2 SSIE¥ES
accessories

o,

P73l ELECTRIC GUITAR | T
(VAR IMPROVISATION and l ambiios
Sl TUITION IN ALL STYLES

guitar players
JOHN MIZAROLLI

=
020 7372 6428
020 8450 3348
MOBILE: 07958 427236

g FAX: 020 7372 7409
el email: guitarz@mizarolli.net

ks, full analogue- 2 %
fiyth m EURO ® MASTERCARD
. Malmsteen, Gilmour, Vai, Satriani & Page. S’THEA'MI.I_HE $SWITCH ®# DELTA

* Patch cords Mail courses too. Specia Beginnars Co specialst blues course, Free initial mesting. For free info write to

¢ Speaker cables For FREE info cd p;c either phone & leave your name, tef no mm_ﬁ_‘"slﬂ", 2
p & address on the phone no’s or write to the address apposite 69 Flestwood Road, Dollis Hill,

areasdestatistud ll  FREE ELECTRIC GUITAR CD AVAILABLE ON THE INTERNET NOW! London NW10 1NR
your FREE ‘Cables for Musicians’ catalogue Website: www.guitarzan.co,uk of phane elther of the numbers above

quoting AQ72 3
¥ UK FREEPHONE 0800 373467 I-ﬂoeé’ g"&?ﬁiiﬁmmm

email: AQ72 @ russandrews.com

jf‘Our cables wi
improve your
performance!

e * Mains leads
* Microphone cables
* Instrument leads

opharics, Ghaka Khan, Rick
on Ellis, Big You

To Advertise in Guitar Techniques and have access / Beginners 1o adymaved welosme
to over 15,000 readers call Rob Jones Al stples
or Giles Grinsted on (01225) 442244 : )
or e-mail rob.jones@futurenet.co.uk or ; £t F&EE w_"sulm"m call
giles.grinsted @futurenet.co.uk uK 01 52_2- 524142

dealers
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BooksFor(<{TT{ £}

| .com

1th Wales Jazz Soci
01745 812260

o e 2 ] PC CO-ROMS |
GuitarCoach™ (350"

"The hest guitar teaching sofiware”
-.....Registry of Guitar Teachers
From all good music dealers
www.guitarcoach.com

Collect your FREE Interactive
Chord Dictionary now at
www.chordcoach.com

More Info Call Free 0808 0048482

7 DAYS A WEEK 9AM-9PM THE MUSICIAN’S CHOICE
All valves individually multi-tested and digitally matched
Full no quibble guarantee. Expert advice on all valve amps

AC/DC, Oasis, Brian May, Manics, Kula Shaker,
T ; 3 The Lig_htho_usﬂ:amlly and Thunder buy our valves

IomnH iﬁ PHILIPS/SYLVANIA EL84 USA
i Big, brash and wild, endless gain with vowel like distortion is the

| only way to describe this valve.
f A true Hard Rock tube for all EL84 powered amps.

egistry

Registry of Guitar Tutors recommends www.BooksForGuitar.com
“isy of cirar o +--THE specialist site for anyone playing, learning or teaching guitar

Only available in the UK from Watford Valves.
An outstanding original valve at only £25 each.

ECC83 vintage £14-66 £11.75 7025 STR e il £11.75
6LBGC STR =47 5T £15.00 EL34 STR £47°50 £15.00

LANEY LC 15 UPGRADEJ JENSEN SPECIAL OFFERS
c hE =

BEST TESTED VALVES IN THE WORLD =

‘Watford Valves runs the valves through more checks than any other
supplier in the world’ The Guitar Magazine - November 1999

‘Watford Valves custom built rigs put the valve under “real working conditions”,
which is the equivalent of a heilish week with the US Navy Seals’ Ben Bartleit, .
Guitarist - February 20071 See full reviews and test reports on our website

www.watfordvalves.com rFuiLy secure
Photos of our testers « Full test-reports = Full inventary

Insured next day delivery UK’s leading valve specialist
1000s more valves stocked UK’s largest range for musicians

This is regarded as the best small combo, 8H..

and yet the H&H speaker does not do it full cioQ

lustice, by fitting the Jensen C10Q you will

get improved clarity, tighter bass and better ©12N
bite. So upgrade today at only £38.00 Cl12K

- Ryall Close, Bricket Wood,
SRERTLLASNET o 01923 893270
F2x: 01923 679207 i
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Guitar Tech

Every issue, Guitar Tech looks at the little
things that can improve your playing life

INSTANT ACOUSTIC!

