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INTRODUCTION

From its distant roots as the unrespected accompaniment of travelling showmen,
minstrels, gypsies, and troubadours, the guitar has grown to be the most played
instrument in the world. And despite its death knell being sounded by electronic music
just 25 years ago, the acoustic guitar in particular is enjoying an unprecedented boom o
in popularity. Players today are enjoying a renaissance in both musical styles and types
of instrument, and better examples of both are available than ever before. The bulk of |
this book points you toward a range of playing styles that every fan of acoustic music
will want to master, but it’s also worth taking a detailed look at how the instrument =
itself came to be the versatile, emotive means of expression that we know it to be today. L

The evolution of the acoustic guitar as most players know it is largely a tale of
European craftsmanship transplanted to the New World, and influenced by the musical :
diversity of the great melting-pot. The instrument arrived fitted out for the needs of an v
antique music, and down the winding road of its next 150 years was adapted for the
needs of everything from Civil War rally songs to slave spirituals, cowboy camp songs to
dancehall jazz, and unplugged rock to fingerstyle virtuosity. Today’s top instruments are
certainly recognizable in the petite, hourglass-bodied, fiddlehead flat-top of the 1850s, i
but the guitar has come a long, long way, and is a better instrument today — and bt
available in a far broader and more affordable range of makes and styles — than ever
befare in its history.

For many years, and for the vast majority of players, the guitar of yearning and

b desire could be summed up in a single word: Martin. A small handful of other makes
helped to fill the short list of acoustic brands to aspire to, headed by Gibson and
followed, in the early part of the century, by the likes of Washburn/Lyon & Healy and

! the Larson Brothers, or, later, by Guild or Ovation. In truth, the upmarket selections r
S . have always comprised a pretty narrow field (for archtop, this list has always begun {
. with Gibson, running to Epiphone, Gretsch, D'Angelico and Stromberg in the dlassic
I years of the jazz box). The reality, however, was always that nine out of ten players l
i | would take home something from one of the ‘budget’ brands: a Harmony, Kay, or A
| Regal in the old days, or a Yamaha, Aria, or Asian-made Washburn in the past few
i decades... while the Martins, Gibsons and Guilds remained the stuff of dreams. [
S g I Today there is both far more to dream about, and far more to get your hands on.
| While some players and collectors yearn for great vintage acoustics of German
. herringbone inlay and Brazilian rosewood, better guitars are being made than ever
,  before, and for less money. The luthier's skill has been elevated in the achievements
' of a surprising number of top-notch artisan guitar-makers, and Martin and Gibson
have had to make room for the likes of Santa Cruz, Bourgeois, Collings, Gallagher,
Froggy Bottom and a dozen more builders of impressive breadth and talent. The
likes of Taylor and Tacoma stride an impressive middle ground that blends
I ; S8  handcrafted standards with mass-production efficiency and pricing. At the
' . same time, and really since the early 1970s, a number of Asian imports have
shown a maturity and consistency that let them rival much of what the USA
©  and Europe has to offer. Brands like Takamine and Alvarez Yairi have proved
S 2 &___;’;' themselves in both tonal achievements and professional endorsements.

‘ : ' Sure, the players still dream, but more frequently than ever reality lets them
S o get their hands on an instrument that plays and sounds like nothing their fathers or

" 3 grandfathers could have afforded. These are high times in the acoustic cafes, for sure.
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MARTIN
Nevertheless, it all started with the small-bodied, gue-strung, flac-ropped inscruments of a
German immigrant, Christian Friedrich Martin, who was building guicars almose from rhe
ume he arrived in New York in 1833, Aged 37, a skilled lurhier who had complered a long
apprenticeship at one of Europe’s most respected guitar-makers — Srauffer, in Vienna - CF
Martin came to the new world to escape the restrictive rrade laws of his homerown of
Markncukirchen, Saxony (now Germany, though formerly East Germany). He was hell-benr
on making his mark on the young country’s stringed inscrument crade. He did thar, and
more. By the 1850s Martin was selling guirars designed along new lines that would
revolutionise the performance of the instcrumene, and which are still echoed in the
constructional details of the vast majority of flat-tops available today,

In the lare 1830s, Martin had moved his family and his business to Cherry Hill,
Pennsylvania, and eventually to nearby Nazarech, which has been Martin's famous address
ever since (despite the relocation, however, guitars were still labelled as being made in New
York until the end of the 1800s). From this time onwards, the maker's guitars came ro Jook
more like the great flat-tops they would eventually spawn, and less like the old-world
minserels’ instruments that carly 18ch century Buropean guitars may appear to us roday ro
resemble. Martin simplified his styling considerably, dropping the superfluous ornamenral
woodwork and elaborate inlays on all but the occasional display or custom-order model,
while inside he evolved constructional details thar would pave rhe way for the modern
instrument.

The move from rudimentary ladder bracing to the fanned bracing of Spanish “classical
guitars of the time (abour rhe only Spanish guirtars, really) made his smaller instruments
more toneful than mose of anything else that was available, while the evolution of his X-
braced tops on the larger guitars had a more complex impact on chese models’ capabilities
Alchough the full porential of the design would become fully realised only gradually, che
sturdy crossed bracing formart allowed both the braces and the guitar's cop to be thinner and
lighter, which in turn yielded more resonance and volume on the gur-strung guirars of che
day. When Martin would evolve to predominancly steel-string production early in the next
century, this X-bracing would be ready to take the scrain withour necessirating any ronc-
dampening thickening of the vibrating top or widening of the internal braces. This really
was a design lor the future, and one of the
many ingredients thar made Marein guirars,
for many years, one of the most forward-
looking makers in existence.

When we talk about the larger guitars’ of
the period, rthese are sull small-bodied
acoustics by today's standards. Martin's
largest guitar of the 1850s was the 124" -wide
Size 1, a widrh that most players today would
expect to see in a little parlour guitar. Before
the end of the decade, however, body sizes and
decorative styles still in use today were being
established. The larger Size 0 — one of che
smallest standard Marrins available today —
was introduced and would remain the
company's largest ‘concerc’ guitar until the
arrnival of the 00 some 20 years later. Most
models were available in a range of styles

trom 17 to 42, numbers that indicated their

opposiTE PacE In the beginning: a five-
course guitar of about 1590, probably
Portuguese. Tor A Stauffer-style
guitar by C.F. Martin, from 1830
eeLow The early Martin family home
and workshop in Cherry Hill, near
Nazareth, Pennsylvania




wholesale prices at the nme the sysrem was established. They ranged from plain guicars wirh
simple binding and few or no inlays, ro guitars with fancier abalone purfling, position
markers and roserres, and included models with basic but elegant herringbone trim and
snowflake inlays in berween. Even ar che upper level, however, Martin guitars were mostly
simpler and more austere in decorarion than some of the pearl-packed showpieces of other
makers. The emphasis was always on sound and build quality, and C.F. Martin apparently
saw excessively ornare decoration as potentially gerring 1n the way of these more important
goals (as do many of roday’s rop makers of borh flat-tops and archtops, it is worth noting).
Once in place. the look of chese numbered styles would see few changes for the following 90-
odd years, unril the impact of World War II eventually forced some changes of its own.

In the carly part of the following century the notion of stringing guitars wich steel
started gaining popularity, but Martin was relatively slow to rake up the trend. Before 1916

Martin manutactured the occasional custom-order guirar o rake sreel serings, bur irs firsc




such consistent producrion models came in the form of the ‘K’ series guitars (named for their
koa wood construction) designed to be played in the lap-steel position, as used lor che
popular Hawailan music of the rime. In this way, the formar thar would become Marun's
stock in trade grew from the fringes of the marker — though a popular “fringe’ in the day
and in face it would nise upward from the bottom, too. By the early 1920s Marun was
offering steel strings on the lowliest of irs standard "Spanish’ style guirars, the mahogany-
bodied 2-17, and by the end of the decade steel serings had spread rhroughour the line as
the standard dress.

For Martin, it was probably an casier conversion than for others, the sturdy X-bracing of
the larger models being already primed ro rake che grearer strain cthar cthe tension ot steel
strings would pur on the guitars' tops and bridges — alchough certainly a considerable degree
of adaptation was still required to make the new designs secure. Even so, on plenty of old

guitars you can sce the strain of the application of steel serings to a design that still had ies

roots in the geneler pull of gut, in the form of a subtle arching, or ‘bellying’, around the area
of the top just behind che bridge. Many newer guitars will exhibic the same symproms,
especially those with particularly thin tops and light bracing — bur it's not necessarily a
cause for concern. As Norman Blake pur it, "Never trust a guitar wichour a belly.” And while
those steel strings may appear to test a guitar's scructural integricy, chey also geo it wailing
with a far throatier voice rhan anyrhing gut could ever manage, and can particularly help
those thin-topped, lightly-braced flac-tops sing sweetly indeed

Having weathered both the mandolin and ukulele booms of the early parr ot the century,
and in face seen extra bursts of business in each craze that allowed the company to expand,
Marcin was entering its heyday in the 1930s wich the guitar firmly ar the centre of its
business. While the financial pinch of the depression apon musicians unsurprisingly meant
the lower-end models would remuin the core of the business, the era saw a continually wider
acceptance of the guirar as an instrument, while Marein itself honed both new and existing

models inro guirars thar would become respecred for all time.

OPPOSITE PAGE LEFT TO RiGHT Three early
Martins: a 1-28 from c1820;

a 0-42 from ¢1898; and a mahogany
2-17 from c1930, the first Martin to
be offered with steel strings.

werr The Mound City Biues Blowers,
featuring Eddie Lang on a Martin
guitar.



Martin guirars were now sectling into certain consrructional and decorative standards
that have remained famous among aficionados. While the mose affordable models
remained all-mahogany guirars, the nexe rung up now had a mahogany back and
sides, mahogany neck, rosewood fingerboard and bridge, and a spruce top. Spruce was
the standard throughour rhe range for this ronally crucial pare of the inscrument, bur
mid-range and upper models generally were made with rosewood back and sides

parenered with an ebony bridge and tingerboard.

In addirion to establishing certain standards, Martin also began to push the
boundaries in crucial ways. For a time the 000 — just a mid-sized guwrar by roday's
standards — had been the company's largest ‘concert’ model. Initially at the request of
guitarist and banjo player Perry Bechrel, this was adapeed ar the end of the 1920s o carry
WB ok chat joined the body at the 14ch frec rather than ar the 12th, as was previously the
standard, which resulted in the ‘Orchescra Model' or OM design. Over rhe next few years,
] | chis longer neck would become seandard on mose Marein models.

|

|

L This evolurion had also broughr to life the largest yet of the Martins, although a ‘non-

CIBE  Marcio Marcin' of significantly grearer dimensions had existed for a few years already. In
I

1916 Martin had made 4 line of urnusually large, chick-waisted, somewhar pear-shaped

guitars at the request of inscrument retailer the Oliver Ditson Company, These guitars,
which approached 16" across the lower bour, were dubbed ‘Dreadnoughts’ for their
rescmblance to rhe profile of che large British warships of the same name. While they
were no raging success, orders were steady enough to prove the idea had some merir. In
the late 1920s the Ditson company changed hands and ceased o order guitars from
Martin, so Martin took up the flag irself, and by 1931 was offering D-1 and D-2
Dreadnoughes under its own name. At around rhe same time, COUNEIY MUSIC was
becoming big stuft both on radio and in large dancehalls across the
counrry, and these large instruments were near-instant successes with
many pros seeking the volume required to belt our this new music.
Dreadnoughes quickly set the standard for both booming country
rhythm guirar and speedy bluegrass flatpicking, and che body seyle
grew to become the most popular acoustic shape of all.
Having proved their place in the marker, these models finally
appeared in the Martin caralogue in 1935, in che full standard range
of Styles 18 to 42, In 1938 they were joined by the D45 as a
producrion model, a guitar nearly as elabotate as the abalone-
encrusted 12-frec version of the same made for singing cowboy star
Gene Autry five years before, minus the fancy engraved fingerboard.
While these pearl wonders would become many a collector's
greatest ambicion, it was the humble D-18 that always achicved
the greatest sales, and in facr the more workmanlike styles
throughour the range have usually proved the mose popular
At the heighe of the big-band era of the 1930s and early
1940s, Maran flirced with archtops, which were proving so
successful for Gibson, Epiphone, Grersch and others. It
seems the Martin company just never quite got the hang of
the style, however, and models of the day look more like
halfhearted adaprations of the flat-rops it was already doing
so well with, When America entered World War 11 in 1942,
the archtops were dropped, hand in hand with plenty of other
changes.

This marks the end of the real glory days. Martin would not only




survive the universal clampdowns that the war meant for American guitar-makers, bur
would thrive and remain the most respecred acoustic brand the world over. The company
would build some grear guitars again after the war, too, but no model would again quite
reach the epitome of irs form — arguably until che historical reissues of the modern era
sought to reproduce vintage models in precise derail.

Wartime restrictions in various forms hit Marrin, and other makers, hard: steel could no
longer be used for neck reinforcement, so the long-abandoned ebony reinforcement serips
were reinstated; for the same reasons, only inferior tuners could be sourced; and abalone
could no longer be obrained in the quantities needed for the elaborate trim required by Style
42 and 45 guitars. Also, Martin had obtained its delicate herringbone trim from Germany
since at least the middle of the previous century, but once stocks had dried up it could no
longer obrain further supplies from the fallen European narion afrer the war. And in a
constructional change, o trend for using heavy gauge steel scrings like chose ficted to big
archrops forced Martin to stop scalloping its tops’ support braces in 1944, leaving them
thicker and berrer able to support the strain of a whopping 014" or 015" sec. With the
heavy serings rhese were seill loud guitars — when hit hard
enough ro per the entire shebang moving, rhat s — and the
thicker braces did ac least prevent excessive bellying and
top distorrion under tension. When many players rerurned
to medium serings, however (which have become the more
popular gauge for larger flat-tops over time), they found
the post-war Marcins didn’t quire have the life, sparkle and
resonance of their forebears

Although its roster was significantly reined in from
that great design boom of the 1928-42 penod, Marun
continued to fure well with musicans once it — and rthe
country — had recovered from the more immediate effects of
the war years. A great number of country & western artists
continued o ser the pace on Martin Dreadnoughts, and the
model's position as rhychm guitar mainsray carried over
into rock'n'roll throughour the 1950s, chanks in no small
part 1o Elvis Presley's early use of a D-18 and [D-28. The
folk boom of the late 19505 and carly 1960s furcher
boosted the sales of America’s pre-eminent acoustic guirar-
maker, and the increased business helped Maroin to
experiment once again with introducing new maodels.

Part of the folk cthos of the 1960s was a general
embracing of simpler things nimes, musical styles,
guitars, whar have you and while Martin was the
foremost brand of the movement, it was its models of 40 or
50 years or more earlier that were really the targer of the
folkies’ longing. On the back of this craze, the company
successfully introduced the austere 0-16NY and then 00-
2INY (NY for ‘New York', indicating guirars styled atrer
the simple instruments produced under Marcin's New York label in rhe 1800s), and
reintroduced a number of other | 2-fret models, nor precise reissucs as we know the term
today, but guitars thar caprured some of the image of models of the 19205 and 1930s
Models such as the D-188 and 13-285, and other 00, 000 and OM types found favour with
more than a few leaders of the folk scene — including che likes of Pete Yarrow and Tom

Paxton — and the demand for chese recro designs was secured. The mid-1960s also saw the

opposITE pace & Martin deadnought of
1924, built for the retailer Ditson.
pELow Efvis Presley was a prominent
Martin enthusiast.
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misHr & Martin D-35 from
T968, ceww Tom Paxton, o
with his Dreadnought, TS
epitomised the mid-1960s |8

|

folk boom. opProsive s bl
David Crosby and Graham
Mash, shown in the
Croshy Stills & Mash era,

favoured a pair of D-45s,

introduction of the D-35, with a return to lighter bracing and a threc-piece rosewood back
conceived as a way of combaring a shortage of Brazilian rosewood planks wide enough for
the making of traditional rtwo-picce backs. Martin's grandest dreadnoughe even rerurned to
the scene in 1968 with rhe relaunch of che 1)-45.
Having sold more than 22,000 guitars in 1971, Martin moved only around 8,000 units
in 1978. A workers’ strike of more than cight months in 1977 was no doubr partly
responsible for this big dent in the company's production levels, but the acousric
marker was certainly slowing. More pertinent for today’s players — and guirar
buyers — is the fact thac ir is universally agreed thar the company’s build
qualicty was slipping throughout these years. Fans of rhe brand note this as one
of the lowest ebbs in Martin's overall impressive achievement. At the stare of
the decade, Marrin had added a rosewood plate benearh new guitars’ bridges,
and also increased the chickness of the ends of the top braces, all in an apparent
bid to add further stability to the inseruments’ tops. The changes made 1970s
Martins even more resistant to che problems of bridges pulling upward and
tops distorting under che tension of heavier string gauges, but they also
clamped their voices considerably, and plenty of players noriced a certain
constipated sound and feel in new examples of the day.
Anather facror, one rhar Martin could do nothing about, drew a line
under the collecrabiliry of guitars from 1970 onward in many people’s
eyes. An embargo imposed upon exports of whole logs of Brazilian
rosewood in 1969 found most makers, Marrin included, turning to
Indian rosewood for their guitar backs, sides and fingerboards. Few
players would have noted it at the time — and in fact relatively few
ar any ume could realistically identify any grear sonic difference
berween the two types — bur Brazilian rosewood has become another
indicarion of collectability in a vinrage guitar.
Amid this general decline, Martin did at least one rhing right. In
1976, for the fiest time in 30 years, players could once again lay cheir hands

on a gorgeous herringbone-trimmed Marnin in the form of the HD-28. Irs instant







asove Chris Martin of Coldplay with a
cutaway acoustic-electric Martin in
mahogany. oprosite pace A Gibson
Style O from 1905.
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success showed thar many players were more interested in looking backward than forward
when it came ro acousric design and trim, and — afrer a few years of readjustment and
recovery — the reissues programme would be one of the company’s more successtul business
strategies.

Not to say Martin got there all at once, and the recovery was indeed preccy tough going
tor a few years. In 1982 the company shipped only around 3,000 guitars, less than 15 per
cent of its achievement of just 11 years previous, This was pretty much the bortom; chere
was nowhere to go bur up, and fortunately this is where Marrin was
gradually headed. The rest of the decade oftered more hard rimes,
but there were also lessons lcarned that eventually saw a scronger
Martin entering the 1990s.

The company had experimented with new sryles in 1981 in the
form of a series of cutaway tlac-tops, which a number of competitors
had offered for years, and although these didn’t catch on rerribly
well, they opened the door for more contemporary Martin designs
ro come. Also, a Custom Shop programme, started in 1979, further
reinforced the thinking thar more players were interested in old
Martins than in new ones, with orders coming fast and thick for
gurrars made with features that had been abandoned tor many
decades. These were just a rrickle compared to the standard
production models, bur once again they indicated a way forward
Along with homing in on two strands of thinking — a pursuir of rhe
new, bounded by a recrieval of the old — a reorganisarion of rthe
executive ranks helped position Martin to compete with the
synthesiser revolution. Frank Herbere Martin departed as president

vard,

bur his facher, C.F. Martin III, remained as chairman of the
and his son, C.F. Martin IV (known as Chris), was soon voted in as
vice president. In the hands of a fifth generation Martin, the
company was pulling itself together to move on.

Marrin's fortunes had Illlr'F(I\'t‘t'I h}u‘ the (';11"_\" 1990s, thanks t
both the combined successes of some new standard and limiced
edition Custom Shop models, and ro rhe surprising uprake of the
Mexican-made Martin Backpacker travel guitars introduced ar the
start of the decade. Bur there was more competition in the wings,
too. While acousric guitars were enjoying a renewed popularicy,
large bites of rhat cherry were being taken by more affordable but
stll high-qualiry guitars from the likes of Taylor, Takamine, and
others. The plain 16 Scries guitar offered a Marrin ar the lower end
of rhe upscale market, but that seill meant a high-end price tag as far as many players
budgets were concerned. Martin's reply ro the price war came in 1993 in the form of the D-1,
a simple but elegant-looking Dreadnought. It saved costs by employing laminated sides
though with a solid spruce rop and mahogany back — and less labour-intensive caralysed
finish and morcise and renon neck joint, in contrast to the rradirional Martins' nirrocellulose
lacquer finish and doverail neck joint. The differences in both construction and materials
knocked a big chunk off even the D-16's price rag, and players took up the new, more
attordable Marcin in their droves

A year later Marun homed in on a new twist on rhe reissues game, by markering
vintage-styled or custom-designed models under famous artists” names and calling rhem
‘Signarture Edition’ guitars. The new angle provided limited runs of whar were often

extremely precise and sometimes also custom-modded upmarket Martin reissues, and used




the star player associations to nudge pricing up a notch or two furcher than even a standard
reissue mighe command. The line began with an elaborate Gene Autry D-45, and progressed
to include an Eric Clapron 000-42 EC, a Marty Stuare HD-40MS. Jimmie Rodgers 000
45]R, Joan Baez 0-45]B, Martin Carthy 000-18MC, two Paul Simon models (the OM-42PS
and more affordable PS2), and many, many more — with new Signature artists announced
twice yearly ro this day.

The perperual interest in old Martins was further consolidated in 1996, when the
sporadic ‘vintage reissuc’ type models offered through the years were given an official Line as
the Vinrage Series. Over the next few years pre-war features such as vintage style tuners, V-
shaped necks, aged-look lacquer, and — where appropriate — herringbone trim appeared on
maodels such as the IID-28V, OM-28V, 000-28VS and HD-28VS (boch wich 12-frer necks),
D-18V, OM-18V, 00-18V, and 000-28LC (a less fancy Eric Clapron model, rhis rime a

production Vintage Series guitar racher than a limired Signarure Edirion). Orhers would
tollow through the years, and the series would become hugely popular wich players, and an
ENOCMOUS SUccess for M'ﬂrrlﬂ

As the end of the century approached, Martin expanded at both low and high ends. A
broader range of both 1 and 16 Series guirars was offered, joined by the spartan Road Scrics
guitars with laminated sides and backs, the all-mahogany 15 Serics, and eventually the even
less expensive X Series models buile with tops of composite wood fibre. Meanwhile, further
Vintage Series and Signarure Edirion guitars were added, joined by the acclaimed Golden
Era vintage-precise models, which included not only tops made of long-scarce Adirondack
spruce, bur Brazilian rosewood backs and sides on models in Style 28 and 45 — the first time
such could be found on a Marun in any numbers for some 27 years.

Having filled only around 3,000 orders in 1982, and nor many more per vear through
the middle part of that decade, Martin buile more than 280,000 guirars through the course
of the 1990s. In the new millennium, the company's success appears o be continuing apace,
and — while the competition in both high-end and well-made studenrt level guirars 1s fiercer
than ever — this 168-year-old company finally seems comforrable and confident ar nearly
every level of the marker. Players in their thousands seill dream of one day strumming a

Martin guitar — and maore of them are able to achieve thar dream roday than ever before.

GIBSON

Where Marrin has continually failed to electrify, Gibson has become even better known for
its classic electric guitars than for its acoustics. But this fellow survivor from the 19ch
century has occasionally rivalled Martin in the flac-top business, and encirely dominated the
acoustic archtop market during the years of thar instrument’s heyday. No surprise, really,
when you consider thar founder Orville Gibson actually inveneed the archrop guitar, and the
company that carried on his name broughe the formar ro irs zenith in designs of the 1920s
and 1930s

Despite its substantial legacy, Gibson is a couple of generarions younger than
Martin. Orville Gibson was born in Chateaugay, New York, in 1856 when C.F. Martin
was already setting the pace for the X-braced flar-tops of rhe furure in his New York
City and then Pennsylvamia workshops. Afrer moving ro Kalamazoo, Michigan, in
the 1880s, however, Gibson pursued an entirely different course of acoustic
inscrument design, onc far more influenced by the great violinmakers than by the
new directions in large fretted instruments that were already proving successful with
the makers thar would become his rivals

Gibson hand-carved his mandolin and guitar rops and backs into an arched shape
from rwo centre-joined planks of solid wood — spruce for the tops, usually walnur for the

backs and sides. The carved arch tormed an inherently strong structure for chese
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agove Big Bill Broonzy with a later
Style O, now featuring a cutaway,
effectively the first of its kind
OPPOSITE PAGE TOP Eddie Lang and his
Gibson L5, with Seger Ellis and his
Embassy Orchestra. oprosITE PAGE mIGHT
& Gibson L Artist model from 1906.

soundboards, so that bracing could be kepr to a minimum and
not overly ampede acoustic vibrations. In another crucial
difference from the flat-tops of the day, these archtop guitars
were also fitted righe from the srarr with steel strings such as
Gibson was using on his mandolins (far and away the most
popular tretred inscruments of the day, as they would remain

for a couple of decades more). These Gibson guitars carried

round or oval holes, so from the front weren't radically
different looking inscrumenes, bur on close examination their
design and construcrion differed from popular flac-tops in
almost every derail

The archrop guitars exhibited a slighely darker and

warmer bur more precise voice than the brighe, lively, but

many af Gibson's carly creations — which reached some 18"
across the lower bout, neatly 4" broader than almost anything
from Martin, Washburn, or other significant makers — they
hecame impressively loud instruments for cheir day, The steel
strings. body dimensions and resultant volume of “The Gibson'
puirars set the standards for professional instruments thar
nceded 1o be heard amid a crowded bandstand in the days
before amplification, and this carricd through into the jazz era,
when Gibson archrops entered their golden age Togerher,
these factors gave Gibson a prominent lead in a corner of the
m guitar marker thar was barely threatened by anorher maker for
Ze 2 a good four or five decades.

S Nor long after attaining his firse significant success as a
maker, Orville Gibson parted ways with the company that
would carry his name on into the furure. In 1902, with Gibson himself unable ro meet the
demand for his instruments, a consortium of music store owners and lawyers bought up the
rights o his name and formed rhe Gibson Mandolin-Guitar Manufacruring Company Led,
retaining Otville merely as a consultanc. This relationship was shorr-lived, and he soon
parted ways with the new operation, Ile retained a shareholding in the company until his
death in 1918, bur had no further hands-on influence on the guitars that bore his name

The new company ramped up production, offering two lines of guitars in three sizes and
a range of decorative styles, the round-holed Style O and ovil-holed Style L. Tops conrinued
to be carved from solid spruce — the most popular wood for both qualicy archeop and flat-
top guirars to this day — and the backs and sides were still of walnur (chough, oddly, this was
publicised as being maple). Gibson soon changed to backs and sides of birch, and finally
setrled on actual maple in che lare 1920s, and this remains the pre-eminent wood for the
backs and sides of archtop guirars. While the carved, arched spruce rop exhibits an
inherently warm, rounded tonaliry, maple’s voice is tighter, brighter, and more defined.
Together, they ofter a tull, rich sound with good note definition, which — partnered with the
impressive volume of the larger Gibsons — proved just the qualiries rhat many professional
musicians were seeking

Alchough Orville Gibson had invented the archtop guitar, he hadnt come close o
pertecting it. His own designs incorporated an integral bridge with strings anchored behind
the saddle piece in the same wooden plate, as on rradirional flat-tops, and a fairly shallow
neck pitch ro allow an acceptably low sering heighe over the length of the fingerboard

Having raking his carved-arch designs from the world of violin-making, ic is surprising

potentially boomy [lat-tops, bur when raken o the size of




upon considerarion rthar he didn't follow rhis formar further, employing the separate bridge
and tailpiece arrangement of those instruments, coupled ro a more sharply back-angled neck
to achieve the necess iry break :lnp’k of SIrings over I'\flll,k.’l\.‘. Soon, his successors were doing

and

just char, and thanks ro the increased downward pressure of the serings on the b
thus the top — a pressure required to really ger a sturdy arched rop moving — Gibsons
were becoming even louder and more toneful guirars, even though mosr of the largest
models sertled in at around 16" rather than the massive 18" of some of Orville Gibson's
early creations

While the mandolin was still Gibson's most popular product, the company quickly
realised many advances in guiear design thar wouldn't be fully appreciated until many
years larer. Partnering what mighe be seen as an elaborately superfluous decorative
element, a carved scroll-like "horn” ar the upper bass bout of some tancy Seyle O guitars
of 1908 and afrer, was an exrremely pracrical, even ingenious recession of the treble
bout ar the other side of the neck end. This was the first commonly seen ‘cutaway’
design allowing players an unprecedented reach up to the 15cth frec
Production curaway designs wouldn't reappear uncil later in the 1930s. Bur in
1912, just a few years afrer this Seyle O, another Gibson design, the L-4,
introduced a look that is echoed far more in archrops down rhe years rhan
anything previously produced by Gibson (although it scill carried rhe oval
1Ir rhe

hole of the day rather than f-holes — this despite ies L Series rag along
round-holed models). This 16" guitar had a more symmetrical body shape and
a pl,nnrr dress, and .lppr.l.h'\l o ["|.1\'t'r\ who were coming to appreciale the
tuncrional over the tancitul

The tirst Gibson-made flat-top guitar arnived 10 the late 1910s, 10 the form of
the cheap and basic "Army Navy' model, which was aimed primarily at servicemen

stationed on dury ar rhe close of World War I But these are a mere footnote in the company's
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A custom-buillt Gibson
"Mick Lucas’, with
"Florentine’ decoration,
from 1928. Lucas was a
popular crooner and
guitarist of the day,
famous for "Tip-Toe
Through The Tulips'.

history today; a far more significant development of around the same time was Gibson
managers hiring of mandolin virtuoso and design dabbler Lloyd Loar in a bid ro revive rhe
fading mandolin craze. Loar went some way toward doing chat with his refined creacions (his
F-5 mandolin is widely considered the finest such instrument ever made), bur chis licrle

Linstrument's era was still on the wane. More significant to any history of the

eighr-string
acoustic guitar is Loar’s development of the L-5 guitar of 1922, originally conceived as the
largest member of the new mandolin Line, bur soon put forward as a Gibson flagship in its
own righe

By employing a pair of f-holes in place of the L-4's oval soundhole, the L-5 rook the
archrop guitar yer another step towards the violin thar had inspired Orville Gibson nearly
10 years before, and it |l||.l:|'r-=|r,trm| orher refinemenrs besides. A new tone-bar |_|r._1.-_ir12_'_
system, featuring two parallel braces running under the top from body end o neck joint
offered a lLivelier response; a floating, height-adjustable bridge allowed players to determine
both string lengrh and heighe, for optimum (well, nearly) intonation and action; and a
radical new adjusrable rruss-rod allowed, for the firse time, player adjustment of neck bow
These new Gibsons were the most fine-tunable, precision-adjustable guitars ever made, and
in the new genrly graduaced "Cremona brown' sunburst finish, chey looked che business, roo

Pros like Eddie Lang and Fred Guy were already playing L-4s, and rhese and many arhers
ook up the advanced new L-5 in droves, While Gibson was fast establishing icself as the
brand of choice in the jazz world, the guitar as an instrumenr soill didn't have enough
populariry ro keep the company atloat, so mandolins, Hawaiian guirars, and banjos (never a
Gibson strong suit) also helped to pay the bills

As s archtops settled in as che marker leader, Gibson bowed to another burgeor

market and released its first “‘proper’ flar-rop guirar in 1926 in the form of the sim

arch-less L-1. The company still clearly didn't believe 1n the virtue of the flat-top as
a serious inscrument —as the L-1's rigid cross bracing and lack of a truss-rod make
clear — bur servicemen, college students, blues belters, and even a few country
and cowboy singers were playing these (lat-tops, so Gibson muse have thoughre
it had berrer jump on the bandwagon. Just two years later Gibson accepred thar
a quality flat-cop was a viable product, and signed up Nick Lucas, the firse
recorded guirar star, as a signature artist. The Nick Lucas model debured wich
the same bady size and shape as the L-1, but was significancly deeper, so produced
a rich, loud sound tor irs size. This guirar reached its epirome in 1933, with a
shightly larger and sull quite deep body, o 14-free neck, and back and sides of
solid rosewood
Although the company was struggling, like so many other guitar-
makers, merely to survive the Grear Depression — and achieving this
partly by making ultra-cheap Kalamazoo-branded guitars and even
wooden  toys the carly to mud-1930s proved a time of major
development, in design rerms ar lease. In 1934, no doubt partly in
response ro comperition from newcomer Epiphone. Gibson boldly

advanced rhe bodics of the lour largest of its six-stre

‘L ar
from 16" ro 17", This made the cutting maple-bodied archrops ever
louder and better able to compete in the volume wars on the

bandstand

For a time the two companies chased each other: Epiphone “ady

its body sizes, and Gibson pushed the envelope even furcher by rerurning o
the mammoth 18" body size occasionally seen way back in che 1890s, and
introduced the superb, high-end Super 400 So 1t wenr. .. until Gibson trumped

the bid once and for all with its Premier models of 1939 1-5 and Super 400 guitars




with rounded cutaways, and available in an optional natural (blonde) fimish. In 1957 Gibson
would win this battle hands down by purchasing Epiphone, but for now the company had
maintained its position as leading archrop-maker by virtue of design and quality,

Meanwhile, Gibson's most serious and long-lasting foray into the tlat-top market had
come in 1934 with the introduction of the round-shouldered dreadnoughe shuped Jumbo,
with a 16" lower bour. This one model was replaced by rwo in 1936, the J-35 and the
Advanced Jumbo. Each carried the same body shape and 16" widrh, but the latter featured
rosewood back and sides for the lirst time on any Gibson, making ic as rich as 1t was loud
All the while, the company was having rcasonable success wirh irs smaller L-1, L-0 and L-
00 flac-tops, bue its mose seriking model of the breed came in 1937 in che form of a custom
instcrument originally made tor singing cowboy Ray Whirley (no doubr a response to
Martin's coup with the Gene Autry 13-45). This 17" flat-top had rounded bours thar made
it more curvaceous than the chick-wasred Dreadnoughe look, and was a scriking inserument
on stage. Production models were introduced as che Super Jumbo, later Super Jumbo 200 or
merely 8]-200, Made with rosewood back and sides before the war, and maple alter, this
guitar proved the only real vival to Marein's 13-45 as che instrument that declared a counrry
singer had made i Through the years the rwo rivals would seek to ourdo cach other in pearl
trim and fancy script fingerboard name inlays as rthe cusrom orders rolled in from one
country & western star or another.

