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MUCH OF THE MUSICI FIGURE 1a E Phrygian/A natural minor
write and play is based :
on three musical forms: >
Phrygian and natural I poi
minor scales; the har- PR
monic minor scale and its i (B
fifth mode, Phrygian-dominant; and the : - !
diminished-seven arpeggio. Whenyou i fingering:3 2 1 3 2 IN1 3 2 I1N1 3 2 IN1 4 2 IN1 3 213 213213213211
examine these forms, you discover how |
closely related they are to each other,

Freely
~
0-19-17-2019-17~1519-1715~13-17-15-13+12-15-13-12+10-13-12-10—~12-10
3

10
13-12——13-12-10-13-12-10—8—]

sy

and how easy it is to link them together. e 0 0 0 P L O e g g

Let’s start with E Phrygian EFGA 1 T 0 e s o
B C D), which can also be thought of as === — R —=——— I h‘:é? i
Anatural minorABCDEF G) (FIGURE 4 21N421N42132131131N421421421421 421N421421421421421421424

1a). Primarily using alternate picking, T
descend through the scale in four-note : . )
groups, with each subsequent group start- i FIGURE 1b E Phrygian/A natural minor

ing one scale degree lower than the previ- - - . . . . . . - - - . . . .
i 20——19——17——15——19——17——15——13——17——15——13——12——15—— 13— 12— 10—

ous group. For example, I begin (in bar 1) T i
by playing C B A G, and then I begin the A s _
B
. ~ .. sim.
——13—12—10——12—10 10
13 13—12——13—12—10—13—12—10—8-12-10 10 5
7 7-5-4%
|
FIGURE 2a A harmonic minor
. i 1% " —
next group by starting one note lower,on | A% i s —p—
B,and play BA G F. Played thisway,you | Hg— : ; —15—1u—12 —
can clearly hear the scale being brokenup Y | 5 | | | \ [ (
into even groups of four notes (FIGURE1b) ~ : 5 1 3 ) 1 3 ) 1 3 2 1 3 2 1 3 2
that descend the length of the fretboard.
If we think of this scale as E Phry- :
gian, the intervallic structure is 152 { FIGURE 2b E Phrygian-dominant
(“flat two”) b3 4 5b6 b7, and the chord P, % o
that goes with the scale is Em. If we P = £ 13 12—13—10—12—9-10
think of the scale as A natural minor, P [A & 12112 PP 10—12—9—10
the intervallic structure is12b3 4 5b6 b7, | B 1 } } 112**111 B -
and the chord that goes with the scale : : I w |

is Am. Notice that the only difference 23 133 123 13 123 124 1241241 2 413 13
between the two scales is the second i
scale degree: in E Phrygian it’s b2, and in

A natural minor it’s 2 (“natural two”). { FIGURE 3 E diminished-seven arpeggios
This type of sound is exactly what T R e e
was going for from very early on. The T—"; 0 Ty T 12
whole reason I play the way I do is that  : ﬁ 9 -
I wanted to move away from the typical B I
things most guitar players did and had ! i
been doing for a long time. Iwanted to ~ § 3 3 3 3 3 3 3
challenge myself, mainly, by trying to 32 4 2 3 2 1 4 1 2
play some crazy stuff that was originally : Tsweep
done on the Vl(?hn’ Whl,Ch of course is FIGURE 4a A harmonic minor w/major seventh throughout
a completely different instrument. For 718
one thing, the violin is tuned in fifths P H— 18— —17—15 -
(low to high, G D A E), while the guitar | [A—f 7 G o . 15—14—12
is tuned mostly in fourths. In addition, B ; “ “ } 1i571;471f271f 13—12—0——
the violin’s scale—the “speaking length” : ' . =

of its strings—is much shorter than the
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guitar’s. Combining the short scale with
the tuning in fifths allows the violin to
have a lot more notes available within a
given position. On violin, you can move
your fingers less than you do playing

guitar and yet cover a wider pitch range.

It’s a bit of a challenge to apply this
approach to the guitar, but that’s what I
dug, and I still do. As much as I love the
blues, the main reason I ventured away
from it was that I felt it was a “boxed-
in” approach to the guitar and music,
and I wanted to break out of the box.

The natural progression for me was
to move into incorporating scales like

harmonic minor (FIGURE 2a), played here

in the key of A (A B C D E F G%); inter-
vallically, A harmonic minor is spelled 1

2b3 4 5b6 7. This scale is nearly identical

to A natural minor, the only difference
being the seventh degree, which in
harmonic minor is major, or natural.
Now, if you take these same set of notes
and invert your frame of reference
from A minor to E, you get E Phrygian-
dominant (E F G# A B C D) (FIGURE 2b),
which is intervallically spelled 152 3 4
5b6 b7. This scale is nearly identical to
Phrygian, the only difference being that
the third degree in Phrygian-dominant
is major and not minor or “flatted” E
Phrygian-dominant is the fifth mode of
A harmonic minor and comprises the
same seven notes. What makes it sound
like E Phrygian-dominant (instead of
A harmonic minor) is its orientation
around E as being the root note instead
of A. This scale sounds beautifully ex-
otic when played over an E major chord.

The presence of the major third in
Phrygian-dominant links this scale
perfectly with the diminished-seven
arpeggio. Here’s a shape I like to use
to play diminished-seven arpeggios up
and down the neck (FIGURE 3). If one
were to play an F diminished-seven
arpeggio (F G# B D), the notes would
also be found residing within the E
Phrygian-dominant scale. So, in the key
of A minor, you can mix and match and
throw together these three resources—
the A harmonic minor and E Phrygian-
dominant scales and the F diminished-
seven arpeggio—anyway you like.

A good way to acquaint yourself
with the two aforementioned scales is
to play them back-to-back (FIGURE ga),
being aware of changing the tonic, or
root note, from one point of reference
to the other (A to E in this case).

Doing this across all of the strings
might seem complicated, so it’s use-
ful to practice the scale on just one
string (FIGURE gb); if you learn that
“form,” you can come up with dif-
ferent patterns, such as this (FIGURE
4¢). Sticking with the high E string, E
Phrygian-dominant is played like this
(FIGURE 5a) and A harmonic minor is
played like this (FIGURE sb). Relative
to an A root note, G# is the major
seventh; relative to an E root, G# is
the major third. And here’s how the F
diminished-seven arpeggio links the
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two scales together (FIGURE 6). When
played over an E chord or an E bass
note, the notes of F diminished-seven
(F G% B D) outline an E7h9 arpeg-

gio (E G# B D F), minus the E root,
with the F note functioning as the b9
(“flat-nine”). This approach is very
much the “bread and butter” of what
1 like to do in my own music.

Once you are familiar with these
forms, you can use them to create all
sorts of different patterns. For instance,
you can play “shapes” that traverse the
strings, selectively leaving out specific
scale degrees (FIGURE 7a). Then you can
try starting higher up on the fretboard
and including more scale tones (FIGURE
7b). Link these shapes together with
diminished-seven arpeggio shapes
played up and down two strings (FIG-
URE 8a). You can also apply the same
idea to a three-string diminished-seven
lick (FIGURE 8b).

People always ask me about my
playing technique, and T'll never forget
the first time I went to Japan, back
in the early Eighties. They asked me,
“How do you do this?” and “How
do you do that?” and I said, “I don’t
know, man!” Everyone thinks I'm full
of it when I say this, but it’s the truth.
When I'm asked for advice, I always
say, “Play with your ears. When it
sounds good, it’s good.” If you have
good ears, you’ll know when it’s good.
When I started, I knew that I wanted
my playing to be note-for-note clean. I
wasn’t thinking about what I was do-
ing, but I knew what I wanted to hear.

And I worked very hard on it until T got :

what I wanted.

COMBINING LEGATO AND PICKING

LEGATO, THE ARTICULATION technique
wherein the majority of the notes are
sounded with hammer-ons and pull-
offs, is a beautiful thing. My favorite le-
gato player is Allan Holdsworth; I think
he’s amazing. Legato is great because
you can play something like this (FIGURE
9a) without picking at all. That gives
you a certain tone that is very smooth
and flowing, and then you can pick all
the notes to get a different kind of tone
that’s more percussive (FIGURE gb).
Here are two choices, and it’s great to
combine them to get a balance between
staccato, which is picking every note,
and legato (FIGURE gc). A more staccato
style sounds great on the low strings,
and I like how it sounds when balanced
by fast legato playing. What I like about
arpeggios is that they sound powerful,
impressive and very dramatic.

When picking fast passages, I usu-
ally break up the straight alternate-
picking approach when I move from
string to string, sometimes using
two downstrokes, or two upstrokes,
in arow. The truth is that I don’t
know what I do; I have never really
analyzed it. My picking technique is
natural for me, so the variables are
whatever they are, and they’ve been

¢ that way for a long time. I used to

FIGURE 9¢ Am/E7b9
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have a bass player a long time ago
that looked at my picking hand and
said, “It looks like you’re knitting!”

PIZZICATO

THIS IS A VIOLIN TECHNIQUE called

pizzicato, wherein you sound some of
the notes by pulling off to the open :
string with the fingering hand (FIGURE

i 10). If you use that hand only, you
i get this (FIGURE 1, bars 1-5). Then
i Iswitch to the pizzicato technique

(bar 6) and finish the idea with a

i combination of alternate picking and

: pull-offs. All of the different elements
i work well together and offer you

i some choices while you are improvis-
i ing, which can help you keep your

solos exciting and spontaneous. [J
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JOE SATRIANI soLoING
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LIKE EVERY GUITARIST
who was raised on rock
and roll in the Sixties
and Seventies, Joe Satri-

narrow idea of what gui-
tar soloing was all about.

“Back then, when you played
guitar in a rock band, you got only
four or eight bars for a solo now and
then. The concept of a ‘guitar solo’
was very restricted.” By the time he
began making his own albums in the
Eighties, Satch had decided the old
methods wouldn’t cut it anymore, at
least not for him. “When I started
recording my instrumental records,
Irealized that none of that applied
anymore; it just didn’t work. I had to
find a way to make the guitar solos
pop out a lot more.”