INSTALLING GRAPHTECH FAT ASS ACOUSTIC SOUND SADDLES IN YOUR STRAT

Graphtech’s FAAS ]
system can coax
pristine ‘acoustic’ tones
from your electric.

“The fatness
of the tone is
truly stunning,
very realistic
and addictively

playable”

98 Guitar Techriiques jucy 2002

4

ake two guitars to the gig?
Not me! I just grab my Strat
and go. With Graphtech’s
new FAAS (Fat Ass Acoustic
Sound) retro fit piezo-electric
saddles onboard yvour guitar, you can
too. For the price of a pedal, the
Canadian company’s system puts the
sounds of an acoustic guitar at your
fingertips. We've concentrated on the
Stratocaster system here as this is
probably the easiest job for the
layman to attempt, but the saddles

are also available for Les Pauls, Teles,

Jazz and Precision basses.

THE KIT

The system is supplied as two
components; the saddle pickups
themselves and an Acousti-Cell Pro
Preamp. Firstly remove the old
strings and bridge saddles. If vour
guitar already features Graphtech
saddles you can observe the heights
of the old units and transfer the
rough measurements to the new
saddles to aid the speed of set-up

post fitting. The pickups are
calibrated for correct string-to-string
balance so take care to fit them in
the right order (a piece of tape on
their underside helps here).

The next stage is to remove the
scratchplate and input jack. Replace
the old mono input jack with the
supplied switcheraft stereo jack. This
jack allows the use of a ‘Y cable for
sending the separate magnetic and
piezo signals to different amps.
Remember to employ a solder wick
or solder sucking device as vou de-
solder connections in order to keep
all your contacts clean and tidy. It's
also a good idea to protect you guitar
with a tea towel while vou rest the
upturned scratchplate on the body
for the next soldering agility test.

We're doing to sacrifice the use of
the second tone control (the one
nearest the input jack) which should
have a value of 250K, in order to
provide a volume control for the
acoustic saddles. Graphtech offer
other solutions if you want to retain

the tone pat but this method is the
simplest, Five solder connections and
two snipped wires later and we're
reacly to start finding space for the
combined preamp/mini patch bay
and single 9V battery.

The instruction manual is easy to
follow and our only eriticism would
be that it suggests ‘making six
grooves on the underside of the
scratchplate to accommodate the
wires from the saddle pickups’. But
how? Unless you're an experienced
guitar repairer, vou'll have to do what
we did and just wedge the thin
pickup wires between scratchplate
and guitar body.

With all the solder connections
complete all that remains is to follow
the placement guide in the manual
and peel the protective paper from
the double sided adhesive on both
the battery clip and Acousti-Cell Pro
preamp. Once both power supply and
circuithoard are fitted it’s simply a
case of push-fitting all the miniature
cable clips the the circuit board in
the order illustrated. Re-fit the
scratchplate, re-string and vou're off.

IN USE
Using a dedicated acoustic amplifier
(eg, Ashdown, Fender or Marshall)
with a full-range speaker system or
simply plugging into your band’s PA
system will give the best sound from
vour new acoustic saddles. The
fatness of the tone is truly stunning,
very realistic and addictively
Pplayable. To our ears they sound a lot
better than the brittle-sounding
electro acoustic tone so often
encountered. The tone is rich, full
and satisfyingly acoustic. The FAAS
system also works well with your
tremelo system, retaining its full
character even with wilder whammy
bar antics. Fat Ass Acoustic Sound?
You betchal

Ben Bartlett

FURTHER INFO
www.graphtech.bc.ca
www.ashdownmusic.co,uk
www.fender.com

www.marshallamps.com i
Complete Graphtech FAAS Pickup system
£129.95 Contact: Aria UK 0208 572 0033
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