World War 1l slowed Gibson's production, bur didn'e halc i enoirely as it did that of
some other makers. Steel shortages required guitars to be buile without truss-rods, but
Gibson introduced several new models nonetheless, notably rhe J-45, )-50, and Southcrn
Jumbo, Wirh guirar amplification now tirmly entrenched as the gigging guirarise's saviour,
the cra of the grear acoustic archrops was over (no such beast would cver surpass the
whopping Super 400 in the company's caralogue), and Gibson's own examples of rhe breed
were emerging more and more often as factory-spec electric models carrying one or two
built-in or floating pickups, The company had segued relatively smoothly into flac-rop
production, and 1s position as a marker leader rarely seemed 10 any greac danger. In 1944
Gibson was taken over by the huge Chicago Musical Instcruments corporation (CMT), bur
this did little to disrupt the fow.

Post-war introductions came only in dribbles, and included the J-1585, in appearance
very much a smaller 16" version of the §J-200 (which was now simply the J-200), the C]-
100 wich pointed cutaway and optional pickup, and J-160 wich standard pickup — o lame
performer as an acouseic, bur made tamous for 1es use by The Bearles on many early
recordings, A maple-hodied Dreadnoughe called the Dove arrived 1m0 rhe early  1960s,
tollowed by the Hummingbird, and an Everly Brochers signature model with the rounded
contours of a J-189. Sales of Gibson's Jumbos and smaller L Series flat-tops (now LG for
Lictle guitar’y vicked along nicely, bur just when Martin was capitalizing on the folk boom
of the late 1950s and carly 1960s, Gibson executives decided to “upgrade’ many maodels in
ways that would ultimartely only make rhem less desirable both to players and collecrors.
This seemingly pointess decline in design integricy persisted through much of the nexr
three decades.

It is worch noting that Gibson archtops were made to a range of scale-lengths, some to
whar is commonly considered the ‘full length” 254" of the Martin srandard (some even a
licele longer), and some quire a bir shorter. For its flat-tops, however, the company settled
inon a 244" scale-lengrh (nor quite the 247" thar 1s usually quorted), which offers a shighely
casier playing feel chan rhe longer sering lengeh of Martin and many ochers, bur with a Leele
less power and volume, all else being equal, and sometimes a touch less harmonic sparkle as

well.

A height-adjustable bridge firted ro many flac-tops in 1957 served mainly jusr ro deaden




acoustic resonance. In a strange parallel to Martin's ill-advised introduction of heavier
bracing and a reinforcing rosewood bridge plate in 1970, Gibson — under new owners

Ecwadorian Company Lud (ECL), soon renamed Norlin — began doubling its X-bracing in

1971 to creare sturdier, but rtonally dead soundboards. Qualicy declined rapidly in the late
1960s and 1970s, along with the company’s reputation as an acoustic maker. Noble buc
misguided efforts to redesign the Gibson flat-top in 1977 in the form of rhe Mark Series
fizzled. Certainly the quality of Gibson clecrrics suffered roo under Norlin in the
1970s and carly 1980s, but the regime nearly snuffed our the company'’s grear
acoustic legacy entirely

Notlin had opened offices in Nashville, Tennessee, in 1970, followed by some

manutacturing facilicies in 1974, In 1984 Gibson production left the Kalamazoo
planc encirely. By chis time, however, Norlin was running into difficulcies, and
Gibson soon went the way of orher musical instrument divisions the company had
been selling off. Rarher chan heralding rhe dearh of the 100-year-old brand, the
change probably sparcd Gibson acousrics, A ream of friends who had mer ac
Harvard Business School applied rheir studies o the ailing company, trimmed
and refined it, and were soon sceing a profic. In 1987 chey boughe the
Flatiron mandolin company in Belgrade, Montana. and transplanted many
of irs skilled makers ro a new Gibson acoustic guitar plant opened in
ncarby Bozeman soon afrer thar. Bozeman, Montana, was even furcher
from Kalamazoo than Nashville, but the opening of chis facilicy marked
the salvation of Gibson acoustics, and soon rhe finest such instruments
i 30 or 40 years were coming out of the new western workshops

In the early 1990s innovative Star and Starburst cutaway models in fully

acoustic and elecrro-acoustic variations showed that Gibson could ced
apply 1ts name rto rechnologically advanced acoustic guitars, while a
rosewood-bodied J-60 Dreadnoughe and the affordable Working Man serics
offered comperition ar borh ends of che ‘qualiey’ price bracker. Meanwhile, the

greatest renewed inrerest in ‘new’ Gibson acoustics was oftered to precisely detailed

these instruments' tonal response. while other effores to strengthen tops further choked off




reissues along the lines of the J-45, J-200, Blues King (a revised L-00), Nick Lucas and a
stream of orhers. This revision of past glories even grew confident enough to include the
recurn of two models of a rype many players probably thoughr they'd never see again: fully
acoustic archrops. In 1995, rhe Nashville Custom Shop brought our a reissue of the 1934 L
5, which was followed in 2003 by an L-7 curaway from the Bozeman faccory

Gibson's renewed success in the acousric marker is nothing like Martin's rejuvenation at
the end of rhe last cenrury, but has brought a number of greac models back trom the brink.
and offered some good-sounding new designs besides. And of course the acoustic branch s
only a portion of the efforts of a company that has increasingly concenrrared on the eleceric
market since the dawn of amplificarion, and cerrainly since the arrival of che firse Les Paul
model in 1952, Even so, if the quality continues to reach the standards achieved in Bozeman

over the past 10 years, Gibson acoustics should be here to stay.

OPPOSITE PAGE 1EFT An 53-200 Custom
modei, huilt in 1937 for country artist
Ray Whitiey. orrosite pace tor The
Everly Brothers in 1963, with a pair
of J-200s. seLow Sheryl Crow with her
prized 1962 Country Wastern

27



THE CHICAGO MAKERS

Even with Martin locared in Nazareth, Pennsylvania, and Gibson in Kalamazoo, Michigan,

o r
(o

the centre of the American guitar industry in che early ro mid-1900s was Chicago, lllinms,
in mass manufacruring terms at lease. And although no derailed records exist o back up
such a claim. it’s a fair bet to say that more guirars were made in Chicago berween around
1890 and 1960 rhan in the rest of the country combined — if not the rest of the world. Some
of the names will not sound familiar to players of roday who haven't ver dabbled in the
history of the instrument, but gianes like Harmony, Kay, Washburn and parent company

Lyon & Healy, rhe Larson Brothers, and Regal combined to make the Windy Ciry a verirable

clearing house for the burgeoning six-sering. During this great midwestern city’s boom years
there mighe sull have been more carele in Chicago than guitars, but it wasn't for wanr of reying.

Washburn is known today as a quality Asian-made brand. but from the 1880s to the
1920s guitars bearing the George Washburn label und ocher brands of the Lyon & Ilealy
company tormed Marrin's biggese rival in the quality flar-top market, They also provided
many more affordable inscruments to buyers with shallower pockets. The company was
lounded by tormer Dirson reps George Washburn Lyon and Parrick Healy in the late 18605,
initially co recail inscruments bought in from other makers, bur by the carly 1880s was
offering guitars and other items manufactured ar its own new facilicy,

Wushburns were never as well made us Murting, they were extremely late with most
models in moving from cross-bracing (also known as “ladder’ bracing) to the strong yet
musical X-bracing parrern, and made u virtue of their factory-built origins versus Marein’s
hand crafrsmanship. Burt they were better guitars rhan many others of the day, and chey came
in a range of current shapes and decorative styles that could equally lure any plaver who
wasn't awarc of the fine points of acoustic construction
Outwardly, most early Washburns bore a resemblance to the popular Martins, too,
which were clearly seen as design Icaders even 120 years ago. They were mainly small-
bodied inscruments wirh rounded lower bouts, narrow waisrs, and proportionally

narrow shoulders of rhe styles ranging from what we would roday consider “parlour
guitars' o 00 or smaller “concert -sized guitars, and were ofren made from good
stocks of solid spruce and Brazilian rosewood. Some collecrors roday get excited
abour highly decorarive carly Washburns such as the Grand Concert model 309,
with elaborate fingerboard inlays of pearl and silver, bue the vast majority of che
maker’s instruments were simpler atfairs thar could be sold across the country in
general stores, music shops, teaching seudios and via catalogue houses for far less than
the 309 lofty $135 retail price
Models in familiar plainer styles and small to medium sizes were Washburn's
stock in trade through the brand's first cra, and were also the main offerings of
other Lyon & Healy brands such as College Line, Jupiter, Lakesice and American
Conservarory, although a few forward-looking larger instruments were
occasionally offered, such as the 15" wide Washburn Conrra Bass of 1889
(with a 274" scale-length). or the jumbo-sized Lakeside Bass Guitar of
1912, which beat the Martin/Ditson Dreadnought to the marker by four
years, and was a little larger besides. These were fringe efforts, however,
and never caught on in any numbers.

Washburn's model offerings were trimmed down after World War 1.
and were generally less elaborate besides, but the quality of these guirars
increased if anything, thanks largely to a wider employment of the X-

bracing that had been a Marrin standard for more than 50 years by then, a
move which also made them easily adaprable to the newly popular sceel serings.

Players and collecrors alike are occasionally thrilled to discover a rop Washburn




model of the 1920s thar easily rivals a Martin 0-18 or 00-28 for sound, construction quality
and materials, but sells for a fraction of rhe price.

In the late 1920s the Washburn brand underwent a number of ownership and
managerial changes, and this generally marks rhe end of che grear first era of the American-
made guitars. J.R. Stewart bought Lyon & Healy's manufaccuring facility in 1928, Although
L&H continued for a time to marker the guicars, it sold off its entire distribution business
to Chicago’s Tonk Brothers just a year larer. Tonk marketed J.R. Stewart-built Washburns
until the onset of the Great Depression senr thar manufacturer our of business, then farmed
our guitar production to the rather more downmarker Regal. Regal was tounded in
Indianapolis 10 1896 and moved to Chicago in 1904, afrer which it was purchased by an
expanding Lyon & Healy, Through the years that followed, however, ir mainrained a line
totally separate ro L&H's Washburn guitars, and Regal was again a separare enriry from chat
rapidly dissolving company by the rime it ook on the building of Washburn-branded
guitars for Tonk Brochers.

Regal guitars were markered under a wide range of other names (ncluding many other
Tonk Brothers brands, Bacon & Day, Slingerland, Recording King and others), and were
mostly workmanlike bur well-buile instruments. Even prior to 1930 they rarely stretched o
the quality of the better Washburns — nor certainly anyehing Like what Martin was turning
out — but were neverrheless solid, playvable, good value guitars made with all solid woods,
and popular with a wide range of students and shallow-pockered protessionals alike,

Regal-built Washburns weren't bad guirars as such, bur were generally lesser
instruments than they had been throughour mosc of che make’s preceding history. Having
swelled to massive proportions by the late 1930s, Regal suffered badly during che war years
and emerged mainly offering downmarket tlat-tops and archtops. Washburn-branded guitars
had conrinued ro ship down the quality scales and vanished in all but name at the ourser of
WWII, while cheir manufacturer of some ten years didn't survive much pasr ir

In 1974 Beckman Musical Induseries of Los Angeles purchased the rights to rhe
Washburn name and applied it to a range of basic Japanese imports. But the brand was soon
passed back ro Chicago, and in rhe hands of a small company called Freted Instrumenrs
(lacer Washburn Internarional) began o ascend the quality scales once again, with better and
better imports coming in from Japan rhrough the 1980s and into the 1990s and beyond
Guuitars in the Festival Series, Native American Series, and the wide-ranging D series of
Dreadnoughts have contained respected models, including che likes of che D-61 "Wildwood'
with a sohid spruce top, all solid rosewood back and sides, and cbony bridge and fingerboard.

Harmony was founded in Chicago in 1892 by yet another German immigrane, Wilhelm

T.E Schulez, and soon afrer that began the association with the growing Sears caralogue and

orrosite pace A Lyon & Healy Washburn
Style 108 from 1832

seLow A Harmony Moniersy from
1948 sotrom Harmony's catalogue
fram 1959.




24

department store company that enabled it to grow into the world's largest manufacturer of
guitars. The build quality of Harmony instruments rarcly matched those of Gibson or
Martin, or even of Washburn's more elevared models, bur they were generally much berter
than their later repuration mighr lead you to believe today. Ilarmony was building guirars
tor steel strings as early as 1899; Gene Aurry, Roy Smeck, and Bradley Kinkaid numbered
among its endorsement arrises; and uncil the passing of the brand in the mid-1970s w a
‘rebadging” importer selling Korean-made instruments, all its American-made acoustics
were constructed of all solid woods. On rop of all this, Harmony had the pricing chat
enabled it to land guirars in the hands of players that Gibson or Martin just couldn't reach

The Hawaiian music craze of the 1910s and 1920s provided one of Harmony's firse big
sales booms, and rhe Supertone brand name — acquired by Harmony in 1916 — was a
mainstay of budger and mid-range instruments in thae genre for years. All-koa and all-
mahogany Hawanan guitars appeared under the Supertone brand, and che name shifted o a
range of other Harmony models over the years. Ocher popular Harmony crademarks would
include the Vagabond and Pacrician flac-rops and Cremona archrops of the early 1930s, the
Vogue, Monterey and Murquise lines of the late 1930s, rthe budget Seellas of the late 19305
and early 1940s, and the unusual aluminium-rrimmed Holiday Colorama series of the
1950s. And 10 an unusual lateral shite, the seemingly ubiquirous Sovereign Dreadnoughts of
Harmony's later years had acquired their name from a series of resonatar guitars of the
1930s. Increasingly cheap and well-made Japanese imports of the carly 1970s offered
competition that Harmony juse couldn’t fighr. Sales fell away, and in 1976 the name was
sold off. It has changed hands a few times since, only to appear on various ranges of Asian
import, never wicth any lasting success in the marker.

The Stella name had, along with the Sovereign brand, been a standby of the Oscar
Schmidr company of Jersey City, New Jersey, which was also a Sears supplier from the early
1900s unril rthe sale of its guitar factory in 1935, which resulted in the names being acquired
by Harmony in 1938, Oscar Schmide was a respecred maker, much in rthe Washburn-
Harmany range, that had been manufacturing seringed inscruments since 1879. Some of the
company's parlour guitars of the early 20th century were decenr enough insrruments, but
never attained the fame of the generally less well-buile — bur larger, and louder — Stella
models such as the 12-string guitar famously played by Huddie ‘Leadbelly’ Ledbetrer, and
the six- and 12-strings played by Blind Willie McTell, Charlie Parron, Blind Blake and
many others. None of che Oscar Schrmide-made guirars have achieved A-list (or even B-list.
perhaps) starus with players or collecrors, but chese Stellas have risen above the crowd — C-
list ar least — thanks ro rheir classic acoustic blucs associations.

For decades, Kay was slugging 1t out nearly blow for blow with Chicage budger rival
Harmony, and never achieved quite the same sales numbers, but made a mighey dent in the
marker nonetheless. If anything, though, the brund probably achieved a slighely berrer
reputarion for quality during much of its 80-plus-year run as an American instrument-
maker, although from as carly as the 1920s construction of some of the company’s guirars
often included rthe use of durable laminates rather than the solid woods rhar Harmony
unmiversally employed. The Kay name itself, however, only came abour in the 1920s when
Henry Kay Kuhrmeyer joined the Scromberg-Voisiner Company, which had evolved our of
the Groeshl company tounded in Chicago in 1890. (Nore rhar thar Stromberg-Voisinet was
a completely different company from the Stromberg that made high-end archtop guitars.)

A range of jumbo flac-tops appeared around 1926 under the Kay Kraft name, and by the
early 1930s che success of the brand had inspired a company name change to Kay Musical
Instrument Company. By the lare 1930s Kay was well established as a brand name in icself.
Despite the depression, the 1930s were a big time for Kay in a number of ways: the company

oftered everyrhing from high-end archtaps with carved spruce tops to budger-line Hawaiian




and Spanish guitars for the Oahu company. Berween the war years and the early 1960s, Kay
archtops were often the nexe choice down from top-range makes like Gibson, Epiphone,
Stromberg or Greesch, while a range of flat-tops continued to [l student and novice needs.
In 1967 Kay was sold ro Valco, the large electric guitar, amplitier and  resonacor

manufaccurer and rogerher these grear Chicago manufacturers folded in 1968,

THE NEW YORKERS

Through the middle 60 years of the 20th century, another puir of American guitar
manufacturers managed occasionally to knock on Gibson's and Martin's doors in terms of
quality and reputation and sceal more than o few cuscomers from both of these grear makers
These manufacturers succeeded each other in the same factory. From che 1930s to the mad
1950s, Epiphone proved a rival mainly to Gibson, excelling in qualiry archrops in particular
in 1953, a fledgling guitar company named Guild rook aver Epiphone’s former New York
factory, and achicved surprising success wich each of the chree very different popular types
of acoustics: classicul, archeop and flar-rop,

The Epiphone company's roots strerch back ro Anastasios Stathopoula’s fiddle and lute

The Five Spirits of Rhythm, featuring
Teddy Bunn on the Epiphone Deluxe
Masterbilt guitar
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workshop in 1870s Turkey. He brought the business to New York in 1903, and his son

Epaminondas — known as ‘Epi’ — took over upon his death in 1915, In 1928 the House Of

Stathopoulo changed its name to che Epiphone Banjo Company on the back of its success

in thar marker following World War 1, bue it soon grew ro be a rop maker of acoustic and
eventually electric archtop guitars — and remained so chrough the years when this
instrument was King of the six-scrings

Epiphone seer

cd to be almost eternally tollowing Gibson, and 1es designs were usually
not far off those of the inventor and acknowledged premier maker of such instruments. But

rhe New York con 1y § Erowing list of star [‘|.l\-‘r['\ soon indicared that many werc -.Hi_iu_['.__:L_r

to choose an Epi over a Gibson. Over che years, Epiphone archrops would be played, mostly
in their clectric form, by Al Caiola, Joe Pass, George Van Eps, Tony Mottola, Harry Volpe
and many others

When Epiphone moved from banjos to guitars, the assault on Gibson's dominance came
it a big way. The Masterbilr line of 1931 cartied seven models, all with carved arched rop
and back, and che largest — the Deluxe, Triumph and Spartan — were nearly half an inch
bigger than Gibson's largest model of the duay, with lesser models such as the Blackstone

oftering midpriced oprions further down the marker. As described in the Gibson secrion

above, the companies slugged it out throughout che decade. In 1936 Epiphone introduced
1 -

the impressive 1877 wide Emperor, which soon became o popular rop-notch pros’ choice

and by rhe nexr year had upped the size on its nexe chree biggies by anorher inch. Epiphone’s

tamous Frequensaror tailpicee arrived in 1939, und many models became available in blonde

in 1940-41. All of the upper-range models of this period were made ro very high standards

Early period Epi tlat-tops aren’t remembered as well as are the archtops, but the
¥ F I P

company made some fine models. The FT Deluxe of 1939-42 and FI'210 Deluxe Cutaway

of the early 1950s are excellent large flat-tops made in roughly ‘jumbo’ and ‘super-
jumbao’ seyles respectively, although the Frontier and Texan of the 19405 and
early 1950s — while perfectly decent guitars — aren’t nearly as soughr-afeer
by players or collectors. Epiphonc’s ‘golden era’ really mirrored thar of che
archtop irself, and when these guitars’ popularicy waned, so did
Epiphones’ forrunces
The company had success with some electric versions of irs acousric
archrops, but labour disputes and the inabilicy of a new owner ro
avercome them (or to offer any further comperition ro Gibson and che
others) finally did in che name as an independent entity, C.G. Conn purchased
Epiphone in 1953, and transterred production ro Philadelphia uneil 1955

{when the -‘\r-.'lrl'n'n|un|ru5 rook over again) te get away from troubles

with the New York workforce. In 1957, Gibson parent company
CMI purchased Epiphone and moved production to Kalamazoo

where the brand appeared mainly on more attordable vanarions
'\_ of existing Gibson acoustic and electric designs, which did

remain US-built unul 1969. Today, the name resides

somewhat lurther downmarker, gracing ‘budget” Asian-ma
versions of Gibson models, which have served to give players
who mught never attord the originals a form of access ro a few

classic Gibson flac-top models, as well as to some newer

designs. Meanwhile, however, Epiphone’s abandoned New York
tactory had given birch to anorher grear American guitar name
Polish immigrane Al Dronge was the man behind Guild, and he

gwided the company very ably from irs founding until his death in

plane crash in 1972 afrer which former vice president Leon Tell took the helm
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In 1956, Guild changed locations from New York Ciry ro Hoboken, New Jersey, and then
in 1969 it moved again to Westerly, Rhode Island. Meanwhile, in 1966, ownership passed
to Avner, Inc, (wirh Dronge staying on as as president), then ro a group of investors in 1986,
then to the FAAS Corporation in 1989, and finally to Fender Musical Inscruments in 1995
— which signalled the closure of the Westerly plant and a shift of producrion to Fender's
factory in Corona, Califormia. Bur despite all the uphcavals, Guild never underwent the
appreciable dip in qualiry chae its two larger competitors are well documented as having

weathered.

oPPOsSITE PAGE A 1949 Epiphone
Ermperor. seLow A Guild F-50R-NT
50 thac ably rivalled Gibson's J-200 for many years, to the jumbo-sized F-40. the 000-sized flat-top from 1975.

Guild’s very firse offerings comprised a range of flat-tops, from rhe large 17" Navarre F-

F-30 and the small-bodied F-20. Their spruce tops and maple sides were of solid wood, but
cheir backs were muade from laminared maple pressed into an arched shape, which cherefore

had enough serucrural rigidity to make back braces nnnecessary. While some people may

consider the use of laminated woods to be a ‘downmarket’ conscructional technigue, Guild
was definively using ic for advanced design purposes and nor for any appreciable savings in
marerials or labour, In terms of sound, perlormance, and srabilicy, che rechnigue proved o |
success. These were soon joined by the Stuart A-550 archrop with a carved spruce top (soon
joined by a similar Johnny Smith Award acoustic-cleceric archrop when chat top jaze player's
endorsement was secured). These and others ook hold with players immediately, and Guild's
repuration spread quickly. Many pluyers found Guild offered a ‘best of both worlds’
alternanive, straddling desirable Gibson and Martn fearures: they carried Marun's longer
254" scale lengrh and more musical bracing, Gibson’s adjusrable rruss-rod and slimmer
neck, and the more frequenr oprion of rosewood, a more Martin-like fearure.

Guild's Mark Series of classical guitars arrived in 1961, and further imporrane models
were added to the line in 1963, including che D-40 and D-50 Dreadnoughrs and che F-212

and F-312 12-string flat-tops, which were joined a few years later by the big 17" 1 2-sering
maodels that would become the most popular of cheir type on the market. G Series
Dreadnoughts arrived in the 1970s. while the acoustic archrops disappeared in a declining
market for that breed. Lines expanded and then conrracted over the years, and Guild suffered
along with many acoustic makers in the electronic music boom of the Lite 1970s and early
1980s, and wasn't aided by the swift ownership changes thac tollowed. Under Fender,

produccion and quality seem to have stabilised again, and the Guild brand now provides

form of a number of Guild-branded models designed by the great contemporary archeop-
maker Robert Benedetto, and other acrual Benedecto models hand-buile in che Guild
Custom Shop under close supervision from rheir namesake.

A third New York maker, which would evenrually make its biggest impression
with electric hollow-bodies in the rock n'roll years, seemed for a time to be able ro
run with the two leading American archtop makers. Grersch had been making
drums and banjos in New York City since 1883, and in the early 1930s the
company began manufacturing archtop and fat-rop guirars when these appearcd
to be raking the limelight trom the banjo. Models like the big I8"-wide
Synchromatic of the early 1940s, with its cat's-eye soundholes, srairstep bridge
and deluxe binding and position markers, had the power and grace of any of the
big Gibsons or Epiphones, and became the chowce of Count Basie guitarise Freddie
Green for one. But the Gretsches were never as well made as the archrops of che ‘big
two', nor those of Stromberg, 1’ Angelico, or a handful of other big builders in the genre.

They are impressive guitars, certainly, and possess all the righe ingredients, bue relutively







few have survived in grear playing condition. Greesch flac-tops didn't fare much beteer in
the quality stakes, rhough some have become collecrible for aesthetic or historic reasons,

such as the G-branded Rancher of the 1950s.

GYPSY JAZZ GUITARS

The continuing, even booming popularity of guiraris Django Reinhardr and che sprighrly,
melodic ‘Gypsy jazz' style of which he long formed che centre, has spawned a perhaps
surprising cotrage industry building a type of guirar chac has only really excelled ar chis
single style of playing. Rob Aylward, John Le Voi, Maurice Dupont and Shelly Parks all offer
mseruments in the approximate Selmer-Maccaferri design, as pioneered more than 75 years
ago, and raken up by Reinharde almost immediately after its arrival on the scenc.

Maccaferri was an Italian-born luthier and concert (classical) guitarise, whose relatively
racdical design ideas were taken up by London music store manager Ben Davis and promoted
to Henri Selmer, head of che enormous French suxophone maker, as a sound basis for 4 guitar
of rhe same brand, The Selmer factory in France began limiced production of the instruments
in late 1931, and the first models arrived for sale in London in 1932, They were taken up
mostly by juze players, although Maccaferri himself favoured rhe gur-scring variants, as did
a few other classical players of the day. But the steel-string models were unlike anything the
majority of juzzers were serumming at the time, They were — and remain — o different breed
of guitar entirely.

Selmer-Maccafern instruments are large-bodied, flar-rop guitars, often with a D-shaped
or round soundhole placed under the serings and a deep, “flattened” looking curaway. Many
models were originally built with circular wooden ‘resonators’ mounted under their rops,
intended ro aid projection and volume. If anyrhing, these usually damaged rhe tonc of the

guirars to which they were fitted, and players simply removed them, or custom-ordered new

Selmers without resonators. The steel-sering Orchestre is the real classic of the carly years of

the Selmer-Maccaferris, but others exiseed, such as the cutaway-less Hawaien, and gut-string
models such as the Concert (with the curaway), Espagnol, and Classique. All — both steel and
gut models — were made with laminared back and sides, not as a cose curting excreise, but
for well-defined tonal considerations researched by Maccaferri

In 1933, only shorely before the instrument’s most famous endorser took up the brand,
Maccaferr parted ways with Selmer after o contrace dispure. He recurned brietly to his
playing carcer, which irself was cut short after he fraceured his wrist in a swimming accident.
For a time he took up the manufacture of reeds for musical instruments, and dabbled in
other types of guitar design, before being hooked by the possibilities of injection-moulded
plaseic instruments. Experiments with plasrics led to his founding of Mastro Industrics,
which introduced a plastic ukulele in 1949, and the famous Maccaferri plastic guirars in the
early 1950s. Despite their appearance and rheir general perception today, insrruments such
as the Maccaferri G-30 flat-top and G-40 archrop — moulded from a marerial called Dow
Styron — were presented as serious inscruments, and were even tuken up by a number of pros
in their day

The plastic image could never quite cur ic credibility-wise, however, and Maccafern gave
up applying the process to ‘serwous’ instruments just a few years into the cffort. Mastro
continued to offer o number of downscaled plastic guitars through the 1960s, but these were
no longer intended as professional-grade players’ inscruments. Tn che 1970s and 1980s Mario
Maccaferri occasionally rerurned to lutherie, and even produced his Selmer-style wooden
Gypsy jazz guitars again, firsc as the CSL Gypsy (in parrnership with Englishman Maurice
Summerfield, and manufaccured in Japan at che Hoshino factory, where Thanez guirars were
made), and later in collaboration with high-end New York maker John Monreleone.

Maccafern died in 1993 ar the age of 92.
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PLASTIC GUITAR
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opPOSITE pAGE Freddie Green, guitarist
with Count Basie, pictured in 1968
with his Gretsch Synchromatic 400.
asove A plastic Maccaterri Romancer
from 1960 and a 1955 advertiserment
for the revolutionary instrument.
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apove A 1932 example of the Selmer
Maccaferri Modéle Orchestre. asove
aiGHT The Hosenbery trio epitomise
the Gypsy jazz style on their original
Selmer instruments.

orposiTe paGE ToP Julian Cope with a

1 2-string Ovation Adamas.

