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Abasi is impeccably and stylishly dressed 
in head-to-toe black, including a well-cut 
jacket that’s the handiwork of his sibling, 
the fashion designer Abdul Abasi. His hair 
is styled with razor-sharp precision in a 
kind of asymmetrical, post-modern pompa-
dour. Tosin’s professorial, tortoise rim eye-
glasses lay primly on the table before him. 
His body language is angular and precise. 
He’s been pumping some iron of late…as if 
the dazzling virtuosity and abstract inten-
sity of his eight-string guitar work with Ani-
mals as Leaders weren’t enough of an ath-
letic accomplishment. 

Thin, wiry and slumped in a leather chair 
across from Abasi, Guthrie Govan is sport-
ing a rumpled Pac-Man T-shirt that looks 
as if he’s slept in it. He’s just off the plane 
from London, but looks as if he might just 
as well have tumbled out of a time machine, 
transported from some grotty, early-Sev-
enties Jethro Tull lineup into the 21st Cen-
tury technopolis that is San Francisco. But 

the quietly understated wit and careful cre-
ativity with which he chooses his words 
belie his bedraggled appearance. The same 
strange mixture of offhand nonchalance, 
well-crafted mastery, retro rock references 
and fast-forward futurism distinguishes 
Govan’s exemplary guitar work with the 
Aristocrats, not to mention his solo discs 
and sideman work with Steven Wilson, Asia 
and others. 

Mahogany versus wenge has become the 
conversation’s focal point when Joe Satri-
ani enters the room. Like Abasi, he’s all 
in black, albeit in a more casual way—the 
timeless rock and roll uniform of T-shirt, 
jeans and leather jacket. Satch pulls a black 
watch cap off his clean shaven cranium 
and takes a seat alongside his fellow guitar 
titans. His quiet humility and air of mature 
reserve contrast benignly with the youthful 
exuberance of his cohorts. 

Tosin Abasi and Guthrie Govan are both 
very much the children of Joe Satriani. Wildly 

disparate as they are in their musical and per-
sonal styles, Animals as Leaders and the Aris-
tocrats could never have come into existence, 
let alone find a dedicated and enthusiastic 
audience, had Satriani not blazed a bold new 
trail in rock guitar playing in the Eighties—
raising the bar for fretboard technique and 
making the world safe for shred. 

And now Satriani, Abasi and Govan are 
joining forces with fellow guitarist Mike 
Keneally (Frank Zappa, Steve Vai, Joe 
Satriani, Henry Kaiser) and Dreamcatcher 
Events to present the second annual G4 
Experience, a four-day, immersive gui-
tar camp held in the idyllic environs of the 
Cambria Pines Lodge in California, June 28 
to July 2. Satch, Tosin, Guthrie and Mike 
will be joined by Govan’s fellow Aristo-
crats who also serve, conveniently enough, 
as Satriani’s current rhythm section. And, 
along with performances by Animals as 
Leaders, auxiliary instructors include bass-
ist Stu Hamm and Guitar World’s own Andy 
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SEATED ACROSS FROM ONE 
another in a cavernous, chilly San 
Francisco photo studio, Tosin 
and Guthrie Govan are deep in 
conversation, dissecting and 
debating the relative merits of 
various guitar neck tone woods. 
They’re both clearly attuned to 
the same profound level of guitar 
geekery—fretboard brothers. But it’s 
hard to imagine two human beings 
more different in appearance. 



Aledort as well as other special guests. The 
four-day musical retreat will include both 
concert performances and ad hoc jams as 
well as up-close and personal instruction 
from the four guitar stars and their guests.

The camp concept is very much Satriani’s 
brainchild, an offshoot of his much beloved 
G3 and G4 road tours.

“I thought it would be nice if there were 
some way to get away from the folding chair 
and PowerPoint presentation vibe behind 
most clinics,” Satriani says. “Rather than just 
playing and teaching licks, I wanted to do 
something that mirrors my experience with 
the G3 tours. That’s where I see more rapt 
attention and people getting involved pas-
sionately, as concertgoers tend to do. I don’t 
really see that at clinics. So I was looking 
for a way to get the juicy fun of a live perfor-
mance into a clinic situation. And that’s basi-
cally what I put to the Dreamcatcher Events 
guys who came to me with this idea of doing 
some kind of clinic over a period of days.”

