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8) Workshop — Greg Howe

Greg Howe's

Grog zalnteresowany naszym magazynem pode-
sial specjainie dia Czyteinikow TopGuitar kilka
gitarowych wprawek. W numerze poprzednim
(TG 3/2008) zamiesclismy kolejno tabulatury
Gregn oraz uwagl przesiane przez giarzyste
w numerze blezacym kolejna porca cwiczen

Workshop

Namner ensdramnewhere (o larmin, kdry Grog wysrydld do chredenia niekeawnnciosaloe techuki
pologajeoei na hammnron a8 strunhs, Kl6ea alo byha wezatnief dociinigta
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XIX Warsztaty Muzyczne i Fotograficzne
im. Wojtka Seweryna
6 - 14 Sierpnia 2009

W tym roku zaprosiliSmy nastepujacych wyktadowcow:

Wokal: K. PRONKO, J. SICIAREK, A. SOZANSKA-KUT, R. PUCHOWSKI (konsultacje).
itara elektryczna: A. LESICKI, L. CICHONSKI, J. JAGUS, K. MALISZEWSKA, K. ,,PUMA” PIASEC
J. STYCZYNSKI (konsultacje), P. NALEPA (konsultacje). Gitara akustyczna: R. PUCHOWSKI.
Harmonijka: B. LECZYCKI, R. BADENSKI, S. WIERZCHOLSKI (konsultacje).
Instrumenty klawiszowe: P. SERAFINSKI. Gitara basowa: W. PILICHOWSKI, T. GRABOWY.
Perkusja: Z. LEWANDOWSKI. Fotografia: G. MATORYN, G. SIDOROWICZ, A. PYTLINSKI.
Realizacja dzwigku: J. MASTYKARZ. Saksofon: A. WENDT.

Codziennie 5 godzin zaje¢, 4 godziny comb warsztatowych,
jam session w klubie festiwalowym.
Koncerty warsztatowiczow na bolestawieckim rynku.

Chcesz doskonali¢ swoje umiejetnosci pod okiem fachowcoéow
i mito spedzi¢ wakacje? Przyjedz do Bolestawcal!!!
Najlepszy sposob na muzyczne wakacje!!!

Wiecej szczegotow:

WWW. BLUESNADBOBREM.EU
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103 Rockovy riff
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Radim Hladik _ Cajovna

Cajnvna

strana 1
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14)

Piotr Degbowsk.i

Diabeft tkwi

Workshop - Staccato

w SZczegotach (2)

Staccato

Zapmwmry sig chyba najtrucnieszs,
ale zarazem prawdopodobese napelek
towniegszy  technky ptaowa ki
spodza san 7 oczu wisly giarzystom.
Mowa oczywidcse o staccato

Skoncenfrigemty =g gidwrie nad
motodami Cwiczenia szybkich pezebes
gow gracych kosthcy oraz ma proble
mach 2 tym rwigzanych

Ka pewno wiekszodt 7 Was zade
wata sobe pytanie - jak w modiwe
najkritszym  czasle oslagnad  takd
poziom techniczny jaki prezentiq Al
Di Mecky, Yngwie Maknstesn  Joho
Petruccl  czy wiely nnych gitarcwych
mistrzdw. perfekcyirie poshuguiacych
s technde staccato. Jak to madliwe,
2e graja tak szybko | precyzyjree, a 2
razem Sprawali wrarene akby grall od
mechcenia?

Mus2e Was smartwic - nie frobicie
tego w tydzien. Natormiast systematycz-
ne | madre Cwiczense doprowadzi Was
na pewno do korkretnych ofekitw. a jo-
$i dotozycie do tego determinacie | kon-
sekwence 10 Lwiarzacie mi, tel modecie
grac jak _super speedor”

Jest kika bardzo wanych caynes
hdw majacych berpodredni wpltyw na

Musicie zawsze pamigtal 0 pod

pitckowania. c2yll - skonomi ruchiu
hodzi 0 to, by agrac moziwie jak
najwigksza Wose diwiekdw przy mink
mum nuche i wysitky, Crestym bigdem
poczafkuacych gRarzystow jest wyko-
nywanke 20yt duych ruchdw kosthky
w Czasie gry | W sig kania fizyka -
czym ruch kostkd beczie. witszy tym
s2yboe) bedzie megho nastapic kolejne
uderzenie w sirong.  Oruga sprawa o
dobdr kosth) | sposch jef trzymania Do
s2ybkiego pudrkowania polecam kostio
racre) grube (0.83-120 mm) w ksatad
e typowe) ekl Kostea 7a miekka
byt Mocno wyging sie prry Lderzeniv
w strune, praez co racimy cenne milise-
kundy na koléene uderrenie Jedli chodsi
0 trpymamse nasiego piicka w palcach
to jest t0 sprawa indywiduaing. Meds
my zauwalyt, e rdive gitarow giganc
trzymaja kostkg zupelnie Inacze) niz po-
2ustal Np - Eddle Van Hallen rzyma
migdzy keidiem | palcem Srodhowym,
Sweve Morse wrywa bzech palciw
(hosuk wekazugacy + frodkowy) @ Pat
Metheny gra raokraglong czedcq kost-
W Ja trzymam kostke miedzy keiukien
i paicem wskazujcym. & tym. e palec
Srxtkowy dociska |3 lekko od dofu ke
TYQAC & ustawienie Budzo wame
teby nie Sciskad kostia zbyt mocno.
porvewal powodule ZDyiree napeech

migdnl, 3 w konsekwency ustywrsenie
calego praedramienia, co praktycime
uniemoliiwia nam  zagramie  Shugich
sTydkoch przetiegow staccate
Koiejoy problem dotycy fego. kidea
25t reki powwing wprawiad wruch
naszy kostkg. proedrameg c2y nadgar-
steh. Tu rdwniel hestona ma rdine
prrypadki, ale rdecydowana wigkszosd

nom. | me chodsi tyo o o, 2edy grad
réamo. Metronom daje ram symuiacie

grania miell @k nagbardrie) roziuiniony
prawa reke. Dobrze jest usigsc przed
lustrem | wykonywal te Swiczena ko
wiasnego aparaty jakde Zawwalycle
(pidwrie nienaturaine ulolenie gk
byt duie wymachy kostka, nageecia
| usatywnienia peawey | lewe) gkl
Proponug zagrad kadde 7 Cwiczed drie
sied razy bezbledme w tempee poczat-
kowym. 3 nastepnie podioecic tempo
o 10. Powtarzajcm ten schemat kalejno
a2 do wyskania pozadanego przez Was
tempa Jeieh jestedcis w stanie zagrad
kazde 2 cwicoen luina ek | beabieo:
mie w tempie 160 te znaczy, 2e j@st do
brre | rashuryhdcie ra nagrods

Franka 2espotowego (Zastepule perk
5i¢) praes co pdinie) jest nam Sitwie) na
Zywey” proble. a poza tym wprowadza
nas w rodzd) pewnego ransuy pry Cws
c2eni. kidry

bardzo pomaga skorcentrowad sie
na tym, co aktuairse dwiczymy | co
bardzo wazne) wprowaczs spokés do
naszey gry.

Wigkssoid raproponowstych pese-
¢ mnie Cwiczefi najlepiel raocrye sie
ra pameed | raczynal od Srednieg

Napi brie) . w meektorycH
Swiczeniach wystapia fragmenty, k1o
re sprawia Wam szczegding trudnos:
Whedy twiczce te kenkeetne male fary
oddreinie na tef samey zasadiie | oo
péera po coanowanw tych fragmentoe
wraciicie do caego Cwiczenia Proy
bardze diugich praatsegach dobrre
j@st podziefd je na kilka makych cavso
1 takbadiami (feby posicregiine moty
wy zachodzily ra siebis). Nastepne »
krdtsze frage y powinnidmy Cwicrye

tempo (k. 80 - 100 dia Cwwerinuty)
kostiogac na praemian .
Bartzo walne, Jebysicie w frakcie

oddaeinie, smpulsows (lo macsy s
w szybkien tempiz).
Zycre powodzenia

152
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Noty Bossa Nova

THE One-Bar PATTERN

played by the thumb and a chord played by the fingers. Coordination between the thumb and fin-

T he basic bossa nova comping pattern is a one-bar figure that alternates between a bass note

gers is essential to getting the fee! of this pattern down—as well as to being able to move on to

the other bossa nova patterns.
) .J /M .# I ' L]
4 7 = -
o < ¥
T\mm l 0
Ami7 rght hand .
Your first goal should be o b mfortabl i N (O
goal shou o become comfortable — —
with this rhythm. Practice the pattern a lot, until you = — -
can play any set of chord changes with it. Use any f e P
chord voicing you like; the important thing is to keep a o rsm
steady rhythm fee! and to supply the "bass note and T — :
chord" type of accompaniment. If you change bass R— = 3 =
notes, it is usually the root and 5th of the chord that 5 — . |

alternate. If you do not have an available 5th in your
voicing at the moment, then don’t worry about it; just
use the root twice.

Here are some progressions for pracicing the pattern with an alternating bass. These are each “two
measures per chord,” which allows you to concentrate on the rhythm. These should also give you some

ideas for appropriate chord voicings in this style.

Ami7 17¢39)
né

o3 7 ¥ i 3
A 1 —
—7
5 0 ~5— 8

] ]

o~
-~
|

T § ———5—%
A 2 i g 2
o v VT ¥ L) ™
o = Ed
5 o 5 5 —
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Qwv B+7
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P E2ss
B— s ——— h A S
5 3

Now we're cranking! In these next progressions, you have only half a measure, or one bass note, to
establish the chord change, so you'll want to stick with just the root in the bass. Notice how active the
bass line becomes.

0 Emi? Be7 Emi9 Al3




c$ Ami? Dmi9 G13

f F F
Fi == %

A% OlJ
g:—b—ﬂ !:rl4

One-Bar Variation

The variation here is the addition of a chord attack on the upbeat of beat 4. This becomes important
later as we'll use it for rhythmic and harmonic anticipation—for now, however, just play the same chord
through the whole measure.

0 Ami? L9 s

g
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18)  Back to school — Hard Rock Hybrid Picking

Back to School

".)l‘l' !ll“.'l\\l].l.\ Il.”'ll

our with Trans-Sibertan Orchest

¢ ica Jar sharpshooter w _

'{‘)( l\ }l\!‘ll(l l)itl\ili‘_" spend a huge chunk of 2011 on a le
\ world tour with Night nger. And w

ever Hoekstra finally returns to his hon

New York City. b down ume cons
wying eight shows a week on Broad
taining his role as the over-the-toy
rock guitarslinger in the hit Broadway o
al i‘.\.l f Aves

In Hollvywood for th usical's recet

premier, Hookstra stopped by his alma n

Musiclans Institute (class of '92), 1o say |
he place where tracked many sessiorn
Is three solo albums, and to humbly pass

SOme Of Nis experience § y the next generat

of gultar professionals, First, Hoeksura olfe

3 theary on why it s | ands so much hig
profile work. "Maybe it has do with how obse
sively | prepare and shed for each new gig
s Hoexstra, who has also been a hired gu
from the Turthes and Alan Pars

1o Ray Parker Ir. and Joe Lyon Turner. "A

1OF everyont

umes, the iirst tume | play with a band is n
at rehearsal, but onstage, at soundcheck, the
lay of the gig. From the first note, | wan
10 sound like 've been in the band for years S
One reason Hockstra got the Night Rangess
gig was because he is 30 handy at ¢ I:,lll"ln'
ger hammer-ons & la Jeff Watson (one of the
and's founding gultarists; the one Hoeks-
tra replaced). But octa-digital tapping isn't
he only time Hockstra employs the extra
INgers on nis ;Ml 8 hand
I also do a lot of hybrid-picked stuff®
1ys the guttarist of his penchant for using
s plck-and-fingers attack o sound riffs and

-
nelodies. Ex. 1 demonstrates Hoekstra-style
IT'S HARD TO SAY WHO THE HARDE ybrid picking at its simplest. Played evenly

A

vorking man in the guitar business is, but d confidently, and perhaps with a touch
Joel Hoekstra would certainly make a strong of palm muting at the bridge, the phrase
ontender for the ttle. Fresh off a2 massi winds good ar any tempo

100 GUITARPLAYER.COM
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Noty Blues_Ganapes_3 Blues Rock Tune

BLUES ROCK TUNE €

Moderate Blues/Rock
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20)

3

| —

—3

—

-

—

[y
43
@

)| L
N e
%H-- L)
1"
[l
e
™

Guitar 1

cetatni neprectu (4,5,

Lt L )
|t T
L1818 1.
s T

N T

1| 1|
— —

be o D@

%
LY.

