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INTRODUCTION

Welcome to Acoustic Blues Guitar.

In the 1920's and 1930's, there were some great players, such as Lonnie Johnson, Blind
Lemon Jefferson and Robert Johnson. The style and influence of these players established
a tradition that to this day still appeals to everyone from casual listeners to professional
musicians.

This book presents traditional, roots oriented blues with contemporary training methods
that will allow you to immediately understand and apply these useful, versatile concepts to
your style.

Section | covers all the basics you will need to know regarding the acoustic blues style:
chord shapes, progressions, chord embellishments, strum patterns, bass-ines, the shuffle
groove and turnarounds. Section |l focuses on solo-style blues guitar, demonstrating
musical examples, scales, melodic patterns, licks and fingerpicking.

If you love the blues, have an acoustic guitar and two hands, then you are ready to go to
work.
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0 SECTION I:
INTRODUCTION TO ACOUSTIC BLUES

This section is designed to provide you with the fundamental tools and techniques needed
for the acoustic blues style. Make sure you take the time to learn the examples of basic
chord shapes, rhythm patterns, progressions, embellishments, bass-lines and turnarounds
in this section before you start on the next section: Solo Acoustic Blues Guitar.

Take advantage of the included recording. It will be your guide to interpreting the music
examples contained in the book. Remember to tune your guitar to track 2 on the CD before
you play with the recording.
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PREFACE

One nice thing about acoustic blues is that you do not need expensive and complicated tools
or devices. The main thing you need is a guitar that is set up well. There are a few simple
tools and devices that you might like to keep in your guitar case: extra strings, picks, slides
(glass or metal) and a capo.

Strings: It is amazing what a fresh set of strings can do to bring out the best sound of a
guitar. If you play regularly, try not to leave the same set of strings on any longer than a
month.

You might want to use light or extra-light strings to reduce muscle fatigue and sore
fingertips. Later, lighter strings will enable you to learn the valuable technique of “bending in
pitch” a lot sooner. After you learn this technique correctly, you might want to experiment
with using heavier strings. Different gauges (thickness) of strings have a different sound
quality, and you will need to experiment until you find the sound you like.

Picking Techniques: There are different techniques for striking the strings that you should
experiment with as you learn the examples in the book:

* Playing fingerstyle (without a pick) produces a warm sound, but it's not as clear and you
have to work harder to produce a wide range of volume. This technique is better for solo
style where you combine bass-lines and melody.

* Using a pick will give you a wider range of volume and it is easier to play single-note lines
and melodies. A pick gives you the option of playing single-note melodies with your fingers
and bass-lines with your pick, but you have to train weaker fingers to play fingerstyle
melody-lines. Playing fingerstyle with a flat-pick is often called hybrid-picking.

* A thumb-pick is primarily designed for down-strokes to play fingerstyle bass-lines, but they
are a little awkward for playing single-note melodies.

* Finger-picks are also available, to be combined with the thumb-pick to get a brighter
sound. This technique is used more for banjo than guitar.

The most important thing to consider when choosing a technique is the sound. While you
might find one of these techniques easier than the others, you should still practice the
technique that will give you the best sound even if it takes a little longer. Flat-picks come in a
variety of sizes, shapes and materials that affect the sound and feel. When using a flat-pick,
experiment with different thicknesses and different materials to learn their effect on the
sound.
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BASICS:
OPEN POSITION CHORDS

Acoustic guitar players, in any style, spend most of their time in open position (close to the
nut) to make use of the open strings. The open strings resonate more than fretted notes
and bring out the richness of the instrument.

(;D) Example 1: The E Chord

The first chord is an E major chord and is a triad because there are only three different
notes in the chord:

E: E Gf B
Major Triad: 1 3 )

E
0 0O 0
2 3 1
- A
_ Ly
8
D) e
O
__+
H
A .
™
N —0—

Make sure that all strings are ringing clearly by placing the fingertips right against the fret.
Be careful not to touch the open strings. Do not push so hard that you are cramping your
hand. The more developed your calluses are, the less you will need to push to get the right
sound.

(4+) Example 2: The E7 Chord

In blues, a fourth note is added to the basic triad to create a dominant 7 chord (indicated
as E7). The fourth note is D, which is the b7 interval of E.
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E7: E G B D
Dominant 7: 1 3 5 b7

The following fingerings are the most common E7 fingerings that apply to the blues:

E7 E7 E7
0 0 0 0 0 0 0

ra

—
(3o
—
i =Y
(¥
fad
=~

E
h:% 2

dalLr.a-wm:: dees bga

N
ORIDRBD q

(c;) Example 3: The A Chord

The following are different fingerings for the A chord. Even though the notes are the same,
the choice of fingerings is different.

A: A Ct E
Major Triad: 1 3 5]

|3

W
3%
L

1 1 2 1 1 1
= A
Wi} e ] iy s ) Ty
iy ) ey & 0 b1y 8] iy % ]
$ K & ] A & ] ey ey
v = ° ° °
o 0 o
F 2 2 2 2-
3 2 2 2
A 2 2 2 -
L[:E—a & € 8-
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@ Example 4: The A7 Chord

To turn the A chord into a dominant 7th chord, add the G (b7). There are two places to add

a G to the open A chord: either take a finger off the 3rd string to expose the open G, aor
add the G to the first string.

