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MARK KNOPFLER

Get some of the Sultan’s secrets under vour fingers with this four-lick lesson on the
stellar guitar style of Mark Knopfler

ot many guitarists are instantly recognisable bars and meaty distortion, so Knopfler’s fingerpicked
from just a few notes; we usually need to hear ¢lean tones and modestapproach to solos stood in stark
the context of a song or signature riff. Butalong  contrast to the norm.
with such luminaries as Brian May and Hank Marvin, These examples cover a few elements of Knopfler’s
even non-guitarists can instantly identify Mark playing. For a start, put down your pick and get used to
Knopfler’s plaving from just one bubbling filigree from the feel of those strings under your fingers. Mark uses his
Suleans Of Swing. thumb and first two fingers, unusually anchoring his
A major part of this is his determination to forge his other two fingers below the strings. He's used loads of
own musical style. Most of the Dire Straits albums, for guitar tones over the years, but here we've used the

example, come from an era of flash rock solos, whammy classic old ‘in-between’ pickup settings on a Strat.

EXAMPLE ONE

WE'LL start slowly. Knopfler's crisp ‘in-between’ Strat tones lend themselves to spacious soundscapes. and you can find plenty
of those in the Dire Straits back catalogue. You may find it easier to count in half-beats here, as the tempo is pretty slow.
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EXAMPLE TWO

HERE'S another take. Although Mark has a strong connection with country music, there’s lots of blues in his playing. These first
two examples are primarily built from D minor pentatonic (D F G A C) with the addition of the 2nd (E) and the bluesy flat 5th (As).

And hey, put down that plectrum and stop cheating!
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EXAMPLE THREE

BEGINMERS often have trouble playing fills over the verse part {Dm-C-B-A) of Sultans Of Swing. It's mostly DAsolian(DEFGA
B C) or minor pentatonic, but the C note clashes with the C# in the A chord. The solution: a temporary swap. resulting in D
harmonic minor (D EF G A B. C#). a bit like this...
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EXAMPLE FOUR

IT'S not all about clean tones, though. Knopfler used a Les Paul Junior with overdrive and lots of midrange to create an iconic
guitar sound on Money For Nothing. Like a cross between Billy Gibbons and Ry Cooder, it's all about using partial chords
{especially root-5th diads) and notes from the minor pentatonic (G minor, in this case: GB. CDF).
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Dynamic Duo

s —_— We show vou how to add some formidable jazz-rock licks in the stvle of Mike Stern
STYLE FILE : ) ’

and Eric Johnson to your repertoire

NOT many people would have predicted a collaboration
between Eric Johnson and Mike Stern, but these diverse
players have plenty of common ground. They were both
heavily influenced by Hendrix, Beck and Wes Montgomery
at an early age, blending these influences into their early
fusion styles... Eric with the Electromagnets and Mike with
Billy Cobham

You can hear both the common ground and the huge
diversity on the album Eclectic, so here we're going to look
at some of the key aspects of each player’s style. Tonally,
they both like a meaty overdriven tone, but their clean
sounds couldn't be more different. Compare Johnson's
crystal Strat tones with Stern’s neck humbucker and
slightly detuned pitch-shifter effect.

Technically. both like to pick most notes rather than
using legato. but there's a big difference between
Johnson's elegant balance and Stern's ferocious bop-
blues. Here are six short examples - three in each player's
style, starting with Stern - to give you a taste

Examplel

MIKE Stern started out as a blues and rock player. and this is still clearly audible in his jazz and fusion playing. He has made use of plenty of
funky bluesy riffs such as this one, and all three of our Stern-style examples fit this flexible E7 tonality
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Example 2

THIS lead line starts in a general hybrid Dorian/Mixolydian shape, but look what happens in bar 3 - there's a chromatic descent, a one-fret
slide and then we're using the half-whole diminished scale (E F G G# A# B C# D). a favourite of Mike's.
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Example3

GOING back a long way, here's a pattern-based lick a bit like the way he played with Miles Davis in the early 1980s, Essentially, you're pulling
off from the high B note into an E major triad and then an F maijor triad. All of these notes are from a favourite Miles scale, the Phrygian
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Dominant (EF G# ABCD).
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Example4