Mike Keneally, who participated in the 
first G4 camp last year, offered his hearty 
endorsement of the concept via email: “The 
first G4 camp was a revelation for me in my 
own approach to instruction. So I was very 
glad to be asked to be part of it again and 
have an opportunity to keep developing that 
approach. I look forward to the time I’m 
going to spend with Joe, Tosin and Guth-
rie this year, talking and playing together. 
Obviously they’re both astonishing play-
ers—among the best the world has ever 
coughed up. The camp will offer a buffet of 
musical choices that campers can choose 
from at will, so there will be something for 
players at every level. Also the physical set-
ting is freaking gorgeous and conducive to a 
peaceful and welcoming frame of mind.”

Meanwhile, back in San Francisco, the 
topic of tone woods has been shelved for 
a while as Satriani, Abasi and Govan settle 
down to give Guitar World the inside story 
on the ultimate guitar camp experience. 

The first question is for Guthrie and Tosin. 
What was your initial reaction like when 
you were approached to take part in this 
instructional camp?
GUTHRIE GOVAN The logical thing to do 
when approached by Joe Satriani and asked 
to do something like this is to say yes. In no 
way was it a difficult decision. Based on my 
experience with guitar camps, it always turns 
out to be an extension of the personality of 
the guy who dreamed it up in the first place. 
So I’m really looking forward to this one. It 
looks like it’s going to be a real musical expe-
rience, as opposed to a parade of circus tricks. 
JOE SATRIANI Although we’re not beneath 
that! [laugher] That’s kind of what we do in 
a way. Let me just say there’s nothing wrong 
with that. I’ve often said in clinics that 
everything is equal. All scales are equal. All 
chords are equal. It’s really all the same. It’s 
just a question of when and how to use them.
TOSIN ABASI I’ve done clinics myself. My 
band did something similar to this—a H
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camp setting where we had multiple days 
with the students. And while the instruc-
tion sessions are really cool, what can be 
even cooler is what happens outside the 
formal clinics: Students getting together 
with other students and sharing the ideas 
they just learned. There’s this really cool 
“behind the scenes” element. Bands form. 
Musical relationships are formed. Just 
having like-minded musicians all together 
in the same place, sharing the same infor-
mation—it will be cool to facilitate that 
kind of interaction.

So what can people who take part in the 
camp expect to experience? 
SATRIANI I’m gonna play, I’m gonna talk 
and just take questions. I’m not going to 
make people pick up the guitar and say, “Put 
the third finger on the third fret.” It’s not 
gonna be like that. People will have a chance 
to observe me up close and ask questions. I 
think that’s the best way. There’s nothing 
like watching a guy do it. And this is one of 
the few times I won’t have to perform. I’m 
not gonna jump around. I’m gonna sit there 
and actually look at my guitar, and I can 
stand near my amp, which is cool! So that 
way, you can watch what I do. And if you see 
something weird, you can ask me about it 

and I’ll explain it in an honest way. 
GOVAN That approach gets my vote as well. 
The people who are attending will get a 
more personal experience. We can listen 
to them and bounce back on whatever they 
turn out to be looking for…rather than turn-
ing up with a prescribed list of what we think 
they need to know. It’s better to be flexible. 
ABASI I go with that too. It allows for an 
organic process that keeps unfolding, as 
opposed to predetermining which way it’s 
gonna go. And I think what Joe said about 
just watching is huge. There’s a cognitive 
level of understanding you get from watch-
ing people who have been playing guitar 
professionally for decades and have got-
ten to this high level of artistry. If you were 
to verbalize it, it wouldn’t be the same. To 
watch a guy like Guthrie, it’s not the same as 
watching a two-dimensional video screen. 
I can actually get close enough to see and 
hear how hard he’s picking! I think that 
level of instruction is invaluable.

