Essential
Biues Guitar

An emphasis on the essentials of blues:
chord changes, scales, rhythms, turn arounds,
phrasing, soloing, and examples plus 10 rhythm
tracks for soloing and improvising
by Dave Celentano

Cover photo - Ed Ouellette
Cover photo layout - Shawn Brown
Music notation - Dave Celentano
Pasteup - Ken Warfield
Layout & Production - Ron Middlebrook

SAN 683-8022
ISBN 1-57424-060-9

Copyright © 1998 CENTERSTREAM Publishing
P.O. Box 17878 - Anaheim Hills, CA 92807

All rights for publication and distribution are reserved. No part of this book may be reproduced in any form
or by any electronic or mechanical means including information storage and retrieval systems without
permission in writing from the publisher, except by reviewers who may quote brief passages in review.



Table of Contents

INEFOAUCHON .ttt et se e s s 3
CONtEnts Of CD.......ucueieiieiisieceeinnieee sttt s sessesee e s e s es st s saees 3
B0 e et e e 4
ACKNOWIEAGMENLS.......ooucereeciereicnrrsesi et et s s s 4
NOtAtion LEGENA .......e.cueeviiiirerciiceneereitteris ettt s s e ssaeen 5
Tone and EQUIPIMENt ... ee e ee s sens 6
12 Bar Blues Chart..........cccuu...... Heatseemiasasets et as et s bR s s e e r e ar st anan s eananenernere 7
Common Chord VOICINGS........c.ceevreriurenieninniniininsesessessessesssssssseneseseeeseesessns 8
12 Bar Blues & Variations...........cccecvevvirinrunrnrninesensesesessese s sesssseseesssssenes 10
Scales Used for Playing the BIUES..........ccoccoeeomrumrenrrriereesreneeeseeeee e eeesenne 12
MiNOTr PentatONiC.........cuveieiereereeieeerrre st e eesees s 13
MajOr PentatoniC..........cc.cuureivcruciucenneeinenineiesnsnsis et sseeees 14
BlUES SCALE.....ccoeerieit st 15
DIOTHAN. oottt ettt sttt ee s 16
MIXOLYAIAN ...ttt e s e nen 17
Natural MinOr(A€OAN) .........ccoeviurrermereieeerirerereeeecee s eseeseeseseesessesssseseeseesas 18
Straight, Shuffle and Twelve/Eight Feel.......ccccouurvnrunrrrrrerrnercinecieeeesese . 19
Rhythm Riff Variations ........c.coocvcveenrnnininrineenieneeeceeeseses e enseeseesens 21
VIDTALO ettt sttt sttt 23
TUIN ATOUNAS ...ttt st e e e 24
Turn Arounds as Intro and Ending........ccc.ceccereevmneereenreerneeneeeeeseseeceeesesnene. 28
Call and RESPONSE...........c.civimereeeernerireinsensissssnssssaessss s ss st ssssessssssss s eeeeenaes 30
Using the Rhythm Tracks........c.ccocoreneenennininininsineese e seeeseens 32
ROCKIN" BIUES ...ttt e s s 33
Double the BIUEs............ccvreeirnnene ettt eae s sas 37
B.B.'S BIUES ..ottt sttt et 41
MOOTE OF LESS.......cevmieiriciicreccectsiseie et s st sa st aeees e e sen 45
SWING Tttt sttt e s e 49
RaINY JAZZ BIUES.........co.ceiirceeeeeeeiteneeeeetee et eeesees s eer s 53
ALK SPECIAL ..ottt e 59
Commercial BIUES ...t seane 63
BIUES DIEHEhL.......o.ooieeiecieeeirerineent et e e es s eneees s s e 66
Blues With Hair ........cccccuriuvceniiecnnininse s eseeseeseess e sesenns 71
Essential LiStening.........ccccouiuccerrrnseenerinssinniinnsnsies e ssessssssssssssesssssssesesssseseed 75

CONCIUSION ettt e e e s e e e e ettt et e 79




INEroanction

This book is the result of over 15 years teaching experience which has allowed me to fine
tune these ideas to what you now hold in your hands. I've placed an emphasis on the essentials
of blues: chord changes, scales, thythms, turn arounds, phrasing and soloing. My goal is to get
you playing one of America's truly original art forms as soon as possible.

The accompanying CD features lots of examples and ten rhythm tracks for the student to
practice soloing and improvising over. I've also played a short solo on each rhythm track to
demonstrate the possibilities. These solos are included in tablature.

Contents OF CD

Track #1 Introduction (music) #25 Call & Respond (dialog)
#2 Introduction (dialog) #26 Call & Respond (music)
#3 Tuning notes #27 Rhythm Tracks (dialog)
#4 Rhythm #1 (dialog & music) #28 "Rockin' Blues" rhythm & solo (music)
#5 Rhythm #2 (music) #29 "Rockin’ Blues" rhythm only (music)
#6 Rhythm #3 (music) #30 "Double The Blues" rhythm & solo (music)
#7 Rhythm #4 (music) #31 "Double The Blues" rhythm only (music)
#8 Rhythm #5 (music) #32 "B.B.'s Blues" rhythm & solo (music)
#9 Turnaround #1 (dialog & music) #33 "B.B.'s Blues" rhythm only (music)
#10 Turnaround #2 (music) #34 "Moore Or Less" rhythm & solo (music)
#11 Turnaround #3 (music) #35 "Moore Or Less" rthythm only (music)
#12 Turnaround #4 (music) #36 "Swing It" rhythm & solo (music)
#13 Turnaround #5 (music) #37 "Swing It" rhythm only (music)
#14 Turnaround #6 (music) #38 "Rainy Jazz Blues" rhythm & solo (music)
#15 Turnaround #7 (music) #39 "Rainy Jazz Blues" rhythm only (music)
#16 Turnaround #8 (music) #40 "A.K. Special" rhythm & solo (music)
#17 Turnaround #9 (music) #41 "A.K. Special” rhythm only (music)
#18 Turnaround #10 (music) #42 "Commercial Blues" rhythm & solo (music)
#19 Turnaround as intro (dialog) #43 "Commercial Blues" rhythm only (music)
#20 Turnaround intro #1 (music) #44 "Blues Delight" rhythm & solo (music)
#21 Turnaround intro #2 (music) #45 "Blues Delight" rhythm only (music)
#22 Turnaround as ending (dialog) #46 "Blues With Hair" rhythm & solo (music)
#23 Turnaround ending #1 (music) #47 "Blues With Hair" rhythm only (music)

#24 Turnaround ending #2 (music) #48 Closing (music & dialog)
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Notation Legend

Tablature explanation.

