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INTRODUCTION

Jimi Hendrix—he’s the guy that took a plain old Fender Stratocaster and turned
it into a sonic surfboard, a ferocious assault weapon, an instrument of unparalleled
beauty, a rockelship chartered on a journey beyond the unknown. With burning intensity
and boundless creativity, Hendrix gathered a vast spectrum of guitar styles—blues, jazz,
R&B, soul, and rock ' roll—and twisted them fogether o creale a sound and style that
was truly revolutionary. In rock guitar, there are but two eras—Betore Hendrix and After
Hendrix. When Jimi came along, he knocked the music world completely out of its orbit
and forever rewrote the haok on bolh guitar and contemporary music. He remains, with-
out question, one of the most influential musicians that has ever lived.

Jimi Hendrix Signature Licks offers a unique and thorough examination of lwelve
of Hendrix’s greatest compositions. Each song is segmented into individual sections
such as intro, verse, chorus, bridge, solo, and outro. Each song segment is presented
with all of the guitar parts fully transcribed, plus accompanying audio on CD, as per-
formed by a full band. All solos, as well as complex rhythm parts, are also performed
slowly for easier consumption and understanding. Performance notes, outlining chord
voicings, gcale use, unusual techniques, etc., ara included in the text lor each song.

On the accompanying CD, the attempt was made to recreate the sound of the original
recordings in terms of guitar tone and panning. In most cases, the rhythm guitar is
panned to the right, and the lead guitar is panned to the lefl. Overall, the intent of this
recording is to present a mix that accentuates the guitar more clearly than as it appears
on the original recordings. This package—CD, written transcriptions, and performance
notes—offers a completa picture of Jimi's playing on each of these classic songs.

On the CD, each musical excerpt begins with a four-count (“One, twe, three, four...") as
sounded by the clicking together of drumsticks. The anly exception is the solo section of
“Hey Joe,” which begins with a three-count click to be thought of as “Two, three, four...”

THE RECORDING

All of the musical tracks were recorded on a Tascam DA-88 digital eight-track
racorder, combined with a Mackie 1604 sixteen-channel mixing board, mixed down to a
Tascam DA-30 DAT machine. Signal processing included an Alesis Midiverb 4, Alesis
Microverb |11, Alesis 3630 compressor, and a Rane RE-14 stereo equalizer.

The guitar used exclusively an all tracks was a 1961 Fender Stratocaster with
rosewood fretboard, fitted with Seymour Duncan SSL-1L pickups. Strings were
D'Addario XL125s. The amplifier used on all tracks was a 1978 Marshall MK [l 1959
master model 100-watt lead (lweaked by George Saer of GT Electronics—thanks,
George) played through a 300-watt Marshall 1960 “A” 4x12 cabinat {previously owned
by John Paul Jones of Led Zeppelin). Additional amplification was provided by a Bruno
Underground 30. All guitar parts were recorded with Shure SM-58 and Beta-58 micro
phones. Distortion pedals were Dunlop Fuzz Faces (red and blue) and an original
Roger Mayer Octavia, and the wah-wah was a reissue Vox.

Two basses were used—a 1962 Gibson EB-2 and a 1986 ESP J-Bass (fitted
with Seymour Duncan “Bass Lines" pickups). The bass amplitier was a 1972 Fender
Bassman 135 played through a 1988 Marshall JCM 800 “1661" 2x15 cabinet. Shure
SM-57s were used to record the bass.

The drum tracks (played magnificently by Ed Cavaseno) were performed on a
|late '50s/early '60s Gretsch six-piece drum kit with Zildjian and Paiste cymbals and
Tama drumsticks. A combination of Sennheiser MD 441 and AKG 451 & 452 EB micro-
phones were run into a Tascam M-208 eight-channel mixing board, recorded direct lo a
Sony 75ES DAT machine. The DAT master of the drum tracks was then flown onto two
tracks on the DA-886.
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SPANISH CASTLE MAGIC

Words and Music by Jimi Hendrix

Allegedly named after a music club that Jimi frequentaed in his hometown of
Seattle—the Spanish Castle—this is one of a handful of tunes Jimi wrote in the key of
C# minor. Jimi tavored this key because it allowed him to take advantage of the giant
minor third sounded by the open low E string. Other tunes in C# minor which make
abundant use of the open low E are "Freedom” and “Long Hot Summer Night.” The
open high E and B strings also add ringing sustain to his C#m/ chord voicing.

“Spanish Caslle Music” features A twist on the Experience ling-up: it's really
three Jimis and a Mitch (Mitchell, on drums). In addition to guitar, Jimi plays eight-string
bass (a rare Hagstrom) and a bit of piano, as coached by engineer Eddie Kramer. On
this instruclional CD, the sound of the eight-string bass was simulated by performing the
bass lick octaves apart, on two separate tracks, and blending the two tracks together.
During the guitar solo and outro, the piano part is simulated on guitar.

Figure 1 — Introduction
The intro lick (borrowed by Robin Trower for his own “Day of the Eagle”) is
based on C# minor pentatonic (Cf-E-F1-G#-B) and is played in unison by guitar and

bass. This scale, in conjunclion with the C# blues scale (G#-F-F§i-G-G#-R), is also uti-
lized for all of the improvised soloing.
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Figure 2 — Verse

The verse rhythm figure is based on a combination of power chords (In mea-
sures 1, 2, 4, 5, 6, and 8) and octaves (in measures 2, 3, 6, and 7). On the octave fig-
ures, Jimi gets a bit of the A string in between the octave shape formed on the low E
and D strings, creating a different type of power chord, une that can be interpreted as
(e.q., in measure 3, the G¥ octave with the C# in the
middle can be analyzed as C#5/G?).
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Figure 3 — Chorus
For the chorus, the main lick, criginally played in C2 miner, is transposed up to F§
minor in measures 1 and 2, and is based on F# minor pentatonic (F~A-B-CH#E). Aller &
return to the lick in C#, double-stop bends are played in measures & and 6, based on G#
Dorian (G#F-A#-B-Cé-D#-E7—F%) and C# Dorian (C*~Di-E-Fi-GH#-A-B), respectively.
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Figure 4 — Guitar Solo

The guitar solo begins in fourth position and quickly moves up to ninth position
in measure 2. Jimi employs some unusual bends (the low C# [sixth string, ninth fret], the
fifth, G# [fifth string, eleventh fret], and the "middle” C# [fourth string, eleventh fret]). For
this solo, | used the red Dunlop Fuzz Face, which provides a bit more brightness than
the blue Fuzz Face (which was used for the rhythm parts). Jimi's phrasing is quirky and
hard to recreale throughout this solo, so read the rhythms carefully while listening to the
solo both at the normal tempo and as playved slowly. In the last three measures of the
solo, Jimi employs very wide, two-step bends, recalling one of his heroes, blues master
Albert King.
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Figure 5 — Outro-Solo
Jimi's magnificent outro solo builds on much of the same material as the main
solo, but here the phrases are even more complicated and aggressive. Measures 7-9
are particularly tricky, and, well, exquisitely Jimi Hendrix. The solo ends with a high E,
repeatedly benl up to F# and released.
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MANIC DEPRESSION

Words and Music by Jimi Hendrix

Know any other rock waltzes? Me neither. “Manic Depression” is one of
Hendrix's best-loved tunes—a powerhouse of guitar-driven ferocity—and, though seem-
ingly simple to play, is actually difficult to pull off with the same aggressive swagger and
overall on-the-edge anxiely produced by the Experience. Though rarely played live, a
wild version can be heard on Live at Winterland (Rykodisc).

