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ohn Scofield isn't easy to pin down for

990
a guitar lesson, even if it's with sever-

al hundred thousand GP readers. Sure,

Scofield has been busy touring the

i 3
- John Scofiel
world in support of his 28th solo al- :

bum, Dberjam [Varva], but that's not

Supernatura

the reason he's hesitant to commit to a
Master Class. Nor does he resist the idea hcn.'..lusc he's | . :
afraid that people will pirate his sound by decoding his snlnlng sec ts
signature style. Actually, as you'll eeon find out, Scoficld

couldn’t be more generous when It comes to sharing his gl NN O
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angular riffs and melodies,

I just worry about giving too much im-
portance to a particular lick or a mn,” says
Secofield of his lesson tactics, “I've never been into
Lo thee ‘lick fnctory’ approach to teaching guitar,
because a lick or phrase by itself may be cool,
bt ou ol contesd it wsuadly bas noooeaning. I
whar vou play before and after the lick—the set-
i and the release—that makes iF souned fresh.”

Seafield should know. Having shared stages
and studios with such legends as Miles Davis,
Charles Mingus, Chet Baker, Gary Burton, and
Billy Cobhany, he has leamed the art of janming
from the very best. And if theres one thing
the Mew York guitarist is tiber-enthused to
teach, it's how to play transcendent leads that
shatter the confines of grids, scales, and oth-
cr such intellectual approaches to improvising,

“Inn & weay, the whole idea of eoloing from a
acale is wrong,” asserts Scoficld. "It like putting
the cart before the horse, A scale may be tech-
nically appropringe (or o piven key, Do most g
plavers don’t actually use scales (o improvise,
and jary musicians never have, Improvisation

comaes from melody, not from scales.”

Flying Colors

gum the chovd i B 1OWTat do you e
If wour ears ldentfy a garden-varleny Craly,
you're certainly not wrong, hecause that's ex-
acthy what the notes spell What Scofield swould
like you to hear, however, is a world of melod-
ic poasibilitics.

“There are ways to take your basic modal
jam and add more colors,” says Scolield, who
rarely limits himself o just the C major (lonian)
scale when he's improvising in the ke ol ¢
"There are notes in a major key chat aren’t de-
firned, which means vou con tweak them for new
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sounde. For example, why not sharp the 47 1 will
give your solo an interesting Lydian vibe, which
you can also think of as a ‘sharped 11" sound,”

Svofield demonsirates by playing Ex, 2,
which starts with the Znd finger on the root. G,
at the Hihoret, Lp andilics last note, thas rmn s
an innocent Cmef 7 arpeggio, The enigmatic By
that completes the ascent implies Craaf7g11,
adding a layer of melodic intrigue that will
autely catch people's ears,

The Fourth Dimension

“lalso do a lot of stutt with fourths in ma-
jor keys," reveals Scofield. "They sound cool and
they're casy to bring out in the Lydian scale
[plavs a3, See the stacked fourths starting on
the thind node? B s lollowed Ly &, then £,
then A, and finallv D, T love that sound.”

Senfield is mdeed deriving his toorths from
the £ Tydian mode, which is simply & C major
scale with a raised 4th degree (). 1f you know
wvour basic pentatonic shape, however, you'll no-
tice that Ex. 3, aside from its opening note,
shares its fingering entirely with the 5 minor
pentatonic scale presented in Ex. 4. In other
wiords, it voun can find the root of a major key
on the lew steing, just drop down a half-step
(one fret) and play a pentatonic seale. You'll
bring out the given key's Lydian mode—not to
mention @l those glocious [ourtbis—uosing a
simple fingering that you've probably been
nsing since your first guitar lesson. Hip

F think,

minant seala
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In Ex. 5, Scofleld stdcks entrely 1o the B
rminor pentatonic shape, generating more sty
fourths in the key of © major. Since this de-
seanding phrase never taps the tonie, C vou may
want to strum a Creef 7 before you play through
it. Otherwise, your ears may be tricked into
hearing it as 4 B minor run,

Ax Sense

One of the trickiest things to teach in a
guitar lesson—whether in print or in person—
is phrasing, Scofield, like many jace greats,
bras an uncanny koack [or plaving relaxed
notes thar massage the groove by landing
slightly hehind the hear. Mo matter how fast the
furry, Scofield never seams to hurry.

One way to improve your phrazsing is to
consider accents. Even when Scoficld is play-
ing sixteenth-notes—that's four pitches per

downbeat  he typically bears down on select

ed notes, as in B 6, which is another improvised
C Lydian run, Over a medium-tempo rock or
funk groove, v bringing our Bx, 6% four accenied
nates—wn of which are followed by slurs—
by picking them harder than the others. In
time, this approach will help you learn to fear
chains of notes and transform mechanical
sounding runs into truly melodic statements,

Hops, Skips, and Jumps
Another hallmark of Scolields solns 15 the
melodic leap, "I like the way wide intervals
sound,” savs Scofield, Hlusteating with the japzed
il in Bee 7. 1 breaks up the CLydian scale with
several angular junps. "This has a dramatical-
Iy different sound from what you get just trav-
eling up the seale in g more linear fashion.”

The Open Road

O way Seoficld gets o jam into high gear is
by kick-starting it with snarling grips thart featurn:

jangling open strings. “If you play only bame
chords, you'll play only in bars," puns Scofield.
“Wait, I'm just kidding, Domn't print that."