In Carlos Santana’s autobiography, 
The Universal Tone, he talks about how 
players he admired in Mexico when he was 
coming up never showed him anything, 
“They showed me their back,” he says, 
and that this a tradition he and others still 

really respect. “I have my chops, go find 
yours.” So the question becomes, does a 
learning situation like a clinic compromise 
a player’s originality? Is there any value in 
finding your own chops? 
GOVAN I think that was more showmanship 
than anything else. You can create a mystique 
for yourself by pretending that a lick you do 
is so special that you have to hide it from peo-
ple. Now more than ever people are going to 
figure out what you’re doing, whether you’re 
going to share it with them or not. 
SATRIANI When I was growing up you had 
to find somebody to show you how to play 
the way you wanted to play. There weren’t 
instructional videocassettes, let alone You-
Tube. But yeah, that’s a funny attitude, 
“I have my chops, go find yours.” I never 
understood that. That’s not the reality of 
the modern world. I don’t think people even 
worry about that. 
ABASI I agree, it does seem a little fear 
based. I think inspiration is what drove 
all of us to pick up a guitar. And inspira-
tion comes from other guitarists, usually. 
There’s a fine line between emulation and 
originality. I might try real hard to emulate 
something and fail, but all of a sudden I’ve 
got something that’s my own version of it. 
There are so many ways to approach it.

There’s a poetry to 
this that’s not written 

down anywhere.”
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make people pick up the guitar and say, “Put 
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just watching is huge. There’s a cognitive 

watch a guy like Guthrie, it’s not the same as 
watching a two-dimensional video screen. 
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based. I think inspiration is what drove 
all of us to pick up a guitar. And inspira-
tion comes from other guitarists, usually. 
There’s a fine line between emulation and 
originality. I might try real hard to emulate 
something and fail, but all of a sudden I’ve 
got something that’s my own version of it. 
There are so many ways to approach it.
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FOR JOE SATRIANI , 
sketching and drawing 

have always been as much of 
a creative outlet as his game-
changing, guitar-driven rock 
music. These two di� erent 
hemispheres of his artistry 
converge beautifully in Ibanez’s 
new, limited 25th anniversary 
edition of Joe’s iconic signature 
JS guitar, the JS25ART. The 
body of each guitar bears a full 
color illustration, hand drawn 
by Satriani himself. Each one is 

di� erent and there are only 50 
of them, 25 of which are slated 
for sale in the U.S. O� ering a 
unique opportunity to be a guitar 
collector and art collector all in 
one, this very special JS edition 
commemorates the birth of 
Satriani’s Ibanez signature model 
25 years ago. 

“Ibanez approached me and 
asked if I’d do something special 
for the 25th anniversary,” Satriani 
recalls. “I decided to illustrate 
some guitars myself. I had to 

� gure out, ‘Am I going to paint 
them or use pens? What would 
the process be? Could I erase?’ I 
wound up using these color pens. 
I spent a week down in L.A. late 
in 2014 doing the illustrations 
and it was a lot of fun. But it was 
intense. With the pens, you can’t 
really put color on color. Nor can 
you erase. Some of the ones I did 
are more detailed; others are just 
line drawings. They’re all signed.” 

Technically speaking, the 
JS25ART embodies all the design 
re� nements distilled over Satri-
ani’s 25-year collaboration with 
Ibanez. This includes a maple, JS 
Prestige neck with hand-rolled 
fret edges, Satriani’s signature 
DiMarzio pickups, a hi-pass � lter 
on the volume pot, a coil tap on 
the tone pot and a low-pro� le 
Edge tremolo bridge. 

Fans of Satriani’s visual art will 
recognize the bizarre designs on 
these guitars. These characters 
are soon to come to life in an 
animated sci-�  series, tentatively 
titled Crystal Planet, that Satch 
is working on with guitarist and 
animator Ned Evett.