10

L g

Pl
T

nevim o to e {(4.5.)

™
e
m: ™
--”.u.” I
i i}
tn .Ci
3y i
Il "
I —
-
™

>




~ 26 ~

21)  Blues - Rokenrol - Junior
Blues - Rokenrol - Junior

i 7 C7 7 by Michal Fikk
e 7 i T
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Rl

Dominant-7 chords will allow just about any available tension, but let’s take

a look at the basic triads created from the chord tones and diatonic tensions.

G7 FMai
B Diminished f e ,
"\ o b
= ~ f
[ P < i
) o
1 3 5 57 9 n
| . 3
L J
g DMinor

Possible triads for creating harmonic interest here are G, B°, D-, and F.

G F - D- s B°
ﬁ_’ ’ 2 > 3 i t
#} - ’ g ? e = == = ﬂ
<V T 1 . 1 : + + - . +
) | - ! >
Ist 2nd Root 2nd Root Ist Root Ist 2nd Ist 2nd Root
L3 - ; §——-& 3 5 8 3 + —5
—3 2  — —1 & 2—15
”L L ! 2— 5 w 7 & 7 ”
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23)  Noty Pentatonika po hmatniku
SCALES
The Final Scale Pattern (5th)

Now that you know Pattern 4, we will put it together with the first three patterns. It works the same way
as the others, and looks like this:

these noles shared
by patterns 3 and 4
—@ O O ;] - O—l-_
—10 O- ® O O~
~\ e - @
V —\J .,
- ® O +O O
1O —O— O—+— O
'-—. : H Q~ ! O )
Pattern 1 Pattern 3 i
"""""" Pattern2 T patterns

Practice the first four patterns together from the key of E (open position) up to the key of A (5th fret) and
hack down again, moving a half-step (one fret) at a time. Start with Pattern 1 in cach key.

Now, we’ll look at the last form of the minor pentatonic scale — Pattern 5. It appears as follows:

Minor Pentatonic Scale - Pattern §

@

&)- @

&/ R
o @
—(1) O

@ @

@ L1

Practice Pattern 5 the same way you did the others, starting at the lowest position possible, using open
strings for the lower notes on strings 4 and 3. Remember o change your fingering in the open position
so that your first finger takes the first fret and the rest follow in the one-finger-per-fret principle,

CHORDS AND PROGRESSIONS
Introducing Sth Chords

Now we will move on to a new type of chord — the ninth chord. Ninth chords function the same as sev-
enth chords, so they can be used anywhere a seventh chord can. Wherever you can use a 17 chord, you
can use a 1Y chord, and wherever you can use a IV7, you can use a IV? and 5o on.

You will find, however, that the ninth chords have a very different sound from the seventh chords. They
sound smoother, jazzier, and maybe more “sophisticated.” They won't give you as funky a sound as a
straight seventh chord.
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25) Swing 42

' Swing 42

By Django Reinhard
C A=T D=7 a7 E=7(b%) A7 B E ]
- R - -
1 3 4
s7res U s ¥ v O s "1x i “; “w mm
-+ pess! + pos S L2 4
1333 2mMm 14 I 340 34 I 2 1314 an 1

=7 E-7005) A7 D=7 G

Wﬁclul(w a ons Fruncls SA
This arrangement Mhﬁmﬁmﬁ &A
ANl Rights in the U.S.A, and Cun, m»mm-kw Inc. (ASCAF)
International € Secured  All Rights R
ned by Permission
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26) Tahani strun pres vice prazcti 139 + 140
Am
M P VM n mne
13 264717 senoF—— 2017 5%
A T 191y t
39 | — | | 4 1 IL{
-8
fingeringg. 1 3 1 2 1 3(2,1) 3 1 12 15 17 19 21
Am
AR e VoA mvyn
T 53—t [ 4
4 1412 HAATY
40 - o | U1 3
1 4 | °
fingering: 1 3 1 2 1—1 3 1 3 3@ ’ 12 15 17 19 21

27) Blues in Gmi
Blues & Scale Junior G_minor
by Michal Filek
Gm’ Gm’ Gm’ Gm’
;"E =
L\
Y
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Obraty kvintakordt Dur + Moll

Possible triads available for adding harmonic interest over rhythm guitar
parts are G-, B5, D—, and F.

G-

F

~ 36 ~
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29) Noty Blues_Ganapes_4 True Blues

TRUE BLUE €
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MANY TECH-
niques that are often
used for Hashy solo

ing, like sweeping o
tapping, are gener

ally lumped in the
“shredding” category. A shred solo is certainly
not the only setting for these technigues,
though. Tapping, for instance, is just one of
many tools that can be used to construct or
perform a piece of music. Tapping can also
be very useful for reaching chord extensions
that are impossible with a single frecting hand
With that in mind, let’s look at how apping

Technique toolbox — Melodic Tapping

Technique Toolbox

~ 38 ~

chord shapes one note at a time can vield a
unique approach w melodic playing

In both of these examples, vou'll notlce
that 1 have included ingerings below the
tablature. The numbers denote left-hand
lingers, and I have employed the traditional

classical notation of i, m, and a for the not

that you'll tap with the fingers on your right
hand. In Ex. 1, the notes are all played one at
atine and maintain a consistent sixteenth
note rhythm, The pattern beging by outlin

Ing 4 8m& chord shape. In Ex. 2, vou'll notice

vat the first and the fifth notes both use

the 2nd finger on the left hand. | point this

out because many players have a tends

to leave thelr 2nd finger firmly plant

the first note for the duration of the

sure, instead of lifting the Anger off of

Nrst note 5o 1t can get IO POSItion 1«

the fifth note. To play these exercises !
ently, you will need to pay close atrent

to the fingerings, Have fun! %

Paxl “TFO" Allen is a mults-instrumenta
who has worked with Big & Rich, Adele, Sebass
tian Bach, and many others. He also has his ol
project called Ten Fenger Orchestra, and can &

reached at tenfingerorchestra,com
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Hey

Hey Jazz Guy,
I've got all

Hey Jazz Guy

my scales down pretty good, but

I'm still having trouble making all the changes
® . 5

Can y

U give me some advice on how to put it

all together? —Fragmented in Fresno

Dear Fragmented,

One of the most difficult parts of impro-
vising is putting it all together: tuming scales
into great sounding lines, However, there
are some concepts that work every time, In
the following examples, we examine the first
eight bars of the classic jazz standard “Stella
by Starfight.” In Ex, 1, we start with the 3rd of
the chord, and play an E Locrian scale with a
natural 9 (a derivative of G melodic minor)
Every strong beat is a chord tone. For A7)9,
we move 1o the 3rd of the chord by a half-
step and play the altered scale. On Cmin7 in

~39 ~

the 3rd bar [Ex 2], playing an Ef major scale
line gives a diatonic sound. When the chord
¢ again target the 3rd. Ex 3
uses a sequence, involving the 3rds of Fm7
and BL7
us

changes o F7, w

In the final example, Ex. 4, we are
’

1 4 B) major pentatonic on the Ebnay”
chord, bringing out the 3rd of the chord by
repeating the note. The line finishes with
elodic minor mode

b7 scale in A}, emphasizing th

the Lydian
w _1.‘ Build

d tones, espe-

another m

ing your solos around the chor
cially 3rds and 7ths, and connecting those
tones smoothly, is a key concept in creat-
ing lines. Sequences and repetition serve 1o
highlight important notes. These techniques
will go a Jong way toward helping you con
nect all those scales you've been practicing
In this lesson, we focused on inside sounds

Next time we will put it all together in an

Em7p5 ATp9 m7
.
£ - is’.’.'u‘,.;..: 7 7:_.‘:-':: ——— : P
(FESSSES = . SSSsa ST E S ==
v \ — — . 3 —
‘ 1 He L » -
$ 464 W8 2 I - 4 - Ho+ 40 = 1
11 9316 P | £ : 8 8
A | -3 1 A L + 4
8 ! 4 8 ! 4
Fm7 By7 Epmay7 Ap7
” » |
z 4 atr T o o b oby ‘\
— — o — Pt 1 -
T .b:‘i" ? ﬂz ® - - — 1 1 ""‘, "
p— || [ /
4 ! K6 ! §
i ¥ X 8 4 B “ 1 I3 % 5 3 4 —— H
- 4 Ho 7 3 4 3 W L 4
A ! 9.8 64 A 5 &—4—|
i | 48 H

outside way, and then formerly fragmented
will become ferociously fantastic. ‘%
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Noty fp Blues Wavelenght

Wavelength
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33)  Stupnice G moll + akordy
rl r | .
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34) Arpegio in C dur
(Practice picking as indicated--and also with alternate iV )
AV mam 0 AAARA m M n
M mnv v v V

=== e —

v”EvmV
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nnnvﬁh

.Nﬁ & —

v 3
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fine

*#*  When two consecutive notes are played with the same finger on adjacent

strings - "roll" the finger tip from one string to the next-do not lift the finger

from the string....
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35) Red haired boy
Irish Variation in A major - Arr. Fil.

Red haired boy

Improvisation on the same track

36) PopinC
p. 48]

C-ma( F-ma'l S —
e

APana, o

A ,3@/ R

Fwm7 B Cmay’ % -mat

o e 1Y

O L L (e e e
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37) Noty Bossa Nova_7
Harmonic Rhythm

Now that you have the right-hand coordination down and can make your bass notes follow the root
(or root/Sth) of each chord, you must get used to chord changes that last for various durations—eight
beats (two measures), four beats (one measure), or even two beats (1/2 measure). How many beats each
chord receives is called the harmonic rhythm. Faster harmonic rhythm means that the chords are chang-
ing more quickly; slower harmonic thythm means that you remain longer on each chord.

Use these exercises to get used to changing chords at different harmonic rhythms. Keep your tempo
steady and play all voicings cleanly! Use both the one-bar pattern and its variation.

003
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) ™~
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. | o-SO(UMl

; : : _u:__#ggzqqzil:#ﬁ)-
—
== =TT T
JEmi9 A+7 Dmas)
%—?ﬁ? F QZFFJ’ZEEAEQ
=7 r T
D9 Gma E7(9
. ' 'H' 1 1
m ' L %: ;
&.—-: ¥ rF 37 Tt F 53 |71 1 T
Ami7 D9 Bmi7 9 A D9 G6 "

* (3] and T3} are pot inchuded oo Track 7
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38) Southern Comfort

SOUTHERN CONMIFORT 99
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ArANAANAAY
.8 i',ﬁ«_ Ee
n von v n v oM v on v n " m lal (o} ™
ull il full ll il
1, ¢ " » N ) PR AssasAAsAaS
7/ F P e AN — W —————
v L - L w N
: P 2 Vot [ I 2 | ) { ) [ | 1ol 1

m Chorus Outro
Onr. 2 1oeet
Otr bowd sy, Vg | N () () ({4}

8

. N * e .3 .AQ e
. - — = | em——§ b —& — ||
& A—3-6—7 i
Repear & Vade

) 1) (m

) — —¢
- ey

Southern Comfort = a7



~ 46 ~

39) Alice Cooper — School’s out

- T~

usammen, dern Gitarre 2 it hier mit den

abgedimpfien Achiel-Toiolen sus Rhy. Fig 4A
sehr wirksam die Vierrel-Pausen der Gitarre |}
Dicser Ping-Pong-Effekt wird mit kurzen Uni-

son-Bend-Einlagen von Gitarre 3 runichst in

unteren und spater im 2weiten Chorus-Block in

hoberen Lagen stimmung gervichert. Die

Bridge flls durch den von Gitarre 1 gespieiien,

Ling gchaltenen Ton A suf, der
ck umkippt
Um dies zu crziclen, solltet ihr Fir geniigend

n ¢in Feed

Sustain und 7P'n.n;‘ im Litarrersound sorgen
< Solo von Guarre 3 zeichoet sich im ersten

durch weitere Unison-Bends in der 2wilfien

aus, aul dic antroshende Achtel sowic

ende  Viertel-Triolen

fromatsch sbwarts ¥

als Doublestops folgen. Gitarre 2 stirzt das Sole
geronnt mit Ry, Fig. 6, ciner weiteren gekuraten

Variante des Intro-Riffs, und doppeit Gitaree |

richer Stelle mit chromarisch nach unten

laufenden Viertel-Trioken

In den folgenden Sorgicilen Refrain und Bridge

ere solistische F

ghermimmt Gitarre 3 akhi

Gherwiegend mit Uni Bends und Singlenote-

Bendings in nun susschisefilich hoheren Lagen
Dazu kommt auch in der rweiten Bridge das
Gher mehrere Takte lang gehaltene Feedback

Wer hier Probleme bei der Sounderzeugung hat

brw. in der Lange des Tons nichi nachkommt,

kann sich auch mit einem E-Bow behelfen - ein

sofches T ist durch seinen cinzigastigen Ultra-

allemal eine Anschaffung wert

Sustainet?