A7: A Ci# E (c]
Dominant 7: 1 3 5 b7

A7 A7 A7
X 0 (o] 0 X 0 o X 0
& L OO
i
2 3 2 3 4 1 1 1 2

= A O O
& + 20 28
o © e

v ° ° °
5 9 3 3
A ' ; —3
B b 0

—

@ Example 5: The B7 Chord

There is one primary fingering used in acoustic blues:

B7: B D4 F¢ A
Dominant 7; 1 3 5 b7

B7
X 0
® o o
2 1 3 4
- A 4o
fo—
L‘.CI"‘-'
) 8
T 8
5D
LI:‘I
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Example 6: Combine All Three Chords

Now that we have three chords, we can play a blues. Practice changing from one chord to
the other to get used to making the transitions. Later, we will be learning some rhythm
patterns that involve these chords.

E7 A7 B7 E7

®
®
L4
L 4
@
@

2

2

b
—

—
[3%]
(o]

1 3 4 2 3 1 4
i~ 'hk(‘ Lﬂ “}_‘
F. = MAK % ] [0 ol L. =
16 © # 7
o o = 8 o
o o
% F
+ 3 : o
A 2 - 2
B—2 A 2 -
\ A"

The blues progression is a specific pattern of chords that relate to a key. If you play a
blues in the key of E, the | chord will be the E7. Two other chords, A7 and B7, are the IV

and V chord of the key of E. The Roman numerals |, IV and V identify the relationship of the
chords to the notes of the major scale:

E F# G¢ A B C¢t Di E
| Il m v v vioovik |

The | chord is built on the first note, or root, of the major scale. The A is the IV chord of E
because it is built on the 4th note of the E major scale, and B7 is the V chord because it is
built on the 5th note of E major.

There are several different blues progressions that are popular, but the one that's the most
popular is the “12-bar” biues. The [, IV and V chords are always arranged in the same

sequence within these twelve bars.
_pe ik E7
ﬁl? 7 7 y 4 y 4 ¥ A— A 7 ¥ 4 7 y 4 7 y 4 7 7 7
A y 4 F 4 y 4 F 4 r & y 4 4 y 4 V4 F 4 y 4 r r 4

o

E7

As ﬁ Al
WI‘V7 ll - v a 7 4 ll 7 I7 II 4 4 II 7 = 4 II
D))

B7 A7 E7 B7

H 4 #
Wv’? F—F—FCINTE T = N=F——F
D)
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The Key of A

The other common keys that you hear on the acoustic guitar are the “open keys,” so called
because they use a lot of open strings. The second most common open key is the key of A.
The |, IV and V chords in an A blues are A7, D7 and E7. You already know how to play both
the A7 and the E7, so the only new chord is D7. You get a D7 by taking an open D triad
and lowering the higher octave D to a C:

cD

(9) Example 7: D and D7 Chords

D: D Fi A D7: D Fif A Cc
Major Triad: 1 3 ) Dominant 7: 1 3 5 b7
D D7
X X 0 X X O
1 3 2 2 1 3
b $oy P
— —H
.j I & O
=3 = :
A ; ;

Memaorize the blues in A using chord symbols and Boman numerals.

A BLUES

put AT
G E] £ FF 7 FF F |+ 7 7 /7 £ 77
D)
As s D7 A7
N 1F—F——FF—FF FF I FF—FF T FF
o
Awt E7 D7 A7 E7

& V1Z—Z—Z—IV] [7 e ===
D]
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The Key of C

Another common open pasition key on the guitar is the key of C. The |, IV and V chords in a
C blues are: C7, F7 and G7.

Example 8: C7

The C7 is a C triad with a Bb added to the third string:

C: C E G C7: C E G Bb
Major Triad: 1 3 5 Dominant 7: 1 3 9 b7
C C7
X 0 0 X (0]
L
3 2 1 3 2 41
F == ==
¢ 5 8
C - = 8
% — - _%
iy

C::) Example 9: F7

The F7 is an F triad with an Eb added to the second string:

F: F A Cc F7: F A C Eb
Maijor Triad: 1 3 B Dominant 7: 1 3 5 b7
F F7 F7
X X A X X X
& ) | »
3 2 1 1 3 2 4 1 T 3 2 4 |
) — — o P —©
(& - = g
D) —
©
L:E__:; 3 i
=] R
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(12) Example 10: G and G7 Chords

There are two common fingerings for G:
G: G B D
Major Triad: 1 3 9

G G
0 00 0 0 O

£
2 1 3 3 2 B

el 2} O o
AASY) 4}3 4?‘5
8 8

o 3 — —
e $
LB 5 5

The second example makes it easier to turn the G into a G7. The G7 is a G triad with the
first string root lowered to an F;

G7: G B D E
Dominant 7: 1 3 S5 b7
G7 -/G &
0 00 o
e | 8
==
A—3
3 2 1 Sy —3

Memorize the following blues in C the same way you memorized the other keys. At this point
you should be able to hear the similarity between the keys.

