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Learning to Solo

The first step in learning to solo is to learn scales. A scale is a series of notes that follow a specific pattern. There are
many types of scales and each follows a different pattern, giving each scale a unique sound. Scales are very important
in that they are the building blocks of everything in a song. The notes contained in the chords, vocal melody, bass notes,
and guitar solo are all taken directly from the same scale. This is very important to realize as a soloist. If, in your solo,
you play notes from the same scale everything else is built from, then what you play will always sound right. With

that said, some notes will sound better than others. The notes you play should be primarily the same notes in the chords
supporting your solo. You will need to train your ears to listen to your solo to make sure your notes match the chords.

The Major Scale
Most songs are based on the major scale. The major scale is a series of eight notes separated S = & % 8
by intervals of either half steps or whole steps. An interval is the distance between notes, and a
half step is the smallest interval. On the piano, a half step is going from one key to the very next
key, i.e. Cto C#, or E to F. (see right) On the guitar, a half step is moving from one fret to the RO AL RS

very next fret, i.e., moving from F to F#. A whole step is a slightly wider interval. On the piano, e
a whole step skips one key, i.e. C to D. (see right) On the guitar, a whole step skips one fret. whole step halfstep

Constructing a major scale is really simple once you understand half step and whole step intervals. The pattern is this:
Half steps between scale steps 3 & 4, and 7 & 8. Between all other scale steps are whole steps. That's it!

If you played a C on the piano and played all the white keys after C until you played C again, you will have played a

C Major scale. (see below) The C major scale is the only major scale in which all the notes are white keys on the piano.

In other words, there are no sharps or flats in a C major scale. However, if we start a scale on any other note, one or more
notes have to be altered with a sharp or flat so that the pattern of half and whole steps works out. Such is the case with the
G major scale. (see below) Notice that the note, F, has to be modified to F# so that the pattern works out. No two scales are
exactly alike. The D major scale, for instance contains F# and C#. B major contains 5 sharps: F#, C#, G#, D#, and A#.

c# Dt F2 G# A% c#  D# Ft Gf A# c¢  D# Ft G# A# c# E:

Db Eb GbL AL Bb Db Eb Gb AL Bb Db Eb GbL AL Bb Db

Notice scale steps 6-7 (E to F) is a half step.
half step half step half step half step It needs to be a whole step, so, F has to be

. . changed to F#. Conveniently, since scale
C Ma.] or Scale G Ma.] or Scale ——— step 7 is now F#, a half step exists between

scale steps 7 and 8.

Scales and Keys
When a song is written using the notes in say, a G major / (Fh)
scale, it is said to be in the “key of G”. It’s referring to the H
key signature. The key signature is shown at the beginning 1 = % E
of each staff. It not only tells you what notes will be sharped ¢ 1
or flat throughout the song, but because each scale is unique, each key signature is unique, and as such, you can tell what

the key a song is in by the number of sharps or flats in the key signature. For instance, since the G major scale is the only
scale that has only one sharp (F#), the key signature tells you that you're playing in the key of G.

Key Signature

Two Major Scale Patterns Wit
This 2-octave major scale pattern starts on the 6th string. e Pattern #2 begins on the
You can play this pattern anywhere on the fretboard. Sth string. Here, the OO
Here, the pattern starts on the 3rd fret. The note on the OO0 [ pattern begins on the ©) é)
6th string, 3rd fret is G. Therefore, playing the pattern 3rd fret, Wh}Ch is where
here forms a G major scale. Playing this pattern on the @ é) @ é) the note, Cis. Therefore, )
5th fret forms an A major scale since that is where the oY6) playing the pattern here @ (42'@ OO
note, A is. Obviously, it's very important to know where forms a C major scale. @
to play this pattern when soloing. Of course, firstyou @@ D@ A Notice that the hand must 1]

is in! shift in order to play the
have to know what key the song is in! The numbers indicate play DO

fingering, not frets. second octave. @ @




Learning to Solo

In most popular styles of guitar, soloing is usually done with a pick. Therefore, before we begin to learn to solo, it's
important to get comfortable playing individual notes using the pick. Just as when strumming, downbeats are usually
played with a downstroke (™) and upbeats are played with an upstroke (V). Below are a few simple exercises to assist
you in learning picking technique.