Horizortal lines= strings.
Numbers on lines = frets to place fingers in.
Numbers under tablature= left hand fingers.

1

s

strings="

<4
5 4 4 5 5 6 7
6 5—5

fingers: 2 2 1 1 2 2 3 4

fingers= left hand fingering.

H=hammer on
P=pull off
SL= slide

= vibrato. Gently shake the string back and forth.

= micro bend. Less than a half step bend.

= half step string bend

= full step string bend

= one and a half step string bend

R.B.= reverse bend. First, bend the string up, then pick it and let it down.
It should sound like a cat meow.



Tone and E qujpment

A prerequisite for playing the blues is getting a good tone. Nothing comes close to the
sound of a good quality electric guitar played through a tube amplifier. The velvet hammer
sounds of a Gibson Les Paul or chiming tones of a Fender stratocaster for instance. Just take a
look at most blues guitarists and you'll find a Gibson or Fender slung over his or her shoulder.
Although I'm bias in this direction, there's alot of other decent guitars on the market and most
music stores carry some of these.

As for amplifiers, there's two different types: tube and transistor (solid-state). The tube
amp gives a warmer, rounder tone and distorts slightly when you crank it up. The transistor amp
has a clean and sometimes abrasive tone. The transistor amp usually has a gain over drive
channel which adds alot of distortion. This can kill a great blues tone if used in excess.
Remember, your looking for a big warm sound.

Thicker strings also help in getting a fatter tone and more sustain. Try stepping up to a
heavier string guage. If your currently using .009s step up to .010s, etc.. It's rough on the finger
tips but it's worth it. Think how Stevie Ray Vaughn's fingers must have felt with those .013s he

was using!

Here's a list of the equipment I used on the CD recording for this book:
n Gibson Les Paul Standard - All Solos

n Fender American Stratocaster - All Rhythms

n Yamaha Bass

n Fender tube amplifier

n Peavey solid state amplifier

I played through the Fender tube amp for all the solos except "Commercial Blues" and
"Rockin' Blues", which I used the Peavey solid state amp. Boy, can you hear a difference!



177 Bar Blues Chart

The majority of blues songs follow the twelve bar pattern illustrated below which is
repeated throughout the song. Try substituting these chords with the ones on the following two
pages. Begin with a simple rhythm of four even down strums per bar, allowing you to focus on
the chords and transitions. Once your left hand can grab the chords quickly, then work on cooler
strum rhythms with the right hand.

. A7 | A7 | A7 | A7

1/2/:{4/ [ 11 rrr il

[/)7 D7 A7 A7

[y rrrrr

beats:

I-;7 D7 | A7 ET:

[0y rrrrvrrrd




Common Chord Vorcimgs

For L. IV &V Chord 1w A

Alternative chord voicings and substitutions breath new life and color into rhythm parts.
Because of limited space in this book I've listed only chords from the key of 'A’. Below are a

variety of chord options for the I chord (A7), IV chord (D7) and V chord (E7). Get familiar with
these and use them in the twelve bar blues outline from the previous page.

Dominant chord forms for A7 (1 chord):

A7 A7 A7 A7 A7

xX O X X l xXO l O I O X l X
: 5fr. | 1r. 10fr.
] |

A7 A7 A7 A7/C# A7/E

X X l fr Xl X 5fr XXl ‘IOfr X I X
5fr. ' ' 6ft.
l [ 1] |

Alternative substitutes for A7 chord:

y A9 A9 ><A13 y ;%(13
| (1] |
11fr. : 5fr. 5fr. 12fr.
f [ I
A9G hocH
21fr. l
fr 4fr.




Dominant chord forms for D7 (IV chord):

D7 D7 D7 D7 D7
XX ] X I X I I X X | X
Fon [ [Flse HHon TR
| (3K (dK. I (I
D7 D7/F# D7/A D7/A D7
X X I lofr X X I XX I X XXO[6]
¢ ' ¢ |3fr. Hal_ T1r. *11fr. (2K
[ [) K
I [e]e | L1e
Alternative substitutes for D7 chord:
D9 D9 D9/C D9/C D9/F#
X_ITED x><I | X X 7fr X[ I X
(AKX E55idd %10&. ¢ ¢ 10ft. " [e]eT]9fT.
® ® [JK]
[JHEK; [le [JBK; [1]
D13 D13
0] T
] *, 10fr. [&]e]]|5ft.
KX) [ 4

Dominant chord forms for E7 (V chord):

E7 E7 E7 E7 E7
X X I X X I X O l I ‘ O
3 121r. ¢ || 21r. %7&. ® | 51T, (X3 !
¢l ole [JK] (3K [
E7 E7 E7 E7/B E7/G#
OIO‘ O XX | ‘]-Zfr [XI |X XXILI X X |
) [) C ool el12fr. [[eee]|ofr. ® |5fr.
] ¢ (] [ ] ¢
l [le ] | K
Alternative substitutes for E7 chord:
E9 E9 E13 E13 E9/D
(10 TIT%T] i T [1TT%]9fr
) ¢ e elel112fr [*[¢]]71r. '
(AKX Xhi ) ¢ Ll ¢
1] l KX; (X, (20K,
E9/G# E7#9 E7#9 E7#9/G#
X X X X X X X X
(1] I [$111fr. I
elell1lfr. *| | |ofr. (4 ¢ | |ofr.
| ® LA L g | °
[1] [1]e [ [®]




77 Bar Blwes & Variations

Below is a chart of the standard 12 bar blues and nine common variations. Each is
written to read from left to right. The top line illustrates the simplest form of the blues, while
each following variation adds something new. A few even sound jazz/blues. Use this chart to
analyze the contrast between different styles of blues.