Figure 6 - Introduction and Verse

The song begins with dramatic use of chromaticism, as D-D#-C, played in even
quarlers, is contrasted against a complex drum fill and followed by the similarly chro-
matic G-G#-A. The cornerstone one-measure signature riff, which commences al mea-
sure 3 of the intro, is played repeatedly and recurs lhroughout the piece.

The verse rhythm figure is built on single notes. Measure 8 alludes to A major
pentatonic (A-B-Ci—E—F#) with the use of the root (A), the third (C#), and the fifth (E).
Measure 9 alludes to G major pentatonic (G-A-B-D-E), again utilizing Lhe root (G,
third (B), and fifth (D), followed by a restatement of the intro figures. In measures 16
and 17, the root-3rd-5th shape is used over E and G, followed by single-note riffs that
make reference to D, C, and G. Take note of the drive with which the entire figure is
played.
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Figure 7 — Guitar Solo

The guitar solo is actually preceded by a twelve-measure section, made up of
an ascending melody performed with heavily vibratoed unison bends. The vibrato is
slow, wide, and forceful, so be sure to vibrato from the wrist, nof from the fingers.
Measure 13 kicks off the bonafide 24-measure solo—one of Hendrix's grealesl
Recreating these highly idiosyncratic, jam-and-cram phrases with absolute metronomic
accuracy is very ditficult; summoning up Jimi's blood-of-fire intensity is another matter
entirely. The feeling of reckless abandon and skidding wildly out of conlral abounds,
but Jimi somehow makes it all click like clockwork. This is controlled chaos at its best.
I'he entire solo is based on A minor pentatonic (A-C-D-E-G), with subtle use of the

ninth, B.
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Figure 8 — Verse and Outro

All previous themes are repeated in this section, with unison bends added dur-
ing the verse (measures 4-7 and 11-14). The intro slop-slart riff is played repeatedly
here, lrading off with drum fills. The song ends with a little toggle switch-induced teed-

back,
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HEY JOE

Words and Music by Billy Roberts

Written by west coast musician Billy Roberls and covered in '65 by the Leaves
and in '66 by Tim Rose, "Hey Joe" became one of Hendrix's most well-known songs—
one he turned into a rock anthem. By late 66, it was the Jimi Hendrix Experience’s first
LK. hit.

Figure 9 - Intro and Verse

The song begins with a single-note riff based on E minor pentatonic
(E-G—A-B-D), utilizing unison high Es (measure 1). Another E minor pentatonic figure
sets up the verse “cycle of fifths” chord progression, C—-G-D-A-L, which is played
repeatedly for the remainder of the tune. Jimi pulls out all of his H&B/soul rhythm guitar
mastery in the verse section, combining small chord voicings (two- and three-note
forms), voice leading, and little single-note figures throughout. And the tone? Beautifully
crystal-clear.

Notice in particular that the root notes of the G and A chords are usually fretted
with the thumb; using the thumb in this way allowed Jimi the use of his index, middle,
ring finger, and pinky for elaborate chordal work on the other strings. Abutting the pri-
mary rhythm guitar is a second rhythmm guitar which plays moslly dead-string accents on
beats 2 and 4 of each measure. This technique of accentuating the “backbeat” is anoth
er staple of R&B/soul guitar. This guitar also adds little single-note figures throughout.
The thin tone of this guitar is achieved with the use of an “out-of-phase” togale switch
position, set between the neck and middie pickups.
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Figure 10 — Guitar Solo
Another true gem of a solo; Jimi often quoted himself when playing this song
live. The solo is based entirely on E minor pentatonic (E-G-A-B-D) with the exception
of the brief Fés that appear in measure 7. My favorite moment in the whaole solo? The
stray open D string in measure 5, beat 3, second sixteenth. After careful study of the
solo, give special scrutiny to the rhythim lrack as well. The solo ends with the mega-
classic chromalic lick that links together all of the chords in the progression (measures 9
and 10).
Fig. 10 @ @
Guitar Solo
"k Cracd 3] A F
Iﬁ 1 h:‘/\ . S, Araraan h"‘/'“:}.: =~ i M
H{ e B / o & 1 - -
[égﬁ.ﬁ_&ﬁ "_Eh:']: - # g ;:' : iy et # - . r_h#lf‘?‘i"._ }_h; _ m. _Eﬁf;q e 20 = 1
o 3 Igmt. - =t =
f e feLiing— 4 g:ﬂ:
il rult full il 112
L Raad? £ T AW 12 s _ ; Le A
d A5 B — 54— e e - L —— S
= {i2)w —Hdi-ﬂ—j 12 : e Wt i 142 - T
B— E '] g —
carr. 2 o=
S S —— ¢ —tke —— N - I ot o e o — ]
M SH IR R e I e s
4 ls - - - s - h"\l‘_-- - =|i' T ‘# o h —
+¢'|' -
e 5 0 -
— e = a4 I 4 L T 0 ; =
_T—m = s H  ———— - 3 St U i
— S— - S . S g b 02—
B— 8 33—t ——%—¥ e -2
- 3 3 3 ——— a3 -3

= Chanl sypilaols reflect implicd tonlity.
#3T = Thumb on ()

21



o

L]
Z

i
G
S
! -
=R AR
L]
:

o

=~
-
full
e +

S TSl TN A

R

e

144

+

|

{

4o
3

=

¥

e
] K
o w

1

1

[t [l ]

I

I

{eie)

P
W

Verse
£l

[| =
h'g

14
=
P

40

EIEMPML e ey

[
J
| I
I I e 1% o
b4 | il = |
iy | A X e |
te X || o |
_‘.1.___-. a o
J Ha &
-} 1] =
’ »....—..v ES = bl e, o
L8R
uh e Sl
= 15T
3 - |."|i | FL Y. | o 1
x . 4
| I % 2= P
L3 el
] | _ _ =Y.
| = I - =gl s |
W x 1 et || ﬂ JA [ = i
- el e |
4 m H |
o |
= ot m —d
b e 0] m ._1. .n._nu-w_.
o i 1 = MENE
e 1hity (3 _
chguniden » - iy 3
ra | kst T E | i
= L nuren a1 =] | k
= z— | | L] :
T | | oo 3
I
[ | | 7 o
L)
‘, | W LTS i .-uu_r - um | oo 3
_ = 3 J kS _
3 - |
| ! s ._ I
|
o - e =
..m..__ . L uul g Lﬁ-
LAt = | o T TTh- =
] | .
TENE _|.I.|| 7T L PI.:_" Hn._
et i P LI EE |12
| L W L= ] - I
L. . e ] bl
el TRE U T ——1, o i -Cho K
L T | o -
g IS S L
: ¥ L b G-
Al Z . Ty e < AXEL  sowmox
¥ v | -
Ly 1 —SEpg b A s ]
s chr =
ke
1 s =ponar | L] -3 ™
El T A
= [
H |
._.”Ao - F : oo |I.i.“ e
an k e >
| B ] IIvA e e
[ R T P
-t e (S8R L b A = 2 o~
Il |
e Lo ; H
278 _ Rk & B¢ ....__MMH_
il | w1l | : W W
u.uu. +3
1 1 o
b i 1 I P~ LT B i = il