OPPDSITE PAGE RIGHT Kazuo Yairi
produces fine guitars Hke this AR300
from his workshop. osposite raGe
sotTrom Alvarez Yairi, endorsed by Ani
Bifranco, is a factory line produced
in association with him.
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Meanwhile, Selmer had continued nor only to manufacture guirars oo the style initiated
by Maccaferri, bur in fact make impressive progress in perfecting the breed. The company's
remaining lurhiers did away wirh rhe internal resonaror, changed the soundhole from D-

shaped o round and finally to oval, and swapped the 12-frer neck for 14. The model was

newly dubbed the Modéle Jazz, and with this shape and name the Sclmer jaze guicar
achieved 1ts ultimate form — a thing actually quite distinct from anything that ever graced

the drawing board of i1ts ‘eriginator’, whose name was of course by now removed f

anyway. Selmer closed its guitar works in 1952, by which time only around 900 guitars

been produced, a good half of them the Modele Juzz

A BOWL-BACKED WONDER

Ovation’s revolutionary bowl-backed shape was born in 1965 when helicopter company
owner Charles H. Kaman recurned ro his firse love, the guitar, and seruck upon a favourable
design for a fibreglass composite body seruceure. For such a radical departure from
rracdicional t‘l(-:Sl;‘.: n, rhe Prororypes recemved a surprisin |_',|_\-' enthusiastic response from the prey
players Kaman who saw rhem, and the producrion models thar rolled our from 1966 also

oAl D Meola

gained a swift and wide acceptance, Charlie Byrd, Larry Coryell, Jerry Reec
and Adrian Legg have all played Ovacions through much of their careers, bur Glen

Campbell’s carly endorsement of a shallow-bowled model in 1968 — since dubbed rhe

Balladeer — and his use of the instrument on his popular TV show, gave rhe brand irs biggesr
carly boost
The Lively sound and smooth performance of models such as the Classic, Legend, Cusrom

Legend, Pacemaker 12-string, and nylon-string Country Artist rivalled even thar of Martin

and Gibson in the early to mid-1970s, when the quality of those guitars was declining

many players were clearly willing o try something new. They were probably helped a
in doing so by these Ovarions’ mud-level price rags, too. In 1973 Ovartion introduced the
more affordable Applause line, in an efforr to pre-empe the Asian copyists who were
plaguing ocher big brands, and was soon reaching the entry and lower-mid level players as
well. The company ascended ro rhe orher end of che scale in 1976 wicth the Adamas line

Disproving the general rule rhar anyrhing less chan fully solid-wood conscrucoion means a

ite/birch

downmarker resulr, rhe Adamas guirars carried rops made from a thin carbon-grap




lamunare, with 22 small soundholes of varions sizes located around the upper bass hour

These also lound their mark, and soon became both the choice of many pros, and a model for
enthusiastic amateurs to Aspare Lo

While some players tound rhe sound of these guitars a licele “synchecic’, the Elires that
followed in 1982 carried solid spruce tops for a warmer, more craditional tone, bur still
displayed the Adamas’'s mulri-soundholed look. At around the same rime, rhe Collecror's
Series guve the company somerhing to promote to guitar collecrors who had rradicionally
pursued the vinrage-associated brands, and helped furcher escablish Ovarion as o maker tha
was here ro stay

In addition to their spuce-aged shape and construction, Owvation guitars also
revolutionised the notion ot elecerificanion of an acoustic wnstrument. They were the firse
mass |\|‘L'u|L|Ll|u|1 models to come from the lelj'r(lf}-' in a number ol elecrro-acousti oprions,
.in-| |'J('L':ll‘l'1L' many ]"||.L\_,'t'l‘\ first road To |“L’JIJ_'_'I;_:C'L|-II] ACouSsSTIC gutar |'-|.|\-'||'|;4 H,]\-|r||..'
wearthered the general acousei \|||m|- of the carly 1980s, Ovation expanded bhorh in sales and
maodel selecuon in the years char followed. Today it remains one of the larger-selling US

makes, and a strong alternative brand that plenty of players continue to favour

THE FAR-EASTERN COMPETITION
Wi

le the acoustic guirar market was declining in che lare 1970s and carly 1980s, many

improving Japancse mports were ottering comperirion ro long-s ng American brands

Ihanez i1s best known for its broad range of elecoric guicars, which first came to prominence
as qualiry “copies’ of many American designs in rhe carly 1970s, but the company has been
making acoustics since the 1930s. Ibanez flar-rops first became known in che US mainly as
decent “copies’ of Gibson and Marein designs rhar shadowed the company's eleceries of rhat

time, But more original recent lines, such as che all solid-woods Naturalwoods, acousric
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asove Bruce Springsteen pictured
in 1993 with his Yamaha in an
unsual black finish, orrosive pace
A Taylor 315CE from 2002
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eleceric AL, Ragnme, and solid-topped Artwood series of the 1980s, or the innovative
MASA or Talman models of today, otfer good alternatives ro players looking for something

different. Most Ibanez production shifted from Japan to Korea in 1992, and has remained

there sin

¢

Alvarez and rhe upmarker Alvarez Yairi have long histories 1o Japan, and have produced

ww some high-end

quality entry

a [_ll'lé_'{ } mid-ley el acoustics for many ycars :I'll_'-i_'l(w'

all sohid-w

sroduced 1n the USA or Europe. Anocher Japanese maker, Takamine, has prov:
F I JUf I

i many pros

inocher 'iI}.llII)- alternative that has even Iy
away from classic American brands. Regardless of sales
numbers, or any arguments about copies v originals
Yamaha has probably torged a more solid and long-lasting
place for wself in wesrern markers than any of the other
Japanese makers

Yamaha began making pedal organs in Japan in 1887,
and was manufacturing pranos by 1900, e was making its
OWIH guitars |'\_\- 1946, bur didn’t become well known in
the USA unul the mid-1960s when its good-value
classicals and, a lictle later, steel-srring flat-tops made
inroads into the student, amatcur folkie and campfire

scene. By the 1970s these steel-string FGs and classical Gs

were amony the berter lower mid-level” guitars available

ind were hinding a e tor themseclves largely on che

strengech of original des

the ¢

d-madc

that most Japanese makers were still offering. 1L

L Scrics and luxurionsly ornate N Series models followed

and the brand quickly earned che respect amony
maore i lllfl’ll" I‘\h"-{ imarenrs and some ]—‘f' MESSIONGLS -'l]l'.
it had enjoyed with student and novice plavers for ten
YLUrs

1€ company s gl .5 ave DO expanded drid
I't npany's guitar lines have both expanded ar

advanced over the years, withour rheir popularicy ever
having waned. Over the past decade and a half, lines such as the thinline elecrro-acousric
APXs. solid-topped GD classicals and DW Dreadnoughts, decorative and versacile CPX
Compass Series, and CSF parclour guitars have won lots of fans. Meanwhile, Korcan maker
Samick has put guitars in almost as many players” hands as any of 1ts Japanese rivals, though
frequently under other names, such as Hondo
While the quality eastern imports that have been pervasive since the 1970s seemed
destined to wipe out US-made entry level acoustics, plenty of home-grown alternatives have
picched solid competition for any upmarket model thar Gibson, Guild or Marun can

id and build gquality, 1if not 1n numbers

produce, in rerms of sot

WESTERN PROMISE
Eve

upper mid-r

1 for I_—:rl_'u\l\.';nnrv volume, however, one LIS maker has put

bracket since the miud-1980%. Born out of an casy LoIng 1

the early 1970s, centred around a cooperarive Southern California lutheric workshop, Taylos

Guitars has grown into an amazingly ethaenr and prolitic maker, tuen out around 27

instruments per day by the carly 21st cenrtury, which rivals any current American guirar
manufacturer. Taylor's success with labour-saving production techniques such as the use of

K joinrs has

computer numeric conteol (CNC) cuttng and rouring machines and bolt-on ne




also dragged other large, long-estublished makers into modern manutaceory by dine of cheir
need to compete

Bob Taylor and Kure Lisrug, two of the original three Taylor founders, have forged their
success largely through a combination of Taylor’s design sense and Listug’s business acumen,
but the pair certainly rraced a strenuous learning curve ro ger from che company's birch in
1974 to where they are roday. Through rhe course of the early 1980s the company evolved
trom building racher standard jumbao and Dreadnoughr sryle guirars ro producing a range of

sizes i oniginal new shapes devised mainly by Bob Tavlor himself. The first of these

appeared in the form of a grand concerr-shaped, small-bodied Size 2 model, rwo of which
were displayed ar the 1984 NAMM show in the form of a mahogany-bodied 512 and
rosewood-bodied 812, By this rime Taylor's numerical naming syscem was well established,
denoring wood rypes, body size and shape, and styling, but variations und changes over the
vears make 1o difficult o offer o quick, easy guide to all of these.

By the carly 1990s Taylor had a growing list of endorsees, one of whom was Leo Koerke,
whose Sigoature Model 12-string — with 'flatrened’, Selmer-like cutaway and a design
intended to maximised dropped tunings — rapidly earned a lot of respect in that genre. A
few years Later in 1996 Taylor made further waves by incroducing the 400 series, the most
alfordable American-made all solid-woods guitar ac chat cime. By now, you'd bereer helieve
that Martin and plenty of other makers were taking notice. In the lare 19905 and early in
the following decade Taylor offered a number of special issue lines rhar were fancier than
almost anything the maker had produced previously. The 25th Anniversary XXV-DR
Dreadnoughr and XXV-GA grand auditorium of 1999, and rthe Commemorarive Series
guitars rhar followed were made with deluxe wood choices (including Taylor's use of some
Brazilian rosewood for the first time since 1977) and exotic inlays. Following these, the
Gallery Series extended the inlay themes to a range of underwater designs.

At the other end of the market, Taylor's aftordable chree-quarter size Baby guitar has
been a major hit with everyone from young players to eravelling guirtarists and slack-key
seylists, and is one of the muin models to have helped spark a far-reaching craze tor small-
badied and travel-sized acoustics. At the time of writing, Taylor's staff of nearly 400 curn
out close to 30,000 guitars o year, making the company one of the acknowledged
leaders 1n the quality acoustic market

Alter Taylor and Martin, che Tacoma company, founded in Searcle, Washingron,
in 1997 can already lay claim to being rhe chird largest guitar manufacrurer in the
USA. The company’s roors stem just a licele bir furcher back chan this, as the Tacoma
faciliy was established as o wood processor and occasional maker of contracted-out
acoustics for other brands, primarily Washburn, Two of Tacoma's first offerings, the
medium-badied C1C Chief and travel-sized P1 Papoose, gained immediate attention
for rheir offser, teardrop-shaped soundholes positioned at the bass-side upper
bour, rheir plain attire, and their impressive sound and build quality ac che
price. Tacoma also offers many more traditional designs, and has since
unveiled an impressively wide range, including the florentine-cutaway
EMI16 and EM10, the Laurence Juber-designed L Series, the EBZ24 wich
Brazilian rosewood back and sides, and many more, totalling more than 70
instruments in the range. Since 1998 Tacoma has also offered the foreign-
made Olympia by Tacoma line of more affordable guirars builr ro the US
maker's designs

Orther independent qualicy Norch American makers bloomed mainly in
workshops oftering Marrin-sryle guirars in wood oprions, appointments, and build
stundards rhar many players fele Marcin itself couldn’t deliver at the time. Many of

these have moved on ro produce more original designs, bur mose are still paying homage to
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thar granddaddy of the American {lat-top, and often topping it, as their reviews and srar
condorsement lisrs continually prove. Companies like Mossman, Gurian, Traugorr,
Bourgeois, Frogey Borrom, Collings, Gallagher and Santa Cruz were all born of this ethos

although, to be fair, many have moved on ro include (or even started out including) more
original designs. And the last of rhese can certainly no longer be tiled under ‘small maker.'

Richard Ioover, Bruce Ross, and William Davis formed the Santa Cruz Guitar Company
in — yep — Santa Cruz, California, in 1976, and quickly buile up a steady roster of clients
trom the local acoustic scene who were looking for a hitele more than the tradicional brands
were offering. Early koa-bodied Sanra Cruz D Style Dreadnoughes became popular with
tingerpickers on the scene in particular, thanks in pare co their wider chan standard 1'%4."
tfingerboard width at the nut. Other models had subely innovanive cwises on classic designs
thar made them just that excen bit more appealing ro serious players: the small bur deep-
bodied 13-frer H, the FTC with its flat top but carved arched back, the Tony Rice model
based on a Marcin Dreadnoughe with enlarged soundhole, the FS model aimed ar fingerseyle
players, and many orhers. Nor all were grear successes in sales terms — and in fact the classic
Marcin/Gibson-style models rhar followed would prove Santa Crug's real bread'n'burrer —
but they showed whar rhis maker could do, and caught the attention of more than a few
name players. And by offering beaurifully-made guitars like the (0, 000 and Dreadnought
models, with slor headsrocks and 12 frees clear of the body, or the beautifully appointed,
prewar-styled Vintage D, Santa Cruz (now solely owned by Richard Hoover) is once again
providing a breed of vintage acoustic thar can'r easily be obrained elsewhere.

None of these independent makers is a “budger” oprion, of course, and some — the smaller
workshops in particular, where cach guitar 1s hikely ro receive some atrention from the
company founder — wear price tags that are higher than all bur che most ¢laborate of limired
edirion Marrins. Bur more and more players have come o appreciace thar there’s plenty of
worth 1o be had in a well-made, hand-cratted acoustic instrument, and that the realm of
justifiable ‘expensive puirars’ extends to more than just vintage Martins and Gibsons. If
nothing else, the hise of star players who have sold oft their "M’ or ‘G’ branded acousrics ro

play somerhing from rhe above list of makers attests to the success of these smaller lurhiers.

CANADIANS & EUROPEANS

Our space here 1s limited, and we have stuck mainly with the major historical American
maukers, the modern upstares, and cheir Asian rivals, But greae guitars have been coming out
of Canada for decades, and of course many of the founders of the American art of stringed
inscrumenc-making brought their cralt from Europe in che first place, and many fine
inscruments are seill being buile there.

Berween the makes of Robert Godin's LaSiDo company, which covers rthe lower to mid-

range price brackers (which includes La Pacrie classical guitars, and Scagull, Norman, and

Simon & Parrick Luchier flar-rops), and the mid- to high-end instruments of Jean Larrivée's

scll-named company, rhe major Canadian builders have got the marker well covered, Since
founding his Harmony Lab cusrom guitar workshop in Montreal in 1968, Godin has been
responsible for launching an impressive number of different brands and designs. mainly wich
the aim of providing good sounding and playing guirars to beginners and students — or just
anyone who doesn't have a lot to spend, bur seeks an instrument that outperforms its price
tag. The results have paid off, and each of the makes under the LaSiDo umbrella provides
ourstanding value for the money.

Larrivée is an equally independent-minded guitar-maker, who also founded his company
in 1968 — in Toronro this oime — ro manutacture only classical guirars ar the searr. Local
demand for quality steel-sering guitars led him into that realm in 1971, bur his nylon

beginnings lefr an impression on his design sense, and his first and still most popular L Seyle




appears ro be very much a classical guitar adapred for steel-sering playing. Which is not wo
say they are hall-baked conversion jobs; the early versions of these were upmarker, custom
made instruments that performed stunningly, and the produccion models char have followed
are sull impressive performers, with 4 snappy response and full voice. The company also
ofters Dreadnoughts, jumbos, 00 models with 12 frets 1o the body, and a perire parlour
model that has won a lot of admirers. The 03 Series of 1997 became the most affordable al
solid-wood flat-top made in North America at the time of its introducrion, and furrher good
vilue models have followed, all aligned with the Larrivée design erhos and rhe good sound
and pl:rmrn'l‘lllu't' tll.lt *.:lll"; “ilh 18

The ever-decreasing cost of good entry-level guitars manufactured in North America and
of course the constant competition — and ever increasing quality — of the Asian imports
means thar imporring guitars from Burope to the US and Canada has rarely been an
appealing proposition. Bur plency of guitars from across the water are deserving ot respect

Continental makers such as Hoifner, Levin, Goya, Eko, Framus and Hagseriim provided
European and Brivish players with the full range of acousric rypes for decades, though they
are lictle scen outside FBurope. Germany's Lakewood, Finland's
Landala and the Czech Republic's Furch are larger builders worrhy
of a lot of respect today, but among the mid- to high-end makes,
Northern Ireland’s Lowden probably has the best repurtation,

Over the course of 1ts 30-year history, Lowden has grown
steadily inro a recogmised brand in the acoustic world, and gathered
a number of pro endorsements along the way, including players like
Richard Thompson, Pierre Bensusan, Jan Akkerman, Jacques
Srorzem, Michael Hedges, David Gray and others. After a number
of custom-built cfforts, George Lowden got running as a producrion
maker in the proper sense in the late 1970s. In 1985, afrer some
years in which the guitars were built in Japan, George srarred a
factory in Bangor, Northern Ircland. Unforrunarely, it ran into

money trouble after only three years and changed hands. George

gave the new company a license to build his designs. Bur in 2003

that agreement came to an end. At the stare of 2004, what had been
the Lowden Guitar Company changed its name to Avalon Guirars.
Avalon has now dropped the Lowden designs, including his
distincrive bracing, and started again with a new range.

George Lowden, meanwhile, 15 once again producing his own
designs in a small, six-person arelier under his own direco
supervision. He also hand-builds cuscom  inscruments  himself
George's role in producing the guitars chat bear his name has varied
aver the years, but most Lowden instruments are along rhe lines of
a number of his original designs. Never one to follow cradition,
Lowden has steered away from the classic Martin X-bracing since
1976, using instead his own modified A-bracing system that, for one thing, helps to prevent
boominess in Dreadnoughrs and other large-bodied guitars. Ilis original O Series (also
Original Series Jumbo'), a rounded, medium-large-bodied shape, continues to be the
company's most popular range. The F Series ‘Midi Jumbo' and S Series ‘Small Bodied™ are
also popular, while the 1 Series comes as close as anyching che company does to the original
Marrin Dreadnoughr shape.

The high qualicy of a number of grear British luchiers working roday warranes grearer
coverage than space here allows. The crafe has really blossomed in the LUK in recent years,

and with guitars from the likes of Manson, Brook, Fylde, Dave King, Tom Mares, Moon and

Ed Robertson of The Barenaked
Ladies with his Canadian-built
Larrivee
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others available on a homegrown basis, without shipping costs or import duries added ro
their cost, more and more British players are finding chey don't have to rarn to Norch
America to hunt down a first-class, high-end acoustic guitar
setow A National Style 0 square-neck RESONMATORS

resonator guitar from 1935,
OPPOSITE PAGE Son House, master of
Beita blues, with his trademark an elecrronic amplifier, they were pumping it out through the spun-aluminium speaker
National.

Betore guirarists were broadcasting their playing through a paper speaker cone coupled to

cones of Narional guirars” unique built-in acoustic amplification syscem. The principle is

just the same, in acoustic terms: o moving cone thar enlarges rhe vibrarional encrgy

eransferred into ic, and thereby amplities o sound. A simple ching, bur in the days of
drowned our flat-tops and architops on increasingly louder bandstands, this self-projecting
design was a revelation.

Born out of an idea devised by Hawaiian-style player George Beauchamp, and made a
reulity by Los Angeles inventor John Dopyera, the first production resonator guitar was
released in 1927 by Dopyera’s own National company, which had been tounded just a year
betore to build banjos. In face rhe success of National's tri-cone resonator guitar, and the
single-cone designs thar would soon follow from Dopyera's breakaway company Dobro,
would serve to put more rhan a few banjos into storage, thanks to the incredible
improvements in volume thar rhey offered over traditional guitars. Of course by only the
middle of the next decade rhe increasing prevalence of electric amplificarion for guirtars
waould equally pur plenty of resonator guitars into storage. .. bur that hauncing, merallic,
reverberane sound would survive down the years, and is more popular roday than ever hefore.

The first resos had bodies of ‘German silver’, which is acrually a nickel alloy (orhers

would soon also be made of bell brass),

id carried three thin spun-aluminium cones that
opencd toward the inside buck of the body, with their apexes resting on a three-point bridge
piece for transterence of string vibrations. Narional's original Silver Hawaiian came in lour
styles of increasing decoration, numbered from Style 1s plain body 1o Style 4% elaborate
floral engravings, and each was available in round or square neck, the latter far more popular
in the days when most were played lap-seyle wich a steel slide. The original Dobros, on the
other hand. had wooden bodies and a single, larger spun-aluminium cone that opened
outward. Both were aimed ar roughly the same rarget market in the late 1920s and early
19305, but down the years rhe sreel-badied Nationals have evolved to become the Delea
blues players’ favourite, while the Dobro has generally been the bluegrass slide player's
gaitar of choice. In rhe face of this wood-bodied rivalry, National quickly stepped in o
make irs own maore affordable single-cone models in both wood and meral —as well as many
maore decorative versions of the type — and over the years chere has been no end of confusion
berween rhe two makes among players less than torally immersed in the derails of rheir
parallel historics,
Narional offered resonator guitars until 1941, but during the war years the company
evolved into the wider-reaching Valeo of Chicago, which concentrared more heavily on
the electric guitar marker. The Dobro name has cropped up under a range of owners in
the intervening years, but these resos have been made by rhe Original Musical
Instrument company since 1970. Meanwhile, borh wood- and metal-bodicd tri-cone
and single-cone resos in many original National types are again being made to a
high standard by rthe Narional Reso-Phonic company, founded in San Luis Obispo,
California, in 1989. A range of smaller makers are also currently producing similar
designs, while budger versions of both metal and wood resonator guitars are available
from Asian imporr brands like Ozark and Vintage. All can wake o lictle practice to get
the hang of, bur rhe berter of them wall sound gorgeous with the righe touch and

technique — and seill offer the loudest acoustic performance of the unplugged world.







Notation &
Tablature

Over the past decade and a half, acoustic guitar has expl out of all recognition. Not

only is the instrument at the centre of a musical genre of its own, thanks to the boom in

folk and ‘unplugged’ music in recent years, it has also éihed a prominent place in pop,

rock and jazz. Acoustic-only players are no longer chain édl,_to the campfire — and we’

doing far more than just strumming. Given the nu r éf styles in which the acoustl

;i‘na_jﬁ"cer a wide range of techniqﬁgs

instrument is paramount, the modern player need

in order to become a complete musician. Hold on/tig tm& this book gets you there.
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ost players will always wanr to specialise to some extent in one type of music or
another, however eclectic rheir understanding of the bigger picture. But the
degree of cross-fertilisarion berween genres roday 1s immense. As a guitarist you
stand to benefit enormously from the inspiration offered by previously unfamiliar forms. Juzz
can influence blues, country can influence rock, Latin can influence pop, African can influence
jazz... and on 1t goes, in a ncar-infinite varicty of combinarions.

The following chaprers offer a grounding in 11 of the most crucial forms of guitar playing
today, with the aim of helping you to hone your skills in your chosen style while broadening
your ability to encompass a whole range of musical moods. Newcomers ro guitar playing will
have a chance to make a start with some of the more basic lessons in the 'Gereing Started’
chapeer that opens the book; it is the only one aimed ar the absolute beginner. Orherwise, each
chaprer carries a range of lessons swited to players ranging from novice to advanced. Fven rhe
most skilled pro should be able to rake away a few new tricks and usetul licks from these pages,

Given the space allowed, none of chese chaprers pretends to be the tinal word” on o style,
cither, although cach offers the skills needed ro make vou confident in che genre. 1 one — o a
number — of the new seyles really grabs you, you will be well equipped to begin decper study,
Or you can just rake a few new klezmer and Celric licks eo vour nexe blues wig, and blow your

own boundarics.

GUIDE TO NOTATION SYVIBOLS

If you're not famibiar with the symbols used in standard music norarion and rablature (tab), this
section provides an introduction to most of what you will encounrer. As the range of musical
symbols is vase, this primer won't be exhaustive, bur it will give you enough o ger you rhrough
the following chaprers. You'll find further guidance on any new symbols or instructions you
encounter — particularly in more advanced notarion — wichin the explanatory text accompanying
the exercises themselves

All exercises, other rhan those of pure rhythm notation, will be represented 1in both standard
norarion and rab; while some symbols are common o both syseems, ochers are used only on one
or the other. While many exercises will include suggested chords tor accompamment below the
botrom rab line, chord boxes will nor always be given, unless the chords chemselves ure the
point of the study, or the author feels it would be parricularly helpful to provide some guidance
about unfamiliar chords. Note also that indications of rhychm will be given only in the scandard

notation, through the use of traditional note values.

READING TABLATURE
A complere course in reading music in standard notation would take more space thun is available
here. Bur tablarure — tab, for shore — 15 easily explained.

Tab is essentially a merhod of showing finger placements thar correspond to the notes shown
on the stave of music directly above it. It enables guirarists with no traditional music-reading
skills to play exercises regardless. If you're new ro rab, the key points to note are that it uses
no traditional ‘notes’ as such but carrics numbers in rtheir place, rthar it is made up of six
horizontal lines instead of five and that it carries no clef or key signature. Each of the six
horizontal lines represents a string on the guitar — beginning wirh rhe lowest line, representing
the low E-string. To help you remember which way is up, the notes of the open strings are
written alongside the tab lines (see tigure 1, top). For exercises in ‘alternare’ runings, the
aleered sering-nore values will be given instead, as in the exercise in DADGAD tuning (figure
1, bortom). Numbers on the lines indicate the fret at which to hold down that sening, while a

zero (0) indicares thar an open sering is ro be played.
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The majority of notation symbols are used to insteuct you in the nuances of linger movement
requared o play a piece with che correct ‘ieel’

The notation — or string/fret number combinations in the tab — rells you which notes to sound,
bur withour the symbols it would be nearly impossible to determine the subtleties of plaving

technique that make a particular seyle of ntt recognisable

Bends String bends are indicared by a starting nore to be plaved before the bend occurs. and a
small “arch’ symbol linking it o a second note (sometimes in parentheses), which is the nore
achieved at the peak of the bend. In rab, the arch links the starting noee to the tree number which
equates to the second note, even though the bending finger stays ar che same frec.

‘BU instructs you to hend up’ (Figure 1) Bend releases are sigrified in rhe reverse, ‘B relling

you ro ‘bend down’ (figure 2).

au BB LD PE LD
= T T a1
5 =

Figure 3 Figure 4 Figure 5 Figure 6

P ———————————————————— e e

When the pre-bend nore is not o be sounded bue merely provides a starring frer posirion o
bend trom, it will be in parentheses, wich "PB’ tor “pre-bend’ (helow-righe). 'LIY means ‘ler down
(figure 4). You will also see an upside-down arch below nores where the symbol would orherwise
clash wich an un-bent note on a higher string (figure 5). Where an up-bend is incended as more
of an infleccion, wirhour a concluding nore a full rone higher, you will see che inirials BSS for
‘bend semirone sharp’ (figure 6)

Fingerings Some exercises offer fingering guidance in the form of small numerals alongside rhe
nores in rhe srave, relling vou which finger to use for frerring that nore, where | =index (Agure 7)
If a riff is repeated, cthese fingerings will generally only be given for che first example o avoid
clurrering rhe stave,

Gliss Gliss is short for ‘glissando’, the weem used in elassical music o indicate a steady slide
between notes, In more contemporary forms the technique is often referred 1o as a ‘shde’ or finger
slide’, but stll indicated as ‘wliss” in the notation. A gliss can go up or down (figures 8 and Sa).

With a gliss from one note to another, an arch symbol = similar to thar used to indicate a bend
— appears in the stave, with an arch or adjoining line in the tab. The rechnique involves simply
playing the first note, then sliding along rhe required number of frers o reach the second nore
A gliss symbol placed before or afrer a single nore (higures 9 and 9a) rells you to slide to or from
an unspecified picch. but to land on the nore given.

Hammer-ons and Pull-offs Nores penerared by hammering on or pulling off a string ar a
particular fret are indicared wirh a linking arch and rhe absence of a picking symbol. Ocher runs

are generared with a picked nore ro stare, wirh rhose following hammered or pulled.
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Interprering which is required is based on the direcrion of the musical line. Ascending notes arce

hammered, and descending nores are pulled off. This applies wherher a phrase s rorally

|

hammer/pull generared (figure 10) or is launched with a pick stroke (figore 11).

Harmonics Narural harmonics — those achieved by damping a string directly over the 12th,
fifth or seventh frer for example — are indicated by a diamond-shaped nore in rhe stave
accompanied by a Nar harms’ direction and a broken line extending the lengrh of the harmonics’
duration, The same s indicated in the tab by the letters Nh' followed by a broken line (higure 12).
Arrificial harmonics — those performed by fretting a note and damping rhe same scring 12 trets

higher — are indicared in rhe stave with the tretted note in parentcheses and the damped (harmonic)

note in the shape of a ciamond, an ocrave higher. and accompanied by the lecrer ‘T followed by che
fret number (figure 13), In the rab, this is indicared by using 4 number for the freceed nore followed

by one for the damped note an actave higher, given in parentheses, along with the "Ah’ symbol

i Rl e 1l "'J’I\
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Figure 10  Figure 11 Figure 12 _ Figure 13 Figure 14

Picking Symbols Pick srrokes are indicared with two types of symbals. They are not
umversally given in all exercises, bur are generally included where picking direction s crirical ro !
the feel of the piece (figure 14) '
= = downstroke " = upstroke

Rake A ruke — where the pick is dragged smoothly across the strings, hitting cach sering
individually bue m swilt succession — 15 indicared by a wavy vertical line ending in an arrow
indicating the way the pick should flow (usually from low note/string to high o these chaprers) i
This s generally accompanied by the word ‘rake’ herween the stave and tab line (figure 15),
Rhythl'l"l Patterns Lincs representing pure rhychm pacterns, withoue note values for pirch,
occur ina couple of different forms (particularly in the “World Music’ chaprer) where non-meladic
rhythm paceerns played by deums and/or percussion are crucial o the genre. These may be

represented as one-line ‘staves” with beat values given per inscrumene (figure 16), or as normal five-

line sraves wirh bear values given bue no pitch indication or ordinary nores falling all on the sume

space ra indicare a lack of pirch value (figure 17). The correct interpreracion of each will be

cxplained wichin the relevanr individual chaprers.

Triplets Wharcever the rhychmic value of their constituent notes (which, of course, is always the
samg for cach note in a rhree-note grouping), triplets are indicated by the number '3 and linking
brackets above or below rhe appropriare notes i the stave (figure 18)

Simularly, where sexcuplers occur — though a raney — they are indicared by rhe number ‘6" and

linking brackets above or below the appropriace notes in the stave (figure 19)

As for sepruplers and ‘fiveruplers’ (quintuplets) — ves, they exist - the same applies.

* Caddd

Figure 15 Figure 16 Figure 17 Figure 18 Figure 19
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CHAPTER 1

Getting Started

While this entire book is dedicated to the acoustic guitar, this chapter represents an
introduction to guitar playing in general - and that usually means acoustic guitar
playing. It is intended to provide a thorough grounding in what many players would
think of as the ‘acoustic guitar’ style; the rest of the book will take you a lot further.
Hundreds of thousands of people the world over have gained a lifetime's enjoyment

1

from the instrument without progressing past what this chapter offers; but it is also the

perfect preparation for diving deeper into the more specialised genres that lie beyond it.

hether it’s a classical model or steel-strung ‘folk’ instrument, for many players the
acoustic guitar is where they begin, Generations of would-be rockers have heard cheir
parents say they should start on an acoustic before thinking about an eleceric, and
plenty of guitarists never find a need to move on from this incredibly versatile box of tricks.

Of course much of what is learned on an acoustic guirtar can be transferred to an electric and
vice versa. Despite their different appearances, both types of guitar are tuned the same and hay
the same configurations of notes laid out on the fingerboard. If you know how to play an 2
D7 or F#m9 chord or an E major or D pentatonic minor scale on an acoustic, you can pl
an electric, and vice versa. :

But working first with an acoustic can build more strength into the hands. An in
acoustic guitar is more likely to be hard to play — by virtue of its heavier gauge strings
action (the height of the strings from the fretboard) — so it is extremely importa
acoustic properly set up, to have its action checked, so the initial phase of learning isn
made more difficult.

You'll also find that lead guitar solos with plenty of string-bending can
effectively on an acoustic, especially by the beginner, although advanced acog
sometimes include a surprising amount of such techniques. Young women in.
smaller hands, who tend to get saddled (no guitar pun intended!) with nylon-
guitars with no regard to the type of music they want to play, should certainl
shop around for a guitar of the appropriate size and neck profile (shape or di
small-handed players are often put off playing guitar by the physical st
forming unfamiliar chords around a wide, flat neck, as experienced particulaj
type nylon-strung guirars. Steel strings might initially be harder on the fing
of such guitars are vsually easier to wrap your hand around, and you can alw
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-~ strings to ease the effort. Plenty of sm:
suits you best, and don't let anyone else
Acoustic guitar has always been
doesn’t need electricicy or an amp in
singing songs, and many people only d
the technical requirements are s
changing chord shapes unrzl
strum evenly. i
The chief hurdle in lear
which several notes are held dov

: 4
with the ability to add little mel{)djc phrases and riffs into the accnmpamment w:thout Wh_%yg
abandoning the supporting harmony. - i
In this sectlon we wrll Iook at bas;c thythm and ﬁngerplckmg techmques chote

, a“range of exercises appropriate to
layerhlg*ss\:axpc;_x_epced with these styles.




MAJOR AND MINOR CHORDS

It makes sense to stare wich some chords, so here are the shapes for the most-used major and
minor chords. Norice rhat 1n comparison to the majors, the minors sound sad. The emotional
contrast of ‘bright” major with 'sad” minor 1s crucial to the vase bulk of Western music

As you tackle rhe shapes check thar each string that should be sounding s sounding. When
the lingers are in the right place, play each sering individually. It nores do not sound, the usual
causes are: a finger on the metal frer, a finger roo far away from che meral fret, not pressing hard
cnough, or a freecing finger touching and rherefore muting an adjacent string

A special word must be said abour rhe shapes for B, Bm, I and FEm. These involve playing
a barre, bur you can use the version wirhout the full barre for now, until your fingers ger used

to the required positions. Wich 3 and Bm the bass noee on che fifth string 15 theretore optional

MAJOR AND MINOR CHORDS
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Master the chords on this page and you will have the

most common major and minor variations at your X X -
disposal, along with some barre shapes you can move I * [
up and down the neck to create different chords. The | L? | 5]

Ffm Ffm

numbers beneath each of the chords show the role each [ @
note is playing. A basic ‘triad’ has a root note (1) which :

gives it its name. The other two notes, the third (3) and L S e ’—
the fifth (5), occupy the third and fifth steps in a scale

built on the root. More complex chords add extra notes
from the scale.

o
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SEVENTHS

The next most common group of chords is the sevenths. Here are two types formed by adding
a single note to the major chord. Don't worry it you can't play the B7 and I'7 barre chords
initially, The B7 barre version will give you a differenc A7 it you take off the barre and move
the fingers two trets toward the nut. The Liccle finger with F7 is optional.

The major seventh chord has a richer sound than the first type. Again, leave the Bmaj7 and
Emaj7 if you (ind them difficult. The Itmaj7 has the advantage of being a movable chord char
doesn't have a-barre. Make sure that all che strings that should be sounding are, otherwise you

may miss the seventh!

SEVENTHS

A7 B? B’ c’ p? E’

15501317 139715 i TR T g L BT : P o Bt B R a2

F 6’ Amaj? Bmaj’ Cmaj’ Dmaj’

i |
= . = | 1 = 5 = B _=
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These seventh and major seventh
chords will expand your vocabulary
considerably, and add richness to
your playing. They are simple
variations on their major
counterparts and relatively easy for
the beginner to form.
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USING A CAPO
In order to make playing in difficulr keys easier, guitarises use a device known as a ‘capo’. This
may look like a medicval instrument of roreure bur, as a guitarise, it's one of your best friends.
Tt acts as a first finger substitute when holding a barre, or aleernacively ic can be thought of as
a movable nut. If a key would normally mean lots of barre chords (and an aching hand) the capo
will allow you to turn most of the barre chords into open sering shapes.

ITere’s an example: you need o play a song rhar was recorded in Ay major and uses Ay, Bum,
Cm, Dy. B and Fm — all barre chords. If you pur the capo ar che firse frer each chord can be

played with the shape of the chord a semitone below e,

Actual pitch: A, Bm Cm D, E. Fm

Capo | shapes: G Am Bm C D Em

Much casier, and it sounds herrer ton! And thae’s nor the only way we could do it
Actual pirch: A, Bm Cm D E Fm

Capo TV shapes: E Fim G#m A B Citm

Or, for an extreme contrast.

