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Now that we’ve covered the basics, it’s time to play a few melodies.

TABLATURE

Tablature, called TAB for short, is a system of writing music just for the guitar. It tells you what
fret to play and what string to play it on.

When fretting notes, try to get your finger as close to the fret as possible without being
on top of it. This will produce clear, ringing notes with a minimum of buzzing or other
unwanted noises.

The long, horizontal lines represent the strings. The top line is the Ist string (high E) and the bot-
tom line is the 6th string (low E). Try fingering the notes indicated using any left-hand finger:

I'st String,
5th Fret
I'st
—_— 5
String N hd 7
A 11 2
6th = 3 —
D v
String 6

SECRETS OF THE MASTERS

The dots on your guitar neck (if you have any) will help you keep track of the
frets. The dots usually come on frets 3, 5, 7, 9 and | 2. Look at your guitar and
familiarize yourself with where the dots are.

TAB is often attached to written music, so the player will know how long the notes last and
what they are. The following examples show TAB and standard music notation. If you do not
yet read music, DO NOT PANIC. If you like, you can look ahead to Chapter 2 (page 16) for
information about reading standard notation. Or, just play the frets and strings indicated in
the TAB in a slow, steady rhythm, giving each note equal length. The numbers under the TAB
indicate the left-hand fingers (see page 7).

(W COWS THAT BOOGIE ON MY [AWN

Track
2

[a) | |
i —
IR ¢ e ;

o o 4 & &

T

X 0. n. . n. ) 0

A 2—— = - ——3—2 0

D L] 2 2 2

h \°d “J A4 “J

Left-hand fingers: 3 2 0 2 3 2 0 2 0 3 2 0 3 3 3
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Musical Expression and Arranging

EXPRESSION
Music is not just about keeping time and playing the right notes or chords. In order for music
to have an emotional effect, it needs a sense of expression. Two very important elements of
musical expression are phrasing and dynamics.

PHRASING
Phrasing is the way that touch, volume and tempo are used to imply a sense of direction,
movement and rest in a piece of music. If notes are like words, then phrasing is the way that
the words are made to sound like sentences, or complete thoughts.

PHRASING MARKINGS

Written music uses a large number of markings and terms to communicate phrasing and expres-
sion to the performer. Many of these terms are Italian. A quick tour of some commonly used
terms should give you some ideas for your own music. First, the phrase mark is a curved line
that loosely connects an entire passage of music. It can be confused with a slur or a tie, but
the phrase mark is usually shown above the staff and may have slurs or ties beneath it.

Phrase Mark  Phrase Mark \

h o P

frsirto

D  a— Y f
.‘..
\Slurs/
OTHER PHRASING AND EXPRESSION TERMS
TERM DEFINITION MARKING
Legato Notes are to be played in a smooth, The word “Legato” marked above the music.
connected fashion.

Staccato Short, detached, unconnected notes. The word “Staccato” marked above the music, or

small dots above or below individual note heads.

Accent A note played louder than the This sign = above or below the note head.

surrounding notes. J F
=
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The staff is divided by vertical lines called bar lines. The space between two bar lines is a
measure. Each measure (or bar) is an equal unit of time. Double bar lines mark the end of a
section or example.

Bar line Double bar line

>

TIME SIGNATURE

Every piece of music has numbers at the beginning that tell you how to count the time.

Examples: g4 3 @
A 4 8

The top number represents the number of beats, or counts, per measure.
The bottom number represents the type of note receiving one count.

For example:
when the bottom number is 4, the quarter note (see below) gets one count.

when the bottom number is 8, the eighth note (see below) gets one count.

Sometimes a  is written in place of[[i time. This is called common time.

Joni Mitchell was born in Alberta, Canada.
After studying art in Calgary, she moved to
Toronto in 1964, where she performed in
coffeehouses and folk clubs. Her first album,
Joni Mitchell, was produced by David Crosby
and was released in 1969.