These days, Satriani is a guitar

virtuoso who has expanded and rede- :

fined the definition and purpose of
the guitar solo, not only for himself
but for guitar players everywhere.
“The guitar solo in a song plays one
of two roles,” he explains. “It’s either
the true expression of the piece of
music because it’s very important
for its melodic content, or it’s just
there to be a new sound—to be weird
and come out of left field.” It’s a sage
observation, and one of many that

Satriani made when he sat down with
i as one of rock’s most well known,

! instantly recognized and universally
i respected guitarists.

Guitar World to discuss one of life’s
greatest mysteries: how does one cre-
ate a great guitar solo?

As a guitarist, Joe Satriani is

supremely equipped to discuss the art
i guitarist’s best record yet. A very

i “live” vibe and spirit infuses his solo-
i ing and improvised guitar lines; on
primarily of his unique brand of high- :
i Colossal,” “Just Like Lightnin’” and

i “It’s So Good,” Satch cuts loose with

i some of the most inspired, fiery guitar
i playing of his career, revealing two

;i of the major influences in his musical
¢ life: the blues and Jimi Hendrix.

of soloing. Over the past 20 years, he
has released an impressive 20 albums
as a solo artist, albums that consist

ly advanced, challenging and diverse
instrumental music. The mere fact
that his career has endured so long in
the competitive world of rock music
is impressive. What’s extraordinary
is that he has done so while enjoying
worldwide acceptance from fans and
critics alike.

Over the span of his career,
Satriani has received 13 Grammy
nominations. His albums Surfing with
the Alien and Flying in a Blue Dream
have gone Platinum, as have his DVDs
Live in San Francisco, G3 Live and G3:
Live in Denver, while his album The
Extremist has been awarded Gold sta-
tus. The title tracks of these releases,
along with perennial favorites like
“Satch Boogie,” “Ice 9,” “The Crush
of Love,” “Summer Song” and “The
Mystical Potato Head Groove Thing,”
have helped secure Satch’s place
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FIGURE 1 blues shuffie rhythm

FIGURE 2 blues bends
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Satriani’s latest release, Super
Colossal (Epic), may very well be the

the opening three tracks, “Super

“I'm very attracted to that kind of

! guitar playing,” he says. “I resonate

i with the blues sound and with that

¢ type of rhythmic approach. To me,

i the opposite of playing in that style is
i being caged, in terms of rhythm. To be
i stuck with just quarter notes, eighth
i notes and 16th notes creates a feeling
¢ that’s alien. When I hear players of

i any genre break free of that—I dom’t

i careifit’s classical music, jazz, blues
¢ orrock—that’s what sounds right to

i me. It’s expressive, and I find that T

i want to hear it over and over again.

¢ It’s almost like this type of playing

i possesses some sort of life-giving

property that, every time you hear it,
you hear something new about it.”
Satriani believes this happens
because the player is making no com-
promises in his methods of expres-
sion nor relying on established and
accepted norms. “It takes quite a bit
more creativity to make something
like that work because, in doing it, you
can’t fall back on some predetermined
concept—like, ‘If I play something and
every note fits perfectly, it will there-
fore be right.” That, to me, is a false
kind of legitimacy, and if you follow
it, yow'll wind up with a cookie-cutter
type of melody or solo. It seems like all
of the really great solos and melodies
are the ones that are free of that kind
of connect-the-dots approach.”
“Going into this new record, I
looked back on my previous two
albums and asked myself, “What do
I still feel good about?’ and ‘What
did we miss?’ After some time had
passed, I asked myself what I really
liked about a particular song or the
elements that were involved in a song
that were so important to me before.
All of my feelings and observations
based on that experience led me to
think that I was going to do a ‘live’




kind of record this time. But after hav-
ing been on tour for 15 months and
finishing up with the G3 Live in Tokyo
CD/DVD, I said, ‘I’'m not going to. I've
had enough of that!

Instead, Satch decided to make
his new record sound even more dis-
tinct by finding a way “more quirky”
way to play. “That’s the word I came
up with—‘quirky.’ It’s not the best
adjective,” he says, laughing, “but it
suggests something that’s unusual,
charismatic and imaginative, some-
thing that’s not didactic or methodical
sounding. That became the strain that
ran through the entire recording pro-
cess for Super Colossal.”

One might say that strain runs
through all of Satriani’s virtuoso
recordings. In this rare one-on-one
interview, Satch reveals the method to
his madness and demonstrates how you
can improve your chops and technique
to get the most out of every guitar-solo-
ing opportunity that comes your way.
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GUITAR WORLD What is the best
way for guitarists to begin develop-
ing a vocabulary of soloing licks and
techniques?

JOE SATRIANI I started learning
about soloing by trying to play over
simple blues shuffle rhythms like
this [FIGURE 1] and seeing how slowly I
could play different licks. For a while,
I couldn’t figure out how other guitar
players could play slow, simple licks
and make them sound really great;
this is because at a slow tempo there
are many places to play a simple lick
over the course of a beat. The question
is, “Where”—meaning “when”—“is the
right time to do it?”

One approach that helps you find
the answer is to play a given lick sev-
eral different ways [FIGURE 2], in terms
of where along the string you position
the pick, what notes you “pinch,” what
notes you don’t and so on. And that
guided me toward the kinds of picks,
strings, guitars and amps that I chose
to use, because I was looking for tools
that would allow me to speak in that
sort of language.

GW What gear is in your standard
signal chain?

SATRIANI These days I'm mostly
using three different JS model Ibanez
guitars: a JS-1000, JS-1200 and a
couple new Chrome Boys. The main
difference between the guitars has to
do with the pickups: the 1200 has a
DiMarzio PAF Joe in the neck position,
which is like a PAF Pro with a tighter
low end. The other guitars have PAF
Pros in the neck and DiMarzio Freds
in the bridge, although one of the new
Chrome Boys has a new DiMarzio in
the bridge that we haven’t named yet.

I also used a vintage Fender Electric
12-string all over the record.

The strings are D’Addario .009—
.042, though I used .011s quite often
on the new record, like in the solo
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i section on “A Cool New Way.” And the
i picks are Planet Waves JS heavies.

Here in the studio, most of the time

! the guitar is plugged into a Peavey JSX,
i which is routed to a Palmer speaker

¢ simulator. From the Palmer, the signal

! goes into a Millennia Media Origin,

i which is a mic preamp thathas a

i parametric EQ, a de-esser and a com-

i pressor, plus the ability to go without

! atransformer or with a transformer,

i then choose whether that will be solid-
i state or tube

GW One of the earmarks of blues

i phrasing on the guitar is the use of
i string bending, a technique that plays
i amajor role in your style.

SATRIANI That’s true. One tech-

i nique I like to employ is to add dif-

i ferent degrees of bending to a minor

i third, like this lick in the key of C

i [FIGURE 3, bar 2, beats one and four, and
i bar 3, beat one), so that each third is

i notreally aminor or a major third

i butsomething in between. Here’s

i an example where I bend the minor

i third up one half step to a major third

: [FIGURE g, bar 1, beat one and bar 2, beat
! four] and then end the phrase by ham-
i mering on from the minor third, Eb,

i to the major third, E. And when you

¢ finally do hit that “true” major third,

¢ it has such an impact as a finishing

i this statement. :
H GW You'll also often bend the fourth :
i upahalf step to the flatted fifth.

SATRIANI Right, like this [FIGURE 5]:

the first note in the phrase, F, is the
¢ fourth, and I bend it up one half step

i to Gb to start the lick, followed by fret-
ted Gb notes later on. Incorporating

: bends up to the fifth and the flatted

i fifth, along with the subtle minor

¢ third bends, make the lines sound

i even alittle stranger.

GW How do the great blues guitar

players like Albert King and B.B. King
i getsuch agreat “speaking” quality to
i thelines they play?

SATRIANI That has a lot to do with

! articulation, which is affected by both

¢ the way you fret a note and the way you
i pick it. If you pick every note identi-

i cally in an absolutely plain way, the

¢ succession of notes will not sound very
i interesting. Butif I play licks like these

[FIGURES 6a and 6b], I'm picking some

i of the notes hard and barely touching
i othersin order to get variances in the

way the notes “speak” and the way they

i relate to one another within the melod-
i icline. That’s what creates a dynamic

¢ sound, and it’s what T hear when I lis-

i ten to all the great old blues solos.

GW You also occasionally use

hybrid picking, which is a combination
i of fingerpicking and flatpicking.

SATRIANI I like to use as many

i picking variables as T can: I’ll play
i alick like this using fingerpicking
i exclusively [FIGURE 7], but I can also
i fingerpick only the high E string

¢ with my middle finger and flatpick
i everything else. (J
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JOHN PETRUCCI PLAYING SEQUENCES
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I’'D LIKE TO SHOW YOU
how to take repeated
melodic ideas—sequenc-
es—and expand them by

ways other than staying
in one fretboard position. This could
be done by ascending diagonally from
lower strings in one position to higher
strings in higher positions, or de-
scending from lower strings to higher
strings in a lower fretboard position.

What I like about this approach is that

you can cover a lot of range on the
fretboard, and it allows you to explore
different areas instead of being locked
into one position.

The first sequence is just four
notes—B, E, F£ and G (FIGURE 1a). Tt
could represent part of an E minor
scale with some cool notes empha-
sized, or it could outline an Em(add9)
chord; it could also be played against a
C chord for a Lydian-34 type of sound.

Let’s move this melodic phrase
through three octaves, ascending the
neck diagonally (FIGURE 1b): in each
octave, the phrase falls on pairs of adja-
cent strings. The guitar is laid out per-
fectly for this type of approach in that,
as the riff progresses, you don’t have to
change fingerings at all.

There are different ways to incor-
porate this approach into your play-
ing: you can use it as an “area” for
moving into different melodic ideas,

8 GUITAR DVD
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as in this example (FIGURE 1c), where-
in I play “around” the melodic idea
in all three octaves. You can also use
it is as a long run, linking the lower
notes to the higher notes by play-
ing the melodic shape through each
octave (FIGURE 1d). At the end of this
phrase, I incorporate the notes of a
D major triad, D, F$ and A, before
finishing the line with an E minor
pentatonic (E G A B D) idea. It al-
ways sounds good to imply different
chords when playing over a static
pedal tone accompaniment.