Begin by using a single down strum on each beat (indicated by the rhythm slash /). Once
you feel comfortable changing from chord to chord try elaborating on the strum.

Basic form
First Phrase @ Second Phrase Third Phrase

bar 1 bar 2 bar 3 bar 4 bar 5 bar6 bar 7 bar 8 bar 9 bar 10 bar 11 bar 12

gzl lo |z |m|zle|z|m|x]

I’//// //// VAV VAV AR B AV A B A AV B Y A B B B B A A B A B A B B B A B B A Y B AV Y Y A A A |
beat-123 4

ol

#2 |
#3 |

#4 |I.

Variations
First Phrase = Second Phrase Third Phrase

bar 1 bar 2 bar 3 bar 4 bar S bar 6 bar 7 bar 8 bar9 bar 10 bar11 barl2
1 v I v I \Y% v I

A7)D7|A7|x|D7|X|A7|x|E7|D7]A7|Z'H
VYAV A B A B O B B B B B B R B A A R A A B B BV B B B B A AV B B B BV B A A A B AV A B B A AV

A7|D7|A7|X}D7|x|A7]/|E7|D7[A7|E7

I v I v I \" v I \Y
[0 s iy i ////.||

S \'; I v I VIV 1 Y
A7|D7|A7|x|D7|x|A7|x|F7|E7‘A7|E7‘|

Y A N AN N I AN A A A A A A Y AN e
1, v, ARG v v IIV. IV
A7 | D7 | a7 | £ | D7 |Dtdim7| A7 | £ | B7 | D7 ‘A7D7|A7E7l|
AN A A N A N A A A A AN A Ay,

10



R N TN o OISR 0

I IV I v
#5|’2A7|D7|A7|X|]/)7

I VoI
| 2 | A7 | Pim7 | Bm7 | E9 |A7 Cm7 |Bm7 BT
NI TATY VA

Vim7 , Im7 bIIIm7 , Om7 LII7|
NNy //l

I v I I\ I VI7T . I7 v I v
#6|}IA7|D7'A7|X|D7|.X|A7|Fﬂ7IB7|E9|A7’E9I‘|
YA A AN AN A Y N A A A A A Ay,
I I\ I I\ I VI7 17V . 77 07 07

#7“: AT | D7 | AT | A | D1 | | A7 | #7 | B7 | B9 |A7 C7|B7 BIT:
YA A A A N A A A A N I Y,

SR\ O S S\ I Om7 IOm70m7, V I IV. L V
#8||Z A7 | D7 |A7 A7l A7 | D7 ’ oS IA7Bm7]c#m7 Cm7| B | /£ |A7 D9|A7E9:
Y Y N A A A N N RN N T N Ay,
I v I v I V WIV, I \%
#9Il: a1 | o7 | a7 | x| D7 | £ | a7 | £ | B9 |FoE9| A7 | EO :‘
AT A N A A N A A A A N A N N A Ay

Here's a listing of all the chords used in the chart above in order of occurrence.

A7 s D7 y E7 5 F7 >I(D#dirr;< ><F#m7
|
3 51r. %{5&. Tfr. 8fr. ! ¢ | I51r. :‘@9&.
¢l ¢ e ¢e ¢ [eTe ¢l
Bm7 § E9 Cm7 Bb7 F#7
|
Tfr. e LLIGfT. l%:181"11 %Gﬁt Ofr.
[IKXX] ®
® [T ® ol (3K
B7 C7 AH7 C#m7 5 F9
|
1. 8ir. %an % Ofr. o | LI71r.
i +1l $1T HH

11



Scales Used for
Flaying the Blyes

For the most part blues is considered to be major in chord structure, but is often heard

with minor sounding scales played over it. This creates the colorful 'outside’ tones associated
with the blues. There's five scales that work nicely:

1) Minor Pentatonic
2) Major Pentatonic
3) Blues

4) Dorian

5) Mixolydian

These scales can be used exclusively or in combination with each other. Diagrammed

below are these five scales and the five different positions associated with each one. For
comparison I've put them all in the key of 'A'.

m>»oom

Although the scales are diagrammed in the key of ‘A", they can be played
in all other keys as well. First, you must know all the notes on the low 'E’ string,
Second, move the scale pattern up or down the neck so that the circled root note
is on the root of the new key.

O O O )

®)

S
DO RED EI D O ENEIED ORI
EXAMPLE-

To play G Dorian:

1.) Find G on the low 'E' string. It's at the 3rd fret.

2.) From A Dorian move pattern #2 back two frets so the root note

(circled) is on G. Since you moved pattern #2 back two frets, the remaining four
patterns also move back two frets.

To play C minor pentatonic:

1.) Find C on the low 'E' string. It's at the 8th fret.

2.) From A minor pentatonic move pattern #2 up three frets so the root note
(circled) is on C. Since you moved pattern #2 up three frets, the remaining four
patterns also move up three frets. This works for all scales.