THERE are just so many facets to Eric Johnson's style, even before you tackle the phenomenal technigue. His clean pop rhythm playing is an
encyclopedia of tones and chord woicings. Here are a few ways to decorate a simple chord progression (A B E A B C#m). | used pick and
fingers for bars 1-2, then strummed the power chords close to my fretting hand (this gives a crisper sound).
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Example5

ERIC also uses a clean Strat tone for more specialised effects. To play the “harp harmanics’in bars 1 and 2. touch the string 12 frets above the
fretted note with your index finger and then pluck the string with your thumb. Pick the regular notes with your 2nd or 3rd finger. For the “koto’
effect in bars 3 and 4, the circled notes aren't actually tapped as normal - fret them with the index finger of your picking hand, and pluck
them with your thumb for a twangy tone, Use your fretting hand to bend the strings where necessary.
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Example 6

NOW turn on the Fuzz Face and let rip! Eric's lead lines often make extensive use of pentatonic scales, but he rarely sticks to the boring old
blues box shapes. By working with the full range of the fretboard, he's able to vary his melodies and phrasing much more than you'd expect
from the pentatonic (in this example, we're mostly using B minor pentatonic).
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Secret Weapon Licks

STYLE FILE Carl \"crl'wycn is one of the great ‘*hidden gem' players. He just gets on with his

career without undue fuss or fanfare, but anyone prepared to pay attention is
usually rewarded with some truly jaw-dropping guitar playing! Get these session-grade licks under
your fingers to supercharge your soloing..

IN keeping with his reputation as one of the beyond the guitar's obvious scale patterns, daring string-skipping lines, In this lesson, he
very best session players around, Carl working with intervals based on the shows how a simple six-note string-skipping
Verheyen is comfortable with a huge vaniety of = underlying chords. As a result of that idea can be applied to minor, dominant and
musical styles, but his distinctive soloing style = approach, he's able to get much more major contexts, giving you a starting point for
Is usually easy to spot. He prefers to look melodic range, and is well known for his further exploration. [AC]

Examplel

CARL starts with a blues line in F minor. At the start, he's using the minor pentatonic (F A B, C E,) with that semitone bend up to thei5th (B)
He then adds the 2nd (G) as a pivot to shift to a lower position, leading into his feature lick. This suggests the Dorian mode (FGA.B.CDE.).
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Example 2

HE then starts in the same F minor pentatonic framework, but with an ascending line. Here, the added 6th (D) of the Dorian is used to pivot to

the next shape in bar 1. Note the amount of string-skipping throughaout this example...

one of Carl's signature sounds!
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Example3

BY changing the high E: of our feature lick to D, it now works nicely in a B Mixolydian context. The notes of the B: Mixolydian (B: C DE.F G &)
are exactly the same as the F Dorian, but the root is different, and so each note has a different function within the scale.
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Example4

IN this lick, Carl mixes up the straight Mixolydian sound with more of a standard blues approach. He starts with B. minor pentatonic
(B D, E. F Ab), switching to the Mixolydian in bar 3.
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Example5

THE original feature lick (with the El as in example one) will also work in a straight major {or major 7th) context. To make it easier. Carl drops it
asemitone, so it'll now fit over a C major chord. All the notes here are from the C major pentatonic (CDE G A).
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OnTheBone

If you love those glorious 40s-era T-Bone Walker rhythm & blues licks, step this
STYLE FILE ' - S¢E SIVFC C errn) es licks, step this

way ~ JD McPherson is a master of the style. And he wants to teach you his secrets

HE might not be so well known in the UK, but JD then developed a deep love for 1950s come from his 1950s influences. You'll need to
Oklahoma's JD McPherson is quite the rising rockabilly, R&B and country styles. Asheonce  keep the overdrive fairly low for this sort of
star across the Atlantic, with two successful said. "l can't really be an English punk-rocker stuff, although JD used a cleaner tone on our
albums and even a Late Show Letterman in... Oklahoma, on a cattle ranch.” video than he'd normally utilise on stage
appearance behind him. Brought up on On arecent visit to the UK, JD showed us Think classic ‘tweed' amp sounds and you'll
modern rock, punk and alternative bands some examples of his playing. all of which be in the night ballpark. [AC]