47 %

r-

22




THE WIND CRIES MARY

Words and Music by Jimi Hendrix

Figure 11 — Introduction

Jimi's mastery of rhythm guitar is evident from the start an this beautiful ballad,
which kicks off with chromatically ascending root-fifth power chords—Eb 5-E5—F5—with
the fifth of each chord sounded ‘in the bass” (positioned as the lowest note in the chord
voicing, also known as “sacond inversion” chord voicings). These chord voicings are
used in measures 1 and 3. In measures 2 and 4, Jimi plays “first inversion” chords,
which means that the third of each chord is gpunded in the bass: E?/G-E/G#-F/A. In
measure 4, Jimi throws in a lick based on F major pentatonic (F-G-A-C-D), serving as
a segue inlo the verse section. The rhythm guitar tone Jimi achieves is luscious—<clean
nd clear, but with a warm “punch.” Oh, what those vintage '66 Marshall Plexis can do!

Fig. 11 ®
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Figure 12 — Verse

As in "Hey Joe," Jimi uses his thumb to frel the bass notes of many of the
chords in this section, enabling him to use his other four fingers for intricate chordal
improvisation. Stock techniques here are the G-to-A hammer-on over the F chord in
measure 2. the C-to-D hammer-on over the F chord in measure 4, and the E-to-D pull-
off over the G chord in measure 7. Examine the transcription and the recarding closely
to insure accurate recreation of this rhythm part.
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Figure 13 — Guitar Solo

Jimi's delicate solo (left channel} begins with six measures based on F major
pentatonic (F-G-A-C-D) with abundant use of hammer-ons. Focus on the subfle differ-
ences between the grace-note hammers (as in measures 1-3) and the sixteenth-note
hammers {as in measuras 4 and g).

In measures 7 and 8, Jimi plays similar hammer-on double-stop (two-note) fig-
ures. In measure 7 (over the G chord), the figures arc based on G major pentatonic (G-
A-B-D-E). In measure 8, Jimi adds the sixth, G, and the suspended 4th, F», to the Bh
chord. Measure 9 features a riff based on Db minor pentatonic (D»—Fb-G »—Ab-Cb), fol-
lowed by a return to F major pentatonic.

For the rhythm guitar track (right channel), Jimi improvises freely through lhe
new progression (F-Eb—Bb-Ab) with a single-note figure played in unison with the bass
(measures 2, 4, and 6). Turn the balance control completely to the right for closer
inspection of the rhythm part.
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Figure 14 — Outro

This excerpt begins at measure 10 of the fourth verse and encompasses the
last eight measures of the tune. Again, the primary rhythm guitar is heard in the right
channel, and the supplementary rhythm guitar (the one playing the fills) is heard in the
left. The rhythm guitar repeats the basic two-measure rhythm figure, while the supple-
mentary guitar plays fills based primarily on F major pentatonic (F-G-A-C-D).
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LITTLE WING

Words and Music by Jimi Hendrix

Figure 15 — Introduction

This classic intro serves furlher testimony to Hendrix's inventive genius as a
rhylhm guitarist, as he builds on R&E/soul rhythm guitar conventions to create his own
other-worldly style. Like the supplementary guitar on “Hey Joe,” Jimi utilies an “out-of-
phase" toggle switch position, set between the neck and middle pickups. In the pickup
measure, the harmonic sounded on the D string, twelfth fret is highly incidental; don’t
worry if you have trouble sounding this harmonic along with the other pitches. It is
important, however, to clearly sound the thumb-fretted low E note along with the more
clearly articulated E and B on the top two strings.

Strive to attain as smooth a performance as pussible as you shift back and forth
between the single-note and chordal figures throughout this intro. A consistent attack
with the picking hand is essential. Also, allow all notes to ring throughout.
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Figure 16 - First Verse

Jimi builds on the chordal-fragment concept during the verse sections of this
tune. Once again, read through the transcription carefully, and listen closely to the

recording. Every measure is a gem. Once you've got these figures down perfectly, add

some twists and lurns
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Figure 17 — Second Verse

Of the improvised rhythm work in this section, twi measures in particular stand
out—measure 1 and measure 6. In measure 1, Jimi plays a single-note figure across
heats 3 and 4, based on E minor pentatonic (E-G-A-B-D), with the sixth, G#, played in
place of the seventh, D. The twistis that these single notes are played in conjunction
with the open high F and B strings, providing a flowing, singing quality to the line. In
measure 6. Jimi uses this same altered minor pentatonic scale, this lime transposed to
A (A-C-D—E-F#), across beats | and 2, moving into two-note figures alluding to CsusZ
and Csusd across beats 3 and 4.

Fig. 17 @

1 Verse
i, | #Em = - 5] Am
L FEY g - N
[ % ——— =1 r o 'l’——| :I.$'#:_ i T — — |
S — .| == e 2 3'1 [ —
MY | - i e g =
- g L T
- e S
_— O - |
T 1p—1q4—42—0 i e B e B f——H— =t ————
- T —tpe— = S Pl W o . —— ! -
. Bl FYaT - o) t —
44 - . = S
B—, s 1 §5—Ls s 8 g Pl
=Chord symbaels reffect implicd tonlity. w#] = Thiamh an @
Em Em CIE

3= i #

VI " U . __ _ Lra ¢ % = _Th et
. F:_ Fﬁ‘—“_': e e —F: = F‘ = EEE:%J

e

Figure 18 — Outro-Guitar Solo

The mix during this solo section i unusual in that the rhythm guitar is hard-
panned in stereo, hard right and left, while the lead guitar sits slightly off center, to the
right. The rhythm guitar part is more aggressive than during the verse section, relying
more on full chord forms. The slow, highly meladic lead guitar lines are based on E
minor pentatonic (E-G-A-B-D) in measures 1-5, which can also be interpreted as G
major pentatonic (G-A-B-D-E) when played over the G chord, In measure 2. Notice
that € minor pentatonic and G major pentatonic are made up of the same notes, but
start at different points in the series.

