(ONTENTS

ABOUT THE AUTHOR.......uuiiitirncnntiecnnneecssnneesssssiesssssssesssssssssssssssssssaes 4
INTRODUCTION......ueriiiiiiinnnnttinccissnnnetteccssssssseeesccssssssseesesssssssssssssessssses 5
CHAPTER | —GETTING STARTED ........cccocttiviunrrninneensnnneeccsnneecsssnnenes 6
Half Steps,Whole Steps, and the
IMPOIrtanCe Of GraVity ..ot seesseesessessaseassseesseaenns 6
The Fretboard ...t ssssssasssssseses 7
TUNING UP ettt s et sttt ee e sene 8
MUSIC NOLALION ...ttt s st sasssens 8
Reading Tablature (TAB)......ccvcreceriecrreeireeerectseeieeese e seesseeseesesessesesseaessenens 14
Reading Chord Diagrams.........cccecireeerencerencenesemsenesessenesseessesessesesessenssseessencssesens 14
Reading a Chord Chart—Rhythmic NoOtation...........ccceeereeeeerecerencerencrrencncenenenene I5
Reading Scale Diagrams.......cc.eceeeccerecenincunineueineeestcsstscssesesessesessesessecsessesessencssenesens 15
Reading Roman NUMEIals ...ttt sseaessesens I5
CHAPTER 2—BLUES THEORY ...cccccttuiittenccnenccrencceenccsecccsesccsessssnnes 16
The M Or SCALE ...ttt eaes 16
KEY SIGNATUIES .....eeeieteeieeie ettt sttt bttt sttt 17
MINOK SCALES......cuiiiiiciee ettt bttt sttt et 18
REIALIVE MINOK ...ttt ettt sttt et e 19
INEEIVAIS ..ttt sttt et 20
CROIAS ettt ettt s ettt 21
Diatonic HarmMoON ...ttt bttt et 23
BIUES HAIMONY ...ttt bttt et 24
CHAPTER 3—BASIC RHYTHM GUITAR .......iiiiiiinnnnneniccinnenneneenens 26
Basic Rhythm Vocabulary...........cncnrccreeeerecerecseeeeeseesseessenens 26
Basic 12-Bar BIUES ... 28
Palm MULING ..ottt ettt sttt s st seae 30
The Shuffle PAttern ... ssissesse e ssssessenes 30
Moveable Shuffle Patterns .........icieniniiceieeesesesseeseseseees 32
Left-HaNd MULING ......cocueeiricirtcieteictec ettt seeseeese e seeaesens 33
Variations on the Shuffle Pattern ... 34
SEOP TIMIeeeeer ettt et sttt st 35
Boogie-Woogie in OPen E ... sseessesens 36
CHAPTER 4—BLUES SCALES .........cccccecevvuutriirnnrinssnneecnssnneecssseessssseeees 37
MajOr PENTATONIC. c.ceeueeieeieeeirteieteiee ettt sttt sttt bttt et 37
PRFASING ...ttt ettt st sttt bbbt 38
Call-and-ResSponse Phrasing ..........cccverineurinirineeenieisineseeseseseseesstsessssesssseasssesen 39
Riff-StYle SOIOING ..cccvieiiieieerte ettt sttt et 40
MINOK PENTATONIC ..ccueeeieeiriirtiet ettt ettt et 4]
Targeting ROOT INOLES........ceuiuirieirieirieisiree ettt ettt sttt sttt eaes 42
Combining Call-and-Response with Root Targeting..........cccoeeeueeveeerevcereneurineunenenne 44
TIANSPOSING ..ttt ettt sttt ettt sttt caes 45
CHAPTER 5—LEFT-HAND TECHNIQUES ...........cccccccveeriiiivcnnnnnnecens 46
HammMEr-ONs.......cici et sssssssssssssenes 46
PUIOAES .ot aess s s sse e s sassasens 48
Hammer-Ons and Pull-Offs Together ... 50
STAES ot 52
BENAING ettt et e 54
REVEISE BENdS......coiiiiiiiiiiicicssese e ssesssssssssaenes 56
SIGNATUIE LICKS ettt sttt s aae s sese st 58
VIDFALO ..ttt s st 60