SAYODIY ISIYdIU/HYVLS TNV 4O ASTLYNOD OLOHd
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Because the diatonic dominant 7 chord only occurs once in any major key, every dominant 7

chord can be thought of as V of a chord a perfect 5th below! Here is a list of dominant 7 chords
and the major or minor chords they resolve to:

\'%%

G7
D7
A7
E7
B7

Tori

C or C Minor
G or G Minor
D or D Minor
A or A Minor
E or E Minor

V7
D’7
A7
E'7
B’7
F7

Tori

A’ or GF Minor
D’ or D’ Minor
A’ or A’ Minor
E’ or E Minor
B’ or B’ Minor

Sometimes a song will contain dominant 7 chords from outside the key that resolve to diatonic
chords in the key. These are called secondary dominants. To understand this better, let’s review

the key of G.

Diatonic Chords in G Major
il iii v

I
G

Amin Bmin C

\%

D Emin

vi vii~
Ffdim

Now look at example 7 below. The E7 chord in bar 3 is in the key of G. Itis a V7 for Amin
(the following chord), which is a perfect 5th below E. Since Amin is the ii chord, E7 is called
V/ii (five of two). Here are the other secondary dominants for the key of G.

SecoNDARY DoOMINANTS FOR THE KEY oF G AND THE CHORDS To WHiIcH THEY RESOLVE:

Secondary Dominant

V/ii (five of two)

V/iii
V/1IV
V/V
V/vi

Chord Name

E7
Fé7
G7
A7
B7

Resolution @ Chord Name
ii (two) Amin
iii Bmin
v C
A" D
vi Emin

Example 7 uses secondary dominants to “set up” ii, IV, V and vi in the key of G. Use a coun-

try-style strum.

G G7 C E7 Amin
210003 32000 X32010 020100 X023 10
11 1 ® 1L ]e 1 []e 1] ]e
2[@ 2 20 ]e 2(@ 2[Tee
30 ® 30 3@ 3 3
4| | 4 4 4 4
[a)

# 4 y4 4 y4 y4 4 V4 y4 y4 4 4 y4
o) y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4
Y I V/IV v Viii ii

B7 Emin A7 D7 G
X21304 012000 XO 1020 X0023 | 210003
1ol ] 1L L 1 KX 1
rielele 2/ ¢ 2(1ée 2 (YK ] 2
3 3 3 3 30 ®
4 4 4 4 4| |

[a)
4 y4 y4 4 4 y4 y4 4 4 y4 4

i~ y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y.4 y A 4
¥ v vi VIV v I

Chapter 2—New Colors and Textures
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Online audio is included with this book to make learning easier and more enjoyable. The symbol shown
on the left appears next to every example in the book that features an audio track. Use the recordings
00 to ensure you're capturing the feel of the examples and interpreting the rhythms correctly. The track
number below the symbol corresponds directly to the example you want to hear (example numbers

help you tune your guitar.

are above the icon). All the track numbers are unique to each “book” within this volume, meaning
every book has its own Track |, Track 2, and so on. (For example, Beginning Acoustic Guitar starts with
Track |, as does Intermediate Acoustic Guitar and Mastering Acoustic Guitar.) Track | for each book will

See page | for instructions on how to access the online audio.
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The term pedal tone refers to a pipe organ technique in which a note is sustained with a foot
pedal while the organist plays changing melodies or harmonies above it. As a musical device,
pedal tones can sound in the bass, middle or treble regions of a chord or melody. Another
term for a pedal tone is a drone.

Contemporary acoustic guitar music relies heavily on pedal tones, as both rhythmic and
harmonic devices. Players such as Dave Matthews, Shawn Colvin, Patty Larkin and Joni Mitchell
use this technique to create the impression of multiple guitars playing together.

PEDAL TONES IN THE LOWER VOICE
You can use pedal tones in a variety of contexts. For example, try droning on a bass string while
playing a melody on an adjacent string. This technique is sometimes heard in heavy metal music,
and is also popular in contemporary Celtic playing. Another common technique is to play a
chord progression over a static pedal tone.

Pedal to the Metal uses both techniques described above. Notice the D.C. al Fine. After playing
the second line, return to the beginning and play until the Fine (in this case, observing the repeat
sign). Notice that the rhythms are stemmed in opposite directions. This is how music in two
parts is usually written.