Al iracks are treated with a Leslic/rotating speaker effect. This track lades out @
little later than on the original recording; this was dane to facilitate hearing the solo all
the way through to the absolute fade.
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CASTLES MADE OF SAND

Words and Music by Jimi Hendrix
Figure 19 — Introduction

This introduction features more Hendrix rhythm guitar work of the trailblazing,
mind-boggling variety. The song opens with a “free time" feeling (in time, but played
very freely) as “sus2" chords (also thought of as “add9/no 3rd” chorde) are slid up and
down the neck, alluding to the tonal structure of a G minor penlalonic scale
(G-B»-C-D-F). This unique chord voicing Is a Hendrix trademark: you'll find it in other
Hendrix classics such as “Little Wing,” “The Wind Cries Mary,” and “Fire” to name but a
few. An octave shape is formed with the thumb-fretted roat note (sixth string) and the
middle-finger-frelled ruot one octave higher {fourth string). Add to this the fifth, fretted
with the index finger on the second string, and the ninth (or second), fretted with the
pinky on the high E string.

Hendrix then moves info beautiful single-note and double-stop figures that
allude to a G-Bm{or Gmaj9)—-C~B6-G-Gm{or Bb)-C-Bb chord progression. Learning
this classic intro is a must for any true Hendrix devotee.
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Figure 20 — Verse

Jimi once again employs his trademark chordal-fragment style of rhythm quitar,
moving freely between single-note figures, double-stops, and triple-stops. Notice that
Jimi never plays a conventional full-voiced chord! The closest he comes is the Em7
voicing that appears in measure 3. (The incidental backwards guitar played on the origi-

nal recording throughoul this section has been omitted.)

Fig, 20 @)

Gir. 1 +#Faus MN.CAAmY Em?
# e —— s s pieE 8 e tearh

i, d— e — e s 2l e - ul [ - T - - — A — 1_5' Pl
:é == _Hr_# 'ﬁ_.,_mﬂJ_!: e et - E =N :EE
. = % = # =3 3 | -

h-‘ e k- v p——

o T e 4 s

let nnr__'___. I lat ring - — let Fing
T . —— R gt~
LA 3 —% e A ST SN o e B Y Pk
i—i— 2 ) —3 3 o : - h—F 5 —

=T = Thimh an @

wChrd sy mbols refteet implied tonality.
4 N.C{F) (C/E) ()

) 3 _ﬁ-a:ﬁi s == _—H:-_ e :_:J ﬂ:ﬂ__
- = v . '
T T
L lel Ang = = o
T B S SN . S

': — 35 —5— 0 5 ———5

T FT MLCAm) (Em)
- _t — I . = f ] - b = == = el —— 1 7 T
z — L 1 . i— o J; | | — q_ —
% } E“i__ _|—l|_—| = ‘L[j_" _p_.: E Ao |_.ﬁ Fo— "H:':.E—_J— j
4 - o 4 o 3 - W -
T T Teniing - 4
o o
I T— I N T ; =
= X r—% t—2 — e —{~ — & - —
———5——98 3% = T —o2—f 0~
m o Fsus2/a  C/E G5 CE G3
- E —Jt.—__ gt l::«.'?_ T e =T e = ;l ——
g = - » - == L L4 k2
S P o T4
Ve L S e e
= |
- {0} 5 — 0 0 0 5o _[
— . —| E—3 S .t T 5 8
345 3 3 3 lg—a —3 —

Figure 21 — First Chorus

This excerpt begins with the final two measures of the first verse, as the last
measure of the verse section serves as a pickup into the chorus section. The chorus
is essentially the same as what Jimi first introduced in measures 4-7 of
ghout. Compare the two rhythm

rhythm figure

the intro, but he adds inleresting twists and turns throu
parls and notice the similarities and differences between what Jimi plays here and what

was played for the intro.
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Flgure 22 — Second Chorus and Guitar Solo

As heard in a few of the other tunes, the rhythm guitar is positioned in the right
channel, and the lead guitar is positionad in the left channel. For the rhythm part, Jimi
elaborates slightly on previously played figures; his consistently brilliant inventiveness is
something to behold.

The guitar solo an the ariginal recording of this song is backwards. When recard-
ing the solo, Jimi flipped the master tape over, allowing him to hear the entire track
backwards. He then played normally to the backwards track, recording a track of lead
guitar. The tape was then flipped aver dgain, so that now, the backing track plays for-
wards, and the solo track plays backwards. Got it? This is a technique possible only with
analog tape machines, as it is not possible to flip the tape over and record in the oppo-
site direction on digital machines.

For this instructional vehicle, I've arranged the backwards solo for forwards gui-
tar, allowing one to recreate the backwards phrases (and simulate the backwards effect)
while playing normally. The true attack and decay of a backwards track (the prime ingre-
dient in a backwards track} is not attainable in this way, however. You could try a volume
pedal to create a similar effect, or, for the wealthy, try an Fventide Ultra-Harmonizer,
which offers a “backwards guitar” patch. You could also try an Clectro-Harmonix 16-sec-
ond delay (gquite rare}, which will reproduce backwards whatever you play.
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Figure 23 — Outro

For the outro, the “frea” feeling of the intro is restated, only this time it's much
looser. Similar guitar figures are used (watch closely for the slight discrepancies), and
the seament ends with a restatement of the sliding "sus2" chords heard on the intro.
Notice that the toggle switch is moved from “out-of-phasc” to the middle pickup just prior
to the sliding chords. As in the “Little Wing” segment, this excerpt dues not fade out as
severely as heard on the original recording.
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FIRE

Words and Music by Jimi Hendrix
Figure 24 — Introduction

This perennial fave rave-up begins with an octave gu itar figure based on the D
blues scale (D-F-G-Ab-A-C). Often interpreted incorrectly, the phrase beqins on beat
4 of the pickup measure (with the Al octave quarter note), followed by a G octave quar-
ler note played squarely on beat 1 of measure 1.
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Figure 25 — Verse
The verse quitar part of “Fire” is simple: a repeated single-nole phrase based on
D minor pentatonic (D-F-G—A-C). Jimi ends the section with a D minor pentatonic riff
that slides up one whole step, transforming itzelf into a D major pentatonic (D-F—F#-
A-B) riff. (On the original recording, there ig a very subtle guitar overdub which sits right
on top of the main guitar part; it has been omitted here.)
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Figure 26 — Chorus

Jimi plays “thumbed” major chords {sixth-string root notes fretted with the
thumb) throughout this section, adding the 9th on the high E string (fretted with the
pinky) to the D and C chords. In measures 2, 6, and 8, single-nole licks based on O
minor pentatonic are played; in measure 4, a single-note lick based on D major penta-
tonic is played. The section ends with a restatemeant of the verse lick.
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Figure 27 — Bridge and Guitar Solo

The bridge features full- voiced major chords over which Hendrix pleads, “Move
over, Rover, and let Jimi take over!" (The genesis of the song clarifies the meaning of
this plea. Arriving at bassist Noel Redding’s mother's house in Folkstone, England for
Christmas in 1966, Jimi was cold and asked if he could “stand next to her fire.” The
German shepherd was in his way, so0...)

