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      -Over 200 useful, digestible, exercises-
-Comprehensive coverage of Picking, Legato, Rhythm and Expressive Techniques-


      There’s a myth amongst many guitarists that excellent technique can only be achieved via years of practice.


      Complete Technique for Modern Guitar destroys the notion that aspiring players must spend all their practice time accelerating through progressively more difficult and obscure exercises. This book focuses on only the exercises that most quickly develop the fundamental four areas of guitar Picking, Legato, Playing in time, and expression.


      Each exercise is accompanied by a full explanation, practice hints, and an individual audio track to make sure you are making the most of your practice time.


      Only exercises which generate immediate, tangible improvements are included so there is always an immediate, musical benefit to your playing.
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 In­tro­duc­tion 
 
    There is a com­mon idea among many gui­tarists that ex­cel­lent in­stru­men­tal tech­nique is some­thing that takes years to mas­ter. They be­lieve that tech­nique should be put be­fore all else and that it should oc­cupy the ma­jor­ity of your prac­tice time. 
 
      
 
    In my ex­pe­ri­ence this is not the case, and ac­tu­ally, an over-en­thu­si­as­tic, sin­gle-minded pur­suit of ‘per­fect’ tech­nique can be coun­ter­pro­duc­tive, un­nec­es­sary, and even dam­ag­ing to your health.   
 
      
 
    There is a sim­ple ques­tion that you should be ask­ing your­self with re­gards to tech­nique. It’s a ques­tion that is ob­vi­ous but is missed by the ma­jor­ity of gui­tarists that I teach. When I was first asked this ques­tion by my gui­tar teacher back at the Gui­tar In­sti­tute in Lon­don, it floored me, as my teacher had the best tech­nique I’d ever seen.  
 
      
 
    Now, when I ask my own stu­dents the same ques­tion fif­teen years later, they give me the ex­act same re­ac­tion. The ques­tion is: 
 
      
 
    ‘How much tech­nique do you need?’ 
 
      
 
    Think about the ques­tion, what does it mean to you?  
 
      
 
    We all pick up the gui­tar for dif­fer­ent rea­sons. I saw a video of Hen­drix at Mon­terey when I was four years old. That was closely fol­lowed by Queen at Live Aid in ’85, and then I was hooked. Now I have over forty pri­vate gui­tar stu­dents, and on the first les­son I ask each one why they want to play the gui­tar. I think it’s im­por­tant to keep this orig­i­nal goal in mind when we get drawn into an end­less spi­ral of tech­nique prac­tice.   
 
      
 
    Many stu­dents say they want to play mu­sic for their friends, some want to write their own stuff, some want to play blues, coun­try, pro­gres­sive rock or ‘screamo’ metal.  
 
      
 
    Some guys are sim­ply hon­est and say that they want to im­press girls! 
 
      
 
    What­ever the goal is (and if you don’t have one, get one), you should cer­tainly con­sider that the ma­jor­ity of mu­si­cal styles didn’t evolve as a re­sult of tech­ni­cal ex­cel­lence (with some no­table ex­cep­tions).  
 
      
 
    If you want to play blues, for ex­am­ple, you need solid tech­nique. You do not need to spend 8 hours a day prac­tic­ing only tech­nique; you need to play some blues. If you want to play Dream The­ater, you clearly need to spend a lot more time work­ing on tech­nique, but you can’t only prac­tice tech­nique, you ac­tu­ally need to learn some Dream The­ater songs too.  
 
      
 
    Learn­ing to play songs is where you dis­cover what tech­nique ex­er­cises you need to prac­tice! Sim­ply find out where you get stuck in the song and work out what it is you can’t do. Don’t make the mis­take of think­ing that you should have ev­ery­thing in place be­fore you at­tempt the song.  
 
      
 
    One of the best play­ers on the planet said, ‘I never prac­ticed tech­nique, I just played songs and tried to fig­ure out what it was that I couldn’t do, and why I couldn’t do it.’   
 
      
 
    Hope­fully that is some food for thought.  
 
      
 
    All that aside (and be­cause I’m cer­tainly not sug­gest­ing you don’t buy this book!), there is still the mis­con­cep­tion that de­vel­op­ing good tech­nique takes years of fo­cused and ded­i­cated prac­tice.  
 
    That is where this book comes in.  
 
      
 
    I have been teach­ing gui­tar as my full-time job for over eigh­teen years, and I’ve been lucky enough to study un­der some of the best gui­tarists in the coun­try. Dur­ing my ca­reer, I have whit­tled down the list of ex­er­cises that I give to my stu­dents, to only the ones that give mas­sive ben­e­fits, ex­tremely quickly.  
 
      
 
    As you can prob­a­bly tell, I’m not a mas­sive ‘giver of ex­er­cises’, but I do see the same fun­da­men­tal tech­ni­cal prob­lems crop up time and time again. In fact, most of my stu­dents will have used most of the ex­er­cises in this book to solve most of their tech­ni­cal chal­lenges on the gui­tar. 
 
      
 
    These are the ex­er­cises that re­ally work. They will ad­dress the prob­lems you are hav­ing right now, and are prob­a­bly the rea­son you’re read­ing this book. If an ex­er­cise doesn’t look like it will chal­lenge you or teach you some­thing, please skip it. There is never any rea­son to prac­tice some­thing you can al­ready do.  
 
      
 
    This book is split into four sec­tions,  
 
      
 
    
    	 Pick­ing & Fin­ger In­de­pen­dence 
 
    	 Rhythm  
 
    	 Legato 
 
    	 Ex­pres­sive Tech­niques 
 
   
 
      
 
    You will some­times see sim­i­lar ex­er­cises in dif­fer­ent sec­tions of the book, al­beit with a dif­fer­ent fo­cus. There are some fin­ger in­de­pen­dence ex­er­cises which, for ex­am­ple, make great legato stud­ies due to the fin­ger com­bi­na­tions used. Don’t be put off by this; there is no point rein­vent­ing the wheel each time we work on a new area of tech­nique. In­deed, when you have stud­ied sim­i­lar ex­er­cises from a new per­spec­tive, you will of­ten find a new weak­ness to work on.  
 
      
 
    For 90% of you, rhythm and pick­ing should cer­tainly be your first pri­or­ity. I fully ap­pre­ci­ate you may have other chal­lenges, so feel free to dive in where you want.  
 
      
 
    Re­mem­ber this though: Your rhythm isn’t as good as you think it is. Un­less you’re Mike Stern, you would ben­e­fit from tak­ing a look at the rhythm sec­tion first. About 60% of my own prac­tice these days is rhythm. That should tell you some­thing. 
 
      
 
    I would go as far as to say that the whole point of learn­ing tech­nique, in my eyes, is rhythm and free­dom of ex­pres­sion. Most pro­fes­sional gui­tarists I have spo­ken to agree en­tirely, al­though most would put ‘free­dom of ex­pres­sion’ first.  
 
      
 
    Speed:  
 
    Good tech­nique does not mean play­ing fast, and play­ing fast does not mean good tech­nique. There are how­ever cer­tain ‘in­dus­try stan­dard’ tem­pos you should have in the back of your mind as goals. 
 
      
 
    Pick­ing:  
 
    1/16th notes should be clean at 120bpm. Some would ar­gue 140bpm, and if you’re into shred metal, you’ll prob­a­bly want to hit 160bpm. 
 
    1/16th-note triplets should be at least 100bpm.  
 
      
 
    Legato: 
 
    The sky’s the limit, so long as ev­ery note is de­fined and even across the beat.  
 
    Ev­ery ex­am­ple in this book is demon­strated as an au­dio file. You can down­load the au­dio ex­am­ples from www.fun­da­men­tal-changes.com/au­dio-down­loads 
 
      
 
    Don’t for­get that it’s nor­mally much more use­ful to be able to ex­e­cute any ex­er­cise ex­tremely slowly and ac­cu­rately, than to play it at light­ning speed.  
 
      
 
    Pain: 
 
    If you have any pain, stop im­me­di­ately and see a spe­cial­ist. If your pos­ture is good and your tech­nique is good you should never ex­pe­ri­ence any pain. The most com­mon rea­son is that you’re try­ing to play too fast too soon, but you should still stop and see a spe­cial­ist.    
 
      
 
    Fi­nally, re­mem­ber our orig­i­nal goal of mu­si­cal­ity. Keep in mind you are what you prac­tice. If you only prac­tice tech­ni­cal ex­er­cises, then that is all you will ever play. Learn mu­sic.  
 
      
 
    Joseph Alexan­der 
 
      
 
   


 
  

 Get The Au­dio 
 
      
 
    The au­dio files for this book are avail­able to down­load for free from www.fun­da­men­tal-changes.com and the link is in the top right cor­ner. Sim­ply se­lect this book ti­tle from the drop-down menu and fol­low the in­struc­tions to get the au­dio. 
 
      
 
    We rec­om­mend that you down­load the files di­rectly to your com­puter, not to your tablet and ex­tract them there be­fore adding them to your me­dia li­brary. You can then put them on your tablet, iPod or burn them to CD. On the down­load page there is a help PDF and we also pro­vide tech­ni­cal sup­port through the form on the down­load page. 
 
      
 
    We spend a long time get­ting the au­dio just right and you will ben­e­fit greatly from lis­ten­ing to these ex­am­ples as you work through the book. They’re free, so what are you wait­ing for?! 
 
      
 
    Head over to www.fun­da­men­tal-changes.com and grab the au­dio files now. 
 
      
 
    There are also over 350 free gui­tar lessons to get your teeth into. 
 
      
 
   


 
  

 Kin­dles / eRead­ers 
 
      
 
      
 
    If you’re read­ing this book on an eReader, dou­ble-tap each im­age to en­large it. It can help to hold your eReader in land­scape mode and turn off col­umn view­ing. 
 
      
 
      
 
   


 
  

 Pick­ing and Fin­ger In­de­pen­dence 
 
    While clearly not the same thing, it is dif­fi­cult to give use­ful fin­ger in­de­pen­dence ex­er­cises which don’t in­volve some de­gree of pick con­trol. 
 
      
 
    It’s a tricky ‘chicken or egg’ sit­u­a­tion, but we have to start some­where. As many ap­par­ent ‘pick­ing’ prob­lems are caused by a hid­den fret­ting hand weak­ness, we will start with fin­ger in­de­pen­dence in the fret­ting hand.  
 
      
 
    The most com­mon prob­lems I see re­gard­ing fin­ger in­de­pen­dence in­volve a lack of dex­ter­ity be­tween the 2nd and 3rd fin­gers, and weak­ness in the 4th fin­ger. 
 
      
 
    Lack of dex­ter­ity be­tween the 2nd and 3rd fin­gers: 
 
      
 
    Each fin­ger in your hand has its own ten­don, ex­cept for the 2nd and 3rd fin­gers, which share one. Due to this hu­man, phys­i­cal idio­syn­crasy, our 2nd and 3rd fin­gers do not like to work in­de­pen­dently. Lay your fret­ting hand gen­tly down on a desk and try to re­peat­edly switch be­tween rais­ing just the 3rd, and then just the 2nd fin­ger. Com­pare that with lift­ing your 1st and 2nd fin­ger…. You will see that a large part of build­ing fin­ger in­de­pen­dence is learn­ing to con­trol these way­ward fin­gers. 
 
      
 
    Weak­ness in the 4th fin­ger: 
 
      
 
    Gen­er­ally, the mod­ern method of play­ing is to use the 3rd fin­ger as much as pos­si­ble, es­pe­cially in those pen­ta­tonic bends. While I’m all for this, it can lead to a weak­ness in the 4th fin­ger due to it not get­ting enough ex­er­cise. Strength and ac­cu­racy in the pinkie can of­ten be the lim­it­ing fac­tor in build­ing speed and flu­ency.  
 
      
 
    The fol­low­ing ex­er­cises specif­i­cally tar­get the pre­vi­ous two ar­eas for con­cern.  
 
   


 
  

 Fin­ger In­de­pen­dence Ex­er­cises 
 
   


 
  

 Per­mu­ta­tions 
 
    This ex­er­cise was given to me by Shaun Bax­ter, an in­cred­i­ble player and ed­u­ca­tor who taught me while I stud­ied at the Gui­tar In­sti­tute in Lon­don. Es­sen­tially, the idea is to tar­get the weak­nesses be­tween any pos­si­ble fin­ger com­bi­na­tions on the fret­board. The key to build­ing strength and con­trol, at least for ex­am­ples 1a and 1b, is to hold your first fin­ger down through­out. 
 
      
 
    Ex­am­ple 1a: 
 
      
 
    [image: ] 
 
      
 
    Be­fore you play this ex­er­cise, study the notes in brack­ets. The notes on the 6th and 7th frets move back­wards and for­wards across three strings while the notes on the 5th and 8th frets stay con­stant on the 4th string.  
 
      
 
    Hold down your 1st fin­ger through­out and play the ex­am­ple, re­peat­ing it four times. This is tricky at first and will cause your hands to get fa­tigued quickly, so don’t play it for longer than thirty-sec­ond bursts. 
 
      
 
    At all times, these ex­am­ples are to be played one fin­ger per fret. You should not use the same fin­ger twice. Use your 1st fin­ger on the 5th fret, 2nd on the 6th etc.  
 
      
 
    Af­ter thirty sec­onds of play­ing the ex­am­ple, take a break of fif­teen sec­onds and then study ex­am­ple 1b:  
 
      
 
    Ex­am­ple 1b: 
 
      
 
    [image: ] 
 
      
 
    As you can see, this is the same idea, how­ever the brack­eted notes are re­versed. Play through the whole idea as you did in ex­am­ple 1a. Keep play­ing for 30 sec­onds. 
 
      
 
    Next, swap the first two notes around: 
 
      
 
    Ex­am­ple 1c: 
 
      
 
    [image: ] 
 
      
 
    Fi­nally, keep the first two notes swapped and swap the sec­ond two notes: 
 
      
 
    Ex­am­ple 1d: 
 
      
 
      
 
    [image: ] 
 
      
 
    We have now cov­ered ev­ery fin­ger­ing per­mu­ta­tion in this se­quence.  
 
      
 
    Prac­tice the above four se­quences slowly, set your metronome to 40 bpm and play two notes for each click. This ex­am­ple isn’t about speed, and prac­tic­ing it quickly will make it less ben­e­fi­cial.  
 
      
 
    The next se­quence of notes to prac­tice is this:  
 
      
 
    Ex­am­ple 2a: 
 
      
 
      
 
    [image: ] 
 
      
 
    It’s the same idea, but the re­peated notes are now in the mid­dle. Here are the other three per­mu­ta­tions of the above: 
 
      
 
    Ex­am­ple 2b: 
 
      
 
    [image: ] 
 
      
 
      
 
    Ex­am­ple 2c: 
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    Ex­am­ple 2d: 
 
      
 
    [image: ] 
 
      
 
    There are two other sets of pos­si­bil­i­ties to work on. 
 