Picking Exercises

2

RN
?;

I 1

{ THERN |

| 1NERN |
1

| 1NER |
| THER |

TN (A

o

N
Tﬁi
T <
Q] <
Q<<
i |
[ TRERN |
| 1NER |
T |3

ol

o n n n m v ! v
3 %4 — g . : ]
.) - I I -
%
m vy om v R_V m v A . I AN o O A B
e ————_
ANIVAES 3 ' ] ] - - =I :I J .‘I. :I =I - b ] ]
i
A M m v " m n m v " m v
5 Lo d— — .o £ . ]
\Q)V“.‘[ =I =I - ] ] 1 ] ] b :I :I
%
n m vV om m v ™ RV m m_V
6 2T —r —» — | —
\Q)\I'—l’ k I ] ] - - bt =I =l =I
Pl m vV om m n ' n m
= —_— — — e
ANV | | | | | | = = = | | |
d.‘, & & - - - I —



Tablature

Notice the staff below the standard notation staff. This is called tablature, or more commonly referred to as tabs.
Tabs are an easy way for non-reading guitar players to learn music. The lines represent the strings of the guitar; the
top line being the Ist string. The numbers represent the frets. Tabs are used here to supplement the standard notation

since most of the notes are out of first position, which we have not learned to read yet.

Play the scale pattern a few times with the chord progression shown. Then, try making up your own solo to the same
progression. Listen carefully to make sure the notes you play match the notes in the chords being played! It may take
awhile for you to hear that. Once you can, then try to create a melody that has direction: a beginning, middle and end.

Pattern 1: A Major Scale
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E Major Scale
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Soloing in the Key of G

Practice soloing using pattern #1 or pattern #2 of the G major scale. This is a time to explore your creativity. The
most important thing is to listen carefully! Make sure the notes you play match the notes being played in the chord
accompanying you. Once you feel comfortable doing this, then try to make up a singable melody. This will make
your solos far more interesting than just playing scales or random notes that make no melodic sense. It will also
teach you to create solos that have shape, direction, and growth—a beginning, middle and end. This is your goal.

Progression No. 1
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"Once you know which notes you're suppose to play, and which notes you aren't suppose to play, then you can go crazy. There's no
limit to what you can do." —Yngwie Malmsteen

The Minor Scale

The scale lets you know which notes you can play. It's literally the pallete of notes you can choose from. Once you know what key
a song is in, you then choose which corresponding scale you will use. After that, your only limit is your imagination (and technique).

Every note has a corresponding major scale and minor scale. In fact, the The key of C major & A minor share the same notes.
major and minor scales are related to each other. Each minor scale shares A bz 3 4 56 (7) &
its notes with one major scale. For instance, the notes in the A minor scale =/£ S o ]
are exactly those in the C Major scale. The A minor scale simply starts A5 —— — I
on a different note—specifically, the sixth scale degree. This is why we e 19 s 3 4 s 6 7 s
say for instance, that the A minor scale is the "relative minor" to C major. ¢ b B F G A B ¢ D E F G A

C Major Scale A minor Scale
So then, if C major and A minor share the same notes, how are they different? First of A Minor Scale
all, because the starting note is different, the pattern of whole and half steps is also L S R N N S — —
different. Whereas the half steps in a major scale are between scale steps 3 & 4 and (‘mv S——— i
7 & 8, the half steps in a minor scale are between scales steps 2 & 3, and 5 & 6. Jdg o © ©
Because the pattern is different, the quality of the sound is different, just as the quality A B C D E F G A
of a minor chord is different from that of a major. Furthermore, because the notes have a m ﬁ

different position in the scale, they have a different hierachy. For instance, in the A minor scale, A is the tonic, (1st note of the scale),
and as such, it is the most important note of the scale. Therefore, the chord built on this scale degree (Am), is the most important
chord. The Am chord was much less significant residing on the 6th scale degree in the C major scale.

Natural and Harmonic Minor Scales

We already know that the dominant 7th chord (the chord built on the 5th scale degree) has a function—it causes us to anticipate the
tonic chord. But in a minor scale, the chord built on the 5th scale degree is always a minor chord. If we could make this chord
major, the pull to the I chord would be greater. Therefore, it is very common to raise the 7th scale degree of the minor scale so that
dominant chord will be major. Since the raising of the 7th scale degree changes the harmony of the dominant chord (or simply, the
"Five chord"), we call this version of the minor scale "harmonic minor." (see below)

V chord now has G# as its 3rd,

Natural Minor Harmonic Minor . makmg itan E7 instead of Em7.

