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INTRODUCTION

W elt_:ome_ to the Hal Leonqrd Blues Guitar method. The goal of this book is to teach the basic elements of blues guitar while
using simple W’t, authentlc arrangements of true blues classics. As you wind your way through this book, the development
of your blues technique will include a variety of rhythm studies including movable patterns, turnarounds, and stylistically
correct chord shape:s‘ Lead blues guitar will be introduced from the beginning, starting with the blues scale and adding blues
nuances such as slides, bends, pull-offs, hammer-ons, vibrato, and double stops along the way. While working through the
songs of Hopert Johnson, B.B. King, Albert King, Freddie King, T-Bone Walker, Muddy Waters, Stevie Ray Vaughan, and
others, you will acquire the basic skills necessary to head out to a blues jam or fire up a jam in the basement with some friends.

GUITARS AND AMPS

This book was written with the electric guitar in mind, but if armed with only an acoustic, you will still be able to work your way

through most of the examples_, especially if you use an unwound G string for easier bending. It's a good idea to take a minute
to address what kind of electric guitars and amplifiers are the most “blues friendly.”

In choosing an electric guitar to best facilitate playing the blues, you may want to consider what artists you admire and what
the){ use to get their tone. There are differing schools of thought on guitar tone, and that does reflect in how one approaches
the instrument. For instance, the beefy tone of humbucker pickups found on such guitars as the Gibson ES-335, Les Paul, Flying
V, and SG, the Guild Starfire and Bluesbird, among others, are distinctive in the more singing, lead accompaniment styles of
artists such as B.B., Albert, and Freddie King; whereas the glassy, brighter tone of single-coil pickups found in Fender
Stratocasters, Telecasters, and Danelectro guitars, among others, are key in the more rhythmic, biting styles of players such as
Muddy Waters, Buddy Guy, and Stevie Ray Vaughan. The actual playability of these instruments is as much a matter of taste as

the tone. | suggest testing out a variety of guitars and find something you are comfortable with as well as one you look forward
to playing.

As for amplification, you'll find a warm, meaty, articulate tone using an old Fender, Gibson, or National tube amp. These were
the chosen “tone consoles” for many of the blues greats. More contemporary blues artists who may demand more distortion
might lean towards modern Fender, Marshall, MESA, Sunn, or any variety of high-gain amps. Although solid-state technology
was panned for years as being sterile and harsh, a number of manufacturers have come up with some pretty believable and
affordable models. Again, | would consider the tones of some of your favorite artists: Stevie Ray Vaughan used Fender Super
Reverbs predominately, B.B. King opted for the Fender Twin, John Mayall- and Cream-era Eric Clapton preferred Marshalls. In
the end, whatever makes sense to you in terms of sound, size, and price is good to go!

Gibson ES-175 (left), Gibson ES-335 (right) Fender Stratocasters and 4x12 Marshall stack
and tweed 4x10 Fender Bassman combo amp



PICK VS. FINGERS

One of the many great things about playing blues guitar is that there are no rules. Many a great bluesma_n, from Albert King to
Albert Collins, have forsaken the plectrum in favor of flesh on string. | tend to steer peop_le towarq experimenting with both g
that you can get the best of both worlds. How you attack the strings can make a hu_ge difference in th_e sound, and ultimately,
the way you express yourself. A pick is going to give you a brighter, more aggressive s_ound, a’nd a fingerstyle attack gives g
mellower touch that can be made more aggressive by popping the strings. Again, experiment with both!

STANDING VS. SITTING

Another habit that | encourage in order to prepare for eventually performing out in public or with friends is that you stand when
you practice. This doesn't mean you need to stand every time you grab the guitar, but once you_’ve_got anew Ilclf or technique
“under your fingers,” put a strap on and get used to playing it while standing. The way you distribute your weight, how you

approach the guitar, and the difference in how you support the instrument will all make a big difference in how well you play
when standing versus sitting.

And while you're at it, plug in. In the the same way that the difference between sitting and standing can be night and day,
practicing unplugged with an electric guitar can make for an eye-opening experience when you finally do get powered up. How

you dampen strings, dynamics, and overall tone can be grossly misjudged if not amplified, so be sure you spend enaugh time
plugged in if you're playing an electric guitar.

HAND POSITIONING

When you see blues guitarists in action, you'll notice that their thumbs are often wrapped around the neck as opposed to the
more traditional grip, which has the thumb located on the back of the neck to facilitate a “piston-like” action by your fingers on
the fretboard. The reason for this is that it gives you extra leverage for bending notes. It is important, however, to be able to go

back and forth between these hand positions as your technique develops, but for the purposes of this book, it will be easier to
do the bending exercises with the “thumb over the neck” hand positioning.