      
 
    Ex­am­ple 3a: 
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    Ex­am­ple 3b: 
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    Ex­am­ple 3c: 
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    Ex­am­ple 3d: 
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    Now try this pat­tern: 
 
      
 
    Ex­am­ple 4a: 
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    Ex­am­ple 4b: 
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    Ex­am­ple 4c: 
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    Ex­am­ple 4d: 
 
      
 
    [image: ] 
 
      
 
      
 
    For all of the pre­ced­ing ex­am­ples take the fol­low­ing ap­proach: 
 
      
 
    1)    Play for thirty sec­onds, take a fif­teen sec­ond break, and then move to the next ex­am­ple. 
 
    2)    Aim to play ev­ery ex­am­ple in a prac­tice ses­sion. Play­ing through all ex­am­ples in this way should take no more than ten min­utes at the start of your prac­tice rou­tine.  
 
    3)    If you find you can do an ex­am­ple com­fort­ably, ei­ther play it slower or don’t bother prac­tic­ing it. There is no point prac­tic­ing some­thing you can al­ready play.  
 
    4)    When you can pick ev­ery note in each ex­am­ple, try us­ing ham­mer-ons and pull-offs.  
 
    5)    Play­ing this in a con­trolled, slow legato man­ner is a great ex­am­ple for con­trol. 
 
    6)   If the ex­am­ples get too easy, try play­ing them with a slow swing feel, ac­cent­ing ev­ery sec­ond note as demon­strated be­low. 
 
      
 
    Ex­am­ple 5a: 
 
      
 
    [image: ] 
 
      
 
    As with any kind of ex­am­ple, if you ex­pe­ri­ence any type of pain, stop im­me­di­ately.  
 
      
 
    The key to suc­cess is to con­trol the fret­ting hand at a slow tempo.  
 
      
 
   


 
  

 4th Fin­ger Strength 
 
    The fol­low­ing idea was given to me as a warm up ex­am­ple when I was about 13 years old. I’ve never been one to cling to old ma­te­rial, but this work­out for your 3rd and 4th fin­ger is golden. When­ever I have taken a break from gui­tar for a while, this is one of the first ex­er­cises I come back to.  
 
      
 
    Ex­am­ple 6a: 
 
      
 
    [image: ] 
 
      
 
    [image: ] 
 
      
 
    The ex­am­ple works by grad­u­ally plac­ing the 3rd and 4th fin­ger com­bi­na­tion un­der in­creas­ing strain as you move across the fret­board.  
 
      
 
    Be­gin by slowly play­ing through ex­am­ple 6a, tak­ing care to use the cor­rect fin­gers on each fret as they’re marked in the ex­am­ple. Once you have placed your 1st fin­ger on the 5th fret, keep it down un­til you need to change strings.  
 
      
 
    As you move to­wards the bass string, the ten­dons in your wrist be­come grad­u­ally more stretched. Nor­mally this causes the ex­am­ple to be­come pro­gres­sively more dif­fi­cult. Start by play­ing the 1/16th notes at 40bpm and make sure you can play across all strings evenly be­fore speed­ing up. I’d be aim­ing for a max­i­mum bpm of about 100. Faster is fine, but you must be able to play a con­stant tempo through­out the whole ex­am­ple.   
 
      
 
    When you can man­age 40bpm evenly across all string, in­crease the metronome speed in in­cre­ments of 8bpm.  
 
      
 
    The next ex­am­ple com­bines 4th fin­ger strength with 2nd and 3rd fin­ger in­de­pen­dence:  
 
      
 
    Ex­am­ple 6b: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 6b is sim­i­lar to ex­am­ple 6a, how­ever will now hold down your 2nd fin­ger on each string while work­ing out your 3rd and 4th fin­ger. This is much more chal­leng­ing and ben­e­fi­cial, but once again, it is ex­tremely im­por­tant to go slowly and keep all the move­ments con­trolled.  
 
      
 
    Start by prac­tic­ing this ex­am­ple with­out a metronome, be­fore learn­ing to con­trol your fin­gers at 40bpm. 
 
      
 
      
 
   


 
  

 Pick­ing 
 
    The ex­am­ples in this sec­tion are some of the most use­ful ideas I’ve ever seen, and many of the ideas in the fol­low­ing chap­ters are de­rived from this use­ful, ef­fi­cient sys­tem.  
 
   


 
  

 Al­ter­nate Pick­ing V’s Econ­omy Pick­ing 
 
    This is a de­bate that I am not go­ing to wade into too deeply, how­ever I should say that I am an econ­omy picker.  
 
      
 
    If you’re not clear of the dif­fer­ence, a sim­ple ex­pla­na­tion would be that an al­ter­nate picker picks up/down/up/down con­stantly, and of­ten re­lies on the move­ment of the pick to ex­e­cute rhythms ac­cu­rately. An econ­omy picker takes the most ef­fi­cient di­rec­tion be­tween two points, but may have to work a lit­tle harder on play­ing an ac­cu­rate rhythm. 
 
      
 
    This is an over-sim­plis­tic de­scrip­tion, so be­fore you start writ­ing bad re­views and send­ing me hate mail I’m fully aware that this isn’t the full story! The ex­am­ples in this chap­ter are de­signed to teach econ­omy pick­ing be­cause I’ve no­ticed much less in­jury and bet­ter time (gen­er­ally) in play­ers who use econ­omy, rather than al­ter­nate pick­ing. 
 
      
 
    If you want to al­ter­nate pick the fol­low­ing ex­am­ples please go right ahead. You’ll still learn a great deal. 
 
   


 
  

 A De­scrip­tion of Econ­omy Pick­ing 
 
    The main prin­ci­ple be­hind econ­omy pick­ing is that you should cross the strings with the plec­trum as lit­tle as pos­si­ble. 
 
      
 
    Play a down-pick on the open 5th string. The next note you will play is the open 4th string. In terms of ef­fi­ciency, does it make sense to play the 4th string with a down-pick or an up-pick? 
 
      
 
    The an­swer is that you should al­ways do an­other down-pick on the 4th string, be­cause by do­ing an up-pick, you would have had to move across the 4th string with­out pick­ing it be­fore you were able to do the up pick.  
 
      
 
    Why not just pick it on the way down to avoid the ex­tra move­ment?! 
 
      
 
    A sim­ple way to sur­mise would be:  
 
      
 
    
    	 Ev­ery time you change strings away from your body, (down to­wards the floor), al­ways use a down-pick 
 
   
 
      
 
    Of course, the op­po­site is true too: 
 
      
 
    
    	 Ev­ery time you change strings to­wards your body (up to­wards the ceil­ing), al­ways use an up-pick 
 
   
 
      
 
    
    	 When play­ing a se­ries of notes on the same string, al­ter­nate the pick di­rec­tion. 
 
   
 
      
 
    These are the only three rules of econ­omy pick­ing. They cover ev­ery sin­gle pos­si­bil­ity that can oc­cur in your pick­ing hand.  
 
    If you fol­low these rules while tack­ling the rest of this chap­ter you will start to no­tice your pick­ing hand mak­ing smaller and smaller move­ments. There will be an in­crease in your ac­cu­racy, speed and flu­ency on the gui­tar, and a re­duced chance of pick­ing up in­juries such as ten­donitis or carpel tun­nel syn­drome.  
 
      
 
    In my opin­ion, the most amaz­ing thing about econ­omy pick­ing is that once you have it sorted, you never have to worry about your pick­ing again. You never waste your prac­tice time won­der­ing how to ex­e­cute a par­tic­u­lar rhythm. 
 
   


 
  

 Pick­ing Hand Po­si­tion 
 
    It is a dif­fi­cult thing to ex­plain in words, but the form of your pick­ing hand is cru­cial. The heel, (the fleshy part of your hand that is in line with your lit­tle fin­ger), should al­ways be in­light con­tact with the bass strings, when you pick notes on the top strings. This not only al­lows you to eas­ily lo­cate the strings with your plec­trum, it keeps down un­wanted string noise when you play with dis­tor­tion. If you can’t reach the top strings in this po­si­tion, move your whole wrist lower on the gui­tar.  
 
      
 
    Do not an­chor your pick­ing hand firmly to the gui­tar strings. If you want to play un-muted notes on the bass strings, move your wrist so that the heel rests gen­tly on the gui­tar body. 
 
      
 
    If you were to as­cend a scale over all six strings, your pick should be able to move in a straight line down the strings as you drop your whole wrist. If you an­chor your wrist to the bass strings you will ‘draw’ an arc with the pick. This is to be avoided at all costs.  
 
      
 
    Tuck the fin­gers you are not us­ing (2nd, 3rd and 4th) away, gen­tly un­der your palm. 
 
      
 
    The plec­trum should be held on the side of the 1st fin­ger (not the pad) with the thumb gen­tly sup­port­ing it on top. You should have about 2mm or 1/8” pro­trud­ing from your thumb. 
 
   


 
  

 Pick­ing Ef­fi­ciency 
 
    Study ex­am­ple 7a: 
 
      
 
    [image: ] 
 
      
 
    Be­fore wor­ry­ing about how to cor­rectly pick this ex­am­ple, make sure you can fin­ger the notes us­ing the ‘1 fin­ger per fret’ rule. Use your 1st fin­ger for any 5th fret note, your 2nd fin­ger for any 6th fret note, and so on. 
 
      
 
    Now, let us pay at­ten­tion to the pick­ing di­rec­tion. This may be com­pletely new for you so please go ex­tremely slowly: Don’t play a sin­gle note un­til you’re sure you are go­ing to be us­ing the cor­rect pick­ing di­rec­tion.  
 
      
 
    The point where you will most likely have a chal­lenge is be­tween beat two-&, and beat three, be­cause here, there are two up-picks in a row. This, as hope­fully you are aware is be­cause you are chang­ing from the 2nd to the 3rd string and we are avoid­ing an un­nec­es­sary cross­ing of the 3rd string.  
 
      
 
    When you have man­aged to play through this ex­am­ple cor­rectly, set your metronome to 60 bpm and play the ex­am­ple as it is writ­ten above. Make sure you are fo­cus­ing on pick­ing di­rec­tion, not the notes in your fret­ting hand. If you play a wrong note at this stage don’t worry as long as the pick­ing is cor­rect.  
 
      
 
    If you’re ab­so­lutely sure that your pick­ing is cor­rect, grad­u­ally in­crease the speed of your metronome by in­cre­ments of 8bpm and work your way up to 100bpm.  
 
      
 
    Stop at 100bpm be­cause we will be dis­cussing how to in­crease speed prop­erly later in the chap­ter. 
 
      
 
    Now, imag­ine the se­quence of notes you have been play­ing is a cy­cle with no be­gin­ning or end. We can start play­ing at any point in that cy­cle and by do­ing this, we can not only fo­cus on our pick­ing, but also on any tim­ing weak­nesses in the fret­ting hand. This will be­come clear when you play through ex­am­ple 7b: 
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    First, no­tice that the first down-pick is in brack­ets. You only play it as a down-pick on the first time through the cy­cle. On any re­peat, it will be pre­ceded by a note on the 1st string (beat four-and) so you must change strings with an up-pick. 
 
      
 
    Oc­ca­sion­ally we get these lit­tle idio­syn­cra­sies but they do not af­fect our ap­proach to pick­ing at all.  Be aware that your pick­ing is chang­ing, but all you need to con­cen­trate on is stay­ing in rhythm. 
 
      
 
    As men­tioned on the pre­vi­ous page, by start­ing this cy­cle of notes at dif­fer­ent points, we can ‘spot­light’ any weak­nesses in our pick­ing tech­nique, and make our prac­tice time much more ef­fi­cient.  
 
      
 
    Play through ex­am­ple 7b with your metronome set to 60bpm. Con­cen­trate on first mak­ing sure your pick­ing is cor­rect be­fore grad­u­ally rais­ing the tempo by 8bpm each time you feel com­fort­able. There is no rea­son to hang around at one tempo if you can do it, so don’t waste your prac­tice time!  
 
      
 
    This first ‘ro­ta­tion’ of the ex­am­ple will draw at­ten­tion to any weak­nesses you have when chang­ing from the 1st fin­ger on the 1st string to the 4th fin­ger on the 2nd string. It’s a com­mon area for gui­tarists to strug­gle with, so as you grad­u­ally speed up the metronome, look out for the notes on beats four, ‘four-and’, and one be­com­ing sloppy. The re­main­der of this ex­am­ple, com­bined with the ‘How to Speed Up’ sec­tion of this book will help a great deal with any weak­ness in your tech­nique. 
 
      
 
    To con­tinue this im­por­tant ex­am­ple, we will start from ev­ery point in its cy­cle. Oc­ca­sion­ally your pick­ing di­rec­tion will change slightly af­ter the first loop, but stay fo­cused on al­ways us­ing the cor­rect di­rec­tion as marked in the ex­am­ple. 
 
      
 
    Pick­ing Ro­ta­tions Con­tin­ued 
 
      
 
    Ex­am­ple 7c: 
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    Ex­am­ple 7d: 
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    Ex­am­ple 7e: 
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    Ex­am­ple 7f: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 7g: 
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    Ex­am­ple 7h: 
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    Ini­tially, play through each ex­am­ple ex­tremely slowly as it takes time to build new mo­tor skills. Play­ing it cor­rectly is much more im­por­tant than play­ing it quickly. When you do grad­u­ally start to speed up, en­sure you can play through each ro­ta­tion at least eight times cor­rectly be­fore mov­ing on to the next.  
 
      
 
    Once you have de­vel­oped good di­rec­tional con­trol in your pick­ing hand, and you are build­ing speed and flu­ency, it pays to treat the pre­vi­ous se­ries of ex­am­ples as a set of rhythm tests.  
 
      
 
    Cer­tain points of the cy­cle have a ten­dency to be rushed; the three notes on the 2nd string, for ex­am­ple, will tend to run into each other. Other ar­eas will trip you up, like the pre­vi­ously men­tioned change be­tween string 1 and string 2. Be con­scious of spac­ing each note evenly across the click. A great way to fo­cus on this is to set your metronome to 40bpm and play 1/16th notes (four even notes per click).  
 
      
 
    Record your­self prac­tic­ing, ei­ther on video or just au­dio and lis­ten back to your play­ing reg­u­larly. You will soon see if you are rush­ing or fall­ing be­hind the beat. This idea is cov­ered in more depth in the legato tim­ing chap­ter.   
 
   


 
  

 How to Speed Up 
 
    I once took on a stu­dent who was try­ing to de­velop his speed chops by in­creas­ing the metronome by 1 beat per minute each day, and play­ing ev­ery­thing he knew un­til af­ter ‘one hun­dred days’, he’d have ‘mas­tered the gui­tar’. 
 
      
 
    It’s an in­ter­est­ing the­ory cer­tainly, how­ever in my ex­pe­ri­ence this is not the quick­est or most per­ma­nent way to build speed and con­trol.  
 