A Raised 7th
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A minor scale (natural) A harmonic minor scale

Lastly, raising the 7th scale degree gives this

scale a very exotic sound, particularly when & "ti —— e |
playing the 6th, 7th, and 8th scale degrees. o ;'} o & 7 ° ’
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Minor Scale Patterns

To the right are two patterns for the natural and Tonic on the 6th String Tonic on the 5th String
harmonic minor scales. One pattern starts on the —y— ” 2 2 4
6th string and the other starts on the 5th string. Natural 1 +— 1 s ¥ 4 P

These patterns can be moved anywhere on the Minor : Eo 3 EA

fretboard to match the key that you're playing in.

So, which scale should you use? You would 4 2—y— 3 2 — 213
use the harmonic minor scale when the V chord : 4 > 4 > 1 - b
; . s . . . Harmonic P P S
in the progression you're soloing over is major. Minor 5 H Eal I

N Y

If the V is minor, use the natural minor scale. 1
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Soloing in Minor Keys

Improvise a solo using pattern #1 or pattern #2 of the E natural minor scale. Again, listen to what you play and
try to make your notes match the notes in the chords accompanying you. With that said, you don't want to just
play random notes, even if those notes do match the chords being played. That's like speaking nonsense words —
the individual words may be all in English, but put together, they do not form a coherent phrase or sentence—it's
just gibberish. The same applies to music. When soloing, you want to create musical sentences — melodies that
flow, have shape, and have movement. Strive to make your solos melodically and rhythmically interesting. Of
course, you need to be comfortable with your scales and technique before you can be freed up to spontaneously
create solos that are musical and confident. So, be patient with yourself. Again, for a few, soloing comes more
natural. For most, soling is not so intuitive. How do you get better? By listening. This is the most important
thing to learn—even more important than learning scales and technique.

E Minor Progression
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The Minor Pentatonic Scale

One of the most useful scales for guitarists is the minor pentatonic scale. As the name implies, a minor pentatonic scale is a
five-note scale. It is used extensively in all styles of guitar, especially in rock styles. Below (left) is a major scale and a minor
pentatonic scale. Notice that when compared to the major scale, the minor pentatonic scale omits scale steps 2 and 6, and
flattens scale steps 3 and 7. Looked at this way, the pattern for a minor pentatonic scale is: 1,L3, 4, 5,1)7.

However, when compared to a minor scale, the notes of the minor pentatonic scale are unaltered. (Below right) The only
difference between a minor pentatonic scale and a natural minor scale is that scale steps 2 and 6 are eliminated. Looked at it this
way, the minor pentatonic scale is like playing the minor scale (or five notes from it), even when you're in a major key. In other
words, whether a song is in the key of say, G major or G minor, you can use the G minor pentatonic scale. Of course, you can
also use other scales. It all depends on the style of the music and the sound that you want to acheive through that scale.

A 1 2 3 4 5 6 7 8 A 1 2 3 4 5 6 7 8
: A ———F—+— , A ———F—1—
G Major Scale f G Minor Scale [fey ! ! ! ——
g = % 3 % . J g & bhe @
G A B C D E Ft G G A Bb C D Eb F G
l (3rd & 7th flatted) l (No notes are altered)
n G Bb C D Fh . pn G Bb C D F
GMinor ¢ — ! | GMinor g — ! |
Pentatonic Scale %%ﬁ:ﬁiﬂ Pentatonic Scale &) % i % o {
T T o ©®
*%_, J o e
1 b3 4 5 b7 1 3 4 5 7

5 Minor Penatonic Scale Patterns

Below are five patterns to the Minor Pentatonic scale. You can use these patterns anywhere on the fretboard. However, make sure
the scale you play corresponds with the key of the song. For instance, the five patterns below are all G Minor Pentatonic scales, as
indicated by the fret numbers below the pattern. If the song is in the key of G Major or G Minor, you would play these patterns at
those locations.

The numbers indicate the fingering (not frets) and the circled numbers indicate the tonic (the first note in the scale). In other words,
all the circled numbers below are G's. If we used pattern 1 (which is the most common pattern), we would begin the pattern on the
3rd fret, because that is where G is on the 6th string. In the key of A, we would begin pattern 1 on the 5th fret, since that's where A is.

Notice how the patterns overlap each other. For instance, compare the notes in the first two frets of Pattern 2 (frets 5 & 6) with the
last two frets in Pattern 1 (frets 3 & 4). They're the same notes. The brackets indicate the overlap between all patterns.

PATTERN 1 PATTERN 2 PATTERN 3 PATTERN 4 PATTERN 5
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Below is an exercise using Pattern 1 of the G minor pentatonic scale. Use an alternating, up (v ) and down ( =) picking pattern.