The solo section features three guitar parts: one rhythm (hard right) and two
leats—one treated with Octavia (left channel) and one heavily distorted (right channel).
To hear the rhythm guitar part mare clearly, listen to the right channel only. The two
leads virtually double each other, but there are some very coal discrepancies. The lings
are based on E minor pentatonic (E-G-A-B-D). Each of these parts is played slowly to
a click track for more thorough examination.
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Verse
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Figure 28 — Qutro-Guitar Sclo

The “Fire” outro is very similar to the solo section, excopt here the 30NQg Moves

back and forth between D and E, with four measures of each played alternately. Ihig
excerpt actually begins with the last four measures of the final chorus, played in D,

befare moving into the outro, where the song shifts up onec whole step to E. Three gui-

tars are again featured (two lead, one rhythm), panned similarly. Check out the slow
versions of the solos for closer scrutiny.
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PURPLE HAZE

Words and Music by Jimi Hendrix

Figure 29 — Introduction

Another oft-misinterpreted lick, the “Purple Haze” intro Is performed by combin-
ing an alternating octave Bb figure, played on guitar, with an alternating octave E figure,
played on the bass. The combination of these two parts creates an intervallic relation-
ship known as a tritone, because the distance between Bb and F is three whole steps
{tri-three, tona=whole tona).

In measures 3-10, Jimi plays the signature single-note figure based on E minor
pentatonic (E=G—A-B-D). Notice all of the subtleties in the way the phrases are articu-
lated—herain lies the true beauty. In measures 4, 6, and 8, a second guitar adds a
heavily attacked G note (sixth string, fifteenth fret), played on beat 4 and immediately
(and dramatically) slid down the neck. A Fuzz Face is used on both guitar tracks.

In measures 11—14, Jimi maves from his signature E749 chord (previously
famous for its use in the song “Hold It” by Bill Doggett) to G and A major chords, voiced
with “thumbed” root notes on the 6th string.
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* Thumb on

Figure 30 — Verse

The same chord figure played in measures 11-14 of the intro (EF9-G-A) is
used for the first six measures of the verse. Following the “stop-time” figure in measure
7, measure 8 features the use of a sliding octave figure, followed by an E minor penta-
tonic melody doubled by the bass.
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Figure 31 — Guitar Solo

The end of verse two featuras a three-measure section—moving from A to B to
D—designed to carry the listener back into the E minor tonality of the solo section. In
the first measure, the single-note melody is based on E major pentatonic
(E-F#—G#-B-C#) and, as it is played over A, alludes also to A major pentatonic
(A-B-CH#-E-F#). In measures 2 and 3, Jimi moves back to E minor pentatonic.

The guitar solo is based on a combination of E Mixolydian
(E-F#-G#—A—B-C#-D) and E Dorian (E-F#-G-A-B-G#-D). Notice that the only differ-
ence betwaen these two scales is the third scale degree: E Mixolydian is a major mode,
and includes the major third, G#; E Dorian is a minor mode, and includes the: minar
third, G.

Jimi's phrasing is a bit quirky and unpredictable here, as he makes allusions to
Indian (as in Far East) clagsical music. The Octavia, an octave-splitting device designed
by gadget guru Roger Mayer, is heard in all of its glory on this solo. To recreate the solo
on this CD, | was lucky enough to acquire a vintage Octavia.
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Figure 32 — Qutro

This seclion begins at the same relative spot as the solo section, at measure 10
of the third verse. The difference here is that there are two distinct guilar parls—the
basic rhythm guitar, and the Octavia guitar, as heard on the solo. For the rhythm quitar,
everything after measure 5 is random improvisation, beginning with a trill (as shown)
and succeeded by ad lib tremolo bar diving. The lead guitar essentially picks a high D,
bent one whole step up 1o E, repeatedly, creating some unusual rhythmic groupings.
Use what is written here as a guide; feel free to play similar figures of your own. Again,
the pan presented here is wider than on the original.

On the original recording, similar lead guitar figures are played, recorded with
the track at half-speed, which results in the figures sounding twice as last when the
track is played at normal speed. These “cellophane typewriter” quitars have been omit-
ted in this instruclional recording.
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RED HOUSE

Words and Music by Jimi Hendrix

Figure 33 — Introduction

This is Jimi Hendrix’s anly twelve-har blues ariginal, but it is an ahsolute classic
and is probably played at more jam sessions than “{l Can't Get No) Satisfaction.”

The first lick {in measures 1 and 2) is based on a dominant seventh shape. In
measure 1, it is a BY chord shape, spelled (low to high) F¥, A, and D#. There is no root
note (B) in this chord voicing. In measure 2, this shape moves down one half step to Bb7,
spelled (low to high) F, Ak, and D. There is no root note (Bb) in this voicing, either. In mea-
sure 3, Jimi repeatedly bends an A (B string, tenth fret) up one whole step to B, and adds
wide, slow vibrato. On each bend, he gets a little of the G and D strings under hia ring fin-
ger, which is bending the B string. These other pitches may be incidental, but they add
plenty of vibe. Simulate this phenomenon if you can.

starting at measure 4, all of the improvisation is based on either E minor pentaton-
ic (B=N-F=F#-A) or B major pentatonic (B—C3-Di-F3-G#). Measures 4-7 are based on
B minor pentatonic (in measure 4, Jimi adds the ninth, C#), and measures 8-10 are based
on B major pentatonic. Jimi's phrasing is beautifully liquid throughout, creating many rhyth-
mic complexilies. Counl each phrase slowly and carefully, and study the slow versions of
each chorus extensively. The guitar signal is treated with slap-back echo.
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Figure 34 — First Verse

During the verse sections of “Red House,” Jimi plays little in the way of rhythm
guitar when backing up his singing. Between his vocal phrases, however, he does a lot
of improvised soloing. In measures 3 and 4, Jimi plays an incredible riff (based on B
minor pentatonic) that starts, stops, starts, stops again, and then culminates in a group
of slow phrases that are rhythmically and meladically unique. His main influences may
have been Albert, Freddie, and B.B. King, but this type of guitar playing can only be
attributed to Hendrix's own genius.

In measures 7 and 8, Jimi plays lines based an the B blues scale
(B-D-E—F-F#-A), and in measure 9, he throws in a little E major pentatonic
(E-F#-G$-B-C?) to anticipate the upcoming E chord in measure 10. In measures 11
and 12, Jimi plays lines that allude to B major pentalonic.
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Figure 35 — Second Verse

After deft use of grace notes in measure 1, Jimi plays a stunning improvised line
across measures 3 and 4, based primarily on B minor pentatonic but with the inclusion
of the ninth, C# (second half of beat 4 in measure 3). In the second half of measure 4,
he reverts back to the B blues scale, rounding off this beautiful lick. The lick across
measures 7 and 8 features unison bends combined with a high B in measure 7, and tha
entire lick is based on B minor pentatonic. In measures @ and 10, he adds sliding dou-
ble-stops, sixths apart, alluding to bolh F$#7 and E7 chords, respectively. In measures 11
and 12, he plays another rhythmically deceptive phrase, again based on B minar penla-
tonic.
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Figure 36 — Guitar Solo

To starl the solo, Jimi kicks on his Fuzz Face distortion unit but only utilizes il for
the first two licks, across measures 1-3. Al measyre 4, he turng it oft and leaves it off
(curiously, 1l the very last lick played in the tune). This opening phrase is based on B
minor pentatonic, up in lenth position, with Jimi supplying fast repeated triplets, begin-
ning at beat 4 of measure 2 and continuing into beat 1 of measure 3. At beat 2, he deft-
ly shills down to seventh position B minor pentatonic while in mid-phrase (an old B.B.
King trick).