Unter'm Strich ist School's O

ein Muss® fiir afle Lichhaber der Handmockszene

* vine Hymne und

der frihen Mer Jahre. Die Massschen Tricks

Alice Cooper -School's Qut &.omoe o

Sachen Bending und Unisoo-Bending Auch

@

O Mit dem Song School’s Out™ und dem gleich auf der Zahlzeit | und 3, gedoppedt. Dieser ki die effizente Aufteilung twel incinander
namigen Album schaffie Al Coaper 1972 den KmalY verleiht dem Song schon vor dem ersten greifenden Rhythmusgitarmen zeigt, wie ein Song
Durchbruch als ciner der bedeutendstien Rockacts gesungenen Ton cine cnorme Schubkraft Die durch cin cleverss Amangement an Dynamik

dieser Zeit. Die Nummer wird im Shuffie-Fee mit cinem Volumenpedal geformten Distortion gewinnen kann Alles in sllem: Schaol's Oun
gespicls, was bedeuret, duss die Achiel-Noten Alkorde (ab drimer Taki Intro) der Gitarre 2 it nur cin Rockkiassiker - es ist auch cine
terndr aufgefasst werden fieser Spictweise verieben & Sitick cine rauhe, rebellische Blaupause der Rockgitarre

die man im Jazz in soch susgeprigierer Form Nuance. Dies ist einfach nachzushmen: [hr

findet, kiingen dic Offbeats immer cin wenig miGsst dazu nur Alkond auf der Zihlreit | _——
kiirzer als die Hauptschiige. In den Hardrock anschlagen. ihn dber zwel Takte kingen lassen |
Produknoncn der 70¢r Juhre hahen viele der  und wihrenddessen jeweils zur Zahizeit cins und Schwierigazitsgrad 7

mit Shuffle-Grooves gearheiter. Gerade in Kom Poti an der ( b Lffoen”, so dass der Pickups / Position Humbucker / Steg
bination mit verzermen Girarren bekommn dieser Sound dynamisch _reinfadet” Gain (Amg) T I
yste Kraft EQ (Bass / Mid / Tredie) 3/5/8 —
Die Strophe wind mit der Rhy. Fig 3 won

Das rockig markanme Intro-Riff von Gitarre 1 in Gitarre | in der 2wiiften Lage - im Grunde eine T0er Hanfrock mit Hymaen-Beigeschmack,
der zwolften Lage wird mit der Rhy. Fig. | und  abgespeckie Form des Intro-Riffs - getrugen. Im Mier treffen Massische Rochgitarren-Licks auf
der Rhy. Fig. 2 von Gitarre 2 in Jeichter Vaniation Pre-Chorus und Chorus laufen beidde Gitarmen | einen Sheffle-Grogve. I
besonders durch dic abgedimpfien Achielnoten zu ciner verschachieiren Rhythmuseinheit S a—

groflen Bands wie Deep Purple oder Led Zeppelin drel das Volumenpedal foder das e rechende Gitarre 162 Gidson-Style E
F

Rhythmus cine treibende und b

guitar 97



~ 47 ~

School's Out

Alice Cooper
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School's Out Alice Cooper (

B AE B Ew B AE Em B AE B Em’
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5 Alice Cooper School's Out
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School's Out Alice Cooper C::
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::j Alice Cooper School's Out
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School's Out Alice Cooper
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g Alice Cooper School's Dut
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OPEN FIRE

av

skladba zapsana

Open fire by Troy Stetina
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42)  Cviceni pro rychlost 141 + 142 + 143 + 144
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43)  Arpegio
ARPEGGIO STUDY

(Also practice arpeggios with alt. Y )
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45) Bluesy Beauty — Bent Unisons
WHO IS THE BEST? CLAPTON?

Page? Beck? Hendrix? That question dom-
inated discussions between fledgling gui-
tarists in the late "60s and early '70s. Bands
like Cream, the Jimi Hendrix Experience,
Led Zeppelin, and the Jeff Beck Group took
the traditional blues form popularized by
B.B., Albert, and Freddie King (as well as
Buddy Guy, T. Bone Walker, and others),
and played a louder, more riff-driven ver-
sion of it. Not long after, lots of guitarists
were jumping on the blues-rock bandwagon,
including Johnny Winter, Roy Buchanan,
Rick Derringer, Elvin Bishop, Mike Bloom-
field, Duane Allman, and the force of nature
known as Stevie Ray Vaughan.

One thing that all these players have in
common is their ability to work soulful bends
into their playing. String bending is an inte-
gral part of the blues-rock style, so I'd like to
focus on one aspect of bending that will poten-
tially open up new doors for your melodic and
rhythmic phrasing: “bent unisons.”

The idea behind bent unisons is to bend
a note on one string so that it sounds like

4 '.é - I
14— t 1
1
8 |

T — S
A 149y ;
B |
)

Ex. 2

—t 2

the same fretted pitch on the string abow
it. For instance, bend the D on the seventl
fret of the G string up to an E and then pla
E on the fifth fret of the B string (see Ex. 1)
Even though both pitches are the same
they sound different due to the fact tha
they are probably slightly out of tune anc
because the two strings sound different a
well. This technique allows us to repeat th
same pitch in a much more expressive way
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a Fool” in Ex.3, Winter uses a kind of
opposite rhythmic treatment by playing

" n " " 0 n . .
- sixteenth-note triplets in groups of four.

- K~ KB -~ & B = X {48 =~ 8 - ™ .
b TN e \ Wi H wiidy H w2y i i H : Jimi Hendrix uses groups of three
. eighth-notes to start his solo on “Come
= - On" from Electric Ladyland, similar to the
[ Ex 4 ] lick in Ex. 4. The fingerings and pick-

ing instructions are just suggestions, |
chose options that felt the best to me,

“ a ‘ 4 4
3 : A A » 2 s :
- & ge*_f, ‘| 7# -2 » ;.4_“ .", :‘..;! Ol .‘ . but [ urge you to experiment.
=== - — —————_—— Ex.Sis also based on a Hendrix lick.
T ” Hopefully, the groups of quintuplets
: g el Y L U 2 B L A will open up a whole Pandora’s box of
- - s : - ideas for you,

SRS T MUY JEPSS—Y. ST S— ! S— [ W= [y = . .

e et — Ex. 618 a lick | came up with over

—4 a standard V-1V-I blues turnaround.
And finally, Ex. 7 uses a couple of dif-
ferent bent unisons to create some nice

A7 melodic syncopation,

Remember: the most important thing
about any riff you play is that it has to feel
good and be used in just the right place.
The best way tolearn how todo that in this
style 1s to listen to tons of music from the
great masters of blues-rock guitar. Learn
and transcribe their solos and really con-
centrate on understanding and capturing
the nuance in the phrases, ‘%

A7

For close to 30 years, Dean Brown has been
an ntegral part of the global fusion and electric
Jazz scene, recordimg and/or touring the world
with his own projects as well as with Marcus
Miller, the Brecker Brothers, Billy Cobham, David
Sanborn, Joe Zawinul, and many others. Keep
up with him at deanbrown.com
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46) Noty fp Blues | got Those Country Blues

I Got Those Cou/ntry Blues
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47) Blues in Hmi

Blues & Scale Junior H minor

by Michal Filek

Bm’ Bt Bm’ Bm’
1
il e 3
T
[}
Em’ Em’ Bm’ Bm’
fl
o
-
LA3Y)
o
Fam? Em’ Bm? Fem?
fi
o
-
KAV
v

48) Chromatikae _E
SE bJE + bi&-_,%‘;ll-__ pe Dy E:DH @ © ®©

_»-TN

alil



~ 65 ~

49) The Ententainer _ arr. by M.Filek
. -c (72 . - g [
4 Guitars (3 voices + chords)
Moderate - Original by Scott Joplin
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David Grissom — Badass bends

David Grissom's Badass Bends

LAST MONTHWE GRABBED A PIECE
of David Grissom’s open-string magic,
but that's only one part of his multi-fac
eted 6-string chicanery. He’s also adept at
ridiculous multi-string bending licks that
can sound like pedal-steel, B-bender, or a
certain Beatles solo.

“I can trace this whole sound back to ‘Got
to Get You into My Life," he says, referring
to the D-string bend that caps the two-bar
break. “That’s what made me want to play

Lt ring

e

=

guitar—that lick right there. When | was in
high school, I heard ‘Sweet Little Lisa® by
Dave Edmunds that had Albert Lee play-
ing the guitar solo. I didn’t know that he
was using a B-bender. | spent a year learn-
ing how to play thart solo, trying to emu-
late what he was doing.”

That bending boot camp served Grissom
well, because he can bend his brains out on
a floating-trem guitar strung with .011s. He
gets us started with Ex. 1, a cool Gsus move.

Lot rng —_ - p—
b2 re-We . o8
& i, ——(—— f i
f S ——— A —— 58 oo et e
- — s s
hold
L] A l
12
e i (7 TR 1
’r'f 16— o160y 4412 12 1416 |6
A [3a12 Y
:l 14
Ex3
Lt ring

Get that half-step bend from
and hold it steady until the
next bar. "A lot of that has to
strength,” he explains, “to have
pull the bend off but at the san

Grissom goes on to play €
Tonk Women"-approved set
a twist on the ending.

“It's hard to keep themin t
bend on the lower strings™ says
nails Ex.3, a similar phrase to
a decidedly different flavor du
ter of the bends. “Those move
you get to the higher frets,” F

“I've always loved these,”
dishing out Ex. 4, a gorgeou
phrase that, as I was workin
several editors and art directon
demanding to know how to |
easy to execute the full-step
with your first finger without ;
the A and D strings, but itiss
effort. Don't be a hero, thoug
bridge guitar with extra-light
moves can hurt if you're not
Start slowly and always be bt
about your intonation. Bend

This lesson was transcribed wi
way SA, a Roland GI-20, and Sib

MORE ONLI
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Fretwork —Jon Herington

The Fabulous Fretwork
of Jon Herington
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“WHENEVER I'M PLAYING ON
ssic Steely Dan tune, the challeng

me is to honor the original but still fir

way 1o make it my own,” says NYC-bass
st Jon Herin

ndary group since 1999, Hering:

gron. A member of ¢

also performs and records as leader of 1
Jon Herington Band. His latest CD s
(shine shune) [ Decorator] is tull of precisi
crafied pop-rock and intricate, yet sublimess
melodic, guitar work that will earm maes
props from fans of the Dan clan

“When | was learning Jay Graydon

lo for the song ‘Peg,’ ! was immediate
struck by this one lick [shown here in Exl
where he is essentially outlining a G dim

ished scale as a series

of pull-ofts agains
the open G string,” explains Heringt

(Note: To effortlessly execute this disse

ant .1I‘LIX distender, | recommend using

the first and third fingers of the fretting

1 and moving them up the neck in halt

vhole-steps.) “Using this as a

off point, | started to investigate w
I could do incorporating hammer-ons ang
pull-offs in the key of G, until | assembled
& whole vocabulary of licks thar worked
not only for the song, but in other situa
" he adds, demonstrating Ex2

UONs asw tl

One particular track on shine (shine shine
that was directly influenced by Herington's
onstage “Peg” explorations is “Fabulous,” &

Beatles-esque piece of ear candy whose sole

is a both a technical and melodic tour de




force, For the recording, Herington tuned
the first string of his P-90-loaded Hamer
Special down & whole-step to D, slapped
acapo on the first fret, and jacked straight
into his Guytron GT-100 amp. I've tran-
scribed the selo without a capo in Ex3,
but retained Heringlon's original tuning,
E, A, D, G, B, D (low 1o high).

In last month's Herington lesson, the
maestro stressed intimate knowledge of
chord tones as the key 1o effective impro-
visation. To understand why this is so,
simply play through the firse three bars of
the selo and be awed by how its breathtak-
ing lyricism is drawn only from the clever

o = 90100 (G) c

~71 ~

phrasing of notes of G and C triads—G, 8,
D and C, E, G, respectively.