=V =V e e o pr—
#ﬁqﬂz:@ﬁ;ﬁgp% Ib‘ — .

I | | il |
o I he | I il |
[ fan Y )/ i | | - P | N | | — | | |7 & o | [ — il |
ANIV k> & 1l | | et | | I — I | 1 ¥ e | | | i |
o 4 bed — ~ ) ¥ &b o
K K
3 6 3
N 3 6 6 3
3
3 5 5 3
3 5 5 3 -

[}
g
g
[



12

"Don't play with your fingers; play with your ears. Although I play fast sometimes, I don't believe speed and technique are as important as a lot of people say. As
far as I'm concerned, music is ultimately about creating melodic ideas and making sure that the stuff you're playing is musical and fits over a chord progression."
— Yngwie Malmsteen

Minor Pentatonic Licks

Now that you've learned the minor pentatonic scale, the next step will be to learn licks based on that scale. Licks are simply short
musical fragments. Learning licks will allow you to see the relationship between the lick and the scale. For instance, licks 1 - 5 on
this page are based on pattern 1 of the G minor pentatonic scale. Also, learning licks will help you to get comfortable with the

whole idea of soloing without actually having to create anything. When it is time to create, these licks will give you some ideas to
use, allowing you to draw upon them. You can use the whole lick or take portions of a few and splice them together to create
something that is your own. Don't worry, this is how everyone starts out. Every beginning artist needs to first imitate others before
they find their own creative voice. Even when your own voice does manifests itself, it will still reflect its influence from other artists.
We are a/l influenced by the music we listen to. It's unavoidable.
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"To get fast on guitar, you just have to play everything a million times. It's a matter of repetition and practice." —Zakk Wylde

Classic Rock Licks

This Zakk Wylde lick is nothing more than a minor pentatonic scale which dovetails itself. Initially, use alternate picking. Then,
use pull-off's going down the scale, and hammer-on's going up.
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These next two licks are by Jimmy Page of Led Zeppelin. In both licks, Page uses uses a note which is outside the minor pentatonic
scale, but within the key the song is in. Notice how these notes give the lick flavor and poignancy. The first is from The Ocean.
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This next lick's from Black Dog. Notice the passing note, G# (3rd note on 6th fret).
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These next two licks are looped. They're easy to play, not the most creative, but they sound impressive at quick tempos.

G Outro to Lynyrd Skynrd's Freebird. From Rock and Roll, by Led Zeppelin
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Chuck Berry's opening motif in "Johnny B. Goode" is one of the greatest and most-copped rock licks of all time.
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The Blues

Blues Scale

The blues scale is essentially a minor pentatonic scale with
an added note — the #4, which is the note on 4th scale step
raised by half step. Compare the scales to the right. Notice
that the only difference between the A blues scale and the
A minor pentatonic scale is that the blues scale adds the D¥,
which is the raised 4th scale degree in the key of A.

Again, notice how the patterns dovetail each other.

Scales 1 2 3 4 4% 5 6 7 8
A Minor A B CD E FG A
A Minor Pent. A CD E G A
A Blues A C D D# E G A

The blues patterns are identical to the minor pentatonic, and the added note (circled) usually fits right under the fingers.

Pattern One Pattern Two Pattern Three Pattern Four Pattern Five
5 4 £ (D o B B L 4 & : =
: 4 ; = i " e Hl oY B Hol
i a7 T - P H— ¢ L z m ¢

1 7] & (wal " a 4 Yo 1 @) LEI HJ 4

+ =T =T ¥ & a3 & 3 &7 J T ¥
B3 L 4 2 3 & 4 2 1D
M & 4 ) n ) o JZA I7l'| I_II 4 a (win
= L * ~ L i T ® T * IL i I =T,

= Tonic (1st scale degree)
O= Raised 4th scale degree

Blues Licks

This lick, based on pattern one, can be traced back to Delta bluesmen like Robert Johnson
and Son House. Notice the grace notes that move on the 3rd (C to C#). This is a pianistic
way of playing a blues note (i.e.b3), as opposed to bending the C up to C#.
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This blues lick is in open position, which means that is located
within the first five frets, uses open strings, and doesn't follow

This Stevie Ray Vaughan lick is from his recording of
"The Sky is Crying", by Elmore James.

