= Digilech

Sy youl peayers, little one

Sk vou in, warm within

chors
Ewit yghl, erfar rught

GNX4 Guitar Workstation Powered

Dot torget. my son. (0 INcCluds everyone
Heap you trae from sin “hil the sandman he Comes

Sheep with one eye ppon, gripping your pillow tight

As heard on Metallica (ELEKTRA)

Something's wrong. afat the Hgnt
Heavy thoughts tonight. and they sren’t of Snow Wiits
Drmarms of war, dreams of lary, dreseme of dragons’ fes
&rwd the things that will b¥e, yeah

Slpep with ane sye open, grpng your pillow tght

chorus, guiter SN0

“ENTER SANDMAN?” Metallica

Wirds and Music by James Hetfield. Lars Ulrich and Kirk Hammett » Transcribed by Andy Aledort

H
A
e just the b

n your Closel. m s e

Exif fight., enter night. graw of sand
Exif ight. anter nagnt

Take my hand, we're aff fo newsr-neve B0

Take nvy fannd, we're off fo never -never liid Mow | lay e down bo shsap, pray the Loed my soul io keep We're off ko never-never land, take my hand (2x)
1 | die betore | wake, pray the Lord my soul 1o take Wa're off fo never-never [ang (4o
Em A5V E5 ] A5 BbS G5 Fi5 Fim B c5
Tedh R - L = - Ju‘ i
- HH " ¥ E:: H T"ﬁ‘l Eimas
} e [ . * T o W
' | 1 Il 1 1 | i 1.1
1 f i [ [l I4 4 14 al 14 14
[A] tatro (oo
I Moderate Rock ¢ =120
Em a5 Em As" Em AsY  Em as¥ Em as¥ Em AsY  Em
RiFFA. Gir, [ plirys Riff A five more times (5ee meas. 1)
G e e frvach wath i pecified i
*Citr. 1 {clean ebec. ) (play 3times)  Gur. 2 felec. widist ~ HI,I': i i“m.“ > .
g et iieaieee ey and walll iy N P T~ At -, S Y, g
__",F'__jl'Tlr,}-___ﬁI-[L I I —
u -y " 1 [ ) | ! 0] nt 1 | 'l | | .;.'
—— t SIS FERE JENE RS ELY i L2} 130 o
: —6—5 0 : — : - '
i) o | - g i D
el ATERN = b e
O = e wp
asY Em asV Em asY Em asY ES
0 L + - — !1 - + — - — — - th T
" ._...-I q....:- B N oy = — ﬂl _u. ol )
3 —1t ﬂ ) § Com— T
3 f—ie -
o ] 24348 e
= : 2 =
= | =
) |
Gir. |
) B e s
Fepenl previonl Mo
= |
gl | & =
i | F i i as
5 T = t _"’ o - 'l—i——r
- i — B S Y g '_',r
Bass
: il
= | e 1 1 R
- | == = 1 P 1 sl 1 il |
- = 1 Fall 1 g 1 ;
S ko A v v ' |
N.C.{ES) Fs
{play 3 rimes) (il 3 rimis)
W N - O e :- ———— _— -
Tt Lo r i
31 BE 30 1 [ [
- i g;'- { % I i |
‘1-. rd
L {5 5 i
ipday 3 times | gt oo {phery 3 times |
_____________________________ - PM. Y T, o
: o _-ﬂ
il
g : <7 :
6—o0—0—0—0— 4—0—1—# n—u—u——izﬂ
L) L N h 1 h J L | | j
B - e i e TF{\_ '_*_r_hru:-” {phay 3 rimes)
a T =
{ i Rl 1l |
+—o—1 ——n—?u—-—~l|i—11~—11'—n——f:—lu—-n ——u-—lo—n-—ia,—'f-l
1 L L L 1

|n | L | 1 |1+ L

Copyrigtn & 199] Creaping Degin Whnic (ASTAF), Internahonsl Capyrigemt Secured
AF Hights Reserved Beprirted ty Perrvanon of Charry Lane Music Company

GUITAR WORLD 113




Egifech  Guitar Workstation Powes

“ENTER SANDMAN"