Now let’s expand the idea by adding
one more note, C, to our melodic shape
(FIGURE 2a); incorporating hammer-ons
and finger slides in the sequence makes
it more conducive to playing faster
licks, like this (FIGURE 2b). In order to
get the line to flow smoothly, T use an
alternate-picking approach, but the
hammer-ons and slides take the place
of some of the pick attacks, which
creates a “skipping” feeling. Whether
ascending or descending, the picking
pattern is down-down-up.

Additionally, you can create faster
licks by staying in one spot and cycling
a melodic pattern repeatedly, using
alternate picking, like this (FIGURE 3a).
This is fun to do when you want to
build a lot of melodic tension. Practice
this phrase slowly, making sure each
note sounds clearly, and then gradu-
ally build up speed while economizing
your movements. Then try playing the
idea through three octaves (FIGURE 3b).
When phrased this way (FIGURES 3b and
3¢), it has a 16th-note triplet feel.

I might practice a run like this by
playing the first part by itself, and then
methodically move on to each succes-
sive shape (FIGURE 3d). Next, I might try
different combinations (FIGURE 3e).

I also like to apply a concept similar
to a modal structure; this approach
spans a larger range of the fretboard.
Here (FIGURE ga), I use a rhythmic
scheme of 16th-note triplets applied
to fragments of the E Aeolian mode
(E F% G A B C D) on adjacent pairs of
strings, playing three notes per string.
In progressing from one shape to the
next, pay attention to where your
pinkie is at the end of the first group
of six notes; you will start the next
phrase by fretting the preceding note
with the index finger. This run spans
three octaves and ends at the begin-
ning of a fourth octave.

When playing this run backward

(FIGURE gb), the opposite fingering takes

place: since each six-note group ends
with the index finger, the next phrase
begins one note higher in the pattern
and is fretted with the pinkie.

To me, the best way to utilize this
concept is to play passages that start
from a low note and ascend, and there
are so many different patterns that can
emerge. One approach that works well
is to play each shape twice in each po-
sition, like this (FIGURE 4c). (J
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ANDY ALEDORT GUITAR HERO TIPS
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FAST E BLUES-SCALE LICKS USING
OPEN STRINGS

JIMI HENDRIX, STEVIE
RAY VAUGHAN, Jimmy

Page and Johnny Winter

are known for playing

super-fast E blues-scale

(E GABbBD)licks
that are fingered within the first five
frets and incorporate open strings.
FIGURE1is in E and is played with very

unusual phrasing, in that it moves freely

between 32nd notes, 32nd-note quin-
tuplets and 32nd-note sextuplets. The
idea is for the lick to sound like a freely
cascading sequence of notes. Stevie Ray
Vaughan’s “Scuttle Buttin’ ” is based on
this technique, as are many of the licks
Jimi Hendrix plays on “Voodoo Child
(Slight Return).”

ESSENTIAL ROCK LICKS:
MINOR PENTATONIC

WHAT GOOD WOULD a guitar hero be
if he or she couldn’t whip out classic
minor pentatonic riffs in the style of
Jimmy Page, Alvin Lee and Joe Perry?

FIGURES 2a-c are essential licks that every

aspiring guitar hero should be able to

perform effortlessly on every area of the

fretboard. All three licks are shown in
the key of A and based on the A minor
pentatonic scale (A CD E G) in fifth po-
sition: in FIGURE 2a, the fret-hand index
finger is barred across the B and high E
strings throughout, while the ring (or
middle) finger is used to bend the D
note at the seventh fret on the G string
up one whole step to E. I sweep the pick
in a downstroke across the G and B
strings for the first two notes, then pick
the high E string with an upstroke fol-
lowed by a downstroke and then a pull-
off on the B string, executed with either
the ring finger or pinkie.

In FIGURE 2b, the fret-hand index fin-
ger is barred across the top two strings
at the fifth fret, and the lick initiates
with a pull-off from the eighth fret to
the fifth on the high E string. This is
played as a 16th-note triplet and is re-

peated many times. Jimmy Page ends his }
i depressing the bar and then returning it
¢ to equilibrium. FIGURE 3b illustrates the

i same technique using fretted notes.

“Stairway to Heaven” solo with a similar
phrase. FIGURE 2c takes the concept a
step further by using the technique to
gradually descend through the notes of
A minor pentatonic.

WHAMMY TRILLS

A “WHAMMY TRILL” combines a trill,

which is executed by quickly alternating
i hero back to the woodshed. FIGURE 4 is
i atapping lick based on a symmetrical

i fretboard pattern that moves from the
i first string to the fifth, beginning with

between two notes, with whammy bar
usage, such as depressing, pulling up or
shaking the bar. In FIGURE 3a, the pitch
of a trill between the open G string and

10 GUITAR DVD

FIGURE 1 fast E blues scale licks
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A note at the second fret is altered by

FRETBOARD TAPPING

THE FRETBOARD TAPPING virtuos-
i ity of Eddie Van Halen and Randy
i Rhoads turned the rock world on its

ear and sent many an aspiring guitar

a silent tap/pull-off from the high E
string’s 12th fret to the open string, fol-
lowed by hammer-ons to the fifth and
seventh frets. This “shape” outlines an
Esus4 arpeggio (E A B) and is repeated
through the bar until the very last 16th
note, at which point the pattern shifts
over to the B string. The lick ends with
repeated pull-offs from a tapped A (fifth
string/12th fret) to lower notes on the A
string. After the C (third fret) is bent up
one half step, a tap is applied to the 11th
fret to sound a high A, which is vibrato-
ed with the fret-hand.(J
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LAKK WYLDE SHREDDING
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HE’SNOT EVEN 40
YEARS OLD yet, but
Zakk Wylde has been a
guitar hero for nearly
two decades. While
scores of other guitar-
ists have come and gone, Wylde has
persevered, and a big reason why is
his attitude and approach to his craft.
“I still practice every day, and I'm
watching John McLaughlin videotapes
trying to learn something new every
day;” says Wylde, sitting in our studio
and warming up on his ’58 Gibson Les
Paul reissue. “If you're doing it for the
right reason, that’s all that matters. All
the guys who got into it because they
wanted to get chicks—where are they
now? Game over.”
Yes, Zakk Wylde knows a thing
or two about surviving in this busi-
ness. Besides his 20 years as Ozzy Os-
bourne’s right-hand man, his latest al-
bum, Shot to Hell (Roadrunner), is his
eighth—and arguably his best—with
Black Label Society. In particular, it’s
his best-sounding BLS album to date.
Credit that to Zakk’s attitude in the
studio (sense a theme here?). “You can
be Salvador Dali in the studio,” says
Wrylde. “The studio is forever, so if you
want to double a track, double it. Take
Def Leppard, for example: say what
you want about them, but production-
wise, their records are masterpieces!
Or look at Led Zeppelin’s ‘Rain Song’:
Jimmy Page could’ve played it with just
one guitar, but why? A splash of this, a
splash of that, and it sounds amazing.”

While he’s willing to experiment with
multitracking, mic placements, and oth-
er studio tricks, one thing that doesn’t
change is Zakk’s basic rig. “If it ain’t
broke, don't fix it,” he says. On the new
record, Wylde pulled out the old favor-
ites: his EMG-loaded Gibson Les Paul
Customs—particularly the Rebel and his
Bullseye—and his Jackson Rhoads Vs.
There were a couple of surprises, though.
“For the clean parts, I used a Roland JC-

FIGURES 1a-e Practice using either your ring or pinky finger to cover the three-fret stretches.

!
3

[ ] C000005f [€0@ | |7fr | | @] |97 €00 @ |
Q | || ® |06 o606 Oe | | @
[AEKX [ XoX ) | e | | [ l] | 9O |
| || e 06 00606 06 60606 6 06 60
(XX XX B L it tl Lfiled [LITTT]

FIGURE 2 Use your ring finger on the slide down to the 7th fret on beat 3 of the third bar.
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FIGURE 3 Use a metronome to help you perform the position shifts in time. Start slowly, then gradually increase the tempo.

Moderately

15—17—20—17:
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FIGURES 4a and 4b Use your pick to attack the lowest note of each chord, with your ring finger hitting the top
note and your middle finger handling the middle note of the chord.
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120 with a ’57 Les Paul Junior that Ozzy
bought me for my 24th birthday,” says
Wylde. “I also used a’58 double-cutaway
Junior signed by Les Paul, with P-90

pickups. They sound amazing. My EMGs

are great, too, but the P-90s sound per-
fect in those old Juniors”

What comes as no surprise, of
course, is that the whole shebang was
powered by Marshall JCM-800 100-
watt heads run through Marshall 4x12
cabs loaded with 200-watt EV speak-
ers. “As long as it says Marshall on it,
you can’t go wrong,” says Wylde. “You
put a Shure SM57 in front of that bitch,
and it’s killin’, This isn’t brain surgery”

That said, neither is the pentatonic
scale, which is why we’re gathered here
today in the first place. In the follow-
ing lesson, Zakk shows you how those
five simple notes, with a few chromatic

tones tossed in for extra flavor, are really !

all you need. Well, that and a Marshall.

GUITAR ONE Not many players shred
the minor pentatonic scale. What’s your
secret?

ZAKK WYLDE It’s simple: once you
know all five pentatonic patterns [FIG-
URES. 1a-e], plus the diatonic scales, the
sky’s the limit. From there you can get
into intervals, chromatics, and other pat-
terns. It’s most important to understand

how to break them down and make them
sound musical, as opposed to just playing :

scales.

G1 And how do you do that?

WYLDE You can use slides, or slurs,
and other things like Alvin Lee, Albert
Lee, and all these great country and
blues players used. For example, here’s
a simple blues pattern that Dave De-
Pietro showed me [FIGURE 2]. It’s the
same minor pentatonic scale, but with
the major third and some chromatics
added in.

G1 How do you practice moving
from pattern to pattern while still stay-
ing musical?

WYLDE Here’s an exercise to help
with that. First I'll play it slow, then
T'll play a fast version, so you can hear
what it might sound like in a real solo
[FIGURE 3].

G1 You've been doing a lot of hybrid
picking while noodling around here.
Where did you pick that up?

WYLDE I saw an Albert Lee video
playing in a music store and asked,
“How does he do that?” I was complete-

started with banjo rolls. Yowll use your
pick, middle finger, and ring finger [FIG-
URES 4 a and gb]. And then once you get a
feel for using your pick and fingers, you

ic patterns, add some chromatics and
passing tones, and you get something
like this [FIGURE 5].