Toa late. What Scofield does want printed,
howvever, are the two fat grips in Ex. 8, which he
cinployvs on “Boozer” from his A Ga Go albom.
Test-drive themm for vourself ard use thern to e
ate a funky I-TV loop in CF. Start off by staying
on each chord for two measures, and dig the
ringing svund—he [ chord has two open
sirings, the eighth-positdon IV chord has one,

"Iyt use open notes anyviime [ can,” sas
Scofield, serving up another sample of open.
string comping in Ex. 9. “This is like my pro-
gression on 'Jeep on 35" [also from A Go Gol, It
got lots of what I call rulr rieees—notes that cre-
are minor or major seconds, or sharped ninths,”

In A9, the ruh note is the open B. Ener-
gized by Scofields trademark half-dirty tong,
the open string creates a dissonant major sec-
and against the CF, Similarly, in D% an abrasive
minor second is created as the open B grinds
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agalnst Cy, and in Em 7, a major second clangs
hetween the npen high Fancd the freteed T

Catch of the Day

“I also like to use open strings as notes
within a melody,” offers Scofield. “Here's my
newest open-sring lick [plays Ex. 10]. I'm not
sure what you call it—it'’s Kind of a joke scale
with a 'lapanese restanrant’ type of sound—but
it's got tons of rub notes, The key is letting

Ex. 10

Mol Gascads

Fma(maj7, £11)

cach note ring for as long as poasible so that
the notes that follow overlap, Arcing your fret-
ting-hand fingers as vou play will help.”

Know Your Neighhors

“Tt omly takes one or two outside notes to
add excitement to a diatonic line," says Scoficld.
“Ithink of these notes as approac ones—notes
Tvesnn oudsicle (e scale (et e used appiuach
nelghharing scale ones, For example, ifyoue solo-
M et AT AR Pagressinn, you cordd oon-
fine vonrselt to the A Dorian mode, which Tmight
do for a while, Eventually, however, T usually
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throw in a couple of chromatic notes that sound
quite striking against the A-minor background

Scofield brings this tactic to life by playing
Ex. 1L, which is based primarily in the A minar
pentatonic scale, The phrase starts on beal two
of the meagure, but waits until beat four to
add two delicious approach tones—Ep and CF,

“Tlike: that crecpy-crawly stuff,” says Scoficld
as hie crens o Mol of approach wnes inw Ex,
12. This squirrelly descent drops you [rom 5o
F wnthont ever stepping off the second string,
and it sounds great over the simple A7 D7 pro-
gression in the background. Despite its many
accidentals, this lick is easy to learn once you
realize that your 3rd foger simply shifts down
# half-step every other note,

I reallv just upper-neighbor lower-neigh-
har the whole way down,” notes Scofield. "In fact,
T've practiced that stulf for years and sl do, Here's
another simple exercise you can try [plays Ex
13a]. You're chromatically dropping down the
neck wsing aliernating descending and asoend-
Ing major seconds. Onee vou've got it down, oy
expanding the interval to a minor thivd "

-
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aves the house
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his lbanez AS200.
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Another uselul Scolield workoul is stacking
fifths, as in Ex. 13D, These wide intervals are al-
Taring to the ears and fun for the ingers, and they
may help to inspive that elusive infersallic sound
invour solos, " The best part about these exercises
is that onee you leamn them, they become use-
ful lines for improvisation,” notes Scoficld,

Devilish Diads

“LIne way to energize 3 diatonic melody is to
harmonize it with lowes, held notes,” says Scofield,
“You're basically just creating interesting inter

vals." The result can be a toothy lexture such as
(e o B B 14, whicdy s sionilan go the passages Bank Atnha!
Scofield employs toward the end of Uberjam’s With an effects palette custom-wired by Pedalboards.com. Scofield can col-
techna-mflected title rack. The hackgronmed or his lone in a variely of striking ways. An Ibanez stereo chorus, a Boss equal-
groove is a fast €7 vamp, and if you play just Izer, a Boss Loop Statlon, a Pro Co Rat distortion, and a DigiTech Whammy-
the example's upper voice, you'll hear a atraight- Wah all add dramatie Havors. Seobleld’s sneakiest bit of sonie trickery, how-
forward Mixolvdian melody that suits the har- ever, involves his Boomerang phrase sampler.
mony perfectly. Add the lower pitches (earhy all “Often, like on the eong 'Uberjam, I'll play a line and then uee the Boomerang
ol which are lengthy hatf-notes) and suddenty this te play it backwards in real time so it comes out likes it's part of the phrase,” says
lick snarls, as a savory dissonance is created by Scofield, demonstrating in the musical example below. “The first half is what |
several arrogantly non-diatonic intervals. For actually play. The notes In the second half sound cool because they are all back-
extra zest, add a sprig of vibraro each time there wards and have reversed attacks, yet still are in time with the groove”  —iG
is o half note in the upper volee.
s.tlapplng out wiphrase sempler
Cne thing people always ask me is ‘How do Cm7 T e e e s e 1
vl play autsidst says Sonfield. *1 have noidea
how to teach that, but when I was discussin = i
AT ] 8 * *——1

this with our bass player, Jesse Murphy, he 1 T
said, 'Tell them to go cliff diving.' In other T
words, when you're jamming, you have to take
risks if you want o find new sounds, Things
should take 2 musical shape in your mind. 5 S T s T e e
Cinee yon get fuid in one thing, experiment with :E = f :
it, add other stuff to it, and pretty soon it will IS B A == =i
all beeome part of your vocabulary.” 1 |
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