the pattern of any of the five block patterns above. ] B7 A
.=60 % B 2
.=100 P £ 3~ o 1
AHHJ 1 4 # - h?—?——'—ahf#
g w7 NA¢) 2] | N | 1 1 I} [ Ivharl A e I 1 | A | 1/ I}
PP — 1 = [T - = 1]
{ -L_.|_|;_F 1 d- 1} [ hal (@] I 1}
) - R IR
1 S~—— 3 IT/Z
13 10 10
T 2 12 12 10—16
1 S—4 2 an o ' = v
A v ad Y T 5 =
n o] 1 Ay 1 O
B ——+—b—
J.=100 — A
L) g B S h, 3 0k g
P A~ T, 9 Y N A — R I N - Y -1 . S LI >y '_P_H_'_l:H
s o — 1 1 T W | | I ® 1g [ 7] T 1
- = 1 |74 11 1 1 = yi 1 1 1 |
1 T L4 11 1 T 1 T | 4 1 1]
| [ — T
1/2
1210 /f
+ —H | F—9 7 9 o

>
A
1,
D




15

Blues Intros

The most common four-bar blues intros are generally based around the last four bars of a standard 12-bar blues progression.
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Similar to the last intro, this lick uses the open first string as a pedal

tone as the second string's notes descend.

Another typical blues intro is to use a descending line based

around only the tonic chord. Notice the triplet picking pattern.
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A

ion in

Classic Blues Progress

Optional: Palm mute
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Loreena McKennitt
arr. L.Warde

Tango to Evora

With a smooth, tango feel J=cl18
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*Depending on its function, all parts can be played with or without a pick. As a duet, a rest stroke is preferred. As a picking exercise, use a pick.
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Over the Waterfall

Traditional English/American
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Ashokan Farewell

Jay Ungar
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Arthur "Guitar Boogie" Smith
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Saria's Song (Lost Woods)
from Zelda - Ocarina of Time

arr. L.Warde

mVmYy

for 2 (optional 3) Guitars
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Natural Minor Solo

91 4t
Notice how this solo fits right under Pattern 1 of the A natural minor scale. ¢
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Pink Panther

Henry Mancini

arr. L.Warde
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Gerudo Valley's Theme
from Zelda - Ocarina of Time

arr. L.Warde

for Guitar Trio
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Stairway to Heaven
Excerpt of Guitar Solo Adapted for Acoustic Guitar

Most of the Stairway to Heaven solo was created out of pattern 1 of the minor pentatonic scale. The bends
in the original solo were replaced with slides, since the strings on an acoustic guitar (especially those on a
classical guitar) are much less pliable than those on an electric. The last part of this solo excerpt is written
an octave below the original, making it more practical to play on the classical guitar.
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Stairway to Heaven

Full Solo for Electric Guitar
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ERUPTION

simile

o

0—4—7

simile

7X
7X

H

Tp
hull
P

o

7X
7X

5

H

7

%4

i

T
2.

@ (All on the 2nd string)
H

TP
9

*T p
#
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i
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he

he

-

L2

]
He

(1N

9— 13— 5 —10—13—5 10—

2 D

(Y

L1

2581247 125 8 1241

g 13——6

be

be
o

S 3

il

7X
7X

=.

L2 B

24

bl
7X

2 d
7X

(1N

q

He
I 1d

LYH

7X
7X

=.

be

24

3—8—1—13—8 —1M—13—7—10—13—7 10— 13—6

25 8 1247 125 8 M2 4 7 | 125 8 M2 4 7 125 & 124

/i 1D
3

/I

2. With the index finger still down on the string, (and the index finger of the left hand down on the second note), Pluck the string.

3. Finally, with the 3rd (ring) or 4th finger (pinkie) of the left hand, Hammer-on to the third note.

b A
[fan
ANIVAES 3 0

*#1. Tap the first note with the index finger.

10
12
14




SONGS
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4X

Coldplay

=

Green Eyes

B

PR

D.C.

r=

&

Bm

o #T0
[ an )
¢
fH ut
o #Tl

TAG

hHﬁ%

A 4t
p” A - IVl
A 4t
p” A - IVl
p” AR IVl
o Tl

PRE -
CHORUS




You and Me
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Light House
G C (add9) D/F# G/B Em7  Dsus4 C (add9) C (add9)
_ERSE%%%%%%% e
3X
f) #
g =
y A ¢
[ M anY
ANIV4
oJ
G A7sus4  C(add9) Em7 G Em7 D sus4 C(add9)
55 % 8 B
f) #
P’ AR )
A
[ fan)
ANAV4
°J
G C(add9) D/F# G/B Em7 D sus4 C(add9) C(add9)
RE wm B B B B %
2X
A (2X)
’A\V -
[ fan
ANV4
°J
G A Tsus4 C(add9) m7 G Em7 D sus4 G
oo {1 i R
f) #
’A‘V -
[ fan
ANAV4
°J
Bm C Em