G1 More chromatics!

WYLDE Yeah, everything I've played
here today is from the A minor penta-
tonic scale. But when you throw in those
blues notes and add some chromatic

12 GUITAR DVD

: FIGURE 5 Be sure to dial back the volume knob on your guitar to get the slightly overdriven tone this lick deserves.
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FIGURE 6 The blues scale—Wylde style. In this lick, Zakk exploits the high E> (-5th) for maximum blues effect.
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FIGURES 7 and 8 Zakk demos FIGURE 8 very slowly, but work it up to just 80 bpm, and you’ll hear the Eric Johnson influence.
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i tones, it starts turning into music, as op-

! posed to just a scale. For example, in the
i keyof A, yowd never play Ds. But as long
i asit’s used as a passing tone, it works.

i Alvin Lee of Ten Years After was the

ly blown away, so I bought the video and
stuff like this [FIGURE 6].

master of that stuff. He always played

Here’s an ascending blues line with

passing tones [FIGURE 7]. Now, if you’ll
i notice, I'm playing almost every note
just plug it into those A minor pentaton- :

on the way up—almost as if 'm playing
a chromatic scale. But it always comes

¢ back to the A minor pentatonic scale.

G1 Earlier in the lesson, I noticed

that you were playing a lot of descend-
: ing patterns in groups of six notes.

WYLDE Yeah. You need to think like
a drummer; it’s all math. You can do

i patterns in twos, threes, fours, fives, or

whatever. And it becomes interesting
when you mix them up, and that’s what
you have to do when you’re sitting at
home practicing with your metronome.
Here’s a simple minor pentatonic pat-
tern descending in sixes [FIGURE 8].
Practice that one ascending, too.

G1 So it’s really just a simple pattern.

WYLDE What you hear usually, that
you think is completely beyond mind-
blowing and hard, you break it down
into its purest form, it’s often really
simple. You gotta learn the basics first.
When I was learning to play and I'd lis-
ten to Randy Rhoads, Eddie Van Halen,
or John McLaughlin, when I broke it
down, I began to understand what they
were doing, and the language started
making sense. [J
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STEVE VAI “FREAK SHOW EXCESS”
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IN THIS LESSON, I’'m ! FIGURE 1

going to explore my Moderately o =132
over-the-top guitar °
playing on “Freak
Show Excess,” one of
the tracks from my
new record, Real Illusions: Reflections. !

This song grew from my enjoyment b3 3
of Bulgarian wedding music. If you listen i 3 3 11 I 1 3 I
to this music, youw'll find the players are
completely out of their minds. One band T
enjoy in particular is called Ivo Papasov
& His Bulgarian Wedding Band. The
musicians’ frame of mind with respect
to playing, using time signatures, and
creating melodies and phrasing them is
completely foreign to most Western mu-
sicians. These guys can play comfortably
in odd time signatures because, to them,
the rhythms aren’t unusual. They’re also
comfortable playing in different and
unusual modes that bear no resemblance
at all to Western music. And, impor-
tantly, the way they make the notes
sound—their articulation, especially on
the guitar—is different from what many
of us would consider “normal.”

Studying this music, I was inspired to
apply some of these unusual approaches
to the guitar. The result is “Freak Show
Excess.” The tune itself is a seven-minute
flasco, so 'm going to dissect the track to
reveal elements that are interesting and
unique to my style of music.

The song begins with a percus-
sion-driven intro, over which I play
a sitar-like single-note lick. I like to
make loops from short melodic/per-
cussive figures like this one and im-
provise over them to create melodic
themes. For this song, I improvised
over the intro and came up with parts
like the one in FIGURE1. You can dis-
cover all kinds of new things by play-
ing freely over a vamp like this one.

The main part of the song follows
the intro and introduces the initial mel-
ody. To create this melody, I focused
intently on the phrasing. Phrasing is the
way in which a melody is presented,
and it is dictated by how the melody is
performed on the given instrument. As
I mentioned earlier, phrasing is a major
element in the unique sound of this
type of Bulgarian music.

To me, the phrasing of this melody is
one of the most interesting things about
it. We all know guitar players like to
shred and play scales up and down the
neck as fast as possible, for hourson end.
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e that's a great practice to get into,
iT’s different than making a melodic idea

speak with carefully devised articulation.

T spent a great deal of time making this
melodic phrase “fit” in my fingers, and
getting every nuance—every slide, every
hammer-on, every pull-off—in place so
I could phrase this melody the way I
wanted it to sound.

To me, phrasings like these are not
natural on the guitar; you have to work
to make them sound just right. But this
type of experimentation will lead to
new sounds and ideas, and after a while

vou'll become inspired to find new ways

to phrase your melodic ideas.

As I stated earlier, “Freak Show
Excess” is an ode to my fascination
with the intricacies of Bulgarian
wedding music. The level of virtuos-
ity required to play this type of music
is truly extraordinary, and listening
to it has inspired me immensely. The
way these musicians approach playing
music—in regard to their masterful
articulation, use of odd meters, and
creation and phrasing of complex

melodic themes—has taught me a great

deal about pushing the limits of my
own creativity.

There’s a section in “Freak Show
Excess,” beginning at 1:28, in which a
clean electric guitar comes in with a
single-note riff that implies a D minor
tonal center and is very characteristic of
Bulgarian wedding music. The riff is in
7/16 time, which is an unusual meter in
Western music. I use hammer-ons and
pull-offs throughout to make the riff

sound fluid and roll nicely off the fingers.

Any picked notes are articulated with a
downstroke. If one were to pick every
single note in the line, it would sound
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less natural and more mechanical, which

is not the desired effect. Once you geta
groove going with this riff, it will start to
sound like music rather than a series of
hammer-ons and pull-offs played in an
odd meter.

At 1:35, I begin a guitar solo over
this repeating line, and its “feel”
changes to 7/8. When playing in an
odd meter such as this, I strive to
make the rhythm sound smooth and
natural; I like the music to flow ef-
fortlessly. To accomplish this, famil-
iarize yourself with odd meters and
practice them to the point that they
become second nature to you. If you
do this, they will sound completely
natural to the audience.

Soloing over an odd-meter vamp
like this also requires a different
approach and feel than playing in an
even meter, such as 4/4. You could
solo as if the vamp were in 4/4 and
let the notes fall where they may, but
that doesn’t really make the most of
the musical situation. I like to set

p avamp in an odd meter so I can
rk out different soloing ideas and
become accustomed to playing freely
over the odd meter, so that it won’t
sound as if I'm thinking about how

14 GUITAR DVD
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to make the phrases fit. The goal is

i for the phrasing to sound natural, as
i opposed to regimented and restricted
i by the confines of the time signa-

i ture. FIGURE 2 shows an improvised

i example of how I would approach

i soloing over this kind of vamp in 7/8
i meter. Notice how I play “over the

¢ bar line” throughout; in other words,
i Ido not begin each phrase on the

i downbeat of each bar (on “one”) or

i end phrases at the end of each bar.

i The melodic phrases float freely

i through and around the meter, con-
i veying a “liquid,” natural-sounding

i feel. Ilike to experiment by playing
¢ over vamps like this until I come up
i with some ideas, and then I’ll try to
i develop those ideas.

: For the solo I played on the

i record, I made a conscious effort to

i employ Bulgarian-sounding, melodic

¢ phrasing devices, such as quick, or-
i namental half-step finger slides and
i bends. It takes a bit of time and pa-

i tience to get a grip on applying these

i very unusual phrasing techniques
i to your playing, so start with simple

ideas before moving on to longer
and more complex lines.

Once you've gotten the physical
techniques down, try combining and
incorporating these types of unusual
phrases and melodies into longer ideas;
that’s where the fun really begins. As
you listen to the many other weird,
out-of-control-sounding sections in
this tune, you’ll hear similiar peculiar
types of phrases and melodies.

It’s okay if you immediately
gravitate toward the things you're
most comfortable with. But by ventur-
ing outside of the box—by seeking
out unusual ways to approach your
music—you can grow as a player. As

i you become inspired to try new and

different ideas on your instrument,
yowll discover ways to incorporate
them into your playing. Eventu-

ally, these new approaches will feel
normal and become second nature

to you while they retain their unique
character. You must be willing to listen
for those things and afford yourself the
time and patience to work them out on
your instrument. OJ
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JOHN FRUSCIANTE RHYTHM AND SOLOING
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THERE’S NO DENYING
the distinct musical FIGURE 1 James Brown-style funk
personality and mysti- Moderately Slow o =88
cal sensibilities of the Eg
Red Hot Chili Pep- - = > > >
pers’ John Frusciante. :{:wa»;m_mxv;wx__.«; z Z X
Working alongside such formidable g ’{,*"““W”““x'm?ﬂ“‘?ﬁ‘”%((”?”"x”%:1:%:%:%:%::?‘%7’?“%"
mates as bass funk-master Flea, B=7— f e e i f T
groove drummer deluxe Chad Smith | 1 I | o ’ [ d T
and the charismatic frontman An-
thony Kiedis, Frusciante served as the . . .
primary writing force behind many of 7 7 { gy Z 7 7
the band’s biggest hits, such as “Under
the Bridge,” “Give It Away” (both from | —*7
Blood Sugar Sex Magik), “Scar Tissue” - L
and “Californication” (both from Cali-
fornication). | S W
In this exclusive lesson, Frusci- * §:?———x—"71—x—x—x- e —
ante discusses and demonstrates his X—7— 2 XX —X—X-H8) —— (@)
approach to R&B-style rhythm guitar, 7
James Brown-style funk, chord/ I
melody inventions and soloing.

[

R

GUITAR WORLD Your mastery of the 7 7 : 7
Jimi Hendrix/R&B style of rhythm : 7 ) m.,:;..;$x~7;¢~._x
guitar [earmarked by arpeggiated - x= 1 ¢
“broken” chords, moveable small chord
voicings, voice-leading and single-note
figures] is clearly illustrated in “Under
the Bridge.” How did you learn to play

Hen

Anan

7 7 7- 7 7 7
; o L B o O X—7——X—T—X~X—7—X~—X e
in that style? § 7 = § .{._»))g»_x ik X7 g X pe X Yt X KNG ——12— |
JOHN FRUSCIANTE I love that style o PY™SSUN o35 ORI 0 OO L0 08 O o
of rhythm guitar, and I've always asso- T i J’ L_ -
ciated it with Jimi Hendrix. I learned : =

to play in that kind of way from lis-
tening to Hendrix songs like “Little
Wing,” which I first heard as a kid.