AS ES E5 BhS AS F5 =]
14 . {plexy 7 rimues §
i |
tr T -1
3 2 F x T — =
i P !1 o i;"l- ? 1_'ﬂ o
| Vb L | 52
Sdored in ped [ar e oidy fpplaay 7 cimea )
PM..., PM..., PM..., [ I
- : : i
0 aal
n—u—'J'?—ca—-au-—c—n—';' —0———6—E—0—
L h h 1 h | J h h ] J L
{phay 7 nimes |
| 1100 Al | i
Al i | i

|
L

Pl — | | O — p—P—In—F—P—!i-—LLLIm-—-F 0—=a
| i

fss, 1:47)

ES {AS5] E5 {AS] E5 (A5} G5 F§5 G5 F§sES
Girs. 1 and 2 .
Rirv, Fip. | Gier. ¥ plays Fill ] third time [ see below ) enad Rhey. Fig. |
17 il . mannn B o el | e R S e
=T et Joah 7 -4 = 'a -l =7 : )
—t— . 6—35 o—& 1 —s g —— - |
i g iy T o T Li ol A S

By Fig: | end Bass Fig. |
ey

. I g I I :
= = = g = o = = 5 -ﬂ
. =i a7 = - 2 - .
Ps o ss s 83 N T o A I s ol SRR G (R i i
\"m (-1, 209 . |
1. Say your ittke onk...
i Mut:ru’q Shut the  Night._.
5 (E5) F5 (E5) Gs 45 G5 F#5 ES
Ger. 3 playy Fill 2 on Ind verse (see below)
I re T S . 21 A e 1 C i
Lﬂd—o—u—o—u—o—n—?—?u—g—lu—ln—n—u—F—ﬁjﬁlp—P—p—p—p—f—F:iﬁIi—#—%—i—!—‘iﬂ
T= 1 — =_ | r

—G—ﬂ—ﬂ—ﬂ—ﬂ—ﬂ — 1 —Lﬂ—ﬂ—ﬂ—ﬂ—ﬂ—ﬂ E] ﬂ'm ‘—Lﬂ—ﬂ—ﬂ—H—o—ﬂ—3—l—ﬁ —ﬂ—i—q—l—ﬂ—"l
*Suhrottnate notey in parenshesin Jd e ow 2l vere.

I [EPrl,-chnrm (126 218
half-time feel
Sheepwith one &ye  open...
Fis G5 F§5 Fm B: Fém Bs Fim BS Fim Bs
Riry. Fig. 2 enad Rbvy. Fig. 2
L e T T e T S S,
25 N = PM EM 2

L]

! 7 .
:t!jT‘ H—-i_g-—!m g @ T _-[’_il 12—

Buss Fill 4 __ SpT e P Basy Fig, 2 = =

S £ A
Fill | {1:5m 17 Fiill 2 {2:08}
?&?-fu. =i :‘:j} Hl N - i arad, bend M-]-? ) ﬁ?ﬁim s 1.*-;5
Bty qu__ BRI itig— FE"I#E; e
P e 5 =g

114 GUITAR WORLD

F#s




hgifech  Guitar Workstation Powered

“ENTER SANDMAN"

@Iﬂlﬂd!nﬂﬂhﬂm (134, 2:26)

{end hall-time leel)
Exit light..,
Fi5 Cs BS F#5 C5 BS Fis 5 B8 E5 il
Rhy. Fig. 3 o [N JHECER R S e S *
M ey
30 — T
1 |
5 a° = [ - e — = ety 2 4—0—
— A 3-—3! i fiay % I =% i__ffi‘jt"i? 2
—1 - i3] : Famiws §3E)
| U | | -LJ I ? | D [ p'- oir. 3 plays Gur. 178 part when
[« T Rh.ru..l'umfuﬁnfmm
Bass Fig. 3
T 7~ I ’ '
e e i P .
g o i i o i o o i 35 g b e o
{ Far ttme ) oo ik I'n 35
2l timse | mewe o i [E]
Fi5 C5 BS E5 G5 Fi5 G5 E5 [ES)
endd Ry, Fig 3
m:r_if e, JURN - % PSR fll
M —_— — - I PM”-"--"‘ 37T O 3 (wiwak) 3 h}
| - 1 - 4 1 I
¥ = 1 1 r e
— 3—2 §piR o T 7 o 5 Rl ——g 1
Pl -- fa Ly e e i
o I -5 Gitrs. | Oers. | anad 2 >
oer. I playes Gier. |y part when B, Fig. 7 i FI‘\JIJ'HJ!IIE anad 2
end Baxx Fig ! -