2

Beginning Blues Guitar



CHAPTER 6—RHYTHM GUITAR STYLES .......ceeeiviiinnnnneccnsccssnnaneeees 63

MUY VWVWALers— VAMPS ..ottt tsese ettt stesstess e sens 63
Buddy Guy—Rhythm Riffs.......ccceieuririiiricnicricnrercseestreesee e 65
TEXAS SWING cevevrieiiirtcer ettt st sttt et sttt cbes 67
SIOW BIUES ..ttt ettt ettt st 69
MINOT BIUES ...ttt ettt sttt 71
CHAPTER 7—INTROS, TURNAROUNDS, AND ENDINGS ........... 73
TUPNAPOUNGS ...ttt sas s 74
INEFOS oo 76
ENAINGS oottt 78
CHAPTER 8—IMPROVISING ...........ccovnurriinnnriniinneccssneecsssneessssseecssssnes 79
Alternating Major and Minor Pentatonic ... 79

Adding Major Pentatonic Notes
to the MiNOr PentatoniC ... ...t sessessessssenss 8l

Adding Minor Pentatonic Notes
to the Major PeNtatoniC.......ocvccereecureecurireeerecirecnreeneeenetseesseeseeeseaseeaseesseeanes 83
Chord HitS ...ttt ssss e ssssss s s sassssases 85
Expanding the Basic Scale Patterns........ccerevcenercunencnereeinecereenseseneesenesseenene 88
MOTE LICKS! ..ottt s s sas 90
CHAPTER 9—PRACTICING .....cceuuctruncceencceencceencseancscssoscsssscssescsseccees 92
SEE GOAIS ettt ettt 92
Organize YOUF TiME ...ttt ettt sttt sttt staes 92
Metronomes, Drum Machines, and Practice Recordings........ccccoeeoeueeveurencurcncunenee 94
VAIY YOUP SOUICES ....cueeuiieaireneisteiseeistsessaseas st sttt ettt sttt setssssseasenn 95
Outside the Practice€ ROOM ...ttt ettt teese e 96
INAIVIAUAITTY <.ttt ettt sttt 96

ABOUT THE VIDEO AND AUDIO

The companion video and audio contain valuable demonstrations of the instructional material

00

in this book and are available online via streaming or download. You will get the best results by

@ following along with your book as you watch the video segments. Musical examples that are not
performed with video are included as MP3 audio tracks for listening and playing along. The symbol
at the top left appears next to each song or example for which there is an audio track. Example

@ numbers are above the symbol. The symbol at the bottom left appears next to each song or
example for which there is an accompanying video demonstration. The first audio track will help

you tune your guitar.
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key. Here is one chorus of a 12-bar blues in the key of A, showing a very basic rhythm guitar

As you know by now, a [ 2-bar blues is a specific chord progression that can be played in any
part. Remember to swing the eighths!
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Some of the best blues playing is based on the very simple idea of playing a phrase, then
repeating it and adding to it or changing it a little. This is one kind of call-and-response. The
first phrase is the call and the second is the response. Try the following examples first, then
take some other phrases and create your own responses.
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Here are typical voicings for the chords
F7 c7 that go with these examples. Notice that
I x 2 4 3 x x 3 2 4 1 x h both bl - Th
é 1 o ry they are both moveable voicings. The
| | root for the one on the left (F7) is on
2 . d 2 ® the 6th string, so all you have to do is
3 31 @ 4 move this chord to the fret that has the
4 4 desired root note on the 6th string. The
root for the voicing on the right (C7) is

on the 5th string.

Chapter 4—Blues Scales
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Here are six licks in the styles of some great blues guitarists. You will find regular bends and

both kinds of reverse bends, too.

In the Style of T-Bone Walker
Choke the first bend in measure 2 (C to D) by releasing your finger as soon as you’ve made

the bend.
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In the Style of Buddy Guy
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Turnaround in C—In the Style of Buddy Guy
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Turnaround in G—In the Style of Rick Holmstrom
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Turnaround in E—In the Style of Gary Clark, Jr.

This is a modern, straight-eighths rock take on a classic Hubert Sumlin move. Playing in E gives you access to

all kinds of old-school, open-string mojo in the last two bars, while the straight-eighths feel helps channel a

Hendrix vibe.
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MINOR PENTATONIC

Learning the names of the notes in a scale of a particular key, and understanding what
interval each scale degree is from the root, will greatly expand your range on the fretboard.

Below is an expanded version of the minor pentatonic scale we have been working with.

The slide markings indicate when to shift positions, and the numbers show what fingers to

use. This example is in the key of Bb.
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Keeping track of the root notes by always fretting them with your 3rd finger (on strings
6 and 4) and your 4th finger (on string 2) will make the new areas of the fretboard feel
comfortable. Many of the licks you play in more familiar positions will come naturally.
For example:
This... becomes this... or...
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