I remember being pretty young
and going to some sort of get-together ; :
on an Indian reservation in Florida, hessessd
and I saw a Native American Indian
band playing “Little Wing.” At that
point, I had already thought about
that song a lot and had decided that no
one could possibly know how to play
it. It was in the category of “impos-

i that a finger is often barring across
i afew strings at once. To the ear of
i someone at the beginning stages of
i playing, it sounds like two or three

sible to play!” But this guitar player
was playing it, and I couldn’t believe
my eyes. I felt like he was doing the
impossible.

It took me quite a while to get
a handle on playing in this style,
because there are so many elements
happening at once: you’ve got chords,
plus little “lead”-type parts going on
at the same time on top of the chords.
And you've also got sympathetic notes
that ring out by the nature of the fact

i guitars. That's why “Little Wing” had
i me so confused: I thought, How could
i that be one guitar?

I later discovered that Hendrix had

i learned about that rhythm style from

i listening to Curtis Mayfield. Curtis did
: some really innovative things on his

i solo records and in his work with the

i Impressions, which I know influenced
i Hendrix quite a bit.

GW You seem to hit the guitar in a

i very percussive way with the picking
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hand, which makes your rhythm part
sounds very powerful.

FRUSCIANTE I’ve never really
thought much about how I play, but
now that you’ve mentioned it, I think
the sound has more to do with which

strings the fretting hand allows to ring '

clearly and which ones are blocked.
By muting certain strings with my
fretting hand, I can strike all of them

freely with the pick and still have con-

trol over the notes that are heard. If I

don’t want a certain note to ring, I just :

loosen my grip on that string slightly
without taking the finger completely
off the string. At this point, this tech-
nique has become second nature to
me, and I think it’s a great one for
guitarists to learn to use.

GW Another defining element of
your style is your use of hard, stac-
cato funk rhythm guitar riffs [a la
James Brown guitarists “Chank”
Nolen and “Catfish” Collins] on songs
like “Give It Away” and “Can’t Stop”
[from By the Way].

FRUSCIANTE Here’s an example
[FIGURE 1]. When playing in this style,
I get a real percussive, funky sound by
barely pressing down on the strings.
The idea with James Brown’s music
is to make the guitar more like a time-
keeping percussion instrument. That
kind of playing places the emphasis

on being very precise with the picking

hand and staying deep in the groove.
On a Strat, it’s also good to use the

bridge pickup in order to get a sharper

sound and attack.

GW On “Around the World” [from
Californication], you use a similar
approach but play single-note riffs
instead of chords.

FRUSCIANTE Right. Here’s an ex-
ample of playing in kind of that style
[FIGURE 2]. It’s all about getting your
rhythmic feel really tight, like a ma-
chine, and picking the string as hard

as possible without moving the pick- |

ing hand around too much. I made
up the riff to “Around the World”
while playing along with a Beastie

Boys song, and when I took it to Flea

and Chad they played something
behind it that was completely differ-
ent from the Beastie Boys, and that
turned my guitar part into some-
thing different again.

GW Another signature element
of your style is the use of two-note,
chord/melody-type parts, whereby
yowll pick bass notes on a low string
with your thumb while fingerpick-
ing a syncopated melodic figure
above it on higher strings. Two good
examples are the main licks in “Scar
Tissue” and “Murderers” [from Fr-
usciante’s solo album To Record Only
Water for Ten Days].

FRUSCIANTE I’ve noticed examples

of that technique in different styles of

music from different eras, but I was
mainly influenced in that way by Eric
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FIGURE 2 Single-note funk
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Avery’s bass playing in Jane’s Addic-
tion. I first made that a part of my
style in 1991 when I was influenced
by his bass lines on “Summertime
Rolls” and “I Would for You.” So I
took that idea and did my own thing
with it, like this [FIGURE 3]. The idea
is that when you subtract all of the

space between the lowest and highest

notes it creates space and dimension,
because now you have a high part
and a low part—two distinct things—
instead of just playing a chord, which
is one thing. It was a good way to
play acoustic guitar and improvise
with myself, because I could send my
head in two directions at once.

Here’s an example of improvising
with this technique [FIGURE 4]. You can
sit there and have fun with yourself,
acting as the guitar player and bass
player at the same time.

GW You also have a distinct ap-
proach to soloing in that you usually
place the emphasis on melody over
any flashy technical playing.

FRUSCIANTE Well, you can’t forget
that it’s all about playing music. It’s
not about what you can show people
you can do with a piece of wood
with strings on it; the idea is to make
sounds that are good, and in music,
that has everything to do the rela-
tionships between the different ele-
ments. If I’'m sitting at home studying
a guitar solo, it’s not enough to learn
the solo; I have to make sure I under-
stand the relationship between the
notes in the solo and the chords or
the bass line that’s played behind it.
The fact that I take that approach is
apparent in my soloing because I'm
often absorbed in what the bass and
the drums are doing and am thinking
about trying to create dimension in
relationship to that. I'm not thinking,
Oh, good—they’re giving me a blank
canvas that I can go crazy over. It’s
more about the constant interaction
with your fellow musicians.

On the new album, Stadium
Arcadium, it was very important to
me to do a lot of speeding up and
slowing down within my solo phrases.
A lot of people play in a very straight
up-and-down manner, as if they have
to adhere to some sort of invisible
16th-note grid. It’s like they’re in jail:
they don’t go outside of it; they don’t
play slower or faster and speed up or
slow down.

The idea for me, especially on
this record, was to go outside of that
and not pay any attention to strict
rhythms at all. Even when I'm playing
things that sit right on the 16th notes,
I try to lay back or push forward on
the beat, and if I'm doubling a guitar
part, I try not to double the phras-
ing exactly. On “Dani California,” for
example, I double some parts where,
in one speaker, the part is right on the
beat, while the overdub in the other

FIGURE 5 soloing: stretching and compressing time
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speaker is a laid-back version of that,
which creates a cool stereo effect.

Chad and Flea did a lot of experi-
mentation with me in the studio,
and I tried to solo in a style wherein
the guitar is “talking” over the
music, finding its own groove other
than what the bass and drums are
laying down.

Here’s an example of soloing

in this way [FIGURE 5]. Or like this
[FIGURE 6]. I’'m just trying to bend and
twist the time around, stretching time
by slowing down and compressing it
by speeding up, and playing games
with it all of the time. It’s about trying
to bend the fabric of reality, because
for me it’s easier to do that with a
guitar than it is to do when talking to
someone in conversation. JJ
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“THE ART OF SHREDDING” ROUNDTABLE

LAMB OF GOD'S MARK MORTON & WILLIE ADLER * MEGADETH'S DAVE MUSTAINE & GLEN DROVER
TRIVIUM'S MATT HEAFY & COREY BEAULIED * ARCH ENEMY'S MICHAEL AMOTT & FREDRIK AKESSON
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THE EIGHTIES WERE A
time of gloriously un-
ashamed soloing and
shredding excess. The

metal world was dominat- |

ed by players who were
only too happy to stretch out in virtuoso
efforts that not only took guitar playing
to new realms but also inspired others to
reach for a higher level of musicianship.

Then came the Nineties, a decade
that was, for the most part, a lead-
deprived wasteland. While the likes of
Kirk Hammett, Zakk Wylde, Joe Satriani,
Steve Vai, Marty Friedman, Dave Mus-
taine and Zakk Wylde were fighting to
keep the sacred art of shred alive, most
everyone else was doing their best to
bury it. Not playing lead guitar became a
badge of honor.

In truth, the Nineties were such a
bad time for guitar solos that just one
true metal guitar hero emerged in that
decade: Dimebag Darrell. At an Ozzfest
several years ago, Zakk Wylde surveyed
the names of bands on the tour and, turn-
ing to his pal Dime, said, “It looks like you
and me are the only ones on this bill that
can safely go from the low E string to the

high E and back again, bro.” His comment

speaks volumes about the state of shred
in the post-Eighties music world.
Rhythm chops suffered in the Nine-
ties, as well, as many bands opted for the
one-fingered simplicity of drop-D tun-
ings. While simple riffs make up the ma-
jority of metal’s most memorable, crush-
ing motifs—from “Smoke on the Water”
and “Paranoid” to “Walk” and “Man in
the Box”—it’s nice to come across a chal-
lenging riff from time to time. Well, my
friends, we're glad to say that thanks to a
new breed of bands—including Arch En-
emy, Lamb of God, Trivium, Nevermore,
Children of Bodom, Dragonforce, Shad-
ows Fall, Mastodon, Opeth and Avenged

Sevenfold—as well as seminal metal icons

like Slayer and Megadeth, shredding is

very much alive and kicking ass in 2007.
In this Guitar World exclusive, we've

gathered together Dave Mustaine and his

Megadeth coguitarist, Glen Drover, Lamb H

of God’s Mark Morton and Willie Adler,
Arch Enemy’s Michael Amott and Fre-
drik Akesson, and Trivium’s Matt Heafy
and Corey Beaulieu to teach you the
essential skills of modern shred. So grab
your guitar and get ready for the ultimate
lesson in shredding—21st century style.