Across measures 4 and 5, Jimi settles into anolher fast, repeated lick, this time
in seventh position; this lick has since become so overused that it is probably the
biggest cliché in all of rock guitar soloing. (Jimmy Page used the same lick to wrap up
his “Stairway to Heaven” solo—need | say any more?) In measures 6 and 7, as well as
half of measure 8, Jimi plays phrases that almost defy being written down, due o the
rhythmic complexity and subtlety. | highly recommend the digastion of small bites (one
or two beats at a time) with careful listening to the slowed-down version of this seg-
ment. The lines are based on B minor pentatonic, again with the inclusion of the ninth,
Cit (a staple of another blues hero of Hendrix's, T-Bone Walker).

In the second half of measure 8, Jimi plays an awkward riff thal serves ta shift
his fretting hand up to fourleanth position, followed by a B minor pentatonic riff in mea-
sure 9 that is rhythmically bizarre, but with its own innate sense of musical logic. The
first half of measure 10 is based on B minor pentatonic, followed in the second half by B
major pentatonic, and measures 11 and 12 round out thig classic solo with B minor pen-
tatonic phrases. All in all, a workout and a half.
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Figure 37 — Third Verse

Measures 1 and 2 feature the use of sliding double-stops, a sixth apart, followed
in measures 3 and 4 with B minor pentatonic phrases that allude to B major (wilh the
inclusion of the sixth, G¥, and the major third, D). Measure 7 {and the first half of mea-
sure 8) reintroduces the B7 voicing used at the head of the tune, this time strummed
{and tremolo picked) aggressively, followed by a rhythmically complex (and hard to
recreate) phrase based on B minor pentatonic.

The song ends with a one-measure lick most closely related to B major penta-
tonic, followed by a 6/8 measure, inserted to accommodate the chromatically descend-
ing C/-B7 ending figure, as the song shifts into “free lime.” Jimi'e very last lick (w/ Fuzz
Face) begins with B major pentatonic, and ends, somewhat ominously, wilh B minor

pentatonic.
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FOXY LADY

Words and Music by Jimi Hendrix

Figure 38 - Introduction and Verse

- “Foxy Lady" features a one-of-a-kind intro: in “free time,” Jimi vibratos an F (third
string, tenth fret), which is bent one half step up to F#, fretted with the index finger. The
note is not picked but sounds due to the constant friction of the vibrato. While articulat-
ing this vibrato, the A note {second string, tenth fret) is caught under the index finger
and also begins to sound due lo lriction. Subsequently, the A note swells into feedback,
after which time is established with an agaressive "BOOooco" down the G string, signi-
fying beat 4 of the pickup measure.

The intro rhythm figure is similar to “Spanish Caslle Magic,” as a m7 chord
(F#m7 in this case) is played by first sounding the low root note, followed by the high
27th and b3rd at the top of the voicing. On beat 4 of measures 4 and 6, Jimi throws in B
major chords. An overdubbed guitar adds double-stop accents {(and trills) on beals 2
and 4, similar in concept to the dead-string "chugs” heard during the verse sections of
“Hey Joe."

During the verse, Jimi continues the same basic rhythm pattern heard on the

Intro.
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Figure 39 — Chorus

The quitar part during the chorus is one of the simplest parts Jimi ever laid down
r# and E major chords are played throughout,
measure. The lick
(F#-GH#-A:-CH-D¥).

(he rarely chose the easy way). straight
wilh little single-note licks thrown in on beats 3 and 4 of every other
across beats 3 and 4 in measure 6 is based on F# major pentatonic
This is followed by a restatement of the verse rhythm figures of Gtrs. 1 and 2.
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Figure 40 — Guitar Solo

Over the same hasic rhythm pattern heard on the verse sections, Jimi plays an
inspired solo based entirely on F# minor pentatonic (F#—A-B-CH#-E). Unusual twists
include the bending of the major 7th, F, up one half step to F# (measure 3), and the
bending of the root, F#, up one whole step to G# (measure 4). Also of note is the unigue
use of unison bends in measures 7-8.
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Figure 41 — Outro

The "Foxy Lady” outro is really just an extended take on the verse auitar figures
with slight improvisalion added throughout. The song ends on a held B major chord,
over which Gtr. 2 supplies a forceful microphone sland slide. (Be sure to step on the
base of the stand before pushing the guitar strings against it: the stand has to be secure
to insure constant friction.)
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VOODOO CHILD (Slight Return)

Words and Music by Jimi Hendrix

This tour-de-farce is one of Hendrix’s crowning achievements—a clear and
undeniable testament to his greatness as an artist. Though Jimi dismissed it as some-
thing “tossed oft in the studio for the TV cameras,” it remains as vital and earth-shaking
loday as the day it was recorded (May 3, 1968, to be exact).

Figure 42 — Introduction

This song fades in with solo guitar, as Jimi lightly strums muted strings while
slowly rocking the wah-wah pedal back and torth. The wah is in bass position on beats
1 and 3, and is rocked Lo lreble position on beats 2 and 4. After the 3/4 measure (mea-
sure 4), Jimi plays the signature melody, based on E minor pentatonic (E-G-A-B-D). At
this point, the wah is rocked from bass to treble position on each downbeat.

Following this eight-measure figure, the wabh is turned off and the whole band
enters, as Jimi smashes violently into the second signature rhythm figure, made up of E
major chords combined with single-note phrases based on E minor pentatonic. At the
end of measure 16, a phrase is initiated as A (third string, second fret) is bent one
whole step up to B, with the wah kicked on fo full treble simultaneously. While holding
the bent A and keeping lhe wah in full-treble position, the toggle switch is flicked back
and forth between the bridge and neck pickups, stopping at the middle pickup before
moving into the next phrase.