The swift-fingered pull-off run thar starts
on the and of the fourth beat in bar 3 seems
1o be culled from a lick that originally sur-
faced when Herington was improvising
over "Peg” In concert, | suggest starting it
in ninth position, then switching to fifth
position on the second beat, The sweeping
phrase that begins on the fourth beat of bar
4 and extends through the first beat of bar
7 is composed of a series of multi-octave
arpeggios that will require some quick
position changes. In bar 6, you'll need to
play the G on the 12th fret of the 3rd string

with your firse finger. This will put yos
good stead to grab high G on the 17th
of the first string with your pinky, Fi
dig how the string-skipping hammer
in bar 7 are both a clever arpeggiation
4 D to Dsus4 change and a hip retooling
the original “Peg" lick from Ex.1.

Vinnie DeMasi is @ NYC-based guit
and regular GP contributor. He currently
out his rock star dreams as a full-time
of several tribute bands and part-time in
eral Broadway pit-orchestras. He also t
at the NYC Guitar School and can be
at nightandaymusic @optonline. net,
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55)  Stella by Starlight Uprava

08 Uprava harmonie MF 2019_03_25
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h moll—harmonicka

P
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H moll + intervaly

tirando
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57) Noty Leavitt Septakord

Arpeggios-Diatonic Sevenths
(ALL 4 PART CHORDS - ALL INVERSIONS - KEY OF C MAJ.)

-—_—
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Londoner Skizzenbuch KV 15¢ _ G dur

Mozart
‘
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63) Tapping Advanced

Tapping Advanced
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(o) lal la) o) 2l " La) [

Countdown” der schwedischen Pop/Metal-Band
Europe angelchnt. Mit dem bombastischen Key -
board-Intro und spektakuliren Solo, gespiclt von
John Norum, gehort dieser Song nach wie vor zu
den beliebtesten Rock-Nummern weltweit,

Im Mittelpunkt des Solos steht eine schnelle
Tapping-Passage auf 16tcl-Triolen-Basis. Das
Lick ist eine Abwandlung der Beispiel-Licks aus
der letzten Folge. Das Tapping-Muster bleibt
wilthrend des Solos gleich. Lediglich die Positionen
auf dem Grifforett &ndern sich. Danach folgt eine
viertaktige Solophase, die ohne Tapping aus-

kommt und cher klassische Pentatonik-Zutaten
bictet. Lediglich der Whammy Bar-Einsatz im
sechsten Takt ist hervorzuheben. Falls ihr damit
Probleme haben solltet, empfehle ich die Lektiire
der Ausgaben 5/06 und 6/06. Dort habe ich
das Thema ausfilhrlich behandelt. Danach folgt
cine Wiederholung der viertaktigen Tapping-
Passage, bevor dic cbenfalls viertaktige Schluss-
Sequenz das Ende des Solos cinliutet. Technische
Schwicrigkeiten sind an dieser Stelle nicht mehr
auszumachen. Keep on tapping... o
cucr Andreas

lead@gquitar.de

guitar 123
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Blues Scale Junior E

by Michal Filek
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64) Guide Tones

Guide Tones

Guide tones are the notes in a chord that lead or give harmonic pull toward
the next chord. A simple ii-V-I progression demonstrates how guide tones work.
In the ii-V-I progression, notice the seventh degree in the Dm7 chord (C) leads
to the third of the G7 chord (B) by a half step. The same can be seen in a V-1
progression. The seventh of G7 (F) leads to the third of CMaj7 by half step.

Dm7 G7 CMaj7
Thp3d | 1
e — ai
ANI74 —
D) o ™3

=

I

)
-

The examples below show how one might use guide tones in an impro-
vised line over the ii-V- I progression in the key of C. By utilizing guide tones,
a soloist is able to enhance the harmonic “pull” generated by the ii-V-I progres-
sion. Students should master this technique in all twelve keys.

Dm? G7 CMaj7
‘:
. 7™ to 37
.
e ot ume, S P—
5 Y
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Majorii-V = GSicjete

7 © AN
Dm7 7 G7 C Maj7
. =
& = > e <= -
J - -
— 3 A
3M
56-8-6—5— s -
Lo s o 7 e, o e
8 ~7
CMaj7
Dm7 ™ G7 ’ 7£' 3rd
—— e g 22 e =
o -
3rd 3
5-7-8-7-5 7-5
A ) v B A e a2
5 7
7-8
CMaj7
G7
om? 3 7 3 7: 3rd
| e v ..
% -4 1] |
o Ji —~ I - B = L,
7—5
7—6—5—7—5 a7 5= 5 T8t
78
7 3ra
Om? ¢ ¥ G7 C Maj7
o o — 2 [—r——
ﬁpﬁ' = T - — e
== =) d ==
e) ? * f o " e .
T 3re
e —_ = 7-5 4 -4—7—
Pt —5—T—86~T——
I’ 7‘__‘ L4
G7 C Maj7
- > ' - lp.
11 1 !—E T t = -
D) —~ ! = - — = .
5 57
e - . L =
f
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65) Licky solo in €’

¢’ Er . _
et JERSEE & 9‘;‘“—7";V ey
ol 4
P
e -
[
7
E
*
s — _ |
= 3t Ei'—f‘- i e e o e T
.. . S R —‘ —V—bj- LC:A --a[’*1
* ’ = g ::\:o off
66) Metalové riffy
— measure 1 (first half)
v nmov.m v AV
118 | ' 5 — 5 ——7
fingering: 1 '3 : 1 3 4 1 3

measure 1 (complete)
) v rvRvAvARVvARVARYVARY

119 _ ! S A ——— — —

5 5—7 5
7

~
D 4=

fingeringg 1 3 4 1 3 4 1 3
measure 2 (first half)
o

120

fingering: 3 4 1 3 4 1 3 1
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Intro Ami’
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Summertime

(from "Porgy and Bess")

Medium Ballad
E7(’5)

7
Ami

George Gershwin
Ira Gershwin

Du Bose & Dorothy Heyward

( A?(*S))

E7(*5) AMl.r
_ — o ]

o = — glfllE -
y Y 1 ! 1 i > v — - |
T : — = *— . }
o) T i . / I
Sum - mer - time and the liv-in' s €eas. - Yo—0ou Fish  are
7 9 T(#5) 7¢:9)

Dmi F B E
= e r o ==
¥ t - I T | - r
jomp-in’ and the cot-rton is high, Oh, your

7 7(#5) 7 9 769)

Aw' y Sl Ami D' G
== =Fxfrs——r———F—Fr—
¢ el — | - = -
dad - dy's  rich, and your ma is good look in’, So

) 7 T7(5) 7(¥5) 6 T(>5) 7(%5)

Cma Ami Bw ™ E Ami Bmi E™
—t ; Al[ % 3 ] } 3 Jam— -
S SiEe = L= ==
hush, ht-de ba - by, don't ___ you cry. One of these

7 7(25) 7 7(#5
Ami E Ami (AT
= g ’,—-':—P—F'? : i e e '
£ e —— ]
! S oo
morn - in’s You're goin' w0 rise . up sing - in, Then you'll
7 9 T(#5) 79
Dmi F B E
5 » creae % -
SE====c=uu = L

f } ' 4 - - i - \d-,_]

spread your  wings and you'll take ___ the sky. But dll that
T 7(£5) 7 ? 7(9)

Ami E Ami D" G
Tjé- ) = = S} - 3 e
= i e e s i e z ! "

r I - I i — : o - — e —
morn -in" ___ there’s a  noth-in' can harm vou With

7 7 7(:5) T{£5) 6 7(#5)

Cma Awi Bmi E Ami E™)

! P Il

S o ‘ -
| : ﬁ_‘ - T ¥ E' f = L S— z ’ﬂ
Dad - dy and Mam - my stand in’' by.
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E dur + intervaly
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69) Noty Leavitt_3 Study_1

PRACTICE ALL /4 'S 1" ="' TWO WAYS. ..
(1) WITH CONSECL TIVE. LIGNTIH NOTES ENXACTLY AS
WRITTIEN .. MUY THA GUITAR PLAY BASIC LATIN

BEAT.

{2) WITH SWING VETING ON CONSECUTIVE LIGHTH
Sy , o YIL 112 TTAN LAY
NOTES r‘g coes RHY THIA G AR PLAY
STRAICHET + O SHUFFLE BUYTIIN,

D7 Awl 7 171 / q(s\APA..vm

e oy T IR

;7 ¢+ A 7

S TRy T e T e

B7 Eme Eu Ew? Emé Awl 2 D7 ¢ Gma7) 7 GE) /
EREEE AT %__z_g: Esmme——
(ma7) Susd (b

Em /7 Em 7 A'7/A7/ D‘I//':D:I
— — — -j—- » i n

T e =

7 ¢+ A ¢ Awl ¢ DT 7

Seeziias el IR TSt

Awl ¢+ D1 ¢ G 7 7 3
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70)  Metalové riffy
measure 2 (complete)

Y
= oy v L0 mVmRVAY MRV

121

fingeing:. 3 4 1 3 4 1 3 1 4 1 2 1 2 4

71) RockBalladin C

) & Cmay’

%Emezj—; AR AR A{ Iﬁf “".‘r%—"jv/ ﬁ@ﬂ
. Fmic

z V VT‘ gL %{_le;— —"’-TT-F -_4‘ =

e P/ G'3 C"

,-,_r\..__. PEREE SISy

?g—* gt i_g _(( - f""t =0—

)
'1'F

Am
Env nvVA yeec
7 ? - eI T
£ T 1 d - I, TS, ST 1 | p—
23 [ A—= ! = 15 rtsrsts L1 -
B + =—a::*s=:s
fingering: | 3 4 3 1 4 1 4 21 2131 31 43 4 3 1 4 143131431

73)  Metalové riffy _ 124
Am

L e e B
— — — e e e e
24 GO I N Y S IR SR B BRI IRS YN B RS Y Ry L 5 S L B R L2 nd o4
ﬂ I'L s & 48 24 am Py am L am AL IW 9 ITL AW I AW RV - I 1 IJ l
12 F4 51255 +5- - . "
fegeing 1 3 4 1 3 4 1 3 4 1 3 4 1 3 41 3 41! 3 4134 1311 3123
Se o ————————— 10 13—— 1213155 — i ——i—————
3 T IIARETRNIT TIIY” T T 1 T T [ T ] L | A TITEFITIETIY
A 5 O I e o - I - S S W - - -

1 2 41 2 41 2 41 2 4 1 2 41 4 2 1'4 21 4 2 1 4 21 4214

T 3 a |
= A2 i PP TS PP o | B ) | ! | ) | 1
d TR 23T e £ | . |
& I 4 £ 34 15 g 410 14 0.
B 1 11 1 | A | | B | I e Y T 12 R T BT
T T E
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Noty Blues_Ganapes_7_8 Double Stop Stomp

DOUBLE sToP stome @ ©
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75)  Mapy kvintakordd G F D- B°
Triad Inversion Fretboard Map
G Ist Inversion 2nd Inversion Root Position
| [pp——— f 1 r 1
-®- £ °
-
o L 2 @
3 5 7 9 12 15 17
2nd Inversion Root Posation It Inversion
fr - - = 19 P e N
® L 2
P o .
3 s 7 9 12 15 17
D- > Root Position - 1st Iaversion : 2nd Inversion .
@ @ e
. 2
@ ® o ©
3 5 7 9 12 15 17
B° st Inversion 2nd Inversion Root Position
— T 1 T 1
-®- ®
® L 2
® ° ® .-

Here is a G7 rhythm part for the same groove using combinations of the
triads to create interest.
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Koncertni etuda C dur €. 2

Chord Etude No. 2

RUBATO (freedom of tempo - accel. and rit. as you wish. )

=1 ﬁl ; : s
:
I (1) (rvy 11 111 1 1
‘. 1 J‘ 3 ] + T 41 } iL‘J i
1¥3 » i:u;i_; 1 his g |
s l;-‘lgt;en f%inger [ 1 N JR"\;' 1 | Atfmp() )
Z ,,‘]; Lu f‘
: l 11 r .
f g .:‘) gﬁ “ 3 3 3
g' 1 3 1 ?‘ | I 1 8 2
) : bflatten fmger“) i I th:}- : U 3 Atempo} :
%5:&_1_‘._ S T R, = 3
ne:2 I 8 F F— I
e e e
L ‘_ }I
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I () (}v) I ur P
L | 1 é J L 2ap
)8 -+ L v i TN ) 4
:::Eév :ﬂ > —— z:
(111) 11 | l Po I -
Rit. --
__d ] i
() | 1'3 T = -
(IvV) 1 111 I T 4 fine
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77) Cviceni 125