—BY  A L A N  D I  P E R N A

Okay, so now the question becomes, 
what has the viral availability of infor-
mation on technique and things like that 
done for the art of guitar playing?
SATRIANI It’s definitely elevated it to an 
incredible level, and here’s the proof right 
here. Look at these guys! When I started 
playing, most people played the same, I 
would say. Six strings. Fenders and Gib-
sons. Really. There weren’t that many art-
ists. How many pedals were there? Some of 
the music may have been complicated, but 
the tools weren’t so great. So people weren’t 
trying to do much with the guitar. But now 
the art of guitar playing has been elevated to 
an incredible level. Look at Tosin and Guth-
rie here—or someone like Charlie Hunter—
and you think, Oh my God, what happened? 
The future is here. And all that other music 
is still available too. You can go on YouTube 
and see a 14-year-old kid who sounds like 
one of the blues artists from back then.
ABASI The prevalence of all this informa-
tion has brought a real cool evolution in 
guitar playing, but it also creates a sense 
of overload. Like for me, I would get one 
instructional video, devour it and then I’d 

have to go to the music store physically, pick 
out another and take that home. Now it’s 
like you can Google “melodic minor” and 
it’s this tremendous rabbit hole that, for me 
personally, can get a little overwhelming. 
The information is so accessible and so vast. 
But that’s why things like this camp are so 
important. Yes, all this information is now 
available, but what you’re going to get from 
us is more of a specialized, individual actual 
representation of all this information. How 
we express ourselves on the guitar. And I 
think that will help channel out all the dis-
tractions that can come from all the infor-
mation out there. 

You all said that you’re not going in with 
a prescribed list of things you think play-
ers ought to know. But still, can we agree 
on a few essentials that, say, a beginning 
player should know?
SATRIANI Don’t play with pain, and prac-
tice in 45-minute segments. That keeps an 
eight-year-old or 12-year-old from getting 
bored. Grownups can stay focused for a lon-
ger period of time. Basically, if something 
hurts, stop doing it. The repetitive stuff can 

be a big problem—the quest to be exactly 
Guthrie without understanding how the 
body works, without taking the time to 
develop the tendons and muscles, not to 
mention the brain and the ears. So I always 
include that in the top five things: don’t play 
in pain and practice in small increments. 
But I don’t think there’s any one scale or 
exercise that’s better than any other scale or 
exercise for getting you to become familiar 
with the instrument and your body. 
GOVAN I think it’s really important for 
someone at the beginning level to ask them-
selves, “Why am I doing this?” That answer’s 
not going to be the same for everyone. Some 
guys just want to be in a band. Some just 
might want to be able to play “Layla” in their 
basement after a hard day at work. Some 
people just want to be the fastest—which is 
valid in the same way that wanting to get a 
high score in a computer game is valid. But 
all these different players should be working 
on a slightly different balance of core skills. 
Identifying what kind of player you want to 
become right at the beginning leads you to a 
place where you’re guaranteed not to waste 
any of your practice time. 

be a big problem—the quest to be exactly 

body works, without taking the time to 

with the instrument and your body. 

basement after a hard day at work. Some 

valid in the same way that wanting to get a 

become right at the beginning leads you to a 

have to go to the music store physically, pick 
out another and take that home. Now it’s 
like you can Google “melodic minor” and 
it’s this tremendous rabbit hole that, for me 
personally, can get a little overwhelming. 
The information is so accessible and so vast. 
But that’s why things like this camp are so 
important. Yes, all this information is now 
available, but what you’re going to get from 
us is more of a specialized, individual actual 
representation of all this information. How 
we express ourselves on the guitar. And I 
think that will help channel out all the dis-
tractions that can come from all the infor-
mation out there. 

You all said that you’re not going in with 
a prescribed list of things you think play-
ers ought to know. But still, can we agree 
on a few essentials that, say, a beginning 
player should know?
SATRIANI 
tice in 45-minute segments. That keeps an 
eight-year-old or 12-year-old from getting 
bored. Grownups can stay focused for a lon-
ger period of time. Basically, if something 
hurts, stop doing it. The repetitive stuff can 

The new Ibanez JS25ART guitars offer a unique 
opportunity to own an original piece of 
artwork…and a great musical instrument. 
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{continued on page 160 }

