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“FORTI]NATE SON” Creedence Clearwater Revival 10 oo

As heard on Willy and the Poor Boys (FANTASY)

Words and Music by John Fogerty = Transcribed by Palrick Mabry E@E
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“FORTUNATE SON”
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“FORTUNATE SON”
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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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