Actual picch: A, Bm Cm D, E, Fm

Capo VI shapes: € Dm Em F G Am

You will norice thar as the capo goes up the neck the tmbre of the guitar will change. Ths is
somerhing char songwriters use deliberately. They ulso use a capo to shift a chord sequence up
or down a key ro berrer suir cheir voice. which saves learming a new set of chords. Lastly, if you
play guirar wich a friend, using a capo high on one of the guitars can create a resonant souncd

wirh rhe rwo guirars playing rhe same chords high and low:

Actual pitch: G Am Bm C D Em F

Guitar 1

Open chords G Am Bm C D Em F

Guigar 2

Capo VII shapes C Dm Em F G Am B,

MINOR 7, SUSPENDED 4, SUSPENDED 2 CHORDS

By merely moving beyond the basic major chords — where appropriate — to other shapes that
aren’t much more difficult 1o play, simple songs can rake on added tension and acmosphere
Here are three other types of chord that are often found in songs, and can be useful mood
builders. The minor sevenths are the minor version of the A7, B7 and so on previously shown
The Bm7 will yield un alternative Am7 il you take off the barre and move the fingers two frets
down toward the nur. The licele finger with F#m7 is optional,

The suspended tourth chords are olten used o gecr drama inro song accompaniment




because of their tension. In rhe case of Asus4, Dsusd and Esusd all rhar is required is ro add a
nore ro a simple major chord shape. The Asus2 and Dsus2 are popular because the reverse
happens: you just Lift a finger off a string that would usually be fretted for A or D. The sus2 is

not as tense and has an open, ‘hollow' sound.

A MISCELLANY OF EFFECTIVE ACOUSTIC CHORDS
Here are 16 chords that sound great on an acoustic guitar. Some are created by either lifting a
finger off a note with a common barre shape (Bmadd4, Fm7add11, Umaj7add11) or moving a
chord shape up (D6/9, Amaj7), or are umique ‘voicings' — like the C which has a 12-string
resonance because within it there are two Gs and two Ls at the same picch.

Also included are two tirse inversion chords — G/B and [3/F# — that often feature in acoustic
songs. Uirst inversion simply means that the root note is not the lowest in the chord, the “third’
above it 1s played instead — che nore thar is rwo rones higher than the roor in a major chord, Try

these our and learn the ones you like for your own playing,

MINOR 7 AND SUSPENDED CHORDS
Am? Bm’ pm’ Em’

Fm’ Asus? Dsus? Esus?
X 0 [+] X X 0 0 o0

Gsu_.ls4 ;Ptr.us2 Dsus2
X 00 X 0 o 0 X X o0 Q




EFFECTIVE ACOUSTIC CHORDS
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STRUMMING PATTERNS

Now you have plenty of chords to play with. So let’s turn our attention to the hand that hits the
strings. Although it is possible to strum with your thumb or the upperside of your fingers, the
best tone for straight-on rhychm playing is produced by using a pick, or plecerum. These small
pieces of plastic are held berween thumb and forefinger (don't use your second finger because
you might want ro pluck a string wich it at the same ame as holding the pick). The thumb
crosses the finger ar approximarely a right angle. Most of the pick should be gripped — there
doesn't need to be much showing ro hit the strings. Picks come in various shapes and
thicknesses, For acousric scrumming a thin one is easiest to begin wich and mighe give the bese
tone for jangly bur not-roo aggressive rhythm playing. Thick picks pur up more resistance
againse the strings and rake a little more eftore, while also inducing a lictle more volume. The
strumming action is mostly from the forearm as ic hangs off the top of the guirar bur the hand
sometimes contribuces a licele for emphasis..

The essence of good strumming can be summarised as follows: evenness of tone, avoiding
bass strings thac are not meant to be hic, the ability to strum up and down with equal facilicy,
controlling the volume, and keeping steady cime. It also means knowing when and how to leave
out strums.

Exercise 1 gets us started. Hold down an E major chord. Tap your foot, count to yourself,
or set a metronome going ar a medium rempo (around 80 to 90 bpm). This exercise is in 4/4,
which means four bears to each bar. Strum downwards every other beart, then on each bear, then
twice on each beat (eighrh-nores or quavers), then four times on each bear (16th-notes or semi-
quavers). Depending on how fast or slow you're going you may find thar scrumming rwice and
tour cimes to a bear 15 too difficult just going downwards. The answer is ro strum down and up,
alternaring

Exercise 2 gives nine strumming paceerns. The firse is a strum in straight eighths, Notice
how wirh each example some strums are taken away; the chord is allowed to ring. The rule is:
the faster the tempo the longer a gap you can leave. Wirh TV there is the introduction of a ‘tie’,
This is the line joining the fifth quaver to the fourth. A tie means you strike the first of the
joined pair but not the second. Instead, the first lases for che length of time of both notes. In
any song you could use any one or a mixture of strumming patceens. Your choice will depend

on mood, tempo and 'groove’
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One way ro make your stcrumming more interesting 1s to pick some of the bass nores of the
chords individually and rhen hit rhe chord, as in eXercise 3. This style is known as
pick’n’strum. The bass nore is usually the roor note of the chord. Here is a well-known chord
sequence thar lends irself to this approach

In exercise 4 the bass nores are not all roor notes, though the technique is the same.
Introductions ro songs and links berween choruses and verses sometimes feature a phrase plaved
in single nores, with chords in berween, as in @exXercise 5. A song like “'Wish You Were Here'
by Pink Floyd or the intro ro Led Zeppelin's ‘Over The Hills And Far Away’ are examples of

this popular approach to pick’n’strum.
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BASIC FINGERPICKING PATTERNS
Exercise 6 shows 14 difterent finger-picking patterns. Notice how the thumb looks after the
bass notes. In each case rhe notes of the chord are sounding but in a different manner ro the
simultancous cffece of scrumming. Fingerseyle plaving generates its own thythm, too. You can
castly adapt the patierns for 6/8 to 3/4. Most of the examples use a C chord, a five-string chord
with its root on the fifth scring. You can find variarions of these patterns for chords wich their
root notes on the fourth or sixth strings. Obviously the more strings 10 a chord the more
patterns you could devise to play them.

Let's continue by trying some shighely more complex fingerpicking exercises. Examples X1-
XIV take a bit more work before you can do rhem unconsciously because of their syncopared

rhythm. Remember to work out the thumb parrern first and then fic the other notes o it

Example XIV is a two-bar blues pattern in swung rhyrthm — each beat divides into the feel of

three racher than two.
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Exercise 7 is a simple ascending fingerpick applicd ro a popular chord progression with a
descending bass-line. The 6/8 time signature means two beats in a bar, each dividing into three:
123, 456. Take ir slowly ar first, then build speed and play ad infinitum unril you ger the hang
of 1. It will feel repenitive, certainly, bur this is the sort of exercise that really builds your
fingerpicking skills.

Exercise 8 also starts on A minor bur in the later bars moves up the neck. Notice rhe way
the open B-string is vsed. Ininally the notes are in ascending order, bur from bar three thar

pattern is broken up and rhe picch order is less predicrable.
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In exercise 9 a simple ascending finger-pick is applied to a chord sequence in which a

number of inversions are used to join up root position chords. This i1s common in folk playing.

D)/F# and C/E are first inversions; the nore after the forward slash sign (/) 15 the lowest in piech.

The Bm7/F# and Am/LE are second inversion chords, in which the fifth of the chord 1s ar the

bottom. Exercise 10 also uses some common inversions but the direction of picking is

reversed. Notice also that ewo notes are sounded together tor each group of quavers in bars 1-3.

Like 3/4, 6/8 time lends itsell to up-and-down pacterns Like this one. Exercise 11 is another

common progression with a descending bass line. Exercise 12 (over rhe page) is a syncopated

picce with an aleermaring thumb playing rhe bass notes (marked p). The progression is similar

to Excrcise 7. Let the notes ning {or as long as possible.
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ALTERED TUNINGS

Standard tuning — EADGBE — is a wonderful compromise that allows a guitarist to work in
many keys, despite its bias roward E minor. Many acoustic guitarists, however, have searched for
new tones by altering chis tuning. Some players stumble on alrered runings by detaule — no-one
showed them how to tune the guitar ‘properly” so they simply used rheir ear and tuned the
strings to an open chord (Richie Havens and Joni Mirchell spring to mind}). Others chased new
tunings consciously to emulate the droning effecrs of non-Western inscruments such as the sitar,

or to make it casier to keep a bass going and improvise a melody.

An altered tuning can create beautiful new chords and stimulate your creativity, These new
musical territories come at a price, however. Firse, there is the tuning in and out of them, with
the artendant risk of broken strings and iffy intonacion. Second, if you find some beauritul
chords you had better write them down. Remembering chord shapes in ren different tunings is
okay if you play the pieces regularly, but once they slip from the mind it can be a frustrating

job trying o recall whar chey were!

The simplest way to begin playing around with new tunings is simply to change one string, For
this book I've invented a tuning in which the 13 sering is detuned by a semitone to CH#, giving
us E A

# G 13 E. To do chis, frer C# on the fitth string ac che fourth frer and lower the open D
until the two are in rune (to ger back ro standard reverse the process). This implies an A
dominant ninth chord. I've supplied eighr chord shapes and two short exercises you can play in
this tuning. Exercise 13 is a riff wich a bluesy swing rhythm but some unusual chords, Try
to keep the bass note steady and it the higher pares around ir. Exercise 14 is simple upward
picking. The idea 1s to play 1t slowly and let the strings ring so you can hear the unorrhodox chord

tones caused by the altered tuning. If these give you some new ideas, you can make up your own.

These chords provide a quick guide

EAC/GBE CHORDS .~ to some easy shapes in the tuning
A Amaj® A ) . of EAC#GBE, which itself makes a
o o i o o o o X 0 0 0 X ' oo | i simple introduction to altered

. | tunings, having only one string -
e i the D - changed from standard
@ : . tuning.
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The most famous single-string alteration 1s known, somewhar confusingly, as 'dropped D', More
accurately, the bottom E s "dropped’ — that 15, tuned down a rone to D. This tuning is popular
with rock players because the borcom three strings make a power-chord and the low 1 s good
tor launching heavy nitts. Folk players like it because it provides an octave open sering 1D with
the fourch string for an alternating thumb technique. The frecting hand is thus free ro move
wherever it wants on the neck. This runing produces much deeper sounding six-sering 1 and
Dm chords.

In exercise 15 the fourth and sixth open strings are played by the thumb. Above these,
a series of thirds and tourths move up and down. This is one way of creating an accompaniment
for a voice.

The thumb only alternaces on the bear in the 12/8 picce in exercise 16. Above, the
fingers frer a single-note melody with some decorative hammer-ons and pull-offs. Again, ger
your thumb working right first, then fir the mclody to the steady pulse of the bass notes, nor

the other way around,
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OPEN G MAJOR

After the single-string alteration we have open runing proper, where rhe strings are tuned o
make a simple major or minor chord. Each of rhe six strings is tuned ro one of three chord rones
The most popular open tuning 1s open G (also one of the most popular tunings for five-string
banjo). The notes of a G chord are G B 1. Standard tuning already has those three notes on
strangs tour, three and two, so the tuning is creared by lowering strings six, five and one down

until they come to the nearest of those three nores. The distance is measured in semitones

E A D G B E
2 2 = - - 2
D G D G B D

The immediare pracrical effect of this tuning 1s that a barre placed across the top five strings at
any frer will create a root position major chord. The three chords needed for a 12-bar progression
and many other songs will be found on the open strings, at the fitth and sevench frees, wich the
12ch fret giving an octave higher. Serong harmonics are also available ar frets five, seven and 12
by laying a finger across the strings right over the meral frec bur nor pushing rhem againse the
fretboard. Strike the strings and gently pull the finger away and you will hear the ghosrly, bell-
like tones of harmonics.

Open G makes a very tull sound if scrummed. 1f a barre is held down various notes can be
added by the other fingers. The firse three chord boxes below indicare how rhis is done. The
tuming is also used to provide drone notes, as ocraves or sixchs or rhirds are moved up the neck
Try holding down the second frer on the first and fourch strings (an ocrave) and move this up
and down as you scrum all rhe serings

Open tunings also lend themselves to slide playing. Keith Richards used open G on Rolling
Stones classics such as ‘Brown Sugar’ and Start Me Up’. Use a capo with an open tuning if you

wish to change its key. Open G with a capo at the third frer becomes open By, major

OPEN G CHORDS

Most accomplished players can
quickly pick up some refreshing
new melody lines by changing to
an altered or open tuning, but
finding and remembering new
chord shapes can take a lot more
work. These chord boxes make a
handy compendium of fingerings
to get you started in open G. Some
even make useful ‘movable chords’
to take you to new positions.
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DADGAD CHORDS

DADGAD
Altered tunings need not make a simple major or minor open chord. "DADGAD” 1s one of the
most popular examples of a more complex tuning. Ir has misleadingly been called a ‘'modal’
tuning. In fact, it’s a Dsusd chord. DADGAD was introduced into the world of folk guitar in
the early 1960s by Davey Graham, a key Digure in the English folk scene. It has been used by
many players since, including Pierre Bensusan, for whom it 1s now ‘standard tuning’. and in
a rock context by Jimmy Page, who uscd it for the mighry Led Zep epic ‘Kashmir’

Here are some DADGAD chord boxes for you ro serum or finger-pick.

To conclude, exercise 17 is a composition entitled “Posrcard To Denys’, a fun piece
with lots of bends and decorative hammer-on/pull-off figures rypical of the style known as
‘tolk baroque’. It should be played with o slightly sloppy touch. In keeping wich its humorous

spirit the incro alludes oo "Purple Haze',
I T
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CHAPTER 2

Rock & Pop

There is no rigid boundary between pop and rock music, so this chapter will deal with
playing a range of musical forms across the two styles, from the late 1950s to the
present; in short, the bulk of the most popular music played and enjoyed today. There’s
nothing to stop you playing most pop and rock styles on the acoustic guitar, although -
extreme bends can be difficult, and of course distorted styles won't sound the same.

Plenty of people enjoy playing popular tunes in this style, or writing their own, whether
they eventually eventually take it electric with a full band set-up, or keep it unplugged |

for their own enjoyment.

chart material, possibly with more conservative lyrics, and with less reliance on the blues
element that was brought into rock by 1950s rock'n'roll. There are also production
differences, of course. Rock guitar tends to make more use of distortion, but even in full-blown

By ‘pop’ we generally mean a lighter, less aggressive type of song, more suited to being

almost become a genre in itself. Despite the development of many sub-genres within rock
pop the guitar basics remain quite stable, Eddie Cochran and Kurt Cobain might have had 30.
of rock between them, but from a guitar playing perspective they are still recognisably con

It was in the mainstream rock’n’roll of the 1950s rockers like Elvis Presley, Chu
Buddy Holly, and Eddie Cochran that the guitar really came to fame as a popular i
(reinforced by the folk boom of the late 1950s and early 1960s). Accompanying this
revolution, a new group formatr was created around the new instrument: two ele
electric bass and drums. This quartet was easy to form among your friends, and the
of amps and hard-hit drums gave it a strong and dynamic presence. The two guitar
out a thick, resonant harmony, underpinned by the bass (up to 16 strings soundi
this format, one guitar could play a solo or melody and be supported by the other
the roles of rhythm and lead guitar were born. Playing at home for your own enj
easily take both roles on a single acoustic guitar, or get together with other
unplugged approximation of the classic set-up.

Players like Duane Eddy, The Ventures, Hank Marvin and Vic Flick (who
Bond theme) recorded many guitar-led, echo-haunted instrumentals. Instrume;
were everywhere in the early 1960s, until the triple-voice double-guitar songs
countless followers pushed them aside.

Mid-1960s bands like the Stones, The Kinks, The Who, The Animals
made the guitar riff more of a feature. By the late 1960s blues-rock and heav




und the first generation oh guitat |
sed solos: Hendrix, Clapton, Page,
zmd maay others. Since then glam rogk, [
€ a&émanve rock Brit- n

into the mainstream, their groups invariab
who paraded their virtuosity in long, often
Kossoff, [ommi, Blackmore, West, Garcia, San
1970s punk, early-1980s new wave, 1980s ro
metal have all recycled riffs and ideas, W
with the advancement of digital amplific
acoustic has also been improved to
Plenty of contemporary player:
make a big sound on stage wi
The relatively limited hy
styles with a small n_um_lﬁf
shapes. These are easiest to

string down with a single ﬁnger, usuﬂly he ﬁr‘st Your aim should be to have two shapes for each |
type of chord, one with the root note on _1_:__1_1_& sixth string, and the other with the root on the ﬁ&h}

mg, Riffs, Triads, Intervals; Fifths, Scales
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THE EXERCISES

A tempo indication in “beats per minure’ (bpm) as given for each exercise. With a metronome
or drum machine you can hear how fast it should be played. Chord indications are given below
the stave. These do not nceessarily apply to the notes of the exercise. They may be implied
chords or chords for a backing. To hear the {ull tone-colour of rhese exercises ger a friend to play

the chords for you, or record them on tape and then play along.

RHYTHM

Let's begin with an easy-to-play rock figure that has been around since the 1950s and almose
detines the word 'boogie’. It's important to master this playing feel for all sorrs of music you
might want to rackle. lor exercise 1, pluy to a steady thythm, at first with downsrrokes of

the pick. Larer cry aleernare down/up picking for o somewhat different thythmic feel. (The
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‘shuffle’ variation of this igure can be found in the 'Blues' section.} This popular rhythm has

powered great rock playing from Chuck Berry eo Quasis.

Exercise 2 is a variation where the note on the freceed string goes a further semicone up.

Notice also the change from E to A comes on rthe last off-bear of bar one. This syncopation

with its distinetive ‘pull’ across the bar-ling, is typical of rock. Remember to try o ger cach pair

of notes the same volume.

Exercise 3 shows a subtle yer distinctive third variation on this theme, where two nortes

are introduced that temporarily eclipse the roor note in each bar. Syncoparion is once again

present on the last off-beat.

It is also possible to use this rhychm figure in a new way by rurning ir into a sec of single

notes instead of seriking rwo notes ar a time, as in €Xercise 4. Watch out [or the transition

in bar four from hirting rhe sixth string o hitting the fourth string.
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Exercises 1-4 work well in the key of A major. Bur whar if we wanr to play this rhychm figure
in orher keys? The answer is to convert it into a frected figure wich no open strings. Don't worry
if you find rhis a bir of a sereech at first, Drop your thumb well behind the neck. That will help
your fretting hand open out. EXercise 5 shows the boogic figure following a common chord
progression (chords I, IV and V in B major).

Exercise 6 displays the same idea in E major starting on the fifth string. Searting on either
the fifth or the sixch strings cnables you to play it in any major key, and to pitch it higher or
lower. Songs like Status Quo’s Paper Plane,” Queen’'s Now I'm Here' and Super Furry Animals’
‘Rings Around The World' fcature this.

To help you memorise the pattern that governs the I-IV-V changes. Exercise 7 isolates the
root notes. Bars 1-2 give the pattern for starting on che sixth sering; bars 3-4 for searting on the
fifth. Exercise 8 shows how original ettects can be had with chis rhychm figure by moving
between less related roor notes. Chord VI in E major should be C# minor, nor C#, and chere 1s
no Ad in the key of E, which 1s whar the boogie figure demands. You can hear chis change in
T.Rex's ‘Mambo Sun’ from rhe album Flarree Warrior (1971), A furcher innovarion is ro flarcen

the expected note, as in bar four,
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A relared version of the rhythm figure we have been playing occurs on rhe higher strings and 1s
based on a major triad held by the firse finger. Play exercise 9 to ory it in C major.
Exercise 10 is i variation related ro Exercise 2 where the finger goes up one additional frec
The note you added ro each chord in Exercise 9 1s known as the sixch of the chord. If we add the
fourth as well as the sixth we ger the rock rhythm figure displayed in @exercise 11 Bars 1-2
lack a roor note. This is suggested in bars 3-4. It is possible but awkward: the litcle finger musc
hold down the root and damp the fifth string. In exercise 12 a related figure adds the fourth
and the ninth to the basic eriad. Norice the A chord in bar two has a powerful sound because
the root note i1s merely the open fifth string. This figure on A is very popular for this reason.
Exercises 9-12 will remind you of the Rolling Stones, the Faces, and the Bluck Crowes — good-
time rock'n'roll. They are standard tuning versions of figures that occur in open tunings (the

‘Gerring Searred” secrion deals further with open G).
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Apart from the A chord in the last example, the orher open-string chord that yields excellent
results with these 4/6, 4/9 shapes is G. In exercise 13 bar one adds just cthe sixth, bar two
the sixth and tourth, bar three the ninth and fourth, and bar 4 shows a common pull-oft fill
making good use of the open strings. Listen to “John, I'm Only Dancing’ by David Bowie, or ‘If
It Makes You Happy' by Sheryl Crow.
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Exercise 14 shows how new effects can be had by giving chese shapes a less predicrable twist,
Bar two has an E where we would expect an Ei, and bar three has an F where we would expect

F#. This is now less Keith Richards and more Jimmy Page.

RHYTHM FIFTHS

Many of the above exercises are dominaced by rhe interval of a perfect fifeh (seven semitones),
from E-B, A-E and D-A. The perfect fifth is crucial ro rock guitar. It has a bare, tough, assertive
sound and rolerates any amount of distortion. You may already know it under che name
commonly used by rock guitarises, the ‘power chord’, and 1t is essential to master for
comprehensive rock playing. While chese are employed by many players as a means of keeping
heavy, distorted sounds from overwhelming the mix — as can happen wich a distoreed full-barre
chord, for example — they are also surprisingly effective on acoustic.

Strum chis sequence in @xercise 15 wich open-sering chords. Then play it as fifths, as
wrirten out, Natice the difference. Lven on an acoustic guirar che fifths toughen up the
progression if a sccond guitar plays full chords. Played ar various speeds, with or without
damping (to give more ‘thud’), rhythm fifths are a surprisingly diverse tool which occurs in
rock, metal, punk, new wave and grunge — heard in the music of everyone from Soundgarden
ro Devo, I you play any form ot rock, you'll find a use for them sooner or later.

In exercise 16 dump ull the strings on bears rwo and four. If you use your little finger to
fret the higher of the two notes in each pair it will lie flat enough o stop most of the strings
sounding when needed. To damp the lower nore just let the siring come off the fingerboard bue

keep your firse tinger on it. Notice the F5S occurs in bar four an octave lower than in bar two
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Fifths can be found in the same shape on all string pairs except three and two. EXercise 17
shows how U2's guitarist The Edge might use a high titth with an open G-sering, which s
characteristic of his guitar playing and a significant factor of his band's sound in general.

Exercise 18 gives us a fifth with an open G-string inside it. As you move the fifth the open
G forms different relationships with the other notes, with a moody effect.

Fifths on four and three can be moved up and down in the key of E or E minor to combine
with the top two open strings. Notice the resonance in bar one of exercise 19 where rhere
arc two Bs at the same pitch. As you move the fifchs ery to let the open strings ring for as long
as possible.

Fifths also combine well with sixchs. A sixeh is produced when you move either the first
tinger down a free or the little finger up a frer, as in @xercise 20. This is an idea frequently
explored by Paul Kossoff, rhe lare guitarise of Free.

If you inverr a fifth you get a fourth: A-E (a fifth) becomes E-A (a tourch). Fourths combine
well with fifths, In exercise 21 (ourths appear in bar four, bur warch out for the way open

bass strings add extra interest; this could be Lddie Cocliran, Mick Ronson or Green Day.
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It you rake a fifth and ‘copy’ irs shape onro the nexe sering an add9 figure is cthe resule. The
chords in exercise 22 arc excellent strerching pracrice and spice up a sequence of fifths. They
are associared with Andy Summers, who used them on Police hies like “Message In A Borrle’
TRIADS
Though much guitar-playing uses full chords, guitarists should not forget the humble triad. It
only takes three notes to make a major or munor chord. This builds directly on the fifths, adding
The chord block diagrams below just one extra note — but at's a crucial addivon, changing the mood of the chord dramacically
offer an added visual approach to between major and minor. Triads are casy to play and lend themselves o chychm pares, fills, rffs
some of the concepts explained on und even lead solos. (In the “Jazz' chaprer, you will see how triads can allow you to play
this page. Though the chords in convincing jazz-style rhychm pares without needing to learn complicated chord forms.)
these exercises are written out in The tretted notes of an ordinary D chord make a D triad. In @exercise 23 char shape is
the notation of each individual . i . |
’ . moved up the neck ina chordal ritf. The open D-sering remains, an example of a “pedal’ noee (a
example, it might help some readers _ ) y
to try them in this familiar form note which remains unchanged while chords or melody lines change around it). The major eriads
before going on to explore the form different relacionships wich thar I, Warch our for the open rop string ar rhe end of bars
exercises fully. one and rwo. This simple bur effecrive approach s used by Pere Townshend in many Who songs.
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There are three major triad shapes on rhe top three serings. Exercise 24 shows them over a

D pedal. Compare tlis progression wich serumming 1D, C and G i tull chords. You can hear

similar effeces in Focus's ‘Sylvia’ (intro) and Wishbone Ash's 'Blowin' Free’. There are also three

minor triad shapes on the wp three scrings.
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In exercise 25, nortice how rhe 1D string modifies their sound at certain points, turning the
F# minor eriad of bar one into a Dmaj7 chord in bar two.

Exercise 26 uscs major and minor triad shapes as they occur on serings rwo, three and four.
This rime the pedal note 1s A. Mark Knopfler of Dire Straits is a guirarist whose idiosyncratic
picking rechnique led him to use trads tor songs like “Sultans Of Swing” and ‘Tady Writer', as
in exercise 27. It was casy for him to choose triads because he was plucking rhe strings with

his thumb, index finger and middle finger only. This time there is no pedal nore.
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FOUR-NOTE CHORDS

Sometimes it's not necessary to include the lower strings. With a strong bass line ir can

be sulficient for the guitar ro play chords on the top four scrings only. The Spin Doctors’

“Two Princes’ 1s a fine example. A well-known pop and soul recording trick is to puc a

‘stab’ guitar chord on beats two and four, as in exercise 28. A bright, clean tone is used

and the chord 1s immediarely followed by a rese. This chord will often sic with the snare

drum. Listen to many 1960s soul records, especially from Motown, where the high stab

guitar was often played by Joe Messina on a Telecaster.
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One of the tricks of professional song-arranging is to know when you don't need to change a
chord bur can let the bass guitar do the work. The G-Gsusd change scays the same throughour
bars 1-3 in @xercise 29, yet the chords written below change. To hear the effecr eicher ger
someone to play che root notes of G, E minor, A minor and C, or play those chords on guirar or
keyboard while you play the written part. The changing root notes change che harmonic value

of the wrirten G-Gsusd change even though it stays the same, so it sounds different in each bar,

A nfl 1s a memorable phrase of between one and four bars. In rock it often focuses much of the
energy of the song, and is generally repeared as a central *hook’ of the guitar part. Riffs occur in
almost all guitar music from 1950s rock'n'roll ro contemporary nu-metal, and in other genres
like reggae, soul, blues and folk; they're the building blocks of countless pop and rock guitar
parts. Riffs are quick to wrire and learn, and great fun o play — and chances are you know a tew
good ones already.

Many riffs are derived from the same scales used tor rock and blues lead. Bars one and rwo
of exercise 30 ascend F pentartonic minor. ‘Pentatonic’ means five notes — in this case, E
G A B D. Bars rhree and four provide the rifl ieself, using the lower notes of chis scale.

By adding one nore o the previous pentatonic scale — By — we get the I blues scale, as used
in exercise 31 This excra note is called o flacrened titth and it is importane for its dissonance:
it sounds mean. This note allows o rifl with creeping semitone movement.

E/E minor ate popular keys tor the guitar because the strings are naturally biased toward E,
IMowever, a pentatonic scale can be played from any nore. Since the second lowest open string is
A, A pentatonic minor (A C D E G) s also popular. Exercise 32 is a eiff on that scale. Watch
out tor the powerful AS chord in bars two and [our, and the flattened fiteh (L) chat appears in
bars three and four.

Lifths are popular for riffs. ITn @xercise 33 the (ifths are strengthened by the open A and

L serings. You can hear chis in rock bands like Thin Lizzy and Iron Maiden.
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Exercise 34 is a riff chat uses fifths, fourths (che pairs of notes here with the same fret
number) and ocraves (bars two and four). The riff sequence in exercise 35 uses fourths.
Fourths have their own flavour, They are less stable chan fifrhs because the root note is no longer
the lower of the two. Ritchie Blackmore used fourths for many Deep Purple and Rainbow rifts.

Transferred ro the top rwo strings, as in exercise 36, fourchs become less heavy rock and
more new wave. Their slightly “oriental’” color was exploited by Television on Marguee Moon, and
in Wings' Band On The Run'. Meanwhile, bands like Led Zeppelin have forged memorable
rock songs from riffs buile on ocraves, nor unlike rhose in @exercise 37. This type of nff is
especially effective when the guitar and bass are rogether on che riff, Ocrave riffs can also make
a good accompanimenr during a verse struccure, as in @xercise 38. Bars -4 fearure a basic
figure of an octave that falls to the flattened seventh and chen the fifth, In bars 5-8 a variarion

introduces the {lactened {ifth note previously featured. Iere, it's the C# in bars five and six.
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Riffs can use single notes over a pedal note, as in exercise 39 The pedal note is supplied
by an open stning. Here over D is 4 scale known as the "Mixolydian mode’. You can read more
abour this mode later in the chapter. It diffiers from the D major scale (D E F& G A B Cif) merely
in having rhe seventh note flattened to C. This cffect 1s fearured on The Cule’s 'She Sells
Sancruary and R.EM.s ‘Green Grow The Rushes’

Exercise 40 is a similar pedal nift, this tme using A and having rwo nores at a aime above
it. Rock music favours the susd chord because of its rension (grear for building drama) and us
neurraliry. Like fifths and fourchs, the suspended fourth chord, explored in exercise 41, s
neither major nor minor. This rift takes o tradic form and moves it down through small
changes. Sus4 chords fearure serongly 10 the Who's ‘Pinball Wizard', T.Rex’s 'Cadillac’, Argent’s
‘Hold Your Head Up’, and John Lennon’s Happy Xmas (War Is Over). The bends in
exercise 42 - rwo strings bent rogerher — were established in rock guitar by Chuck Berry
and have been used by many other players ever since. They are very effective at faster rempos, as
in Motorhead's “Ace Of Spades’.

No look at rifts would be complete withour the 1-3-5-6 figure, so called after the notes of the
scale und explored here in @xercise 43, which is closely related to the rock'n'roll rhythm
parts you played in cxercises 1-4. Exercise 44 is a slightly decorated version, You can hear

something similar on Roy Orbison’s ‘Prerey Woman', though in thae song the oiff stays on F.
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The term ‘chromauc’ refers to the use of exera nores rhar do not belong to the key, as
employed in exercise 45. Chromanic riffs have an clement of surprise about them. They can
sound ‘jazzy' —as in Pink Floyd's "Money” or roward the end of Tlendrix's ‘Hey Joe' — or sinister,
as in Led Zep's 'Dazed And Confused’. Look for a fingering that will make use of all your

fretting fngers.

USING INTERVALS
Already we've played exercises thar use significant intervals, In a major scale the intervals are
major second (C-D), major third (C-F), perfect fourth (C-F), perfect fifth (C-G), major sixrh (C-
A), major seventh (C-B) and perfect ocrave (C-C). We have seen how tourths and fifths are used
in rhythms and riffs. Seconds and sevenths are not harmonious enough for consecurive playing,
bt ocraves can chicken a melody or melodic phrase, as Hendrix did in “Third Scone From The
Sun'. For @exercise 46 usc a pick and your middle finger, or damp any serings in between and
just use a pick, Octaves lend themselves to sliding up or down, Exercise 47 gives you a
chance to practice a 16th-note serum of ‘damped” octaves. Mute all four of the other strings with
your frereing hand, then strum up and down in groups of four with the first of cach group
accenred. When you get comiortable with this you can try curting out some of the fretted 16ths,
By muring morc of them in the bar you can generare funk rhychms. There is a hint of this in
the lasr bar. There's more muting practice for ocrave riffs in @Xercise 48 — but listen for the
altered intervals in the last bar

Ocraves are crucial to the sound of a | 2-sering puiear. But what if you don't own a 12-sering?
Well, exercise 49 shows a way of generaring a 12-string cifcct on a six-string. Ie requires
some nimble finger-work in borh hands bur it’s a valuable technique, and a grear skill builder

in 1self. Use a pick and a finger and let strings ring as long as vou can
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THIRDS AND SIXTHS

The only useful intervals we haven't rouched on yer are thirds and sixrhs. Botrh have major and
minor forms. A major thaed 1s four semitones (C-E); a minor third is three (C-E,). A major sixth
s mine (C-A); a munor sixth is cight (C-Ay).

Exercise 50 shows a scquence of thirds in T major on rhe rop rwo serings. All the nores
on the top string should be fingered with the first finger; those undernearh are either the second
or the third. The first finger acts as a puide when you shife position. The key note for the
scquence 15 on the second string ar the searting position. If you wanr to transpose chis ro another
major key, locate the new key note on the second sering and play rhe same sequence from there

Exercise 51 is the cquivalent sequence 1n A major on the second and rhird serings. The
guide finger is the second, which plays all the notes on the lower string; the second srring nores
are eicher tirst or second finger. If this were played from the seventh fret you would have the
same Nores as in exercise 50

Thirds have a sweerening effece, and can be used for guitar fills and lead solos, Van Morrison's
Brown-Eyed Gurl” and The Smichs' “This Charming Man® use them. They can be played eicher
simulrancously or one after the other, as @Xercise 52 shows.

