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CHAPTER 1
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BLUES LICK FACTORY TOUR

Welcome to the Blues Lick Factory. We’ve got six departments here: four devoted to the production of three-, four-, five-, and six-note licks, and two that specialize in combining licks into longer lines. We take our work quite seriously. Many musical genres, including rock and jazz, are deeply rooted in the blues, and blues music is arguably the source of the “lick mentality” ingrained in most guitarists. And while it’s not difficult to learn how to navigate a handful of licks through a 12-bar blues progression, transforming them into a convincing blues solo requires more than a cookie-cutter approach. To unlock any lick’s true potential, you must learn how to manipulate it rhythmically, melodically, harmonically, and, ultimately, emotionally. This is the founding concept behind the entire Guitar Lick Factory, where you customize each lick to your own specs.

What’s that? You’d like to work here? Well, why didn’t you say so? Take an application. We’ll finish the tour and go over a few prerequisites along the way.

Using only the highest-quality raw materials, our three-, four-, five-, and six-note facilities produce definitive blues-lick “modules” that incorporate many of the genre’s inherent fret- and pick-hand techniques, including string bends, hammer-ons, pull-offs, and slides.

An understanding of basic rhythms and rhythmic subdivisions–especially slow 12/8 blues and medium 4/4 shuffle feels–will help users exploit these blues licks to their fullest potential. Each three-note lick is written as three eighth-notes in a bar of 3/8–essentially one-quarter, or one “beat” (dotted quarter-note), of a measure of 12/8. Count the notes “1-2-3” and repeat the lick four times to fill a bar of 12/8. Four-note licks are delivered as four eighth-notes in a bar of 2/4. Count these “1-and-2-and” and repeat each lick twice to form an entire bar of 4/4. Our five-note (”1-and-2-and-3”) and six-note licks (“1-and-2-and-3-and”) are also notated in 3/8.

One secret to creating an endless supply of blues licks is the ability to adapt any lick to any rhythm. Each three- and four-note lick comes supplied with a host of rhythmic variations to which any lick can be adapted. Additionally, any of these rhythms can be half-timed or double-timed. It sounds contradictory, but “half-time” means doubling the time value, or duration, of each note (half as fast), while “double-time” refers to halving the value of each note (twice as fast). It’s also easy to combine 3/8 and 2/4 licks. In 2/4, simply treat each 3/8 lick as an eighth-note triplet, or convert it to an eighth-note and two 16th-notes.

Melodically, most blues licks use the pentatonic major, pentatonic minor, and blues scales. Though we’ve manufactured all of our licks in A, we’ve designed them to be playable in any key. Familiarize yourself with these scales and their fretboard patterns in all keys. Once you connect a lick to its host fretboard pattern, you can transpose it to any key by simply moving it up or down the neck to the appropriate position. Here are the grids for the A pentatonic major and minor and blues scales:
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The 12-bar, I-[V-V-based progressions shown below provide the basic harmonic framework for most blues music. If you haven’t already done so, memorize both progressions. The first is a “slow change” blues in A: four bars of the I (A7) chord, two bars of the IV (D7) chord, back to the I for two bars, two bars of the V (E7) chord, and two more bars of the I chord. The second is a “quick-change” blues in A, which adds more harmonic activity: a change to the IV chord in bar 2, the V and IV chords for one bar each in bars 9 and 10, and a busier I–IV–V “turnaround” in bars 11 and 12. Unless otherwise indicated, you can drop any lick into any part of these chord progressions.
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You’ll need to know a few reliable I7, IV7, and V7 chord voicings to hear how these different harmonic settings affect each lick. You can also mix and match the 7th and 9th chords shown below:
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A few technique tips:



	Back up any bending finger with one or more additional fingers whenever possible. Generally, you’ll bend strings 1 through 4 (high to low) toward the ceiling and strings 5 and 6 toward the floor.

	Add motion-inducing gradual quarter-step bends to C[image: e9781617132346_img_9838.gif] and G[image: e9781617132346_img_9838.gif] wherever they sound good. Learn to trust your instincts.

	You can add vibrato–an essential ingredient in blues guitar–to any note at your discretion. Think vocally and delay your vibrato slightly on sustained notes.


Your application looks fine and you seem eager to learn. Congratulations–you’re hired! Report to the three-note Blues Lick Factory in the morning.
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THREE-NOTE BLUES LICKS

Good morning–welcome to the Three-Note Blues Lick Factory. Now punch in and get to work! You’ll be beta-testing every lick that comes off our production line. As mentioned during your tour, we decided that the most efficient way to manufacture and package these lick modules was to organize them into identical rhythmic groupings in a single key. Thus, each three-note A blues lick (grace notes don’t count in the tally) has been consolidated into an eighth-note triplet. Notating them in 3/8–which comprises 25 percent of a measure of 12/8, the most common time signature for slow blues–eliminates the need for cluttered triplet indicators or brackets, and makes it easy for you to combine licks and adapt them to other three-note rhythms. With each lick we also include an Applications box, which reveals each note’s intervallic relationship to the three primary chords in an A blues: A7 (I), D7 (IV), and E7 (V). (If a given lick does not apply to any of these chords, the box is left blank.) The “Apps” box will help you understand at a glance why the sound of a lick changes over different chords. Grace notes and ornaments are included in the Apps box analysis.