Not everybody wants to be a virtuoso, and 
that’s okay. 
GOVAN Right. But whatever your goal is, 
when you’re starting out is a great time to 
get into the practice of making everything 
you play feel easy. Particularly if you’re male 
and a teenager, there’s a tendency to try and 
practice something you think is difficult and 
to show people how much you mean busi-
ness by tensing up, forgetting to breathe and 
getting into this unnatural body language 
that says, “See how hard I’m trying?” To me 
that’s a bad habit. I think it’s better if you 
can tell your body, “This is easy. You can 
do it. Relax. Breathe.” Just be a normal per-
son and try to practice an easy, relaxed ver-
sion of any movement you want to master. 
That’s a good habit for life. If you practiced 
being stressed and a pain warrior, it’s hard 
to erase that after 10,000 repetitions. 
ABASI I think, for beginners, the main ele-

ment might be not to get overwhelmed. I 
think patience is really valuable. If you’re 
aware of all the amazing players in the 
world when you’re first starting, it might 
not be good to begin your journey by focus-
ing on how far away from that you are. Just 
know that it takes a bit of consistency and 
patience, and that’ll serve you. Just give 
yourself the freedom to be patient.

Alright, what about the intermediate 
level? Someone who can play, has the 
basics down and is able to go out and 
maybe earn some money at gigs. What 
does that player need to know? 
SATRIANI Diversify. Make it a point to 
embark upon something totally foreign to 
you. Maybe you started out in a Slayer trib-
ute band and got really good at that. But 
then one day your uncle picks up an acous-
tic guitar and you say, “What the hell is 

that?” It’s Travis picking! You need to 
explore things like that to expand your 
musical personality. 
GOVAN I just think of the other kind of 
intermediate player, who isn’t out there gig-
ging. So I would say to him, “Get out there 
and gig!” That’s why they invented music. 
There was meant to be some kind of social 
element to it. While it’s good to be in the 
monastery honing your chops, it’s also good 
to feel that there’s some application or sense 
of purpose to what you can do. I think play-
ing with people and playing to people is 
often the missing piece of the puzzle for a 
lot of players who have great technique but 
haven’t really plucked up the courage to get 
out of their sanctuary. 
ABASI As an intermediate player, you’ve 
probably developed a skill set as well as 
some discernment—an ability to be your 
own critic as far as the quality of your tech-
nique. You have a working knowledge. So 
maybe you want to look at what your next 
stage in playing might be, and start look-
ing at people you consider to have mastered 
that. At the intermediate level, you’re prob-
ably doing pretty well already. So it’s time to 
become more deliberate about where you’re 
going from there.

What about the advanced level? Players 
who are almost at the level you guys are 
at—what do you still need to discover? 
SATRIANI I remem-

Identifying what 
kind of player you 

want to become 
right at the 

beginning leads 
you to a place 
where you’re 

guaranteed not to 
waste any of your 

practice time.”
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aware of all the amazing players in the 
world when you’re first starting, it might 
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some discernment—an ability to be your 
own critic as far as the quality of your tech-
nique. You have a working knowledge. So 
maybe you want to look at what your next 
stage in playing might be, and start look-
ing at people you consider to have mastered 
that. At the intermediate level, you’re prob-
ably doing pretty well already. So it’s time to 
become more deliberate about where you’re 
going from there.

What about the advanced level? Players 
who are almost at the level you guys are 
at—what do you still need to discover? 
SATRIANI

that?” It’s Travis picking! You need to 
explore things like that to expand your 
musical personality. 
GOVAN
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THREE KINGS
continued from page 66   

when you do unlock the door, there’s a 
whole corridor of other doors which also 
need to be unlocked and you never knew 
existed. I think sometimes telling yourself, 
“I’m an advanced player now,” is kind of 
dangerous. You might stunt your growth 
as a player by somehow saying, “I have 
now ‘won’ music.” I don’t think music 
is like that. That’s what’s great about it. 
You never get to the last page of that great 
novel. You never finish the final level of 
the computer game or see the last episode 
of Breaking Bad.
ABASI For many aspects of guitar playing, 
there are quantifiable goals. “Oh, I can play 
at 240 bpm now.” Or “I now know how to 
improvise over chord changes.” Or what-
ever the case may be. When you become 
advanced, for all intents and purposes 
you’ve accumulated the skill set needed to 
play contemporary music. But when you’ve 
accomplished all that, it puts you in a 
strange place. You can be in this gray area, 
where you don’t know where to go. I think 
we all touched on that: What is the goal 
of music? It is social; it is impacting peo-
ple. So what’s the best way to accomplish 
that? Once you’re no longer obsessed with 