Remernber: the harmonic value of notes depends on the underlying harmony. Change the
harmaony and you etfecoively change the nores even if they stay srill. Exercise 53 has a two
bar phrase in rhirds. Fach rime rhe chord changes it will sound different. Try continuing this
riff through another four bars — two bars each against the underlying chords F and G — to hear
this effect even further.

Exercise 54 is a scquence of sixths in G major on the first and rhird serings. All che
notes on the third sunng should be fingered with the second finger; those above are either the
tirst or che chird. The key note tor the sequence 1s on the firse string at the starting position
To eranspose this to another major key simply find the new key note on the first string and
play the same sequence trom there

Exercise 55 is rhe equivalent sequence in D major on the second and fourth strings, The
guide finger s the second which plays all the notes on the lower sening; the second string notes
are eicher firse or third finger. If this were played from the eigheh free you would have the same
nores as in exercise 54 Sixths are also used for fills and lead solos, though they don't sound as
sweer as thirds. Soul guirarise Steve Cropper 15 renowned for his use of sixchs on many 1960s

recordings like “Soul Man™ and "Dock Of The Bay'.
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In exercise 56 the addition of a couple of chromaric sixths emulates Cropper's slinky feel,
This is yet another rechnique thar can be simple to master, but has an extremely eftective,
melodic teel with a lirtle exera bluesy groove 1o it too — and it usually yields positive resulrs
when employed rascefully.

Sometimes in a niff sixchs make a refreshing change from fitths or tourths. In exercise 57
the D G F D change could have been done with either — but here ic is in sixchs, combined wirth
a D pentatonic minor single-nore phrase.

Exercise 58 gives us a look ar some thirds combined with an epen G-string.

Clever choice of key makes it possible to put the open B string in the middle of a run of sixrhs
in exercise 59. Taking B as the key note, it is only necessary to find a run of sixchs in 13
major. Andy Summers used the technigue in I minor in The Police’s ‘Bring On The Night',
where sixths in E munor scraddle the open G sering (che middle nore of an E minor chord).

Learn each of these approaches ro sixths, then see if you can make up a few in these keys and

others. Use them to spice up your ritfs and runes where appropriate,

THE ‘JANGLE' STYLE
The last two exercises are reminiscent of a popular style which has become known as ‘jangle’. It
is associated with the | 2-string sound of The Byrds' Roger McGuinn, Perer Buck's playing with
REM. in the 1980s, Johnny Marr’s work with The Smiths, and many ‘indie’ bands of the
1990s. The La’s "There She Goes™ is a superh example.
Jangle is a clean, shimmery, ringing guitar texture, aided by sustaining effeces like
compression, chorus, echo and reverb, and needing a certain approach o chord shapes and picking
Jangle guirar requires open strings to ring out between changes, while chords are turned inro
arpeggios, the strings picked one at 4 time, as eypified by exercise 60. The shapes can be

simple but the end resule pleasing to the ear and exeremely effective in the right context.
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In the early playing of Perer Buck there is often a quick picking of the chord o give drive and
motion to otherwise fairly simple progressions, and that's the way to approach exercise 61.
Make good use of up and down pick strokes as you weave among rhe strings. Norice in bar three
the "harp’ effect of having three notes each a tone apart all sounding ar once. Hear Buck's jangle
in songs such as "Radio Free Europe’” trom the album Murmiur and ‘Good Advices' from Fables Of
The Recomstraction.

Exercise 62 dcmonstrates another of those ‘weaving' picking parterns, with a harp effect
in bar four. Norice che introduction of the open L into the 1 chord in bars one and two, and the
hollow ring of rhe Asus? in bar seven. Tuke care that all the nores in bar six ring as long as they
can for the full effect.

In e@xercise 63 chord shapes are devised away from first position so that open strings can
combine with higher fretred notes. This offers a pleasing contrast to the lower-position jangle

phrases so often heard.
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ARPEGGIOS
The jangle seyle plays the notes of a chord one afrer the other to gencrate an ‘arpeggio’
Arpeggios are found elsewhere in rock and pop guirar. They are crucial in songs such as Cream’s
‘Badge', The Beatles” 'Here Comes The Sun’ and 'T Wanre You', Bebop Deluxe’s ' Maid In Heaven'
and The Jam's "When You're Young'

The figures in exercise 64 cxploit the slightly murky tone of low thirds on the guirar,
Bryan Adams's ‘Run To You' and Nirvana's ‘Come As You Are’ do Likewise, In @exercise 65

most of the arpeggios are based on a trind, but warch for the C4m7 in bar seven.
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In exercise 66 1 common sequence moving from C down to G s eransformed by the use of
arpeggios. This mighe make a suitable conclusion o a chorus or a whole song.

Arpegyios can also be included ina goirar solo, Many of the lead solos on Diee Straits” Brothers
In Armes begin with o nising arpeggio. The triad in bar tour of exercise 67 is played wich o
ruke”: the nores are not struck aleogecher but [ractuonally one atrer the other, either by pushing

the pick through the strings, or ‘rolling” the notes with che pick and two fingers.
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LEAD GUITAR

Playing lead guitar competently 1s a matter of learning a small number of scales and scale

patterns; mastering the are of bending and lefr-hand rechnigues like vibrato, hammering-on,

pulling-ofl and slides; and gradually finding our which notes work over any given chord

sequence.

Exercise 68 fcaturcs four of the commonese bends, one per bar, arranged in order of cheir rise

in pitch. (Players do occasionally bend furrher than three semitones — but string breakage s

always a nisk!) In cach bar you first play rhe rarger note by frecting ie; chen you bene the previous

note up. This ‘primes’ your car cach time so you can listen for when you're in tune. The

exception is the final quarter-tone bend which is actwally a fracrion lower than che CIf you play

on rhe firse bear. In Ex 68 the bends are all done with the third finger, wich che firse and second

on rhe same seeing behind ie. This means you can push with all chree, Try also having your

thumb on the rop edge of the neck o get more grip. Bends are undoubtedly more difficulr ro

exccute on acoustic guitar than on elecrric, bur many skilled players soill make good use of

them, and they are an effecrive rechnique in many styles.

Exercise 69 displays a single bend with two notes above 1t thar will generare eirher a

major or a minor chord depending on how far you push the bend. ITold the top two notes down

with a lictle finger baree, and bend wirh the third finger with first and sccond supporting

behind ic. You can also play this progression hitting all the notes at once lor a slightly differenr

teel. The note on the wop string 1s your root nore. Select the oot note for the chord you want on

the wop string, then bend a semitone or a tone ro produce the minor or major chord on that note
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It 1s possible to push a bend up a semirone ar a rime in order to get a sequence of notes, as in
exercise 70. The B in bar 2 s pushed up firse to C, then C#, rhen D, atrer which the E is
supplied by the 12th fret on the top string. In bar three rhe idea is used in reverse. The bent
15 dropped first a semitone trom Fit to F and then down to E. You'll see chac a similar technique
ocours again in bar five

Exercise 71 is u two-octave A pentatonic minor scale parrern srarring on rhe fifth sering
This exercise uses triplets — a group of three quavers played on rhe bear — and will rake some
strerching to reach the top if you haven't got a cutaway guirar. (With a 1 2ch-frer neck join,

forget it!)

THE ‘'CASCADE’

In order to make a scale pacrern lase longer when playing quickly, guitarists somerimes use a
technique which we can dub rhe ‘cascade’. The idea is to play down a few notes and then go back
up one or two less, Exercise 72 is a tripler cascade down the A pentatonic minor scale. You'll
notice right away how the cascade helps ro give che impression thar you're not just running
down a scale, but playing a more considered lead line. Exercise 73 is an cighth-note cascade
down the same scale, In bar two the flartened fifth (E,) is added to make the A blues scale, Bar
three is the same cascade ea starting one sering lower than bar one. In bar {our the same

flattened fifth occurs bur this fime ir is benr rarher than freceed. Notice the difference in tone.

« -0
s g
™ Fre.| r a Y - l _
— 1 i — 7 ] 1
- 5 — I 4 >
1@7 | ‘:._Jr._,_\t_f  — 1 = 1
1] | ———— | L .
E B—56—8—5 —
B 8—5—8—F5 =il e .
Gl T—S5—7T—5 5 g i 8 T8
g T—S—7T—5— 1T
E - —
1
=
‘I
BU BU
E = D —
5] B 5 B s _— -, -+
G ——7—— 65— 8 7-8 7—5
D 7T—5—7—F5 s 7 e 7
2 T—5—T—35 -

a3







Exercise 74 s o three-octave E blues scale based on the E pentatonic major (B Ftt G# B Ci)
bur with the addition of a flarrened third. in this case G. This scale has an upbeat feel and is
found 1n lead guirar solos thar derive from 1950s rock'n’roll.

Apart from sering-bending, another decoration used by lead players is the hammer-on/pull-
off, scen here in @xercise 75, where nores are creared by the frerring hand. This is based on
a six-bar blues parrern, The scale 1s E Mixolydian (E F# G# A B C D) but with the flatcened

third G also appearing

REPEAT LICKS
Like rhe cascade, the repear lick is a way of gecring more from a small group of notes. The idea
is to make a shore phrase and repeat it for several bars. The one 1n exercise 76 uscs several
that are based on a triad, Mark Knopfler used this idea very effectively ar rhe close of ‘Sulrans
OF Swing . In the right place, as in his energetic solo, these can sound more dynamic and driving
than merely repetitive.

Exercise 77 is u five-note repeat lick that is based on A dorian (A B € D L I G). Notice

the shite up a minor third — a favourite trick of Jimmy Page.
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Once you've masrered exercise 77

voila, exercise 78!

, ITY SQUEEZIng One maore nore onto rhe hear ro Het SIX —

THE MODES
The pentatomic patterns are the most used by rock guitarists. A bricf look at the group of scales
known as the modes, however, will suggest some exera “colour’. Whether you can use these in a
solo will partly depend on the chords you're playing over.
The Acolian mode, @xercise 79, is also known as the narural minor scale. Tn A 1t would
be AB CDE F G. Listen for the sadness of the second and sixth of this scale (B and F).
Contrast exercise 79 wath the non-modal harmonic minor scale in @xercise 80, where the
seventh note is rased a semitone. Rock guitarists sometimes exploie the last four notes of this
scule — E FGH A —to get an 'Lastern’ sound. The Dorian mode, exercise 81, can be thought
of as the natural minor wich a sharpened sixech: A B C D L VWG Leas favoured by Carlos Santana
in much of his lead playing. Exercise 82 shows rhe Phrygian maode, which can be choughe of
as a natural minor with a flarrened second: A 13, C 1D E F (. Many players consider it to have a

Spanish sound. The Aeolian, Dorian and Phrygian are all minor modes.
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There are three major modes. The Tonian 1s our major scale (in G: G A B C D E F# G). The
Mixolydian is a major scale with a (lactened seventh: G A B C D E T G. This is very common
in pop and rock. Exercise 83 shows it in various positions to fit the chord progression.

The Lydian mode, exercise 84, is the major scale with a raised fourch: G A B C4 D E
F# G. The raised fourth gives this mode an edgy, unsettling qualicy.

To finish, try @xercise 85, chock-full of well-used bends. It is based around the tenth frer
and lends irsclf to playing in D and A. Listen for the bluesy sound of the half bends. When you
are working out a solo always check the chords you're playing over. If the progression is in a
single key, with no odd chords, a single scale will usually work all che way chrough. Any

unusuil chords may need an additional scale or perhaps juse che adjusement of one nore.
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CHAPTER 3

Blues

Blues music in its various forms has influenced many strands of popular music and guitar
playing since the 1950s. The blues originated as an acoustic folk music through which
African Americans expressed their misfortunes as a disenfranchised people, as well as
the perennial human themes of frustration, love, sex and loss. Perhaps the greatest voice
in this style was Robert Johnson in the 1930s, though other early blues giants include
Elmore James, T-Bone Walker, Son House and Charley Patton.

eventually led to the development of an electric, urban-based blues, most famously in
Chicago. During the 1950s and early 1960s, performers such as Muddy Warters, Willie
Dixon, Albert King, Buddy Guy, B.B. King, Albert Collins, Otis Rush, Hubert Sumlin and John &
Lee Hooker made their mark with blues played on an electric guitar. But the acoustic form of t
music remains tremendously popular today too — both in the rediscovery of the great origif
acoustic artists and in the resurgence of electric ‘Chicago’ or “Texas’ blues played ‘unplugg,

The sound and songs of many blues originators were emulated in the early to mid 19¢
a younger generarion of singers and guitarists attracted to the earthy direcrness of blues i
in it a raw energy and authenticity of experience that much pop and rock music lacked was
especially true in the UK, where a blues boom occurred. Artists such as The Rolling S Erig)
Clapton, John Mayall, The Animals, The Yardbirds, Peter Green's Fleetwood Mac,
Free all either covered blues songs or wrote music in the same vein. In the U
phenomenon brought forward ralents such as Mike Bloomfield and Johnny Winter. |
significant thac the most high-profile rock guitarist of the 1960s, Jimi Hendrix
blues and wrote several classic blues-rock tracks, such as ‘Red House’, ‘Voodoo
My Train A-Comin”.

Despite charges of plagiarism and the accusation that their music was only
of the real thing, the white musicians' interest in blues boosted the record
drawing power of the older generation of bluesmen, enabling the lacter to e
and longevity beyond their former expectations. Whatever critics think a
Zeppelin played the blues on their 1969 deburt album, there can be no dou
(and others like ir) introduced the blues to a vast number of listeners. The
interest panned out through the 1970s and 1980s, with the result that the §
place in the broader range of commercial music styles, its legacy carried on b

T he migration of many African-Americans from the rural south to cities further to the north




bar blues format is a good p_[_a:_:e:__:d. st
know a few basic scales and how to u:

At the heart of blues mus
based on the 12-bar structur
of whatever key you are
chords are E, A and B,
extended form known in
dominant seventh is a cho
scale. 8o in E major that w )
part of E major at all. B _ lowing these three chords to be played in th‘
same key is part of what m' s bln y it does ’




RHYTHM

We'll begin with a single-note blues idea. EXercise 1 has the distinctive ‘swinging’ rhythm
so often heard 10 blues. In 4/4 time each beat can be divided into two eighth-notes (quavers),
or four 16th-notes (semiquavers), and so on. The 4/4 bar of eighth-notes — counted as “one-and
two-and three-and tour-and” — is common in rock. In blues it 1s more usual to divide the bear
mnto three exghth-nores . Two eighth-notes are thus played as i the firse was a quarter-nore and
the second an eighth-note, giving the thythm ‘one-and-ub two-und-uh three-and-uhb four-and-
uh’; the middle note of cach three-note set s silent — ie's there tor rthythmic feel. There 15 2 nme
signature — 1 2/8 —which expresses this. But for ease of notation reading we will use 4/4 for mose

of these examples and add che direction to trear the rhythm as a shuffle’, displayed as:
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This examiple is in A major, whose scale is A B C# D E F# G# In bar one you will seca C
This flarrened chird nore is a blue’ note. It clashes with the underlying harmony based on the
major scale. In bar five there s an I which is the Qattened chird of the 1D major chord and in
bar nin¢ there 1s G, which is rthe flatrened third of an E major chord. Listen for the ‘tough

quality of these nores. This rype of single-note progression will sound good if it is doubled by

bass guwitar. Just add a drumbear and away you go: instant blues power rro!

Exercise 2 is anorher single-note 12-bar, this time in E. Warch our for the syncopation
across bars 1-2 and 3-4, 5-6, 7-8, and 10-11. Like exercise 1 this sounds good when doubled with
a bass guitar. If you wanr ro solo over either, let the bass continue playing rhe norated progression

Chord symbols are given in the exercise merely as guides to whar you would be playing over
To get an carly taste of chordal blues rhythm you can try playing through rhe exercise nor wich

the straight chord forms below, bur using the dominunt sevenths as discussed in rhe

introcluction — basic examples of which are on nexr page.
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THE SHUFFLE
Here's the easy rhythm figure that you will find ac the starc of the ‘Rock & Pop’ secrion roo.
The difference in @Xercise 3 is the shuffle rhythm. Watch our for the variarion in bar five,
another in bar six, and a third in bar 12. Notice that in bar ren the music does not return ro D
as at did in exercise 1. Staying on L for two bars is a valid alternarive ar rhis point in a 12-bar.
We need to be able o play this shuffle figure in any key, so exercise 4 converrs this six-
bar blues into a fretted figure with no open serings. If you find this a bir of a strerch drop your
thumb well behind the neck. This will help your freeting hand open our. Exercise 4 shows the

‘hoogie’ figure starting with the root note on the fifth sering.
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Exercise 5 shows the same idea in G major, over eight bars, starting on the sixth string
Starting on either the fifth or the sixth sering enables you to play ie in any major key, and to
pirch it higher or lower. Norice rhe G figure in rhe final bars is an oceave above the G higure at

the starr. Once you've gor these down you'll be equipped to transpose this essential blues

rhychm into any key required
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THE IV-bill-l CHANGE

In blues, movement between the first note of rhe scale and the flarcened third 1s very common
It occurs in vocal lines, in single-note riffs, in lead solos and in chords. Muddy Waters, for
example, features it heavily in songs like ‘Mannish Boy', and Hendrix songs like "Voodoo Chile’
and ‘Hear My Train A-Comin” hikewisc.

Exercise 6 takes us through a sct of variarions on the E-A-G change, where G s the
flacrened chird blues note or chord. In bar one it occurs as single notes, in bar two as thinds, in
bar rhree thirds with a different termination (in bar four), in bar four as fifchs, in bar five as
rriads, and in bar six as four-note chords. Each one has a different effect. You can combine these
in any way you like during a blues number using the I-TV4, 11 change.

We have already discussed a couple of times how the dominanrt seventh chord s central o
blues, Before moving on, lee’s remnforce that further with another shore exercise on its variations,
ln exercise 7 D7 is D F# A C. In bar one, Ui and C are played together. By moving them

down one fret we get pare of G7 and by moving them up one fret part of A7,
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TURNAROUNDS

In many blues tunes a musical phrase signals that the 12-bar is reaching its end and is abour to
start again, It’s a short phrase, often going down by steps. sometimes going up. This 1s the
‘turnaround’. Turnarounds are mainly usced in rhythm pares bur if you are quick-witted enough
you can put them into a lead solo ar the end of each 12-bar. Here are cight typical turnarounds,
seven in Foand one in AL

Irnagine that you have already played wen bars of a 12-bar sequence. Euch of these examples
represents bars 11-12. When playing turnaround figures, use aleernate picking: serike che lower
nore of a triplet with a downstroke and the upper note wirh an upstroke. In exercise 8 rhe
nore moves down the third sering alone, EXercise 9 displays a third moving down rhe second
and third stnngs

Exercise 10 is an equally cficctive turnaround, and is much like exercise 8 bur with an
ascending movement. Exercise 11 is also like exercise 8 except notes are coming down in
sixths on the first and chird strings. Ac this poine, you should begin ro see the subtle vanation
with which rhis scemingly simple figure can he played.

Exercise 12 continucs our explorarion of rurnarounds with a parrern higher up the neck,
which takes advanrage of the open top E sering.

Here are rwo patterns in descending sixths, one high, one low, grouped together in
exercise 13 Usc one or the other and rhen move o the expected B chord in the last bar. The
example in exercise 14, moving upwards, 1s in the key of A major
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Turnarounds can also be made of a fast single-nore run. Exercise 15 is a typical example, with
pull-offs, going down the E pentatonic minor scale in firse posicion. It 1s similar o those heard
rhroughour Srevie Ray Vaughan's ‘Rude Mood', and is gereing you into some funcier playing of
this generally simple form. Check out more of Vaughan's playing for further examples of hot

rodded rurnarcunds.

Playing blues lead guitar comperently is a matcer of learning a small number of scales and scale
pateerns; mastering the art of bending and frecting-hand rechniques like vibrato, hammering
on, pulling-off and shides; and gradually finding out which nores sound stronger over any gven

12-bar sequence.

THE PENTATONIC MINOR

This is the most important scale for blues (and rock). The pentatonic minor on Eis EG A B DL
Compare this with E major: E F# G# A B C# D# Three notes — £ A and B - are the same. Two
— 't and C# — have been omiceed, and two — G oand D — are o semi-tone lower. When che
pentatonic minor 1s played over a 12-bar in E major the ear picks up the G and 1 "blue’ nores
bue accepes this clash as the blues sound, Here are two open string patterns for this scale. The
second hus a small extension to 1, Insread of playing the open B string, the same norte is found
ar the fourth tree. Thus establishes the hand in third posicion. The pattern thar follows for the

last six notes of the bar is very important ro bloes
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THE E BLUES SCALE

The nexr rwo scale parrerns repear the previous two but add an extra note: By, Although this is
nor on the pentaronic minor, it 1s another blues nore — the Hareened fitth. This resules in what
is known as the blues scale. In a solo rhis flarrened fifth can be approached either by treening it
or by bending a note up ro ir; the effecr is slighely different with each approach.

Exercise 16 purs some of whar we just learned into action, using cthe scale notes i first
position. Norice thar the open srrings of rhe guitar — E A D G B E — have all the notes for E
pentatonic minor. This 1s one reason why E s the mose popular key for blues music on guitar.
Each bar starts wich a bass note. Ler this ring chroughour che bar, as ic will give a ‘context’ for
the lead notes. Notice thar bar seven has rhe added flar nore 13, which you will begin to find

familiar as another typical blues element,
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THE PENTATONIC MAJOR

There 1s also a pentatonic scale drawn direetly from the major scale. E pentatonic major 1s F F#
G# B C#. Compare this with E major: E F# G# A B C# D#. Two notes — A and D# -~ have been
omitted, but otherwise the scales use the same notes. When the pentatonic major is played over
a 12-bar mn E mujor there are no clashing ‘blue' notes; the notes fit harmoniously with the
chords. An important part of playing good blues lead 1s contrasung the pentatonic’s minor and
major forms to add greater interest o your solos. Here are two open string pateerns for chis scale.
The second has a slight excension 1o it Instead of playing the open B string, the same note is

found at the fourth fret. This establishes the hand in third position.
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THE E MAJOR BLUES SCALE

The third of rhese scale parrerns adds an excra note: G. This is rhe flacrened rhird nore we

have already encounrered, This results in what is known as the E major blucs scale,

E major blues scale with extension
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To further practise these scales, @Xercise 17 is u 12-bar solo in E that uscs the pentatonic
major and major blues scales. The tlactened chird 1 easy to see in the music because of the
‘narural” accidental added to G, Sometimes this G s trerred; sometimes, as in bar ten. it s
reached wirh a bend. This break employs a “call-and-answer’ rechnique, whereby the firse five

notes of bars 1-3. 5 and 6 make a phrase thar 1s ‘answered’ by wharever follows.

RULES OF THUMEB FOR USING THE PENTATONICS

1. In a minor-key |2-bar you can play the pentatonic minor bur not che major. Note thae the
pentatonic minor will nor sound as bluesy as e does in o major key because the notes are no
longer flactened versions of nores on the key scale. Compare E narural minor — E FS G A B €
D — wirh E penratonic minor: E G A B 1), All rhe larrer’s nores are in che former.

2. In a major-key 12-bar you can play the pentatonic minor amsd the major. However, if the piece
you are soloing over uses any ol the three minor chords of the major key (in E these are F# minor

Git minor Cf minor) the pentatonic minor will clash with them in an undesirable manncer. The
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casiest solution is to use the pentatonic major wherever those minor chords occur
3. Any pentatonic minor scale pattern moved down three frees will automatically ‘convert to a

pentatonic major on the same root note. Remember this to switch scales in a solo.

THE '‘EXTENSION’ BOX

Let's just concenerare for a moment on the pattern found ar rhe top of the previous set of scales.
It s good discipline to reserice yourself to playing a 12-bar solo using only these five nores and
nothing clse, as 1n exercise 18. It will make you think more carefully about the way each
note sounds against the harmony. By this method you ger an appreciation of ‘chord cones” (A
similar approach o basic soloing will be taken in the “Jazz' chapter.) These are the nores on the
scale that belong to each of rhe rhree chords in the 12-bar. Whenever you strike one of these
over a chord to which it belongs, rhar note seems a strong fir. Notice in particular here in bars
I-4 the stress pluced on E, the nming of the run that leads up to an A in bar tive just as the

chord changes to A, and in bar nine the emphasised B.
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Exercise 19 presents the same extension box bur wirh a tew notes added — either by frecring
or by bending — rhar lie within the box. We are still working wirh a small area of rhe frechoard
to ger the maximum musical possibilities our of ie. This solo 1s full of blue nores.

Anorher imporrane rule to remember is thar every penraronic minor scale shares its nores wirh
the penraconic major of the note a minor third above ic (three semitones). Thus EG A B D s
the same nores as G penraronic major; G A B I E, This means thar over the chords of G, C and
1> we can pur the excension box ro a differenr harmonic use, as exercise 20 shows. Norice
rhe solo moves rhe pacterns up for the C and 12 chords. (Also nore here the meladic elements
thar the penraronic major blues shares wich counery guirar seyles: the main concrase is the

radically differenr rhychmic feel.)
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Exercise 21 shows you how the pentatonic minor and major scales in G can be put in a
sequence of answering phrases. EXercise 22 is another ‘chord tone” example, this time in G.
The starting position 1s the extension box thae lies ar the top of a pencatonic minor scale thar
would start at the third frec: the scale paceern for thac is given above rhe exercise. A variant has
been added to this scale: instead of moving to D ac the seventh free, the 1D is played ar the rhird
on the B sening. This is the mose common pentatonic pattern. With no open strings ir is
movable and gives the pentatonic minor of any key from G upwards. Move this up 12 frers o

create a pentatonic minor one octave higher; or start it on the second note for a pentatonic major

from that note. Iere the second note is By, so starting there gives By penratonic major.

— b e _Pi —
TR e T

N g [rm— .
e

BU BY BU
— 3 5 65 3 - =
3— 5356 5—3  —5—6—5—3
8 4 1 3—2 0
= - I -
4 c
gliss b
2
g ==t _,rf r — e — *—%P'—p—‘tgf;
_!! ——— T T } & l N L — e
- i BU
A 5% & 2 3 & 3 L3 & 3 (3)—5—7
* —2
7 G D
R — o o bp e
== S r—ﬁr t

-

«

3

th
-

m

c7

118




| 1
. 1 1 v . |
| |
L. ) | |
N "
H | o, -] - ol ™~ - o =
ol i i T !
P AHEN |
¥ i .2 = ¥ 2 |
‘ . 4y il R 7 8 ) _
1l p (il ~ © . |
h | g ol ~ © dmn L 3 A ol 2 - _
| X @ ﬁ 2 A |
| 1N ﬁ = | b © ~
“ | RN ,
! L ~ - (o)}
__ | UﬂTT - n " 11 _ - el
ol o a4y LI 7 8 —
= _ Qi © - ol P~ n
_ L
| [ JEES o ™
SHH P i i ~a [ InE © ™~
i ] _sft _..
m ) | L BEE L] n
m s i m o ~ | e . @ =
[ {3
" | HEE «@ I LSRN = - a - &
i | o "] ~ -
| ~ -
.m_L‘ L o ~
b [ 1888 ® i - | ol @ m
| o€ © = ,4
o5 -
| 1e0. ~ I lJ_ Uﬁ =} ™
) 1 m
| | 1 YRR © w e 1 © |
_ Iy i o ® o«
i | RS @ - o~ LY
] i
i 1 [ERE L] - . |
4 | - | © |
o | Bo5 ' n "o |
| m i {
{ e 0 ol © = |ML1. "] H L 15, o W |
! _ ol ~ ] -
] T @
H |
i ol o - .
| L © @ i o ~ ] .ruT_. ~ L]
H » i = e
| |
| = | 1S © ~ |
TTTe ] " = [ 10N ® ~ ] n { YRRY @ ~ i
| I x| _... o |
N i L '
(= H |
£ - i | "
<9 |H ) i _.._.h- 1 il & o - f...[l. o mw 0 m
s | 1= ne ot i & tt i ®o %y “le "
| [ = 5 |
m aE. ) - [ I xy ah e |
. B L. |
o NG L e N .ﬁﬁw ) NN _
: - “ - - ~ u a2
WO i wndo<Tw WD OO« w wedoaw WO w




N gliss
P o 2 & — ¢
le re s i §
1 ; T ¥ ]
— ﬁ:z&:i_ = ﬁIFF: i
e
g
& = —— g0+ 8 5 15
—8-10——810—8 +7—7—5— | i

=d
TR

-4
T

BT 78810

Jd = 7D ) se
e fhete Jbpy, o 2 IS 2> S -
= e 1 = r F‘J? £ T _’F:i' F‘?——_F T o
= coripreettertlrrte Lervny
. o e L O NS S g g
= = BU
v ——— 91089 8 85 585 5 -
Bl——————————— 10— 8-10—8— 775157 7—5—3
st — 99817 5 6
| = = —
A D A

120




WHEN CHORDS CHANGE: BARS TWO, FIVE AND NINE
Your lead playing will sound more confident if you are able to reflect in your choice of notes the
moments in the | 2-bar when there is a chord change. The first of these will be the change from
chord I to chord 1V in bar five, or bar ewo 1f it is a ‘quick-change” blues. The five examples in
exercise 23 show how ro navigare the -1V change (here the change is from A ro 1))

A similar moment occurs in most | 2-bars ae bar nine where chord V appears. In the key of A
this 1s an I chord. Many players tind that continuing to solo over the pentatonic minor ac chis
point does not sound as effeccive as elsewhere in che 1 2-bar. Exercise 24 shows eight ways of

making the transivion. Play bar one in each case, followed by any one of the E bars.
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INTERVALS AND QUARTER BENDS

Sering bending is a significant part of blues lead playing. The usual bends are up a semitone or
a whole tone; some players go higher, though rarely on the acoustic guitar. It 1s important 1o be
able to bend either a semitone or tone accurarely, because in practice this can mean the difference
berween playing a C against an A chord (the flattened chird) or a C# (the normal thied in A).
Remember the golden rule of bending: always support the tinger that 1s bending by putting the
other fingers down, where possible, on the same string and pushing with two or three. Bends
are almost never done with the fourth finger

Blues guirar also employs a bend acrually smaller than a semitone, the quarter-tone bend, and
most acoustic players can make liberal use of these wich Lieele dithiculey. e amounts o licde
more than a ‘smudging’ of pirch bur ir can be effective. Try it on the chirds thae crop up
throughour exercise 25. Anorher example of some rypical blues double-stops is shown in

exercise 26. They are mostly thirds, but there are sixths in bar four.

MINOR KEY BLUES

Blues music is also found in the minor key, The fiest of two minor blues examples, exercise
27 15 1 an elongated form and 6/8 time, where there are two beats in cach bar and each bear
divides into three. Notice that the hall bend o bar one becomes o [ull bend in bar five,

Although some of the phrases are pentatonic minor (A € D E G, there are also bars like cighr

where the A narural minor scale (A BC DL U G) s used.
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Exercise 28 is an cxample of o minor-key blues progression that has more advanced harmony
For rhe first four bars you play chord rones thar give the full Havour of rhe chords. Bars 5-8
repear the progression bur shife to a lead solo. As with the previous exercise, borh the penratonic
and the natural minor scales are used. The chords backing this examyple are somewhat morc

complex than we have seen so tar, so some suggestions are given benearh rhe music.

MORE BLUES RHYTHM

A rraditional chythm, @Xercise 29 is in the style of an acoustic blues and is best played with
fingers or fingers and a pick. Exercise 30 (scc over) is a tunky blues seyle wich thythm chord
and single note fills. Many of rhe chord shapes require you to damp rhe fifrh sering with your
fretting hand chumb. Ies a different sore of chychmic feel rhan we have yet encountered: now

that you've developed a good blucs vocabulary. record a few bars to practise soloing over it
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CHORD BOXES
Here are a number of movable chord types that are useful in blues playing. Learn them in ditferent positions relacive to the roor note
(the T) given and, when you play a | 2-bar, try occasionally substituring rhese for the seraight majors you would orherwise play

When playing wirh a band or a bass guitar it is not always necessary ro play full chords. The dominant seventh (7) criuds
are useful for this purpose and for putting into solos for a rhythmie effece. Norice thar some of them are mussing a root nore, which will
often be played by the bassist anyway.

The diminished seventh (°7) chord is an oddiey — because any of its notes can be rreared as the root! The minor?,5, also
known as the halt-dimmished chord, is a colourful variation on the usual minor seventh. The flacrened fifrh s the same note you would
be playing on the blues scale {for that key

The 7#9 (now popularly known as the ‘Hendrix chord’) gives real edge; the 759 1s more gloomy and resigned

Ninths and thirteenths Lecome increasingly difficulr ro finger on the guitar so they arc often found in incomplete forms. They

will substirure for the dominant seventh.
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CHAPTER 4

Bottleneck

The sound of bottleneck acoustic blues is one of the most distinctive voices in all of guitar

playing. It encompasses a wide range of emotions, all of them evocative, all of them

straight from the heart. Over the past couple of decades the great originators of the

style, from the Mississippi Delta right on up to Chicago and beyond, have come to be

appreciated more than ever before. Their playing techniques can sometimes be tricky to

master, but plenty of them are easy enough to get started with, and it is probably simpler

than you think to learn a few authentic licks that will get you sounding like the real thing

in no time.

gone before. In the blues tradition the obvious place to start is with Rebert Johnson.
Johnson's distinctive style combined rhythm, single note runs and a mournful voice
that the slide accentuarted.