1 1 i
3—3—32—3 1 1 3

:]i_—_:i_ —0—31—0—5—0—3 ?—'Eﬂﬁ_ :Tn—u—u—u—n—u—n—iiﬂ
| R T [ O S M / T S N

[G] Guitar Solo z41)

|

E5 |A5) E5 (A5} ES (A5) G5
Gira. | and 2 play Rhry, Fig. | twice (see meas, 17}
Gitr. 3
h.ﬂ! run full  full full Fuil fall fell
o, I T I !"' L
:fﬂta;_ﬁ—nq u_’—u’—ﬁtiw:“—ﬂl ;'—_u-u ) ol g 1M: Wiz
. : = ?E REAS
" ’ — i=l=|=i
Bass plavs Bass Fig. | twice {see meas. 17)
F#5 G5 F§5 E5 {A5) s {AS] ES
o & fall ful Ml full  fal =t
= - 'Il-?iiil-ﬁ— ri-ﬂ-—?‘l.'lr—zﬂﬂiii-—rﬂaﬂﬂ--—{ﬂ_q‘:ﬂﬂtl-ﬁﬂﬂﬂ~ﬂ 'II‘I!-;‘-‘H 15-12-12-14-14
Ly - - :
e 1 ]
| == I == o == _— === =_=I= ?_=3= — =
half-time feel (257
(AS5) Gs Fi5 Gis FiIs Fim 85 Fim
Girs. | and 2 substincie Riy. Fill | | see mean. 25} Girs. | amad 2 play Rhy, Fig. 2 {see meas. 26)
T 2 n
A4 }. Fudl full full
F i . ) i N e
B 717 18— 17 410951015 — 19 15— 31 17-0-21 17-0-2117 0-2 N o
el T & s ——3 O S S
— — B — — =
Bass substitutes Bary Fill 4 {see meas. 25) Haxy plavy Bass Fig. 2 (see meas, 26)
BS F§m BS Fim Bs
a ErE e B,
== 10 10-8-7—7-8-T—7 —= -
s =7 ° e
1 —+ 1 . 30 5 5 15 o e S
1 =15
A . S SEEsg =S -

GUITAR WORLD 115




A ngifech Eueitar Workstation Powe

“ENTER SANDMAN”