Am
3
= nvmvinyny v ny e o e T
7 71— 157 153533t 13 . } 1
125 A S — S N 11 T i+ i ——
B — I I I 1  Avmry | 1 { T ¥ T IW
3 3 3 3 ]
fngering 4 2 1 2 1 4 1 4 2 4 2 1 2 13 1 3 1 3 1 4 1 4 3
; 3 3 3 3 115 AT
. S t —t— t 1 I I : 3 —t=
e L 2 — e o e —r—1 1
4 3 1 3 1 4 |} 4 3 “ 3 1 1 “ 3 3 2 1 32)

78)  SoftrockinC
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R P e It

P - Evr.. ¥

E%t:f?é SR AP
oo Qg | |
a2, -é/ffi (= :5:0:——2[1

1




~92 ~

79) Metalové riffy _ 126
&Ry v — 12— 1311513 —12

6 A o AP Y P LY S 2 B 1 —1 = o | B
12 e TN IE I £ 34 1 1
H— 2351+ 15 T
Gogeig: 1 4 3 1 4 3 1 4 3 1 43 1132 1 ‘42 K & ¢ Y 4 2 ke 8
Am 3
E RV om V om etc. l+ 1 3
g e = p =1 | — T
x 1 8 ey = r- 1 1 1
127 (A1 1 | [N | . T ¢ R - - YT G p ]
| — 1 —T 7 et
o 9 - | —1 0
3 o 3
fingeringg 3 1 3 1 3 1 elc 3
v n 3
n g n Vv 3 Ve 3 —_— - a
¥ —_ - I ! — = 5§ S5 —8—1—8—1
¥ o e e wee S R ./ T, . L > i B
S ) 7 —1— =1 s I
rﬁ— 2 & 7 1 T T 1
3 3 3 3
= 5 e ¢ . '
0 XAy ¢
e T = T 1 mo | |
x 54— 15— T e 12 = ~ | 1l
lzs 1 1 t 2 154 T IE 15— 12— 14 N Y
A 1 : # 412 iR H
B— nd
fungering: 31311313 81321 321 32 13 313113183

129 Listen to a faster eight-note contour pattern.

130 Listen to a twenty-four note contoured pattern with subcontours
(contours within a longer overall contour).

80) Bossa nova - Latin_05 Pista 5.mp3
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81) Hey jazz Guy - 112

Hey Jazz Guy,
[ feel like all my solos sound the same. Any
advice on how [ can diversify? ~Uniform in

Unity Village

Dear Uni,
What a great question, This is
more than just a jazz topic. No matter
what style of music you are playing,
this concept will give you a great palette from
which 1o draw more colors, The concept 15
“contrasting elements.” Each element of
music—rhythm, harmony, speed, etc.—can
be contrasted individually to create interest
and direction in a solo, We will examine four
elements here, range, density, harmony, and
melodic curve. In the first example we are
contrasting the element of range. Over Fmaj7
[Ex. 1], a phrase in the low range s played,
followed by a phrase in the high range, The

rvu

|
similar shape of the lines helps to make ¥
contrast even stronger. In order to contras
the element of density [Ex. 2], we play 2 fo%
long notes (sparse) followed by many shes|
notes (dense), This creates a push-pull effes
In the third example we are using a fa
inr element, harmony, 10 create the contrass
An inside line [Ex. 3] and an outside lim
are played sequentially. When you pull ¥y

listener quickly into and out of the tor
ity, you create the unexpected. Melodic
refers 10 the intervallic space betweer
notes, and in the final example [Ex, 4]
eral small intervals—half-steps and who'e
steps—are used, followed by some wide
intervals. Using both in the same line rea
exapgerates the effect. Shed these concey
slowly so you can hear the contrast in acti
and you will have some of the most viru

sic solos in the village

Fmaj7 o Cm7
2 & 4 ‘ : i
A T P e a e a0 e
¢ ‘Io',‘i‘,' P —— g ] e L
o 08 3 12 18 : i -
T ) { { - O L
A : = : l : z 1 = : 1.1 % 765 4 ) 5
8 i MK [} I a 6
7E cxe
G7 Bhmaj7? Ebmaj7
— i, @bl ve g e
S e aes e
o De ’ S  w— " 1 | ¢ o he - he ! ] ! R ! { :
. ‘ .| ‘—l’ ‘|\ =1 . .h vhe B 1 / 1
—— /
\ 5 4 a : 4 7T 6 - { 'S 8 8 ‘
1 o 4 6 - -§ 1 ‘A . § = 7
g # l A 634383 3
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82) F# dur blues
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84) Noty Leavitt_4 Study_1A

S‘tu.du’ # 1A
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85) Rokenrol in G
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87) ChacChainG
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89)  F# dur 3 oktavy + dvojhmaty

tirando | |

S wito Diatonicka stupnice
§' l-} 3 ====== S Sss== e====cc

2 A | 2 4 1 v 2R ' ke H ll" R
£ D
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90) Albert King — Lesson 10

Things You Gotta
Do to Play Like

ALBERT B

KING

BY JESSE GRESS

ASFARAS ONE-OF-A-KIND, LARGER-

than-lite guitar beroes o, they don't come

nuch bigger, both figuratively and phys
cally, than the lare nt Albert King (1923
& | ntal conteibutic
1ar pantneon hav

e, Born In Indlanola

youth in \lknl 14, where he

his musical talents. Initially influence

Mind on | n, K 1id his first
plunk 1 i Yy D i primitive
ane-string instrument consisting of @ wire

strung over a b nd anchored to a wal
andd tightened o broom handle, brick
and (retred with a
onstructed his own
igar box guitar, and then finally scquired his
Hrst real Instrament

or reasonable facsimi

second bottle. He then

a Guild acoustic—tor

GUITARPLAYER.COM
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10 THINGS YOU GOTTA DO TO PLAY LIKE ALBERT KING

10re \\‘nl and exposed
1o an entirely new audience: the
The rest

ucsman

erouiture

ame b

gers of 2 new generation of blues

disciples, who counted Eric

x, Michael Bloomfeld, Elvin Bishop

apton, Jimi

and a very young Stevie Ray Vaughan among

their ranks. Ot wotable gigs of that era

rance in St. Louss

include King's 1969 appe

F—possibly the

with a symphony orchest :

first such event of its kind—and his et at
1972's h:::cr:c Wattstax concer

King cut a lot of records bnl most will

the ones he did for the Stax

the md

Born Under a Bad Sign,

v, Years Gome By, I'll Plsy the Blues for You,

and | Wanna Get Funky, as well as .‘\x.

LOVE YOUR LU

You'd be hard pres:
ol ;

ny photc

: "'u.-h{m!: any

ch was stolen and later recov-

by all of his key Stax record-

onginally preferred Black Diamond

ghier gauge o
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»f‘.'.v.rxﬁ.c: and frustrated many a

ak, but hey, who's gonna argue

could make it sound

Of course, a major factor in King's so

tuned, and a
* Like Mu

the way he strung

Since Albert Ki
handed

without

cmployed

July ‘.H“‘i\‘...v C

1 the exception of

who can think in reverse, most ©

ve o be

cranc

HOWET, SO many ofhi

the same :ho::

ngt

siblvon :h.f first and sexo

the second and third. Ti

frets lower than he did and move them «

adjacent

otai-au

down, bare-thumb down

King's upside
rokes, but let’s face it folks, what manters

most is the sound itsel

not how you get it

KNOW WHEN
NOT TO PLAY

One of the most impor

blues phraseology kg

King had a

as the call-and-response



wxal approach to playing the guitar, and
s general strategy when he sang was to
ss¢ his guitar as a respondent between
wxal phrases. During solos, he would swap
strategies as either the rhythm section or
King himself answered his ax’s call. Shred-
ders take note: The short lesson here is to
earn how to play like you are singing, and
nject some breathing space in your solos.

EKNOW WHAT YOU'RE
PLAYING OVER

Toauthentically illustrate
Albert King's licks, you've
gotta know exactly what
you're playing them over,
and King's classic version
of Booker T."s "Born Under a Bad Sign™ is a

€2 12 | (c$n
NG

Ry Fg a2
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great place 1o start digging in. Here, we've
exploded the song's signature eight-bar
chorus and four-bar verse rhythm figures—
performed on the original Stax recording
by M.G. Steve Cropper—into three sec-
tions. Ex, 1s presents the first half of the
C#7-based chorus riff (labeled "Rhy. Fig.
12%), plus its five-note pickup. Play it as
is, noting the funky, syncopated, ascend-
ing chromatic line in the repeat of bar 2,
and then segue directly to the broken, V-to-
IV-chord figure (G#7 to F£7) labeled "Rhy.
Fig. 1b" in Ex 1b. Next, we add the first
two bars of Rhy. Fig. 1¢ from Ex. 1¢ to com-
plete the chorus. The four-bar verse pro-
gression commences in bar 3, and simply
involves adding three rounds of this mea-
sure, plus the pickup to Rhy. Fig. 1a (i.e,

four more bars) to the beginning of the
existing chorus figure. Once you've got
the song’s unusual 12-bar, chorus/verse
framework “figured,” it's time to explore
how King designed his licks around this
basic structure.

SAY A LOT WITH
A LITTLE
Comprising only a two-bar
intro, some short call-and-
response phrases in reac-
tion to his vocals, and a
mere four-bar solo, King's
playing on “Born...” is actually quite min-
imalistic, but the song features one of his
most famous licks along with several the-
matically related variations. The version

o
bt
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"
b
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The latter works best in minor-key blues
progressions.) Practice these moves in all
keys until you achieve near-perfect intona-
tion, and then experiment with the micro-
tonal, quarter-step bends found between
adjacent notes, It's all gonna come in handy
when it's time 10...

MAKE THE SKY CRY
Now the fun really begins,
as we put a half-dozen of
King's signature bent-
from-the-b3 licks through
their paces. I've notated
these fragments in the
key of A, and in 6/8 10 conserve space, but
you'd typically find them dropped into any
two beats in a slow 12/8 blues or medium
shuffle. Ex.4a contains two pre-bends and
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establishes a recurring chythmic motif.
Strive for accurate intonation and explore
how the lick functions differently over the
I, IV, and V chords. Ex. 4b offers a bonus
through the miracle of rhythmic displace-
ment, We simply offset the lick from Ex.
4a by starting it an eighth-note later, and
voila: a whole new lick is born! (Tip: Apply
the same displacement to all the licks in
this example.) Moving on, Ex. 4c features
a slightly different rhythm and a combi-
nation of pre-bent and grace-bent notes.
It's also our first glimpse at grace-bending
an already pre-bent note, something we'll
be seeing more of shortly. It's back to our
first rhythmic motif for the rest, and Ex.
4d, which begins with pre-bent Ds and Es,
offers another new twist: a pre-bent and
released (or partially and fully released)

Jeeca 75 AZ(1), D2(IV), or EZ(V) Jomca 78 AZ(I), D7(IV), of E7(V) Jemca 78
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the pre-bent 5 (E) and

ups the ante by startin,
bend to the 5 from an al
followed by a single b3,
b5 (or 84) partial releas:
root. Finally, Ex. 4f illust
power lurking within any
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10 THINGS YOU GOTTA DO TO PLAY LIKE ALBERT KING

King's solo throughout Cream's “Strange
Brew” and "Lawdy Mama,” thereby expos-
ing King to & much wider audience. Ex.Sa
sets the stage with Cropper's insistent Gm7-
based, single-note, I-chord rhythm figure
used in the song’s intro, verses, and cho-
ruses, while Ex. 5b shows his tritone, par-
tial seventh-chord vamping behind King's
solo. (Tip: Transpose both riffs to cover
the IV [C7] and V [D7] chords.) Ex. Sc,
which begins in third position, and then

osea s Gm7(Im)

jumps to cighth position, presemts King's
turnaround into his solo entrance (the
one made famous by E.C.). Tack on Ex.
Sd, starting with its pair of signature pre-
bent bends, and after a full bar of rest, wait
another bar, and then inject the sweeping
bend and gradual release depicted in Ex. Se
to approach the IV chord. In closing, Ex.
Sf urilizes three different gradual bends to
cover the V-I change. It doesn't get much
sweeter, folks.
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10 THINGS YOU GOTTA DO TO PLAY LIKE ALBERT KING
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GO BEYOND