Thumb positioning for playing blues



THE 12-BAR BLUES

The plqes is @ musical form as much as it is a musical style or feeling. The most common blues form is the 12-bar blues
consisting of the l—lVi}/ progression. And the language can be further embellished with terms such as “dominant seventh
chord,” “quick change,” or “turnaround.” As you might have guessed, most of these terms have their roots in music theory,

:Emﬁheth'ey should not send the would-be blues enthusiast into pangs of terror. I'll try to make it simple so as not to give you
e blues!

The progression below is a blues in the key of G. It consists of twelve measures, or bars, and the chords within this blues form
are the | (G7), IV (C7), and V (D7)

chords in the key of G. This would be an example of a “quick change,” because after the first

bar of the | chord (G7), the harmony shifts immediately to the IV chord (C7). The last two bars are known as the “turnaround”
because chordally, it turns you around to the | chord at the top of the progression.

TRACK 1
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1 “TURNAROUND”

The chords that are predominately used in the blues are dominant seventh chords. The following figures go a long way in
explaining where I, IV, V and dominant seventh terminology comes from. If you build chords by stacking 3rds above each scale
degree in the G major scale and put a Roman numeral under each one as you count away from the root note (G), you'll find a
series of seven chords. The I, IV, and V chords (G, C, and D) are the basic chord components for the blues form.

= —1
Am Bm (& D Em Fit° G

& ii iii vi vii® I

In the figure below, you'll see that if you add another note on top of the triads, making them seventh chords, thg V chord or
dominant chord as it is also called, is a major triad with a flatted or minor seventh. The sound of that chord is widely used in
blues and jazz and musicians use the term dominant seventh to differentiate this chord from the more “happy-sounding” major
seventh chord, which is a major triad with a major seventh added to it. The words tonic, mediant, dominant, etc. were terms
used in addition to the Roman numerals by music theorists to explain and describe the relationships of notes and chords in a

scale. These chordal relationships are the same in every major key. The names of the notes change but the relationships are
the same,

1
Cmaj7  *D7 Em7 F#97  Gmaj7



THE SHUFFLE RHYTHM

Many blues songs use a rhythmic feel called the shuffle. In this rhythm, eighth notes are played unevenly; the first note ig twi
as long as the second. e

.57

The shuffle rhythm can be played fast or slow. Listen to the CD to hear how the following examples sound. Then, play along
when you are ready. Once you get the hang of this “bouncy” feel, you will never forget it.
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“Sweet Home Chicago” was written by Robert Johnson and has been performed by Magic Sam, the Blues Brothers, and
virtually every blues l_)and in the world at one time or another. It is a classic blues shuffle in the key of E, and this particular
ar_rangement starts with a chordal turnaround as the introduction, which is more often than not the case with blues tunes. As
this book progresses, you will acquire an arsenal of turnarounds, but this is a good one with which to start.

@ SWEET HOME CHICAGO
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THE BLUES SCALE

The most commonly used scale in blues music is (you guessed it!) the blues scale. The blues scale is a six-note scale that
contains the root, b3rd, 4th, 5th, b5th, and b7th (or “blue note”). In using these notes you can successfully improvise over each
chord of a typical twelve bar blues in that key. Here is the E blues scale in open position.

The E Blues Scale
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Getting the sound of the blues scale ingrained in your brain as soon as possible will go a long way in enabling you to solo or
improvise over a blues tune. Below is an exercise using the E blues scale in first position over the verse chords of “Sweet Home
Chicago.” It is a good example of how the notes of the blues scale work over all the chords of a blues. Playing blues guitar
initially can be made easier by visual association on the guitar neck. | want you to make the visual connection between this scale
“box” position and this blues progression which has its root note based on the E string on your guitar. This visual connection
will help immensely as we start moving the E string based blues tunes up the neck.
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Try playing the above example again, playing each note twice with the shuffle rhythm.
B



Elhe ??A['"Q Stones covered Robert Johnson’s “Love in Vain Blues” on their Let /¢ Bleed record, and it is a good example of a G
ues in open position. Note the new chordal turnaround in the intro as it is a classic “country blues” example. This arrange-

ment also employs the shuffle rhythm. Try to mute the root notes of the chords with your palm of your right hand while letting
the higher strings ring out.

@ LOVE IN VAIN BLUES
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BLUES PHRASING

The organization and delivery of notes in a solo is often called phrasing. Learn the following scale, then practice playing the solo
phrases in the example at the bottom of the page.

The G blues scale in open position can be used to solo over this particular arrangement. The example written here starts and ends
with the root note to help you visually associate it with the chord positions. Most blues “fills” or “runs” are based around the root
note of the blues progression so it is always good to get your bearings, in any position of the blues scale, around the root.