Blind Willie Johnson and Son House blended their slide playing with growling vocals —
very primitive sound which seemed to come straight from the ground and seep into the
Charlie Patton, who was actually an early influence on Robert Johnson and whom some wi
call the ‘King of the Delta Blues’, played a driving rhythm, and married ragtime and
musical forms of the day into a unique voice in the blues. Like Son House and Willie Jgl
Patton had a rough voice that spoke of the hard times he lived. He was also considered;
entertainer, known for playing the guitar behind his back... I always wondered v
Hendrix got chat idea. Most of what we hear today from these players exists as solo j
although others worked with a range of musicians and ensembles, Tampa Red, for o
of his slide playing wich an orchestra and worked with many different singers.

Today, slide guitar is well represented by players such as Leo Kottke and
Kottke used the technique of the early blues players and shoved it into overdriy
runs and virtuosity unparalleled in the field. Brozman has continued to develop £
blues and early Hawaiian players for inspiration, adding complicated Afric
borrowing melodic influences from the Middle and Far East.

The choice of marterials for slides runs from glass to brass, steel to cera
anything you can run across the strings that makes a sustained glissando can

As ever, anyone new to the style is best advised to listen to the many greats who have




best choice is to use material that he
heavier gauge strings (.013 ro .056,

often tuning the strings down
Consult a knowledgeable luth
Any guitar set up pro
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a lot of cheap guitars ac
will want to raise th
heavier strings on
produce a soli‘d'toﬁ

B! nator guitar to get wkxat we
-and still are — traditionally m
ns on the format althoug.,li) the lacrer are
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haunting slide sound.
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OPEN D AND SLIDE TECHNIQUE

The great practitioners have used a wide range of tunings over the years, some containing
unusual intervals of their own choosing, bur often simply the open chords thar form the
commonly used alternarives ro standard runing. Open 12 1s one of the most popular of the larrer,
and is also good ro use for gercing o grips with slide playing becausc it offers an instant full
barre chord — a ID major wirh strings open or witch a shide placed at the 12th [ret. and others in
different positions on the frechoard. Te also provides plenty of open roor notes to keep the bass
going while you pick out melody lines wich rhe slide on higher serings. To ger into open D you
need to alter four of rhe six serings from standard, runing from low to high to DADF#AD.

In exercise 1 you will simply be learning how to hold the slide, and where to place it on
the serings in order o et a good sound with proper intonation. Put the slide on your left pinkie.
As you place rhe shide on the string — in this case the high E-string (which is i face @ high D
in this tuning) — use just enough pressure to make the sering sound above the specified trec.
Remember, the slide should be placed direcely over the tret, rather than becween the frees like
you would normally do if you were frecting with your finger in non-slide playing. Use the slide
to cover only the string you are playing — the L-string. Play the dominant seventh scale and cry
to make it sound as clean as possible.

In this exercise 2 you will be sliding berween the notes of the dominant seventh scale,
during which we will also practice another important pare of slide playing: string dampening.
This can be achieved with borh rhe lefr and righr hand. In this case, try letting your left index
tinger gently touch the same string thar your shide 1s playing. This is a real subrle manosuver
and rakes a lirtle time o ger the hang of. When done properly, it should dampen a lor of the
string naise associated wich shide playing. Play the scale ascending and descending. The shde
should be 1n constant contact with the string as it slides from note to note. The amount of
pressure you use should be enough to make the note sound bue not so much that you hear
unwanted tret nowse. Keeping consistent pressure s also very important; if you move the slide
away from or towards the frecboard as you slide you will ger some awkward inconsistencies in
the tone of the note you are shiding from or to.

Sliding back and forth berween notes can be a very exciting and evocative way of using the
slide. In exercise 3 you will pick the note once, then slide back and forth. Make sure that
notes you are shiding from and to are picch-perfect. You can check yourselt by playing the same
notes fretted with your finger to make sure you are hitting the note right — chis is also a good

CAr LTAININY eXercise.

BASIC RIFFS
Now ler’s srart gerring inro the things that most of you are probably reading this for. Exercise
4 displays a cool slide riff for the firse four bars of a 12-bar blues. In open tunings, such as open
D and G, you will hear a lot of riffs centered on the 12th fret. You can actually break this
exercise up into rwo distince two-bar sections. The first two bars are centered around the 12ch
frer, the second rwo-bar section goes down to the third and fifth frets and some open D-serings
~ remember, you have three open D-strings, so you can get a lot of mileage out of them. Finally,
you do a mult-sting slide back up to the 12th frer. This kind of playing evokes the narural
qualities of speech, with higher registers and lower registers. Whenever you play a solo, slide or
otherwise, try to think of having a conversation: using ditterent cadences, pauses, exclamations,
questions, statements. .. Avoid charrer and monotonous responses: people will tune you our
Here's a nice shide phrase for the 1V chord in a | 2-bar sequence. Exercise 5 s cenrered
on the fifth frer, which, if you were ro play all six strings, would give you the encire TV chord
Exercise 6 rakes you form rthe V chord ro the IV chord. The V chord is found ar the seventh
frer and again, the TV chord ar the fifch. Borh chis example and the one preceding it show how

you can play ‘around’ the chord position to ger some nice slide riffs going.
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Exercise 7 is a« Robert Johnson-scyle turnaround. Use your thumb on the right hand to
play the descending bass line and any finger to play the accompanying melody nores on the high

L-string (which, again, is actually tuned to D here).

12-BAR BLUES

Exercise 8 is simply the lust tour exercises you worked on above combined inro one 12-bar
blues sequence, bur it's 4 lot more challenging playing them all together and keeping che
rhythm going. Having another guitar play a shufile thythm behind you will help you ger the
teel for how these phrases work together. Otherwise record yourself playing a shuffle rhyrhm in

1) twith rhe appropriate chord changes, of course), and then pracuse these riffs over the rhyrhm

ALTERNATING BASS

Here is a 16-bar fingerpicking piece for those of you who can play an alrernating bass. In
exercise 9 you will {ind that all the slide notes happen on the high F-srring, which helps
simplily things. If you have nover weied playing an alrernaning bass with an accompanying
melody this will prove o biv ol a challenge, but ics a lor of fun. Notice the nice A and G chords
i this tuming, ‘These chord voicings will give you more oprions for che TV and V chords beyond

siumply placing the shide over all six strings at the filth and sevenrh frers
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Ilere is another 12-bar blues. Exercise 10 makes a good complement for o solo
singer/performer. The opening nifl, repeared in che chird bar (measure) and throughout, is o way
of breaking up the rhythm and giving o singer a break. Roberr Johnson used this device very
eftectively in many of his tunes

For the opening lick, your slide will cover three strings, GBE (runed to GFAD), and you
will play a eripler rhythm with a strumming action. In the 11rh bar you have another
rurnaround (this time ascending instead of descending), which should give you a few oprions tor
repenicion of the 1 2-bar sequence.

Now that you have a range of classic open D slide licks at your disposal, you can also try
interchanging rurnarounds and phrases from most of these cxercises o begin working roward

your own compaositions in the seyle.

OPEN G TUNING

From here on out we move into open G, which is also popular wirh blues players, and 1s used
by many bluegrass Dobro players as well, Open G runs D-G-D-G-B-1). To ger chere trom open
D, some players might find it casicst o first bring the G-sering back up from Uil w G (by
treceing the D-sering ac the fifeh fret), then bringing the B-string back up from A to B (G-
string, fourch tree). Leave the high L oac high D, then drop the A-string ro an ocave below the
pitch you ger when you pluck the open Gosteing. (Note thar for ease of reference, we'll continue
to refer to the serings using their pitches from standard tuning )

In exercise 11 you will be playing a simple nff on the G-string. Try ro employ your
string-dampening rechrique, using the lefe hund index finger o keep the B- and F-srrings quiet
while you play the nff. You can also play this rift in standard tuning — since the G-sering
remains Gon both tunings. This is similar ro a Billy Gibbons-style ritf, of the type you hear in
the song "Tush’ by ZZ “Top.

Exercise 12 oifcrs another good example, bur of course this time in G tuning, of playing
notes around the 12th fret to ot some cool sounds. This is the ‘call’ i o call-and-response
phrase. Try moving the shide over only rhe sering you are playing as vou move trom E-sining (o
B-string w G-string. EXercise 13 is the ‘response’ ro rhe “call in exercise 12 Notice the

phrasing between these two examples: one s voiced high, with rhe notes ac che 1 2th fret; the
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CLoLED

o

other. exercise 13, is lower. This is rypical of the genre, and in these examples you can begin to
hear how rhe sound of slide playing resembles the human voice. Following rhese, exercise 14
purs the rwo licks rogecher ro show you how rhey flow as a single musical line — always more
challenging than playing the phrases individually.

Exercise 15 s reminiscent of Son House, the grear Delra bluesman. Te's also a good place
to start if you have never played a melody against a sceady bass. The example starrs our wirh an
cighrh-note bass riff. then backs off the bass ro quareer-nores (the pulse) and a simple single noce
shide riff. Many Delea bluesmen used juse the chumb and rhe index finger for fingerpicking. In
this example you can play the melody notes on che high E-string wich your index finger

Exercise 16 offcrs 4 fun alternating bass slide tune in G runing. G tuning allows you ro
play a bass chythm wich the thumb playing the root on the fifth scring, then alternare playing
the D (tifth) on the fourth and sixth serings, this gives the music a nice ‘bounce’. The TV chord
in this example (C7) looks like a C chord from standard cuning and has @ mourntul sound to it
In bar |3 there’s a descending bass line played on the E-and Destrings that repears ac bar 15,

Exercise 17 has some of che feel of Blind Willie Johnson's ‘In My Time Of Dying'. When
you see a slur mark going from one nore, passing over a second note and landing on o third note
thar means you pick rhe firse nore and shide ro the second and land on che chird withour picking
the sering again, just like in Exercise 3 from rhe exercises in open 1 ruming. Play chis exercise

slow, and vou can work it inro a deep, soulful blues thar really evokes the sound of the Delea

COTC

136

g\’m 9:33 gliss gliss  gliss
T qF I‘--JJ’Q — ,.‘.J.F 3'.‘_ T 1 t . -
=% ! 'L_‘..{_i_;.iu_k —_—
‘ o
10-12 03550+ 3452530 —
10412 - H
i ) 10412 232730
i : 0 — 7
1
gliss gﬂj
s — o
¢ e f #E‘ rror | J 4 i F trror | v I
— 3-5 = '37‘8: =
: 0—3 00— —o0— 00 — 03 0 0 0 00— 00—
1 o ——
grr'ss gliss
oh 4 N — o
== 2 === c=-c =
. e [‘ #[ FroTO” ™ t- g:[' rror e ¢ 4 @ |
345 —1 23 i
= ]
2 03 0 0 0 o—-o:o-- _--o - == _a 0—0 0 0 0 0 0 }
5 - 3




£irt TRACK48/49

3 il ——+4 =
1 - i
e ’ FrFs T = T = T = T F = I = T
r r 2 | * r T
o} §~3 3 0 - 12 53 30 '
8 10412 12 3
; — 273 0 -
3 0 0 o o 0 0 0 |
0 o o 0 =
D 0 0 0 0

cCOoOG@o
(-]
o

(=]
[=

v
BLIRE
%

i) 1 1

B 10412 12 —1——— 1 =1

G | o 0 0 00—

o 0 o o o { 0 =0 0 0 i

G o — > ~

D . 0 — o ——1 2 2 - - =
-] D7

| 5 3

8 0 o 3 0 —0 (— ;
G 0 23 0

| 3 2 0 O 3 2 .

G 0 = = o — —  — 1}
o 3 2 O 3 2

13

+ —+—+
I j "
| | Lj'iﬂ
‘ [
v 3-530 35 =9
5 et e o2 32038 toz2 32
G —+02—320—F+023—20- 02320 - 0233540

137




Country |

Nashville, Tennessee, is one of the world’s most respected centres of excellence whenit -

comes to making records, and country music today has come along way from its roots as |
a form that was disparagingly called ‘hillbilly’ by its detractors. The teams of session
players who work in the studios of ‘Music City’ are second to none, and the guitarists,
especially, are considered by discerning fans and fellow musicians alike to be among the
hottest pickers on the planet. Yet most good country guitar still contains a healthy dose |
of rootsy twang, and the current genre - for the player - combines feel, attitude and vibe

with technical demands that can rival those of the highest forms of guitar music. o

ouncry lead guitar playing has its roots in Hawaiian (steel) guictar music, which coexisted
alongside equally influential early blues and, to an extent perhaps, jazz: the incredible L)
Belgian Gypsy guitarist Django Reinhardt’s work throughout the late 1930s and early '
1940s was clearly an influence on players as diverse as Chet Atkins, Les Paul and John Jorgenson, .
an ex-member of the Desert Rose Band, current Hellecaster and one of today’s hottest guitarist
The lap-steel evolved into pedal-steel, with its evocative bends, and this is one of the ingredie
mimicked by classic country lead guitar playing. It is more difficult to execure on an ac
than on an electric, of course, but it remains a building block of the genre nonetheless. A, 3
significant element comes from players such as Chet Atkins and Jerry Reed who both fa
thumbpick, and undoubtedly influenced modern day guitarists such as Stevuart Smith
Mason, whilst James Burton — who worked with, amongst others, Ricky Nelson, Elvis Pr¢
Merle Haggard and Emmylou Harris — was, along with country-jazzer Jimmy Br a big
influence on cthe phenomenal Albert Lee. i
The development of country rhythm guitar, on the other hand, can be traced
hillbilly music and, in particular, the acoustic guitar playing of Maybelle Carter,
plucked bass lines and to-and-fro finger strumming style were somewhat akin t
banjo players — which, interestingly, would be adopted in essence some 40 or s
Beatle Paul McCartney (wntness his technique on ‘Blackbird’). Consider too, if

Lernon Jefferson, and you n:ught well ask yourself the question: where does r
and lead guitar begin? Whatever, country guitar progressed when Kentuck




Rager and Ike Everly pioneered t
continued and popularised so much in th
and beyond, the technique would be raker

electric, so for solo and ﬁll 1deas you be shown various classic and modem exarnples in the
styles of some of the greats, including James Burton, Albert Lee, Jerry Donahue, Brent Mason
and Dann Huff,

In addition, after beginning with a few useful scale patterns (which will include the major
pentatonic scale and the complete major scale — brief theory lesson on the:Mixolydian
included!), you'll progress throu;_.,h practical eﬁ'ercises which introduce double stops (thirds and' ]

involving hyb
chicken plckm_ 3
LEE HODGSON
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COUNTRY LEAD SCALES

The A scale penratonic partern outhined in diagram 1 below might look familiar, Indeed, the
five ‘shape boxes’ (as labelled above and below the fingerboard diagram) arc essentially similar,
if nor idenrical, ro whar rock and blues guitansts may know as minor peatatonic scale patterns.
Briefly, the roor nore for the ‘minor thing” would be a minor third — three frees — below that of
the ‘major thing.” Pur another way, our A major pentatonic scale here has the same notes as Fi
minor pentaronic. Country tunes, however, often work in the major side of things, so emphasise
and resolve on the roor nores and major chirds (shaded)

Afrer learning che five individual patterns you should ultmately try to see things in terms of
rhe whole area of the fingerboard. Accordingly, practise weaving back and forth and across,
through the complete pattern — which is essentially how Albere Lee works (many of his lines are
bascd on major pentatonic scale pateerns)

Nexe, against a slow, repearing A-D-A-1D chord progression. pracrise shifring licks berween
the scale partern boxes. Hinr: 13 and A are a fourth (five semitones) apare so in order to match
D major, simply shitr any of che marerial seen here up five frees (or dewn seven frers), Fven
professionals often negoriare chord changes by merely regurgitaring a pre-learned lick, phrase

or pattern elsewhere on the fingerboard. Hey — if it works, use it!

MAJOR PENTATONIC SCALE LICKS AND RUNS

You mighr wish ro learn che individual licks in @xercise 1 at your leisure before sceing how

the various fi

used rhroughour, despire there being chord changes. Analysis will reveal, for example, that what
is rhe sixth of A is also the third of D. Remember though, country players often march the scale
to the chord, eg, A mujor pentatonic scale for A, 1D major pentatonic scale for 1, and maybe |
Mixolydian mode tor £ — more on which larer. The concluding bar will make for some ericky
‘l‘l‘.hi_\-‘b(' il'npusslbi.u_l !mt_;ur \Eftl'thllle; on a guicar withour a cutaway, bur so many ;'tn;-ﬁl— own

cutaway madels these days thar it s worth including some high lead figures here.

Notes in the A major pentatonic scale
A B Ct E F¢
Z 3 5 6

=

Picking-wise, check out che picking suggesrions shown in berween rhe norarion and rablarure
— ity precey much sericr aleernare picking chroughout, bue notice that sometimes che uploff beat
15 a downseroke (in accordance with sixteenth-note picking) while occasionally 1t'’s an upstroke,
which feels natural for cighth-note grooves. Also observe the liberal use of shides plus o fow

hammer-ons and pull-offs, which serve to keep it all flowing,

DIAGRAM 1 THE A PENTATONIC MAJOR SCALE
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gments fir rogether. Note that only the notes of the A major pentatonic scale arc
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THE A MAJOR SCALE
There may seem to be a lor of dors on diagram 2 below — and there are, because 1t offers the
full A major scale, from open strings at the nut right up to the 14th fret.

Examine the arca of rhe fingerboard where rhe scale steps are shown as arabic numbers (1-7),
which correspond to the seven degrees of the major scale and hence, chords built from those
degrees (L, I1, IO, IV, V, VI and VII). This is the basis of the so-called 'Nashville Numbers
System’. So, in the key of A major you mighr expect to find some or all of the following chords
A (I), B minor (ITm), C# munor (ITTm), D (IV), E (V), F& minor (VI), while the VII chord, which
is rarcly heard in country music, would be diminished. Some or all of these chords may appear
as seventh exeensions: Ima)7, IIm7, Im7, IVma)7, V7, VIm7 (and VIIm7;,3, also known as
“half diminished’). See if you can pick our some shapes of chords from wichin the overall scale
pattern — they're all there!

Now take a look at the Dominant Chord ‘lones' chart (below), The line below the firse

The Dominant Chord Tones Plus Extension

| 1 1 1
1 2 3 4 5 6 b7
A B ¢ D E FF G« A B CG D
1 2 3 4 5 6 7 8 9 10 11
L 1 1

porrion of the scale highlighrs the relationship between the ‘one’ (root), third and fifth of the
scale as the dominant chord tones. As you will have learned elsewhere there's more within each
major scale than simply that scale itself.

While the A major scale runs from A to A (and so-on from ocrave to octave righr up the neck)
on the neck diagram and as ouchined 10 the explanatory chart, we can also construce other modes
by playing che notes of A major but starting from different degrees of che scale. One mode char
1s occasionally useful 1n country playing 1s E Mixolydian, found by playing from E to E in the
A major scale (lughlighted by the roman numerals in dhagram 2). E Mixolydian provides a
useful alternative for soloing over the V — that is, the E chord - of songs in A major. Exercise

2 ofters some A major licks and phrases to further test your new skills.

DIAGRAM 2 THE A MAJOR SCALE
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These chords would most likely be heard in a song in the key
of A major: A add9 equals the | chord (‘one’), Dsus2 is the IV,
Bm7 is the llm (‘minor two’), E11 is the V11. Try playing them
in various orders: I, IV, II, V; IV, Il, V, I; I, V, I, IV... Keep
rearranging them, sometimes omitting one or two chords,
until you discover a progression that you like. Hey, you're a
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THIRDS IN A MAJOR

LICKS IN THIRDS AND SIXTHS

In addition to single-note soloing and some complex bending, a great deal of counrry lead
playing is executed in double-stops, two nores played together. This is done primanly in scales
made up of pairs of thirds or pairs of sixths ascending and descending the major scale - rhar s,
one note ascending from root to octave, pared by a second ascending the sume scale, bur srarting
from a chird or a sixth away.

The sound ot this 1s likely to be instanrly famihiar to you: thirds have a slightly souch-of-rhe-
border flavour to them, while sixchs ring of classic ewang. Both are essential to your masrery of
country lead playing.

The neck diagrams below give you these scales in chirds and sixehs respectively, all in rhe A
major scale. Betore moving on to excraise 3 below, spend some oime with these diagrams,
playing them up and down the neck on all suggeseed sering groupings (Five groups of adjacent

strings for thirds, four groups of next-but-one pairs for sixths) Ir rakes some pracrice to

SIXTHS IN A MAJOR
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memorise them on all sering pairings (und, beyond rhac, in all keys), bue familiarise yoursell
wirth a couple of different groupings now, and you'll soon learn to recognize cheir sound.

You should constantly monitor what sounds ‘resolved’ and whae doesn't; try o remember —
in physical and sonic terms — where you are at any given poine relative to either the "home base’
for the roor note or secondary poinrs of resolution, as well as the “homes' tor the third and fifeh
chords of your scale. As lor memarising the physical aspects of rhese scales, you'll soon note
there are only three ‘shapes’ for your fingers to make as you move up and down rhe neck:
‘seraighr’ (both serings lngered ar the same fred), ‘diagonal’ (the lower string hingered a tree
higher), and ‘stretch’ (lower sceing fingered ewo frets higher. Simpler seill, some pairings require
only rwo shapes. In cume, both sound and feel should become intuirive

Exercise 3 lays ouc an extended run in rhirds, keeping the double-stops to the highest rwo
pairs of strings, wich single-note licks linking them. Follow the recommended bends and glisses
(shides) 1o starr wich, and use the chord accompaniment o check how rhe lead runs sound
against the changes. Be aware of the two-string pre-bend toward the end of bar rwo, and notice
the brief yet elfective use of pull-ofts to the open high E-string in bar seven,

Like all the exercises in this chapter, this sequence merely represenrs one particular
permutation and the possibilities are almost endless. Ir mighe be a good idea, theretore, to

noondle around further for a while. seretch out the raw marerial that thas exercise and the neck

diagrams provide, and rake the opportunity o develop your improvising skills
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Taking us into a full-lengeh run in sixchs, @xXercise 4 comprises chords char are nor all from
the key of A major. There are rhree non-diatonic chords — A7 (17), 1) minor (IVm) and B7 (117)
— along with the more unusual Dm add9, A/G# and E7/G# (the diagrams for the latter three are
given on the facing page ro help case the way). See it you can find ways of matching these chords
using the sixchs shapes already outlined.

Incidentally, you might find of particular interese the face thar all chis A stuff sounds great
for L7 (V7), too; as you play bars nine through 12 you'll be playing Mixolydian sixths, whether
you know it or not!

Note thar although two of the chords shown opposice appear ro be ‘slash chords,’ they are in
fact juse first inversions (that is, the third is in the bass). A rrue slash chord would be a eriad
over a note that 1sn't a chord tone, such as a By/E (as used for the dramatic penuloimate chord
in Garrh Brooks' live version of ‘Iriends In Low Places” - play such a chord only if you can afford
ro bribe the jazz police)

Once you've got the hang of exercise 4 as wratten, try improvising to the same chord changes
using sixths in A major in different positions taken from the neck diagrams on the previous
page. Your ear should guide you toward certain sounds and away from orhers. You'll hit some

sticking points with the non-diaronic chords above, but try them our and see how you da.
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RHYTHM GUITAR

Turning our arrention to rhythm guitar for a change, let’s begin with the classic blucgrass-seyle

strumming pattern in @Xercise 5. You could serum the full chord, but here 1ts a “bass-chord

approach. Observe rhe occasional fills — which shouldn't be overdone

Exercise 6 dirches the pick for a while; try fingerpicking throughout the piece, being

aware of the few ‘anticipared’ moments where all or some of the upcoming chord appears carly,

adding momenrum

which is effectively syncopation.
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Lor exercise 7 use a pick again, and aim to cleanly articulate the notes of the chords. It's a
slow ballad char will give you some cross-picking pracrice. This isn't quire arpeggiating per se.
Notice the sophisticared sounds which are on offer. The ‘rakes’ aren’t rock-style sweeping like
hard rock sryles; racher, they're controlled glide srrokes (mose ofren in a downward direcrion)
Top session guirarist Dann Huff would probably add vibraro ro cerrain chords (especially sus2
types).

Exercise 8 rakes us ro rhe key of 13 major. If you rhink the rakes are roo graruirous, srab
at the chords more accurarely. There's a real slash chord in bar four: G/A, which is a ‘chord
synonym’ of ALl — rhey're similar or idennical sounds bur spelled differencly. (Nore: the roor

note often tends ro be perceived as being rhe hass nore, as shown ro the righr of the slash.)

SOLOING

Exercise 9 is a complete solo. Try to acknowledge the following ingredients: the A major
pentatonic or A major scale (be especially on the lookoue tor I Mixolydian sounds over L7),
stringbending, thirds and sixchs, while checking oue a lietle ‘chicken picking' amd the odd
pinched harmonic. If you're unfamiliar with the latrer, slkap ahead o page. This exercise is

tougher on acoustic than on eleceric, but there's some hot country playing here.
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Exercise 10 gors us into “Travis picking’. Merle Travis was highly influential in che 1950s —
he even influcnced Chet Atkins. Incredibly, he used a thumbpick plus index finger only. (Mast
rhumbpickers, including Chee Ackins, Steuart Smith, Brent Mason, and Jerry Donahue, use ar
least rhe middle finger and commonly the third finger as well for plucking duties.)

If rhis style is totally new to you rhen rake it slowly — and don't think abour this kind of
playing too much, just develop your mortor skills while keeping thar aleernating bass parcern
steady. Speaking of which, the bass notes should be palm damped (muted) for an autheneic
sound; just lean gently bue firmly on the wound strings ncar the bridge/saddles. It can rake
some work to get into the swing of Travis picking, but once you've got it it's an effective and
impressive tool, and can sound grear in rhe right circumstances.

It's also importane to ger ro grips with closed positions tor your Travis picking — cha is, barre
chords. Exercise 11 is in che key of E major bur starts on che V chord of E, B7. Check out
the rest of the chord shapes carefully because the tingerings and voicings may be unfamiliar to
you, or ar leasr unexpected. It should gee your thumb and fingers working well together after a
couple of passes.

Exercise 12 incroduces "hybrid picking’, which involves using o pick plus fingers to grab
chords or arriculare patterns cleanly and relarively easily. Travis picking is itself a form of hybrid
picking. Inrerestingly, Albert Lee and Danny Garron have both featured the use of their pinky
whilst plucking, which is very uncommon (see the explanation of right-hand finger use for
Exercise 10, roo).

Tarning our attention to thie frecting fingerings, chese may be atypical as well. It's a good idea
ro rake it slower than suggeseed ar firse, and break down the individual sections to work our any
rougher licks betore linking rhem all rogecher, Once you've got it all together you'll be into
some precey accomplished country guitar playing. Some of these bends are going 1o take real
work ar first, especially with medium or heavier sering sers, and wirh a wound G in general.
Keep ar it — the efforr will pay ofi.

This workour should remind you of several grear pickers: Chet, Alberr, Danny Gatton, Brent
Mason and maybe a hint of Dann Luft at ehe very end. Good luck — and remember: if you don't

pick it it won'r get betrer!
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Exercise 13 is cnrirled ‘Cherude’, and is a picce by rhe auchor, respectfully dedicared ro Chet
Arkins. Cher always acknowledged rthe intluence of the incredible Lenny Breau, espeaially when
it comes to what Chet used to call ‘false’ harmonics. Technically speaking, an artificial harmonic
1s the resule of freecing o note — so 1t's nor ‘nacural’| unlike a harmonic produced by damping a
string highely over the 12th, fifth or sevenrh frets, tor example.

Here's how you play artificial harmonics: free a note, then touch your index finger gently onro
the pomne an octave (12 [rets) beyond e, and pluck it using vour thumbpick (many people,
including the author, just wse a flar pick) whilst possibly also plucking @ normally
freceed/plucked sering — which 1s typically two or three strings away — using your third finger
This genele damping of 4 note an octave away from where 10 15 frecred will produce a sofr
harmonic, through the same process that gives you open-string harmonics ar che 12th fret. The
designations T' and "Ah" in Ex 13 tell you where o perform these — with a number in
parentheses telling you where ro damp the string.

One of Chet's friends and collaboracors, Tommy Emmanuel, can perform this rechnique ac
lighrming speed, and it's amazing ro hear, There's quite a lor of rechmically challenging stuft on

offer here, so practise slowly and carefully, then work up ro speed
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CHAPTER 6

Bluegrass

Bluegrass guitar, the exciting sound of fast, apparently effortless flatpicking on a flat-top
steel strung guitar, is today one of the most popular styles in the world of acoustic guitar.
Even so, the label 'bluegrass’ deserves a bit of definition, because its meaning has
evolved over the years. These days, a broad spectrum of acoustic country music, ranging
from old-timey and traditional to modern and progressive, is described as 'bluegrass’. Its
first usage, however, can be traced to the impact of Bill Monroe and his Bluegrass Boys.
Using acoustic instruments ~ mandolin, fiddle, guitar, bass, and Earl Scrugg’s innovative
style on the five-string banjo - they forged a new, widely imitated style of country music
at the end of World War Il. The band’s name came to identify the whole genre, which
was distinct from the more modern, electrified bands with drums, the other post-war
trend. As bluegrass evolved, the guitar became a prominent lead instrument, while still

maintaining its strong rhythmic role.

its expressive style. Listening to recordings of the musicians who created the style will

B luegrass guitar can be technically demanding, but the real power of the genre comes

inspire your own playing. Perhaps the single most influential guitarist is Doc Watson,
who first attracted national attention around 1960, performing ar festivals and concerts during
the ‘folk revival’ era, and is still doing shows today at over 80 years of age. Doc'’s repertoire
featured spectacular arrangements of old-time fiddle cune melodies, as well as tasty
country songs, creating a stylistic template that has been widely emulated. At such shows Doc
sometimes teamed up as a duo with the ‘Father of Bluegrass,” mandolinist Bill Monsoe, and this
pairing can now be seen, historically, as an important development in the evolution of the msic,
linking flatpicked guirar with bluegrass more strongly than it had been until then.

Doc and Bill’s early 1960s shows included performances in Los Angeles, greatly mspmng
teen-aged guitar prodigy named Clarence White, who showed off his mastery ancf elaboratmn of
Doc’s style in The Kentucky Colonels, establishing lead guitar as a normal part of the bluei,rass
lineup. As it happens, southern California continued to be a fertile field for flatpicking; Tony
Rice, the next major stylistic innovator, grew up there, hearing Clarence’s playing from childhood.

The real roots of melodic country guirar picking predate the evolution of bluegrass by a
couple of decades. Every flatpicker is indebted to the genius of Maybelle Carter, ;€vh0 began




nail. Throughour rhythm and ¢
your downstrokes on the downbeat a
The exercises that follow are desi

Often repeating the same melodic 1dea thmugh a series of chord ch%mg,r:s chiey’ll giw 1

for the different fingering patterns you'll use t6 pick out tunes and'songs. You'll notice that mos
of the exercises are in the keys of G and C. These keys are fayoured by bluegrass flatpickers,
because the melody notes lie conveniently beneath the chord shapes, and also because the op
strings make a full, ringing sound that is ‘right’ for the style, For other keys, use @ €apo |
cranspose. This technique often makes a mce, bright tone zhat flateers the sound of Lhe guitar
ERIC THOMPSON :




PICKING TECHNIQUE

Exercise 1 combines rhythm and single-note playing to train your wrist to execute the
regular down-up movement of the righr hand that is central to bluegrass flatpicking technigue
Be sure to remember to use downstrokes on the downbear and upsrrokes on the upbear. Try o
ger the same pulse in both the serumming and the picking. Exercise 2 illustrates using
‘hammer-ons’ to accent the melodic eighch-notes, combined wirh rhychmic scrums, in the
seminal sryle of Maybelle Carrer: Pick the open string and then bring vour frerting linger down
squarely ro sound the higher pieched note

We combine ‘hammering-on’ wich ‘pulling-off” in exercise 3. Pick the fretted bass nore,
then pluck that same sering with the fretung finger ot your lefr hand, sounding the lower nore
on the open string. Now ler's get started with playing simple, measure-long melodic phrases,
mostly on a single srring. To jump-start your righe hand, we warm up with exercise 4, which
includes a measure of repeated notes to ser a pulse preceding cach melodic lick.

Exercise 5 continues wirth the single string ides, repeating a shorr chromatic phrase in G
and 1), and exercise 6 (over page) works further toward building your right hand technigue,
with repearing melodic pacterns tocusing on one seeing, These will all seem simple enough alrer
a tew passes, but the repetition of such exercises — while working all rhe while on keeping a
steady rhychm and an even pulse — is crocial for developing che sramina and consistency

required of good Hatpicking rechnique.
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THE G-RUN

Of all the standard licks used in bluegrass, the ‘G-run’ is probably the most characreristic of the
genre. Exercise 7 rakes this phrasc through some chord changes. This lick is widely used
both to puncruare the rhythm and as a melodic line in lead breaks. Exercise 8 once again uscs
melodic phrases thar centre around one particular string. You'll find char it is casicr at first to
tocus your nighe-hand picking on a single string: combining adjacent strings 1s morc
challenging. This exercise follows a “cycle of fifths’ chord progression used in ragey songs like
‘Don’t Ler Your Deal Go Down’ and T Know What It Means To Be Lonesome. Exercise 9
moves in ladder-like steps, onc at a time, up and down the scale, rhrough a typical chord
progression. Fiddle rtunes are largely made up of long strings of cighth-notes like this.