C BLUES

v
LC
7 7 y 4 7 7 y 4 7 7 7 7 7 7 7 7
ﬁl?l W 4 7 7 z—F y 4 y 4 y 4 y 4 7 7 y 4 y 4 7
F7 C?
N
—7 7 - y = y 4 y 4 7 7 y i ¥ y 4 y SE— r—
—Z y 4 7 y A— 4 7 y 4 —r— 7 —7 v & y i y 4 y 4
e




e
=
o
-]
2
o
.
=)
>
13
IS
1
.y
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CHAPTER 1:
BLUES PROGRESSIONS

@ Example 11: Bass-Chord Pattern

This first example is a 12-bar blues in E. The rhythm pattern is called the bass-chord
accompaniment because you alternate between bass notes and full chords. There are two
benefits to this pattern; it brings out the full sound of the instrument and is easier to move
from one chord shape to another. Since you only have to play one or two notes for the

bass, you have more time to finger the rest of the chord shape resulting in a smoother
sounding transition.

E7 A7 E7 ~
~ 4 & | | ] |
ﬁg — :.F =5
= = % = = = 'g
@ ® »
hold throughout
3 3 so—
. 3 —3 . - 3 —$
A — 2 2 — 3 2
LU = 2 = 0 0 —3

Example 12: Blues Progression in E

Play the following blues in E with the recording while employing the bass-chord pattern.

E7
€
=
L1
23114
He B
y A 7 y 4 y 4 y AR SR 4 y A Y S 4 y A v 4 7 7 y 4
ﬁgl y RS ST v 4 ¥ 4 y 4 y 4 v y 4 w4 y S A y S 4
A7 E7
O =] [=]
117
1112 2314
f &
E. TR
#nw ¥ 4 y & y A ¥ 4 r 4 Y A—= 4 7 y 4 7 y 4 i 7 — ¥ 4 y 4
T ¥ 4 V4 . 4 7 y A J y 4 ¥ 4 —7 y 4 y 4 ¥ 4 y 4 y 4 7 y 4
AN
B7 A7 E7 B7
o o (=] Q [+] x L
Ll ﬁ 111
213 4 1112 2314 213 4
Nt
FL TP
ki N S 4 4 7 7 y 4 y 4 7 7 y 4 > 4 7 y & v A y 4 P - F 4
= SR 4 y 4 y 4 y A y 4 y A y 4 V4 Y 4 y 4 i Y 4 y 4 7 y 4 7
e

Notice the last chord, B7, is only played on the last two beats of the last measure while all
of the other chords have at least one full bar each. This part of the progression is called the
turnaround because, as the word implies, it turns the progression “around,” back to the
beginning.
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(1s) Example 13: Blues in A

This is the same progression as the previous example but transposed to the key of A.
Review the A7, D7 and E7 chords and apply the bass-chord pattern to the following
progression. Notice that this example uses the | chord to end the progression. In the
previous examples, the V chord was used to “turnaround” the progression back to the
beginning.

A7
xC
111
11z
A4 &
L. STRLE A
i = y 4 4 F i F 4 y 4 r i r 4 r4 y 4 V4 y 4 f y 4 r 4 y 4 V.4
il & y i F 4 y 4 y 4 V4 y A y 4 £ r A y 4 F 4 y A F VA y A F A
)
D7 A7
XXO ’l-
ﬁ' :ﬁ
EEEN) 111
213 1112
A
. TR
# b ¥4 F4 F 4 y 4 & F 4 F 4 rF 4 F F A F 4 F 4 y 4 F 4 F 4 y 4
i) y A ¥ W 4 A £ y A y A y i y i £ F i Y 4 y A y A y A y 4
R\ 0
e
E7 D7 A7 s
Q [+ xXXO C o =]
M mwar 3 "
1 1 [ |
L 1
L1l
2314 213 1112 2314
N »ﬁjﬂi
é 1Y F A Fd F 4 i F 4 y A F y 4 y A y .. A y A F A F A y 4 F 4
it y 4 4 V4 y A y 4 y 4 y 4 y 4 y A y A y 4 y A y A y A y 4 y 4
Y]

Example 14: Blues in C

To transpose the blues progression to the key of C, start by reviewing the C7, F7 and the
G7 chords. Now play the following progression using the same bass-chord pattern as the
previous examples.

C7
x [+]
3241
4]
y 4 y 4 y 4 y 4 7 y 4 y 4 v y 4 y 4 v y 4 y 4 y 4 y 4 y 4
ﬁ 7 y 4 y 4 7 7 y 4 y 4 y 4 y 4 y 4 y 4 y 4 7 4 y 4 y 4 y 4
F7 C7
. !
1 T1L
3241 3241
4]
y 4 7 4 y 4 y 4 v y 4 7 y 4 7 y 4 7 7 7 y 4 77— 7
% y 4 y 4 y 4 y 4 y 7 7 7 7 —7 ” 4 y 4 7 y 4 7 y 4
G7 F7 c7 G7
200 o o 0co
1 ﬁ
32 I 3241 3241 32 1
4]
7 7 y 4 y 4 y 4 7 7 y 4 y 4 7 7 7 7 y & y 4 7
S@ 7 y 4 y 4 y 4 y 4 y 4 7 7 y 4 y 4 y 4 y 4 y 4 y 4 y 4 v 4
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@ Example 15: The Quick-Change Progression

The previous examples start off with four bars of the | chord. This is called the “slow-
change” blues. A variation on this progression, the “quick-change,” is to replace the second
bar with the IV chord and return to the | chord in the third bar. The rest of the progression

remains unchanged.