The G Blues Scale

wr-H

&

The following phrasing example uses triplets while soloing around the root note of each chord. All of the notes are derived from
the G blues scale. Using triplets when soloing can go a long way in helping your phrasing sound bluesy.

Now, play along with the next example remembering the shuffle rhythm when playing the eighth notes. Then try your own biues
phrasing while soloing over the verse chords of “Love in Vain Blugs.”
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OHCE again, a Robert Johnson composition strikes, this time as an arrangement derived from the version of “From Four Until
Late” that Eric Clapton did in 1967 with the supergroup Cream on their debut release Fresh Cream. It includes yet another
chordal turnaround as the intro and a root/5th bass pattern steeped in the country blues tradition. Note that this blues also
includes a VI-II chord sequence (A7-D7) sometimes added to the standard blues progression to add a little flavor.

@ FROM FOUR UNTIL LATE
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After playing along with the chords of “From Four Until Late,” try improvising with the C blues scale. The C blues scale in first
position is not as common as some of the other box positions but is useful nonetheless. | have started the scale on the root
going up then down then back up ending on the beginning root note just to make it a little more musical. As you did with the
G blues scale in “Love in Vain Blues,” try to visualize the C blues scale in relation to the chords in “From Four Until Late.”

The C Blues Scale
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STRING BENDING

An important technique for playing blues guitar is bending strings. This technique produces the characteristic moaning or
“singing-like” sound of blues guitar and makes it possible to change pitch without changing the fret position of the finger.

To bend a string follow these steps:
 Depress the string with the left-hand finger.
* Maintain pressure as you push the string upward or pull it downward.

Bends are indicated in the music by a curved or pointed slur (A) in standard notation and an arrow in tablature. Bending strings
works best on steel-string guitars and is done most easily on light gauge strings with an unwound third string.

Below are some characteristic bends.

y

@ Quarter-step bend Half-step bend Full-step bend
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THE DOUBLE STOP

A double stop is two notes played at once. Guitarists such as Chuck Berry, Jimi Hendrix, Freddie King, and many others have
used double stops to enhance their solos and fills.

Below are some characteristic double stops.
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THE SLIDE

A slide is a common left-hand technique that is used by blues guitarists to produce a smooth, flowing sound.

To perform a slide follow these steps:
» Depress the string with the left-hand finger.
* Pick the string with the right hand.

« Maintain pressure as you move your left-hand finger up or down the fretboard to the second position shown.
Below are some characteristic slides:
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One pf the all-time Chicago h_lues legends, Howlin Wolf (Chester Burnett), wrote the classic “Sitting on Top of the World.”
In this arrangement, we’re going to touch on a lot of things that will help push your blues guitar knowledge to the next level.
It's a blues in the key of A in which the IV chord goes to minor, and for extra fun, I've included the “hook” of the tune, using

quarter step-bends, double stops, and slides. Don't be afraid. These nuances are standard blues fare, and the sooner we
tackle them the better. First, let's take a look at the A blues scale in open position.

The A Blues Scale
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Visualize this box shape as it relates to the A chord because this association will come in handy as we take the A-string-rooted
blues tunes, and move them up and down the neck.

Q) SITTING ON TOP OF THE WORLD

TRACK 13
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THE MAJOR PENTATONIC SCALE

In measure 2 of the previous song, there are two slides that achieve a slurring effect by picking the first note and quickly
sliding up with the same finger immediately following the initial stroke. You may notice that the notes used in the slide
aren’t necessarily in the blues scale. The major pentatonic scale (root-2nd-3rd-5th—6th) is the partner to the blues scale for
improvisation in the blues. Here is the A major pentatonic scale in this position.

A Major Pentatonic
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THE PULL-OFF

Another typical blues technique is the pull-off. The pull-off is named for the action of the left-hand fingers on the fretboard.

To perform a pull-off follow these steps:
¢ Depress the string with the left-hand finger.
« Pick the string with the right hand.
« Maintain pressure as you pull the left-hand finger toward the palm of your hand to sound the note behind it on the
same string, using the initial attack to carry the tone.

Below are some characteristic pull-offs:
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First, the legendary Buddy Guy, and then the mighty Stevie Ray Vaughan have taken the classic nursery rhyme “Mary Had a
Little Lamb” from the pages of children’s books to the land of the blues. This arrangement is a good exercise of bouncing
between fills and a chordal rhythm patterns in open position. There are also some new things to add to your ever-increasing
blues guitar vocabulary. In measure 10, notice the pull-off on the second beat of the triplet. On beats 3-4 of measure 4, there
is the return of the major pentatonic scale, this time in E. Here is the E major pentatonic zone to aim for in this position.

E Major Pentatonic
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As you play through this arrangement, try the suggested strumming patterns for best results.