B

A 7sus4

C(add9)

Em7

D sus4

4X

Em7

Dsus4

C(add9)
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Karma Police

Radiohead
Am DY/F4 Em Ff G Am F Em Ft G
i 2 B
) &
A5
[ an ) %
ANV x
o)
Am D G D/FE C/E Em7/D Am Bm D
fH u
g &
>
[ an Y
ANV
eJ
% Am DY/F# Em Ff G Am F Em F$ G
(VERST] e OB " B
) u
g
{es
ANIV4
[3)
Am D G C Em//B  Am Bm D
f u
g &
>
[ anY
A1V
) (repeat 1st time only)
C D/A G F4 C D/A G F4
coREIE BROBE 8 B OB OB OB
) &
g =
{es
ANV
eJ
C D/A G Bm/F# C Bm D
E OB OB B B G
fH 4
{es
-V
[I)
Bm D G D G D E
=om m B oOBOE
7X
[ 4
{es
ANV
eJ
Bm

AN
N




Moderately, with expression

Yesterday
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F Words and Music by JOHN LENNON
and PAUL McCARTNEY
o)
p” A
gL bh T /. / / / /. / / / V4
| an WL 7 7 7 7 7 7 7 7 y.L
("2
)
F Em A7 Dm C Bb C
3 L
o]
P A == — |
6ol
b o ™ — 1
Yes - ter-day...
Sud-den-ly...
BWF F CIE Dm7 G7 Bb F
7 443
o) ‘ ] | N P— 1 ‘ ] |
P A | | | N | | | | | | | |
[T | | | A | |
S — ! L 1—5\/0
oJ W o
here to  stay, oh I be - lieve___ in yes - ter - day__
o - ver me, oh yes - ter - day_ came sud - den-ly._
GIA A7 Dm C Bb Dm7A  Gm c7 F
[ p| [9003f: >
10 i i
Py | = — .
{en? z z — % % — 1 I — # O
ANV 4 I [ ! — [ 'V | |
Q) ‘ ‘l
Why she had to go I don't know, shewould - n't say___
GIA A7 Dm C Bb  Dm7/A Gm c7 F
I3 3fr.
14
A et r |
| <o WL~ (7] | | | | | | ] | | | I.—'—Ji
ANV 4 | [ ! — [ "4 | [ ! | |
Q) T L4 T T {
I said some - thing wrong, now I long for yes - ter - day.
F Em A7 Dm C Bb c BYF F CIE
18 i
o) — | ‘
A b——— ] p —— —
%By—dﬁ 2D %’ — —-
Yes-ter-day... hide a-way,_  oh
Dm7 G7 B F F/C G/B B> F
23 i
o) — ‘ e | | ‘ p—
T T e e e e
| (7] | [ ] ‘ | VG
o — . e
v
I be - lieve___ in yes - ter-day._ Mm
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Daughters

V73‘\
Relaxed Swing n =J J\ John Mayer
B m7 Em7 A9sus D(add9)
INTRO 5fr. (Keep 4th finger 5fr. 5fr. 4fr,
A 4 down until Bridge)
g #1l 6)
Y T ey - 7 7 7 V.4 7 v 4 7 O
(9 ual g 7 77 ¢ o y. L0 y.L0 yL0 0
e /
Bm7 Em7 A9sus D (add9)
VERSE %ﬂ%ﬁr. %@ 5fr. EOE%OS&. %éﬂogﬁr.
f) & 4X
S #l
o\ o} [V 4 o7 oJ .4 .
[ an Y hal Ze VL y.L Ze 0
ANIV
e
B m7 E7 A9sus D (add9)
CHORUS| st T S a7t St TreTT 4.
,, i w X
p” AR IV
y AN . o
[ fanY il . O
ANV
o)
SOLO|+ Bm7 Em7 A9sus D (add9)
VERSE 5fr. @sm ﬁs&. ﬁm,
A U 3X
p” AR _ IV o o o
y 4 il | ) / Z o/ o7 o7 [V 4 0
[ an il 4 7 4 yL yL yL y.L .
ANV
e
Bm7 E7 A9sus D (add9)
CHORUS| iy 56 TTITL] St 1] 5tr. TeTT 4fr.
,, fh i X
g H
y 4N T o .
[ M anY hal O
ANIV4
e
Am/D Gm D Al3 A7
BRIDGE %ﬂ%%. %7&. T 7fr. Eﬂ%égm ﬁﬁh
f) &
p” A _ IV
Y 4 o o7
[ an il L
ANV
e
Bmil Em7 D (add9)/F4
X Osfr, Q o O (o] (o]
H 4 @ %
g H
y 4N T LV 4 LV 4 oJ
[ fan Y il VL VL y.L
ANIV
e
Gm9 A7 D sus4/A A7 Al3
@3&. % E‘%ﬂgm E‘)Eé%gm. Tete] 7fr.
f) u
p” AR IV
g\ L 4
[ M an Y il VL
ANV
e
SOLO] + Bm7 BT, Em7/A D(add)