Quick-change
A7 E7
=] wo
E 1
2314 1z 2314
¥ 4 ¥ i > 4 V4 W A ¥ 4 y 4 F 4 F 4 ¥ 4
&fﬁﬁ EL T I AT F T T F
A7 E7
x (=] =]
1 ﬁ
jlt (B 2314
[TRLF: ]
4 ¥ 4 ¥ 4 y A — g F g " 4 — A r 4 F 4 T S 4
i A & . 4 y 4 y 4 y 4 i A F A F A r V4 y 4 F 4 r 4
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CHAPTER 2:
RHYTHM

It's amazing what a little bit of rhythm will do to make those chords sound good; changing
the right-hand rhythm pattern while playing the same exact chords covered in the previous
chapter. This is how you can start building your rhythm patterns, starting with the full chorc
shape and breaking them down, bit by bit, to find the melodies.

Example 16: The Shuffle Groove

The rhythm patterns demonstrated throughout this book are called shuffle grooves. The
shuffle groove is fundamental to blues. The shuffle is a triplet, but played only on the first
and third part of the beat, giving it an uneven, lopsided effect.

IRIEIIEIIR I

count: 1 2 3 I 2 3 1 2 3 1 2 3

It is very important to emphasize the down beat (the first part of the beat) to give the
groove more depth.

A shuffle is usually written in straight eighth notes, and it is left to the player to interpret the
feel to have the first half of the beat to be longer than the second.

beat: 1
count: I 2 3

dddd s

— ok @
|

23 23

At the beginning of most songs, you will see an indication such as “shuffle” or “blues feel,”
or you will see this symbol which tells you to interpret eighth notes with a triplet or “shuffle”
feel:

e

Jd=1J
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Example 17: Left-Hand Embellishments

When you embellish a chord by adding or removing notes, you are adding some melodic

movement. The following example is an E7 embellished by adding the b7th (D) to the 2nd
string with the 4th finger to create a melody. This, combined with the shuffle groove and
the bass-chord strum pattern, can make a simple open chord shape sound like the blues.

Shuffle (4 @ =4 o)

E7
= | — | i — [ =
be! L L. | ‘! 441 __1'L______#94,
& ""'-'Jl
o = =3 = = !
¥ L [ L
hold throughout
Fal 0
T 3 9 —0 3 0 3—6
A : T
& @ & &
ﬂ

Example 18: A7 Embellishment

The following example embellishes the A7 chord by creating a melody with the E, F§ and G
notes on the 1st string. Continue to use the shuffle groove and the bass-chord pattern.

—3i—

Shuffle (4 d =4 &)

A7

(21) Example 19: Whole Progression

J h —
1 Il
&
o - & & P
M m Vv m v m v M V M Vv
—3 —0 2 9 3 0 ; &
I 2 2 2 2 2
/ 3 2
B o 8 0
b

The following blues in E incorporates left-hand embellishment and the bass-chord strum
pattern. Remember to maintain the shuffle groove throughout.

Since the B7 chord only lasts for one bar, it will sound fine if you just maintain the bass-

chord pattern.

-’n&#

Shuffle (¢ o =Tf> )
¥ .M~ T

g
5] =

S :

hold throughout
v m [ A B VA e B

ol

— 00—
- A

L] L

M0

Ls
=

=}



—

20 Chapter 2: Rhythm

AT
r’ T [ | [ h [ —
;: ;_ J
9 39 9 30— 2 9
T 3 03 06— 09— 0 2 2 2
i— 3 4 2 2 i3
A 252 " - 22 M— 26
| =] L 9 B
\
E7 B7
~ 4 & | [ | j 4 J 4 ] J 1
L JVRIF.J |7
;‘l L. & L.
v 3 = »
[ [
0 0 a a1 L4} 3 a1
3 : E = [ = =
o \S— -, - 2 |2 2 —2 F——— E
L3 0 ——
A7 E7 B7 E
= e T
'a o
- ) - s et O
= sS= 8
=i = 4 s - o
v o
— 392 9 — —g— — 2 2 0
2292 00— ¢
B S S — — — - - Y S S S— S — - -
-2 2 2
B 0
\

It should sound full, have some groove to it and feel relaxed. If you find yourself tightening

up, your right hand struggling or your left hand struggling, just slow it down. Take your time
and work on the fingerings.

(22) Example 20: E7 Variation

This embellishment for E7 utilizes the same intervals as the previous A7 embellishment
example: the 5th (B), 6th (C#) and b7 (D) on the 2nd string.

4=

Shuffle (¢ & = &)

E7

(R ==CC
_F — S

— N’
- P
vV ™ vV ™ v elc.
T ‘% 4 4 4 4 4? 4 4 E C
'i‘f T é ‘é L é T T T T X :'

D
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@ Example 21: Quick-Change in E

Apply the previous E7 variation to a quick-change blues progression in E. While this
progression can be used to accompany a vocalist or soloist, it can also stand alone as a full
solo instrumental. It contains harmonic, rhythmic and melodic movement to provide a full

musical statement.

)

Shuffie (3 = ¢ &)

a|

E7 A7 E7
E | igimgeg gt et o
$ P
D) | 7 [t:jj‘-’ =t =
£ 4 £ 4 v
v [ B2 T VA o VAN o BV m VvV mh YV v m Vv elc.
= @ H—z—o—g—o;g 3-: o 86—
| | - 93920 9 222_2 [ 3 UH_B—B_
A 3—4—4 3 4 1 I H—r—O 3 1
g 2 2 2 22 2 o 2 2
B 2
=] 0 8 o
\
h A?
P e e Y : —
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CHAPTER 3: BASS-LINES

So far we have looked at chords using melody notes as embellishments. Another way to
dress up the chords and link them together is with bass-runs. You can approach bass-runs
as a variation to the bass-chord pattern by simply adding more bass notes.