@ MARY HAD A LITTLE LAMB

TRACK 15
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VIBRATO

One of the most emotive and widely used techniques of blues guitar is vibrato. It can be either a shallow, quick quiver or a wide,
succulent, earth-shaking move. Vibrato is achieved by pushing and pulling the string up and down with your fret hand after
sounding a note. This gives the note a more “singing” quality.

Blues guitarists apply vibrato as follows:
* Depress the string witht the left-hand finger.
» Pick the string with the right hand.
* Maintain pressure as you push and pull the string perpendicular to its length.

Vibrato is indicated in music by a wavy line above standard notation and tablature:

@ First Finger Vibrato Third Finger Vibrato

TRACK 16 i MMt i
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Experiment with the width of the vibrato. Some players prefer a slow, wide vibrato; others favor a fast, shallow vibrato.

B. B. King is famous for his version of the pivot vibrato, known as the “butterfly” vibrato. The technique gets its name from the
visual effect created when B.B. vibratoes notes with his index finger while fanning out the remaining fingers. The resulting
sound is a tight, rapidly fluctuating vibrato. It helps to anchor your thumb at the top of the fretboard to provide counterforce,
and by rotating your arm back and forth about its long axis, the pitch of the note is raised by slightly bending the string and
then releasing it.

B.B. King “Butterfly” Vibrato



The following arrangement of Muddy Waters’ “I Can't Be Satisfied” provides you the opportunity to apply some introductory
vibrato, as well as a new root/5th bass pattern and another movable turnaround.

The tune opens with a double stop that includes a slide or a bend up to a unison. This is a widely used technique in blues and
rock gyitar. Be sure mblet those notes ring out! Next, you get your chance to ply your vibrato to the A note at the second fret.
Try using a mgdlum-s;zel vlbrato_tu start. Eventually, however, we're going to want that note to sting a little, so once you're
comfurtable_e with the basic technique, get under it with your second finger and make it sound like you mean it! When playing
the alternating roob’ﬁth bass pattern_. try choking the chords with your right-hand palm to add a more percussive feel. The turn-
around on ﬂ]ts tune is a blues classic. It is most easily played if you try to develop either a pick and finger technique or play it
thumb and fingerstyle to most effectively address the string skipping between the notes of the triplets in measure 11.

Q | CAN'T BE SATISFIED
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OPEN-POSITION SHUFFLE PATTERNS

The following rhythm patterns are widely used by all blues guitarists, from Jimmy Reed to Stevie Ray Vaughan. Try alternating
between all downstrokes with your strumming hand, and accenting the off-beats with an upstroke.
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Stevie Ray's “Look at Little Sister” utilizes the open-position shuffle pattern you just learned. Note that Stevie uses a variation
of the shuffle pattern that has the A string ringing out even when you’re on the V (B) chord. Jimmy Reed and others used to do
this to bring the tension to the boiling point. Remember: choke the chords on the downbeat with you right-hand palm.

) LOOK AT LITTLE SISTER
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THE EXTENDED BLUES SCALE

Using the slow-tempo, Willie Dixon-meets-Led Zeppelin tune “You Shook Me” as an example, we will now further examine
the shuffle pattern, add a new turnaround, continue with vibrato, introduce hammer-ons, and extend our E blues scale in open

position. Let’s begin with the extended E blues scale.

Extending the E blues scale in this position is, again, something that will be very useful as we start to move these shapes up
the neck. Having that visual association with the scale and root chord position of the blues progression will help you establish
target areas to improvise until your ears take over. This extension establishes a “zone” with which you should become familiar.

Extended E Blues Scale
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THE HAMMER-ON

The hammer-on is the opposite of the pull-off. To perform a hammer-on follow these steps:
 Depress the string witht the left-hand finger.

« Pick the string with the right hand.
« Maintain pressure as you quickly press down onto the fret of the second (higher) note on the same string, using the

initial attack to carry the tone.

Below are some characteristic hammer-ons:

Q

TRACK 22
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Now, let's take an in-depth look at “You Shook Me” (see next page). The hook of this tune, which starts with the pickup
measure, has a quarter-step bend on the G note to add a slurring effect. As you are in the extended zone of the E blues scale,
this bend is done with your first finger and requires a slight, pushing up of the high E string. The vibrato indicated is going to
be done with your third finger, and you're going to rock the B string up and down to achieve a “singing effect,” which should

be your goal when applying a vibrato.
Skipping ahead to measure 11, you'll see a hammer-on on the “and” of beat 4. This particular hammer-on is a good blues exam-

ple because after picking the open G note (minor 3rd) you are quickly hammering onto the G# note (major 3rd) using the ini-
tial stroke to sustain the note. This minor-to-major 3rd move is often used when soloing in the blues scale (which does not

include a major 3rd) because the | chord, or E in this case, does contain the major 3rd.