      
 
    Speed is funny in that it’s sim­ply a case of de­vel­op­ing a set of mo­tor skills, and any­one, bar­ring im­pair­ment, can de­velop phe­nom­e­nal speed on the gui­tar. There will al­ways be the YouTube videos of amaz­ing twelve year old gui­tarists burn­ing through scales to hum­ble us into prac­tic­ing just that bit harder.  
 
      
 
    If you look a lit­tle deeper how­ever, of­ten the ac­tual rhythm of what the ‘shred­der’ is play­ing can be a bit lax.[1]  
 
      
 
    The prob­lem is that as the click gets faster, the dis­tance be­tween in­di­vid­ual notes is re­duced, and it be­comes harder to know whether those blaz­ing 1/16th-note triplets are en­tirely ac­cu­rate. It is pos­si­ble to tell, but gen­er­ally the whole mu­sic (or ex­am­ple) comes across as a bit sloppy, or floaty against the pulse.  
 
      
 
    The an­swer lies sim­ply in fret­ting hand con­trol, and the ma­jor­ity of this work is car­ried out in the legato tim­ing chap­ter later in the book. How­ever, we should cer­tainly take a look at the im­por­tant con­cept of speed while study­ing pick­ing.  
 
      
 
    The good news is that you do not have to prac­tice ev­ery­thing you know as a speed ex­am­ple.  
 
      
 
    There are cer­tain fin­ger com­bi­na­tions and pat­terns in rock gui­tar that crop up time and time again, so these are the best place to start. Some­times, when you’re learn­ing a new piece of mu­sic you may come across a unique chal­lenge which re­quires work, but it’s a waste of time to plan for that in ad­vance. Work on it when you meet it.  
 
      
 
    Tak­ing a pre­vi­ous ex­am­ple as our work­horse, let’s fo­cus again on ex­am­ple 7a: 
 
    Ex­am­ple 7a: 
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    Make sure you can play this ex­am­ple cleanly and with the cor­rect pick­ing be­fore at­tempt­ing this ex­am­ple. 
 
      
 
    Set the metronome to 60 bpm and record your­self play­ing through the above ex­am­ple four times.  
 
    Lis­ten to, or watch your record­ing. If the notes are evenly spaced across the beat, in­crease the metronome by 8bpm. It is im­por­tant that you’re hon­est with your­self here.  
 
      
 
    If you get to 100bpm, halve the metronome speed to 50, and dou­ble up the speed of your notes so you are now play­ing 1/16th notes: 
 
      
 
    Ex­am­ple 7a played as 16th notes: 
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    Re­peat steps one and two un­til you find a point at which you’re ei­ther strug­gling to play the ex­am­ple, or the rhythm starts to break down.  
 
    Re­duce the metronome speed by 20% and sin­gle out the spe­cific part of the ex­am­ple you can’t do. This might be a cou­ple of notes over a string change, or it could be the speed at which you are able to al­ter­nate pick the notes on the 2nd string. What­ever it hap­pens to be, sin­gle it out and prac­tice that part only.  
 
      
 
    In­crease the metronome speed by 40bpm and con­tinue to play only the part of the ex­am­ple that you’re strug­gling with. This should be nearly im­pos­si­ble, but try to do it a few times. 
 
      
 
    Don’t worry about per­fect tim­ing ini­tially, just try to tar­get the clicks on the metronome. 
 
      
 
    Now try to com­plete the full cy­cle of notes in the ex­am­ple at the higher speed. This will be hard, but try it a few times even though you won’t make it. Don’t worry about per­fect tim­ing, just try to hit the first note on the beat. 
 
      
 
    Fi­nally, set the metronome to 5 bpm be­low where you ini­tially got stuck and con­tinue with the ex­am­ple, in­creas­ing the bpm by 8 beats each time[2]. 
 
      
 
    Us­ing this pre­cise method builds speed and tech­nique ex­tremely quickly.  
 
      
 
    The most im­por­tant part of the process is when you raise the metronome speed to a point where you could never hope to com­plete the ex­am­ple. Work­ing there, even for thirty sec­onds, makes your un­con­scious per­ceive the ex­am­ple at the lower tempo as much eas­ier.  
 
      
 
    You don’t need to record your­self ev­ery time you in­crease by 8bpm but it’s a good idea to keep tabs on your rhythm by record­ing your­self reg­u­larly.  
 
      
 
    Of course, you need to prac­tice this with ev­ery ro­ta­tion of the ex­am­ple. Dif­fer­ent ro­ta­tions will have dif­fer­ent chal­lenges and tech­ni­cal dif­fi­cul­ties. When you tackle the other ro­ta­tions though, don’t start with 1/8th notes. Be­gin with 1/16th notes at 50bpm to save your­self a lot of time. Ob­vi­ously slow down if it’s too fast to get started, but re­mem­ber that you should only prac­tice what you can’t do. 
 
      
 
    See ev­ery­thing as a rhythm ex­er­cise. When you play 1/16th notes, ev­ery fifth note should be on the beat. If you’re count­ing, you should be say­ing out loud: 
 
      
 
    1e&a 2e&a 3e&a 4e&a 
 
      
 
    Make sure that your ones, twos, threes and fours fall di­rectly on the beat.  
 
      
 
    It is im­por­tant to tap your foot. It might sound sim­ple, but by mak­ing the pulse a phys­i­cal move­ment of your body, rather than a sound wave bounc­ing around the air, it will au­to­mat­i­cally make you play more in time. If you can’t tap your foot ac­cu­rately with this ex­am­ple, slow the beat right down and prac­tice un­til you can. 
 
   


 
  

 Fur­ther Pat­terns 
 
    The pre­vi­ous ex­am­ples should be al­tered to in­clude dif­fer­ent pos­si­ble fin­ger com­bi­na­tions. First ap­ply the pre­vi­ous ideas to 8a-8h, to train your 3rd and 4th fin­gers. (Use your third on the B string, 7th fret). 
 
      
 
    Ex­am­ple 8a: 
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    Ex­am­ple 8b: 
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    Ex­am­ple 8c: 
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    Ex­am­ple 8d: 
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    Ex­am­ple 8e: 
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    Ex­am­ple 8f: 
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    Ex­am­ple 8g: 
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    Ex­am­ple 8h: 
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    An­other es­sen­tial (and com­mon) fin­ger com­bi­na­tion is the one shown in ex­am­ples 9a-9h. 
 
      
 
    Use the 4th, 2nd and 1st fin­gers to play the notes on the 2nd string. Con­tinue to use the 3rd fin­ger on the 3rd string. 
 
      
 
    Ex­am­ple 9a: 
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    Ex­am­ple 9b: 
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    Ex­am­ple 9c: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 9d: 
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    Ex­am­ple 9e: 
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    Ex­am­ple 9f: 
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    Ex­am­ple 9g: 
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    Ex­am­ple 9h: 
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 String Skip­ping 
 
    When you econ­omy pick over a string skip, (lit­er­ally, miss­ing out one string), the same pick­ing rules ap­ply. 
 
      
 
    Study the fol­low­ing ex­am­ple:  
 
      
 
    Ex­am­ple 10: 
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    This is an idea based on a John Petrucci (Dream The­ater) ex­er­cise where you ‘spi­der’ your way up the gui­tar neck. When you as­cend the first four notes of each bar, use the fin­ger­ing, 1, 2, 3, 4. Re­verse that pat­tern for the last four notes. This ex­am­ple dif­fers from the clas­sic Petrucci ex­er­cise be­cause here, the whole thing is econ­omy picked.  
 
      
 
    Only the first four bars are shown, but con­tinue the ex­am­ple up the neck un­til you reach the 12th fret. When you’re there, de­scend the neck back down to the first fret as shown. 
 
      
 
    Ex­am­ple 10b: 
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    Through­out the ex­am­ple, your pick should look like its mak­ing a slow, bro­ken strum across the strings. You only change di­rec­tion af­ter play­ing the 1st and 6th strings.  
 
   


 
  

 Use­ful Scale Ex­am­ples 
 
    The fol­low­ing scalic ideas are in­cluded here as some­thing of a ‘dic­tio­nary’ of mod­ern melodic ap­proaches. They are tech­ni­cally de­mand­ing in both hands and cer­tainly great ex­am­ples, but by study­ing them in the pre­vi­ously de­scribed man­ner, they will also train your ears to hear in­ter­vals, tri­ads and arpeg­gios. As such, they are of mas­sive help when break­ing away from any ten­dency to ‘run scales’ while solo­ing.  
 
      
 
    Re­mem­ber, you are what you prac­tice: If you only prac­tice re­peated as­cend­ing and de­scend­ing scales, that is all you will play when it is time to be cre­ative. Cre­ativ­ity in prac­tice leads to cre­ativ­ity in play­ing.  
 
      
 
    It would be easy here to give you a stan­dard ‘speed’ three-note-per-string ma­jor scale. I have de­lib­er­ately avoided do­ing so. By us­ing a scale shape with a com­bi­na­tion of two and three notes per string you will de­velop your tech­nique much more rapidly. It will be slightly harder in the short term, but give you a much bet­ter all-round tech­nique. 
 
      
 
    An im­por­tant point to con­sider is that if some­thing is re­ally tech­ni­cally dif­fi­cult, you should ques­tion whether there is any ben­e­fit to you to prac­tice it. Nor­mally there will be two or three places on the gui­tar where you can re-fin­ger ex­actly the same notes much more eas­ily. Why not sim­ply do that? Also, if you spend hours work­ing on some­thing that is com­pletely un­nat­u­ral to play, you will end up ‘locked’ into play­ing that idea when you solo. You won’t be able to play any­thing else!  
 
      
 
    With that in mind, con­sider how you’re spend­ing time. With only lim­ited hours in a day to prac­tice, it’s vi­tal to be se­lec­tive about your tech­ni­cal stud­ies.   
 
      
 
    All the fol­low­ing ex­am­ples are based around the fol­low­ing scale shape of A Ma­jor:  
 
      
 
    Ex­am­ple 11: 
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    Make sure you can play this per­fectly. Start with the metronome at the fastest speed at which you can com­fort­able play the shape as­cend­ing and de­scend­ing, and in­crease the metronome in 8bpm in­cre­ments un­til you can play it smoothly in 1/16th notes at 120bpm.  
 
      
 
    An in­ter­val is the dis­tance be­tween two notes. For ex­am­ple, C – D is a 2nd. C – E is a 3rd. We will now study the scale of A Ma­jor in 3rds, as­cend­ing and de­scend­ing. 
 
      
 
    Ex­am­ple 12a: 
 
      
 
    [image: ] 
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    Your tar­get for this ex­am­ple should be 1/16th notes at 100bpm, al­though there is no need to stop there.  
 
    Next, here is A Ma­jor in 4ths. Again, aim for 100bpm:  
 
    Ex­am­ple 12b: 
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    A Ma­jor in 6ths[3]: 
 
      
 
    Ex­am­ple 12c: 
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    Here are some use­ful scale pat­terns that are of­ten used to build tech­nique and melodic phrases. They should all be played to 120 bpm. 
 
      
 
    Ex­am­ple 13a: 
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    Ex­am­ple 13b: 
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    Ex­am­ple 13c: 
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    Ex­am­ple 13d: 
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    There are many more pos­si­ble pat­terns, so try in­vent­ing your own. 
 
      
 
    The next se­ries of ex­am­ples re­ally start to break up the scale. They’re tri­ads. You can think of them as ‘stacked 3rds’.  
 
      
 
    Ex­am­ple 14a: 
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    Ex­am­ple 14b: 
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    Ex­am­ple 14c: 
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    Ex­am­ple 14d: 
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    Fi­nally, here are ideas based on the four-note arpeg­gios formed from each scale step. These are much more tech­ni­cally de­mand­ing, so go slowly and al­ways use the cor­rect pick­ing. 
 
      
 
    Ex­am­ple 15a: 
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    Ex­am­ple 15b: 
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    Ex­am­ple 15c: 
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    Again, there are many pos­si­ble per­mu­ta­tions when it comes to arpeg­gio pat­terns like this. Try to in­vent your own. 
 
   


 
  

 1/16th-Note Triplets 
 
    An im­por­tant part of mod­ern rock gui­tar play­ing re­volves around lines of ag­gres­sive 1/16th-note triplets. Per­son­ally, I’m more com­fort­able play­ing these in a legato style, how­ever the ‘shrap­nel’ 1/16th-note triplets of play­ers like Paul Gilbert and Nuno Bet­ten­court are an im­por­tant rhythm to have at your dis­posal. 
 
      
 
    Again, the main ob­sta­cle to play­ing these triplets well is rhythm. Pick­ing is cer­tainly an eas­ier ap­proach rhyth­mi­cally, but can limit speed. Legato is much eas­ier for speed, but play­ing an even triplet is more dif­fi­cult. 
 
      
 
    To be sure of even fin­ger con­trol through­out the ex­er­cise we will ap­ply the ‘ro­ta­tion’ ap­proach that was taught in ex­am­ple 3. 
 
      
 
    Study the fol­low­ing: 
 
      
 
    Ex­am­ple 16a: 
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    Pick through this ex­am­ple slowly us­ing fin­gers 4, 2 and 1. Set the metronome to 70 and be­gin by play­ing three notes per beat (half the writ­ten speed of the above ex­am­ple). Try to ac­cent each note oc­cur­ring on the 12th fret.  
 
      
 
    When you can com­plete ex­am­ple 16a ac­cu­rately, try play­ing the loop twice around be­fore stop­ping. In­crease this to three re­peats, and fi­nally loop the whole ex­am­ple as in ex­am­ple 16b:  
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    Be­gin to speed up ex­am­ple 16b by set­ting your metronome to 35bpm and play­ing the ex­am­ple as the no­tated 1/16th-note triplets, i.e. six notes per click. As you get com­fort­able, in­crease the metronome by in­cre­ments of 4bpm. 
 
      
 
    Soon, most peo­ple find that their tech­nique and rhythm starts to break down. When this hap­pens, go back to ex­am­ple 16a and play through the first six notes, paus­ing while the click con­tin­ues to beat one. In other words, play all six notes of the cy­cle, and pause when you land on the first note again. Don’t worry yet about evenly spac­ing your notes, just try to cram in all six notes and land on the first again.  
 
    The trick we use now is to add in an ob­sta­cle, in this case a string-skip: 
 
      
 
    Ex­am­ple 16c: 
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    Ei­ther keep the tempo the same, or slightly in­crease it by 8bpm, and try to get around the loop. For­get about rhythm, but just try to com­plete the cy­cle to land on the first note again. You pick­ing should re­main the same.  
 
      
 
    Then try two loops be­fore paus­ing.  
 
      
 
    Fi­nally, re­duce your metronome speed to the tempo where you orig­i­nally got stuck and play this: 
 
      
 
    Ex­am­ple 16d: 
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    Don’t worry too much about even note spac­ing, just con­cen­trate on get­ting back to the first note on the click. 
 