ber there were times when I had to tell a 
student, “I can’t teach you anymore. You 
should go get a gig somewhere.” At that 
point it’s no longer about the arch of your 
finger or where to put your thumb on the 
neck. It’s so past that. Now it’s just about 
life and how you want to express your 
vision of music. You’ve come to the crux 
of what life and music are all about. And 
at that point it’s difficult to give advice. I 
believe there is no answer to it, so I don’t 
feel qualified to give advice. If you want 
to inspire people and let them in on some-
thing you’ve experienced in life, you have 
to have experienced it. 
GOVAN I would say, “Are we that 
advanced?” I like what Socrates is sup-
posed to have said, “True knowledge is 
knowing that you know nothing.” So try 
and stay humble and carry on being that 
intermediate guy forever. If I can bur-
den you with a clumsy analogy, I would 
say that every time you try and conquer 
some little challenge, it’s like unlocking a 
door, not knowing what’s behind it. And 

sweep picking, the goals become more elu-
sive. What I started doing is going back to 
songs that maybe have nothing to do with 
guitar playing. Like playing pop music and 
asking, “Why does this sell millions upon 
millions of copies?” There’s a poetry to this 
that’s not written down anywhere. Because 
this song is part of a canon of songs that 
people will remember for a very long time. 
And I think that is way harder than turning 
on a metronome and memorizing where to 
put your fingers.

Given the current state of the music 
industry, I think that’s what everyone’s 
asking themselves. So are guitar camps 
like G4 a new way forward? With records 
not selling the way they used to, is this a 
new kind of profit center?
SATRIANI It’s a gig, without a doubt. And 
looking at it from that cold, business per-
spective, with a gig like this comes the 
responsibility to do it well. And it’s a week 
out of a person’s life. We’re not talking about 
an evening at Guitar Center. And people 
are traveling from all over the world for this 
thing. So we take it very seriously. We want it 
to be absolutely fantastic. 

when you do unlock the door, there’s a 
whole corridor of other doors which also 
need to be unlocked and you never knew 
existed. I think sometimes telling yourself, 
“I’m an advanced player now,” is kind of 
dangerous. You might stunt your growth 
as a player by somehow saying, “I have 
now ‘won’ music.” I don’t think music 
is like that. That’s what’s great about it. 
You never get to the last page of that great 
novel. You never finish the final level of 
the computer game or see the last episode 
of 
ABASI
there are quantifiable goals. “Oh, I can play 
at 240 bpm now.” Or “I now know how to 
improvise over chord changes.” Or what-
ever the case may be. When you become 
advanced, for all intents and purposes 
you’ve accumulated the skill set needed to 
play contemporary music. But when you’ve 
accomplished all that, it puts you in a 
strange place. You can be in this gray area, 
where you don’t know where to go. I think 
we all touched on that: What is the goal 
of music? It is social; it is impacting peo-
ple. So what’s the best way to accomplish 
that? Once you’re no longer obsessed with 

sweep picking, the goals become more elu-
sive. What I started doing is going back to 
songs that maybe have nothing to do with 
guitar playing. Like playing pop music and 
asking, “Why does this sell millions upon 
millions of copies?” There’s a poetry to this 
that’s not written down anywhere. Because 
this song is part of a canon of songs that 
people will remember for a very long time. 
And I think that is way harder than turning 
on a metronome and memorizing where to 
put your fingers.

Given the current state of the music 
industry, I think that’s what everyone’s 
asking themselves. So are guitar camps 
like G4 a new way forward? With records 
not selling the way they used to, is this a 
new kind of profit center?
SATRIANI
looking at it from that cold, business per-
spective, with a gig like this comes the 
responsibility to do it well. And it’s a week 
out of a person’s life. We’re not talking about 
an evening at Guitar Center. And people 
are traveling from all over the world for this 
thing. So we take it very seriously. We want it 
to be absolutely fantastic. 
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