uLL SONG TRANSCRIPTION

Hat”? In 1976, when the genre of fusion was still
young, Beck reworked Mingus’ timeless ballad in his
own over-the-top heady-metal style and came out
smelling like a rose in both rock and jazz camps.
Released on Wired—back when Beck still sported a
plectrum—*“Goodbye” features the inimitable Strat
master unleashing sophisticated melodic lines and
heavenly textures through a simple Marshall rig.
Each measure is lubricated with extraordinarily slip-
pery fretting- and picking-hand “finger grease.” I've
tried to notate the nuances of these articulations as
accurately as possible, but, to really nail them your-
self, you'll need to study them closely in conjunction
with the recording, as they are important hallmarks
of the Beck style.

Beck’s strategy for this classic arrangement—which
has remained a staple of his set list to this day—is two-
pointed: He sticks to Mingus’ traditional melody and
chords during the opening and closing “heads,” but
cleverly sidesteps Mingus’ complex changes when
soloing, instead framing his extended improvisation
within a new, more rocker-friendly progression.

Section A depicts Beck’s opening interpretation of
the melody played freely over a slow, implied-4/4
pulse accompanied only by Max Middleton’s stereo
Fender Rhodes. The first three background chords—
Dm7, B9, and Elmaj7—are omitted to create an
atmospheric solo guitar intro. Played mainly in the
third and tenth positions, Beck’s numerous phrasing
techniques are always integrated organically into the
melody and, like the lyrical lines of a great horn play-
er, they never sound forced. Some articulation
approaches to watch for are delayed vibrato [bars 1-4],
microtonal bends [bars 1, 9, 10, and 12], slippery
slides [bars 2, 4, 7, 8, 9, and 11], bend-hammer-pull
moves [bars 1, 3, 8, and 10], vibrato bar-scooped fin-
ger bends [bar 6], muted string rakes [bars 7 and 8],
near-the-bridge picking [bars 10 and 11], dramatic
dynamics, and effortless rhythmic transitions between
straight and swung-16th-note feels.

The rhythm section kicks in at Section B and
establishes four bars of the loping 6/8 groove that
underscores the main body of the song. Veering out of
Mingus territory into a D Mixolydian tonality, Beck
builds his solo slowly and deliberately during the next

b

Jeff Beck performing in 1976.

eight bars of this D7sus4-D7 vamp by playing a game of
musical call-and-response with the piano and his own
sparse rhythm guitar overdubs (which, due to space
constraints, are not included in this transcription). He
coaxes otherworldly feedback—complete with ghostly
trem-spring creaks—from the bend, release, and bar
dive in bars 22 and 23. He then rips into the C
Mixolydian-based B/C change in bar 25. Bar 29
brings us back to D7 for four bars, after which Beck
zooms into the stratosphere via an ascending Bj
Mixolydian sequence that covers the change to Ap/Bb
in bar 33. The tension breaks with a high-D bend and
dive-bombed open strings that coincide with the
return to D7sus4 in bar 37. Bars 38-40 show how to
milk an E-to-G bend to the max, while the subdued,
jazzy lick tossed off in bars 42 and 43 emphasizes
Beck’s schizo roar-to-whisper dynamics.

Beginning at Section C, the chord progression is
slightly shortened for Beck’s second round of soloing.
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riplet
Jeff Beck is a jazz/rock fusion pioneer in the truest bliqu
sense. What other rock guitarist in the mid '70s gwells
would have had the balls and chops to a tackle a jazz Se
standard such as Charles Mingus’ “Goodbye Pork Pie meloc
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High points include cool motific development [bars 45  the first half of bar 80, Beck adds a grainy sounding
and 46], startling bursts of roaring, ring-modulated effect—possibly the same ring modulator employed
bends [bars 47, 48, 54, and 55] contrasted with clean, earlier, only dialed in differently.

jazz-tinged lines [bars 49 and 56], consecutively The violent tremolo picking in bar 85 provides the
widening bends originating from a single fretted posi- transition to a two-stage ending. At Section E, we
tion [bars 51 and 52], a flurry of sixteenth-note morph into a double-time 4/4 feel where the former
triplets and thirty-second-notes utilizing broken eighth-note pulse now equals a quarter-note pulse.