PURE BLUES
Putting together a full,
12-bar Albert King soloin
context with its rhythm
figureisarewarding leam-
ing experience. “Crosscut
Saw," another funky, Stax-era hit, shows
how King's sophisticated arrangements
incorporated extended harmonies. There’s
no rhythm guitar present here, but adapt-
ing the piano and bass parts to guitar will
make you a better musician, We're in the
key of Apas Ex,6alays down the song's basic

Gh/Ap-1o-Ab l-c
acool, suspensi
that casts King'
light. Examples |
transposed to tl
Db-Dh, and D)/I
together the er
play Ex. 6a (lal
times, Ex. 6b (
Ex. 6a twice mi
once, another rc
LWO more passe
total A.K. exper
on the cake anc
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10 THINGS YOU GOTTA DO TO PLAY LIKE ALBERT KING

PLAY IT
FOR YOU
King's intro
solo from

mark, fourth-position pickup annotated in
Ex. 7a. Rest for the remainder of bar 1, and
then segue directly to the one-and-a-half-bar
response in Ex. 7b. Wait another bar-and-
a-half before jumping up to ninth position

for two bars of [V-chord action depicted in
Ex. 7c. Finally, after another bar-and-a-half
rest, drop back into fourth and seventh
positions, and tack on the four-bar, V-IV-1

“Crosscut turnaround transcribed in Ex 7d. Play it
Saw™ explodes all over the 12-bar rhythm figure recipe in
with the trade- Ex. 6 and you're golden. Study ail of these

maoves closely, absorb all of their subtle-
ties, and you'll learn to forever recognize
them sprinkied throughout the King cat-
alog. Hail the King and pay it forward! ‘3
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Akordova mapa G - transponovatelna
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Workshop Special — Joe Satriani

sENENNS

o= W o o

..0b man nun langsam oder schnell spielt: Man

benotigt dafur das, was wir ‘Technik’ nennen." s satrien

© Das perfekte Solo - schon viele haben
sich auf den Weg rzur Meisterschafl in dicser
Konigsdisziplin an den sechs Saiten begeben

Die Zahl der Moglichkeiten Ist endlos, die Reise

mitunter lang und beéschwerich, nicht einmal
das Zivl it eindeutig. Doch guitar weifl eine

Abkutrzung aien wir jemanden, der ein paar
[hema | Gitarrensoli®  weifl: Joe

Thron im

Dinge zum
Satriani, der seit Jahrzehnten den
tymp der Kiampfen innehat, und zwar nicht nur.
weil er Ubers Griffbrett knartern kann wie kein

38 gutear 35

Zweiter, sondern weil er mit diesen Fahigkesten
Songs schreibt

In diesem zweiteiligen Workshop schildert der
Meister, wie er die Aufgabe grundsatziich angehe,
wic er verschiedene Farben erzeugt - und dass
gelegt ist. Er gibe uns Einblicke

niches wirklich fes

zur Daverbrenner-Frage Technik oder Gefuhl?™
und erklin einige spiclerische Werkzeuge. Vor
allen Dingen aber weist er aufl eines hin: die
Wichtigkeit eines eigenen Ausdrucks,

Naturlich kann Joe Satriani uns dabei nicht alke
Skalen cinzeln vormachen
Meister spielen will, muss In ein Theoriebach

Wer also wie der

gucken, Und viel, viel Gben. Denn unser Mann
feient dieses Jahr seinen 50, Geburistag und
blickt damit auf 35 Jahre Spiclerfahrung zurick

Ein Haufen Talenr hilft natartich auch

Zum Interview erscheint er in Jeans, Shirt
Tumschuhen und mit Motze auf dem Kopf, unter
dem Arm ein JS-Signature-Modell von [banez mit §
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*‘Hﬁ' Joe sacriani IWOFKShDDm

O
A

L LR e

| Track 30 )

Bsp. Ia 4 =120
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Bsp, 1a; ,,One Robot's Dream” (Riff): Joe Satrianis Yorstellung von einem Roboter, der die Geflihiswelt entdeckt, Das Riff und
das verhaltene Melodielick dazu fallen Ubersichtlich aus, lassen der Sologitarre also viel Raum,
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Bsp. 1b: ,,One Robot's Dream™ (Sole): Der Lauf findet sich ungefdhr in dieser Form im Solo von ,.One Robot’s Dream™ auf
“Super Colossal’. Basierend auf den wenigen RhythmustSnen wahit der Meister A-Phrygisch (11l Stufe der F-Dur-Tonleiter),

Bsp. 2 free tempo
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Bsp.3a  free tempo P Track
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DM Track 35 )
Bsp.3¢  free tempo 3
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Bsp. 3: Skalen mit der erhdhten IV. Stufe: Um mystisch oder exotisch zu kiingen, bietet sich eine Gberm3Bige Quarte an, die
sich in verschiedenen Skalen findet: a) E-Lydisch (IV. Stufe B-Dur-Tonleiter), b) Lydisch-b7 (IV. Stufe B-Melodisch-Moll), sie ist
wegen der Verkettung von Ganztdnen symmetrisch. Diese Skala ist interessant wegen ihrer dominantischen Eigenschaft durch
die kieine Septime, c) Enigmatische Skaia, was im Grunde eine Halbton-Ganzton-Skala ist, auch mit dominantischer Wirkung
durch die vielen Alterationen (b9, #9, £11), d) Blueslick - durch das gebendete Bb kommt die Biue Note oder b5 deutlich heraus.
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Bsp. 5 - =100 rO- | Track 38 )
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Bsp. 5: ,.Just Like Lightnin'*: Eine leicht funkige Nummer von ‘Super Colossal’, die fir den Chef in die Kategorie . sexy"” falit.
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Bsp. 6b: , Always With Me, Always With You" (ohne Phrasierung): ..wie man an dieser vdllig mechanisch gespielten und
damit emotionsfreien Version hort.

Bsp.7 .= 180 O Track a1 )
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Bsp. 8 O Track 4@ )
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Bsp. 8: D-Dur iiberall: Um fiexibler agieren zu kdnnen und vor allem fiir die generelle Kenntnis des Grifforetts, lohnt es sich,
einen handelisiiblichen Akkord in den unterschiedlichsten Lagen zu Uben.

fe=3

Bsp.9a  J=200 PORY Track 43
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Bps. 9a: Sweep (durchgezogen): Sweep Pickings gehdren zum Standardrepertoire des Sportgitarristen, Dabei werden neben-
einander liegende Saiten durch eine einzige Auf- oder Abwartsbewequng angeschlagen und nicht wie sonst mit Wechselschlag.

Bsp. 9b <& XD
2
e £E EF & o
%#Lr’r—'—f%“j

s

2112
12
% — 1 1 —
— — “w—111— 7




~121 ~

96) D moll blues

by Michal Filek
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.-ﬂ 4

AN

(3]

Gm’ Gm’ Dm’ Dm7
;:I
AN
o

Am’ Gm’ Dm? Am’
= .
AN =
Y

97)  Cviéeni Cmaj’

(Dom. )7th(sus. 4) 7

(777m) ‘Min. 7th Min. 7th(b5)
(Root 6) -3 (Root 2 or 5) (Root 2)
(7th) *" P
i fers F
! (7th sus. 4)
a12 IxX1
i 1anla§ 3@ 2X141%
N written Cm7 b5
13141% . Cm?7 -5
Cin7 5b
EXERCISE
Cma7 G7(sus4) G7 Em? Em7(b5) A7(sus4) A7
%’ f - > [ - > [ A = f A - [ - r >z
oI \'A
Dm?7 Dm7(-5) G7(susC) G7 Cma7 D>9 CZ
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98) D moll + septakord
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99) Bossa nova Latin_24 Pista 24.mp3 + Latin_25 Pista 25.mp3
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100) Kdyz jsem ja slouzil _ D dur
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102) Noty Leavitt_6 Study_2a
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Nachdem wir uns in den letzten beiden Folgen der
Lead Guitar Basics mit den extremeren Whammy
Bar-Techniken anscinandergesetzs haben, folgr
nun mit dem Tweo-Hand-Tapping cine weitere
spektakulire Technik, dic hwe Glanzzeit in den
B80er Jahren hatte.

Eng verbunden ist das Tapping mit dem Namen
Eddic van Halen. Er war cs, der diese Spleltechnik
in der Rockmusik ctablicrie. Obwohl er sehr oft
filschlicherweise als Erfinder dieser Technik
genannt wird, so hat er doch diewe Technik Ende
der Per Jahren spelzakulis in dic Rockmusik
cingefihrt und stindlg welterentwickelr
seiner hervorragenden und zum & ligen
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Tapping — Andreas Kowalzik

Tapping

Bsp. lab .= 100/180

T 5—4-U-—$—2-12-3 2 -4
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Bsp.2ab  .-S0/180
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DN Track 77
Bsp.3  .=110 &3
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h:tpnhcumlmm‘l’mkhn«-whm
cin anderer dic Gitarristen der Welt beeinffuss,

Obwohl vielleicht cinige von cuch diese Technik
als old-school anschem, o befindet sie sich
doch immer noch im Repertoire cines joden
bekannten Gitarristen usd @it auf vicle cine
groflc Fawzination aus Einige wirklich gut
kingende Soli lassen sich mit dieser Zwei-Hand
Spéelan umsetzen, Rasend schoelle LegatolSufe
mit grofen Tonabsiinden sind mit dicser Technik
kein Problem mehr - awch fir dicjenigen unter
euch, dic nicht mit ricsigen Pranken ausgestattet
sind. Mit dem Tapping erweiter ihr auf jeden Fall
cure spiclicchnischen Maglichkeiten unheimlich,
insbesondere was den Speed betrifft, Ich mochee
mir mit euch die spicitechnischen Grundlagen

Mit fﬁq—
Eafrtafralftalfiaflitalialfitat
s
é‘_< 1
< & . o “
T_ | S | G— — ¥ o T, T — L

W T 1) T — 1 —T— 10— T — 15— 34— T — 12— 18— e
A

des Tappings ausfGhriich anschen.
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DM track 78 )
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So. nun aber ins Detail: Beim [Two-Hand-)
Tapping wird mit cinem oder mehreren Fingern
der Anschiagshand auf das Grifftwrsr gehSmmert
Anschiliefiend erfolg! cin Puil-Off mit demselben
Finger! Ob man dabed den Finger nach oben oder
unten abzicht. st reine Geschmackssache Thr
solitet ausprobicren, was euch am besten liegt.

In der Reged wird fir das Tapping der Zeigefinger
benutrt. Allerdings ergibt sich dann dic Frage-

126 gudtar =

Wohin mit dem Plektrum? Dée Maghichkeit, sich
des Picks clegant zu entiedigen, indem e o
in das fantastische Fanpublitum werfi, efgnet
sich cigentlich mar fir Yagwic Maimsicen
~ yumal ihr anschlieflend natiirlich nicht sofort
weiterspicien  konnt. Dic meisten Gitarristen

kiemmen os deswegen wihrend des Tappings
mit dem Mittelfinger cin {s. Foto). Das Plektrum
zuverlissig an diese Stelle zu befordern und
anschlicfiend wieder rwischem Daumen und
Zeigefinger o bekommen, erfordert nicht allzu
viel Ubung.
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Nachdem wir die theorctischen Grundiagen  sind zum besseren Verstindnis jeweils in zwei
abgehandelt haben, folgt nun die Praxis.  verschiedenen Templ gespiclt.
Dafiir habe ich cuch einige Basic-Tapping-
LkhaMnAMNkwmudm Das Beispiel 1 zeigt zwei echte Klassiker auf
wicder ein entsprechendes Ubungssolo zum  Triolenbasis. Auf der Grundiage der A-Moll-

Pentatonik wird zunichst der Ton E im 12, Bund

Beim Tapping mit dem Zeigefinger wird das Pick unterm
Mitteifinger verstaut

mit dem Zeigefinger getappt. Anschlieflend
folgen Legatoverbindungen der linken Hand
Nach einer gewissen Einarbeitungszeit werdet (hr
diese Licks schon bald in erstaunlichem Tempo
spielen kiinnen - ihr werdet sehen, Die Beispicle
2a/b sind fihnlich angelegt. Wahrend das erste
i16tel-Lick auf der Pentatonik basiert. so bedient
sich das zweite Beispiel der A-Moll-Tonleiter.