(1) Example 22A: E7 to A7 Bass-line

The bass-line should lead to the root of the next chord. Notice how the bass notes at the
end of the E7 bar sound like they are “stepping up” to the A7 chord.

—3—

Shuffle ( @ =d &)
E7 A7

¢/

o

W
o

| T

K 0 3 a

cD

(2s5) Example 22B: A7 to E7 Bass-line

There are a couple of choices for bass-lines that lead from A7 to E7. The first choice is to
continue the upward movement and jump down to the low E at the beginning of the next bar.
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Example 22C: Another A7 to E7 Bass-line

You can also walk straight down from the A7 to the E7.
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(21) Example 22D: B7 to A7 Bass-line

You can walk up to the B7 from the open A by playing the note in between the open A and
the second fret B. Then reverse the pattern from the B7 to the A7. This little walk-up to the

B7 is a line you will hear in numerous blues songs.
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Example 22E: The Whole Bass-line Progression

—3s

Shuffle (ﬂ =g J’)
E7 A7 E7
DIV S = N TR T
) — =1 = s — o — —
= - iy @ e o = =
hold throughout
T 0 o — 3029 —0—
» : ——1 5 R R S O (X —;
A 2— 2 2
S o 3—4 32— 6 6—3—4—
A7 E7
Mﬁ == = e
[ s h;* o it -t ;t e
3—9—2 0 3 920 0 -0 o o 0
2 2222 2 3926 —0—
A 2 2 22 2 2 2 2 o —2 5 5 N—
L = —3 2 Lo * —0 .

B7 AT E7 B7

%
|4
!
1
'y
L
|
dHegeHd m

D) ¥ oY g == 3= — Sig
4 h—._‘E 3 _'E & v
2 2 2 o 3 — 6 00 e
(=1 [} L1 N St 4 4 4 AY ~ 4 9
I S— b —— . : e s
i——ﬂ [ L= & 9 l 2




24 Chapter 3: Bass-Lines

Example 23: The Jimmy Reed Progression

A lot of people call this the “Jimmy Reed” pattern, named after the immortal Chicago blues
guitarist. Jimmy Reed simultaneously played acoustic guitar and harmonica on a neck-rack,
kind of a folk style, and wrote many fabulous, influential blues songs.

In spite of its acoustic roots, this pattern is actually the most basic that electric blues
players learn today because it leaves room for vocals and other instruments. Play the blues
in E with a shuffle groove and use all down strokes.
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Notice how this pattern sounds more “compact and muted” compared to the big, open and
ringing sound of the previous progressions. You can accomplish this by muting the strings
with your right hand, placing it lightly against the strings near the bridge.
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Example 24: Up-strokes and Accents

You can add rhythmic variety and flavor to the groove by occasionally throwing in accented
up-strokes. These accents should not interrupt the groove or replace the accents on the

down beat.
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(31) Example 25: Blues Rhythm Lick

This move is a common blues cliché. Technically, it is the [V chord being thrown in quickly to
create more melodic movement. For the open E7 chord, add the A triad by laying your
finger across the 2nd, 3rd and 4th strings at the 2nd fret. Follow this move with the same
three strings played open, and finish with the E chord.
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(32) Example 26: Full Progression

Apply the previous examples to the following slow-change blues in E.
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(33) Example 27

Now add bass-lines.
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ébﬁmmﬂeﬂ?

This quick-change blues in E combines bass-lines to connect the chords and big chord
embellishments.
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Keep experimenting with each of the elements covered up to this point: chord shapes,
progressions, rhythm patterns, melodic embellishments, bass-lines, muting and accents to

come up with some of your own ideas. More importantly, you need to listen to other players
to hear how they incorporate these ideas. You will notice how songs that might have

seemed complicated to you in the past can now be broken down into simpler ideas.



e ]

Chapter 3: Bass-Lines 29

(35) Example 29: Blues in E Turnaround

So far we've been using one turnaround, a little bass-run up to the B7 chord in the last

measure.
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It is quite common to use variations on the last two bars to "turn the progression around”
to the beginning. Memorize every turnaround as a lick that you can place at the end of a

progression at will.
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CHAPTER 4: BLUES IN A

The key of A is probably the second most common guitar key for blues. Now experiment
with the following embellishment ideas for both the A7 and D7 chord. The E7 will use the
same embellishments used in the key of E.

Example 30A: A7 Embellishments

Hold the A7 fingering with the 1st and 2nd fingers and use the 3rd and 4th fingers to
embellish the chord on the 4th and 5th frets of the first twa strings.
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(37) Example 30B: D7 Embellishments

A simple way to embellish the D7 is to barre the 1st fret on the first two strings with the
1st fingers.
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in A

Blues i

cD

Example 30C
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Example 30D: E7 to D7/F#

There is a weak spot in the previous progression; the transition between the full sounding
E7 and the thinner sounding D7. The lowest sounding D on the instrument is almost an
octave higher than E, making the transition sound and feel more abrupt. As a solution, use
the low F# in the bass of the D7 instead of the D. This will smooth the transition between
the two chords by adding more fuliness to the D7 chord and reducing the distance between
the bass notes to a whole step.