@ Sfr.

E Sfr.

ﬁ 4.

10X

%Sﬁ'
Hu

=i

p=d

CON
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Incubus
A m9

% 4fr.

Q B ™ ™ m- > > >
L] 2 2 2 [ 7] 2 yJ 2 / 2 2 [7] 2 ®
[ an ) J /! . 4 4 4 Vi 4 4 4 4 4 4 [V T4 .
ANIV4 x /i | | /i | |
) - - E 4X
> > >

% Em Em9 C Maj7 Am9

Tfr. i 5tr. 3fr. ? 4fr.
VERSE] (it i i

4 > > (mute) > > > >
’{ # ° ya 2 2 2 Y2 [ 7] 2 2 2 2 2 2 [ 7] ya °
7S s 7 7 4 7 4 7 7 4 7 7 4 o/ 7 v
ANAV4 | | /i | |
J e 4X

CMaj7 A7 CMaj7 A7
PRE — 3fr. % 3fr. %
CHORUS % ;
A a - o o - - ad lib - > - ~ (Let ring on repeat)
’{ 7 ° 2 Vi 2 g 4 & 2 I,—\I Vil Vi Vi 2 Vi Vil g 4 & 2 2 Vil [
[\\3 . 4 4 7 4 4 : 4 7 4 4 4 4 4 4 4 4 Ji 4 : 4 4 4 4 4 .
J ] = /L ] - / L (2X)
> > >
Em Em9 CMaj7 Am9
CHORUS %”r i sfr. %3& %m,

f & > > (mute) > > > = D.S.
’{ '” ° y2 y2 2 2 yJ [ 7] 2 yJ ya 2 ya 2 [ 7] 2 °
17/ v 7 7 7 7 7 e/ 7 7 7 7 7 7 o/ 7 O
ANAV4 /i | | i | |
J el 4X

Em Em9 CMaj7 A m9
S((})Fl;i) % 7tr. @g 5fr. % 3fr. % Afr.

A u > > (mute) > > > >
"\v . ] 2 2l ] 2 [ 7] ] 2 Vi 2 ] Vi [ 7] y] °
[ an - 7 7 7 7 7 Vi 7 4 4 7 7 4 o/ 7 0
ANAV4 /i | | /i | |
J el 4X

C Maj7 A7 C Maj7 A7
PRE — 3fr. 3fr.
CHORUS % : %
f s > > > ad lib > > =
’{ Vi 2 Vi Vi Vi Vi \I 2 Vi 2 2 2 ] 4 /& ] I/—\/
[\m 4 4 4 4 4 ; 4 4 4 4 4 4 4 4 4 4 Ji 4 : 4 4
Em9 CMaj7 A m9
CHORU 7fr. 5fr. 3fr. TTeT] 4fr.
@ i i

A u > (mute) > > >
”;{n i : rl rl rl rl rl :] rl rl rl 7 rl rl :/1 r/ :
S B I g - T =

C Maj7 A7
B i
A 4 > > > > D
'{ # 2 2 Vi [ 7] 2 2 Vi
[ an 7 7 7 1 7 7 rd
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Give a Little Bit

Supertramp
A D A D G A G A G D
Lo W O HEE O HE O BE i
o)
H ‘/ 0 'I 'I 'I ‘/1. 'I 'I' 'I ‘}1' 'I 'I' 'I 'I 'I 'I 'I 'I 'I 'I 'I 'I 'I 'I 'I 'I V] 'I 'I
Gy T \ \
) L L= I SRS SRE=
@O % % % % % % %
'l 'I 'l 'I 'I 'I 'I ]
= = simile

CHORUS

D A D G A G A G D

Bm E sus4 E G B m6/A A B m6/A A7 A7
B A E B o " HE
'l 'I 'I 'l 'I 'I ';—\'I 'I 'I 'I 'I 'l 'I 'I 'I 'I 'I 'I 'l 'l :
— = = = = simile