12



Minor Pemtatonic

key of A

e
pattern Q % o
#1 (@) (@) O =
@
-SEP 3
note: circled dots are the root notes 'A’.
- .
)
pattern
#2 Q @ 6 Q @)
@
4 o
‘
attern hd 5 )
pade S S 1Py
o )
L 4 s 4
S A
pattern ®) ) &
#4 Q o
@
@

#5

: @
pattern ®) ) ) ) % Q

o0 O o0

13



Major Pentatomic

key of A

e
O
Lt
P é oleo o TO
® o Q
® @
note: circled dots are the root notes 'A’.
- @
pattern ®) L = - S} O
#2 d @ 'S
@ L 4
() @
- o
O
pattern @
# o At S =
@
*Te
pattern
#4 oo 18
SERRSE
@
pattern ®
45 O O O ) -4
@ 4

14



pattern
#1

pattern
#2

pattern
#3

pattern
#5

Blyes Scale

Key of A

@
oTele =
e S -
® o o =
® O
note: circled dots are the root notes 'A’.
@ |
B o
-} 3 @" - S
SR 4
@ o
@ —&-
-SEED SR
S S 8 )
() @ =
s 4
@ o0
| amm ame
@ = @
) O - Py @ O
et
0
@ @
Q L 4 L
O ) O A_ ® (@)
@ @
@ ®

15




pattern
#1

pattern
#2

pattern
#3

pattern
#4

pattern
#5

r -
()

00 0 o0

@
-

note: circled dots are the root notes 'A"'.

Dorran
key of A

O 0

0

9

oy

0

0

99839e
oes

0@

31,

% @

¢oe s
'PYEIPY




pattern
#1

pattern
#2

pattern
#3

pattern
#5

Mixolydlian

key of A

B aNEm ®
322 -8 _
O 0——@ < ) = )
sioieis
oo O
note: circled dots are the root notes 'A’.
S 13
o Sl =
Ol el @ S = )
@
@ 2
4 @
-SPNRAR 4 S
S S @ o )
),
oo
o oo
@ @
el 18
e S S o - S
18
_.
Set it
- ® 5 5 :“& Sl
® @
® o' ®
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Natural Minor (Aeolian)

Kkey of A
Occasionally you'll encounter a blues in minor. The I, TV & V chords are minor 7ths and
the scale to use is natural minor (minor pentatonic and blues scales also work nicely).
Diagrammed below are all five patterns for A natural minor. Listen to 'Commercial Blues' and
'Rainy Jazz Blues' on the accompanying CD to hear this.
@ ()
attern bt B )
e | gl 8T o oo
-
| e é
@
note: circled dots are the root notes 'A’,
® S e J
—@ @ @)
pattern S .——% A e S =
#2 (2 ®)
@ —&
@ @
o &
h S
pattern
#3 = O @ &—0 = = S:
—@
oo -
-@ L Jam &
pattern $ %—
" ol ol 1o 1ele SIS
(L
Q- —&
—& @
" gy—. s 4
pattern Q
45 (@) O O O _Q O
( L e 4
A
18




Straignt, Smipjle and
[ welve/Ljgh¢ Feel

The three rhythm feels used for blues are the straight feel, shuffle feel and twelve/eight
feel. Before moving on in the book make sure you understand and can play all three feels.

Srraght e

The straight feel has a steady and even sound. An eighth note rhythm is usually used and
the notes are spaced rhythmically even from each other.

Tap your foot to the beat while picking an even down stroke on each eighth note. Pick
when your foot hits the ground and pick when your foot comes up. Repeat this for each set of
eighth notes.

o 9 d 9 9 e o

beat: 1 & 2 & 3 & 4 & ete.

kv bvw bV LW

To hear the straight feel listen to these jam tracks on the accompanying CD -
"Commercial Blues"," Rockin Blues", "Rocket" and "Double the Blues".

Stytle Feel

The shuffle feel is relatively similar except for the placement of the second note in every
pair of eighth notes. This second eighth note is moved over to the right just before the next note.
Instead of an even rhythm, the notes ring long/short/long/short etc..

Usually songs played with a shuffle are written as normal eighth notes but noted at the
top of the song with "play with shuffle feel”. This is done to simplify the notation.

19




play with shuffle feel

| [ ]
dd 9 o9 o
beat: 1 & 2 & 3 & 4 & e

foot: L VL VL vk V

To hear the shuffle feel listen to "'Moore Or Less" on the accompanying CD.

 welve/Eight Fee/

The twelve/eight thythm is indicated by the time signature at the beginning of the song. It
looks like a fraction with the 12 over the 8. The twelve/eight rhythm has twelve beats per bar and
each eighth note receives one beat. The notes are usually grouped in three beat divisions and
played evenly, with no accents. The grouping of three beats gives the rhythm a triplet feel, but
not quite. For triplets the first note of each three is accented (played a little louder), while
twelve/eight is not.

°)
gﬁﬁjjjj L A i
Y,

beat: 1 & 2 & 3 & 4 & S & 6 & 7 & 8 & 9 & 10 & 11 & 12 &

Listen to these rhythm tracks on the CD for examples of twelve/eight: "A.K. Special”,
"Rainy Jazz Blues", "Swing It", and "Real Blues".

20




Ryt Rl Variagions

Here's five different blues rhythms to learn and master. Your goal is to play each one four
times without pausing or stopping. Once you feel comfortable with the rhythm, use it in place of
the thythm guitar on 'Double The Blues' (the 2nd rhythm track/ key of C). For the F chord, move
the rhythm down a string so that your fingers are on the 5th and the 4th strings (first finger on
the 8th fret). For the G chord, move the thythm down a string (5th and 4th strings) and up two
frets (first finger is on the 10th fret).

These rthythms present a variety of different feels and grooves. Try them all with the
straight feel and shuffle feel. This gives you ten different rhythms.

1.) straight feel

C
1
iy == — —
e o *—o—o—o—2 o« L ——
e ® ¢4 ¢ ¢ & ¢ & ¢ ¢ ¢ & é ¢ & ¢ &
etc.
2)) straight feel
1C
4 e
s oo % o 2% o o4 o |4 o w g v
e ©® 4 & ¢ 6 ¢ ¢ & ¢ é o o e ¢ ¢ 4
etc.