      
 
    This will feel weak and out of time, how­ever, when you go back to play­ing the orig­i­nal loop (ex­am­ple 16a) at the speed where you ini­tially got stuck, you will find it much eas­ier to play. Now you can again fo­cus on rhythm and ac­cu­racy. 
 
      
 
    Ex­plore ev­ery ro­ta­tion of the ex­er­cise and look for weak­nesses to work on.  
 
      
 
    Ex­am­ple 16e: 
 
      
 
    [image: ] 
 
      
 
      
 
    Ex­am­ple 16f: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 16g: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 16h: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 16i: 
 
      
 
    [image: ] 
 
      
 
    The tar­get for 1/16th note ex­er­cises is 100bpm in all ro­ta­tions. If you get stuck, ap­ply the ob­sta­cle method to help you in­crease your speed.  
 
      
 
      
 
    The other pat­terns in which you should be com­pe­tent in all ro­ta­tions are shown be­low: 
 
      
 
    Ex­am­ple 17a: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 17b: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 17c: 
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    Ex­am­ple 17d: 
 
      
 
    [image: ] 
 
      
 
    Prac­tice these in the same way as be­fore and use the ob­sta­cle trick when you hit a brick wall. 
 
      
 
    Re­mem­ber, if you feel any pain, take a break and see a doc­tor. The most likely rea­son is that you’re try­ing to play too fast, too soon. Al­ways warm up! 
 
   


 
  

 Rhythm 
 
    “The Right Note Played at the Wrong Time is Still a Wrong Note.” 
 
      
 
    This chap­ter works on your fun­da­men­tal sense of time. Your in­ter­nal clock is prob­a­bly the most im­por­tant fac­tor in how well you play your in­stru­ment. The great news is that the ex­am­ples in this sec­tion have the most im­me­di­ate and far reach­ing ben­e­fits in your play­ing.  
 
      
 
    One of the in­her­ent rhyth­mi­cal prob­lems with the gui­tar is that it is easy to play quickly and slur notes to­gether. Un­like other in­stru­ments, you don’t have to take a breath in or­der to play a note so there is noth­ing phys­i­cal that forces you to stop play­ing note. To make a lot of notes sound quickly, legato is a rel­a­tively sim­ple tech­nique.  
 
      
 
    Fast notes ‘squash­ing’ to­gether be­tween the beat is some­thing we will ex­am­ine in great de­tail later, how­ever be­fore we tackle that, we will work on your sense of where the beat ac­tu­ally is! 
 
      
 
    Imag­ine an Amer­i­can foot­ball[4] pitch; the white lines are there to help us di­vide up the space and judge what yardage was gained be­fore the player gets knocked down. The white lines on the foot­ball pitch, for as us mu­si­cians, are like all the Hi-Hats, Snares, Kicks and Toms in a drum groove. If we were to re­move all the white lines from the foot­ball pitch, we would have to work very hard on our per­cep­tion of dis­tance to judge ex­actly where the man fell. In this sec­tion, we will learn to hear and feel these dis­tances with­out the while lines.  
 
      
 
    We will strip back the drum kit, re­mov­ing all the ex­cess notes un­til just beats two and beat four, (the snares), re­main.  
 
   


 
  

 Hear­ing the Metronome on Beats Two and Four 
 
      
 
    The fol­low­ing sec­tion may be chal­leng­ing at first, but stick with it be­cause de­vel­op­ing these skills is the most im­por­tant thing you can do for your play­ing. 
 
      
 
    Set your metronome to 35bpm[5].  
 
      
 
    Say out loud ‘two’, and then ‘four’ on each suc­ces­sive click. This is a ba­sic back beat on a snare drum. When that sits com­fort­ably, fill in the spa­ces evenly by say­ing ‘one’ and ‘three’ in the spa­ces. This is tricky, but you’ll end up with this:  
 
      
 
    [image: ] 
 
      
 
    Be clear and con­fi­dent when you count out loud. Con­fi­dence here will re­ally help you in­ter­nalise the beat. 
 
   


 
  

 Even Note Group­ings 
 
    While you count out loud with the click on two and four, play a muted down stroke on a sin­gle note or full strum while mut­ing ev­ery string.  
 
      
 
    Ex­am­ple 18a: 
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    Lis­ten ex­tremely care­fully to your play­ing in re­la­tion to the click, and no­tice whether you’re slightly ahead of, or be­hind the beat. Stay with this ex­am­ple un­til you be­come re­laxed at play­ing notes on beats one, two, three and four, as the metronome clicks on two and four. 
 
      
 
    The next stage is to sub­di­vide the 1/4 notes into 1/8th notes. Make sure you keep a steady down up down up… with the pick­ing as it will help to keep you in time.  
 
      
 
    This sounds like the fol­low­ing. 
 
      
 
    Ex­am­ple 18b: 
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    Again, lis­ten to make sure that the metronome click syncs with ev­ery third down pick. 
 
      
 
    Dou­ble up once again to start play­ing 1/16th notes. Don’t just lis­ten to the click on two and four though, fo­cus on whether the 1/16th notes are spread evenly across the beat and syn­chro­nis­ing with the click.  
 
      
 
    Ex­am­ple 18c: 
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    The pre­vi­ous ex­am­ples will take some time to get to­gether. They are hard but they are also so fun­da­men­tal to de­vel­op­ing good time so spend as long as you can in­ter­nal­is­ing them. When I’ve taken a break from gui­tar play­ing, these are the first ex­er­cises I re­turn to.  
 
   


 
  

 Triplets 
 
    The next ex­am­ple in­volves play­ing triplets. It is more dif­fi­cult, but in­trin­sic to the im­por­tant ex­am­ples that fol­low. 
 
      
 
    Be­fore you play, lis­ten to the ac­com­pa­ny­ing au­dio. Hear to how the triplets are ar­tic­u­lated with the plec­trum. There is a clear ac­cent on the first of ev­ery set of triplets. It is al­ter­nate picked and phrased in groups of three.  
 
      
 
    Ac­cent your pick­ing: DOWN up down Up down up. 
 
      
 
    Ex­am­ple 18d: 
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    As I men­tioned, this ex­am­ple is harder, but it forms a ba­sis for many of the fol­low­ing ex­am­ples. It takes pa­tience to get it right but you should start to no­tice an im­me­di­ate im­prove­ment in your rhyth­mic aware­ness and note place­ment. 
 
   


 
  

 Switch­ing Be­tween Even Note Group­ings 
 
    Once the pre­vi­ous ex­am­ples are tak­ing shape, you should move on to switch­ing be­tween dif­fer­ent rhyth­mic group­ings. This is where the real chal­lenges be­gin. 
 
      
 
    Study ex­am­ple 18e. 
 
      
 
    To de­velop more rhyth­mic con­trol, we are swap­ping be­tween 1/4 notes and 1/8th notes. As al­ways, be sure to lock in with the click.  
 
      
 
    Ex­am­ple 18e: 
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    As you de­velop more pre­ci­sion, try re­duc­ing the metronome speed to­wards 30. A de­crease of 1bpm on your metronome has the ef­fect of a 2bpm re­duc­tion in tempo.  
 
      
 
    Ex­am­ple 18f is the same idea, but we’re now mov­ing from 1/8ths to 1/16ths: 
 
      
 
    Ex­am­ple 18f: 
 
     [image: ] 
 
      
 
   


 
  

 Switch­ing from Even to Odd Note Group­ings 
 
    I be­lieve that the fol­low­ing is one of the most im­por­tant ex­am­ples in this whole book.  
 
      
 
    In ex­am­ple 18g you will learn to change be­tween 1/8th notes and 1/8th note triplets while the metronome clicks a slow two and four.  
 
      
 
    Ex­am­ple 18g: 
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    Lis­ten care­fully to the au­dio ex­am­ple be­fore you be­gin. This ex­am­ple is ex­tremely use­ful is be­cause it coun­ters our nat­u­ral ten­dency to rush into triplets and fall slightly be­hind when mov­ing to straight 1/8ths.  
 
      
 
    Play through ex­am­ple 18g and tap your foot on ev­ery beat. 
 
      
 
    While you get to grips with the rhythm, try count­ing, ¦1 & 2 & 3 & 4 & ¦1 & a 2 & a 3 & a 4 & a ¦. Keep loop­ing the ex­am­ple un­til you feel it com­ing to­gether.  
 
      
 
    When you think you’re get­ting there, try record­ing your­self play­ing against the metronome. This is of huge ben­e­fit and a fa­cil­ity that we’re lucky to have so eas­ily these days. Be an­a­lyt­i­cal and ex­tremely crit­i­cal. You will prob­a­bly no­tice that when you change into triplets you are play­ing a bit too quickly and as you move back to 1/8ths you’re a lit­tle late.  
 
      
 
    Work­ing to achieve this level of rhyth­mic pre­ci­sion has a mas­sive ef­fect on our in­ter­nal sense of time. We’re di­vid­ing a large time span in our head, (the slow two and four click) while also hav­ing to con­trol a phys­i­cal and men­tal shift be­tween play­ing even and odd group­ings. It truly is steroids for your brain’s rhyth­mic ‘mus­cle’. 
 
      
 
    If you do not cur­rently have a gui­tar teacher, prac­tise with a friend. Record your­self as of­ten as you can and be hon­est and ob­jec­tive about your ac­cu­racy. Hard work here will pay many div­i­dends in the fu­ture. Try not to get frus­trated if these ex­er­cises take a while to mas­ter, they’re not easy.  
 
      
 
    An­other com­mon rhythm change is mov­ing from triplets to straight 1/16th notes. In the fol­low­ing ex­am­ple, you will en­counter many of the same prob­lems as in ex­am­ple 18g, but if you’ve put the time into study­ing ex­am­ple 18f it won’t be too bad.   
 
      
 
    Ex­am­ple 18h: 
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    Re­mem­ber to slow the tempo down when the ex­am­ples starts to feel eas­ier.  
 
      
 
    Next, fo­cus on mov­ing be­tween straight 1/16th notes and 1/16th-note triplets. This can be a chal­lenge be­cause of the speed. Don’t for­get that a bpm of 35 on your metronome gen­er­ates a tempo of 70. Find a speed which is a good com­pro­mise be­tween tech­nique and rhyth­mic con­trol.  
 
      
 
    Ex­am­ple 18i: 
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 Ex­tended Rhyth­mic Com­bi­na­tions 
 
    The fol­low­ing ex­am­ples will be a tough test of your rhyth­mic con­trol. Al­ways record your play­ing and lis­ten back to is an­a­lyt­i­cally. 
 
      
 
    Ex­am­ple 18j: 
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    Ex­am­ple 18k: 
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 Melodic Rhythm 
 
    While it’s great to prac­tice these ex­am­ple on one note to de­velop solid time, we ob­vi­ously have to be able to ap­ply these rhythms in a melodic con­text. You al­ready know that dif­fer­ent fret­ting-hand fin­ger com­bi­na­tions have dif­fer­ent weak­nesses, so it’s vi­tal to know we can con­trol rhythm when play­ing ‘nor­mally’. To prac­tice straight 1/8th notes, we will use an A Ma­jor Scale. 
 
      
 
    Ex­am­ple 19a: 
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    With the metronome at 30bpm and click­ing on beats two and four, play ex­am­ples 18a to 18f. Ap­ply this process to all of the ex­am­ples from the Pick­ing Chap­ter of this book. The scale ex­am­ples in par­tic­u­lar will work well.  
 
      
 
    Prac­tice switch­ing be­tween even 1/8ths and triplets. 
 
      
 
    Ex­am­ple 19b: 
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    Prac­tic­ing in this way con­tex­tu­alises the rhythms that you have been study­ing into real, use­ful melodic forms and so helps to in­ter­nalise the in­for­ma­tion.  
 
      
 
   


 
  

 Riff – Solo – Riff 
 
    One of the best ways to prac­tice ‘lock­ing down’ the time of a piece is to play a sim­ple riff with a two and four metronome back­beat, and switch be­tween play­ing one bar of a riff and one bar of an im­pro­vised solo. 
 
      
 
    Most peo­ple think they can play a bit of a blues. The fol­low­ing ideas re­ally let you see how tight your time is. When this ex­am­ple was first given to me, I was shocked at just how much work I needed to do. I work on sim­i­lar ideas ev­ery day in prac­tice and still find them ben­e­fi­cial. 
 
      
 
    The key to this is start­ing ex­tremely sim­ply with your solo.  
 
      
 
    I have no­tated a sim­ple blues idea in ex­am­ple 20a. It re­volves around a re­peat­ing triplet blues riff that you should first make sure you can play in time. Be­fore at­tempt­ing the triplet solo fills, your rhythm play­ing should be per­fect. Ev­ery time you use your 3rd fin­ger to play the 4th fret, the metronome should be per­fectly synced with the move­ment.   
 
      
 
    Ex­am­ple 20a: 
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    As you start to lock in to the time and feel, start adding im­pro­vised blues lines ev­ery sec­ond bar. A cou­ple of mi­nor pen­ta­tonic ideas are shown in the pre­vi­ous ex­am­ple. It is not nec­es­sary to learn these lines, and they are not played as writ­ten on the ac­com­pa­ny­ing au­dio file; just im­pro­vise for a few beats in triplets and con­cen­trate on com­ing back to the blues riff pre­cisely in time.  
 
      
 
    It is al­ways in­ter­est­ing to see how dif­fi­cult most peo­ple find this. I sud­denly see stu­dents who were whizzing around the fret­board, start strug­gling to nail even the sim­plest of mi­nor pen­ta­tonic blues licks. Don’t be frus­trated if this hap­pens to you, see at as an op­por­tu­nity to con­sol­i­date your tech­nique and re­build from stronger rhyth­mic foun­da­tions. It doesn’t take that long to build up to the level you were play­ing at be­fore, but when you get there ev­ery­thing you play will be that much more in time and ef­fec­tive.  
 
      
 
      
 
    Here is a vari­a­tion of ex­am­ple 20a, but this time the riff is a straight-ahead rock gui­tar groove. It will help you prac­tice even 1/8ths, 1/16ths and 1/16th-note triplets.    
 
      
 
    Ex­am­ple 20b: 
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    As this is a lit­tle more in­tri­cate, check out the au­dio file to hear the rhythm if you need to.  
 
      
 
    When you be­come more ac­com­plished, try dou­bling the amount of riff and solo that you play.  
 
      
 
    Ex­am­ple 20c: 
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    Nuno Bet­ten­court from Ex­treme is a mas­ter of this kind of riff/fill idea.  
 
      
 
    A use­ful way to test your rhyth­mic con­trol is to play a con­tin­u­ous scale loop against a metronome click­ing on beats one, two, three and four and pro­gram­ming it to be silent ev­ery other bar. Not many metronomes do this, but if you have ac­cess to a se­quencer like Pro Tools, Sibelius, Cubase or Garage Band, these things are easy to pro­gram. Start with the tempo at 60bpm, and then try as­cend­ing and de­scend­ing the fol­low­ing scale idea. 
 