Examplel

HERE'S a classic T-Bone Walker-style lick. the type that you can also hear in Chuck Berry's playing. The notes here are all from G Mixolydian
(GAB CD E F) with the exception of a Bs, which is quickly hammered to B for that characteristic ambiguous major/minor bluesy sound
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Example2

ALSO influenced by T-Bone Walker, this is a great way of enhancing a static G7 chord with an ascending sequence of substitute chords. This
would work very well as the first four bars ina G blues (note how JD then goes to the C chord to illustrate this).
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Example 3

MOVING to more of a country or rockabilly style in the key of A, this is a great riff for various blues or country-related styles. Use
a tiny bit of palm muting at the bridge to keep things crisp and punchy. This pattern can be easily applied to E and D chords, with a slightly

different fingering in the latter case.
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A MASTERCLASS WITH

JAMES TAYLO

Join one of the greatest singer-songwriters of all time
for a personal lesson in magical unplugged playing

Words Adrian Clark Photography Joby Sessions

ames Taylor’s acoustic guitar style has been instantly
recognisable since the early 70s, and has influenced
countless singer-songwriters since. He might not be
avirtuoso instrumentalist - always using the guitar to
accompany his voice - but there’s a lot you can learn
from his style.

In contrast to the more pattern-based fingerpicking styles
(often blues-derived) of the more folky acoustic songwriters,
Taylor’s style has a more pianistic approach - think about
how a pianist uses the sustain pedal to add suspensions and
create smooth transitions between chords. This requires
careful note choice and a certain amount of control over
your picking hand. Every note can be selected or avoided,
depending on the sound you want to make.

Here’s our brief guide to the James Taylor sound,
transcribed from the examples he played for us in the
accompanying video.
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EXAMPLE ONE

James starts by showing how he might fingerpick a chord progression. Notice how he'll introduce notes from the next chord to add interest.
such as that first A to Gadd9 change, where the F# prepares us for the new G bass note and the open B gives a suggestion of the new chord.
“These are lines that are happening all around each other rather than all at once.” James says. “They're independent. It's very different from
a strumming technique. | often lead with a bass line and then break it up rhythmically, so it has an internal back-and-forth.”
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EXAMPLE TWO

Below you'll see a list of chords, all of which James considers to be typical of his sound. Let's get stuck in and examine them

properly. ina sort of mini Substitute special!

XoX X

o0 T

0 00

({_

?

“h

You can look at this in two ways,
either as an E triad over an A bass,
or as an Amaj7 variant. The major 3rd (C#)

is replaced with a B, so it'd be Amaj7sus2. on the top.

X0 0 X 0

o

Bm ||

This is always a great alternative to
a standard Bm or Bm?7. It also has a
hint of ambiguity, with that A major triad

Eadd 9

This is the sound of Every Breath

You Take. The shape is less painful
to play in open position, and this is an
alternative to pretty much any E major.

0O @ 0 009

l |

;

Aadd ]

Aunsy7

E 7ot

This is the fifth string root James plays these two chords as a progression, joining
equivalent of the previous chord. them with a nice walking and alternating bass line.
Temper Temper

Perhaps the most interesting aspect of Taylor's technique is
his approach to tuning the guitar: he tunes all the strings flat
but by very specific, microtonal amounts.

“In Bach's time they came up with the tempered tuning that
allowed you to play in different keys but still stay in tune,” he
explains. “l do the same thing on the guitar. If I'm playing in
A440 [standard concert pitch], the first string will be an exact
E, but the sixth string will be 10 cents flat - 10 cents being
10 hundredths of a half-tone - 10 cents lower than an exact
E, so it’s a wider tuning. But because | use a capo so often
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and because the capo itself pulls the guitar slightly sharp,
| actually tune the first string to minus three cents.

“Because the second string is always such a devilish thing,
it gets minus five; then | do minus four for the third, then it's
minus eight, minus 10, and minus 12. So that compensates for
the capo pulling it sharp, but also because the bass strings
ring sharp because they're getting tighter as they vibrate.