e e e e S Sy —
(end half-time feel) (304 [1] 3rd Om
Fas cs BS Fas cs 85 Fis cs 85 £s Ext
Gitrs. | and 2 play Binl. Fig. 3 (see meus, 10} Fg§s
go e full B4 T |y fl N fudl full fall fiall
} g =1 = ey 7= o
1 ——— I 3 .t L o= L G | m
s o L 'Ilh — ;4“ u “_!.-u Tt id; Bi—0 :
i - | i 1 } Q 1 i }_ =1 =
Baxy plays Bass ﬁ';%!m meas. 30} y == |!.- —
Fi5 cs BS Es o
TR e =
T e Wt full e
:E. == m-:E = e -ﬂ A-17—0-H-7—0-N 700 -T-0-N - TN TOTB—R-2-B-B-B-B @ = 8
= i 1 !
gy v g e e e bl e el 4 M
N.C.(E5) wihar
& rhar {wah aff) o T | S | 1 1 1 -
56 e SaSasasNIAAR B NIRRT R ——
— 5—85—3—0— — |
T 4—2—0—2-4 o . e
l e i e U ——— @@ A @G-
= - = = el | EJH | = - ¥ | M P & ) =
By plarys Basy Fill 2 fowr times (see mear. [ _ﬁ
[H] ntertude a5 s
Now | lyme downlo skeep.. 75 ooz
Em AsY Em as¥ F§m |
Gitr. 3 plays Fill 3 | sew below) Gitr. 1 (wichean tone; doubled by Cir 4 12-saring scow. waril [T] )
B “O | (wiclean wne) (pplerw T timmr i wefidim )
— = 3 . Gar. |
Y o o PM.....
A y— et 6 5 amere= e
Sadeveabrlend irye Cite, & {1 2-aretng acour. ) wanil [T | | | Tn E | | ===
Baxs pliays Baxs Fill 2 vight times { see meas. []) ﬂ
_—
Wush  ftte  baby.. o
Gir. 2 B Fim Bm Fi5 v
63 (pliay 5 times) PM . Ay L o Ly —
. ~ = —— == |
4 i
P 79 Gim. | s
Oar |
| -
—32 - X o - —2 . it:
e b — - N = - - - —_—
St LT @t B
=EE | a2
Hans {5 timmien )
s el T T i Gitry, ] anm
" 1] [ o 1 1 P hanils P
2—z—2—3—2—3—z3—a3—-z3 3 32 32322 la—r—z—2—2—0—0—1— —
| ] | J L 1 1 i L 1 1 ] 1 | | | L [ [ ] L | | | ——
T
Fill 3 (24 :tE
Gir. 3 (end of salo) Haxy plavy
(E5) (A5) Em {AS) Em Fil 2
-3 a | -1 -1 o -1 4 <1 by
VoW N NN YN W Fulhh Gir. 3§
L | | _F_F‘ | | ] _E ‘FJ ¥ F
ek 1

118 GUITAR WORLD




Dhgiiech Guitar Workstation Powered

“ENTER SANDMAN"

Cs BS F#5 Cs B5 3]
PM g M
™= ==
: s
gty ———
| v Pl 2 4 b poes

| 1 1
ﬂ:“'— : —2—2—2—| a—t—i—t—‘:h_u—-—r-—an———'r%
T [T R T h 5 3 y I F,
=l F 12 S | . L= |.Ir llIr | |i

M. (]
Fis cs B ES F§5 C5 B5 ES
- - R .
» v ;
7 s =il I
- 1 1 -
—L = —i el 4—0—B—0 2—
" = 1] Fi i . ax _— _— -
i — T = ) :
| A ) L V| i
O b
-
= ' gl ¢ :
i ot - —o—0—0—0—0—0—1"12—2—32 e 0 p}-«—:_—n—t——n—u—u-—]
]_|__|j_|—-cl = —=F e b i ] = [T | =] e T e W i =)
[J] Outre 29
&GS li G5 ES A5} ES (A5 ES
75 G2 a =
i ;Y .i_.. P
[ ] — - S — - P :'_-.‘_---_"‘
%:%r_ = 23 & 30
=
Gtr. 1 Y |
[ 7 D i & i PM M
=3 == = =
i il | =
p— = R - Ll ==
= e mmr— !ﬁ{i I 33 3 —8—18 2 —B—
Y S D g cEE e rirdl = k=1 L=
Bz
—F—F—~+ L i : '
= — W “@_ i _r?fs_- e ___ﬁ

(&5) ES 145] &5 1AS5)

|
79 i lamd2 RS, R e pM et

I |
s = ills e |

o= snee=——ciREE==—EtEoEoSEEC

L]

M- —d [E—
Basr plays Bazs Fill 3 twice {see meas. [7) Bass plays Hanx Flg J'rm- meas. 47]

: play 17 times and fade
i (A5) F5 (e (A5) B o b
e Fill 3 i drwe)
Girs, 2 and 4 play Riff A until fude (see meas. 1) iphiry 3 times) pliry 4 rimes ok s g
: _
839 pu T e e PM .., PM_, [ PM. _, R A

n—n—f;“-u—o—|——u—p—+-u—lngl:j‘

Bazs plays Bass Fill | unnil fude (see meus. 7)

sl 8 | v 1
—1—-&—- g—0 | #—5—0—0—
| L J L 1 | |
Mljph}'t&ﬂ!ﬁ*ﬂﬂrrﬁﬂﬂfxrm i
Fill 3 {5:00)
(E5)
Gir. 3 pwilight dise )

ErEre P R e

= - W

!