      
 
    Ex­am­ple 20d: 
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    The idea is to make sure that your play­ing syncs per­fectly with the click when it recom­mences af­ter the bar of si­lence. If you’re feel­ing brave you can do the same ex­am­ple with the metronome pro­grammed to sound on beats two and four be­fore hav­ing a full bar of si­lence. Keep­ing the rhythm go­ing for four beats with no click at all is an ex­cel­lent text of your rhyth­mic skill. Try this idea with triplets, 1/16th notes, 1/16th-note triplets or any com­bi­na­tion of rhythms that you can think of.  
 
   


 
  

 1/16th Note Rhyth­mic Com­bi­na­tions 
 
    The rhythms in this chap­ter are es­sen­tial vo­cab­u­lary for all gui­tarists. They form the foun­da­tion of thou­sands of rock, pop and funk riffs, and you should be able to ex­e­cute them per­fectly. They re­ally are es­sen­tial to your tech­ni­cal de­vel­op­ment. To learn them, study the fol­low­ing ex­am­ples. In par­tic­u­lar, pay care­ful at­ten­tion to the pick­ing pat­tern: 
 
      
 
    Ex­am­ple 21a: 
 
      
 
    [image: ] 
 
      
 
    Ob­vi­ously, this is a sim­ple case of al­ter­nate pick­ing through­out. How­ever, I draw your at­ten­tion to it be­cause it is the ba­sis of the fol­low­ing im­por­tant con­cepts. Let’s see what hap­pens when vary this rhythm by miss­ing out some of the picks in each four-note group­ing. 
 
      
 
    Study the fol­low­ing: 
 
      
 
    Ex­am­ple 21b: 
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    In ex­am­ple 21b, I tied to­gether the first two notes of each four in the first bar. In mu­si­cal terms this means play the first note, and hold it for the value of the sec­ond.  
 
      
 
    In other words, pick the first note, hold it for the value of the sec­ond and the next pick is on the third note.  
 
    Ty­ing two 1/16th notes to­gether in this way cre­ates a sin­gle 1/8th note.  
 
      
 
    The sec­ond bar shows ex­actly the same rhythm as the first, it’s just writ­ten in an eas­ier way to un­der­stand.  
 
      
 
    Look at the pick­ing di­rec­tions along the bot­tom line. As we have re­moved the sec­ond note from the rhythm, we sim­ply re­move the sec­ond pick, (the up-pick) from the se­quence.  
 
      
 
    Ex­e­cut­ing the rhythm in this way gives us an ex­tremely con­sis­tent method by which to con­trol our tim­ing. Lis­ten to the ac­com­pa­ny­ing au­dio ex­am­ple to hear this played. 
 
      
 
    In a sim­i­lar way to the pre­vi­ous ex­am­ple, ex­am­ple 21c ties to­gether the sec­ond and third notes of each four-note group­ing: 
 
      
 
    Ex­am­ple 21c: 
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    Again, the rhythm in the sec­ond bar is iden­ti­cal to the one in the first.  
 
      
 
    Play this by miss­ing out the third pick, (a down) in each group of four. Play along with the au­dio ex­am­ple un­til you have this in­ter­nalised.  
 
      
 
    The fi­nal com­bi­na­tion is shown be­low.  
 
      
 
    Ex­am­ple 21d: 
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    Now we omit the fi­nal pick of each beat. The pick­ing is Down up down. Down up down… 
 
      
 
    Let’s see what hap­pens when we some of these new rhyth­mic pos­si­bil­i­ties. 
 
    Ex­am­ple 22a: 
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    I’ve added a 1/4 note on beat four to give your pick­ing hand a lit­tle bit of a rest be­tween each re­peat.  
 
      
 
    To play the pre­vi­ous rhythm, break each beat down into its in­di­vid­ual pick­ing pat­tern: 
 
      
 
    Down. Down Up 
 
    Down up. Down 
 
    Down up. Up 
 
    Down 
 
      
 
    Say the above pick­ing rhythms out-loud and in time with a click at 60bpm to in­ter­nalise each one be­fore you play it. Lis­ten to the au­dio ex­am­ple to help you. 
 
      
 
    Try that rhythm with some muted power chords to cre­ate some in­stant Metal­lica-style riffs! 
 
      
 
    Ex­am­ple 22b: 
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    Here are some more pick­ing pat­terns to get you started, they all work great as funk, rock or fu­sion rhythm pat­terns.  
 
      
 
    Ex­am­ple 22c: 
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    Ex­am­ple 22d: 
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    Ex­am­ple 22e: 
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    As with ex­am­ple 22b, try mak­ing riffs or so­los out of each line. You could, for ex­am­ple, try run­ning scales, in­ter­vals, tri­ads or arpeg­gios with the  rhythms in this sec­tion. Here’s an ex­am­ple that uses the rhythm from ex­am­ple 22a on an as­cend­ing A Ma­jor scale. 
 
      
 
    Ex­am­ple 22f: 
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    If you prac­tice the above ex­er­cise with econ­omy pick­ing you im­me­di­ately break the ‘down up down up’ rule of this chap­ter when you change string. By econ­omy pick­ing, you work on your in­ter­nal clock and stop re­ly­ing on pick­ing pat­tern to ex­e­cute the line prop­erly.  
 
   


 
  

 Legato 
 
    Legato means ‘in a smooth and flow­ing man­ner’. In mu­sic, this means the slur­ring of one note into the next with­out a dis­cernible gap, or at­tack be­tween suc­ces­sive notes.  
 
      
 
    Legato on the gui­tar is gen­er­ally han­dled in one of three ways; 
 
      
 
    Left hand ham­mer-ons 
 
    Left hand pull-offs 
 
    Right Hand tap­ping 
 
      
 
    This sec­tion ex­am­ines ham­mer-ons, pull-offs and the unique rhyth­mic chal­lenges they present us with, due the nat­u­ral phys­i­ol­ogy of our hands. 
 
      
 
    Legato is an es­sen­tial tech­nique on the gui­tar as it not only re­duces the per­cus­sive ‘click’ of the plec­trum on the strings, it also al­lows us to play ex­tremely quickly by cut­ting out one of the main ob­sta­cles to speed; pick­ing. The chal­lenge though, is to play rhyth­mic group­ings ac­cu­rately. Rhyth­mic ac­cu­racy is more dif­fi­cult when play­ing legato for two main rea­sons: 
 
      
 
    We can no longer rely on the plec­trum to ‘keep time’ for us. 
 
      
 
    Se­quen­tial notes on the same string tend to rush into each other, while pick­ing across string changes can fall be­hind the beat. 
 
      
 
    The rea­son that notes on the same string rush into each other is largely down to the phys­i­ol­ogy of our hands. When you drum your fin­gers on a ta­ble top, there is no nat­u­ral ten­dency for them to fall into per­fect 1/8th or 1/16th notes, (for ex­am­ple). That ‘run­ning to­gether’ of your fin­gers is what we must con­trol as we be­gin to work on a solid legato style. 
 
   


 
  

 Ba­sic Ex­am­ples 
 
      
 
    Let’s be­gin by ex­am­in­ing the ham­mer-on.  
 
      
 
    No­ta­tion:  
 
      
 
    [image: ] = Pick  
 
      
 
    [image: ] = Slur (Ham­mer-on or Pull-off) 
 
      
 
    Ex­am­ple 23a: 
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    Be­gin with your 1st fin­ger play­ing the 5th fret on the B string. Pick it hard and then ham­mer your 2nd fin­ger down onto the 6th fret. Make sure the 1st fin­ger stays down. Now ham­mer your 4th fin­ger onto the 8th fret while keep­ing your 2nd fin­ger down on the 6th.  
 
      
 
    Lis­ten to the au­dio ex­am­ple to hear how clean this should sound. When prac­tic­ing the ideas in this chap­ter, do not use any dis­tor­tion on your amp be­cause it will com­press the sound and hide any mis­takes or weak­nesses.  
 
      
 
    We can re­verse the pre­vi­ous idea to work on pull-offs: 
 
      
 
    Ex­am­ple 23b: 
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    This time, start with all three fin­gers on the B string. Pick the first note and then roll/flick your fin­gers down­wards off the strings to make each suc­ces­sive note sound. Em­pha­sise vol­ume and strength. If you ac­ci­dently make the ad­ja­cent string ring with your pull-off don’t worry for now, it’ll clean it­self up as you de­velop more con­trol. 
 
      
 
    Let’s com­bine the two pre­vi­ous ex­am­ples: 
 
      
 
    Ex­am­ple 23c: 
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    Again, pick only the first note and con­cen­trate on vol­ume and power. En­sure your fin­gers are bent and that you play on the tips. Any noise com­ing from the ad­ja­cent 1st string should be muted by the pad of your 1st fin­ger. 
 
      
 
    When you can play the pre­vi­ous ex­am­ple through eight times, try loop­ing it. 
 
      
 
    Ex­am­ple 23d: 
 
      
 
    [image: ] 
 
      
 
    Only pick the first note once, how­ever many re­peats you man­age. Try to keep the mo­men­tum go­ing with the strength in your left hand.  
 
      
 
    Fret spac­ings de­crease as you as­cend the neck so you may find your hand po­si­tion chang­ing.  Also, try the same ex­am­ple played as triplets or 1/16th notes: 
 
      
 
    Ex­am­ple 23e is an ex­cel­lent one to de­velop fret­ting hand con­trol.  
 
      
 
    Ex­am­ple 23e: 
 
      
 
    [image: ] 
 
      
 
    For now, your tar­get should be to play ex­am­ple 23e at 60bpm. If you can go faster, that’s great, but lis­ten to the gaps be­tween the notes to make sure they’re not rushed or fall­ing be­hind the beat.  
 
      
 
    Try slow­ing the above ex­am­ple down to 35 bpm. You will re­ally have to con­trol your fin­gers to keep the notes even.  
 
   


 
  

 Legato With All Four Fin­gers 
 
    The next ex­am­ple de­vel­ops con­trol of all four fin­gers of the fret­ting hand. As al­ways, only pick the first note of each group. 
 
      
 
    Ex­am­ple 24a: 
 
      
 
    [image: ] 
 
      
 
    Try the pre­vi­ous ex­am­ple at 50 bpm. Make sure ev­ery ham­mer-on is ac­cen­tu­ated on the beat.  
 
      
 
    Once again move this ex­am­ple onto dif­fer­ent strings and frets. Try the ex­am­ple on frets 1-4 and you will no­tice a big in­crease in the dif­fi­culty.   
 
      
 
    Now go back and at­tempt some of the ear­lier fin­ger per­mu­ta­tion ex­am­ples in the first chap­ter, but now only pick the first note on each string. Here’s one ex­am­ple.  
 
      
 
    Ex­am­ple 24b: 
 
      
 
    [image: ] 
 
      
 
    Most of the ex­er­cises in the pick­ing sec­tion of this book can be re-writ­ten as legato work­outs, so be cre­ative with your prac­tice. 
 
      
 
    This fin­ger strength ex­am­ple  you saw in sec­tion one is great to re­visit as a legato ex­er­cise. 
 
      
 
    Only pick the first note on each string. Aim to play this ex­am­ple at 80bpm and if you en­counter any pain or dis­com­fort, stop play­ing im­me­di­ately and con­sult a spe­cial­ist.   
 
      
 
    Ex­am­ple 24c: 
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 Speed­ing up the Fret­ting Hand 
 
    The trick to de­vel­op­ing legato speed is to do it in lit­tle bursts. In­stead of go­ing ‘all out’ to play as fast as pos­si­ble for as long as pos­si­ble, bring speed into your play­ing in short sec­tions. This ex­am­ple, with the tempo set to 100bpm, should sort out the ma­jor­ity of tech­nique ‘brick walls’ 
 
      
 
    Ex­am­ple 25a: 
 
      
 
    [image: ] 
 
      
 
    To keep your rhythm even, fo­cus on lock­ing ev­ery note on the 7th fret into the click.  
 
      
 
    Keep speed­ing this ex­am­ple up by 8bpm in­cre­ments. Speed­ing up in the fol­low­ing way:  
 
      
 
    1)    Set the metronome to, (in this case) 100 bpm and record your­self play­ing through the ex­am­ple four times. 
 
      
 
    2)    Lis­ten to or watch your record­ing. If the notes are evenly spaced across the beat, in­crease the metronome by 8bpm. It is im­por­tant that you’re hon­est with your­self here. 
 
      
 
      
 
    3)    If you get to 140 bpm, halve the metronome speed to 70, and dou­ble up the speed of your notes so you are now play­ing 1/16th notes: 
 
      
 
    4)    Re­peat the steps one and two un­til you find a point at which you’re ei­ther strug­gling to play the ex­am­ple, or the rhythm starts to break down.  
 
      
 
      
 
    5)    Re­duce the metronome speed by 20% and sin­gle out the spe­cific part of the ex­am­ple you can’t do. What­ever it hap­pens to be, iso­late it and prac­tice that part only.  
 
      
 
    6)    In­crease the metronome speed by 40bpm and con­tinue to play only the part of the ex­am­ple you’re strug­gling with. This should be nearly im­pos­si­ble, but try to do it a few times. Don’t worry about per­fect tim­ing, just try to tar­get the clicks on the metronome.  
 
      
 
      
 
    7)    Now try com­plet­ing the full cy­cle of notes in the above ex­am­ple at the higher speed. This will be al­most im­pos­si­ble, but try it a few times even if you don’t make it.  
 
      
 
    8)    Fi­nally, set the metronome to 5 bpm be­low where you ini­tially got stuck and con­tinue with the ex­am­ple, in­creas­ing the bpm by 8 beats each time. 
 
      
 
   


 
  

 Speed While Chang­ing Strings 
 
    The ex­am­ples in this chap­ter de­velop speed and co­or­di­na­tion for string changes on legato runs. 
 
      
 
    Through­out the ex­am­ples, pick only the first note on each new string. Also, omit the first pick on each sub­se­quent re­peat of the ex­am­ple, as you have al­ready picked the first note on that string at the end of the sec­ond bar.  
 
      
 
    Re­peat each ex­am­ple as many times as pos­si­ble with your metronome set on 80bpm 
 
      
 
    Ex­am­ple 25b: 
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    Ex­am­ple 25c: 
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    Ex­am­ple 25d: 
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 Legato Ro­ta­tions 
 
    In this sec­tion, we will re­visit the pick­ing ex­am­ples from ex­am­ples 7a-7h. How­ever, this time we will use them as legato ex­er­cises to en­sure our fin­gers can con­trol the rhyth­mic di­vi­sions per­fectly from ev­ery point in the ro­ta­tion. Let’s look at what was ex­am­ple 7a: 
 
      
 
    Ex­am­ple 26a: 
 
      
 
      
 
    [image: ] 
 
      
 
    As you can see, most of the picks have been re­moved. We still obey the rules of econ­omy pick­ing, but now we only pick when we change string.   
 