So as you play up the neck, this wider tuning is very forgiving:
you don't get the same problems with the 3rd in the chords
ringing sharp. So that’s how | temper tune the guitar”



EXAMPLE THREE

This Latin-flavoured progression again demonstrates the technique we saw in Example One. James pre-empts each chord change by
introducing one note from the new chord on the last 8th note of the previous chord.

m>»o0oom

Bm7 E9 Bm7 E9 Bm7 E9 Bm7 E9
. =14
o4 -3 st . s s
ESE==o ESTE =SE=scos=rsoc
. v 3 = ¢« ¢ v 3 = ¢ ¥
» L » L
2 3 r 3 2 3 3 3 2 3 . 3 2 3 ” 3 3
- 0 0 0 0 0 0
The difficulty with having a liking for particular sonorities C AP 4 Z’
on the guitar is that they don't always translate to other
keys, where barre chord shapes might make certain Y o O xkx O .

17

note groupings impossible, Enter the good old capo!
Here James runs through a few simple chord shapes
with the capo at the 2nd fret, making the chords sound
awhole tone higher.

“The capois on my guitar as often as it is off.” James
says. "It probably started because | found something |
liked to play but it sounded better up a whole tone. | very
seldom capo any higher than the 3rd fret. It's so that
playinginEand Dand A, lcangoup tohanginFand G
or inC. | very seldom play inopen C. It's just an
uninteresting chord on the guitar, for me. | much prefer
the D, A and E fingering. It just pulls it into a different
range for the voice so you can do a different thing
melodically to it.

“I'm a baritone, which is not great - | think the best
thing to be is a tenor, like Jimmy Nail or Sting, Graham
Nash, Ricky Skaggs. and have that really high range,
because when you're playing guitar and you have this
huge thing up above it so it feels like a much wider range
that's available to you. I'm constantly working on finding
away to make the guitar lower. | do play bass with my
thumb and my bass players Jimmy Johnson and Lee
Sklar will tell you the challenge is working with
somebody who's already playing bass.”

X 0
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EXAMPLE FIVE

Finally, James demonstrates his pick-and-strum’ approach. Basically, you're picking the bass notes with your thumb as normal, out strumming
the high notes both upwards and downwards with yvour fingermails. You can, of course, also play regular fingerpicked single notes, asin bar &,
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MARSHALL MASTERS

No survey of the Marshall stack’s five-decade reign would be complete without
honouring the players who have made them howl like fallen angels. Here, we present
11 essential licks in the style of 11 masters of the big black box

Words Adrian Clark

he licks we've presented here
trace the development of rock
technique in the hands of key
players as it developed in step
with the ever-increasing shovelfuls of gain
available from Marshall's ever-evolving
amps. Certainly, there are many more
legendary guitarists we could have included
- Angus Young and Zakk Wylde come to
mind - but getting these licks under your

EXT JIMTHENDRIX

&

and release it

fingers will help you master the principles
of getting air moving while retaining
articulation, feel and speed. And while
unleashing what guitarist Joel 0" Keeffe of
Airbourne called “the Marshall wind” isa
rite-of-passage experience for any guitarist,
any decent high-gain head and closed-back
cab will do the trick for getting to grips with
the full girth and grunt of these examples, so
plug in, turn on and rock out.

You can't talk about Marshall stacks without mentioning the man who did more work stress-testing them than most Marshall
employees! This lick uses E minor pentatonic (E G A B D) and there are a couple of things to listen out for. Push the G to A bend
(bar 3) a bit sharp, almost to the B.. Then, while holding that last B-string bend in bar 4, catch the G string under your finger
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N2 RANDY RHOADS

His career was tragically cut short in 1982, but Randy was a hugely important player in the time between Van Halen and Yngwie,
combining an elegant classically influenced melodic sense with meaty classic-rock licks. Remember, you don't have to play these
licks over the suggested chords. Be creative!
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z Over their long career, ZZ Top have gradually added more stylistic elements to their original swampy blues, but the Billy
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1

Gibbons guitar style has remained constant. Billy's playing is always concise, measured and phrased for maximum impact,
Never a note wasted! This lick is in G minor, and uses just the minor pentatonic (GB,CDF).
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N4 ERIC CLAPTON
This is all about the Marshall stack. so we're concentrating on Eric's Cream period. This was perhaps when he strayed furthest

from his blues roots, with the raga influence of the time and the jazz background of his bandmates pulling his playing in new
directions. We're primarily using E minor pentatonic (E G AB D) adding that C# from the Dorian mode (EF# GABC#D).
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TR Y
NS SLASH
When 80s rock was getting dangerously preposterous and grandiose, Guns N’ Roses appeared in the nick of time, dragging us all

back to the bluesy, funky sleaze of 70s hard rock. Slash became the new guitar hero for a generation... a proper character with
both chops and old-school rock cool. This lick uses D Mixolydian (DEF# GABCD).
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ENG RITCHIE BLACKMORE