3.) straight feel

, C
| [ a)
B e e s s e | =
| ) I
(GEEESrEre = e betg o o o
4 o € @ + & 4 4 o 4
etc.
[ 1—fo——to—4e——4o——do——tp—46—T10—40——f9——f0——16——10—12 10
(=] [=] LBl L [*] [+] £ L] [=] [=] LI L4 Q (] [2] [+]
21




shuffle feel

4.)

&

o

¥ & ¢ 4 ¢ 4 ¢ o

¥ & ¢ ¢ 4 ¢ 4 ¢

o

etc.

40
LI
L

o
U
Foy

4.0
L4
Q

12

4
=
L

4
=
o

4n
U
o

shuffle feel

5)

._{9.'

ANV

etc.

Y

AN
u

aps
nJ

4,
n

an
U

40
v
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Vibrato

The singing quality of the sustained note heard when a guitarist holds a note lies in the
vibrato. This is done by slightly altering a notes pitch sharp and flat, like when a singer holds a
long note. It injects feeling and emotion in the notes. The technique for vibrato comes from the
wrist. Similar to a string bend, you'll vibrato by gently bending the string up and down ever so
slightly, creating a swelling impression.

EXAMPLE:

Plant the 3rd finger on the 2nd string, 8th fret. Next, plant the 1st and 2nd fingers on the
same string, just behind the 3rd finger. Butt the 1st and 2nd fingers up to the back of the 3rd so
that all three fingers appear to be "glued together". After picking the note once, bend the string
up then release, up and release, up and release, etc.. The motion comes from the wrist tumning
into the bend, not from the fingers pushing up and down. The bend should be less than a half
step (the sound of the note one fret higher). This type of vibrato can be added to bends for a nice
effect.

[1ps Jor vibraro

1) Vibrato action comes from your wrist, not your fingers.
2) Keep your thumb wrapped over the top of the neck for leverage. Like holding a broomstick.

3) Rest the joint of your index finger (1st finger) that connects to your palm on the bottom of the
neck for pivoting.

4) When vibratoing with the 2nd, 3rd or 4th fingers place the other fingers in back as
reinforcement. Example: Use the 3rd finger to vibrate and plant the 2nd and 1st fingers on the
same string butted up in back of the 3rd. This will give you more control of the vibrato.

5) Most important, vibrato should caress the notes creating an even swelling sound. Gain control
by practicing a slow vibrato.

Another form of vibrato is like a violinist or a classical guitarist, where the note is
vibratoed back and forth, in a nght/left/right/left motion. This is accomplished by letting the
thumb go freely from the neck, so the only point touching the guitar is the tip of the finger doing
the vibrato. It's not quite as energetic as the bending vibrato, but does create a subtle feel never
the less.

23



Wrn Arownds

A turn around is a little musical idea that's typically played on the last two bars of the
blues (bars1] and 12). It makes the solo complete and takes the listener back to the top of the
song.. All great blues players use turn arounds in some fashion or another. Here's the rule of
thumb:

Start the turn around on the I chord and end on the V chord.
Below are ten turn around licks in the key of A. You've probably heard of a few of them

before. Play through all of them and incorporate your favorites in your solos. These are
demonstrated on the accompanying CD.

1.) Here's one of the most popular tumn arounds. Like most, this one begins by hitting the
root note of the I chord (A7) followed by a descending cromatic line resolving to the I chord,

then a short ascending cromatic line to the V chord (E7). Play this over a shuffle or twelve/eight

thythm.
1.
A & AT » h:t "3 » E7
PR e e i £ |
{7s Q T - NT—1) I
A3V, s ) | =
- @ &
.‘_
9 8 7 5 1
—9—9—8—8—7——7 6 |
- 57 |
2) A variation using a descending cromatic line over the I chord (A7) and ending on the V
chord (E7). Play this over a shuffle or twelve/eight rthythm.
2)
; A7 E7
- ” ~ "
H4 3] bl' 2o . | ~ |
| Fo i ' |
[fan Q - 11 - |
ARV Y ! ] | |
1 I
_‘_
oF |2 T T h*J o ~F “_I' \‘7 I
I 4 |
|
|

th
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3) Here's a Robert Johnson sounding tum around using a stationary root note alternating
between a descending bass line. Play this over a shuffle or a twelve/eight rhythm.

(48]
——

' ] A7 E7
[ id . »
A 12 : |
 fan Q N ) |
A\, 8] 4 ; o 1
v i T P
5 5 5 1
|
j = F 4 st st y £} A ra¥ I
L= J o ] 7 7 £ U T £ I
5 |
4.) Here's an idea using a descending 7th chord. You can almost hear Eric Clapton playing
this one. Play this over a shuffle or twelve/eight rhythm.
4.
)1 A7 h E7
byt g e |
——+ 14 |
{@ 8 J : Vi 1 A 1 ] — =
- o PoHe
',
b4 ~ (2] [2] 7 T pe) I
ot P 1
- peJ L=} [ I
o
5) - A cool tum around using a couple descending lines. Play this over a shuffle or
twelve/eight thythm.
5) A7 E7
1 —!— _|—
0 ﬂ L ] i o — 1
't " . |
BANY Cy ) _HH_L. 1
a P
SL 12 ~vw
— |
7 75— 7 — i
oo 8817 7 —F |
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6) A very simple cromatic idea beginning on the root note and walking up to the V chord.
Play this over a shuffle or twelve/eight rhythm.

6.) A7 th E9
1 S
A4 |k &
L D] i ! 21 ) A
I fan) Ton ] NT—— T I =
\\S, 0y NI
Y T e e @ — =
.‘_
5 5 o4 2 J ~J Lo L+ I I3 [~] T J
7.) In the minor blues the I, IV, and V chords are minor or minor 7, therefore most of the

turn arounds above simply won't sound right. A turn around in minor blues is treated a little
differently. It still starts on the I chord (Am7) and ends on the V chord (Em7) but the major 3rd
and cromatic lines are avoided. Play this over a shuffle or twelve/eight rhythm.