’)

)
&

ﬁ“
|
e
11
(52
e

GUITAR WORLD 117




How to Play This
Month’s Songs

Jimmy Eat World “Pain”

Although this song's solo was recorded
with two lead guitars playing single notes,
yous can perform both parts rogether on a sin-
gle guitar by playing strummed octaves.
Because the notes fall on the D and B strings,
the octave notes are three frews apart (rather
than two frets apart, as they are when playing
strummed octaves on the A and G strings). As
a result, you'll need to fret the notes with
your index finger and pinkie. However, the
same standard muting tips for strummed
octaves apply: the fleshy side of the index fin-
ger should mute the idle “in-between string”
and the sring below the lower note, while
the pinkie mutes any strings above the higher
note. You can also try using the tip of your
middie finger to lightly check the sixth string,
lest you accidenrally hit it with the pick and
sound an unwanted open low E note. Apply-
ing the “custom” grip for these strummed
octaves may come slowly and feel awkward
at first, but it will become more comforiable
with practice.

To perform the string bends in the solo
while attempting to play both the lower and
higher octave parts, try pulling the strings
in, toward your palm, rather than pushing
them away. If the mablature indicates two
different intervals for a pair of bent notes,
stick with the lower half-step interval. It
will be easier to execute than a whole-step
bend and seems to be the overall inrended
“target” pitch throughout the solo
anyway.—Jeff Perrin

Korn “Word Up"”

James “Munky” Shaffer and Brian
“Head"” Welch use their signature lbanez K7
seven-siring guitars on “Word Up,” but
those of you with six-string guitars can play
along with the recording by transposing the
song's three power chords to the fifth and
sixth strings. (Note, however, that you will
still need to tune down one whole step.) On
a six-string, G#5 will be played in the
fourth position, F#5 will be played in the
second position and ES will be an open
power chord. Memaorize these power chords

88 CUITAR WORLD

because, when following along with the

| transcription, you'll need to look ot the
| chord symbols rather than the tablature

Fortunately, the progression is very repeti-
tive, making for easy work when transpos-
ing and memorizing the chords

To play the sang’s interlude riff (section
D) on a six-string guitar, transfer the lick w
the sixth string, with your index finger
starting the riff at the second fret.

Whether vou play a six- Or seven-string
guitar, when playing the verse 1o “Word Up”
use fret-hand muting and pick-hand palm
muting on any chords that are followed by a
rest: this will allow you o quickly silence the
strings. You want to prevent notes from ring-
ing longer than necessary, as performing the
appropriate chord riythms is especially
impartant in getting the clean part (Guitar 1)
and distorted parts {Guitars 3 and 4) o work
together. If you're not accomplished ar read-
ing rhythms, you'll need to rely on your musi-
cal ear o get these parts tight, so be sure to
listen to the recording closely.

When playing Guitar 2's part in the cho-
rus (performed fingerstyle, as indicared
above measure 25), try picking the notes
with your middle and ring fingers together,
rather than setting down the pick altogeth-
er. Hanging onto the pick with your index
finger and thumb will make it easier for you
to change hack to the pick for the following
section, —Jeff Perrin

Green Day “American ldiot”
Perhaps the most challenging perfor
mance aspect of this song will be to play it at

the breakneck tempa heard on the recording.

The best wiry 1o master such a fast tune is o
start our slowly and memorize the sections
one at a time. Practicing slowly will help you
hear and correct weak spots in your playing,
and memorizing parts will let you focus all
your attention on the guitar's fretboard, so
you won't have to glance back at the tran-

| scription while playing.

Guitarist Billie Joe Armstrong uses alter-

nate/ pendulum strumming to play this
song's chords, using downstrokes on the

downbeats and upstrokes on the upbeats.
Although it is a cherished punk wadition to
play power or barre chords with consecu-
rive downstrokes, this song's brisk rempo

| pretty much prohibits the use of this tech-

nigue for an extended period of rime. If
you're feeling strong, however, go for it!