Most of the original late-60s rock guitar heroes came from a similar set of blues and rock 'n’roll influences, but Ritchie
Blackmore went off in a more classically influenced direction. This was especially true when he left Deep Purple and formed
Rainbow in 1975. Here's a B minor lick that moves from Aeolian (B C# D E F# G A) to Hungarian minor (B C# D E# F&# G A#).
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N7 JOE SATRIANI

One of the world's most admired and respected guitarists for over 25 years, Joe's playing is an effortless mix of classic
blues-based rock and more modern technical styles. I've combined a bit of both here — some gritty doublestop work in E Dorian
(E F# G AB C# D) followed by something a bit more stretchy and challenging.
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NS PAUL KOSSOFF

While Cream took power-trio blues rock into virtuoso improv territory, Free went the other way, exploring deep funk grooves and
leaving lots of breathing space in their music. This was particularly true in the case of Paul Kossoff's guitar playing. Mot only was
it sparse and minimal, but he played every note with such intensity and passion. And don't forget that ferocious vibrato!
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settling alittle too comfortably into slick blues-rock auto-pilot mode. Eddie added both an angular punk energy and phenomenal
technical advances. This lick uses the B blues scale (B D E F F# A) to combine supercharged blues lines with the tapping
technique that turned so many heads back in 1977.

‘ ENY9 EDWARD VAN HALEN

. As with Jimi Hendrix, it's impossible to overstate the importance of Eddie Van Halen. At a time when rock-guitar playing was
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EXNTO PETE TOWNSHEND

Adifferent tack for this one! While Pete Townshend certainly played a lot of solos with The Who, the primary focus of his playing
| was his aggressive rhythm parts in support of the songs. Here’s a little chord pattern that uses a pedal tone (the repeating D
bass under the first three chords) and the sus4 chord sound that became something of a calling card for him.

D G/D cno G/o D GS§ Asusd A

e
W
W
W
hw-
|

3 3 3 3—1 3

8 : : 5 3—1 E : 3 ;

a 5 o 2—2—

0 0 0 0 0o 0o -0 o 0

A 0 0—0—0—0
3 3

EX11 STEVE VAI

Let's go back to the mid 80s. While Yngwie was building on the classically influenced developments of Ritchie Blackmore, Steve
Vai and Joe Satriani followed the Van Halen path, retaining some of the classic blues-rock energy in a diverse stylistic melange.
This lick is in C, and starts with one of Vai's favourite scales. the Lydian Augmented (C D E F# G# A B), moving to a slippery
tapping lick in F Lydian(FGABCDE).
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A MASTERCLASS WITH

ROBBEN FORD

You've read the interview and watched the video, so let’s get up close and
personal with the diminished scale in all its dark, dissonant glory

Words Adrian Clark Photography Wil Ireland

obben Ford has spent his career carving

outa musical buffer between blues, rock

and jazz/fusion. That could be a recipe

for slick blandness, but Robben creates

something wonderful, combining the
best elements of his diverse influences.

One of the best-known aspects of his playing is the
diminished scale, which “seems to loom large in my
legend”, as he jokes. In these examples, we’ll work
through the concepts that Robben discusses on the
video, showing how the diminished scale is closely
bound up with the old 12-bar blues progression.



EX1

First of all, the technical stuff. The diminished scale has eight notes, with alternating semitone and whole tone intervals. You can start with
either interval, but the more common half-whole variety is applicable to what we're doing here. Here it is in G.

G half / whole diminished scale
" 1 L !‘. ik
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It's a strange scale, but it works nicely over a (jazzy) blues in G because it contains so many tasty notes. The :9th (A:). #9th (A#) and 13th (E)
are common extensions added to the G7 chord, and then the C# (or D.) is the tritone, a vital bluesy sound!