The turnaround in this arrangement (measure 12) can either be strummed or played with a coml:linatio_n of pick and fingers or
thumb and fingers. That option is up to you, but | recommend experimenting with each of these techniques.
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Now that we have established some zones for improvising and have learned some nuances, let's jam over “You Shook Me.” We'll
play the arrangement twice, men it's time to burn! Experiment with the extended E blues scale and the E major pentatonic scale
we learned on “Mary Had a Little Lamb.” Also, try squeezing in a couple of the turnarounds that we've learned thus far.

) YOU SHOOK ME
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HARMONIZED SHUFFLE PATTERNS

A great way to create harmonic movement and excitement in your blues rhythms is to harmonize the chords. In the next
example, I've illustrated harmonized shuffle patterns for the most popular chords used in open-position blues: E,A D, and G.

- O}OIO:() O--OEO:O Q0 900 A7 e >(-‘D--QTO X-O--O--O
s &t HH Te
2 1 31 3 2 2 3 2 1 2 :g:
XXO0 XXO0 KXO
D7 = -—T ---1 G7 rX_O_O_O- R rx#)-
EEEEE EEREE EEEEE
213 211 314 3 4 32 14 23 4

The following example of a harmonized shuffle in D utilizes the D, G, and A versions of these chord progressions as well as
another_ chordal turnaround for your blun_as arsenal. There’s another new technique introduced here, too: the open-string upbeat.
In an eighth-note shuffle groove, especially when changing chord voicings, it helps to have time for your frethand fingers to

move to the next chprd wi_thout losing the groove. By strumming strings 2, 3, and 4 open—or slightly muted—on the upbeat,
your fingers will be in position to play on the next downbeat.
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Now, let's in
arrangemen
measures 0

the aforemen

tegrate the harmonized shuffle into a tr i
: ! ue blues classic: “R in’ i
t combines a harmonized : - “Ramblin’ on My Mind" by R i
e M iguggziﬁa’ét%rgh\:;tges??e clqssic plues fills and a new gingolg?r?og::?rsn[;nrblmis STIr?{\aNf:)Ill:ﬁ
tioned fills include som i e major third of the E (I) chord. B i
e chromatic notes that come from neither the blges nor ma[j}g; ér;?]t;?gr;?gosucl?élsnt%igng
|

cool effect for improvi
provising. Also in the turnaround/intro, the ending B7 chord has the fifth (F#) in the bass. This is a

only used inversion of the V chord in blues, especially in the key of E based in open position.
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Shuffle (J_: <d oh)

BOOGIE PATTERNS

In rounding out our study of blues in open and first position, let’s take a look at some repeating boogie patterns that have been
used by every blues artist ever to walk. These are a terrific departure from using normal chord voicings in the blues form as
they provide an upbeat sense of forward motion. Use alternate picking as you play through these exercises at different tempos.
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MOVABLE PATTERNS

You may have noticed that we've spent a lot of time in the keys of E and A up until this point. This is not just because they’re
popular blues keys; it's because the chord shapes and scale positions are movable and therefore can be played anywhere on
the neck. This brings us to our next section: Movable patterns.

All of our hard work in first position is now going to pay off as we venture up the neck of the guitar. One _of the easiest ways to
get a grasp on playing the blues in various keys is to find the root of the new key on either the E or A string a'nd playj the same
scale and chord patterns from that root that you used to play the blues in open position. By using your index finger ag a
makeshift capo, the open-position shuffle patterns you learned earlier become movable patterns.

Hand position for movable shuffle pattern

Q Q
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Chords are named after the position of the first finger on each pattern. In the ke
6. In the key of D, place your first finger on fret 5 of string 5, and so on.

EXTENDED CHORDS — —— ™"

In addition to creating movable patterns out of open-position chords and scales, it's time to learn a
new type of chord: the extended chord. Extended chords have names that end in 9th, 11th, or 13th.

Here is the chord diagram for the most popular extended chord in the blues genre: the ninth chord SR
with the root in the bass.

y of F, place your first finger on fret 1 of string

Let’s take a moment to explain how you come up with terms like 9th, 11th, and 13th. Ifyou'll recall, we've already stacked notes
on top of our triad to get seventh chords at the start of this book. If we stack another third on top of that, in this next example
an E note on a D7 chord, we get a ninth, or a D9. If we stack another third, it's the 11th, then the 13th.

D9
)-8 - : —

= = e e O
— = — ——— 5— 06— O —0——— “__—-f;'fi‘-’:_—:—_'_ —
!@ ;}: v o S S— ST — o - - -

Root 2nd 3rd 4th Sth 6th Tth octave Oth

These notes are the same as the 2nd, 4th, and 6th in relation to the root note, but an octave hi
counting, so don’t let it rattle you!
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Now, let's see how these movable patterns and extended chords can be used in a song. “Blow, Wind, Blow” is an uptempo
shuffle by Muddy Waters in the key of G. This arrangement uses the movable shuffle pattern in G and includes a sliding seventh-
chord fill as part of the tune’s hook. Also included is a new, movable turnaround as well as a couple of ninth chords at the very end.