      
 
    As men­tioned pre­vi­ously, the ten­dency with legato is to bunch to­gether notes played con­sec­u­tively on the same string, and fall slightly be­hind when chang­ing string. For ex­am­ple, in the above ex­am­ple I would ex­pect stu­dents to rush ‘8, 6, 5,’ and ‘5, 6, 8’ and fall be­hind on a string change. 
 
      
 
    Set your metronome to 50bpm and play ac­cu­rately through the above ex­am­ple. Only pick the string changes and lis­ten care­fully to how your notes sync with the metronome. Play­ing slowly through this ex­am­ple at first re­ally height­ens your aware­ness of your rhythm in re­la­tion to the pulse. 
 
      
 
    Lis­ten­ing is the most im­por­tant part of this ex­am­ple. Check out the au­dio ex­am­ple and lis­ten to how I sync with the click. 
 
      
 
    To cor­rect the nat­u­ral phys­i­o­log­i­cal ten­den­cies to rush ham­mer-ons and pull-offs, it is ex­tremely im­por­tant to look at this ex­am­ple as a ro­ta­tion, and be­gin from ev­ery note in the se­quence as we did in the pick­ing chap­ter.   
 
      
 
    The sec­ond ro­ta­tion throws up a chal­lenge. 
 
      
 
    Ex­am­ple 26b: 
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    This is the same se­quence of notes as ex­am­ple 26a. This time, how­ever we be­gin from the sec­ond note of the se­quence.  
 
    Your 4th fin­ger plays the first note (8) on beat one. When you play it again af­ter the re­peat, it is pre­ceded by a ‘5’, on the string above it. This change from beat ‘four-and’ to beat one is one of the most com­mon weak­nesses that I see in stu­dents. Learn­ing to con­trol a string change from a higher to a lower string, while land­ing on the beat with your 4th fin­ger, is an es­sen­tial les­son in legato tim­ing.  
 
      
 
    One of the main fac­tors mak­ing the ex­am­ple dif­fi­cult is that you have two picks to­gether, sand­wiched by a legato sec­tion 
 
      
 
    Play through the ex­am­ple start­ing at 50bpm and grad­u­ally re­duce the metronome speed by 5bpm ev­ery time you start to be­come ac­cu­rate with your tim­ing. As you slow down you will de­velop more and more con­trol.  
 
      
 
    When you can play the ex­am­ple at 30bpm, be­gin speed­ing up the metronome in the nor­mal way. 
 
      
 
    Vir­tu­ally ev­ery ro­ta­tion of this ex­am­ple throws up a new tech­ni­cal chal­lenge. They all cen­ter on con­trol­ling your rhythm as you switch be­tween pick­ing and legato dur­ing string changes. 
 
      
 
    The com­plete se­ries of ro­ta­tions for this ex­am­ple are as fol­lows: 
 
      
 
    Ex­am­ple 26a: 
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    Ex­am­ple 26b: 
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    Ex­am­ple 26c: 
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    Ex­am­ple 26d: 
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    Ex­am­ple 26e: 
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    Ex­am­ple 26f: 
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    Ex­am­ple 26g: 
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    Ex­am­ple 26h: 
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    These ex­am­ples look de­cep­tively sim­ple. They’re not! Each one throws up a unique chal­lenge.  
 
      
 
    In par­tic­u­lar, study,  
 
      
 
    Ex­am­ple 26b: Lit­tle fin­ger on the beat. 
 
    Ex­am­ple 26d: Three picks to­gether. 
 
    Ex­am­ple 26b: Lit­tle fin­ger on the beat. 
 
    Ex­am­ple 26g: Beat one in the mid­dle of a legato se­quence. 
 
    Ex­am­ple 26h: Quick changes be­tween 1st and 4th fin­gers on dif­fer­ent strings. Three picks to­gether. 
 
      
 
    Work slowly, but when you feel as­sured of your rhythm and time, in­crease the metronome by 8bpm. Use the speed­ing-up meth­ods de­tailed ear­lier in this book if you get stuck. When you get to 120bpm, set the metronome to 60bpm and con­tinue in 1/16th notes: 
 
      
 
    Ex­am­ple 26a (played as 1/16th notes): 
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    It might seem odd, but the most pow­er­ful tool you have is your foot. Al­ways tap your foot to help you place the notes on the beat, es­pe­cially when you’re play­ing at higher speeds.  
 
      
 
    Prac­tice this with the other com­mon scale loops from the pick­ing sec­tion of this book. 
 
      
 
    Ex­am­ple 27a: 
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    Ex­am­ple 27b: 
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    The same ap­proach ap­plies to the 1/16th-note triplet ro­ta­tions you have al­ready stud­ied. Only the first ro­ta­tion of each ex­am­ple is shown: 
 
      
 
    Ex­am­ple 28a: 
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    Ex­am­ple 28b: 
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    Ex­am­ple 28c: 
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    Ex­am­ple 28d: 
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    Ex­am­ple 28e: 
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    Re­mem­ber, you can al­ways add in ob­sta­cles such as string skips to help you speed up. 
 
   


 
  

 Legato With Open Strings  
 
    Legato, with pull-offs to open strings, is a com­mon and use­ful tech­nique. It is em­ployed to great ef­fect by many gui­tarists. A fan­tas­tic ex­am­ple is Joe Sa­tri­ani’s Sum­mer Song at around 01:55.  
 
      
 
    To work on our open-string tech­nique we will study the fol­low­ing idea.  
 
      
 
    Ex­am­ple 29a: 
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    The chal­lenges in the above ex­am­ple lie in two ar­eas: 
 
      
 
    
    	 Ac­ci­dently sound­ing the 1st string when you do a pull-off,  
 
    	 Build­ing strength with the 1st / 4th fin­ger com­bi­na­tion.  
 
   
 
      
 
    As this is as a legato ex­am­ple, pick only the first note of the se­quence; the open ‘B’ string. From that point, ev­ery sin­gle note should be ham­mered on from ‘noth­ing’ by the left hand or pulled off back to the open string.  
 
      
 
    At first, it is okay to sac­ri­fice ac­cu­racy for strength if you have never played in this style be­fore. You may have to ham­mer-on harder than you think you need. Ev­ery ham­mer-on should be as loud as the first ini­tial pick. 
 
      
 
    When you pull-off, re­ally give it some en­ergy. You might catch the open ‘E’ string at first but for now, strength and vol­ume are more im­por­tant.  
 
      
 
    Build speed and stamina over a pe­riod of a few days. As you con­tinue to de­velop strength, con­cen­trate on mak­ing the move­ments of your fret­ting fin­gers smaller while re­tain­ing the vol­ume of each note. Each legato note should be as loud as the first ini­tial pick.  
 
    If you keep catch­ing the open ‘E’ string by ac­ci­dent, try rolling your fret­ting hand slightly round the neck so that your fin­gers move to­wards you. The side of your in­dex fin­ger should al­ways be in light con­tact with the bot­tom of the neck. If you are do­ing this cor­rectly, the flesh of the in­dex fin­ger will be in con­tact with the high ‘E’ string and keep it muted. 
 
      
 
    When you’re ready, add some dis­tor­tion and con­cen­trate on keep­ing each note clean.  
 
      
 
    The next part of the ex­er­cise tests you by jump­ing around the neck a bit more: 
 
      
 
    Ex­am­ple 29b: 
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    This gives you the op­por­tu­nity to work on the strength and ac­cu­racy of your 1st and 2nd fin­gers over larger in­ter­vals. Ap­proach it in the same way as ex­am­ple 29a. 
 
      
 
    The fol­low­ing G Mi­nor Blues scale idea is a great ex­er­cise for com­bin­ing open string picks and open string pull-offs. Pay at­ten­tion to the pick­ing. The picked notes cre­ate a polyrhyth­mic feel by ar­tic­u­lat­ing un­usu­ally placed notes and sounds ex­cel­lent when sped up. 
 
      
 
    Ex­am­ple 29c: 
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    See if you can con­tinue the above idea up the neck into the sec­ond oc­tave. 
 
      
 
    An ex­ten­sion of the above ex­am­ple could in­volve dou­ble pull-offs for an even more un­usual ef­fect, ala Joe Sa­tri­ani: 
 
      
 
    Ex­am­ple 29d: 
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 Us­ing Two- and Three-note-per-string Scales 
 
    Be­fore we look at the ap­pli­ca­tion of the ‘clas­sic’ three-note-per-string legato runs pop­u­larised in the ‘70s and ‘80s, I be­lieve it is im­por­tant to take a look at modal scale shapes that use both two-, and three-note-per-string com­bi­na­tions. By learn­ing legato fin­ger­ings across scales with dif­fer­ent num­bers of notes on each string, you will quickly im­prove the rhyth­mic con­trol of your fret­ting hand. 
 
      
 
    Re­mem­ber, cer­tain fin­ger­ing com­bi­na­tions will be stronger than oth­ers and the ten­dency will be to rush the 3 note groups and fall be­hind the tech­ni­cally more chal­leng­ing two-note group­ings.  
 
      
 
    Be­gin by mem­o­ris­ing each shape as a sep­a­rate en­tity be­fore us­ing the metronome. Start at what­ever speed is com­fort­able, nor­mally about 60bpm if you’re play­ing 1/16th notes and don’t worry too much about spe­cific fin­ger­ings for scales.  
 
      
 
    Work on only one scale shape at a time, for ex­am­ple, for the first week you might work on shape 1, the sec­ond week, shape 2 etc.  
 
      
 
    The first stage is to get con­fi­dent as­cend­ing and de­scend­ing each shape with good rhythm. Pick­ing only the first note on each string, you should be able to ex­e­cute these shapes in 1/16th notes with­out any rhyth­mic de­vi­a­tion as you change from a two-, to a three-note group­ing across the strings. To be­come se­cure of this, try play­ing the shapes in 1/8th notes at 40bpm. 
 
      
 
    The fol­low­ing scales are writ­ten out as modes of G Ma­jor. 
 
      
 
    Ex­am­ple 30a: Shape 1 
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    Ex­am­ple 30b: Shape 2 
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    Ex­am­ple 30c: Shape 3 
 
      
 
    [image: ] 
 
      
 
      
 
    Ex­am­ple 30d: Shape 4 
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    Ex­am­ple 30e: Shape 5 
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    As you be­gin to de­velop more con­trol across all six strings, ap­ply some of the 1/16th note rhyth­mic sub­di­vi­sion ideas from ear­lier.  
 
   


 
  

 Three-Note-Per-String Scales 
 
    You may al­ready know that the scales in the pre­vi­ous chap­ter can be ar­ranged as seven, three-note-per-string scale shapes. These are com­monly used for fast, 1/16th-note triplet runs, al­though you should def­i­nitely learn them as straight 1/16ths to de­velop yet more con­trol in your fret­ting hand. Here are a few of the more com­monly used, three-note-per-string scale shapes. 
 
      
 
    These pat­terns should be learned in the same way as in pre­vi­ous sec­tions. Strive for rhyth­mic per­fec­tion and strong, clear notes while you ex­plore in­ter­val skips, scales pat­terns, tri­ads and arpeg­gios.  
 
      
 
    The fol­low­ing are for ref­er­ence only and not in­cluded as au­dio ex­am­ples: 
 
      
 
    Ex­am­ple 31a: 
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    Ex­am­ple 31b: 
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    Ex­am­ple 31c: 
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    Ex­am­ple 31d: 
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    Ex­am­ple 31e: 
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    Ex­am­ple 31f: 
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    Ex­am­ple 31g: 
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 Three-Note-Per-String Pat­terns and Frag­ments 
 
    If you lis­ten to the ma­jor­ity of 1980’s shred gui­tarists, a large pro­por­tion of the fast runs they play are de­rived from three-note-per-string pat­terns. Some of the ideas sound a lit­tle dated now, but they are an im­por­tant part of the rock gui­tar vo­cab­u­lary. These kinds of pat­terns are vir­tu­ally lim­it­less, but the ma­jor­ity rely on con­sis­tent, sim­ple, fin­ger­ing and reg­u­lar rhyth­mic phras­ing. 
 
      
 
    While most of the fin­ger­ing on the fret­board is fairly straight­for­ward, some pat­terns can be ex­tremely awk­ward to fin­ger across strings or po­si­tion shifts. In the past when I have tran­scribed these ideas, if some­thing is very dif­fi­cult to play, it is nor­mally be­cause I have been placed it in the wrong po­si­tion on the neck. If you find an area of the neck where a pat­tern is par­tic­u­larly dif­fi­cult, avoid it and play some­where else!  
 
      
 
    Here are some legato (or picked) pat­terns you should know. I have writ­ten out the essence of the idea but it will be more ben­e­fi­cial to you to learn to ap­ply each idea in a dif­fer­ent area of the neck by your­self. 
 
      
 
    Ex­am­ple 32a: 
 
      
 
    [image: ] 
 
      
 
    Ex­am­ple 32b: 
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    Ex­am­ple 32c: 
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    Ex­am­ple 32d: 
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    Ex­am­ple 32e: 
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    Ex­am­ple 32f: 
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    Ex­am­ple 32g: 
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    Ex­am­ple 32h: 
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 Legato on Sin­gle Strings 
 
    As­cend­ing or de­scend­ing the neck us­ing legato pat­terns on sin­gle strings is a vi­tal tool that aids melodic con­tin­u­a­tion of an idea. It is an ex­tremely use­ful tool for po­si­tion shift­ing and helps cre­ate those mod­ern lines which seem to as­cend for­ever.  
 
      
 
    The trick is to give se­ri­ous con­sid­er­a­tion to the fin­ger with which we po­si­tion-shift. In the fol­low­ing ex­am­ples pay care­ful at­ten­tion to the no­tated fin­ger­ing. Also, a vi­tal part of the ex­am­ple is to keep the sound ring­ing as you slide be­tween po­si­tions. Keep firm con­tact be­tween the fin­ger­tip and the string and slide as hard as you can.  
 
      
 
    Ex­am­ple 33a: 
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    Ex­am­ple 33b: 
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    Ex­am­ple 33c: 
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    Ex­am­ple 33d: 
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    Try these ex­am­ples on ev­ery string to make sure you can do them with­out hit­ting the ones ad­ja­cent. Also, these ex­am­ples are writ­ten out in the key of G. Try them in as many other keys as you can.  
 
   


 
  

 Ex­pres­sive Tech­niques 
 
    This sec­tion goes back to the premise that you are what you prac­tice. If you only play tech­ni­cal, pat­tern-based ex­er­cises, your mu­sic will come across as cold and clin­i­cal. Your au­di­ence re­sponds more deeply to emo­tion and feel in mu­sic, than dis­plays of sheer tech­ni­cal prow­ess[6], so con­vey­ing the pas­sion and en­ergy you feel is es­sen­tial.  
 