While the F# is in the chord, it usually is not in the bass. When a note other than the root
is in the bass, it is indicated in the chord symbol by placing a slash after the chord name,
followed by the name of the bass note. So, for example, the D7 chord with an F§ in the
bass is indicated as D7 /F§.
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Example 30E: Blues in A

Play the whole blues in A with a quick change progression incorporating the D7 /F§.
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Example 31: Blues in A Turnaround

Here is a simple turnaround for the key of A. Start on the second beat and use the same
fingering for each chord while shifting down one fret at a time.
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SECTION II:
SOLO ACOUSTIC BLUES GUITAR

This section concentrates on solo blues guitar style — the art of playing unaccompanied
blues guitar. You should still continue to maintain the tools and ideas from Section | as you
are learning the following examples. You will soon see how both sections compliment each
other.

In the first section, different options for right hand technique were pointed out. Like the first
section, the examples on the recording are demonstrated using a flat pick for the bass-
notes and single-note leads, while the fingers strike the chords and embellishments. This is
called hybrid-picking. It is okay to use a thumb-pick, finger-picks or fingers without a pick
instead of trying to match the recording.
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CHAPTER 5: BLUES LICKS

A lot of the great single-line solos that you hear are really not as different from the chord
parts as you might imagine. When we learn chords and we learn how to embellish chords,
we are really creating melodies using notes that belong to the chord as well as notes built
around the chord — scale tones. Rather than learn scale patterns up and down the neck,
as is the custom when learning electric guitar, we will concentrate on the chord tones to
find out what notes can be used for melody and soloing. The open chords are especially

important because they bring out the rich, full character of the acoustic guitar.
cD

Example 32A: E7 Blues Lick

If, for example, you want to play a melody or to solo against an E chord, instead of just
playing an E scale, try looking at the notes of the chord to see what you can get out of it.
The following lick is a very common blues pattern utilizing only the notes of an E7 chord. The
trick is to hold the open E7 chord shape while making it sound like a single-note melody.
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Example 32B: A7 Blues Lick

While this lick has the same selection of notes as the embellishment examples in the
previous section, the technique is slightly different. It uses the open A7 chord shape plus
embellishment notes, but it is played as a single-note lead pattern.

Notice the curved line between the third and fourth note. It is called a slur and it indicates
that the F4 on the 2nd fret is to be struck and then “pulled-off” to the open E. This
technique adds some swing and phrasing to the lick. The best way to employ this technique
is to strike the F# and pull across the string with your 2nd finger, sounding the open E
string in the process.
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Example 32C: B7 Blues Lick

At the B7 chord, notice the single-note pattern that utilizes the right hand only, while the
left hand holds the chord shape.
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Example 32D: E7 Lick

One of the most notable stylistic blues trademarks you can get from a guitar is the bend.
Bending is the technique of stretching the string to raise the pitch of a note. You stretch
the string by pushing or pulling the string toward a neighboring string. Bending “in pitch”
means the note is bent far enough to sound like an accurate note or pitch above the fretted
note. In blues, it is also common to use quarter bends, which are only slight bends that add
some spice to the fretted note instead of taking it all the way to the next note.

With the exception of the open E, this lick is the same as some of the previous A7 licks.
This works because it starts with an E and finishes with E7 chord tones. Notice the quarter
bend on the 3rd fret of the 1st string:
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co

Example 32E: A7 Lick

This lick actually spells out an A blues scale. A single-note scale pattern by itself would
normally sound too thin for solo style guitar. Starting the lick with an open A and allowing it
to ring throughout makes this single-note pattern sound fuller.
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Example 32F: Turnaround Variation ,

This turnaround should look familiar since it is basically one of the turnarounds from Section 1'
|. There is one chord shape that is different from the open chords that we have been using.
The primary reason for using a different chord shape like this is that this shape sounds
higher and thinner than the open fingering. This allows for more melodic movement and
variety. You can label these chords with different names when moving down the fretboard in
half steps, but it really isn't necessary. By starting and ending on E, the chords in between
sound more like a transition than a series of different chords. It is better to treat this
movement as a melodic idea since it doesn't really change the overall chord progression.
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Example 32G: Whole Progression

Now let's put together all four of the previous licks to create a complete progression.
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Example 33: More Blues Bass-lines

Even though the previous example sounds full harmonically and melodically, there is still

some empty space. Here is another opportunity to apply bass runs to make it sound like a
complete piece of music.
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CHAPTER 6: BLUES CHORD SOLOING

In order to master the powerful technique of soloing with chords, you need to memorize
certain chord inversions. Chord inversions are not only a great way to add melodic
movement to your chords, but they also provide valuable visual references that will help you
to travel the fretboard.

When you invert a chord, you are actually re-arranging the same notes into a different
order. By re-arranging the notes, different notes end up on top of the chords and on the
bottom. For example, the order of the notes, from the low string to the high string, of the
open E7 is E-B-E-G#-D-E. The melody notes are either D or E. The order of the notes of the
next inversion, at the 2nd postion, is E-B-D-G§. This places G# in the melody.
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Example 34: E7 Inversions

Now take this a step further and learn the inversions that will place the remaining notes of
the chord in the melody — B, D and the higher octave E. Play the following shapes forward
and backward in the order that they occur and it will sound like a scale of chords.
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I
J

@ Example 35: Chromaticism

You can add more melodic options and more tension to dominant chord inversions by taking
any inversion up or down a half step, as long as you return to the actual chord. This half
step movement is often described as chromatic movement or chromaticism.
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() Example 36: Blues Chord Solo 1

This chordal technique is used by country blues guitar players to solo without losing the feel
of the rhythm.