To solo over this tune, you'll need to use the G blues scale. Take a moment to review the movable blues scale box pattern in G,
as well as the extended G blues scale.

We'll play the arrangement as written twice. Then, play a solo using the blues scale in the key of G. Try to incorporate some of the
techniques, such as vibrato, hammer-ons and pull-offs, and double stops, that you learned in open position.

Q BLOW, WIND, BLOW
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MOVABLE SEVENTH CHORDS

Just like moving our shuffle pattern, we can also move our seventh chords from open position up the neck by using the first
finger to make barre chords. The following two examples are the movable E7 and A7 shapes and are the most widely used.

Movable Seventh Chords
E7 Form A7 Form
e B
[ 11
131211 13141

Note that on the A7 version of this barre chord, | have only indicated that the first finger barre from the A string up to the high
E string, instead of barring all the strings including the low E. This is because the root of the chord is on the A string.

Let's plug these new chord shapes into the Robert Johnson classic, “I Believe I'll Dust My Broom” (see next page). From Johnson

to Elmore James to ZZ Top, just about every blues band has at one time or another played a version of the uptempo shuffle. This

particular arrangement in the key of D uses the movable shuffle rhythm pattern combined with the chordal hook of the song and a
double-stop bend and vibrato.

Right from the beginning, the hook starts with a D major chord shape at the tenth fret that can be strummed in an alternate
picking manner or with all down strokes for effect. The double-stop bend in bar 2, can be pulled up or down to achieve the
quarter-step bend but the vibrato that immediately follows on the D string at the 12th fret is most easily done by pulling the

string slightly down first, and then rocking it in and out of pitch from the original note. On the D string, you can get more author-
ity in your vibrato by doing this.

The turnaround in measures 11 and 12 gives us a another variation and uses the movable E7 and A7 barre chord shapes.

For soloing on “I Believe I'll Dust My Broom,” you can use the movable blues scale pattern at the tenth fret,

D Blues Scale - 10th fret

£ e L T s Y TS

=
: i

0—2—13— 12—
FA- 1—2 —12 19—
D ——0—|

Let’s also look, however, at the blues scale form at the fifth fret. The pattern is the same as what we learned as the A blues scale

in open position, but it's now moved up the neck to the key of D, or the fifth fret. Go back over the form and practice using this
new scale pattern in your solo.

D Blues Scale - 5th fret
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THE STYLE OF HOWLIN" WOLF

Let's go back to the topic of rhythm guitar for a moment. The ability to bounce back and forth between single notes and chords
Is a requisite talent for the aspiring blues guitarist. This concept is very well demonstrated in the Howlin Wolf’s high-energy,
uptempo, funky blues masterpiece, “Killing Floor.” The repeating bass line is accented by a couple of seventh-chord blasts at
the beginning of each bar. Use alternate picking on the single notes and apply a slight palm mute with your picking hand.

<) KILLING FLOOR

TRACK 32
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THE STYLE OF B.B. KING

Examining the style of the “King of the Blues,” B.B. King, is a must for any budding blues guitarist. Some of the keys to B.B.'s
trademark sound are his note choices, his vibrato, and his string-bending. Let's first talk about note choice. The following
diagram shows a small grouping of notes that are taken from both the major pentatonic and blues scales. We'll call this the

“B.B. Zone.”

B.B.’s played entire solos using just these six notes. It just goes to show how true the old adage is—sometimes less really is more!

“B.B. Zone”

O@s1lfr

e

(O =Root

Now, let’s discuss the second key: vibrato. The root (B}) in this example is a note that B.B. often grinds into the fretboard with
his singing vibrato. As discussed earlier on page 16, this is best achieved by shaking the note back and forth quickly from your
wrist as you literally grind the string into the fretboard with your first finger.

The next key is string-bending. The following licks introduce half- and full-step bends in the “B.B. Zone.” The key to good
bending is achieving the proper pitch. The easiest way to train your ear to recognize this is by first fretting the note up to which
you wish to bend the string. For example, in Lick 1, the C note at the thirteenth fret gets bent one half step to Dj. To be sure
you're getting to the right pitch, first play the D} note at the 14th fret, then play the C note at the 13th fret and bend the string
until the pitch matches the D} you just played. Do this as often as necessary until your ear can reliably hear half- and full-step
bends. Don’t be discouraged; with practice, you'll get it. Other notes that are bent regularly in this zone are indicated with the

letter B in the diagram above.