7')1 Am Em

T K
| ~ i I

fanY L1 1 | | I | | 3] I T

AANY ) Y el | m—] 1 L |
SsL o
- o |
33:’3333:’5! J

'_ﬁ
~
[#)]
<D
-~
—

8.) A double stop idea based on the I chord, followed by an ascending scale idea. The lick
resolves on the V chord. Play this over a straight rthythm,

8.
)1 A7 E7
A4 _
JJT
7 }‘ | [ 4 1 ‘I I | ]
(G e 3
\ o’
] — A H - H . a
k= I o — T P =) [
7—5—6 7 & i
e o o .3 o
7 6 66 61
[ [ T T
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9) Here's an idea similar to the second turn around, only this is played with the straight
rhythm. Keep the rhythm even and steady.

9.) A7
1
p ¥ P Shet o
AT L R -
i 1 ] ] 1 ] =
ARV ) 1
SL
S5 g F§ ¥y - |
[+] L) [ [] L% o ~ E L I
EIA |
% |
[+] T I
1 0) This is a pretty fast tum around using the blues scale instead of cromatic ideas. Play this
over a straight thythm.
10.
) A7 E7
f 4 b ™~
¢ ) ! Z‘:ﬁ. ¥
3 | sl 258
L\NY.J ! “
o) — ~—
172
o P
= - T L P 1= = |
e Oy L v A L 2 |
- b= o [=] T \f}' ~J 7 TF L= I
7 — | |
7 1
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rn Arowmds As
ntro And £ nding

/nEro

These same tum arounds make great intros for songs. Start by playing the turn around,
when you get to the V chord let it ring for two more beats, then start the song. Check out the
examples below and on the CD.

1.)
] A7 . h' E7 A7
A # — i £ »
L ()] . _k
| N N
 fanY 4] ! NT Y ) ! ) }
\\NV (o) ] —r . .
T @ A
.‘.
) & 7 5
L4 9—8 87 716
- S—6 7 A A - - S A A - -
~F Lo o J L I~ T
2.
)1 A7 E7 A7
—_PheN AREANN ™~

A\SY.J

1/2

i ~ P O TN
—_— 7 - - - H
FA b, T o {(5Y. & L P
58 8 7 {75 —o—6

-
=

-~
ot
[4 B}
UMD
thy
-
Ui~

L4 101]
Uil
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Ly

Create an interesting ending to a blues song by using a turn around. They will have to be
modified slightly, here's what to do: play up to the first beat of the 2nd bar of the turn around
(12th bar in the chord change), then play #I chord to I chord. This can be done with any tum
around. Check out the two examples below and on the CD.

1) E7 D7 A7

B ) 1
R B B T T T e

1°2 5]
g9 w9 Ut 7 7 9977 99 T 7 5 S 7 7
—7 7 F 17 7 7 55§55 55556 153 98 8
4
L # .
* | |
f Fan} | |
G 5 1
5] 5 |
7 5] |
- g 2 |
7 8 L |
15 5
2) E7 D7 A7
1
O 4 — N TN e e e e
¥H ’i i 1 1 1 i [
1 of |4
[ fanY fi 17 1
(o) P - = - 1
=
2 - . H =z
A N 5
—o 6 75
819 t8 17 7 S 7 T 7 9 T 7
—F 7 7 1 1 1 7 55555 55
4
£ 4
= =

~
4} 14

4]

r~iKhedhch
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Call And Response

Call and response is a way of phrasing licks so that they respond to each other. One
sounds as if it asks a question while the next responds back with the answer. When done right
you should be able to "hear” the implied chord changes even with no band or accompaniment as
back up. One way of accomplishing this is to end each phrase on a chord tone. Chord tones are
the notes that make up a chord. Diagrammed below are I, IV, and V chords in B and the
corresponding chord tones:

| IV V

chord B7 E7 F#7
chord B D# F# A (G# EG#BD F# A# CH#HE
tones 1 3 5 |7\ 6 1 3 5)7 1 3 5.7
Note:-
T've also included the

6th in the B7 chord as an
optional note. Although not
actually played in the chord, it
sure sounds good to end on.

The call and response process goes on back and forth until the last two bars where the
turn around enters. Check out the example on the next page and listen to it on the CD. It's played
over the rhythm track "Moore Or Less".

""A fool thinks he
needs no advice,
but a wise man
listens to others."
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Call & Response

play with shuffle feel B
1 .
hH B a0 , B T o ; \ N\ pe e
e —He : ,
] 1 o - ! -
& e : * e e i et
4 |
Call-- ------~-==-"- \ Respond- - ~------~ n
~ full ~v SL
St St . 7%
7 147 T
(91t 49— = 79—} 7
71— 134 89— 7 5]
fingers: 3 3 2 33131 3 1 3 13 313 1 3 1
5 E
wy e -, PN
i~ —— yi = ' - Y & —U
D | E——— r
Py 4
Call---------—=--—=-—-—-- . Respond- - - - - -~ - -~
~ev gL full
S .. St =
.rr:_)n bl hfl \n b 4 = = — Frany -
LT LN e 7 7 14 {H—~
9—7 1T ) 97
T
33 2 33 13 1 1 2 3 1 3 3 1 3 1
8 B Fﬁ
3 [ I -
| fanY i 7 t —
A\RY <
-0 Call------- - - -~ - - - ------------- .
SL o
St — St - 7
7 1192 7 7 -8
—Htt+——7F 99— 7 9
g~ -
3 33 2 3 3 1 3 1 3 1 3 1 3
E 3 B F
11 3 U™
" o —_—,, el s
. - 1 The” @ ' { 1
[ fan) — ' 'J_ I | 1 |
A\SY, o 1
.) R—
Respond- - - - -~ - -----~ . Turnaround- - - — — - - —~ -~ - - - - .
Ea e
— 111 —1046— 997 1
+— 0—t—9 9—8 817 |
-7 T 1—14 19—10—9—% 8 |
O 9 — 7 9 PN 1
7 B—8— g 7 8 S |
1 2 3 1 33 1 11 3 3 3 3 3 3 1 1
1 1 1 1 1 1 2
2 2 2 2 2
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Usimg the Riythm Tracks

Here's a chart of all ten rhythm tracks on the CD. Use this as a quick reference and to

#3

#4

#5

#

=)

#7

#8

ol

#10 I}

i f
#2 I’

analyze and compare the tracks with one another.