Notice how taking this E7 fingering down one fret to Eb7, for the second measure, implies a
quick-change progression. Since this fingering omits the root (Eb), it does not clash with the
E of the A7 chord. If you compare this Eb7 fingering to A7, you will find that there’s only a
one note difference; the Bb instead of the A. The Bb is compatible with the A7 chord, thus
allowing the Eb7 chord to act as a substitute.
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(s3) Example 37A: A7 Inversions
Now transpose E7 inversions to A7.
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Example 37B: A7 Inversions with Chromatics
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@ Example 37C: Chord Solo Turnaround

Apply inversions and chromaticism to a turnaround.
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Example 37D: Blues Chord Solo 2

Notice how the ascending patterns that take you up the fretboard increase the tension and
the excitement, while descending patterns tend to decrease the tension and excitement.
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(s7) Example 37E: Blues Chord Solo 3

After learning Blues Chord Solos 1, 2 and 3, try combining them in exactly the same order.
Chord Solo 3 spends the most time in the higher register of the neck. As a result, the first
two solos will sound like they are building to a climax in Solo 3.
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CHAPTER 7:
THE BLUES SCALE

In addition to using chord shapes, there is a more obvious source to help you choose notes
that give you the blues sound, the blues scale. The blues scale has five notes and an extra

note in it that people use a lot. The first five notes of the E blues scale are known as the E

minor pentatonic: E-G-A-B-D. The extra note is Bb, which is technically described as the b5
or “blues” 5th.
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These notes can be found all over the fretboard, but in acoustic blues you will find that a
thorough knowledge of the open position will be enough for the majority of your playing. If
you want to learn all of the fingerings for the entire fretboard, you might want to check out
the UBS Blues Guitar Basics book (UBSBK103CD), available from Warner Bros.

Publications.

Example 38A: E Blues Lick 1

Notice the effect of the bends and the shuffle groove, which can be enough to change an
otherwise dry sounding scale into a musical statement.
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Example 38B: E Blues Lick 2

The combination of hammer-ons and pull-offs give this lick a lot of spice.
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Example 38C: E Blues Lick 3

Each slide should be accented “on the beat” to give it more drive.
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Example 38D: E Blues Lick 4

m——

Combine the previous licks.
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Example 38E: E Blues Lick 5

The next two licks, played in the low register, are in the style of Chicago blues players like
Muddy Waters.
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Example 38F: E Blues Lick 6
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| Example 38G: E Blues Lick 7

You can use the combination of low-note and high-note melodies to create a call-and-
response effect that is often refered to as question-and-answer phrasing.
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Example 38H: Double-Stop Turnaround

———

The “double-stop” bend during the A7 lick is a little tricky. You need to keep your first finger
on the 1st string while the second finger bends the 2nd string slightly. There's a famous
tune that uses this lick in the intro called “That's Alright,” and it was written by Muddy
Waters' guitar player, Jimmy Rogers.
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Example 38I: A Progression Of Licks

At this point, you should be able to see how the E blues scale can fit an E7 chord. When
playing through a blues progression, you now have to deal with relating the scale to two
other chords; in this case, the A7 and the B7. The beauty of the blues scale is that you do
not have to play a different scale for each chord.
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CHAPTER 8:
FINGERSTYLE BLUES

Fingerpicking is a great way to keep “time” for yourself with bass notes while simultaneously
playing the melody notes. \WWhen done correctly, it should almost sound as if two people are
playing instead of one.

Make sure you practice every pattern very slowly at first, then gradually increase the speed.
You should mute the bass notes to contrast the ringing melody notes.

The best way to learn the independence that is necessary for this technique is to start with
an even bass pattern and add each melody note one at a time. You will find that the melody

notes are either played at the same time as a bass note or in between the bass notes.

As you are memorizing the patterns, make sure you memorize which notes are played on
the beat and which ones are not.

Example 39A

Start with a single-note shuffle in the bass using the open E. Emphasize the down beat, and
use the palm mute technique by placing the right-hand palm lightly against the strings near
the bridge. Do not push so hard that you stop the notes from ringing, just hard enough to
get a muffled sound. Later, when you begin adding melody notes to the pattern, the muted
bass notes will contrast the ringing melody notes in such a way as to create the illusion that
more than one instrument is playing at the same time.
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cD

Example 39B

Now add a melody note on the first and third beats of each measure. You will have to strike
the first string with your middle finger while striking the bass note with the pick. This
movement is often described as a pinch. Be careful not to break tempo, and remember to
maintain the palm mute.
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Example 39C

Play a melody note on every beat. This pattern alternates between pinching the bass and
melody notes on every beat and playing a bass note in between each pinch.
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Example 39D

Now play the melody in sync with the bass notes by playing the exact same shuffle in the
melody that is in the bass. This is a great exercise of pinches throughout.
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(1) Example 39E

Play the melody note on the opposite part of the beat as the bass notes. When played
correctly, placing a melody note in between the uneven bass notes will sound like a solid
triplet.
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@ Example 39F