Q Q

TRACK 33 TRACK 34
k1 (J3-IH) Lek2 J3-IH
LY VY. VRV RV VRV AV "
) :/l’\ e o E 5 ; be b:E_ ; :/L}-_ o
e i f 1 I Il - —F— —
5 = - i it = —
112 full 12
VWV H RV
] A H 13 5] 13 Tt
B

3



o L ble, sliding ninth chord—a fave of B.B’s and
Following is an arrangement of King’s “Rock Me Baby” in Bb. It features a movable, . W

one of thge most comrgnonly heard motifs in the blues genre. We'll play through the song formhtWICft; aﬂgéhsvne It§|t'me t0 solo
Try using the “B.B. Zone” as well as licks 1 and 2 and the other soloing tools you've learned thus far. go:

@ ROCK ME BABY
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THE STYLE OF ALBERT KING

Another “King of the Blues” whom every blues guitarist should study is the mighty Albert King. A word of caution, however: the
lead guitar style of Albert King can be quite trying because it incorporates a lot of huge bends. These callus-busters, however,
were no problem for him because he had huge, powerful hands, plus he played left-handed with the strings upside-down,
s0 he pulled them down instead of pushing them up. You might want to consider starting with a lighter set of strings if you're

really into Albert’s style and want to play a lot of his tunes.

In terms of note choice, Albert stayed in the minor pentatonic scale most of the time and squeezed just what he needed out of
those five notes. In fact, like B.B. King (no relation), Albert spent a large portion of his soloing time in the extended pattern of
the minor pentatonic scale—a pattern that has come to be known as the “Albert King box.” The minor pentatonic scale (root,
L3rd, 4th, 5th, b7th) is the same as the blues scale minus the flatted fifth “blues note.”

C# Minor Pentatonic Scale

Box Pattem “Albert King hox”

Sl I XI X IOrr @0 ::

)@’ O@®
@ '@’

Here are two licks that offer a glimpse into the style of the master. The first is based in the box pattern and contains a whole-
step bend to which you add vibrato once you reach the top of the bend. This is very difficult at first, but as you strengthen your
fingers, you can really pay attention to your vibrato, which, in Albert’s case, is wide and buttery. The second lick is based in the
Albert King box and has a whole-step bend on the E string that can really be accented by popping the note with your index fin-

ger on the attack.
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Albert King’s version of “Born Under a Bad Sign” has become a blues standard. It features a bass line-like guitar riff that is
repeated throughout, fun to play, and sounds great. Like “Killing Floor,” we will again bounce between single notes and seventh
chords to play this arrangement. Use the C§ minor pentatonic scale for your solo and concentrate on bending on the notes
indicated with the letter B in the diagrams on the previous page. Keep in mind that you can bend any note that you want as long
as it sounds good but the ones indicated are the most common notes to bend up a half or whole step.

<)) BORN UNDER A BAD SIGN

TRACK 38
Moderate Blues
c#7
| 1) | —
fa— 1—?‘} H t 11_ '__'—ﬂ—:ﬂ
o I ) 1 b | — : — ] 1—] N | | ] i —
T s v & = o - 47 < T
iR 9 F I
-
1
A 2 2
=} o 4 a a 4 a 4
=] 2 4 - ek i Py P z P i 2 2 (] i
G47 AT G#7 G7
‘ﬂ' 3 T '|lJ
| Jrm— —1 X 1
== S W = = C R U R
- = o_v
F47 CH7
bl ) _ , ,
s = v
3 v = T 2 W 3 ¥ ¥
. S T = I ]
=! et = Rt = ===
== 3 9@ g @ ¥ JJw e

n

=5
4]
o

=
»n
E
L~
L -]
=

a 4 n 4
z b L3 b

a

2

Words and Music by Booker T, Jones and William Bel
Copyright © 1967 IRVING MUSIC, INC.

‘Capyright Renewed
All Rights Resorved  Used by Permission



THE STYLE OF T-BONE WALKER

T-Bone Walker is widely considered the father of electric blues guitar. From Bobby Bland to the Allman Brothers Band to T-Bone
Walker himself, the keys and chords used to play “(They Call It) Stormy Monday (Stormy Monday Blues)” vary widely through-
out the different renditions of the tune. The arrangement presented here reflects various aspects taken from these many versions
of his famous slow blues. It starts with a classic T-Bone Walker lick that uses one of our seventh chord voicings and bends the
notes a quarter step. Then, many new chord voicings are introduced that can be used in place of or in addition to the other chord
shapes now in your rhythm guitar bag of tricks. Practice these new chords and then use them in the following arrangement.