The rifl in measure 19 is ane of the mosl devastating ever played by Hendrix (or
anyone else). Though relatively simple in structure, it is difficult to pull off with the same
propulsion Jimi generates. Part of the secret lies in the legato nature of two key spots:
1) the upbeat of beal 2 maving inle the downbeal of beal 3, as 4 grace note B (second
string, twelfth fret) is hammered up to D {fifteenth fret) and released back to B, followed
by an A-to-B-to-A bend and release, a pull-off from A to G, and then an E (fourth string,
fourteenth fret); 2) G-to-A hammer and instant A-to-B bend, followed by D (second
string, fifteenth fret), A-to-B bend, and A-to-G pull-off, ending again on E. This entirg
phrase Is delivered at lightning speed, with beautiful fluidity, precise clarity, and, as |
say, propulsion. Be sure to study the slow version of this segment.
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Figure 43 — Verse and Chorus

During the first eight measures of the first verse, Jimi alternates between dou-
bling his vocal phrases on guitar and playing "straight” rhythm. As is usually the case
with Hendrix, there is something intricate happening on each sixteenth note of each
beat in each measure, so exact duplication is quite difficult. Study every nuance; it's
incredible what can be done with one E major chord and a couple of simple riffs. The
single-note phrases are based on E minor pentatonic (E-G-A-B-D).

In measure 11, double-stops are used to allude to EY (sometimes interpreted as
G, as in Stevie Ray Vaughan's version of the tune). In measure 12, this shape shifts
down {(swilching from a major sixth to a minor sixth) and functions as an A/G# chord.
Measures 15 and 16 feature C9 and D7, respectively, followed by a return to similar E
major chord figures. This segment is also performed slowly for closer study.
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Figure 44 — Guitar Solo

This segment features the first sixteen measures of Jimi’s classic solo on this
tune. All of the improvisation is based on E minor pentatonic, and Hendrix clearly
demonstrates just how much can be done with one little five-tone scale. Across the first
four measures, a strong melody is presented, followed in measure 5 (actually beginning
at the end of measure 4) with a slow-rising two-step bend recalling one of Jimi’s heroes,
Albert King.

The lick in measure 6 is a rhythmic nightmare; these licks were flying off the
cuff, and the phrasing is a by-product of the overall effect of quickly alternating between
B-to-D hammers and B-to-C# hammers. Dan't just try to jam it all into the same space;
listen to the slow version, and try to pick up on the internal logic of the phrase, however
ambiguous it may seem to be.

Anather barn burning niff is played in measures 8-12, as Jimi speeds up and
slows down repeatedly, creating incredible tension and release. Once again, this is diffi
cult to recreate with absolute rhythmic perfection, so don't make that a mandatory
achievement; do your best to understand what Jimi is doing, and try to absorb the
shape of the ling, the articulation, and the delivery. Starting on beat 2 of measure 11,
the wah is kicked on, and rocked quickly back and forth. Follow the wah directives
closely [o recreale lhis lechnique properly.

The segment ends with a return (not so "slight”) to the E major chord patterns
played earlier, again with some twists and turns.
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BOLD AS LOVE

Words and Music by Jimi Hendrix

“Bold as Love" is as fine a representation of the genius of Jimi Hendrix as one could
hope to find. Great ideas, execution, sound, spirit, attitude...and it's just a great, great
song—pure, unadulleraled Hendrix at its best.

Figure 45 — Introduction

After the powerful A major chord stab that aggressively kicks oft this song, Jimi
relies on the same chordal-fragment concept heard on other tunes such as “Little Wing,”
“Castles Made of Sand,” and “The Wind Cries Mary.” Like “Voodoo Child {Slight Return),”
every square inch of cach measure is filled with improvisation, so slow, careful study is a
must. There are many examples of “oblique motion” (one note remains slalionary while
the other changes), as in measures 1 and €, as well as of chordal arpeggiations (chords
played in a fragmented tashion, cne-note-at-a-time), heard in measures 6 and 8. In mea-
sure 8, a second guitar enters, which supplies double-stop sixths played in alternating
sixteenth-note sextuplets. Gtr. 1, the primary rhythm guitar, is heard in the right channal,
and Gtr. 2, the secondary guitar, is heard in the left channel.

Fig. 45 @
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Figure 46 — Chorus

Again, the guitars are split left and right, with the primary guitar {Gtr. 1) laying
down chord voicings on the top three strings, and the secondary guitar (Gtr. 2) continu-
ing to add double-stops in sixths. In measures 2 and 3, Gtr. 2 switches from sixteenth-
nole sextuplets to tremolo picking (which means to strum the double-stops as fast as
possible).

In the primary rhythm guitar part, notice how the pinky is uscd to hammer on and
pull off notes on the high € string in measures 2 and 4.
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Figure 47 — Guitar Solo

Well, what can you say? This is simply one of the greatest guitar solos ever
played in the entire history of recorded music. First, the rhythm part: the chord progres-
sion behind the solo is essentially the same as the first two measures of the verse pro-
gression, except the last chord of the verse progression, D, is switched for G; the result-
ing progression is A-E-F#m-G. This two-measure figure is played six and a half times
and culminates with the F#m in a 2/4 measure, followed by a repeated D-to-A chord
pattern and ending with a held A5 power chord.

Jimi's timeless solo is slow and melodic, and moves between A minor pentatonic
(A—-C—-D—E—-G) and A major pentatonic (A—B-C#—E-F#). A major pentatonic relates well
to the F#m chord, because the notes of A major pentatonic also comprise F# minor pen-
tatonic (F—A—B-CH#-E)—the two scales just start at A differenl points in the series. This
is because A is the “relative major” of F¥ minor. The solo begins with A minor pentatonic
{(measure 2) but immediately moves to A major pentatonic (the b 7th, G, appears abun-
dantly), and stays there for measures 3-6. Measure 7 reverts to A minor pentatonic,
switching back to A major pentatonic (with the inclusion of D and G, making reterence to
A Mixolydian—A-B-C#-D-E-F#-G) for measures B-16. Jimi ends the solo (measures
17—-18) with A minor pentatonic licks. And the tone? Killer!
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Figure 48 — Qutro-Guitar Solo

Hendrix provided a fantastic twist—a vertical {ift—to this tune by modulating up
two whole steps, to C#, for the outro. The chord progression (played by Jimi on harpsi-
chord) is the same as before but transposed to C#: C#-G#-A#m-B. The segment, as
recorded here, is presented with guitar, bass, and drums only, for easier examination of
the guitar solo,

In the first two measures of this solo, Jimi quotes the opening of the first solo.
(Compare the two to sec how close they really are, melodically and rhythmically.) In
measures 2-5, Jimi plays unison bends nearly exclusively. In measures 6-11, the impro-
visalion is based on C# major pentatonic (C*—D#-E#-G#-A2) with a couple bits of
weirdness. In measure 7, it sounds like Jimi makes a mistake, fretting a G instead of G#.
To compensate, he bends the G up one whole step, but this isn't enough—A is still out-
side the scale. On the downbeat of measure 8, beat 1, he bends the note again—this
time bending it 1 1/2 steps to At and then releases the bend one step, to G#. This kind-
oi-funky, not-perfectly-in-tune approach gives personality to the solo. Daing something
“right" is not always “best”; the ability to turn a potential disaster into a moment of glory
is a quality possessed by all the greats.