Alternate between placing melody notes on the beat with the bass notes and off the beat in
between the bass notes.
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(13) Example 39G

Now let's replace the one-note pattern in the melody with an E blues scale in open position.
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Example 39H

Gradually incorporate the E blues licks from Chapter B.
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(15) Example 391 : Muddy Waters Progression

A great way to sum it all up is with this “Muddy Waters-style” progression. While Muddy
Waters didn't invent this style, he did popularize it. Make sure you practice this progression
very slowly to memorize which melody notes are on the beat and which notes are in

between. .
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Example 39J: Muddy Waters Turnaround

All this progression needs is a great turnaround like this:
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CHAPTER 9:
| PUTTING IT ALL TOGETHER

It is important to finish by using progressions to apply the ideas and concepts that have
| been discussed throughout this book: the shuffle groove, bass/chord patterns,
embellishments, bass-ines, accents, muting and turnarounds.

(7) Example 40

This progression is a quick-change blues in E. Fullness will come from emphasizing the
bass-line. Remember to hold the chord shapes as you play the melody. Do not try to finger
the melody-line one note at a time. Notice the variations between the two choruses
(repeats). These variations are improvisations that will keep the progressions interesting.
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Example 41

This example is a lick-oriented blues in A. It starts off with a two bar intro that is actually a
turnaround. It is very common to use a turnaround far the intro since the turnaround's
| main function is to lead to the beginning of the progression.

The shuffle feel in this example should be very strong. At first it will be a little tricky to
maintain the shuffle, since there is a variety of rhythms found in both the bass and melody.
Make sure you play the example slowly at first. Do not increase the speed until you are
certain that you are playing the correct rhythm for each note.

The intro lick in the first measure is based on the same blues scale fingering covered in
Chapter 8, except it is played in the key of A. In the key of E, open strings are an impartant
part of the fingering. In the key of A, your first finger has to play all of the notes that you
originally learned to play as open:
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Example 42

This entire example can be played using only a flat pick. This progression would be a great
exercise to experiment with different right-hand techniques.

The first three measures of the intro start with the 17 chord and shifts down chromatically
{in 1/2 steps) until the chords resolve on the next inversion, down in the open position.
Measures 4 and 5 are a turnaround in E.

It is important to hold the necessary chord shapes and maintain a strong shuffle groove

throughout the progression.
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GUITAR TAB GLOSSARY ™

TABLATURE EXPLANATION ARTICULATIONS
READING TABLATURE: Tablature illustrates the six strings of the guitar. Notes
and chords are indicated by the placement of fret numbers on a given string(s).
o - — ! HAMMER ON:
_— oy - ﬁ i % -—i Play lower note,
? i 4 i - ] F " then “hammer
1 19 e — — -——| " :
= s - on" to higher
o5 . note with another
T :
» R 0 = 9 finger. Only the
T — —q R E—— A first note is
13 2 U v 2 =] attacked.
n a
— \,,.: ¢ @®. 3rd Frer  Stine @ 121 Frer ATC" Chord C Chord Armpegginted
: ‘ " Ry el J e
Vriee Q) 130 £ : ——| PULL OFF:
_ Play higher nole,
then “pull off" to
BENDING NOTES lower note with
e | another finger.
A 7— 5 1 Onlythefirstnote
—B— is attacked.
—f o 1O T -
4 | HALFSTEP:Piay -~
———1 the note and
bend string one r'/ e l LEGATO
12 half step.* I Fjﬁ.’—z SLIDE:
Fd
4 =1 Play note
e —— PREBEND AND . S
—ar M7 RELEASE: Bend i ] X
N the string, play it, Jj.?‘_ = folltowrcr;gl
then release to _B o Lo ( nly
- F‘—"‘-—m the oriainal it — first note is
t 8 ginal note. attacked)
WHOLE STEP: F_ﬁ seaase——— il :
Play the note and — F | PALM MUTE:
bend string one % o o The note or
whole step. - notes are muted
PM=— - = by the palm of
J | thepickhand
A -| by lightly
B0 o H—e_e___ | touching the
;\— string(s) near
the bridge.
RHYTHM SLASHES
’/ =2 = z 2
— ACCENT:
' Notes or
G c STRUM chords are
U N INDICA- tﬂ‘ be played
rrr TIONS: ® ©® ®©® ©©® INDICATING £ with added
- T arumith St 3 it open Jopen guuel e u —7 emphasis.
e [ A G F ECA n
5 indicated = NOTES B -
rhythm, . 4 4 . J T usine —
The chord voicings are found on —4} RHYTHM
the first page of the transcription § SLASHES: N Y 0V powN
underneath the song title. Very often STROKES
single notes are incorporated into ' m AND
a rhythm part. The note name is )
indicated above the rhythm slash ::tse:)?xm
*A half step is the smallest interval in With a ffet number and @ string T 1 - chordsweto
Western music; it is equal to one fret. indication. 15—_2_ _3__2_ be played with
A whole step equals two frets. L:B—" 1 eithera
**By Kenn Chipkin and Aaron Stang ~ downstroke
( m.)orupstroke ( v )of the pick.
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the world.

ACOUSTIC BLUES GUITAR

GIT’s head instructor and blues expert Keith Wyatt gets you started playing “down home” blues
on your acoustic. Learn all the classic moves in three popular keys.
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