@ (THEY CALL IT) STORMY MONDAY (STORMY MONDAY BLUES)
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THE STYLE OF FREDDIE KING

No blues guitar book would be complete without touching on the style of the third “King of the Blues,” Freddie King. On
Freddie's “I'm Tore Down,” we have a repeating line for which you can substitute, or embellish with, any of the seventh or ninth
chords you've learned up to this point. This arrangement features the signature single-note shuffle pattern in the key of C that
can be played either slightly muted or allowed to ring out loud and proud.

When you're ready to solo on this song, try using this new version of the blues scale.

Modified C Blues Scale

000000
® O

0000
@ @

(O = added note

Here, we've borrowed a few notes from the major pentatonic scale to add a little Freddie King flavor to the “blues zone” that
we've been using thus far. The following two licks use notes from this new hybrid scale. In the first, a triplet leads into a whole-
step bend in the "added note” area of our blues scale. Though it's basically a major pentatonic lick, it might be less confusing
if you look at it as adding notes to what you already know. The second lick has a little more meat and is also triplet-driven. This
is a good example of the Freddie King style.

Freddie King Licks
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Now, let’s pull all of these elements together and “tear down” this shuffle in C.
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REPEATING RIFF BLUES

Some blues tunes never stray from the | chord and just repeat a riff or a lick over and over again. Howlin Wolf’s “I'm Leavin’
You (Commit a Crime),” which was also done by Stevie Ray Vaughan, is a good example of this strategy, as is John Lee Hooker's
classic, “Boom Boom.”

@ I'M LEAVIN" YOU (COMMIT A CRIME)

TRACK 43
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Another great example of the | chord vamp is Muddy Water's “Mannish Boy.” This timeless riff is written in a 12/8 time
signature. This means that there are 12 eighth notes in each measure. The 12/8 time signature has a triplet feel, so you can
think of it as 4/4 time with eighth-note triplets. This is a very common meter for the blues—especially slow blues.

<)) MANNISH BOY

TRACK 45
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MINOR BLUES

Slow blues tunes are often played in a minor key, thus creating what is commonly known as a minor blues. Such is the case
with our next song, “Double Trouble,” written by the highly influential Otis Rush.

Following is a typical minor blues progression:
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The progression used in “Double Trouble” is a variation of the example above. It substitutes minor seventh chords for minor
chords and stays on the “one” chord in measures 11 and 12.

“Double Trouble” also introduces a new blues techni
part of this arrangement is the quick, whole-
pick-hand muting and a slight release of the
portion of the beat.

que: combining rhythm and lead guitar into one part. The most challenging
step bend as found in the pickup measure and measure 2. A combination of
string with your fret hand will “choke” the note so it doesn't ring into the next

When it comes time to solo, you can stick to the notes of the B blues scal
notes. For some added spice, however, play the blues scale of each cho
over the Bm7 chord, the E blues scale over the Em7 chord, and the F4m

e over each chord and not worry about hitting wrong
rd in the progression. That is, play the B blues scale
blues scale over the FEm7 chord.
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B Blues Scale ~ F Blues Scale (extended) F# Blues Scale
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DOUBLE TROUBLE
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PUTTING IT ALL TOGETHER

Now it's time to take what you've learned so far and play along with the jam tracks provided on the accompanying CD. Practice
the chords for each of the following seven blues progressions, then try soloing. Use the licks at the bottom of the page as the
basis for your solos. You may also use licks you learned earlier, or try coming up with a few of your own.
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FUNKY BLUES
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<) SLOW MINOR BLUES
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<) RHUMBA BLUES
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TRACK 64

SLOW SHUFFLE BLUES
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SLOW BLUES/JAZZ

TRACK 68
G13 Bb13 Al3 Ab13 G13
X % X Xoo % ﬁlh %

Y IREL I 234 I| 2 | 234 I 234
ﬁ —— —— 7 !'1 7 /- :|t+' 7
G9 D7#9 Db9

t afr
b 129 2134 21333
i§ ll l’ ll / ;’ II ll
Db°7 leal_’i
a B304 I 234
$ l’ ’l l’ Il II' Il r 4
Am7 Bm7 C9 Db°7 D749 Ab13 Gl13
géﬂ’ggﬂr %nr‘ﬁ X ki x
P 2333 21333 2314 2134 I 234 I 234
U= | T
@ Il II I’ l’ 'II Il l’ ll | ll

@ Lick in the style of T-Bone Walker

TRACK 69 ( nzj’},)
Gl13
S S E===—==: ss
Y 3
T a 4 3 5 2 6 5 3 v
_& o 4
@ Lick in the style of B.B. King
TRACK 70 . Gl3
s . 2 3
e
|
7 AVVVRAVVAVAAVAY
8 10 "
@ Lk inthe syle of BB. ing
TRACK 71 Gl13 I '/\i
ﬂ_’_::—i — - r IF == _E = 1]
e — | - f
} ; AV,
= 3 Py 8 10
e — i
B ©




Q

SWING BLUES
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