The rhythm tracks are designed for you to practice your soloing with. Over each thythm
I've played a short blues solo to demonstrate what can be done. The solos are transcribed and
accompanied by a lesson and analysis of suggested scales to use, thythm feel and key the song is
in. After each solo is played, the song starts again without a solo, leaving the space for you to

improvise on.

First Phrase

Second Phrase

T]

hird Phrase

bar I bar2 bar3 bar4d bar5 bar6 bar7 bar8 bar9 bar10 barll barl2
I - - L] IV - I L] V L] I
E| AL | A AL a | A e | £ ] 8| £ ] E| £
R RN NNy
I v I v I \% v 1 v
C F C 7 F d c | £ ] a | F | ¢ | G :
PASE AL J00d 1Ll T F I J g L i i i
I v I \/ I \
6T | LA L e | A G7IX[D9]X\G7|D9
R R A RN RN A AN NV N Y,
I v I v IV I \/
B | A | A A E | A 8| £ m|E|B|®
RN RN RN RN RN AN NN YA Ay
I 7 IV 8V T VIZ LV, I \
LA | A7 | D7 | Didim | A7 F¥7 | B7 E7[ A7 | E7 8 bar blues
AR RN RNV ANy
Im7 | IVm7 | Im7 | | IVm7 | Tm? Im7 | IVm7 | Im7 | V749
!Cm7 | Fm7 | Cm7 | A ] Fm7 | A f Cm7 | Z | Gm7 | Fm7 | Cm7 | G799 ]
LIS T Q7 7l T L d D 11 4 ST f i
I v T 03 #s, IV #ave | 1 VIm7, IIm7 |, V 1 IV, 1 V
67 | co | 67 |63 ams| co | ctdim | 67 | Em7 | Am7 | Do |G7 colG7 Do
LIS AT LI 0 L LI g 40 770 100 1)
Im7 IVm7 Im7 Vm7 | IVm7 | Im7 | V#9
Am7 | A | A | A | Dm7 | A | Am7 | Z | Em7 | Dm7 | Am7 | ET0:
RN RN RNyt
[ v I v I \ v I \
D7 [ a7 | DT | A | 67 | A | D7 | A | a7 | &7 | D7 ]| AT
N R R R RN A N AN AN NNy,
79 . . v o 179 VWLV I
ETO | A | A | A | A7 | AL | Em | A | BT |¢7B7 BTl | A
R RN R NN R Y VANV
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Rockint” Byes
rhythm Erack #/

KEY: E
Suggested scales to use - E minor pentatonic, E major pentatonic, E blues and E dorian.
Rhythm - 4/4 straight feel

A classic example of call and respond. Notice the tension/resolution where one lick
leaves you hanging and the next resolves. This builds until the last four bars of the 12 bar cycle
where it creates excitement usually with string bends or faster playing.

The rhythm guitar plays a common riff based on the notes in the I, TV and V chords. This
is called 'arpeggiating' the chords.
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Rockin” Blyes (riythm)

by Dave Celentano

] E
A% 1.
B in “ s y ‘-}‘ =
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SL SL SL SL
3 e 2 ). A 2 L A 2 ey 2
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by Dave Celentano

Rockin’ Blwes (s0/0)
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Dowble [he Blyes

rytim brack T2

KEY: C
Suggested scales to use: C minor pentatonic, C major pentatonic, C blues, C dorian.
Rhythm: 4/4 straight feel

Here's a humorous 50's style blues using double stops to outline each chord. A double
stop is two notes played at the same time. Each double stop phrase uses mostly chord tones from

the chord written above the corresponding bar. This technique has a 50's sound and Chuck Berry
uses this idea in many of his solos including “Johnny B. Goode". They sound best when played

with all down stokes to give a more aggressive tone.
The rhythm guitar is played with all down strokes. Try substituting this thythm with the
rhythms from 'Rhythm Riff Variations' earlier in this book.

"Some musicians have
something to say
while others just have
to say something.

Which kind of musician
are you?"
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B.B. s Blyes

///qﬁ/M/ Lrack *5

KEY: G

Suggested scales to use: G minor pentatonic, G major pentatonic, G blues, G dorian and
G mixolydian.

Rhythm: fast 12/8 feel

This solo demonstrates how to use and connect the different scale patterns. The solo
begins with a commeon idea using sliding and sixth intervals in G dorian (pattern #2).

- B4
pattern .‘:g @ S - 2 S @)
@ &

The licks from bars 4 thru 9 are based mostly in G minor pentatonic (pattern #2 and #3)
except for the E note in bar 5.

(L
0

O, ]

Ko @) S @)

®
®

The last half of bar 9 thru bar 15 uses notes from G dorian (pattern #4).

_.

0

#4

O

@
pattern = ®) — ) =
()

The rest of the solo uses notes from these patterns, with a few exceptions: the B note in
bar 17 (G mixolydian) and the Db note in bar 20 (G biues).
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Moore Or Less
/////ﬁ//m Lrack ¥4

KEY: B

Suggested scales to use: B minor pentatonic, B major pentatonic, B blues, B dorian and
B mixolydian.

Rhythm: 4/4 shuffle feel

Here's a great example using "call and respond". The first licks calls a question and the
seconds responds with an answer. This goes on back and forth until the last four bars of the blues
cycle (bars 10-13). Here the phrases build excitement in bars 10 and 11 until the turn arounds at
bars 12 and 13. T used a classic turn around at the end of each 12 bar cycle. Most of the tum
arounds mentioned earlier in this book could also work in place of the two shown here.