) oblique unison bends [bar 54], glorious volume knob  This short, penultimate statement contrasts Beck'’s
- swells [bar 57], and signature string “zips” [bar 64]. previous melodic bombardment with a simple
;'. Section D marks Beck’s recapitulation of the descending D pentatonic minor line true to Mingus’
b melody, played this time in 6/8 with the first three original arrangement. Section F finalizes the song on

chords intact. Pay close attention to the straight six- a whisper, as Beck freely navigates the darkest,
teenth-note indications notated in bars 65, 66, 73, 74, lowest regions of D pentatonic minor, only to end
77, and 80—this cool blend of straight and swing feels optimistically by sliding into the bright major 3, F#.
is another important Beck-ism. From bar 73 through Sweet! —Jesse Gress

TRANSCRIPTION

g Siowly and freely
A (Dm7) Abmaj7h5  Dm7 GB Bh13
Gir. 1 N.C.
1 L5\
o 22 AL
: — =
b g wibar accel wibar P wibar mp wibar accel
S BR B4 s Bl ]
R A T =
CEEEEE —3-& 33 (5)3 3" 5 3 0y -35(63 553
B = 5 e RS e E = e
L 5 < 5 =]
AbBp BIC  D7susé FIG BhO FIED A7#9 Aaug  B7b5(13)  Emaji3
e D7
76. s g gl o
a7 T - == *
- of et S = et i
wn
ace wi/bar
He
tly L=
ba A 3 (3) o
r R 5 'S 3- 4.8
EC
29
e;i; Bh13 Ebmaj7
/Bb 8 -
and . .
th %I S —
e . -y o B I
) O D} . ;
ed, ey
zes : orad. B
n is + R S —(13)i2
. 18 3412 X
] *Pick near bridge.
S1/RETNA T "::;::iﬁ:;:m::ﬂw‘mm“m"'"‘ GUITAR PLAYER NOVEMBER 2004 119 '
N |




3
atempo =110 (JI=J3)

N.C. [8][1:18 | D7sus4 D7 D7sus4 D7
12
5 .’ﬂwi{n‘i’. A A l_!
1 e L. e 1 Y r = e
¥ = — I y & ' TX] =]
B P - i (*)
B mf ;
BY4--R
827 =
I 2 (132 10 7 Rz
A ol 1210 : =
B lELLAT: N 345 ——

D7sus4 D7

I
(

- g

;f

Le

) S e 3’1‘3‘} PG B4 B R12B R e M grad B
pEe i ===0 R e R m_lg s
A 3- il 3 (3Y5 (6MEY | s (Tisr{D 5 T 1 13010
B = 5 = =y A AN L o L -5. T 7 T
 *Pre-bend from 5th fret
D7 D7sus4 D7 Bh/C Bh11
S W s 5 LSRN N
22 (s3] : . ap Ve 2 he'P
L () (#) (o ey = = ‘F — — :‘ SR
ﬂl ——ma o Y —— 7.
——a ] < S ] b
D}
fdbk =3 *m m
grad. dive |—— (
mp < mf° wvar —— spring noise) i S B
1”2 =l s
__________________ TR 1030 1ot s EOTTIY
o b e 4 lS
I— 43— d3ah{ae——
3 ZA5ES 12 2 =
= “m = Pluck wimiddle finger. T [T (908
C7sus4 Bh/C D7sus4 D7 D749

:’:_\ b:-\ _ il
27 * 2 - i

S AFFr -k %: P e
! - - 7] E:E:E ! ] f i = —II = -. - :
@ : . e —— :

A
|
'

I_34
grad.
B grad. mf
e ———— pre-
102 1910131215 S B4 B4 Bl1/4B14 B
- 1081210131215 ey == = = o]
A aa B2 107
e HhiEHe

= - 1711711 11256

120 NOVEMBER 2004 GUITAR PLAYER




v
i
%)
e

ik,

[Te

N, ]

: . # L‘ e 7
SELEEE b, ilti Ea Mﬂ,.—;.;ﬁg.

— - ' ' |
; i E—————— —_ﬁ_SJ e
lay back
4 B A IR, O ) W
——
- — PSS N 16!3—{—29)—1-8748{20}—1-8“&(—20)!—8” ——
e _ESIS16 18 -~ 18- e
10 15174047 S —
10
D7sus4 D7
_____________________________________ me e
e =
® lzi J® ) _h#ﬁ Q/E') @ Sl %— e k= K=
- - ! . Al ',.i F '.}_ J-" !
t' I_ 1| [™] = | ,...* ﬁJ_ ] i = ]I' L‘J—h
=¥ o 7 E——uite- =

B R
s B B B - 3 8 B B
18— 1520145 20) 5 21 22 — . —
18 - - - wr T
5 = S 53 2 —e2) e ——
= 0 (0) £53 . =
B3 ()

*Pull off from any fret.