Here’s the drill:

1. The top row, or “a,” examples illustrate the lick in three octaves. Choose one and play the lick as written until it becomes comfortable. (Hint: It’s helpful to start with the second octave, which resides in the middle ground.) We’ve decorated each lick with a single ornament–a bend, slide, hammer-on, or pull-off. The multi-tab staves show how to play the same lick in up to five different fretboard positions. Investigate these and note any changes in the suggested fingering.

2. Memorize the lick. One key to retention is to repeat the lick until playing it becomes a reflex. Play each chord in the Applications box and develop your own ideas about which licks work best with which chords.

3. Explore the remaining two octaves. Again, note any fingering revisions or similarities.

4. Move down to the “b” examples. These present a trio of phrasing options for each “a” lick, notated in a single octave and laced with gobs of emotive “finger grease” (hammer-ons, pull-offs, and other ornaments). Rephrasing, which can range from subtle to drastic, is a great way to breathe new life into static, well-worn licks. Feel free to add or subtract ornaments as you see fit. We hope these will inspire your own “amazing phrasing” options.

5. The “c” examples alter one note in the original lick to produce one or more melodic variations, complete with additional Applications boxes. Try mating them with the original lick, and use them as jump-off points for your own creative variations.

6. Once you’ve taken ownership of a new lick, you’ll be able to “hear” and “play” it away from your instrument. Feels good, doesn’t it? Now it’s time to adapt the lick to the rhythmic variations that border the bottom of each page. It’s easy–just plug the notes of the original lick into the new rhythm. Memorize the rhythm first so you’ll know when to play the notes. Some will work better than others; trust your ear and incorporate the ones that sound best into your musical vocabulary.

Follow this drill faithfully. By the end of your shift, I guarantee you’ll know that lick–plus a dozen variations–inside out.

RHYTHMIC DISPLACEMENT AND MELODIC PERMUTATION

When it comes to customizing our standard line, these do-it-yourself tricks for rhythmic displacement and melodic permutation offer users more bang for the buck.

These licks sound fine as written, but every one of them begins on beat one. Try moving, or displacing, each “triplet” to a different downbeat in a measure of 12/8.

[image: e9781617132346_i0026.jpg]


Most of our three-note licks work exceptionally well as pickup licks that begin on the final “beat” (last three eighth-notes) in a bar of 12/8. These sound best when you tack an appropriate chord tone onto the following downbeat.
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You can also play each lick starting on the second or third eighth-note of any beat in a measure of 12/8. Of course, all of these rhythmic displacements can be applied to any rhythmic variation.
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Another great way to increase melodic mileage is to resequence the same three notes into every possible combination. Any group of three different notes will produce six (1x2x3) different combinations, or permutations–two starting on each note.
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These permutations will also affect your phrasing options.
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Got it? Good! Let’s hit the assembly line.
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You’ve done well and deserve a promotion; report to the Four-Note Blues Lick Factory in the morning. And don’t let those guys rattle you–some of them have been there for a long time!
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FOUR-NOTE BLUES LICKS

Hey, look who’s here! It’s our hotshot new four-note-blues-lick tester. Not much is different here. We assemble four-note licks grouped as eighth-notes in 2/4–half a bar of 4/4, the most common time signature—and we use essentially all of the same production techniques as our sister Three-Note Factory. We offer the same extras, as well: three octaves of licks with multi-tab, “b” phrasing options, “c” melodic variations, handy Applications boxes, and even more optional rhythmic variations.

You know the routine, so punch in and get workin’. As you test each lick in all three octaves–and its greased-up rephrasings and melodic and rhythmic variations–be sure to apply the same rhythmic principles of displacement and melodic permutation you used to expand the three-note licks. (The new group of rhythmic variations at the bottom of each page ensures an inexhaustible supply of fresh four-note licks.) There are 24 (1x2x3x4) melodic permutations for any lick containing four different notes–six starting on each note.

To mix these licks with the previous three-note licks, play them as swung eighth-notes and treat the previous 3/8 groupings as if they were eighth-note triplets. You can also play the four-note licks as straight eighths and convert the 3/8 licks to eighth- and 16th-note groupings. Good luck!
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FIVE- AND SIX-NOTE BLUES LICKS

Welcome to the Five-Note Blues Lick Factory. Hope those guys down at Four-Note didn’t rattle your cage too badly. We run things a little differently around here. The routine is essentially the same as the three- and four-note factories, but with fewer multi-tab fingerings and no Applications boxes. (We use chord symbols to suggest applicable chords.) Here, more of the detailing is left to the end users. We make a progressive product, but we hope that they’ll recognize many elements of the licks in Examples 1 through 31 from their past dealings with the company.

We do, however, offer a brand new line of rhythmic variations at the bottom of each page. And, once again, you’ll want to apply mileage-enhancing techniques such as rhythmic displacement and melodic permutation–though at 1x2x3x4x5, or 120 combinations, you may just want to concentrate on a handful of favorites.

By the way, since this is a downsized operation, you’ll be multi-tasking as a six-note-blues-lick tester during the second half of your shift. Surprise!

Working at the Six-Note Blues Lick Factory may seem cushy at first, but there’s a lot more design and engineering expertise involved. The six-note licks in Examples 32 through 51 are our interactive models–they allow users to determine how much finger grease and melodic and rhythmic variation the final product will have. The whole operation has been scaled down to one lick in three octaves with applicable chord symbols. Motivated users can explore multiple fingerings, add or
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