Exercise 10 is a similar, step-wise melodic pateern, showing up in many songs and tunes.
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Exercise 11 explores more of these fiddlistic ideas, this time in the key of G, and includes a
bluesy slur in rhe last line. Nexr, lee's check our a cool filler” lick that I first heard used by Doc
Warson, as demonsrrared in exercise 12, Try using it in breaks to songs to dress up the space
after the end of a melody line. Nore thar rhe same group of three notes is repeated twice in a
row in cach key. Check your righr hand ro make sure thar it is continuing with a regular "down-
up’ pattern through this passage. The firse group of three should start with a downstroke, and
the next group should begin with an upsrroke

Exercise 13 cxpands rhe wideh of your melodic range. moving over a spread of four
strings in a single phrase. You'll find chis easier if you can develop a ‘free” wrist, supported by
your arm. Try to avoiwd using an ‘anchor,” or ‘pivor point,” tieing you to the bndge or top of the
FUILAT 1N One spot.

Exercise 14 uses a repeating cross-picking’ pattern ro make a ringing chord sound with
a shuftle rhychm. Ic s demanding for the right hand, because cach successive nore is played on

a different scring. Again, pay close atcention to your pick direction.
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CROSS-PICKING

Exercise 15 illustrates another kind of cross-picking. Ilere, we imitare the syncopared rolls
of Scruggs-siyle bunjo playing, perhaps the most recogmzed sound in bloegrass music. Bach
measure is subdivided in rwo groups of three notes, plus one group of rwo nores, cach with o
strong accent on the first nore of the group. These can be ordered eirther (2-3-3) or (3-3-2)
You'll notice trom the pick direction notation that this eype of cross-picking breaks the rules;
here, we play cicher down-up-down/down-up-down/down-up, or down-down-up/down-down
up/down-up. This pues the srrong and weak accents in unexpecred places, for a very exciting
(and demanding) rtechnique. George Shuiiler, Clarence Whire, and James Shelton are all

excellent cross-pickers

Bluegrass Blues
The blues is an important component of bluegrass guirar style. Exercise 16 is a descending
hlues line, wirh a Jatted seventh nore and dissonant thirds, which can be used as an intro, in o

break, or as an outro,

¢ TRACK 83
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Blucgrass banjo pioneer 1on Reno was also one of the first musicians ro fearure lead guitar
in a bluegrass context. He was musical friends with Arthur 'Guitar Boogie' Smith, and ofren
played 12-bar blues like exercise 17. A hor final line is a very common way to build
excitement at the end of a guitar break. Exercise 18 is a grear example of this, also in the

style of Don Reno.
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HOT ENDINGS

Alrhough plenty of bluegrass guitar playing rakes the rhythm role, there is also a tradition of
virtuose picking i che breaks, and uolera-hor ending lines are characteristic of the genre
Exercise 19 gives another hor ending line in the style of Clarence Whire, for breaks in rhe
key ot C. Note che licele bir of ‘cross-picking” in the final measure.

Exercises 20 and 21 illuserace still more ending lines in various keys. Swing is another
style, along with fiddle runes and blues music, from which bluegrass has borrowed licks and
ideas. Exercise 22 is a chromaric ‘clarinet’ mifl that is ncarly universal in the language of
Harpicking.

Time to puc some of this learming to work 10 an extended piece. Exercise 23 s a
hiypotherical bluegrass instcrumental which Tl call “Thompson's Ramble’ It repears rhe same
melodic idea rhrough a long series of gquick chord changes, giving you good pracrice ar making

pasicion shifrs wich your leit hand.
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To wrap rhings up, lec's combine even more of the ideas we have covered. EXxercises 24 and
25 show how o put the different ideas taught in che earlier lessons together to make exXciTing.
engaging guitar solos. Extended solos Like these Gin weave their way chrough an eclecuc brew
ol influences that together make up the bluegrass soloing seyle Ie's a powerful, melodic, and
CIEATIng torm of music chac ?N:- Lmes extremely .I\‘(]J: oive once vou lacch onto o

Far trom bemyg o musical form from “the old davs’, contemporary bluegrass fearures some of
the hovtest guntarists who have ever worked in the genre. New plavers are coming up all the
Lumc, whl'h_ new listeners are \IHIU‘(.UI('- sy |t'<|.l‘l||l|'.:_ iy appred jace this \t-.rrlri_g' music. For
further mspiration check oue such contemporary plavers as Bryan Sureon from che Nashville
scene (with Ricky Skaggs and orhers), Norman Blake, David Grier, Russ Barenberz, |im

Numully and Score Nygaard

5% TRACK 92




8 T TTI T m
-] =
“ i L o [N ._u_..u2 | ' |
w |
< S | g |
_nln | TTTe I ™ L -
" | ] ) F i [ o~
| o - X it ik} L o
i |4 = N B & Cle T L &
1 | Hg " & s & ™ 7 = | -
| A L ®
1 L~ » LB o n ™ _ |
| 1 I _ i e T
r _ m = n_o \w(“_.lj H i=J m
™ o | | | —
ﬁ_ roe N Vo
e I . |
h A | A_u — ™ = C] » = o
b L ™ [ | | —t
rC & & o™ ...*d A. ]
| | EES L - = & e -] T "ﬁ == 1o
‘111 _. ~ |4 T | B © |l..0. 0 &
11# [ ] ° w e f . o | | 7 o
TTTT  EEREE | _ TR L © w Ly
g r - o LE _1 o
[ | | = (1 HE i s _u
T MY K & i |
EEL ] L |
L & ﬂ L _ w%r |
1l | i I | °
A i I 0 4
oL} |8 L L =
K =) Hb . ._.
L 18 :
> ] [ 188 | I e L ﬂ _ (Y~ E .,_._.
TTT L (-] i Ha 2 N .T. == .._J.
1 L 0 +
T | 1 TR L ._n | b L Y =
e = @ T | | 1
| ~ = Aaig T =3 b
I [ 108 | B ] Is
i | 4 Mlhg H L S
M & e | L - | T = o~
o - [ e ) 1 C
7 i ) T T o~ _
B © tHy L9 o .y °
r - e i T
- ({4 I R i & <)t
LI olo L = o] | . - &
} I o ] _ A_I % L oo & e 7Y
| |
Lre % ﬁ. ° _ ® =
_H..MG....._\”.F_I LHG.UME.: ...H.ub\r_a. == EBGDALI



CHAPTER 7

Jlazz

From the early days of jazz to the present, guitarists have constantly challenged the
limitations of their instrument — not only with their sound but with their technique. In L
the 1930s, the electric guitar allowed the jazz player to break free from the bounds of

the rhythm section and become a soloist. But today many players are once again |
appreciating the sweetness and subtlety of unamplified jazz guitar, and that has brought

a renaissance in both the playing and making of acoustic archtops.

being limirted ro the pre-electric styles that formed the first wave of acoustic jazz guitar,

they can bring into the unplugged approach all of the electric playing that has followed.
They also benefit from the many fusion and ‘crossover’ styles that have influenced the genre.
From Charlie Christian’s fluid, swing-influenced lines, executed using all-down strokes, to P
Metheny's post-bop lines, with heavy use of left-hand hammer-ons and pull-offs, there isa |
ground to cover in this music that we broadly refer to as ‘jazz'. In between — and way out on
fringes as well — there is a whole lot more to bring into the stew. :

As rock’n’roll and the blues attained popular status in the 1950s and 1960s, m.

guirarists were influenced by these sounds. At the same time, the central core of the ‘j
sound’ was continually evolving, too. Wes Montgomery came into prominence in the
and many consider him to be the father of modern jazz guitar. Wes was a modern bo
displayed a sophisticated melodic and harmonic sense. The keys to his style were t
thumb, which produced a very warm sound, and his ability to play octaves fas
guitarists could play single lines. At that time this made him instantly recognisa
a new standard in modern jazz guitar.

Today's jazz players enjoy a legacy that includes the entirety of jazz history. Rather than =

Z

Carrying on in the tradition of Wes were two incredible guirarists, George Befison @nd Pac
Martino. Each man had amazing technique and used a pick for most of his e né&e lines. Il
5; =
if
ff



picking every note. He helped
Goodrick, Pat Metheny, John Sc
is the bridge that connects ¢

It now becomes easier to heat |

e

from the inﬁnite possibl'
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SEVEN BASIC SOUNDS

Now thar we've seen rhe direction juzz guitar is headed, lec's rake a look at some of the things
you have ro learn in order to get there. Knowing how ro recognize the seven basic sounds in all
keys is very important. They are the major, minor, dominant, diminished, minor seventh with
a flaccened fifth (also known as halt-diminished), augmented and suspended sounds. The firse

three (major, minor and dominane) sounds are especially important, Use the sixch and che fifeh
) ] I

sering o locate the ncarest root, match the appropriare sound and you will be e to play just
abour any chord progression (we'll gee to them soon). For now, try these examples in the keys

of G (sixrh string root) and C (fiteh sering roor), rhen see if you can trunspose them elsewhere

Major Minor Dominant
Sounds Sounds Sounds
ROOT ON Gmaj? Gm7 613
6TH STRING X X ( X X

(] t ; T : 1 +
Major Minor Dominant
Sounds Sounds Sounds
ROOT ON Cmaj7 cm7 9
5TH STRING ; X

|



Diminished

Sounds

Diminished

Sounds

7

Minor 7:5
Sounds

am75
X

e |00

Minor 755
Sounds

Cm7t5

Augmented
Sounds

G745

Suspended
Sounds

G9sus

{is
inhfl

Suspended
Sounds

C9sus

171
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Don't be deceived by rhe simplicity of these 'diads’ (rwo-note chords). In many musical sertings
they sound grear. They are the guide tones of chords, rhe rhirds and sevenths, which imply the
guality of the chord (major, minor or dominant). They work great played ulongside a bass player

who fills in the roor of the chord

MAJOR MINOR DOMINANT

Gmaj? Gm? G7

h7th Y'Y C3rd  b7th ®

7th ? . 3_I’E| : ? 3rd

Cmaj7 Cm7 o)

a1 ] IERRERI
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Il-¥-1 PROGRESSIONS

The I[I-V-1{2-5-1) Progeession 1s one of the mose \.\-nil_-|_y used 1in J£z, When you take a C T O

seale <lJ'I£'| huihl chords 1o thirds on eaih nore of that S(.I|L', the seven chords will bc-'_

Cmaj7,
Dm7,
Em7,
Fmaj7,
G7,
Am7,
Bm7.5

The second (11 chord 1s Dm7, the chord that starts on the fifth (V) degree of the scale is G7 and
the ‘one’ (1) chord s Cmaj7. A II-V-1 in the kev of C is: Dm7. G7. and Cmaj7. Here 1s a page
ot assorted H-V-1 paterns I would SUgUesr srarring out E'r_',. OuisStering the twi examples on rhe
top line, chen proceed to cach of the remaining progressions. One of the examples uses a
substiture chord for the V, and anorher uses substitutes for boch V oand 1 chords. Chord

substiturion will be discussed lacer in chis chaprer




1I-V-I progressions with root on fifth and sixth strings

] v I 1 v 1
Dm7 G7 Cmaj7 Dm9 G13 Cmaj%
X X X LK XX X X X X X X x X X
| T | |
| ® o
® elo| © | 0 ®|® ' JEEN
| ol ]l 1l]®] ®

i1-V-1 progression with root on fifth 1I-V¥-1 progression with root on sixth string
string and substitutes for V and I chords

n v 1 1] v 1

Dm11 Erm11 Em11 Dm3 D9 Cmaj9

4|

o
9
— @
|

.__
@

|

|

._J_

-Vl progressions with root omitted

I v 1 I v I

Dm9 G13 Cmaj13 Dm9 G13 C6/9
XX X X X X X X X X X X

s Ares o 11168 [11111

L S 1192,

¢! | TS Leee [TITes |
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MINOR [I-V-1 PROGRESSIONS
The II-V-I in a nunor key 1s a m7,5 chord, followed by a 749 chord, then a minor sevench or
minor ninth chord. In Cm the sequence would be Dm7,5, G7, and Cm7. The first two examples

arce excremely useful but try all of them for different serrings (which we wall explore later)

Minor 1I-V-1 progessions with roots on fifth and sixth strings.

v 1 n v 1
G745 Gm9 DmiS ey ] Cm7
X X : x X X X X X X
| Il ] -
® ‘ 9| + 9 ‘ s#

Minor 1I-V-1 progressions on the upper four strings, no roots

v 1 [} v 1
G74549 m9 Dm7t5 GP9 Cm9
X X [ X X X X X X X X
[= S + 4 I 1 41
_ ‘ 9 ? 9 + ‘ 8 +$’ :
i S H ‘ | RLI | 11
| |o® @ ® o

174

Master the shapes on the opposite page and you will see how you can move chords around and
resolve to the next sound with great voice leading. Pracrise by rransposing to different keys and
work out some 2-5-1 scquences. Resolve o the nearest form when the sounds change from

minor to dominane to T or




Major
sounds

12

l;
1

Dominant
sounds

G7

175
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I-Vi-II-¥V PROGRESSIONS

This is anocher pattern of equal imporrance. A quick look ar the seven chords in the key of C
(charonic harmony) shows that the chord that occupies rhe sixch scale degree 1s an Am7 chord.
A 1-VI-I-V in the key of C major would be: Cmay7, Am7, Dm7, G7. You may notice there is
only one dominant chord in a key, built on the fifth scale degree. This chord, the G7 i the key
of C, creates tension that resolves to the | chord, Cmay7. You can do the same thing with any
chord in the key by creating a dominant chord to resolve ro ac. This is called a secondary
dominant and rhar's how the A7 chord will be explained in the following sequence:

| 6 2 ]
Cmaj7 A7 Dmin7 G7

The secondary dominane A7 s the dominane of 11, or the 'V of 11, Many tunes feature this
sequence so try o learn it in as many keys as possible. Some ‘standards’ employing che I-VI-11-
V include 'Oleo’, Rhythme-a-ning', ‘The Theme', 'Moose The Mooch’, ‘Ready And Able’ and
‘Tipping (all in the chythm changes "A" section) and "Have You Met Miss Jones', “Turnaround
In Blue' (last two buars) and ‘St Thomas', Try these chree four-chord 1-VI-I-V patterns (righr)
to hear the sound of A7 resolving (o Dm7, as well as G7 resolving to Cma)7. The first sequence
s made up of roots and guide tones, the second tearures added tensions, and the third vses

upper-tour-string voicings.

MOVING FURTHER

Understanding just a few concepts like diatonic harmony, relared seconds and fifchs, subflat
fifths and chord families can help you produce some harmonically complex chord sequences,
This may rake a while to understand thoroughly, but don't ler this discourage you from
irying out some new and interesting patrerns.

Diatonic harmony is based on rhe ronic, subdominant und dominant chords builr on
the root (1), tourth (IV) and fifth (V) degrees of the major scale respectively. Diatonic’
meuns they are based enurely on rhe nores of the major scale: and all three have several
notes in common. The sccond degree (1) chord has subdominane harmony, meaning ic
shares most of its notes with the TV chord, and the seventh degree (VII chord has
dominant harmony. A II-V parcern s important because 1c implies a key. A dominanr chord
can be preceded by its related IT chord, a fifth above its root. Since the third of one
dominant chord 1s the same as the seventh of another dominant chord @ tritone (three whole
notes) away, and vice versa, they are considered substirures for one another: G7=Db7.
Chords wich upper eensions 9, 11 and 13 don't affece the basic quality of sound. Cm7, CmY
and Cml 1 are all minor tamily chords and are mceechangeable. The major family includes

C6H, Cmaj7, Cmaj9, C6/9. The dominant tumily includes C7, €9 and C13.




I-VI-lI-V progressions with root and guide tones

I Vi ] Vv
Cmaj 7 A7 Dm7 G7
X X X % e X X X X X X
' {
+4 F —— =4 4 = 3 +
= = ? 4 44 t H i
® | i ® e ®|
| 1 —1—1 = Sl
® [ | @
= =S et + 3 1 ;1 14 (|
@ ! O ‘
| = + 4+ - - = =
UL (el | |
I-VI-II-V progressions with added tensions
1 Vi 1| v
Cmaj7 AT§5 Dm9 G13
X D X X X X X
A
1 I L 1 1
. .I + ‘ | '
. 1 4 +—H = 2 . +
. . 1 ? —F o t .— —.? | ,
4 l | J ?? t T = t 1 +
I-VI-1I-V progressions on the upper 4 strings
I Vi 1l v
C6/9 A745:9 Dm9 613
2, NI ¢ Sl ESH el X X . X X
|
L 1 ]
e L] e w ® ||
| | |
4 | 11 = S L ! - .. 4 |
CUlsll [HTess [|]Tee
5 ] 0 ” Hottttt
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SONG FORMS

Finally, ler’s play some runes! There are three basic forms vou should master: jazz blues, minor
blues and rhythm changes — illusreared in rurn in @Xercises 1-3. These will help you learn
tunes from The Real Book (a ‘fake book’ owned by every jazz player, containing hundreds of
popular jazz standards). For example, rhe jazz blues form is used in many runes by Charlie
Packer, Wes Montgomery, Sonny Rollins, Thelonius Monk and many others. Learn these in a
few more keys and you'll ger a lor of mileage our of this section with a lictle practice and
perseverance. Notice thar no rhychms are given here. For now, use basic chord torms or chords
you've just learned and scrum rhrough each of these exercises in your own seyle. Next, we'll pur

some rhythms to them to start playing some more familiar songs.

CI3Z TRACK1T
” G13 co9 G13 G13
i ; ; ; J
“_J"zi 1 12 L |
1 e
A C9 c9 G13 E7(}9) |
—r T ] — T ] H
1 | I | 1
T 1 T 1 |
%X}__- — I I . I 1 |
5 @
a A7 D7(29) G13 Bb13 A13 A3 §
—7 T T T ;i | i
1 | S ] 2 ‘ S 1z i rl z i | {
1 | 4 L4 . L4 0 Y . L 7 7 e | H
5r . : T 1 3 | {
s ©
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ESSENTIAL RHYTHMS

Let’s talk about how to play the five essential thythms that will not only help you wirh rhe rhree
basic torms, bur with many others as well. These will allow you to functon in a vaniery of
musical sryles.

Exercise 4 is a rhythm called “four co the bar'. This perfectly exemplifies the 4/4 time
signarure, and 1s a rhychm you'll hear in plenty of classic jazz. Four to the bar is traditionally
played wich all downstrokes on the quarter-notes, sometimes with the occasional upstroke on an
eighrh-note tor emphasis, to suggese a solid rhychm, with chord changes according ro the tune
It often works best when you are supplying the time {no bass player or drummer) or for playing
rhyrhm guirar charrs in a big band — think Freddie Green. Sometimes chords change as fast as
onge per bear, which rakes some fancy finger work, but here we'll serum two bars against muted
strings to get the chychm down, then play rwo bars wich a chord change every two beats. As in
the previous exercise, use basic chord forms or those you have already learned elsewhere. Afrer
you've got the feel of it, try playing four to the bar against the jazz blues in exercise |

Exercise 5 is i ‘juzz waltz'. As you might guess it's in 3/4, but a jazz walrts also works
grear in 6/8, just double it up, Also, note the importance of the rests for the feel of the rhyther,
Repear the two bars until you ger a feel for it. After you've got this down, try it on the standard
tunes ‘Alice In Wonderland', "Bluesette”. ‘Someday My Prince Will Come' and "Windows'.

The ‘bossa nova' rhythm in @exercise 6 works great for sambas as well as bossas — a samba
being faster. While there are many variations of Larin and Brazilian rhythms used in jazz, this
15 a great one ro seart out with, and it s multi-funcoonal. Listen out for these rhythms in the
standard runes "Blue Bossa’, 'One Norte Samba’. "Wave' and “Triste’, all of which you can learn
yoursclf. (Ger deeper inro these rhythms in che ‘Latin’ chapeer.)

The casy way 1o approach a ‘ballad’ is ro play the root on bears one and three. On beats two
and four play the notes of the chord that are left on the D, G and B strings, as exemplified in
exercise 7. Simple, but effective.

Exercise 8 gives an example in ‘odd time', in this case /4, probably the mosr-used odd
ume signature in juze. Think of 1t as a jazz waltz 1n 3/ plus two exrra quarter-nores: 3+2-5
Many odd time signatures can be played using this concept. Piamist Bill Brubeck's Take Five'
is 4 classic jazz cune i 5/4 that most of you will recognise, and a good one o learn on your own
once you gee this rhychm down. Again, note the major contribution the rests make to rhe

rhychmic feel ot this exercise

IMPROVISATION

Finally it's time to move on to what many guitarises think of as the essence of jazz: soloing and
improvisation. We'll start by talking abour soloing ‘over” and ‘through' rhe chord changes

Learn the € major scale in all posicions and you've also learned the locarion of 1oy related
modes. They are: DD Dorian, E Phrygian, F Lydian, G Mixolydian, A Acohan, B Locrian. We'll
learn more about modes a litdle later in the chaprer, bur for now lec’s use it as a C major scale.
Since a II-V-I in C major is built from the notes of the second, fifth and roor of rhe scale, simply
play notes of the € Major scale over all three changes. The scale generates rthe harmony and the
chords imply the scale. Chords are scales and scales are chords — simple

While playing a C major scale may not muke you sound Like Joe Pass, 1t will be a fairly casy
and melodic way to stare playing ‘through’ changes — improvising in the scale of the key of the

tune, while the changes go on behind your solo
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Another way that jazz players solo to chords is to use a difterent scale for each chord. Chord-
scale relationships is a way to starr playing ‘over’ the changes insread of through them. One is
not better than the ocher, just differenr.

Playing over the changes reflects the sound of cach chard in a II-V-I progression. For the 1T
chord, Dm7. play in rhe 1D Daorian scale — simply a C major scale starting on the sccond scale
degree: D-E-F-G-A-B-C-1). Over the V chord, G7, play G Mixolvdian, which stares on the fifth
degree of the C major scale. Trs scale spelling is; G-A-B-C-D-E-F-G. Over rhe T chord, Cmaj7,
you're bacl to the notes of the C major scale. Thar's a basic look ar modes as applied o the
theory of improvisarion used in jazz guirar soloing. We'll explore some ways to use each mode
a lirrle berrer in the nexr section,

Righr now, however, let's break down some more elements essential in jaze soloing. We have
alrcady talked about guide tones — the thirds and sevenths that define the quality of the chord
—and chord scales, which reveal the melodic relationships between scale, chord and harmony.

Let’s move on to arpeggios and how to use melodic embellishmenes.

MELODIC EMBELLISHVIENT
Arpeggios outline the targered chord tones (root. chird, fifth, sevench and above) and melodic
embellishment approaches the chord tones chromarically, scale-wise, from above and below. In
the tollowing exercises I've used a Dm7 arpeggio and have shown several ways ro approach each
chord tone to produce a more melodic effece. By combining nores thar are chromarically above
and below the rargered chord rones, our plaving becomes more melodic and srill defines rhe
harmonic sound of rhe chord, in this case Dm7. Exercise 9 rakes a chromatic below’
approach to the chord rone (guide tones are indicated by arrows in the excrcise). Exercise 10
uses a scale tone above approach, while @xercise 11 combines the two in one approach and
exercise 12 combines them in another. EXercise 13 uses 4 double chromatic below and
exercise 14 o double chromutic above,

Now do the same {or G7 and Cmaj7 and you'll hear what we're getting ar. When combined
with other concepts (guide tones, chords, scales and arpeggios) melodic embellishments will ger

us closer to some of the ways jazz lines are created.
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You now have a handle on many of the essential building blocks of juzz soloing, so let’s
examine a series of different ways of combining these melodic approaches to chords and scales
in order to develop a variery of solo lines wich different moods and feels, srarring wich the

extremely simple and building to some more complex approaches. Scill in our familiar key of

C major, we'll use our four-bar [I-V-1 progression of Dmin7, G7 and Cmaj7 over || grear
ways ol building your solo lines.

Play them individually to hear how each approach works, then ery stringing selected examples
together — or even all of them — tor a long solo rhar shifes berween techniques. When you ger che
hang of i, record the chord progression for as many bars as you like and try playing along.

There isn't a whole lor to say abour each exercise; you just need ra play through cthem to
hear and feel how each approach works. EXercise 15 starts us off simply hitting the guide
rones; @Xercise 16 rakes it a step (urther, linking thirds and sevenths. Exercise 17 uses
‘ocrave displacement’ to run down trom the 11 roward the V, then jumps to the octave and runs
down to the I, while exercise 18 uses an example of ‘altered tension’ in the tlatted ninth.

Exercise 19 picks up the pace with eighth-nores (squeezing three into a triplet tor
starcers, to boot), while exercise 20 keeps it breezy to outline minor seventh arpeggios over
the changes. Exercise 21 gets vour fingers stretching a licele furcher with ‘interval leaps,” and

exercise 22 ocutlines some short hops in lines made up of jumps between fitths.
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We'll wrap up our 11 technigues tor developing juzz lines wich three more effective approaches,
still using our I-V-1 progression in € major (Dm7, G7, Cmaj7). Exercise 23 shows you a
“chord over chord techmigque, which layers chords on rop of each orher. Exercise 24 uses
motits . melodic rifts similar ro each orher in shape and feel, rthar move with the changes.

linally, exercise 25 uses ‘chromaric’ lines — runs thar move shorr inrervals for a tghe.
occasionally off-key sound thar seill falls in ar all rhe nghr reference poines and makes a grear
change from sweet, stricely melodic runs

Alchough these are 'only erghrh-nores. chese lines move prerey swifely ar fasrer rempos,
especially with some of che unfamiliar ronal leaps required. so rake vour time and go ar them

slowly ac firse. building speed wirh pracrice

21372 TRACK13

£ 1—a —0—3—3—5—7—10——7
B— 1—4 0—3—2—4 1—3—
G = 2—1—3 0—2
© 0—2—3 + —
A —=
E = =!

1

= e 4% TRACK14

3 585 5 4—7—4 4 30 1
a 6653 6———6—4—2—1 3—1—3—0 1 i
G = 2—0
D — -2 ——.
A — -
E

1

} |
=
LaeT") =

£l L ] |
8 0 3—2 1 2= 0 1
& 1 3 2—3—0—+2 2 1—2 1 ——0—3—1—0
B 4__-— oF 2
A + ~
£ 5 —

a 1

[ D E B N




ESSENTIAL SCALES AND VIODES
Before concluding our exploration of jazz guitar with a bebop excrcise, let's look bricfly at a few
techniques that will help you extend your playing beyond the obvious clichés and simple
melody lines, It this chaprer has whetted your appetite to explore jazz guitar further, you can
expand on these concepts on your own, or seek out more in-depth instruction
The tour essential scales to know are the major scale, melodic minor, diminished scale and
the whole-tone (or whole-note) scale. Knowing their spelling and scale formulae will aid you
greatly in knowing how to use them. We'll look at them 1n our old triend C major, but once
learned they can be transposed to any key to give you a tull arsenal of improvisational tools
Here are the chords built from a C major (lonian) scale and its corresponding modes. As we
briefly ciscussed earlier in rhis secrion, you find rhese modes in any key by playing the major

scale in rhar key bur starting on each subsequent nore racher than on rhe roor (1), Thus

Cmaj7 C lonian

Dm7?7 D Dorian —
Em7 E Phrygian =
Fmaj7 F Lydian

G7 — G Mixolydian -

Am7 A Aeolian

Bm7.,5 B Locrian

So rthe ftollowing relarionship would give you a modal approach to soloing over our tamiliar

1-V-1 changes in € major

Dm7 G7 Cmaj7
use: D Dorian G Mixolydian C Major Scale

C melodic minor is an casy variation of C major, simply: C-D-E,-F-G-A-B-C. Two modes thar
are extremely useful are builr trom the fourth and seventh degrees of the C melodic minor scale.
They are: F Lydian ,7 and B altered dominant. Play F Lydian ,7 over F9#4 chord types; play B
aleered dominante over B70#9, B7,9, B7,5, B7#5.

Dimimshed scales come in two types: ‘whole-step half-step’ and “half-step whole-step’
They have the same notes in the same order: only the starting note s different. A whole-step
half-scep diminished scale like C-1-Fj,-F-Gh-Ab-A-B-C goes well over a C diminished chord
A hall-step whole-step diminished scale starting on B works over these chord types: B7,9,
B7#9, B7,5, B13.

The C whole-tone scale is: C-D-E-F#-G#-B,-C. Play 1t over C aug, C7#5, CO#11 and chords
of that type. Remember chords are scales and scales are chords. One umplies the other. For

example, look at D Dorian — the notes of the scale reveal the chord qualities:

DEFGABCDETFGABTCD
R b3 5 p7 9 11 13

D Donan sounds grear over a 1Dm7, Dm9, Dm 11 and even Dm 3 chords (somenimes the | 3ch will

appear an ocrave lower as the sixch). Now look ar a G alrered dominant scale over a G7 chord

G A, B C D E F

= Root |,9 #9 M3 },5 #5 v

Play this scale over G7, G7,9, GT#9, G7,5, G7#3, or any combination of thesc.
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1i-¥-1-¥V1 BOP LINES

Exercise 26 offers cight bap lines over a new progression, II-V-I-VLL in a new key, D major.
(The chords from the first four bars repeat throughout cach four-bar line, though you can ey
vour own variations,) Ilave someone play the chords or tape them to hear the sound of che line
and its various degrees ol tension.

Not enly arc they eight useiul lines to study, but they can also be played 1o one continuous
erucle, As always, stare off slowly at first then build speed as vou get the hang of it. Speed in
irself isn't the objective; we're looking to build melodic and harmonic awareness and compile a
handy bag of lines (derived from scales and modes) to use as improvisational building blocks to
apply to vour other playing.

Try to work out appropriate chord voicings for vourself to use in vour own backing track.
As an added challenge. refer back to the Essenrtial Scales And Mades page ro help yvou analyse
some of these licks. | hope vou have fun wirch chis exercise and 1t helps you to mascer some of

those grear lines rhar you've heard vour favourite artists play.
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CHAPTER 8

Gypsy Jazz

Every so often a musician comes along who is so original, so technically adept and so
influential that he spawns an entire musical genre based solely on his own style. The
virtuosic Gypsy guitarist Django Reinhardt was such a figure. Django’s brilliant
recordings with the Quintette of the Hot Club of France forged a uniquely European style
of jazz, with influences ranging from Louis Armstrong and Duke Ellington to French
musette and Hungarian Gypsy music. This music, and Django’s playing in particular, has

inspired generations of players ever since. {

dance halls of Paris. His promising career in music was nearly ended when his lefc hand |
was severely damaged in a fire. Fortunately, the pull of music was too strong for Django,
and against all odds he retrained himself to play guitar by using mainly the two uninjured fingers ¢
of his left hand. During this period of convalescence Django discovered jazz, which subsequen
became his life long passion and set him on course to changing the very music that possessed his

Although Django's music influenced nearly every other jazz guitarist after him (inc
Charlie Christian, Barney Kessel, Kenny Burrell, and many others), the only musici
mainrtain the pure Django style were the Sinti Gypsies of France, Germany, and the
countries. Hence the name, ‘Gypsy jazz’. From Django’s deach until the 1990s, perform
Gypsy jazz outside the Gypsy community were relatively rare. The immense
contemporary Gypsy guitarists such as Boulou Ferré, Stochelo Rosenberg, and Biréli
mostly unrecognised until a recent revival which has brought increased aware
wonderful style. Gypsy jazz is now flourishing not only in Europe, but also in Nof
Japan, Australia, and diverse other parts of the globe.

To give you a sense of this style, I have compiled a number of exercises that
of the types of idea Django used in his solos. Before we continue, readers sho
Gypsy jazz has a much more systematic approach to technique than most co
guitar styles. Because Gypsy jazz was mostly transmitted via oral ctradicie
generarions of Gypsies, approaches to picking, improvising, accompaniment
become highly standardised. Most of these techniques were originally used b;
remained part of the genre because of their effectiveness and musicality.