Das Beispiel 3 basiert auf dem Lick aus Beispiel
1a und zeigt interessante Varianten. Zum Einen
entsteht eine nette Alternative, indem thr mit dem
Tapping einfach cinen Ton hoher (F) wandert
AnschlieBend verschiebt ihr die linke Hand im
Fingersatz der A-Moll-Pentatonik hoher. Danach
geht es mit dem Tapping-Finger wieder elnen Ton
(entsprechend der A-Moll-Tonleiter) nach oben.
e Rhythmisierung erfolgr hier aufl 16ted-Triolen.
Auch das Beispiel 4 bedient sich des gleichen
Musters, nur dass dieses Mal die Tonfolge auf dic
nachst tiefere Saite (h} verschoben wird. All diese
Licks zeigen nur cinen extrem kleinen Ausschnitt
der Moglichkeiten der Tapping-Technik. Eurer
Fantasic sind da keine Grenzen gesetzt, und (hr
kinnt baw. sollt eigene Varianten erproben.

Zum Schiuss folgt wieder ein Ubungssolo [Bsp.
5]. das mit ciner netten kicinen Tapping-Passage
das ansonsten schr melodidse Solo abrundet.
Angelehnt ist das Beispiel an das Solo aus dem
Titel .Dreams” von [wer sollte es bei diesem
Thema Anderes sein| Eddie van Halen. Die ersten
funf Takte, nehmen das sehr melodische Thema
des Songs auf, um dann urplzlich in eine
eweitaktige Tapping-Passage u wechseln. Mitte
des zweiten Taktes lasst ihr den aufgchammerten
Finger liegen und rutscht dann das Griffbrett
bis zum 15. Bund nach oben. Damit seid ihr
dann gleich in der richtigen Lage fir die
abschlieBenden, typischen Pentatonik-Bendings,
die das Ende des Solos einliuten. Die Wilrze liegt
bei diesem kieinen Solo in der nur schr kurzen,
schnellen und Gberraschenden Tapping-Passage.
Gerade wegen des sehr kurzen Tapping-Einschubs
ist es nicht ganz einfach, das Plektrum schnell
mit dem Mittelfinger einzuklemmen und wieder
rechtzeitig twischen Daumen und Zeigefinger zu
bekommen, Eventuell bietet es sich hier an, mit
dem Mittelfinger zu tappen und das Plektrum
an der gewohnten Stelle zu lassen. In jedem Fall
erfordert es schon ein wenig Ubung.

In der nichsten Folge michre ich die Tapping-
Technik vertiefen und mal wieder ein bisschen
die Fetzen fliegen lassen. Bis dahin griflt cuch g
cuer Andreas

lead @guitar.de

guttar 127



~ 128 ~

104) Duet F dur
r.‘a.
2 1 4 my 14 ; 'F-_
1 { i e b A )
S ———rcooa——
I ’ !
(Hold down all notes under curved lines)
A “ M v M /"-\
N/ g = T ny
i o T
I | (also with alt.fly)
4
f ) _'L———R—‘Lj— = — T g
Jil == ~ r = - T . u
| O | ]
-—-53 —+ v ——r!r—! +—1 :
? ip P 0 ¢ T ; P
& ' N S H H—
P = o =ce——
—
Y s 3 ra al -r gl

e » Se——
=== t =
r T ( {
— 11—L g~
i I r
——f ,
fine

|

mll
|



~ 129 ~

105) 3/4 Bossa nova _ Latin_46 Pista 46.mp3
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107) Cha Cha _ Latin_53 Pista 53.mp3
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110) Cmoll blues
by Michal Filek
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112) A moll osmitémova a riffy

A natural minor

' e J
e
3 5 7 9 12

Emendln] descending

5—7—8 475
T 56— 65—

104 (A e "‘:s,..

1 & ————— R
fingering: T 3 4 1 3 4 1 3 1 2 4 1 2 41 3 4 43 1 4 21 4 2131431431
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113) Cha Cha _ Latin_56 Pista 56.mp3
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115) C moll + dvojhmaty

¢ moll-harmonicka
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G moll + dvojhmaty
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117) G moll pentatonika
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Menuet II. - KV6/IIIb
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A moll pentatonika jinym prstokladem

120)

A minor pentatonic
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Play the following riff using this extended form.

ring toget
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fingering:  3(2)
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Tones:
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121) A moll harmonicka + dvojhmaty
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123) Hendrix — Hey Joe
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Hey Joe

Jimi Hendrix

Musik & Text: William Roberts
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Ger. | w/RIMY 1, 2 bars only
Gtr. 2 w/ Rhy Fig. 1
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where you go - in with  that
heard you shol your

said

Hey,—
Uh  bey,——

Gtr. 2 w/ Rhy Fig. 2

guicar 83

T]
s
-
m Sn
1)
I e
M » e
§ I [
8
m WV ®
-M » -~
i
-4
v |
1g
%
5 =
m . D




I'm go <in down to shoot my old Ia - dy, you know | cuught her mess- ' ‘round with an - oth - er
Yes 1 did, I shot her, you know | caught her mess-in' ‘round,
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Gitr, 2 w/ Rhy.Fig. |

Verse

r—’ﬁ

uh, where you  gon - na run

Joe, waid  now,

Hey,

00w, where you gon - na run to?
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Woll, dig !

where you,

- 10 now,.

40.

Gr. 2

Gur. 2 w/ Rhy Fig 1, 6 times
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I'm go - " way down south,
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Hey Joe =4
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he =0t gon - ma put

no  hang - man gon - na,

Am't

TS

TEE 2

Riff 3

Ger. | wi

e
v

now!

Heve n nght___  now!_ got - ta go___

You bet - ter be

w/ misc. vocals

Grr. | w/ Raff 2, ull fade

Outro

Fade Out

Gtr. 2 w/ Rhy Fig 1, till fade
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A natural minor

9 12 15 17 19 21
=] ascending descending
T 32 43—

107 [ A e ses —— — e ————
E EEPEy— 15 4t
fingring 1 3 4 1 3 4 1 3 1 2 4 1 2 4 4 2 1 4 2 1 3 1 4 3 1 4 31
e me e n ¥

e T HL P o~ me P m vy Yy 3 v 31V
i S T —1 i
x | S B L K I | 33— | I |

108 r 1 1 T —1 1 I 1 1 I P VY W N Y 1 1

P = } ] — o L i ey
- 3 -1— I AAS
fingecing. 4 2 1 4 2 1 4 2 1 a 2 1 3 1 4 3 4 3 1 4 1 3

124) A dorska stupnice
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1 312 412 413 4134 4 3 1 4 3 1 427 42131431

125) Pouziti dorské stupnice

Am * * * 2l ] *
3 I nh e Al e NP mp Ay
- o gy 2 = S~ o d (4 A & = &
= F- . = i F- 5 E 3 E* 1 ) O | - SR PN Y
136 [(A—— 5= {,;8;:5*, 5 — R
.B A 2r=t | | O (WY 0L | L' ] | —— o —
fingecing: ) 31 1 3 3 3 1 3. 3 4 1 3 1 4 1 31 4 1 3 1 H2)
1 1 1 3 31 31
al * * B *
= A AP v AM rTe wp Au o' 5 b 38
A . 335 14—10 L o4
I # I l LI L _d -5 i R el L - a - -5 am a
137 A S o S e S e j
B 3  — —
3 3 3 3 3
fingering 1 2 3 2 1 3 3 2 1 2 1 2 3 2 1 3 2 1
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126) Bézela ovecka A dur
Bézela ovecka

Lidova z Cech

A dur
D A
£ M Q e :
| I} ] I )
NIV | | I} I i i1 H 1 [ 2] I i 1
T T o — | i T—
1.Bé-2c - Ia o - wel-ka ho - te  do ke - pel-ka,
2 Ne-Za - hu. be - ran-ka, na svo - ju ga - lan-ku,
Guitar 2 T 2 ? 2 5 7 5 5 2 & 2 2 2
A
k|
=]
fonf w— 3 w—
. N o T ) P I -‘_i ‘: { d ; E
Guitar 3 w 1 1 T i 1 H H [ 1
174 1 I I i 1 H 3 1 ] 1
U ] han —] "]
- -
- 5 ra + =
Guitar 4 I z 2 G 2 z
A . &
B o F
E A
3
LR i | prm—
i i | — i I ] |
LV i E .1 i | i i r d ’ i:::::t
a za ni be - ra - nek Za - lo - wvat na za - mek.
o -mna n - vi - je vé - nec  Zroz - ma - rvn - ka.
Gir. 2 z - i i ; 2 M N :
r
N W """'_"] pu— aam— pu———
P AN - SN I 1 I 1 1 i P K |
Gtr. 3 '\"LB % : t E . := E . := i t 1 i |
Py = ——— p= ————] - m— = ]
E [
Gtr. 4 S — S — & & P —
f} T
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A dur + dvojhmaty
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_ Duet A dur

Mozart
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i 106

ceni

Cvi

129)

106 [A

3

fingering:

e e — o — S S — — — — —

Tones:

Bb moll pentatonika

130)

B minor
pentatonic

12

51

fingering:
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131) Rockabilly duet A dur
Rockabilly duet

Fast shuffle = 120 + =+ arr. by M.Filek

Introduction
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Bb moll + dvojhmaty

132)

B b moll - harmonicka
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Play it Pretty (duet)
E.S.

12

1 T ST —
l
lﬁ
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CL 1=
—
A
-
=
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D. S.

= 1
= — e —F =

da

(2]
=]

TL-»-

1 ) 4 i

* Repeat signs follow-

ingaD.S. or D.C,

are not used. || D, S. al coda
ra 1 d

L 18

L)
-

-
%
22

Pﬁl

ML
I " N 1 ;
| , i _

.

1

{1

ﬁ

4y

Ritard (poco a poco)
coda | I fine
N 1 — X [ & B
L d i 1 ; b 1 J-

(*) A temporary change to position III at this point will simplify the
fingering of this passage, and eliminate the necessity of the open E
(preceeding the high Bb).
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Short and Sweet (duet)

Slowly
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as moll — harmonicka

133) Ab moll + dvojhmaty

Diatonicka stupnice
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Police — Message in the Bottle

The Police - Message In A Bottle

Der Song

Dus Hauptelement von Message In A Botthe®
begegnet uns direkt tm Intro, es ist das RIT |
Akkorden

Summen splelt hier nacheinunder jeweils Grund

© The Police waren eine der interessantesten
Bunds der Punk/New Wave-Ar Ende der 20er his
Mitre der #0er Jahre, Ihr stilistesch Ubergreifender
Saund sprach glelchermalben Punks, Rockbuns und
Harer meloditser Popsongs an - ein alchr allzo
hautiges Philnomen In der Geschichte der Musik
nebien

Fin Markenzeichen der Bund waren

Stings aufsasalger Koplstimme die sparsamen
aber unglaublich pragnanten Gitarrennffs von
Andy Summers, die Songs wie Fvery Breath You
Take™, .Walking On The Moon® oder Message In

A Bortle” zu echiten Evergreens machen

bestehend aus arpegglierten sus 2°

ton, Quinte und grobe None, und zleht dieses
Schema uber alle vier Akkorde des RitYs durch,
None mit elnem Shide

nur betm leezten st er die
Als Alternutive zu unserer

Achiel

imnd dritten Akkords auch auf der

aur klvinen Terz aul

Fransheiption konnt hr dig Arpegiios
des ewelten

E-Saite beginnen, dann nattrlich in der finlien

Bap. |
A win’ Fow < [T
e
73] S T R T B R R R
¢ 2 3 C -
| | 3
én ! } ! s ——
] L ) ' L L
) L] '
] '] L
Bsp.2  (Verse)
Asus? Fsuy? G Dsus?
NEXNE L ma A
>
f 4 b4
AR Di4 2 I\’
Bsp. 3 (Pre-Chorus & Chorus)
F* B Cs Dm Bbsus?
. A n — —
elehoba 1 o 1
-
IR EESRER
x Lilee il
134 1314 : I 3421 badnd

80 eattar LU

Unter der

undl slebten Lage. Gt 2 splelt mit dem R 2
dacu elne purallele Flgur, suenst im Terz- und
rum Schluss im Quint-Abstand