The "reverse bend" (R.B.) in bar 5 is played by bending the string before you pick it.
Once the bend is pushed up a full step pick the note and let the bend down. Sounds like a kitty
meow.

The rhythm is played with a shuffle feel which goes 'long-short-long-short’ etc. Read
more on playing the shuffle feel in the 'Straight, Shuffle & Twelve/Eight' chapter earlier in this
book.
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Swing IF
Iyt brack o

KEY: A

Suggested Secales to use: A minor pentatonic, A major pentatonic, A blues, A dorian and
A mixolydian.

Rhythm: 12/8 feel

Introducing the eight bar blues. In this typical 8 bar blues pattern, [ use all dominant
chords except for the D# diminished in bar four. For a nice twist try substituting minor 7 chords
for the F#7 and B7 (F#m7 and Bm?7).

The scale pattern below diagrams the notes I played for the first half of the solo. These
notes fit nicely over most of the chords. The exception is over F#7 where you should play the
circled notes instead. There's a lot of cool stuff you can do with just these notes. Try experiment

with your own ideas.

Ca

@ 8o
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by Dave Celentano
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/64/27// Jazz Byes
/’//yﬁ/fm Lrack 6

KEY: C minor
Suggested scales to use: C minor pentatonic, C natural minor (Aeolian) and C blues.
Rhythm: 12/8 feel

Here's a jazz/blues in C minor, a sad sounding key. The minor 7th chords and domiant
7#9 in the last bar bring out the jazzy tones.

Someone once said, " The most important thing in music is what is not the notes”. How
true this is. Not playing is just as meaningful as playing. The space between the phrases gives
the notes a chance to sink in, to be appreciated before the next note is heard. A good analogy is
when someone talks. Do they talk endlessly, not giving others a chance to respond or do they
pause to let another react? Try this approach with your guitar by playing a short line of notes
then stop. During the break collect your melodic thoughts for the next lick and then execute it.
Repeat this process through out the solo.

Vibrato is a great technique to use while sustaining notes. This involves shaking the note
by gently bending the string back and forth ever so slightly. There's vibrato on all the held notes
in this solo. Whenever you end a phrase try adding vibrato to the last note. Leam more on this
in the chapter 'Vibrato' earlier in this book.

""The most important
thing in music is

what is not the notes."
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Ramy Jazz Blues (riythm)

by Dave Celentano
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AK Special
i Erack T

KEY: G

Suggested scales to use: G minor pentatonic, G major pentatonic, G blues, G dorian and
G mixolydian.

Rhythm: 12/8 feel

Here the rhythm takes on a jazzy feel. This is accomplished by incorporating dominant
13th and #5 chords in bar 4, diminished chord in bar 6 and minor 7th chord in bars 8 and 9. A
song similar to this is T-Bone Walker's "Stormy Monday". The Allman Brothers do a great
version of this on the "Live At Filmore" CD.

The solo features the blues style of Albert King. In typical King fashion there's a lot of
single string playing (bars 3 & 5), string bends and position shifts. Albert King's playing had a
strong influence on Stevie Ray Vaughn. Just listen to "Blues Power" by King and compare to

Stevie's version of "The Sky Is Cryin"".
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by Dave Celentano

AK Special (riythm)
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by Dave Celentano
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Commercial Blyes

/////if/w/ Lrack *8

KEY: A minor
Suggested scales to use: A minor pentatonic, A blues and A natural minor.

Rhythm: 4/4 straight feel

The solo uses some one and a half step string bends (bars 2 & 4). The pitch of the bend is
raised three frets. Train your ear to hear this by playing the note three frets higher than the bend
note. Put some meat behind the bend by pushing the string up with three fingers: put the third
finger on the note to bend, plant the second and first fingers on the same string just behind the
third. Now bend like a madman!

The blues doesn't typically use long legato passages, but they certainly sound good on
this rhythm (bars 6 & 20-21). They add a little spice to the solo. Legato is when notes are
connected smoothly, usually with hammer-ons, pull-offs and slides. It may seem a little difficult
to execute all those notes with the left hand, so leamn and play the passages slow at first, then
gradually speed up.

Commrercial Blues (riythm)

by Dave Celentano
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Commrercial Blyes (so/p)

by Dave Celentano
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before you can run."

""You have to crawl
before you can walk.

You have to walk
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Blwes Delight

e Lrack *¢

KEY: D

Suggested scales to use: D minor pentatonic, D major pentatonic, D blues, D dorian and
D mixolydian.

Rhythm: 12/8 feel

Here's a laid back blues in D using some Albert King and B.B. King style licks. This solo
demonstrates how to play slowly using some well chosen notes along with short speed bursts
mixed in for flavor (bars 4 & 12). The tasty lick in bars 7 & 8 uses the D dorian/blues scale. That
is combining notes from both scales. Below is a diagram of D dorian with D blues superimposed
over it. The circled dots indicate which notes are used.
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Blues Delight (riythm)

by Dave Celentano
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Blyes With Harr

rhythm Erack *10

KEY: E

Suggested scales to use: E minor pentatonic, E major pentatonic, E blues, E dorian and
E mixolydian.

Rhythm: 4/4 straight feel

The rthythm is reminiscent of Stevie Ray Vaughn, but the solo takes on more of a rock
approach to the blues. The second half of the solo has some fast licks that should be leamed in
small sections before putting together. It's also unlike the blues to use as much of the fourth
finger as I did in the solo, but that's how to get the wide finger stretches in bar 15. Towards the
end of the solo there's a cool eight note sequence idea that climbs up the E minor pentatonic
scale climaxing with a lick using the E dorian and blues scales.

""If you wait for
perfect conditions,
you'll never get
anything done."
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Biyes With Ha

by Dave Celentano
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Blwes With Harr (solo)

e

by Dave Celentano
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