      
 
    Of course, this is a dif­fi­cult thing to teach; I can’t just reach down into your soul and pull out your feel­ings! What I can show you here are the mu­si­cal tech­niques that of­ten go hand in hand with more emo­tive play­ing.  
 
      
 
    Re­mem­ber that the most emo­tive play­ers, (to my mind at least), are never the ones that play ev­ery­thing per­fectly from a tech­ni­cal point of view. They are the ones who throw their heart and soul into the mu­sic. The odd tech­ni­cal flaw is more than made up for with a ju­di­cious use of dy­nam­ics and phras­ing.  
 
      
 
    Once again, how much tech­nique do you need? Don’t you think you should be spend­ing your time ac­tu­ally mak­ing your mu­sic con­nect with your au­di­ence? 
 
   


 
  

 Vi­brato 
 
    In my opin­ion, vi­brato is the most im­por­tant ex­pres­sive ef­fect. It gives your phrases a vo­cal qual­ity and makes your mu­sic sing. There are many types, but here we will fo­cus on just two, ax­ial, and ra­dial.  
 
      
 
    Ax­ial vi­brato is when you quickly and re­peat­edly pull the string slightly sharp, par­al­lel to the gui­tar string.  
 
      
 
    Ra­dial vi­brato is more sim­i­lar to string bend­ing; your wrist moves in a di­rec­tion per­pen­dic­u­lar to the gui­tar string, us­ing a fin­ger as a pivot on the un­der­side of neck. This is more dif­fi­cult, but it does give ex­tremely worth­while re­sults.  
 
      
 
    Ax­ial Vi­brato 
 
      
 
    To cre­ate ax­ial vi­brato, you sim­ply press firmly on a fret­ted note and, mak­ing sure your wrist is soft, move your wrist quickly back­wards and for­wards par­al­lel to the neck of the gui­tar. Of­ten, your thumb will quickly re­lease from the back of the neck to help with the speed of the wrist move­ment. This move­ment, com­bined with the pres­sure you place with your fin­ger­tip re­peat­edly pulls the string slightly sharp be­fore re­leas­ing. This is an easy tech­nique that gives life and dy­nam­ics to your mu­sic when­ever there is a longer, sus­tained note.  
 
      
 
    Ax­ial vi­brato is a sub­tle ef­fect, and it is im­por­tant to prac­tice it with each fin­ger of the fret­ting hand. It is much harder to pro­duce good vi­brato with the 4th fin­ger than the 1st. 
 
      
 
    Here is one ex­er­cise to help you de­velop ef­fec­tive ax­ial vi­brato: 
 
      
 
    Ex­am­ple 34a:  
 
      
 
    [image: ] 
 
      
 
    Try re­mov­ing your thumb from the back of the gui­tar neck to al­low your wrist to move more quickly and evenly. 
 
      
 
    Prac­tice mov­ing be­tween slow to fast and back to slow vi­brato for added ef­fect. This is demon­strated in au­dio ex­am­ple 34a part 2.  
 
      
 
    Try the above ex­am­ple in dif­fer­ent ar­eas of the gui­tar neck and on dif­fer­ent strings. They all feel dif­fer­ent and re­quire dif­fer­ent types of con­trol.  
 
      
 
    Add this kind of vi­brato to any mu­si­cal phrases or licks that you know. Take into ac­count the tempo and groove of the song; you might want to sync your vi­brato into 1/8th, 1/16th or 1/32 notes. 
 
      
 
    Ra­dial Vi­brato 
 
      
 
    Ra­dial vi­brato is a more dif­fi­cult tech­nique; it cre­ates much wider vi­brato which can of­ten be up to a tone wide. Some gui­tarists go as far as to add vi­brato which is a tone and a half wide when play­ing hard rock and fu­sion. 
 
      
 
    With ra­dial vi­brato we must greatly al­ter the po­si­tion of the hand on the gui­tar neck so that we can bend the de­sired note up and down quickly. This in­volves us­ing the out­side part of the fin­ger on the string, (so that your fin­ger­nail points straight down the neck to­wards you), and us­ing the first fin­ger as a lever or pivot against the un­der­side of the neck to aid quick, re­peated bends. 
 
      
 
    If you imag­ine your wrist turn­ing a door knob, or the Queen of Eng­land wav­ing, you will get the idea. 
 
      
 
    Ra­dial vi­brato is an in­di­vid­ual tech­nique which tends to be unique to each gui­tarist, how­ever I will de­scribe the method by which I get the best re­sults. You may want to al­ter the fol­low­ing steps which ap­ply to vi­brato on the 1st fin­ger as you see fit. The ul­ti­mate goal is to achieve the abil­ity to ex­e­cute tone wide vi­brato with each fin­ger of the fret­ting hand.  
 
      
 
    1)    Play and hold the de­sired note. Try play­ing the 7th fret on the 3rd string, with your 1st fin­ger. 
 
      
 
    2)    Roll your wrist away from you, so in­stead of play­ing the note with the tip of the 1st fin­ger you are play­ing on its side. Push­ing your el­bow out away from you will help with this. 
 
      
 
      
 
    3)    The nail of your first fin­ger should now be point­ing straight down the string to­wards you. 
 
      
 
    4)    Push your 1st fin­ger up, into the un­der­side of the neck. It should con­nect with the neck just be­low the knuckle clos­est to your palm. 
 
      
 
      
 
    5)    Let your thumb creep over the top of the neck and re­lax your wrist, so your un­used fin­gers fall and fan out slightly. 
 
      
 
    6)    Us­ing your al­ready-placed 1st fin­ger as a pivot, turn your wrist away from you to bend the string down to­wards the floor, pulling it slightly sharp.  
 
      
 
      
 
    7)    Re­lax the pres­sure in your wrist and hand to let the string re­lease back to its start­ing po­si­tion. 
 
      
 
    8)    Re­peat this as many times as you can.  
 
      
 
    At first you won’t move the string far and it may be­come sore on the side of your fin­ger quite quickly. When this hap­pens take a break.  
 
      
 
    As you get stronger and your skin be­comes tougher, you will be able to move the string fur­ther and more quickly. The key to all this, is to al­ways use the side of the fin­ger, and al­ways have a piv­ot­ing fin­ger un­der the neck.  
 
      
 
    I like to build re­dun­dancy into my play­ing, so I spend time prac­tic­ing bend­ing the string much fur­ther than I would ever re­al­is­ti­cally use. If you can work your way up to a tone-and-a-half vi­brato then you’re do­ing well. In my play­ing, I nor­mally aim for a semi-tone.  
 
      
 
    The fol­low­ing ex­am­ples will help you de­velop vi­brato strength, depth and speed on all fin­gers.  
 
      
 
    Ex­am­ple 34b: 1st fin­ger. 
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    Ex­am­ple 34c: 2nd fin­ger. 
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    Ex­am­ple 34d: 3rd fin­ger. 
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    Ex­am­ple 34e: 4th fin­ger. 
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    It is dif­fi­cult and un­usual to place the 4th fin­ger on its side in the same man­ner as the other fin­gers. You should still roll it slightly, but use your other fin­gers placed on the string be­hind to add strength and sup­port.   
 
      
 
    Vi­brato is a dif­fi­cult tech­nique that may take longer to de­velop than the other skills in this book. Try to spend five min­utes ev­ery day work­ing on your depth, speed and co­or­di­na­tion with each fin­ger. Try the ideas in this sec­tion over dif­fer­ent string group­ings, and in dif­fer­ent po­si­tions on the gui­tar. Vi­brato is much more dif­fi­cult to­wards the lower frets. 
 
   


 
  

 Bend­ing 
 
    Bend­ing notes with per­fect in­to­na­tion is a skill that re­ally sets the pro­fes­sion­als apart from am­a­teurs. Aside from good rhythm, de­vel­op­ing per­fect in­to­na­tion is a pri­or­ity for all my stu­dents when they start play­ing gui­tar. Noth­ing ru­ins a good solo more than an out-of-tune bend.  
 
      
 
    Once again, it is vi­tal that we learn to bend ac­cu­rately with each fin­ger, and your 2nd, 3rd and 4th fin­gers should be ca­pa­ble of ex­e­cut­ing up to a one-and-a-half tone bend. 
 
      
 
    To bend a note on the gui­tar you should al­ways sup­port the bend­ing fin­ger with any spare fin­gers be­low it. In other words, if you are bend­ing a note on the 3rd string, 7th fret with your 3rd fin­ger, your 2nd fin­ger (if not also your 1st) should also be on the string to add power and con­trol.  
 
      
 
    The idea be­hind all the ex­am­ples in this chap­ter is to play a ref­er­ence note, de­scend the string a few frets and then bend per­fectly back up to the ref­er­ence. Treat this as an au­ral ex­am­ple; you are lis­ten­ing for the bent note to sound ex­actly like the ref­er­ence pitch.  
 
      
 
    Try the fol­low­ing three ex­am­ples with dif­fer­ent fin­gers on each bend. Go through each line four times. First, bend with your 1st fin­ger, then your 2nd etc. Don’t worry about bend­ing with your 1st fin­ger for the tone-and-a-half bends, it is un­nec­es­sary to de­velop that kind of power right now.  
 
      
 
    Ex­am­ple 35a: Semi­tone bends. 
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    Ex­am­ple 35b: Tone bends. 
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    Ex­am­ple 35c: Tone-and-a-half bends. 
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    Be­gin by bend­ing each note very slowly to pitch. this will give you time to hear if you are in tune. It will also de­velop strength and con­trol in your fin­gers.  
 
      
 
    Grad­u­ally speed up the rate at which you bend to the tar­get note. If you can hit it per­fectly with an im­me­di­ate, fast bend you know you have it.  
 
   


 
  

 Pre-bends 
 
    A pre-bend is es­sen­tially a bend in re­verse. You bend the note to the de­sired pitch be­fore pick­ing it and re­leas­ing the bend. Pre-bends are no­tated like this: 
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    To prac­tice this ex­pres­sive tech­nique, go back through ex­am­ples 35a-35c and mod­ify them to in­clude pre-bends in the fol­low­ing way:  
 
      
 
    Ex­am­ple 35d: Semi­tone pre-bends. 
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    Do this with all fin­gers and over all bend dis­tances. 
 
   


 
  

 Uni­son Bends 
 
    Uni­son bends are formed when you play two notes to­gether on ad­ja­cent strings. The higher note is nor­mally not bent, while the lower note is bent up to sound iden­ti­cal to the higher one. Jimi Hen­drix and Jimi Page both made great use of this tech­nique.  
 
      
 
    These bends are quite dif­fi­cult to ex­e­cute on a Floyd Rose tremolo and will al­ways be slightly out of tune due to the na­ture of the mech­a­nism, but with a bit of vi­brato, in­to­na­tion er­rors can be cov­ered slightly. 
 
      
 
    A uni­son bend is no­tated in this way: 
 
      
 
    Ex­am­ple 35e: Uni­son bends. 
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    Try the fol­low­ing ex­am­ples to de­velop your con­trol and ac­cu­racy:  
 
      
 
    Ex­am­ple 35f: As­cend­ing uni­son bends 
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 Dou­ble-Stop Bends 
 
    A dou­ble-stop is sim­ply the act of play­ing two notes at the same time. A dou­ble stop bend is when you bend both notes. This is a com­mon tech­nique in blues and rock gui­tar play­ing.  
 
      
 
    To ex­e­cute a dou­ble-stop bend, lay your fin­ger flat, as de­scribed in the vi­brato sec­tion, with your fin­ger­nail point­ing to­wards you. How­ever, this time, barre your fin­ger across two ad­ja­cent strings. To bend the notes, ro­tate your wrist in the same man­ner as vi­brato, but only do it once, slowly as you pick both strings. This is shown in the fol­low­ing ex­am­ple:  
 
      
 
    Ex­am­ple 35g: Dou­ble-stop bend 
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    Try these all over the neck. 
 
   


 
  

 Fill­ing in the Gaps 
 
    When we solo, it is nor­mal and de­sir­able to sub­tly[7] lead in and out of a phrase with the tech­niques de­scribed in this chap­ter.  
 
      
 
    Slowly, and con­fi­dently, say the word ‘Hey’ out loud, speak­ing from your chest. No­tice how the ‘H’ takes a few mil­lisec­onds to form in your chest and throat be­fore the sound comes out of your mouth. Also, if you’re sit­ting in a quiet space, lis­ten care­fully to the end of the note. It doesn’t end im­me­di­ately as the sound bounces around the room.  
 
      
 
    It is those nat­u­ral phe­nom­ena that we seek to recre­ate with each phrase we play on the gui­tar. Do­ing so will give your phrases a mu­si­cal, vo­cal qual­ity, set­ting you apart from most other play­ers. 
 
      
 
    To flow into lines, it is com­mon to slide from be­low into the first note of the phrase. Study this line from my book The CAGED Sys­tem and 100 Licks for Blues Gui­tar. 
 
      
 
    Ex­am­ple 36a: 
 
      
 
    [image: ] 
 
      
 
    The above blues lick in ‘A’ is writ­ten out and played with no dec­o­ra­tion. We will be us­ing it as a work­horse to de­scribe the tech­niques in this chap­ter, so learn it thor­oughly. 
 
      
 
    Let’s ap­proach the first note with a small slide from be­low. Put your fin­ger on the 8th fret on the string, and quickly slide into the first note of the lick. I have re­peated this idea on beat four of the sec­ond bar, slid­ing into the 9th fret. 
 
      
 
    Ex­am­ple 36b: 
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    Ex­per­i­ment by slid­ing into the first note from fur­ther away for a more pro­nounced ef­fect. For ex­am­ple:  
 
      
 
    Ex­am­ple 36c: 
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    Of­ten, slid­ing into a note in this way is sim­ply no­tated as a slur line into the first note of the phrase. 
 
      
 
    To mimic the room echo, we can slide off from the notes at the end of each phrase. This is es­sen­tially the re­verse of slid­ing in but we need to tail off the note cor­rectly. It’s a sub­tle tech­nique where you grad­u­ally re­duce the pres­sure of your fin­ger on the string dur­ing the slide.  
 
      
 
    The best way to prac­tice this is to play a sin­gle note on the 12th fret, and slide quickly to­wards the nut. You’ll soon fig­ure out how to ‘kill’ the note be­fore you reach the open string.  
 
      
 
    The ex­am­ple phrase now sounds like this: 
 
      
 
    Ex­am­ple 36d: 
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    It nor­mally sounds great to add in some wide vi­brato be­fore slid­ing out of a phrase:  
 
      
 
    Ex­am­ple 36e: 
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    If you have a tremolo arm on your gui­tar, try slid­ing out of the phrase all the way to the open string, (don’t let the sus­tain on the note die). As you let the open string sound, slowly de­press the bar for an ex­tremely mod­ern ap­proach.  
 
      
 
    Ex­am­ple 36f: 
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    Com­pare ex­am­ple 36f with 36a. Lis­ten to how 36f flows as one com­plete mu­si­cal phrase.  
 