Fm Bm Fim Bm Fim

pi i pi i) pi

VAR NN RN RN ]
fF ¢ ¢ ¢ ¢ ¢ ¢ ¢ ¢ (¢ ¢

= = = = simile

C G A B m6/A A7 D(add9)

B N




CHORUS

D A D
B F W i i &
p”
y 4N 2 Vi 2 s J / V)
17 7 7 7
AN3V
e — = simile
A D G A G A G Bm
VERSE
Bm E sus4 E G C G
'/ '/ 'I '/ '/ 'I '/ 'I '/ 'I '/ '/ 'I '/ 'I 'I '/ i 'I 'I >
= = = = = simile
A B m6/A 7 D (add9)
78] 3fr. TeT8] 5fr 7fr.
il il il x
BRIDGE
G/D A/D G/D D C(add9) G/D D
XXO 7fr XX0O Asfr xXX0 ASTr XX XX
™y my m vV Ve m 4x
° y2 s /4 / s /4 s & & 4 & 4 4 V4 V4 V4 V4 V4 V4 V4
. 4 : 4 4 4 4 4 4 ‘I{ ./ 4 .}/ 4 4 y.4 y4 4 4 y.4 y4 y4 y4 3
| —] — - - 2
C(add9) G/D D
C— y 4 Z y 4 y 4 y 4 Z Z
7 y.4 y.4 .4 .4 .4 y.4 y.4 0
C(add9) Em7 C(add9) E m7 A7
[y ) v/
y 4 y 4 y 4 y 4 Z y 4 y 4 y 4 y.4 y.4 Z Z 7~ E— 4 Z
y.4 .4 .4 .4 .4 .4 .4 .4 y.4 .4 y.4 y.4 24— y.4 4
D G/D A/D G/D D D
% %7&. ngﬂ;s& ngﬂém % @Mﬁ
_4 7 7 7 7 77 7 & VAN
_4 4 ; 4 4 4 ; 4 4 4 ./ ‘/ ‘/ ' N/
| — | — - - ]
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Blackbird

John Lennon & Paul McCartney
arr. L. Warde
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@
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Blackbird

John Lennon & Paul McCartney
arr. L. Warde
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D
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Led Zeppelin
E

i

g &

D/F#

Am7/G

# [

Babe, I'm Gonna Leave You
Am7(sus4)/G

46

simile

0
O

0

o

Am7/G

Am7/G

(Test: 2X)

Ist time: 3X
2nd time: 2X
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o
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i

5
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(Test:No D.C)
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1
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&
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/
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palm mute
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Am(add9)
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Led Zeppelin

= -
=
<
P
~
o
=
=)
@z
=<
H @)
«P)
=
~
P
<P
>
o

OF

)

—

0—2—0

0——0

01420

A
4

020

—

0——2——0

#

0—

4
4.

L =2 =4

0—2—0

/
7

0——=0

0—-4—2—0

4
4

00—~/ 020

) = e

G/B

C(add9)

1

N

#

—

0—2—0

.|

Bb6

3fr.

m oV om

VeV ™ e

H

0—2—0—7"

i

R R e e R e

/



50

Going To California

Led Zeppelin

=D

Ist and 6th String
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.‘Jlmz
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1 D.S.
) u [ | | [ | |
p” AR _ D) al al =i =i =i al
>~ o o o o o o
[ an ) hal
ANV
oJ = = = =
) 2nd time: Repeat this
measure until fade-out.
3 3 3 3 3 3
& & & 8
8 & # 8
%6&
@ [BRIDGE] m i m
12 — — —
AL e L o o P | !
g #) o
y 40 o I t 7
[ an ) bl . y L0
ANV
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F % = %
N = & —
0 Fa¥ Fa¥ raY I.
o O O O O
# # 8 8
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m 1 a m
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1
2 Ty m— 5 . o — -
3 y.L 0
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A ﬂ 6 A ﬂ o A ﬂ
A A A o/ hd
L
8 8 8 f :
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N u [ I [ ™ [ I | [ I |
g a - a a o P - P o P - -
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Hotel California

Eagles

B7

Em

(Capo 7th Fret)

Lk
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o
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A9/CH

Dsus2

m
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®

“
LJ

[ fan

<
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N
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_ _ﬁi
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»
=1 |eL
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A

<
~ | eLl
g
. |
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)
L 19
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'
o
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|

|
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#
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*Notes in parenthesis are optional



Roundabout
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Guitar Fretboard
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