MODERN RHYTHM METHODS

ALL THE GUITARISTS involved in this
lesson have one thing in common: they
are passionate and dedicated players
who write great riffs, many of which are
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FIGURE 1 Mark Morton: “The Hangover Riff”” played ‘“old-school style”
drop-D tuning (low to high: D AD G BE)

1.3 2., 4.
F5 D5 F5 Eb5 Gb5F5 Eb5 Gb5F5 Ab5G5 Bb5A5 G5 Gb5A5 Ab5
PM. PM 13 7 S — 37 SO S —
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~
o
B
~
o0

B*3 o7 777 13—1—43 71—
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3 3 1 4 3 3 1 4
FIGURE 2 Mark Morton: “The Hangover Riff” played “contemporary style”

drop-D tuning (low to high: D AD G BE)
1.3 2.4
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FIGURE 3 Dave Mustaine
Freely
B5/F§ C5/G B5/F§ C5/G B5/F$ C5/G  B5/F§ C5/G F#5 G5 F#5 G5 F#5 G5 F§5 G5
n v n v
-
T % =
AE 5 /5 \\' .
B 2’43—3:@:2’43*2 Sy e
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FIGURE 4 Dave Mustaine: “spider chord” fingering
E5 C5 D#5 D5 C#5 A5 C5 B5 Bb5 F#5
| 2
Az 9 8 7 6 5 4 3 <
Br—7—1——= s 4 — 2 1 4
| | \ | [ | r
3 4 3 3 3 4 3 3 4
1 2 1 1 1 2 1 1 2
FIGURE 5 Dave Mustaine: regular fingering
E5 C5 D#5 D5 C#5 A5 C5 B5 Bb5 F#5
=
— 2
85 9 8 7 6 5 4 3 <
Br——r——p—= 5 4 z 3 2 ]
i L | L T [
3 3 3 3 3 3 3 3 3 3
1 1 1 1 1 1 1 1 1 1
FIGURE 6 Willie Adler
drop-D tuning (low to high: DAD GBE)
1.3 2., 4.
G5 E5 Eb5  Ab5
wide vib. wide vib. wide vib.
PM.______ VU S . AAAPM____PM.___, 1% A A L AN
5 = 4—(4) 2 =1 —
ls—ﬁoflof[sflejs-55)—lo_—lo—P—’s—ls—g——o—sﬁ—&zflz—m1 —|1 _l1—| 6—L0 [1 4-0-1-4-0-1-4-0-1—4 |1
3(1)* 143 141 12 11 11 /1 14 14 14 141
*Use index finger second and fourth times.
i quite challenging to play. In fact, Arch i challenging every time you play them.
i Enemy’s Michael Amott described this i With the new songs we're playing from
i type of playing as “sport metal” i Sacrament, I've got to warm up for at
“Michael’s right: it is sport metal,” i least an hour before we go onstage.”
i says Willie Adler. “There’s areal finesse | We asked Adler’s co-axman, the al-
i to alotof the riffs, and they’re physically : ¢ ways eloquent Mark Morton, to explain



some of the rhythm playing differences

between metal’s “old-school” and “nu- i FIGURE7 Willie Adler FIGURE 8 Willie Adler

school” Despite a brutal hangover, Mor- drop-D tuning (low to high: DA D G B E) drop-D tuning

ton not only stepped up to the plate but PM: oo smmemmsenussassisspsasss sonsn ssssss s 5 PM. 3

also came up with “the hangoverriff”to | [f— A7

illustrate his point. A 1 A8 -
“Here’s an example of what I would b 0 0—0—0—0—0—0—0—0—0-0-0—0—0—-0—o0—-0Ud DB o 00 0 0—0—"0 000 0 _0_—o0_

consider more of a late-Eighties, Bay = Ny I == Iy I I | I N Iy I N
Area-thrash take on theriff. And here’s | FIGURE 9 Willie Adler
amore contemporary style of doing the

same riff,” Morton says as he performs - drop-D tuning
FIGURE 1 then FIGURE 2. “As you can see, - AN
they’re the same pattern, the same note - Py

3 . . k3 = a Py 5 5 2 - —
choices, but with a different and faster pi > 2 2 3 2 2 2 L/ — 72 3 ®
right-hand cadence, giving it a more |2 i i i i T ‘ i i———j i ] |
modern, ‘deathy’ feel” As you can see 1 : y 1 2 1 5 3 1 T 4 1 4
and hear, the “right hand cadences” Mor-
ton is referring to involve “gallop” and FIGURE 10 Matt Heafy
“reverse gallop” picking patterns plus Em(add9) Claddo) Em(add9)
double picking alot of the notes. m VAR AVAAAYVA A VA AVA A AVA m vV AR RAvVA

We asked all our guest teachers to PM. . P ) PM.. ... )
name a few albums that they consider =T 8 7
vital references to great metal rhythm A9-11 9 611
work. In addition to Metallica’s seminal "BL.; 1% <1 j
Master of Puppets and Pantera’s Vulgar | ) Ioif)_jojo_f’_\o_—‘o—f) | ) |°*P__.°_‘°—|°_f:fﬂc ] ) S A
Display of Power, Megadeth’s classic Rust
in Peace topped the tally. Says Amott, D#m(add9) Fm(add9) Em(add9)
“That album definitely set the bar pretty m v. monvon m V. o vmAa n nvana moc [ A
high for music like this. It’s full of ‘Hall of PM. ... . M . PMooon 4
Fame’ riffs” _; i E

Glen Drover, Megadeth’s lead guitar-  § [0 7 g 12 7 g g4 7
ist, has a pretty challenging role—not 8 — 000 . 5 ——b0—0—0—0 i P —
only does he have to perform leads by his | ) L= | | y L1 ] | J l /
virtuoso predecessors Chris Poland and ~ : i s
Marty Friedman; he also has to double . Cladd9) - D#m(add9) Fm(addg)
Mustaine’s vast repertoire of “Hall of m V 1 RV A A VoA m vV n A vomAa o onm v
Fame” riffs. “Some of the rhythm pat- 13V S PMocowsas oom .
terns are equally demanding to play as s g ——
the solos,” says Drover. “Take a song like 3‘ 3 910 it
‘Holy Wars’—it’s incredibly busy, and B0 0 00 o0 o 0 0 s 6 S —
there’s so much stuff in there that you've | I < l 1 | | Y 1 | | )
really got to be on top of your game.”

Mustaine is the master of rhythmic FIGURE 11 Corey Beaulieu i
nuance. “One thing I'll often do withmy G5 F#5 G5 F#5
rhythm playing is slide into a chord,” the ! P
guitarist says as he plays FIGURE 3. “That .
makes the chords really growl, like in At
‘Bckies . Mc.>uth.’.’ AI.lOthEI.” sty = 3 2 2 222 2 2212 2 222 222 222 L35 2 2 223 2 220
Mustaine technique is his “spider finger” = | e A I s ) D il | = il
chord-grabbing technique, which he dem- 4~4 1 1 111 1 11 1 1 111 111 111 4~4 1 1 111 1 11
; « : : 4 4

onstrates in FIGURE 4. “Alternating pairs
of fingers like this is definitely easier than A5 G5 F4#5G5 ”T'G5 Fi5
having to move your entire hand back and PM. . B} Pl oo .
forth [see FIGURE 5]. If you have to move
your hand, your timing is gonna be off and :
ther'e will be string noise. Plus, yy(})u 1be T ST o e o B S S e - 3—57372T_2h .
relying too much on guesswork: L & L e & w il I o il

Like all metal masters, Mustaine : 11 111 4~4~4—4 &4 1 1 111 111 1241242141422421
uses palm muting (p.0) to great effect. Pl 2 e
Palm muting is the technique of rolling  } FIGURE 12 Fredrik Akesson
the fleshy part of your palm forward Gtr. tuned down two whole steps (low to high: C F Bb Eb G C)
from the bridge to dampen the strings. PM. . PM. PM.__ PM.______
But as Mustaine points out, there is P - - -
another way to stop notes from ringing, L — 4—2 2—14 5—7
and you can do it with your pick. “So BET————0-0 0 —F—o0—0—0 ——+ 000 ; 7 0—0—0
many people think picking is just about i [ L1 | | 1 ] [ L ] | [ L1 ]
moving the pick up and down,” he says. 3~3 3 1 1—1 1—1
“But you've also got to think about how PM.________ . PM._________ . PM.__._____, PM.________ R
to kill the string’s vibration to give the  jo——% S 5 5—0 ——5
line articulation. On a riff like the one — = S )
from ‘Hanger 18, I'm not really palm- i i t f = — — .

. . . ) ——*—t—7~7—7—7 4—a4—4—4 o—ofo—oﬁ*o—o—o—o—
muting the D string with my right hand; = | | M M I N -
I do it all with pick articulation” 4~ 2 2 2 2 4—4 2 2 2 2 44 4~
1 1 1 ~1

Mustaine explains that this involves
playing in a strict staccato fashion. “The

GUITAR DVD 19




note dies when the pick touches the
string again,” he says. Furthermore, it re-
quires using less of the guitar pick’s point.
“When I'm really pedaling, the amount
of pick sticking out from my fingers is
minute” says Mustaine. “But when I'm
doing percussive stuff, like ‘Train of Con-
sequences’ I slide my fingers away from
the tip of the pick”

In conclusion, Mustaine offers this

advice: “T think the secret to accurate pick-

ing is slowly speeding up. It’s really easy to
play rhythm super fast, but with most gui-
tarists, if you slow down their recordings
youll see that they aren’t very accurate at
all. Most of the time they’re terrible. If you
want to be fast and accurate, learn your
rhythm parts by playing them slow and
then gradually bring them up to speed,
concentrating the whole time on being
accurate. There is no other way”

WARMING UP

AS LAMB OF GoD’s Willie Adler has
already stated, warming up for an hour

or more is vital for “Sport Metal” partici-
pants. “We’ve got some riffs similar to this
that are hard as shit,” he says while play-
ing FIGURE 6. “So I have to warm up for an
hour or more before every show, mainly
by playing the riffs in our set that I find
the most demanding. I work on my pick-
ing speed and stamina by doing simple,
quick chugs with triplets [gallops] thrown
in [FIGURES 7 and 8], repeating them over
and over and speeding them up as fast as I
can. I'll also do string jumping and wide-
stretch riffs [FIGURE g].”

FIGURE 10 is a cool, off-kilter offering
from Trivium’s Matt Heafy that uses all
six strings, “gets all your fingers working
and also gets a gallop pick going”

FIGURE 11 is from Heafy’s bandmate,
Corey Beaulieu, and is a great F§ minor
example of “getting a picking pattern
going and then throwing in a same-key,
scale-type run to make it more interest-
ing,” a ploy endorsed by Dragonforce.

This section closes with a riff offered

by Fredrik Akesson of Arch Enemy. “This

is a rhythm riff I came up with [FIGURE
12]. It’s got gallops in the first part and

16th notes and octaves in the second part.

T also use my second finger to fret the
bass notes on the bottom string.”