Den Pre<Chorus bestreltet Gee, | alleine mit
straighten Achtel Abschiligen. Die Powerchords
st 2uerst In der Rhy, Fig | zwelstimmig
und dann in der Rhy, Fig, 2 dreistimmig, Im
anschliefenden Relfrain wird die Begleitung noch
cinfacher, hier Dden wir ganztaktig Kingende,
whnellen

mit einem Arpegiio  angeschlagene

Akkorde, In  der

finf uml  sechsstimmige
rwelten Relrminhidlfe taucht dann wieder Gty
auf, she spicht eln kurzes aber wehr melodisches
Fill, Die belept

dann komplett mit Fills

nichaten  Relrains Sumimers
wabel deren Intensitit
mit fortschreitender Dauer zunimmt, Dies gilt
hesonders 10r das Outro, das aber die Intro- und
Strophen-Akkorde

Gltarre FilE an FUOI reiint

gehit und in dem eine dritte

Fur alle, die mit den Sprefzungen des Houperiffs
nicht so gut zurecht kommen und denen die
Originaltonan zum Singen zu hoch Ist, haben wir
In Bsp, 1 clue Lagerfeuer-kompatible Variante
clne grobe Terz teler enstellt; die Akkorde dazu
findet thr in Bsp. 2 8 3. Auch diese klingen sehr
Interessant, sind |edoch recht einfach zu greilen
und wer belm Faus?2 Probleme mit der beeren G
Saite hat, splelt elnfach elnen Fma)? oder sogar
clnen normalen F<Dur, das passt auch, Bsp, |
lhsat sich Obrigens am Besten mit den Fingern
Ablaut der
kannt dhr dem Leadsheet entnehmen

ruplen, Den vereinlachten Version

Loadsheet  Message In A Bottle

Stropbe

I Asus2  Faus2 | G Dsus2 ol
Pre-Chorus

| 5 | BOS C5 | F% | o5 C5 |
| Om | Bbsws2 | Om | Bosus? |
| Om | Bhsus2 |

Chorus

| Asus2 | Fsus2 | Asus2 | Fsus2 |
| Asus2 | Fsus2 | Dses2 | Dsus2 ||

The Police

Message in A Sottle

Schwierigholtsgrad 4

Gtr. ik 2 Fender-Style (Tele)
Plehups Singlecoll / Steg

Gain (Amp) 3-4

£O (Dass / Mid / Treble) 5/3/5

[T} Fender-Style (Tele) |
Plckops Singlecoll / Hals

Gain (Amg) 56

£0 (Dass / Mid / Treble) 5/5/5§
Schwierigstes Element  Sproizgriffe Gir. 1

Die Gitarron 1 und 2 verwenden einen dezent ein-
gesteliten Chorus, Gtr. 3 bendtigh km Outro elnen
etwas hbheren Verzerrungsgrad.

ae
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Message In A Bottle

The Police

Moderately Fast Rock  » = 150
Intro
O A B Fom Musik & Text: Sting
Gty 1w shight dimt
Rl === e e o — —
&g . ===——c—=c=—=—c—c=—=—c"—
. - > = v ! ; & ——
mf ~— —— -
Rifr 1 End RifT 1
I H L] : H ! l B . -1 H
8 Rl 0 2 2 - 4 -
Citr 2w slight dime ’
2 ‘35’; t —— t ' — ——r—} —n : : S—
gt : 3 @ i : : == - 3 3 ; - K
g I, == S g 1
m’ — B S —_—
Rifr2 End Rifr2
{ —
X* : s L ’ t : ’ = . — :
B : 7 4 - " ?u- ] :
* Chotd symbols reflect overall somality
\‘.fm Gus | & 2w RMS L& 2N imes
C*m A B F*m C¥m A i Fém
e o S T 2 s am® e e -
é‘”- e i g F e S e, et P
.
Jud caml . way, an w - land Sost w "l oh
Chm H Fom Chm A (] Fom
5 o e A e I £ g — ==
A e e e e
o
s - oth « e e by duy noo ane here s me oh,
Cém A B ¥m Chm A i Fim
8" £ pp——ff— B S — — S
G- P =
.
more loexe ] news an y man could heat
Cim A B Fim Chm A B Fim
- — bt i  — Wt
e e e et
os e e be fuore I fall n 0 don paie oh

© Copyright 1675 Magaetxc Putbishing L imted/ TN Music Publishing Limited
Ui By permsission of Music Sawes Lmited
Al Rights Reserved eteenational Copyright Secored

guitar 81
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5 The Police Message in A Bottle

Pre-Chorus
Gie 2 et
A b &
} 5 IA\' 3 T~ o -
- v o —— 8 & & 5 =
. Y 3 1 : 1
" send . - B A = .
Oe 1
: ————
| —
Rhy.Fig. | End Rhy.Fig. 1
E mr——— - — = S —
3' 1 - H . —7 —y H 5 M H T —
1 - ! s
G Lw/ Ry Fg. !
A D ¢
$ A A 4 —
. — ¥ 1 —t ! - '] —
n T — - . o . w the warld

T T 7 7 1 e
]

A
“ — x“ | - - X § z e = oy — —
& — fvl i - {'J‘L—‘»—-f——é i 1 —
e - sage | PR— » (3% N e, yeah,
Cu |
P A o P A o
— ERS 48 = —er
&+ i H He—— i —
- -
Ty End Rhy.Fig,. 3
- — R
== , g
) — -

B2 guear o0
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Message In A Bottle The Police

CPm A F¥m
ﬁlt 1 | LN .4 T 1 1 T - - R
,d;‘ b + 1 1 —_ - 5 — —
& O o —— o —*F i i
S —
mes - Mge | CI— " hot L[ youh o

i
h&::
j}[

Rhy.Fig, 4 " EndRhy.Fig. 4

=====J

Gir. 2
AA‘ = = /\ — A /\ . | v VAN
f : —-fé!— = — o =
e e —— = —
e ULl -
2 | S | ;2= —_— -
— 7-—'——":—- N e — - -
E - — ] — . AL L
Verse
% G | w! RUF )X e, G 2 lacet
C#m A B F¥m CPm A B Fim
P —
e " A o
= EL e et e ——
¥ t r__r v' + J 1 : ’ ¢ | 2 1 —
A yoar . s pamed. wiwe | wrole  my nise,
Walked out this mer . nier', don' betiove what | saw,
O 2w R 2, 6 imes
Chm A B Fm Chm A ] Fm
r— r— 3 \
- —5 @ —
T H— s 1 ——————]
—t e m— — L =+ ¢ — —
el
I should have bnown s right . trom fhe slant,
s dred bl lwon bat - e washed up on the  whore,
Chm A B F¥m C?m A B F¥m
— — = —
} 1’4 — o— q ' 1 “T ’ ;r - i‘!
¢ T | o g St — - —— t 1

love.  can mende your  life. bl love... can beeuk . your  hean.
ban < dred B < lion ot - a . ways loak « in' [ home

Pre-Chorus

Ger 1w/ Rhy Fig 1, 2 timess Otr. 2 tacet

| | S—

1 3

D M 10 the warld, ' send B O N
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{

:j The Police Message In A Botlle

Gar. | w/ Ry Fig 2. 3 tinen

Fom

Gar 1w by Fig ). ) tunes
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Message In A Bottie The Police f:‘
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- e S
— T T )i 3
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—
PMecosccccncees -
s - S 5
3 = =
Chorus Gir 1w/ Rhw Fig 3, 3 times
¢ Cfm A Cém A
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@ The Police Message In A Boltle

CGir tw Iy by 4

— — N

-

s =W

G 2w/ R 2.2 vmen
Fom Chm A

et

O 1w Y 1 men: G

Outro

Cim A

Frm

Cim A B

Fom

Cim A

Play 7 times

Fim
&

A

G A2 wi it | &2
Chm

B Fim

et

?;

A

' . nm
0l
ol
1. :.
.um
IFREY,
wm

5 “eman - sssssmsnsennne

-

G\ w dem

—

P —
£
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—
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1
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11

te— v

D
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—
2
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[ |

-

. -

Play same chord progression win! fade out

-
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BE gutrar 100
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In

Message In A Bottle The Police
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135) Workshop - Hoobastank

BT 47K i

© Es gibit Songs, un denen nlemand vorbeikoomm
wenn e mil halbwegs offenen Obren durch die
Welt liaft, So rum Belspiel The Reason®™ der
bis dito In Deutschland eher unbekannien Pop
Attermative: Emo-College-Truppe Hoobastank: 1m
Supermarky, lm Autoradio, suf dem Knelpenklo

kaum cin On, an dem cinem dieser Gassenhauey
wit 2004 micht willkommen Bt Geschrichen
hat (hn Dan Estrin, Gitarrist und musikalischer
Kreativholeen et smarten  kalitfonischen
Sunnyboys, die nun mit Fvery Man For Himselr®

ihren aktoell dronen  Kreisel  vertdfentiichen

FOr unseren Warkshop
RS

hangt sich Dan selw

i Camouflage um und demonstrien
wie thr mit einfachen, ehrlichen, knacklgen
und cigenstbodigen Minels einen Song den

catscheldenden Tick voranbringen kiinm

Welche Awshildung hast dw awf der Gitarrs

pewossen,  dasy du wie The Reoson®

schreiben banust”
Dor: Ich habe Munik nie intensiv studiert. Ich
hatte ungefiihr vier Monate Gltarrenunterticht

In dieser Zeit habe ich ein pasr Akkorde und den

ganzen Basiskram geiermt. Ab da habse ich alleine
weltergearbeliet und mir selbst viel belgebracht

indem sch Musik hirne

Welche Musik har dick in detmer Emtwicklung

ch ot der Gitarre anfing, war ich ein wrober

Uuns N' Roses-| Dazy lauschie ich den Red

Hot Chili Peppets und nutardich Led Zeppelin
Gerade am Anfang habe ich mir yviel bel Jimmy
Puge abgeschaut. Was das Songschreiben betriif
habe ich natilthich viel von den Beathes gelermt

el hals

Ich et vicke unterschiediiche

Sochen prehon

Wir macken slck diese EinfTiasse hewre in deinem
Lrtturrens pried bemerkbhyr?
heine Ahnongt. Ich mene, ch finde  John

Frusciante super, abet ich wirde nicht betusupten,

ditss sich unsere At o spuelen in gendeiner

Weise dhnch

Aber delwe Spictucise kane man dwrckaus als
cigrnsiindig bezeichuen, soil diesen Sitl musst
du o entwiokedt haben

Sorry, ich kann dir nlen 1", wann und wie

Das kit ezt vielloicht bescheuert, aber ich
wat mic det Typ, der sich andere Gitarristen

reingeeogen und sweh dere cks draulgescham

hat. Douglus Kobly unser Sanger, stoht zum
Beispic! total aul Eddic Van Halen, aber mich hat
der nicht so sebyr interessaiert, keh bin cher von

Musid allgemein. von Songs (nspiriest. Ich spicle

& such alles: Rass, Schisgzeug und ein bisschen

Klavier

Worndess dn fumpen Gitarristen also empfehlen
ik gar miekt so inrensiy an anderen Gitprristen
o onientieren?

ch denke schon, diss o wichtig ist, sich andere
Litareisten anrubimen. So habe ich o rumindest
emacht doh suf 20 House und habe unheimbich

viel zu CDs gespleit. Irgendwann habe ich dann

ey frevee
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Bsp.1  .=164
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136) Permutation 1345

Permutations for 1345 (used for minor chords)
1345 3145 4135 5134
1354 3154 4153 5143
1435 3415 4315 5314
1453 3451 4351 5341
1534 3514 4513 5413
1543 3541 4531 5431

To avoid sounding predictable, mix and match digital patterns through the
changes. For example, play 1,2, 3,5 forDm7, 1, 5, 3,2 for G7,and 5, 1, 3, 2 for
CMaj7. By mixing up digital patterns, a nice sense of motion is created and the
player doesn’t get locked into any finger patterns that will sound boring. Also,
practice moving the ideas beyond one octave as shown in the example for CMaj7.

Dm7 G7 CMaj7
E—ﬂi =
s 153 2 L ]
38 S $ 13 2
= ——
A ———713
B8— 57 8

The creation of original digital patterns is vast. By learning these ideas, as
well as original digital patterns, in all twelve keys for each chord in the ii-V-I
progression, the player will have almost limitless ideas at their fingertips. Also,
the student may wish to explore the realm of 8 note cells for each chord such as,
1,2,3,4,5,7,6,5,0r1,5,3,2, 1,2, 3, 5 and their related permutations. (There
are many permutations for each of these eight note cells.) An easy way to get
started with creating eight note cells is by combining two different four note
cells that have already been learned, or a four note cell and one permutation of
that same cell.

Play the following solo which uses digita! patterns over simple ii-V-1.
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