You'll notice in the transcription how
Armstrong aggressively throws in open-
string notes berween many of his power
chords—notes that totally clash with the
song’s key of A flat. These open “all-pur-
pose passing chords” buy the guitarist
valuable time to move his frerring hand
from one *real” chord to the next. If the
song were played in G or A, these open
notes would blend right in with the sur-
rounding chords, but because it's in A flat,
the open notes lend a splash of dissonance
and harmonic grit to the chord progres-
sion. When performing open string pass-
ing tones, don't worry about hitting the
exact string(¢) notared in the tablature. As
you may notice in the ranscription, Arm-
strong himself varied berween hitring one
and three bottom strings when moving
berween chords.

When learning the strummed-octave
solo in “American Idiot,” be sure to mute
the idle D string between each pair of
notes, as indicated in the tablature by an
“x" sandwiched between the fret num-
bers (see measure 37). As mentioned in
the lesson for *Pain,” you can easily
accomplish this kind of mute by simply
allowing your index finger to make con-
tact with the idle “in-berween” string as
you fret the octave G notes (A string,
eighth fret and G string, 10th fret). And
once again, you also may want to check
the low E string by lightly rouching it
with the tip of your fretting hand's mid-
die or index finger while silencing the
higher strings with the side of the ring
finger. Muting as many unused strings as
possible will allow you to aggressively
strum through this salo in true punk rock
fashion without hitting any unwanted
notes.—Jeff Perrin
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Metallica “Enter Sandman”

Like most Metallica songs, “Enter Sand-
man” is all about the riff. For the song’s
ane-bar main figure {labeled Riff A in the
transcription and first appearing in mea-
sure 1), resident riff-writer James Hetfield
creates an eerie wall of sound by using an
open G note to connect the figure's two
implied chords {(E minor and AS5). Be sure o
allow each note to ring out clearly and for
as long as possible, and use whatever com-
bination of pick strokes feels most comfort-
able and narural to you.

This motif (melodic idea) comes into
play again during the song's pre-chorus
(bar 26), where Riff A is transposed up
one whole step to F# minor. Although the
relative movement between pitches is the
same here, the figure is played in a higher
key and with a different fret-hand posi-
tion, as illustrated in the F#m chord
frame at the beginning of the rranscrip-
tion. This voicing requires yvou to barre
your index finger ar the second frer while
carefully avoiding the A string with the
pick. This latter point s very important, as
vou don't want to sound that B note on the
A string until vou get ta the BS in the sec-
ond half of the measure.

In bars 44 and 45, lead guitarist Kirk
Hammert switches out of the E minor pen-
tatonic (E G A B D) motif of his solo by clev-
erly implying different triads over the basic
implied E minor ronality laid down by Het-
field and bassist Jason Newsted, Specifical-
ly, Hammett alludes to a D chord in the first
haif of measure 44, an E minor in the sec-
ond half and an A in the first half of bar 45,
Spelling out different chords musically over
a one-chord backdrop or pedal tone Like this
is an easy and effective way to break out of
a penmatonic rut and add harmonic color o
a solo. —Matt Scharfyglass

Jimi Hendrix “Voodoo Child
(Slight Return)”

Regarded by many as Jimi Hendrix's
finest hour in the studio (or, more precisely,
5:11), “Voodoo Child (Slight Rerurn)” is as
powerful and personal as anything ever
recorded in the history of rock. Although dis-
missed by Hendrix as “something tossed off
in the studio for the TV cameras,” this semi-
nal track remains as earth-shaking roday as
the day it was recorded (May 3, 1968).

One of this song's signature elements is
his exquisite use of the wah-wah pedal. The
song fades in as Hendrix strums muted
strings in a funky rhythm, using a combina-

| thon of eighth notes and 16ch notes in 4/4

time, with the wah st in the bass, or heel-
down, position (indicated by “o” in the tran-
scription) on beats one and three, and
rocked to the treble, or toe-down, position
(indicared by *+"™) on beats two and four.