G half | whole diminished scale G7 Gree  G7he a1
S 3 e
= —f
G Ab Al B c{ D E F
root b9th §9th  major 3rd gathibsth  S5th  6th/13th minor 7th | (basic G7 Is root, major 3rd, 5th, minor 7th)
E
B 3 5 B ] 1 9 5
a a 4 6 10 10 10 4
D 5 & 9 ] ] 3
A 10 10 10
E 3
EX3

Feel free to jam with the scale, but here's what Robben shows us on the video. The B note in the G diminished scale becomes a moment of
tension as we await the imminent C7 chord. Moving chrematically to the C note takes us out of the diminished scale, but the urge to resolve to

the root note of C7 is more powerful,

G13 c13
A»
I & ]
; PO
¢ be je ’ ©
Diminished scale notes . . . B note resclves chromatically to C
[
B & 10
G 4 9
o 3 a8
A
E 3 4 6 T 8

Using Bi13 as a passing chord, Robben creates this cool chord-melody change from G to C. Strictly speaking. a 13 chord should also include
the 9th. but by omitting it. all of the notes from G13 and B3 are within the G diminished scale. Clever!
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EX5

Robben prefers not to use this trick with C diminished (C Ds D# E F# G A By) for the C7-G7 (IV-1) change. There's certainly a
different shape to it, without that chromatic resolution. However, he uses it later in the blues progression, for the D7-G7 (V-1) change.

D half  whole diminished scale D13 F13 G13
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EX6

People often confuse the diminished scale with the diminished 7th arpeggio, which is basically a stack of minor 3rd intervals (Gdim7 is
G Bi Dw E). That's not so daft, though; the diminished scale contains two interlocking dim? arpeggios. Gdim7 and A.dim7 in this case.

G half / whole diminished scale G Diminished 7 arpeggio A Diminished 7 arpeggio
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{unlike normal scales / keys, the note names are a bit more flexible in diminished scales . . . .l; can be Bb, etc)

EX7

And the upshot of that is that every note in the scale is a minor 3rd (three frets) from another scale note. Therefore, any diminished scale
phrase or lick can be moved up or down three frets and you'll still be within the scale.
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STYLE

FILE

EFFORTLESS

ETHERIDGE

Denny Ilett walks us through some examples of John’s sophisticated soloing
technique, covering chromatic passing notes between chords, and licks
combining different scale choices including Dorian, the half tone/whole tone
scale, the altered scale and more

Example 1

THIS study highlights the use of chromatic passing notes on a simple G7 to C chord sequence (passing notes are marked). This gives a
very melodic, old-fashioned blues/jazz feel that is not scale-based
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Example 2

THIS is the sort of thing you would hear in a typical jazz-guitar solo (eg. Joe Pass). The first bars have the eighth notes grouped in threes,

with marked accents. This three against four is very much a feature of swing. The first bar and a half are Dm (Dorian), then half a bar of G

altered scale. The C major in bar 3 is followed by a bar of the A altered scale
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Example 3

DIMINISHED lick based on half tone/whole tone scale. This is a great scale for playing over dominant chord grooves that basically stick in
the same place. It's an eight-note scale, and phrases can repeat up and down the fretboard at minor 3rd intervals with exactly the same
fingering - no need to think! The first two bars have string skips. Use as much legato as you can to give a fusion feel,

A7 groove throughout
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Example 4

THIS is based just on a G Dorian groove. It's very slow, so much easier than it looks!

BAR 1 AND 2: This moves from a standard lower-interval lick to use of upper intervals (ie, landing on the A, C and E notes in the scale).
BAR 3: A fast lick with passing notes (which should be ghosted by just hammering. not picking - something Pat Metheny does a lot).
BAR 4: These are 4th intervals on the Dorian scale, ending up with a chromatic line.
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DAN PATLANSRKY

Rising star of the blues-rock world Dan Patlansky is a great soloist, and here,
we focus on the techniques in four excerpts from his video masterclass

Words Adrian Clark Photography Pierre Van der Walt

an Patlansky may not quite be a
household name in the guitar world, but
after supporting Joe Satriani for part of
the Shockwave tour, he’ll certainly be
making a lot of new friends. Dan’s main
focus is on his songwriting, but his guitar playingisa
major feature. He blends classic blues-rock sounds with
modern touches and an effortless control of dynamics.
In this video lesson, he demonstrates several aspects of
how he developed his style. Here, we've selected four
excerpts from the video to look at in more detail...
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