   


 
  

 Grace Notes from Above 
 
    Just as we can slide into a note or phrase from be­low, we can also ap­proach it in the same way from above. This gives an im­pas­sioned, lyri­cal qual­ity to any lick. It works well slid­ing down from the b5 to the 4th of a blues scale, es­pe­cially when fol­lowed by an im­me­di­ate bend back up to the start­ing note. 
 
      
 
    Ex­am­ple 36g: 
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    This idea is used to great ef­fect on For the Love of God from Steve Vai’s Pas­sion and War­fare al­bum. 
 
   


 
  

 Nat­u­ral Har­mon­ics 
 
    Har­mon­ics on the gui­tar are the re­sult of a phys­i­cal ef­fect caused by plac­ing a static node on the gui­tar string, caus­ing it to res­onate over two dif­fer­ent lengths[8].  
 
      
 
    There are many ways to gen­er­ate har­mon­ics on the gui­tar which all cre­ate dif­fer­ent ef­fects. The main ways will be de­tailed here but the topic re­ally de­serves a book to it­self. 
 
      
 
    The first mech­a­nism most peo­ple come across when play­ing with har­mon­ics is the nat­u­ral har­monic. This type of har­monic re­quires the least ma­nip­u­la­tion of the gui­tar and oc­curs nat­u­rally at many spe­cific points on each string. 
 
      
 
    The idea is to cre­ate a small point on a string which is ab­so­lutely still when you pick the string. This point splits the string into two sep­a­rate res­onat­ing parts. 
 
      
 
    Start­ing at the 12th fret on the 3rd string, touch the stringgently di­rectly above the fret bar with a fret­ting hand fin­ger as you pluck the open string with your pick­ing hand. When you pick the string, si­mul­ta­ne­ously lift off the fret­ting fin­ger to let the har­monic ring out.  
 
      
 
    Ex­am­ple 37a: 
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    The process can be ap­plied to notes on the 7th and 5th fret, as you de­scend the fret­board the notes get more dif­fi­cult to pro­duce: 
 
      
 
    Ex­am­ple 37b: 
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    Keep ex­per­i­ment­ing by mov­ing your fin­ger down to­wards the nut. There are har­mon­ics at the.4th fret, the 3.9, the 3.2 and the 2.7 in in­creas­ing or­der of dif­fi­culty to pro­duce. If you are strug­gling, try adding a bit of gain or dis­tor­tion on your amp.  
 
      
 
    All of the above har­monic lo­ca­tions are dou­bled iden­ti­cally 12 and 24 frets above. For ex­am­ple, the 5th fret har­monic can also be played at the 17th or at the equiv­a­lent of the 29th fret. 
 
      
 
    Nat­u­ral har­mon­ics can also be played as dou­ble stops: 
 
      
 
    Ex­am­ple 37c: 
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    Or they can be played se­quen­tially to make a melody: 
 
      
 
    Ex­am­ple 37d: 
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    A fi­nal trick is to play a dou­ble stopped har­monic and then slowly dive-bomb the whammy bar. As the strings are dif­fer­ent ten­sions they will lower in pitch at dif­fer­ent rates caus­ing an ex­cel­lent, out-of-phase, ef­fect which sounds great with dis­tor­tion: 
 
      
 
    Ex­am­ple 37e: 
 
      
 
      
 
    [image: ] 
 
   


 
  

 Tapped Har­mon­ics 
 
    Tapped har­mon­ics have some sim­i­lar­i­ties with nat­u­ral har­mon­ics, in that they are cre­ated in spe­cific in­ter­vals above a fun­da­men­tal tone. How­ever, they are pro­duced by first play­ing a note with the fret­ting hand and then reach­ing over with the pick­ing hand and tap­ping di­rectly on the fret-wire a set dis­tance above the fret­ted note. The dis­tances you can tap above the fun­da­men­tal are the same as in the pre­vi­ous chap­ter. 
 
      
 
    In the first ex­am­ple, pick the 2nd fret on the 3rd string as nor­mal, and then with the mid­dle fin­ger of your right hand, tap quickly, al­most bounc­ing off the 14th fret on the same string. 
 
      
 
    Ex­am­ple 38a: 
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    You can pro­duce a har­monic by tap­ping 12, 9, 7 or 5 frets above the picked note: 
 
      
 
    Ex­am­ple 38b: 
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    These taps get a bit trick­ier as you de­scend the neck, but you can help by giv­ing the fret­ting note a bit of vi­brato.  
 
      
 
    A great tech­nique is to bend the fret­ted note be­fore tap­ping the har­monic. 
 
      
 
    Ex­am­ple 38c: 
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 Pinched Har­mon­ics 
 
    Pinched har­mon­ics are ar­ti­fi­cially cre­ated by us­ing the thumb of the pick­ing hand to make con­tact with the string, im­me­di­ately af­ter you pick a note. This move­ment is so quick you could con­sider it si­mul­ta­ne­ous. As al­ways, there are only cer­tain lo­ca­tions on the string where you can make pinched har­mon­ics, and they re­late to the pre­vi­ously men­tioned ‘nodes’ on the string. The best way to find these points is to ex­per­i­ment by mov­ing your right-hand pick­ing po­si­tion slowly to­wards the neck while ap­ply­ing vi­brato to a fret­ted note. It is eas­ier with some dis­tor­tion on your amp. 
 
      
 
    To cre­ate a pinched har­monic with your pick­ing hand: 
 
      
 
    
    	 Pinch your plec­trum so that it lies al­most at right an­gles to the string.  
 
    	 Place the fin­ger­nail of your in­dex fin­ger on the de­sired string, (we will use the 3rd string). 
 
    	 Push the plec­trum firmly through the string and aim to catch it with the flesh of your thumb as you pick. 
 
    	 Try the above steps while ap­ply­ing vi­brato to the 3rd fret on the 3rd string. 
 
    	 If no har­monic is gen­er­ated, shift your pick­ing hand 1 or 2mm to­wards the neck and try again.  
 
   
 
      
 
    If you are re­ally strug­gling to play the har­monic, make sure you have two points of con­tact as you pick the string, your thumb and your pick. Slid­ing down the in­dex fin­ger nail helps a lot too. If you’re fret­ting the 3rd fret and you’re play­ing a strat-oid, gui­tar there will be a har­monic about half­way be­tween the neck and mid­dle pick­ups. Lots of vi­brato in your fret­ting hand will help a lot too.  
 
      
 
    This is a tricky tech­nique to learn, but once you have it, it will stay with you.  
 
      
 
    It’s hard to find two pieces of mu­sic which no­tate pinched har­mon­ics the same way twice, there re­ally is no con­ven­tion. Nor­mally a mu­sic book will have a glos­sary of com­mon tech­niques and how they’re writ­ten, al­though one com­mon way is this:  
 
      
 
    Ex­am­ple 38d: 
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    The num­bers on the tab stave are of­ten writ­ten in­side di­a­monds or tri­an­gles.  
 
      
 
    Lis­ten to ex­am­ple 38e, I play it through twice, the first time it is played as writ­ten, the sec­ond time I lib­er­ally use pinched har­mon­ics for a more mod­ern rock ef­fect: 
 
      
 
    Ex­am­ple 38e: 
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    As you play through the phrase, ex­per­i­ment with your pick­ing hand po­si­tion. Move it to­wards and away from the bridge, try mov­ing it for­ward as you play the line so that you hit pinched har­mon­ics in dif­fer­ent spots dur­ing the phrase. This is a lot of fun to ex­per­i­ment with and pro­duces some great re­sults!  
 
      
 
    The fa­mous ‘Satch Scream’ is pro­duced by de­press­ing the whammy bar, play­ing dou­ble-stop pinched har­mon­ics on the open 2nd and 3rd strings and slowly bring­ing up the bar. 
 
   


 
  

 Harp Har­mon­ics 
 
    Harp, or ar­ti­fi­cial, har­mon­ics are an ex­tremely beau­ti­ful sound. They are cre­ated by touch­ing the string with a fin­ger of the pick­ing hand just as you pick the string. They are cre­ated on the same nodes as de­scribed pre­vi­ously.  
 
      
 
    To play a harp har­monic, fret a note nor­mally, and reach over onto the neck with your pick­ing hand, 12 frets above the fret­ted note. Hold­ing the pick nor­mally be­tween your thumb and in­dex fin­ger, gen­tly touch the string 12 frets above the fret­ted note with your mid­dle fin­ger, (just like with a nat­u­ral har­monic) and pick the string at the same time with the plec­trum.  
 
      
 
    It’s a lit­tle awk­ward at first, but when you re­move your pick­ing hand fin­ger, the note should ring out an oc­tave above the fun­da­men­tal. 
 
      
 
    In the ex­am­ple be­low, fret the 2nd fret on the 3rd string, and bring your plec­trum all the way up to the 14th fret. Ex­tend your mid­dle fin­ger and touch the string di­rectly above the 14th fret as you si­mul­ta­ne­ously pluck the string with the plec­trum.  
 
      
 
    Ex­am­ple 38f: 
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    Harp har­mon­ics sound great when you com­bine them with chords. In the fol­low­ing ex­am­ple, hold down a G Ma­jor barre chord and play a harp har­monic, 12 frets above each note: 
 
      
 
    Ex­am­ple 38g: 
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 Pick­ing An­gle, Po­si­tion and Dy­nam­ics 
 
    If you got to see a pro­fes­sional or­ches­tra, it is pos­si­ble that the lead vi­o­lin­ist is play­ing a £1,200,000 Stradi­var­ius. The bow; just the stick and horse hair they are us­ing can cost up­wards of £60,000.  
 
      
 
    As gui­tarists, we use a $0.50 piece of plas­tic.  
 
      
 
    Vir­tu­ally ev­ery sin­gle tone you cre­ate on the gui­tar starts with the pick, so it fol­lows that we have a lot of work to do to get as much good tone out of our plec­trum as pos­si­ble.  
 
      
 
    There are many fac­tors which we can play with: First of all, chang­ing the an­gle with which you at­tack the string cre­ates a mas­sive al­ter­ation in tone. Try play­ing a blues lick while hold­ing your pick al­most-right-an­gles to the string, 
 
      
 
    In the fol­low­ing ex­am­ple, I play the same blues lick three times, the first with a ‘nor­mal’ pick an­gle. Next, I an­gle it at about 80 – 90 de­grees through­out, and on the third time I vary the pick­ing an­gle through­out the phrase.  
 
      
 
    Ex­am­ple 39a: 
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    With fairly new strings and a cranked up amp, you will no­tice a huge dif­fer­ence in your tone and ar­tic­u­la­tion which your au­di­ence will re­ally re­spond to.  
 
      
 
    Try vary­ing the lo­ca­tion of a picked note. Pick­ing closer to the bridge gen­er­ates a more ‘toppy’ sound and grad­u­ally work­ing to­wards the neck will make your tone warmer and fuller. 
 
      
 
    Comb­ing a change in pick an­gle with a con­stantly vary­ing pick po­si­tion, can give phe­nom­e­nal re­sults. It’s an ex­tremely quick fix to add depth and dy­nam­ics to your play­ing. 
 
      
 
    My fi­nal piece of ad­vice is to prac­tice pick­ing harder than you think you need to. It will help you project the tone through any dis­tor­tion or ef­fects on your amp.  
 
      
 
    It’s not a one-size-fits-all so­lu­tion for ev­ery­thing, as pick­ing qui­etly can be an im­por­tant ef­fect, but in my ex­pe­ri­ence, most stu­dents don’t play nearly hard enough. They rely on ex­cess dis­tor­tion to shape their tone.  If you pick harder, you send more sig­nal to the amp. This means that you can use less dis­tor­tion to get the same ef­fect, and your tone will be in­stantly im­proved. 
 
      
 
    Have Fun! 
 
   


 
  

 Other Books from Fun­da­men­tal Changes 
 
    The Com­plete Guide to Play­ing Blues Gui­tar Book One: Rhythm Gui­tar 
 
    The Com­plete Guide to Play­ing Blues Gui­tar Book Two: Melodic Phras­ing 
 
    The Com­plete Guide to Play­ing Blues Gui­tar Book Three: Be­yond Pen­ta­ton­ics 
 
    The Com­plete Guide to Play­ing Blues Gui­tar Com­pi­la­tion 
 
    The CAGED Sys­tem and 100 Licks for Blues Gui­tar 
 
    Fun­da­men­tal Changes in Jazz Gui­tar: The Ma­jor ii V I 
 
    Mi­nor ii V Mas­tery for Jazz Gui­tar 
 
    Jazz Blues Solo­ing for Gui­tar 
 
    Gui­tar Scales in Con­text  
 
    Gui­tar Chords in Con­text 
 
    Jazz Gui­tar Chord Mas­tery (Gui­tar Chords in Con­text Part Two) 
 
    Com­plete Tech­nique for Mod­ern Gui­tar  
 
    Funk Gui­tar Mas­tery 
 
    The Com­plete Tech­nique, The­ory and Scales Com­pi­la­tion for Gui­tar 
 
    Sight Read­ing Mas­tery for Gui­tar 
 
    Rock Gui­tar Un-CAGED: The CAGED Sys­tem and 100 Licks for Rock Gui­tar  
 
    The Prac­ti­cal Guide to Mod­ern Mu­sic The­ory for Gui­tarists 
 
    Be­gin­ner’s Gui­tar Lessons: The Es­sen­tial Guide 
 
    Chord Tone Solo­ing for Jazz Gui­tar 
 
    Heavy Metal Rhythm Gui­tar 
 
    Heavy Metal Lead Gui­tar 
 
    Ex­otic Pen­ta­tonic Solo­ing for Gui­tar 
 
    Voice Lead­ing Jazz Gui­tar 
 
    The Com­plete Jazz Solo­ing Com­pi­la­tion 
 
    The Jazz Gui­tar Chords Com­pi­la­tion 
 
    Fin­ger­style Blues Gui­tar 
 
  
 
  
 
   
    [1] This is by all means a gen­er­al­i­sa­tion and not al­ways true. Many shred­ders have ex­cel­lent time. 
 
  
 
   
    [2] If you’re play­ing the ex­er­cise as 1/16th notes, you may want to in­crease the speed by just 4 or 5 bpm. 
 
  
 
   
    [3] 5ths aren’t com­monly used.  
 
  
 
   
    [4] Or “hand-egg” as we call it in Eng­land 
 
  
 
   
    [5] Some metronomes don’t go that slowly. If yours doesn’t, it’s easy these days to down­load a free metronome to your smart phone or PC.  
 
  
 
   
    [6] Not that the two things are mu­tu­ally ex­clu­sive. 
 
  
 
   
    [7] or not so sub­tly! 
 
  
 
   
    [8] This is a mas­sive over sim­pli­fi­ca­tion, but a de­tailed anal­y­sis of the physics of har­mon­ics is well out­side the scope of this book. 
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