The song’s primary melodic theme,
based on the E minor pentatonic scale (E G
A B D), is introduced in bar 5 (0:10). As
Hendrix plays this riff, he rocks the wah
from bass to treble on just about every
downbeal (one-two-three-four), as if he
were tapping his foot. Notice his unusual
and expressive use of hammer-ons, pull-offs
and sHdes in this intro riff, as well as his
subtle use of open strings and half- and
quarter-step bends

Hendrix turns the wah off for the subse-
quent main rhythm part (bar 13, at 0:32),
which consiets of an open E chord embell-
ished with single-note riffs based on E
minor pentatonic, and lesves the wah off
for the greater part of the verse and chorus
secrions. On beat four of bar 16, he bends a
note af the second frer on the G string and,
while halding and gradually releasing the
bend. steps on the wah and holds it in full-
treble position, and then proceeds to flick
the toggle switch back and forth, from the
pickup to the bridge pickup, in the rhythm
specified above the tablarure. This kind of
multitasking may seem tricky ar first, but
with a little pracrice, you should be able to
acquire the coordinstion necessary to pull
off this cool move

Overall, Hendrix's performance on this
song is sheolutely spontaneous. His use of
single-note licks snd double-stop (two-
note) figures within his aggressively
attacked riythm part occur as the result of
pure improvisation and creative drive, mak-
ing it nearly impossible to recreate his gui-
tar playing exactly, ket alone with the same
fire and fury. The same, of course, can be
said about his inspired soloing on this song.
When studying this transcription, try to see
the big picture and cop Hendrix's overall
approach in terms of chord voicings, riffs,
licks and tones, as opposed to obsessing on
trying to replicate the song note-for-note.

Hendrix uses the wah primarily as a fil.
ter effect during his first guitar (section E).
Rather than rock the pedal back and forth,
he momentarily sets it to 8 certain spot in
arder to attain a specific tonal shade (any-
where along the spectrum from bright o
dark), For example, at the beginning of this
first solo (bar 43, at 1:55), he positions the
pedal just shy of full treble (forward) and

leaves it there for a full nine bars before he
begins rocking it back and forth across the
last three bars of this solo (bars 52-54).
Hendrix plays the first eight bars of his
second and final solo (section H, bars
81-88) without the wah, then uses it very
expressively throughout the rest of the
song. Check out bars 95-101, as well as bars
106 through the fade out, where he repeat-

I edly turns the wah on and off in order o

dramatically emphasize specific single-note
riffe and chord accents. —Andy Aledort

Creedence Clearwater Revival
“Fortunate Son"

Guitarist John Fogerty tuned his guitar
down one whole step for “Fortunate Son,”
just as he did on other classic CCR tunes,
such as “Proud Mary,” “Bad Moon Rising”
and “Looking Cut My Back Door.” On “For-
tunate Son,” Fogerty playy as if the song
was in the key of A, but it sounds in the key
of G. Playing the song this way enabled
him to take advantage of the superlative
tone of the open strings for some of the
song’s key licks, such as those featured in
the intro and in the fills during the verse
and chorus sections (Gtr, 1 part). These
guitar parts are also easier to play “in A"
than they would be in G.

As on the other CCR tunes mentioned
above, brother Tom Fogerty (Ger. 2) and
hassist Smu Cook perform their parts in “For-
tunate Son” in standard tuning, Tom con-
tributes a solld, supportive rhythm part
behind John's twangy and fuzzed-out guitar

| tracks, strumming barre chords with a

clean, nonabrrusive tone and articulate,
punctuated rhythms.

When playing the Guitar 2 or bass parts
in this transcription, refer to the chord
names in brackets, as they indicate the con-
cert key harmany (key of G). The nonbrack-
eted chord names correspond to John
Fogerty's transposing (detuned) guitar
parts (Gtrs, 1, 3 and 4).

For those who aspire to perform “Fortu-
nate Son” in a solo guitar setting (tuned
down one whole step), vou could use
hybrid picking (pick and fingers) to per-
form the song's intro and interfude riffs
with self-accompaniment, picking the
denmmed open A-string bass notes with
downstrokes while using vour middle and
ring fingers to pick the notes on the reble
strings. For the verse and chorus sections, [
suggest transposing Tom Fogerty's full-

| sounding rhythm part (Gir. 2) up a whole

| step. —Jimmry Brown
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