SPEED PICKING

THERE’S ONLY ONE WAY to master this:
“Practice...a lot of fucking practice,”
says Megadeth’s Glen Drover. “It takes
dedication and a sense that you’re never
totally comfortable with your skill level.
That’s absolutely a healthy attitude

for growth as a guitarist” Drover then
proceeds to show us three simple “start
out slowly and build up speed sensibly”
alternate (down-up) picking exercises
in E minor, FIGURES 13-15, that enable you
to focus on your picking technique and
“really get the blood pumping.”

Once you’ve paid your dues prac-
ticing these essential chop builders,
you’re ready for the big leagues and
FIGURE 16, a blistering, exotic-sounding
E minor based workout from Akesson
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FIGURE 13 Glen Drover

FIGURE 14 Glen Drover

FIGURE 15 Glen Drover
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FIGURE 16 Fredrik Akesson

Gtr. tuned down two whole steps (low to high: C F Bb Eb G C)
- alternate picking throughout 11-12-15-12—11-14-12—
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FIGURE 17 Fredrik Akesson
Gtr. tuned down two whole steps

alternate picking throughout
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FIGURE 18 Fredrik Akesson

Gtr. tuned down two whole steps
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FIGURE 19 Matt Heafy
3-string A minor arpeggio
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FIGURE 20 Matt Heafy

5-string A minor arpeggio Gtr. tuned

2

FIGURE 21 Fredrik Akesson

down two whole steps

(low to high: CF Bb Eb G C)
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i that’s based on the E “Hungarian scale
i [EF# G A% B C: see FIGURE 17] combined

with some chromatic stuff and alter-
nate picking all the way” FIGURE 18 is a
simpler but equally effective E minor,

! Hungarian-spiced lick.

SWEEP PICKING ARPEGGI0S

i SWEEP PICKING IS probably the most fa-
: mous shred technique out there. Yngwie
i Malmsteen is its undisputed master and
i the guy who put it on the metal map. But
¢ as he explains, most players don’t know



or employ the necessary rules.

“Most guitarists have a general idea
of how to approximate the technique, but
only a few do it correctly,” Malmsteen
says. “The rest of them let the notes
ring too long or try to play too fast and
sacrifice precision and clarity. Either
way, it sounds like shit” As the guitarist
explains, the only way to correct these er-

rors is to separate the right- and left-hand :

components of sweep picking, master
them separately and then coordinate
them with one another.

To get a feel for the right-hand picking
technique, says Yngwie, “You have to let
the pick ‘fall’ from string to string, as if you
were strumming a chord. It’s important
that you don’t separate the pick strokes.
When executing an upward sweep, drag
the pick upward over the strings in one
fluid motion. Again, it’s imperative that
you don’t use individual upstrokes.”

The fret-hand component is equally
important. “You need to mute each string
with the fret-hand immediately after
picking it by lightly lifting or ‘rolling’ your
fretting finger to keep the notes from
‘bleeding’ into one another and sounding
like a strummed chord””

Heeding Yngwie’s words, work on FIG-
URE 19, a three-string A minor arpeggio
from Trivium’s Matt Heafy. Once you've
mastered that, check out the more chal-
lenging five-string version he offers in
FIGURE 20. As Heafy says, “It’s all a matter
of starting them off really slow and work-
ing your way up.” When you have those
under your belt, try FIGURE 21, Fredrik
Akesson’s slippery Bm7b5 diminished
arpeggio (B D F A) that continually goes
back on itself and repeats.

LEGATO LEADS

“LEGATO” IS A fancy Ttalian musical
term for “smooth.” For shred guitarists,
playing legato requires using numerous
hammer-on and pull-off combinations to
make lines sound as smooth as possible.
When pulling off, pull the string
slightly in toward the palm. This will
help keep the string vibrating and
prevent the note from dying. When
you’re ready, check out the molten-lava
example from Glen Drover in the key
of F2 minor shown in FIGURE 22 and the
demented, diminished-flavored FIGURE
24, a lick inspired by what Glen calls the
“Randy Rhoads diminished run” (FIGURE
23) And don’t be afraid to break these
phrases into “bite-size chunks” and chew
them slowly.

PENTATONIC POWER

WITH SWEEP ARPEGGIOS, diminished
licks and Hungarian scales being tossed
about, let’s not forget the almighty minor
pentatonic and blues scales. Sure, they’re
simple and ubiquitous, but these five-
and six-note scales are responsible for
more great metal riffs and leads than all
other scales combined. Sometimes, the
best way to break up all the sweep-pick-
ing, legato and speed-picked madness is
with a burst of pentatonic purity or ballsy
blues. Check out Michael Amott’s simple

¢ Ashe correctly points out, it’s merely an
: extension of the more common E minor

! in FIGURE 27, a brilliant blast from Dave

: FIGURE 22 Glen Drover

i FIGURE 23 Glen Dover: “Randy Rhoads diminished run”
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FIGURE 25 Michael Amott

Gtr. tuned down two whole steps
(low to high: CF Bb Eb G C)
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FIGURE 26 Michael Amott
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but effective E minor blues scale (E G A
Bb B D) wide-stretch burst in FIGURE 2s.

pentatonic (E G A B D) cliché shown in
the first half of FIGURE 26.

The undeniable impact of pentatonic
and blues scales is illustrated perfectly

i Mustaine. Similar to a lead he plays in

{ “Holy Wars;” this is a textbook example

i of “less is more.” As he points out, his

i wide-stretch, six-bar chromatic climb

¢ is made even more climactic by the fact

i that there’s an “almost subliminal over-

i tone from the high E string because that
i stringis also fretted while I'm fretting

! the G and B strings” 7
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SLASH “THE CAT IN THE HAT” COLUMNS
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Uy, 08
IN THIS MONTH’S : FIGURE 1
column I’d like to talk :
about my pre-show
warm-up routine. A ]
Making sure I'm 1 —]
properly prepared E: ‘
to play before I go onstage helps me
turn in a solid and convincing per-
formance. This is especially true if I
have to play something really fastin  { —9-7-6—7
one of the first few songs, because it — 75 a
helps me play the notes cleanly and ] ‘ Ll @» i A \I'y
attheproperspeed.Preppingbeforeg 4213213213214314 31431431431N14213 21321431 3
a show loosens me up, increases my  :
coordination and my control over my : FIGURE 2
instrument, and raises my confidence : -
so that the guitar doesn’t feel likea  : H 7
foreign object in my hands. 174 5—6—7—89
Tusually warm up for 30 to 60 min- 67—
utes before a gig. While my comfort ! Ik =
level onstage is determined by alot of i 1 23 474 1 2 § 474 1
things, such as the sound in the room
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and the vibe of the venue and crowd, i 7 R
everything seems to fall together under : ? ? Y e 78
any circumstances when I'm relaxed - 98766 67 —ol3)
and ready to play. : | ‘ 1 = 1— S et
Having said that, I can’t just sit in 1 4 3 2 1 4 3 2 IN1 4 3 2 IN1 4 3 2 1IN1 4 3 2 1N\I1
the dressing room and mindlessly
practice scales or technique as a way of
warming up. Those things have noth- i F G A Bb C%)], but it’s got an East Indi-
ing to do with helping me get ready i an kind of vibe and fits the song really
for a show. Besides, playing scales just : well. When I play it fast T’ll use a lot
doesn’t work for me, because I get i of pull-offs and only pick every third
distracted quickly. 'm much better off : or fourth note, but when I feel up to
warming up with a riff or something i the task or am practicing it slowly,
that actually engages me. i Pl try to pick every note. Generally,
So most of the time, I’ll noodle i Idon’tlike a run like this to have a
around with a new riff 'm working on i staccato pick attack on every single
or take an idea and expand on it. Other i note. It sounds good if it’s done pre-
times I'll try to play a lick that I hear : cisely, but I'm not the best picker in
in my head. Whatever I do, ithastobe : the world, and I know my limitations,
musically worthwhile. There isn’tone : so if I don’t think I can smoothly pick :
particular pattern or technique that I | every note, 'l use hammer-ons and ! think of something more creative to do,
focus on every time, since my mindset  : pull-offs. Having said that, if I prac- i Twill, butin a pinch, T'll fall back on a
on any given day is pretty different. I ! tice picking every note of the run for i scale exercise like this one.
like playing more than practicing, so i acouple of minutes, my picking tends i Another thing I've realized is that
if I can find something to play thatisa } to become smoother and more pre- i it’s important to spend a few minutes
good warm-up and also entertaining to : cise, and that gives me an incentive : before a show standing up while you
me, that’s what I'll go with. i and goal to shoot for. i play, because when you sit down, your
For example, lately I've been i Although I generally find running i posture is completely different. The
warming up with arun I play atthe | scales boring because there’s no emo- i guitar is at a different height relative
end of “Do It for the Kids,” from Vel- | tional content, I'll do it occasionally, for i i to your hands and body when you're
vet Revolver’s Contraband. FIGURE1is @ lack of anything better to do. IGURE2 : sitting, and so you have to adjust once
along the lines of the run I'm talking } is a technically challenging two-octave : i you get out onstage, especially if you
about. I'm not exactly sure what scale : chromatic scale exercise I came up i perform with your guitar hanging low,
it’s based on [D harmonic minor (D E : with to keep both hands busy. If Tcan : like I do.(J
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"M WRITING THIS month’s column
on my way to Rock 'n’ Roll Fantasy

Camp in Las Vegas. I'm only spending :

a day there, and I’'ve got no idea what
to expect, apart from the fact my
friends Roger Daltrey, Joe Walsh and
[producer] Mark Hudson are going to
be there. Mark talked me into it, and
Roger told me, “It’s a hoot!” I'll let
you know.

In this month’s column I'm going

to discuss how, when bending strings, |

the choice of which finger you use
will influence the sound you get. I
play pretty hard and am not what
you'd call a “finesse guy.” I like using
fairly thick strings so that there’s a
bit of “fight” with the guitar. I tune
down a half step (low to high: Eb Ab
Db Gb Bb Eb) and use .011, .013 and
0.18 gauge strings for my high E, B

PHOTO A

and G strings, which are definitely on !

the heavy side. This is a key factor in
this month’s topic.