@ PEDAL TO THE METAL
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PART ONE—BAG oF TRICKS

CHAPTER 1

New (hords

You have already worked with dominant 7 chords in Intermediate Acoustic Guitar (page
110), so some of this will be a review. There are, however, four other qualities of 7 chord:
major 7, minor 7, diminished 7 and half-diminished 7 (minor 7 I’5).

A 7 chord is a four-note chord built in 3rds. Another way to think of it is as a triad with an
added note that is a 7th above the root.

Here are all the types of 7 chords shown with C as the root:

CMaj7 Cc7 Cmin7 Cmin755 Cdim7
5 b b H—
[ £amY g PE bg P8 Z LIV: bg LIW bg
NG 3 D— 3 p—— - 13 “H b3
Y ‘© root © root © root “© root © root
Major 7 Dominant 7 Minor 7 Half-diminished 7 Diminished 7
Note: All of the following chords are in standard tuning.
. = Double Flat.
MOVABLE MAJOR 7 CHORDS (Maj7) H’ L:V‘:ereth:note
The major 7 chord is a major triad with an added major 7th interval. The major 7th interval
one whole step.
can be thought of as eleven half steps above the root, or one half step below the octave. The
construction of the chord is root-3-5-7. Below are some movable fingerings for major 7 chords.
Make sure to note where the roots are (indicated under the diagrams). This will allow you to
move these forms anywhere on the neck to find major 7 chords on any root.
GMaj7 GMaj7 GMaj7 GMaj7 GMaj7
I X 3 4 2 X I 1 3 2 4 | X X 4 3 2 | X 1 1 3 33 X 4 3 | | |
2 | | P | 2 | ® 4[| 6 L~
3@ ® 10® @ ® 3 [ 5 0@ 7 00
4 o0 11 o 4 [ ] 6 L~ 8
5 12 (K ) 5 [ ] 7 000 9 o
7 13 1 6 | 8 [ 1] o[ e]
R 735 5R 57 35 R35 7 5 R 57 3 R357 3
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[ 'THS AND 13THS

The next two intervals of a 3rd above the 9th are the | Ith and the |13th. These three tones, the
9ths, | Iths and |3th, are used to add tension to a chord. Dominant chords sound particularly
good with these added tension tones.

Here’s a trick for remembering 9ths, | Iths and |3ths: Subtract 7 from any one of them and this
will reveal the identical tone in the scale. For example, the 9th is the same pitch as the 2nd (9-7=2).
The | Ith is the same as the 4th (1 1-7=4) and the |13th is the same as the 6th (13-7=6).

Dominant chords with a lot of tension notes sound even more interesting if some of the tensions
are altered (made sharp or flat). Here is a starter set of cool alterations for dominant chords:

SHARP 11 (!I1)  SHARP 9 (9) FLAT THIRTEEN ('13)

Here they are shown in standard music notation:

Below are some voicings that include some of these tensions and alterations. Make note of
where the root in each form is, and you can move them to any root you desire.

7%9 741 13 7°13
X2 | 3 4 X 2 423 1 X I X 2 3 4 X I X 2 3 4 X
| L=l | ® HE HE
® YK |0 YK
® O o o [ X )

i i T
R 3749 R 57 34 R 7313 R 7 353
749 9713 9
X X 2 1 3 4 X 2 1 33 4 X 2 1 333
| | |
] ® 00 ® 000
il il
R 3719 R 37 93 R 395

Hypertension Funk Blues on page 223 uses tension and altered chords in a funk blues
progression. The chords are combined with riffs, slides and funk strumming. You can refer to
the chord diagrams above to find fingerings for the altered dominant chords.

c c7 c7t9 Cotll cI3 SIKE
!
~ 13 ~ 13
h | | H‘ 4 | ﬁ S ”l | | -‘E.- . lb-‘:.- !
— 519 9 85— 9 85— 9
be—b7 bleo—7 p—O—b7 PO—!7 be—'7
3 53— 3 o— 3 5— 3 5— 3 o— 3
© oot © oot © ot © 5ot © ot © S
b7=g #9=Dt b 1=Ft :?:fz\ b13=pAb
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