In measures 12-15, Jimi plays a pull-off lick that moves through each chord in
the progression, essentially arpeggiating each chord. C# is outlined with the notes of a
C# major triad (C:-E#-GH), G¢ is outlined with the notes of a G2 major Iriad
(Gi-B#-D#), Afm is outlined with the notes of a A¥ minor triad (A#-CH#-E?), and B is
outlined with the notes of a B major triad (B-D#—F£). Jimi throws in a little chromaticism,
inserting a C major triad (C-E-G), played as pull-offs, batween B and G#.

In measures 16 and 17, Jimi reverts back to minor pentatonic, here in the key of
Ct (C:—-E-F#-G#-B). These hard-driving lines are peaked with the furiously repeated
two-step bends in measure 18. Maasure 19 features the use of the C# blues scale
(C4-E-F#-G-G#-B), and in measure 20, Jimi repeatedly bends the root note (C#, fourth
string, eleventh fret), followed by a dip into C= major pentatonic in measure 21.
Measures 22 and 23 utilize C# minor pentatonic, and Jimi rounds off this beautiful solo
with thirty-second-note (and tremolo-picked) double-stops, which relate directly to the
chords they are played over. The entire track is treated with a Leslie/rotating speaker
eflecl.
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RHYTHM SLASHES are written above the
staff, Strum ¢hords in tha riwthm [ndicated.
Uss the chord diagrama found at the top of
the first paga of the transeription for the
approprigte chord voicings. Reund
nateheads indicate single notes,

THE MUSIGAL STAFF shows pitches and
rhythme and is dividad by bar lines info
measures. Pitches arg named afer e first
sevan lattors of the alphaben,

[ABLATURE graphicalty represants tha
gudar fingarbaard. Cash herizontal linz
ropresents @ a string, and each number
[BOFasents a Trat,

Guitar Notation Legend

Guitar Music can ba notated three different ways: on a musical stafl, in tablalura, and in rhythm slasnes.
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Definitions for Special Guitar Notation

HALF-STEP BEND: Strixe the note and bend
up 1/2 step.
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BEMD AND RELEASE: Strikia e nate and
Bend wp as indwated, than relzase back o
Ie ariginal note. Oty the dirst note is
struck,

s
I‘- H
5 — 1
T,__
- S —
11 9 ]
i;a

VIBAATO: The string is vihrated by rapidly
bending and releasing (s nole with the
fratting hand.

Il

==

LEGATO SLIDE: Strike tha first note and
than slida the same fret-nand tinger up or
down o the second nate. The second nota
iz nat sbruck,

WHOLE-STEP BEND: Sirike the nots and
band up ona stap.

i
Fuall
e
n o
B

PRE-BEND: Bend the nobe as indicated,
then sirike it

WIDE VIBRATO: The plitch Is varled to 3
greater degree by vibrafing with the fretting
nand,

SHIFT SLINF: Sama ag legalo slide. excapt
e seeond nole is struck,

e
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A
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GRACE NOTE BEMD: Strike the note and
hend up as indicated. The ficst note does
nol take up any ftime.
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PHE-BEND AND RELEASE: Bend tha nue
a5 indicated. Strike d and reflease the bond
back ta the original note.
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HAMMER-OM. Strike the first (lawer) nate
with ane finger, then szund the highar note
LA e same sIrng} With anotner finger oy
Irelting it without picking.
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TRILL: Yery rapily anernate bemween the
nates indicated by sontinugusly hammering
an and pulling oif.

SLIGHT [MICROTONE) BEND: Strice the
note and bend ug 104 stap,

UHISOH BEND. Strike the tvwa notes
simultanapesly and bend the lawar note up
tn 1ne piten of fhe ngher

PULL-OFF: Maca both fingers on the notes
fo ba sounded. Strike the first note and
without plcking, pull the Tinger ofl fw sound
ihe sacond (lowsr] nate.
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TAPPING: Hamne [“Lap™)y the Trel indwated
with the pick-hand indax or midéle fingar
anit publ aff 10 tha note fretled by the rel
D,
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NHATURAL HARMONIG: Strike fhe note while
tha trat-hane lightly fnuches tha string
directly over the Trel indicated.

Fal - —
s —
2 —d
Harm
= —r
L] A
__I.'g 1F's
B

MUFFLED STRINGS: A parcussive sound iz
praduced by laying the fret hand across the
slring[s) without depressing, and siriking
them with 1he pick hand.

PINGH HARMONIC: The note is fretted

normally and 2 harmeniz je prodeced by
adding the eEps of ke Tamb o 1he tp af

the index fingar of the pick hand to the
narmal pick attack,
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PALM MUTING: The nofe iz partially muted

by tha pick hand lighily fouching the
siring(a) just bedore the bridge,
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ARPEGGIATE: Play the nazes ¢f the charg
indicated by quickly relling tham fram
hattam todop.

faveent) .

faceant)

(slaccate) L]

i = Upstroke

0.5, al Coda

VIBRATO BAK DIVE AND HETUHN: The
pitch of the note ar chord is droppad a

specified nember of staps {in rhythm) then

ratumed toIne orsginal pitch,
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HARF HARMONIC: Tha note k5 fretted normalty PIGK SCRAPE: Tha edoe of 1he pick 15

and a harmenis is produced by gentl

pick nand's index finger diractly ahave the

indicated fret {in parentheses) while
Pand's thumb or pick 2ssists by pleg
APRroprizle string,

y reating the rubbad down (or up) the string, producing
aseratehy saund.

1hne pick

king the

A g
= i =
el ! ] I —
G i
HH PS5
T T
AT . E—
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RAKE: Drag the pick agross 10e slrings TREMOLO PICKING: The nate is picked as

inclicated with 2 singla matian

rapidly and continwsusly 22 possiblp,
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VIBRATO RAR SCOOP: Depress the bar just

Lelare sbiiking Uw nale, then guickly
ralease the bar,

VIBRATO BAR DIP: Strike 1he note and then
Immediztaly drog a specifies number of
staps, then release back to the original

pitch.
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Additional Musical Definitions

Accantuate nate (play it loudar)

Accentuate note with great intensity

Play the nate ghort

= Downstroke

G back o the sign {8 ), then play until

the measure marked "To Coda,” then skip
to the secfion lahalled “Coda”

0.5, al Fing

Go back to the beginning of tha song and

play until the measure marked “Firg” {cnd).

HOTE:

Tablature numbers in pareniheses mean;

Rhy. Fig.

Rin

Fill T

Rhy. FIll

1acet

1. The note is being sustained aver & syslem {nate in standard notation is ted), or
2. The note is sustained, but a new articulation (such az & hammar-on, pull-off, slide or vibrate begins, or
3. The note 15 2 barely audible “phost” note (nate in standand notation is also in parenthases).
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Label used to recall a recurring
acrompaniment pattern (usually chordal),

Labl used to recall composed, malodic
lines {usually single notes) whish reaur.

Label used 1o identily & briel melodic
figure which is to be inserted into the
arrangament.

Achardal wersion of 2 Fill,

Instrumeent is silent (drops out).

Repeal measures betwaen slons,

When a repeated section has differant
endings, play the first ending only the firsl
fime and the second ending only the
secand tima.