T gapp 74210 74210 7(42&9—?}9&!%&99% (122020 21O o _7. ERst

. 13
- 2

GUITAR PLAYER NOVEMBER 2004 121




=1

"
15
L

+

20518

~—
Ba- - - - -
caeblaan Lo

Ri/’2 R

a7

LA )

grad. - -~ -

D7sus4
| i}
10204
1520}

2k
B

15 L1RY
LR T

—r

-

t
=

15

13 {14}
Ab/Bb

—

19

=

r

a7

A

Bb

et §

T

L7}

b

10

[v]
=

=

w/bar

pod

t

r

1518}

: T

B

10000200
HHE Y

Ab/Bh

ERTA

15
: oy

an
\Ty

-+

15-(18)

tg"‘"\

K

Bh/C
15-(18)—

B
B

=y
217y 13

T

B
o)
Ty
ring mod. on

13
H34
18 (204
H-20}

B

13 163

-
15-(18)

1L

=t

ring mod. on

=

1518

0} o 0Me01 500}

=t
B
13 151
B0
ot
oy

t

B ARB

18y

19 (20} 19

o

"

iy

>

13151213

—
1710 17
& = ap w4

13
T

-

*

5154719

13

Cc

— 15454

D7sus4
1416
Bh/C
D7

w11
H—

012

13124

Sk .. 8

122 NOVEMBER 2004 GUITAR PLAYER




i =
h‘("l o o7 g
ring mod. on
grad. releasa bend
and dive wibar sim.
B R B R
B B1/4B1/4 B B R34B14 B B B B4 B Y3 312 4&?2
37 57 (6)5 35N 5‘_“;'; “4) Za{4) P | e TR .
3:‘5}5.5'”—{?}5 5 > LA e 3 365 3 35 3
*Pre-bend from 5th fret. “*Pre-bend from 3rd fret.
[D]#01 ]
Dm7(11) Bbo Ebmaj7

-
- ‘bar
w.'\rolum:‘{:-ﬂhul oo oN " B
"H\.\_‘_\_%/
e = - e
3 g—Largtg 3 (3)
5
= 5 5 Uy PO AT T
Dm/C G/B Bh13 Ab/B) Bh/C
-
= C
wibar
3 {3} 2 5 {6V 3§ — - 1 {3 e
T 5 e ool 765543 §—itt 765543
cD D7 FIG Bb13 F/ED A7§9
e = = =
er=se-- ss=as- A
-_1 1/2 rrsanans (/2 1 5 ~112
2 e e e e o — % 3,
) Py ——— r W >
s == e £ N (2e)®
= === ":j e oSt A —p £ dede i (?) e
- = T E I - e
- %E T r— ! mqﬂ—%— = —_—
e L " la pinch —
wioctavia effect —3— y harm wibar
wibar back wibar
A 0 wibar mf erieesee WbEr - c - - 12
R 112 e 15 e hold
e i = R . Tl
TH : =01 o 10 H2r3—10)
=— A 10-L12 10010y - @ 100012 s
:3 A — 12 12 12 WD

GUITAR PLAYER NOVEMBER 2004 123




B7h5(13) Emaj13 Bh13 Ebmaj7

] =
s = s
~, ) =
i == P =—— g o
i | [ T | i 1} 1 [¥]
=N = =i
T
w/bar octavia
~na Off
5 ==} asancre B “ Bin
. 9 (9 8(9) — —
I 10 248 15 10110 TSI AT 121312
; —HOHBHHE - 312
B =
*Pre-bend from 7th fret.
G9 A9 B»9 D789 G7
R - —————
P fbe —
e — - —
- & sVe) P o o » - s o
. a— T 1 * =gl L
I 1 ¢ ) Y zZ == -
T 7 —
: [ IR o
¥ P lay .
f wibar wibar back | trem ---eeemeen- wibar
R I B1/4 | ————
2 = === 2 z
& 12 10 B.E3)— 12300 110 10 0y
|A 1012 12 12 00— 12| B
E][s0e F[54
:=, (¢ =110) Free time
N.C. Dsus4
87 = —
b : ()
-(19 - p = -
&I% = ) Q T - .“‘ - "‘__- ‘| \,
@—9—.. % i = = 5 - =
e ] r = v
lay back ritard -
B R Bi/4
L a4 12 10 A ) BT S —
A = b2 b i
B 12 aap s
D7
=3 )
_— = e = i 5
5 “ I o9 -
- e e e e e . J
'r-..;;r;nio R o e~ it B
~—
T ! i b
LA 3 g —————— L S
iﬁ— 5-3 5 3 - A Fen e e R
] —5 3>~} {1 5 53 -1-3 5

12 NOVEMBER 2004 GUITAR PLAYER