Even though I naturally tend to
use my pinkie for certain fingering
patterns and wide-stretch licks, it
never really comes into play when
T'm bending strings. I do use my
index, middle and ring fingers for
bends, and find that each one gives
me a different form of expression.
They each feel very different, too.
For example, if T use my ring finger
as opposed to my middle when bend-
ing the high E string up a whole step

(see FIGURE 1a and PHOTOS A and B).
As you can see in PHOTO A, when I
bend with my ring finger, like a lot
of other players do, I support it with
my middle finger. But when I bend

so without any help from my index

pretty well on its own. And when
bending with your index finger you
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obviously don’t have the option of

¢ reinforcing it!

This same approach applies to

i bends anywhere on the neck and

¢ on any string—check out FIGURES 1b

i and 1c and you’ll hear and feel what

i Imean. The difference isn’t justa

! matter of string tension and finger

i strength either; it’s also about in-

¢ tonation and the way you approach

i the same bend, depending on the

¢ finger you're using. For example, I

: have a natural tendency to over-bend
i (beyond a whole step) with my ring

¢ finger, and even though my middle
at the 19th fret, it feels very different i

finger is pretty strong I rarely over-

i bend with it.

The difference in feel when bend-

i ing with my ring or middle finger is

i so noticeable to me that I’ll often de-
! liberately switch fingers. Once again,
with my middle finger (PHOTO B),I do

to hear and feel what ’'m talking

i about here, try playing FIGURE 2 using
finger; the middle just seems to work i

the two different fingerings indicat-

i ed, first with your middle finger then
i with only your ring finger. Try doing

PHOTO C

i the same with FIGURE 3, and then with
i some licks of your own.
i The three fingers I use to bend
i strings each offer a different kind
i of parameter for control when it
i comes to vibrato. My index finger
i has a certain type of vibrato that
! T've found I can get really wild
with, much more so than I can with
¢ my ring finger, which is definitely
i more controlled, as is my middle
i finger. Once again, experiment and
! let your ears decide which finger
i works best within the context of
i aparticular bend or lick. It all de-
i pends on the feel and vibe you're
i going for.

Another thing to bear in mind is
i this: sometimes the position of your
¢ hand at a certain point during a solo
i will effectively determine which
i finger you use to bend a particular
i note. So, in addition to the different
i feel each finger will give to a bend,
! being adept at bending with every
! finger is definitely a useful skill. O
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I’M WRITING THIS column the day
before the final date of Velvet Re-
volver’s tour with Alice in Chains.
The show was originally supposed to
take place at the end of October but
it got postponed due to the wildfires
in Southern California. We’re going
to include “American Man” in the
set, which we’ve never played live
before. We rehearsed it last night,
and it sounded good, so we’re going
to throw that in between “Big Ma-
chine” and “Vaseline.”

For this month’s column, I'd like to
talk about some of the scales I use—
or, as the case may be, don’t use. You
can sit around and practice scales all
day long, but if you don’t—or can’t—
in some way apply them to music,
then they’re of no real use. I always
find that whenever I start to play
something that sounds like a real
song, I tend to take off and forget all
about scales.

I have a lot of guitarist friends
who are what you might call “techni-
cally evolved,” and are amazing at
incorporating scales into their play-
ing. But that’s just not me. One of
these friends, Steve Lukather, is ef-
fectively my technical guitar mentor.
Steve’s always giving me lessons and
tips on how to use different scales
in weird positions and over various
chords. He knows all these tricks
about starting on different notes and
using certain scales in certain keys.
As fascinating as that stuff is, T have
a hard time applying it because me-
lodically it doesn’t appeal
to me. I just can’t seem to
play that technical stuff
with any real feeling or
emotion. Ultimately, the
most important thing for
me is to make sure what I
play has some sort of me-
lodic significance. For that
reason, in any given song
there are only a couple of
different types of scales
that work for me.

Obviously, my main
thing is the rock sound,
which revolves around
what I think is the sim-
plest scale, the minor
pentatonic. I'll play this
scale in different positions
up and down the neck.
Let’s say, for example,

T’m playing over a I-IV-V
progression in C (C-F-G).
FIGURES 1-4 show four different posi-
tions, or “boxes,” of the very basic

C minor rock scale [C EbF G Bb] I
would use as a framework to build a
lead around. The other fairly stan-
dard scale you can use is the major
pentatonic (FIGURE 5).
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You can use any one of these posi-

i tions or boxes at any given time, and
! you can also throw in passing tones

or mix up the minor and major notes.

The lick in FIGURE 6 is a good example
i of a major run that ends on the minor

seventh note [B}], while FIGURE 7 is

! major with a minor third [Ef] thrown

in as a passing tone, which gives the
lick a chromatic flavor. I would like
to add, however, that it’s also impor-
tant to think outside the scale box.
There are countless combinations
of notes on the neck of your guitar,
so the possibilities are virtually end-
less. Basically, whatever sounds good
“works” for me, so use the boxes or
shapes as a rough framework and let
your ears dictate what other notes
also work within the context of a
particular song.

As you can see in FIGURES 5-7, I
invariably transition between these
different positions by going up or
down a single string—kind of like
“Chutes and Ladders.” If you're just
getting into playing rock lead guitar
and are interested in learning some of
the really basic but useful minor and
major rock scale positions, check out
Eric Clapton’s playing. He uses them
very well and usually at a speed you
can follow! Clapton has used these
scale patterns throughout his career,
but the period I'm into mostly is his
work with Cream and Derek and the
Dominos. Cream’s Disraeli Gears is a
great album for that. (J




BILLY GIEBONS PLAYING THE BLUES
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» FIGURE 1 “One good starting point for learning the blues might be to go back to the roots with Jimmy Reed. It doesn’t get much simpler than this”

Moderately (.D = 335)

D
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» FIGURE 2 “Jimmy Reed was accompanied by Eddie Taylor, who complemented that particular riff with this move [a IV-I change, with a 3rd-3rd grace
slurl. And you can combine the two, like this?”

Moderately (J—J

=7

w/ pick & fingers
1
F 3—1+2 3 HO») 3—1-+2 3 1742
O___
LA 2—2—4—A4—5—5—4—4—11224A4—55A4—4—12 2445544122445 54—
-B———0—0—70-0—-0-0—00—0-010~—0-0-0—0-0-0—010~—0-0-0—0-0-0-010—0-0-0—0-00—3=

) FIGURE 3 “And of course, the famous answer [turnaround], from the V back to the |, goes all the way back to Robert Johnson?”

Moderately (J 4 = 33})

E A E
4 4 o » e ® e » o ® ®» O » » &
A = { | | — 1
St -
\du = am— T T I %I t'llb_;r_r v d‘—l—r—r—h-rit#:r:rj':lj
o
3 3 3 T ’ e —
w/ pick & fingers 1/4
A
5 5 5 5 5 5 5—5 5—5 5—5
|
A n. B i~ A A . . 2 0. n. . A A B
] & £} ) & & ) ) 4 9 ) L & 'l
B—2—2 b— 0
——0—0—0—3
) FIGURE 4 “And then Elmore James comes in with the classic ‘Dust My Broom’ lick”’
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M FIGURE 5a “The second most important thing is to learn your | and V [Gibbons is referring to playing sixth intervals—Ed.]. In the key of A,
it sounds like this”

Moderately (D = Tj))
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M FIGURE 5b “Here’s another example of that incorporated into a rhythm pattern”

Moderately (J_J = T})
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M FIGURE 6 “Now, one of my favorite cornerstone licks of the blues comes from B.B. King, and that is sliding up to the | [root], from the I. That’s my all-
time favorite-the I on I

Freely
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M FIGURE 7 “Now, we're starting to get into the real, real finite side of things with harmonics. You don’t necessarily have to use a pick, either [plays pinch
harmonics with his pick-hand fingers]?
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STEVE MORSE “MORSE CODE” COLUMN
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IN THIS LESSON, I'm
going to to demon-
strate some tasteful
ways to incorporate
scale sequences into
improvised guitar solos
and create compelling, memorable solo
lines that strike a satisfying balance
between slow or short phrases with
longer or faster ones.

One surefire way to improve one’s

dexterity and speed is to routinely prac- :

tice playing specific scales in ascending
or descending groups of three, four,
five or six notes (or more). A prob-
lem arises, however, when a guitarist
repeats these sequences verbatim when
soloing and ends up sounding more like
he’s practicing than playing something
that should ideally sound spontaneous,
inspired and conversational.

FIGURE 1 illustrates what I call the
G “hybrid scale”: GAB» C Db D EF.
It’s essentially a combination of the G
minor blues scale (G Bb C Db D F) and
the G Dorian mode (GABbCDEF). 1
specifically chose this group of notes
because, as a unit, they fall very com-
fortably on the neck. FIGURE 2a Shows
this scale played in a descending pat-
tern of four-note groups. Notice that I
alternate (down-up-down-up) pick the
entire passage. Once you've gotten it
under your fingers, gradually increase
the tempo until you can play it fast
while maintaining clarity in your artic-
ulation. FIGURE 2b illustrates a similar
sequence, with a slight variation at the
end, played at a moderately fast tempo.

Now let’s break the sequence into
smaller “bites” and use them to build
solo phrases. In FIGURE 3, the first
phrase begins with two descending
four-note groups and ends with a sus-
tained bend; in bar 2 this same approach
is applied to a different segment of the
scale. These short phrases are then bal-
anced against the longer descending
scale sequence that goes across bars 3
and 4. To me, the contrast and melodic
development that is achieved with this
approach is much more interesting and

FIGURE 1 G “hybrid” scale, descending
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: engaging than simply playing fast, con-

tinuous scale sequences.

A great way to create variation within
ascale pattern is to add a passing tone—
any note that’s outside of the scale—and
quickly resolve it to a scale tone. In FIG-
URE 4, I add one note that falls outside
the G hybrid scale, Fz, in order to create
a solo phrase that’s melodically smooth
and interesting. Notice also that I use the
open G string, which has a different tim-
bre than the fretted notes.

It's beneficial to practice technique,

i scales and theory and memorize patterns
i and passages, but it's ultimately more

i important to learn how to create musi-

i cally satisfying phrases using the materi-
¢ als one has acquired. Anytime you learn a
i new riff or scale, try breaking it into bits

i and spinning new phrases out of them.

¢ The goal is to make music out of what

i we hear in our minds. Use scales to make
i melodies, and keep in mind that musical
i phrases always have an end. 7J
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