Throughout his teens, Django paid his dues accompanying musette accordionists in the A

o successive o
i so forth have

g%aand have g




_ and p:ckmg techmqurs 1
contradicc contemporary jazz guitar w;sdem_ gh much of Djangos musn: C
using more conventional techniques, there is nct
arricularion between these and the pure C
when playing on an acoustic instrument
Django, and nearly all other ¢
style of picking is ideally suited
volume, tone, and speed withou
hand technique is a plectmm e
as ‘apoyando’ or rest scroke, Wher
the fingerstyle stroke ~ reduce
and a loud, full tone. In a-di;li;;o_n,::
physics by using the weight of the |
same manner as a hammer falls on a 1
Unlike the more commonly used ‘free
through the string, the rest stroke a tivates E‘ﬁe string by letting the p:ck hand fall pr:manly i
using gravity rather than your muscles to provide the necessary force. A rest stroke is comple,;gd i
by letting the pick rest on the next ad]aﬂent stnng, hence the hame. The result s \rol
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ARPEGGIOS
One of the defining characreristics of Django’s style was his heavy reliance on arpeggios.
Exercise 1 demonsrrares a Cmajl 3 arpeggio (with no ninth) thar Django often used. Notice
that it can be fingered mostly — or entirely — wirh rwo fingers. EXercise 2 is a Cmajl3
arpeggio, this time including the ninch, Exercise 3 is a minor 6/9 arpeggio played as triplets.
Dijango had a strong rendency ro place emphasis on the sixch and ninth chord tones (in the
key of C, rthe sixth/13th is A and the ninth is D). The sixth and ninth tones are only mildly
dissonant, bur since they are ourside of the basic tnad (root, third, and fifeh) chey help to creace
some harmonic interest. The 6/9 sound (borh major and minor) is extremely pervasive in the
playing of Dijango and his Gypsy conremporaries. Major sevench and minor seventh chords
became more common in the bebop that followed. Django's larer recordings incorporare some

ol these more modern sounds.

DORIAN MODE

When Django did play minor scale passages, he often used the Dorian mode (seen in @Xercise
4) to achieve the minor 6/9 sound. The Dorian scale difters from the natural minor scale in that
its sixth scale degree 15 a semitone higher, o major interval rather than a minor. The major sixth
(the note B in the key of 1), used in the minor sixeh chord, creates the ‘minor sixth sound’ that
Django preferred. Nouice chat since the Dorian scale is built on the 2nd degree of the major
scale, the 1) Dorian scale has the same key signature as the C major scale. So C major and D
Daorian are made up of the same pirches: the only difference is usage. Exercise 5 demonstrares
a Dorian-based parrern rhar Django used Exercise 6 demonstrates how Django used a

combinarion of Dorian scalar and minor 6/9 arpeggio wdeas ro link a Cm6 chord toa Gm9 chord.
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MIXOLYDIAN MIODE

When playing over dominant chords, Django relicd heavily on the Mixolydian mode, seen in
exercise 7. The Mixolydian mode differs from the major scale in that its seventh scale degree
15 a semitone lower. The flattened seventh (the note Foin the key of G) creates che “dominant
sound” that i1s desirable for dominane chords.

Notice thar since the Maxolvdian mode s buile on the titch degree of the major scale, 5 G
Mixolydian mode has the same key signature as o C major scale. So C major and G Mixolvdian
are made up of the sume pitches: again. the only difference is their wage Exercise 8
demonstratcs a G Mixolydian run that links w o C major arpeggio

Dyango also frequently employed che "bebop Mixolydian” scale when playing over dominane
chords. This scale developed in the hebop era of the 19405, However, irs exisrence can be rracedd
as far back as Louis Armsrrong’s 1927 solo on "Horrer Than Thar'. Django, who was heavily
influenced by Armserong, also made exrensive use of rthe virious “hebop scales”,

The bebop Mixolydian scale adds an extra passing wone o the normal Misolydian mode so
thit chord toncs will Ll on the bear, The passing tone falls in between the seventh scale degree
and the root, as demonstraied in @Xercise 9. In the Mixolydian bebop scale you ger the roor
third, filth, and flactencd seveneh chiord cones all talling on the bear. These chord tones make
up the basic structure of a dominunt chord and theretore are the serongese targer notes
Exercise 10 shows how Djungo used the A Mixolvdian bebop scale over an A7 chord
resolving o a D6 chord

Django used numerous arpeggios thar targer the flarrened sevench, ninth, and 13rh chord

tones. EXercise 11 demaonserares a Django-seyle GUS arpeggio
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HARNMORNIC MINOR

The harmonic minor scale was an integral parr of Django's sound. The harmonic minor scale is
idenrical ra the natural minor, with the exceprion of a raised seventh scale degree. demonsrrared
in exercise 12.

The raised seventh scale degree allows for strong resolution o the tonic chord. So, in the
key of D minor harmonic, the sevenrh scale degree is C#, which s che third chord rone of A7
(the dominant chord in D minor harmonic), The D minor harmonic scale also has rhe nore By,
which is the flattened ninth of an A7 chord. Although Dijango would occasionally use the
harmonic minor over a minor chord, he mostly used it o achieve the ‘dominanr seventh' and
flattened ninth’ sounds over dominant chords. Exercise 13 demonscrares how Djanga used

the harmonic minor scale ro go from A7,9 to D minor

DIMINISHED ARPEGGIOS

Django also made extensive use of the dimimished arpegrios, as demonstraced 1n @xercise 14
Diminished and  dominane artened  ninth arpeggios have nearly the same pitches (rhe
diminished arpeggeio lacks the root of the chord). Dijango used these devices to rake advanrage
of the flarrened ninth chord cone. I you ascend a diminished arpeggio o semitone away from the
roor of any dominant chord, you will auromarically ger the desirable third, fifth. flarrensd
sevenrh and flactiencd ninth chord tones. Exercise 15 uscs o diminished arpeggio o link an
AT chord to a Dm6/9 chord.

Exercise 16 uses o diminished arpegieio with some chromatic embellishmenr ro link a
D749 chord 1o a Gm7 chord. In a similar manor, but using a ditferene approach, exercise

17 uses a diminished based arpeggio to link an A749) chord to a D6 chord
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PICKING TECHNIQUES
Exercise 18 demonstrates a sweeping diminished arpeggio thar keeps repearing the third,
fifth, flatrened seventh, and flattened ninch of a G dominanr chord. The same exact parrern can
be used over a D minor chord to get the root, flattened third, flattened fifth, and sixth chord
rones. The flattened fifth offers an effective dissonance that Django also used extensively

Norice the sweeping right-hand picking pattern used in Exercise 18 (up-down-down-
down). Django used this patrern to achieve a number of virtuosic effeces. Exercise 19
demonstrares this same picking paccern applied to the chord changes of the contemporary Gypsy
Larin standard ‘Bossa Dorado’. This pattern is commonly used by Dutch Gypsy guirar virtuoso
Stochelo Rosenberg

Exercise 20 demonstrates another picking pattern Django used extensively. It repeats the
strokes down-down-up to create a syncopated effece. When used in conjunction with chord
tones, one achieves a pleasing vircuosic effece. Exercise 20 also uses chord tones thar ourline the

chord progression for the last eight measures of Django’s classic composition "Minor Swing.'
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Exercise 21 uses the down-down-up pattern to play a G major scale in descending eriplers.

(Note that the first down seroke is absent.)

VIRTUOSO TECHNIQUES

Exercise 22 demonstrares a G major enclosure pattern that Django made frequent use of. An
enclosure is when you embellish 4 chord rone by playing a note above and below. Django olten
used the pattern to achieve a lightning fast double-time effecr.

Exercise 23 dcmonsrrares a series of ascending arpeggios, Django used tchis type of idea
often. This particular version works well over ‘rhythm changes’ chord progressions. The chord
symbols above the music are the mose liceral interpretation. They arc only a suggestion. You'll
find rhar this idea works well over numerous ocher chord progressions as well. Play chrough
rhese exercises as often as you can to become familiar with the style and feel of Gypsy jazz, then

tey putting some rhychmic and melodic weas togerher for yourselt
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CHAPTER 9

Celtic

From its banshee-crazed jigs and reels to its heart-rending ballads, the Celtic genre
possesses some of the most moving, emotive music known to mankind. Contemporary
Celtic music evolved primarily from the dance music traditions of Ireland and Scotland.
Historically this music was played on the fiddle, flute, pennywhistle and various types of
bagpipes, without accompaniment of any kind. The characteristic rhythmic drive of Celtic
melodies allows them to sound complete on their own, which makes it possible for a
single fiddler to be a one-man dance band. But the energy and vitality of this music have
driven countless guitarists to seek out the style, and to perform it both as solo artists

themselves, or as accompanists to the more traditional Celtic solo instruments.




s srill bemg true'to
' 'radman Pwrre

particularly well sulted to recrean g :the sgund of the bagpipe drone swhich,
introduction of the guitar, was l:he only traditional form of accompaniment in Celtic music. Al
of the following exercises are in the DADGAD tuning.

De5p|te the develolament of ﬁngerstyle and ﬁatplcklng approaches to Cgluc gum,r,
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CHORD SCALES

Exercise 1 demonsrrates a D major chord scale. Norice rhar regardless of the chord, the two
top strings (A and D) ring out. The drone pitches are notated with che stems up, rhe acrual
chord tones are norated with the scems down. This is one of the many drone-like effecrs rhat arc
casy to achieve in DADGAD tuning. Also rake note ol the ergonomic lefr-hand fingerings.
These will allow you to switch chords quickly ar fast tempos. (Nore: in chis and all other
exercises, the chord nomenclature does not take inro account the drone picches ) Exercise 2
demonstrares the 1D minor chord scale

Another advantage of the DADGAD runing is the number of easily fingered ‘neutral
chords. A neurral chord lacks the third chord rone, so it is neither major nor minor. Many Celtic
melodies have a very ambiguouns rhird scale degree. It can suddenly switch back and forth
berween major and minor, acrually be a non-standard pirch berween major and minor, or be
absent altogether. Bagpipe drones are also neutral, so these chords strongly imply the sound of
the bugpipes. Exercise 3 demonstrates o number of neneral chords,

DADGALD also allows one to easily finger ‘nmisons’ on the sccond and chird strings. A
unison is the same exace pitch played on two scrings simulrancously. The timbrel and intonarion
differences berween rhe two strings produces a pleasing ‘chorus’ eftect remimiscent of
instruments such as cthe 12-string guirar, mandolin, and the Greek bouzouki (which,
surprisingly, has also become a very popular inserument in Irish music) Exercise 4
demonstrates the 1D Mixolydian scale played as unisons on the second and chird serings. The
unison pitches are notated with their stems up, the other drone strings are notared wach their
stems down. The combination of the unisons and the drone strings produces a4 sound

rermuiniscent of the Appalachian dulcimer,
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The Mixolydian scale (i the key of D D-E-F#-G-A-B-C) 1s one of rhe most common scales
used 10 Insh melodies. The flattened seventh scale degree gives it a distincrive sound. Three
orher scales are common in Irish music:

Natural minor (Acolean): D-E-I-G-A-B, C

Dorian DEFGABC

Major DE VG ABCE

The narural minor scale 1s common in popular music and should be very familiar. The
Daonan scale difters from the natural minor in thae its sixth scale degree 1s a semitone higher
The raised sixth scale degree produces a distinctive sound, which is exeremely pervasive in Celric
music. And che major scale is of course the most common scale in Western music, Try adapring
exercise 4 ro the pirches of the major, nacaral minor, and Dorian scales.

DADGAD guitarists also frequently make use of chirds fingered on the second and thied
strings. Exercise 5 demonstrates a major scale in chirds. Try adapeing this exercise to the

pitches of the minor, Dorian, and Mixolydian scales.
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THE REEL

The most common Celtic dance rhythm is the reel in 4/4 time. Celric accompanists generally
avord a ‘two-beat” feel which tends to sound like American 'Old Time' and bluegrass music.
Instead, Celtie guitarises base their accompaniment on an cighth-note pulse. EXercise 6
demonstrates the basic thythm for reels, seraighe cigheh-notes played with alternating down and
up strokes. The entire chord is only struck on the first bear of the bar. The remaining beats are
played on the drone strings only (firse and second strings), keeping the accompaniment from
being too loud and oberusive. Celtic guirarises prefer chin picks (around .Smm). The rhychmic

‘chick” they produce is part of the aestheric of Celtic music.

Exercise 7 demonstrates another way o play an cighth-note rhythm. Instead of

strumming only the top strings, you strum only the bass notes on most beats. Paul Brady and
Juhn Doyle are particularly adepr at playing long sections like this. They mure che other serings,
and oceasionally hir an entire chord as an accent, staying out of the way of the melody.
Exercise 8 gives you the melody and chords for a popular Irish rune called “The Congress
Reel’, in the key of A Dorian, Most of the accompaniment revolves around A minor and G major
chords (T and ,VID), a common pattern in Celtic music. The second secrion can also be played
with rhe same two chords, However, in A Dorian tunes Celric musicians will frequently replace
an A minor chord with a D major chord, and a G major chord wich 2 C major chord. This
suggests that the tune has modulated to 1D Maxolydian (which has the same key signature as A
Dorian). Also note thut the ' major chords throughout rhe arrangement are not natural o A
Dorian (which has an F# in the key signarure). They are ‘borrowed from the natural minor, but

are commonly used this way and sound good nevertheless.

Cix2 TRACK 40
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THE JIG
Anorher common Celric dance rhychm is the jig, demonstrated 1n exercise 9. Jigs are in 6/8
ume, which gives rhem a bouncy tripler feel. To get the correct rhythmic accents when playing
jgs, you must use a down-up-down/down-up-down strumming pattern. This patrern purs a
strong accent every three bears, which is essential when playing in 6/8 ume. Also ry playing
this excrcaise using rhe bass strumming techmique used in Lxercise 7

Exercise 10 demonsrrares the melody and chords for o popular Irish jig called “Fast ar
Glendare'. This rune is in che key of 1) major. Mose of the accompaniment revolves around the
D major, G major and A major chords (1, 1V, V), a2 common chord pattern in Celric music. The
B minor chord is a common subsrirurion for 13 major. The second section of the tune uses rhe
thirds demonstrated in exercise 5, The C major chord does noe normally occur in the key of DD
major. It 1s borrowed [rom the D Mixolydian mode and is used o create some harmonic interese

The melody on the recording is played on the penny whisele. The standard notation reflects
what the pennywhistle is playing, The tablature is a guitar version rhar has been slightly alrered
to make it more idiomacic for the guitar, I you attempt o learn the melady on guitar, oy o
use the jig picking pattern as much as possible: down-up-down/down-up-down. This well help

vou obrain the correct accents for /8 time.
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Exercise 11 s u fingerstyle arrangement of the popular g ‘Bamsh Mistortune’. Thas
arrangement is based on rechniques used by Celric fingersevlists such as Pierre Bensusan, Tony
McManus and Martin Simpson. Use of the DADGAD runing allows one to create a rich, full
sound rhar 1s somerimes called “harp seyle” guirar playing. To maximize rhe harp effece, ler all
nores ring out as much as possible. The ocrave rechnique, which is easy ro execure in DADGALD
runing, s used in rhe chird section of rhe arrangemenr (above)

Irish musicians frequencly embellish melodies wich an ornamenr called a roll”. A roll s
played by adding a grace nore above and below the primary pitch ro creare a rripler. However,
this rechnique doesn’t work on the guitar as well as ir does on the fiddle, flure and orher
rradicional melodic mseruments, Celtic guitarists have devised numerous ways co imirare rhe
sound of a rall, one of which appears in the second half of bar four. A combination of hammer

ons, pull-offs and picked notes creates the eriplet sound of a roll.
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CHAPTER 10 3

World Music

The term ‘World Music’ has become a catch-all in recent years for anything outside the

broad range of popular American and European music styles. it has certainly become a
genre that is too large to encompass easily. With the greater availability of recorded -
music from Africa, Latin America, Asia, the Balkans and the Middle East, guitarists

normally treading the rock, blues, jazz and country paths are bringing fresh new chops
and rhythms to their playing and spicing up the musical brew in the process. Out of the
wealth of World Music styles pervasive today, Latin, African and Klezmer make excellent :
starting points in any quest to broaden your technique.

atin music has long had a following on fringes of pop and rock, and has occasionally found
its way to superstardom, for instance in the hands of a Carlos Santana. The recent
proliferation of Latin rthythms in pop and dance hits, however — along with the close focus
on Lacin styles in Ry Cooder’s popular and influential Buena Vista Social Club — has breathed new,
life into the genre, and turned new listeners on to the infectious rhythms and melodies of th
compelling music.

To avoid some common misconceptions and misuses of the Latin style, we will sta /
learning the original patcerns so you can identify the source of these rraditional runes; thg
can transform chem, if you like, into something more original, or blencj them into the othg
you play. We're going to look at some basic riffs from the Afro-Cuban tradition: ‘son
‘mambo’ and ‘cha-cha-cha’, These are three of the most common styles in a ‘descarg
jam session —and we’re going to examine some of the basic ingredients to help you cc y
hot salsa. This music is all about rhythm, but even a whole heap of rhythm is usef@&/avi
feel. Lacin music is designed to make you move your hips, so if they're stationar Ul haven't
quite got it yet!
NESTOR GARCIA

nfectiously rhythmic, explosively joyous, delightfully melodic, African guigf/is a ¢ that
works its way quickly into your blood and stays there for good. It's as mucl .FE-.c
is irresistible to listen to, and the fundamentals aren’t particularly difficul ”J
little practice and close atcention to the rhycthmic essentials. Once mastered, ig
a style in icself or blended into countless other genres of music to give your
extra life and sparkle. In chis brief look at African guitar styles we're going tofgsjs
Wine' guitar grooves, the Sikyi (pronounced see-chi) and the Amponsah (o
move on to explore the broader ‘highlife’ style of music. As well as sup j!
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LATIN

by Nestor Garcia

In Larin music, the guitar, hke the piano, is used as a percussion instromene; chink drums,
cowbells, anyrhing. The way ro take control of the groove is to use repetitive pattems, juse like
a percussionist would. In chis context, most of the guitar patterns are based on parrerns from
piano and the Cuban ‘tres’| a frected inscrument with threee courses of double strings tuned G,
C and E.

Rhythm parrerns are centred around the ‘clave’. A clave is one of a pair of shorr wooden
sticks used as a percussion instrument in Latin music. They usually play the clave rhythm, a
rwo-bar parcern rhar is considered ro be the cencrepoint of Afro-Cuban music. Sometimes rhey
are referred o as 3:2 or 2:3. This merely refers ro the number of thythmic hies in cach bar.

Exercise 1 shows the two basic rypes of clave: son clave and rumba clave. Away from your
guitar and 0 any possible situacion, tap a clave rhychm wirh your right hand while keeping
time, in quarcer-notes, with your left hund, Then reverse hands, (I've wriceen che son clave in
2:3 as chis is the most common torm used (or cha-cha-cha and mambo, rhough you tind cthem
in 3:2 as well — just reverse the bars.) In 203 clave the guitar starts on a downbeat; the upbears
are in the 3 side of the clave,

Exercise 2 is the parrern played by the timbale player on the side of rhe rimbales, here
combined with a 2:3 son clave. It s called “ciscara’. Use this as a warm-up exercise, playing it
purely as a rhythm parcem, and rthen try to use it in the scale in @xercise 3 and play ir wirh
your own scales and arpeggios, just to ger the idea firmly scated 1n your body.

Exercise 4 is a line based on the parrern played by the ‘tres cubane’, outlining a second
inversion C major triad. Somerimes you can find ir in 1. This is used primarily to play ‘son
montuno’. the oldest form of what we know roday as salsa. This line is plaved 1n the 2:5 son
clave. All the salsa and mambo pacterns are based on son monruno parcerns.

Hundreds of tunes and styles are bascd on the 1-IV-V chord progression: taseer, slower, in
major or minor flavour. Three chords, three inversions and rwelve keys equal 108 possible
varieties of linger entertwinment for a Sunday morning, and you can transpose the line in
exercise 5 over many variations of them. Then add some of these rhychms and you are done.
What about a bit of tapping at the same ume? Perhaps a 2:3 son clave? Sunday atrernoon is
starting to look busy too? 1e's casy to change into a minor feel, if you ignore rhe rrickier fingering.
Just take the thirds of the [ and IV chords and ilatten them, taking them from major chirds o
minor thirds, as in exercise 6. Try transpusing the major riff from Exercise 5 ro orher keys,
then rranspose it into the minor as has been done here {or you. If vou also slow the rempa down
to somerhing around 70-100 bpm, it becomes a ‘guajira’ tempo. Pronounced 'gwa-hear-ah’, chis

is a rradicional music of the peasanrs of Cuba, usually accompanied by tres cubano,

Rumba Clave
2137 TRACK 46 032 TRACK 47
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Exercise 7 is anorher rypical chord progression. similar ro those found on the Buena Vica
Social Club CI) (check it our for some pure Afro-Cuban grooves). It outlines the I-V-V-I in the
key of A minor in 2:3 clave. Transpose 1t to dilferent keys

Exercise 8 is a montuno line, This is one of the most common patterns tound in salsa and
Latin jazz. You may find you'll ger a better feel it you tollow the pulse in ‘cut ume’. It outlines
aDm7 type of vamp but you can use it also over o Dm7-GY progression

Exercise 9 is a typical son montuno line in 2:3 clave. Notice that the downbeat of the
montuno falls on the “two side’ of the clave (the bar with two notes in it), and the syncopated
bar of the montuno falls on the ‘three side’ of the clave. How you use the clave direction depends
on whether the melody of the tune 1s 10 eicher direction (2:3 or 3:2). For the moment just try
to get this line together. Concentrate on tempo and che abiliey to hold e for a long time, Record
the clave and chen play che line over it

Exercise 10 is a parrern in che 3:2 clave. This is a very basic parcern co describe rhe
concepr of playing wich rhe clave, bur remember that there are many variations to rhis patrern,
Ie s just a starting point. Ie maintains the same chord progression as the previous example in
2:3 and begins with an eighrh-note rest,

The basic rhyrhm for rthe cha-cha-cha s found in exercise 11, We all know this patrern

i from the organ riff in Santana’s version of ‘Oye Como Va' Tty to play this line while tapping
{ the 2:3 son clave wirh your foot. Concentrate on the note lengths and don't rush!
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Exercise 12 is going to add some variation to the cha-cha-cha. It would onginally have been
plaved on a piano: here it has been adapred for guicar. It is important to have some co-ordinarion
berween thumb and fingers here, so don't worry if it takes a bit of time to get going. Remember,
this is only & vaniation, so don't overdo it unless you want a really busy teel. Hold it righe.
Playing during a percussion solo, like congas or timbale, requires loes of concentrarion and
a good sense of rhythm. Close your eyes if necessary to improve your concencration and be
relaxed at the same tme. EXercise 13 is a common montuno line, often used over a
percussion solo. This is juse another exercise ro reinforce your thythm. This time it outlines a
€7 mambo in 2:3 clave (remember?). Transpose it. You would use the same parrern over, for

example, D7 to C7, for two bars each, Try taking it through the A blues progression.
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Exercise 14 is che sorr of thing you might find in 2 Mongo Santamaria tune. It's just rwo
triads with 4 nicely syncopared rhyrhm. It you're playing this over a conga solo, be prepared to
play this groove, and only rthis groove, for five to ten minutes — and maybe even longer. You
think it sounds easy, but you'll need ro really focus on your plaving, becavse rhe soloist will be
playing pacterns and (ills that will throw you oft in no cme.

Exercise 15 and 16 arc examples of lines used in mambe and cha-cha-cha. Take note of i

the use of octaves, with fingers one and four of your lete hand, and double srops. Stare playing H
them slowly (90 bpm, cur time) and work up ro 120 bpm. The first example can be played over
Am7-D7 or over just a D7. Hips starting ro move?
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AFRICAN
by Kari Bannerman
Like rhe orher sryles in our World Music chaprer, African music has its rooes far from che guitar
as we know ir. For this reason, ie's imporeant to be aware that much of chis style of plaving has
been adapred for the guitar down the years, and would originally have been plaved on a more
traditional stringed instrument, such as a ‘kora’

The kora is a traditional Senegambian inscrument which resembles a balalaika in shape,
using a large gourd as a body. It does, however, have considerably more serings, which are played
in a harp-like fashion, withour frerring them ar all. Some of the exercises o following will

conrain suggestions tor approximaring this sound and feel on che guirar

SIKYI RHYTHMS

The heartbear of Sikyi and mast Alrican music is to be found in the deum seceion. For pracrical
reasons. we will use a drum machine ro recreare rhar feel.

Exercise 1 is a simple, three-part rhyechm you can see up to accompany yourself with,
Otherwise. if you don't have o drum machine, you could play the bell thythm with a coin on an
empty borrle, as is done in wese Africa. Once you have programmed it in (a ‘cabasa’ s a shaker,
incidenrally) rry to feel the rhythm so rhar you hear the pattern of the bell, and nor the four-
bear pulse of rhe rime signature. It's a pacrern rhar is similar to the ‘chop’ rhythm of reggae but
withour the first beat of che eighrh-nore

Rhyrhmical independence is crucial ro all African music. Some forms have no ume
signaturc at all. being made up of a polyrhychmic seructure whereby, for example, signatures of
214, U4 and 6/8 will coexist in a staggered bar system. This makes them completely

unintelligible to che uninitiated. You have to develop a feel for this music to play it right

Traditional Tunes

The most direct rranslation that I can manage of the folk rone ‘Mumunde (pronounced “Mom-
moo-dey’) char we're going to look at now 18 "Happy Magical Dwari’. Exercise 2 gives us
the melody, the chorus repeating three times from bar four onwards, Play it wich a happy feeling
and record it along with the drum pattern you have programmed, four or five times. We'll use
this as the backing ro practise our other exercises ro. Listen to it over and over again until you
redlly feel ic.

Exercise 3 is a simple rhychmic serum. Even though it is based on rwo chords, the note

and inversion choice is imporrant o recain the (lavor of Sikyi. Play the A minor with a crisp and
| right plectrum action, and rhe G7 a lictle loosee. It you're using a 4-track, record this onto your
tape as well.

You may find that when you play @Xercise 4, you will start o fecl the African vibe
coming through: whar Osibisa used to call ‘criss-cross rhyrhms rhar explode with happiness.
Pracuse 1t with your ever-expanding backing track. Wherher you are playing this with a
plectrum or fingerseyle, pracrise it unul there's a flow, or dance. ro your right-hand action. Left-
hand fingerings are suggestions only (p: thumb, 7 index, s middle). so check them our and chen

make up vour mind.
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Play the groove i exercise 5 smoothly and in time re the backing rape and vou will he
merrily adopted by every Ghanian family in town, for you are now playing Sikyr music. It von
add a ‘head’ with a slur starting on the fourth beat of the intro, and a pulled-off tail on the nexe
tourth bear, you will be playing the seyle as an Ashanti would really play itv. We are using the
Mixolydian mode here, as the I 1s natural, and this can be used as a ool for soloing.

Try playing Lxercise 5 an octave higher than written to get an ethnic Kora feel. Use your
index finger as a capo at the 12¢h fret — or even try it in open position on a Nashville-tuned
guirar (a standard six-string guitar strung with the high-octave strings from a 12-sining, or
similar gauges)

Exercise 6 is a rypical Palm Wine guirar solo intro, which you could join up to Exercise
5 las rhe srarr of Exercise 5 and end of Exercise 6 imply). The phrase is in thirds from 12ch
position and maoves down ro third position. This downward movemenr is characreristic of most
African meladies (see exercise 1), Note also how breaking away from the chirds on rhe toureh
beat adds more character 1o the line you're playing. The line also echoes rhe cyelical, non
resolving nature of Sikyi, which is typical of the vast majority of African music forms. Clever
use ol your whammy bar to shide into the notes will give vou a Sunny Ade “Jup' feel, Agan,

a happy leel is vital belore you can join it up with Exercise 5.

HIGHLIFE RHYTHMS

Our basic rhythm for this style is found in exercise 7. It cannot be overemphasized just how

cructal chythm is to dus kind of music, so make sure vou get 1t under your skin: dance to ic

Make sure the tempo is comfortable; anything from 100bpm to 120bpm will be {ine
Exercise 8 is the melody from the song "Yaa Amponsah’, which is a story about a young,

newly married bride. As before, record the melody and rhyrhm track o play along o
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Exercise 9 is a typical Amponsah guitar groove. Pracrise it with vour rhythm secrion, slowly
at first, gradually building up the tempo until you can reach 1 20bpm comforrably. Essenrially,
it is a fingerstyle or two-fingers-and-plecirum groove, because some of the voicings are
unplayable with a pleccrum alone. In Atrica, because of the dominant influence of the kora and
the ‘nyana’ (another lure-style instrumend). the nghe-hand two-finger picking sivle is
predominant. but use whatever is comtortable

The chord symbols are just a guide; to get the (lavour use my exact inversions. Numerous
varatons of this progression have spawned songs all over west Africa and beyond — just ask
Brian Lno or Mick Fleerwood. It is related to calypso and plays a crucial part in the ongoing

cross-fertilisarion of grooves berween Africa, Lurope and the Caribbean.

Highlife Jazz
Exercise 10 is a rhythm lick using the 7sus (a dominane sevench chord wich a fourch bue no
third) and domunant sevench chords, Hlere we are moving into the area of highlite big bands and
highlife jazz. Tty the more complex chords written undernearh as a jazzier variation. This is
more big band highlife, as it uses these crossover chords, The essence of Amponsah is rerained
i the melody lines, rhythm and bassline, Use a semi-muted. snappy plecrrum sryle ro make rhe
thythms come alive. When you have mastered 1, pracuse it alrernately wich Exercise 3

Exercise 11 is a typical Amponsah phrase used by local gnirarists — rhe sound of rhe
diminished chord 15 very reminiscent of the tonality of several indigenous harmonies and rhat’s
why 1t's used. This exercise 1s really quite simple. Stare wich the diminished read and jusc move
the shape down the fretboard, retwimng the lingering until you hit the F6 chord and C. The
tollowing phrases are played in sixths, much like those played by Steve Cropper at the
beginming of Soul Man' by Sam and Dave

Finally. exercise 12 gives you an impression of an Amponsah bassline. Note the
syncoparion and polyrhyrhms againse rhe goirar. Practise uneil you really feel ic. when vou don't
need o rhink of nores, bars or phrases. This is called “adakamu’ sevle, as ic is craditionally

adapred from rhe phrasing of rhe square box bass drum: adakamu means ‘box”.
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KLEZMER
by Michael Horowitz
In the Old World, klezmer was performed primarily on the violin. A ‘cymbalom’, an instrument
similar to the hammered dulcimer, was used for accompaniment. Later the clarinet and brass
instruments were added. The ‘klezmorim’ in New York adopted clements of jazz
instrumentation, most notably a piano, bass, and drums rhythm section. The guitar is a very
new addition to klezmer music which wasn't really used before the 1980s

In most cases, the guitar will imitare whar the cymbalom, and later the piano would
traditionally play. However, the role of the guitar in klezmer music is being explored and
expanded by numerous ralented guirarists. Jeff Warschauer's CD The Siuging Waliz features
tingerstyle guirar arrangements of klezmer tunes. David Fiuceynski's electric guirar work wich

Hasidic New Wave combines clements of avant garde jazz, rock and even heavy metal.

RHYTHMS

Exercise 1 demonstrates the most basic klezmer accompaniment parrern, the two-beat oom-
pah rhythm. Use alternating down and up strokes. To ger the correcr accents, mure on the down
beat and let the chord sound on the off beat. Another chythmic partern rhar is often played along
with the more basic oom-pah rhythm is displayed in exercise 2. This partern produces a
syncopated effect by placing an accent every three sixteench-nores. The partern ‘resers’ cvery
measure. The accented bears are played with a downstroke and the chord is sounded. The
unaccented beats are played with upstrokes and the chord 1s mured. Traditionally, the piano
would play a straight oom-pah rhychm, while the drums played this syncopated thythm. It
works well, however, ro play eicher of these rhythms on the guitar, individually or

simulraneous|y.

THE FREYGISH AND MISHEBERAK SCALES
Exercise 3 demonstrates the D freygish, or altered Phrygian scale. It is the fifth mode of the
G harmonic scale. So if you take any harmonic minor scale and stare from the fifth scale degree,
you'll have the pitches for the freygish scale. The augmented second interval (B, to F#) produces
a very distincrive sound. Notice the unusual key signature, which has two flars and a sharp. This
exoric-sounding scale 15 used in a great many klezmer melodies, the most famous of which is
‘Hava Nagila'. The freygish scale is also found in Greek, Turkish, Arab, and Flamenco music.
The D Misheberak, or altered Dorian scale, is shown in @xercise 4. It is the fourch made
of the A harmonic scale, so if you take any harmonic scale and stare from rhe fourch scale degree,
you'll have the pitches for the Misheberak scale, The sharp fourth scale degree (G#) and the
natural sixth scale degree (B) procduce a very distincrive sound. Notiee the unusual key
signature, which has only one sharp — but a G# insread of the cusromary F#. Misheberak is most

common among Jewish musicians, bur is also used in some forms of Romanian music.
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ODESSA BULGAR

Now we re going to put it all rogether to play a complere rune. EXercise 5 demonstrates the

melody and accompaniment for the classic klezmer rune 'Odessa Bulgar'. A ‘bulgar’ is one of the

most common types of klezmer runes. Iris in 2/4 nme and 1s usually plaved at a quick tempo.

The entire melody 1s derived from rhe Misheberak scale. ‘Odessa Bulgar has three sections. and

the last section is played in ‘stop rime’, which means you only hit a chord at the beginning of

the measure and then lay our. Notice thar on the recording the rhythm switches back and torch

between the thythms demonstrared in exercise | and exercise 2, Enjoy!
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CHAPTER 11

Advanced
Fingerstyle

Alternate tunings have been an essential part of the development of modern fingerstyle
guitar. Their use is not a necessity in achieving an advanced level within the genre -
players like Duck Baker or Tim Sparks rarely, if ever, use them - but it can't be denied that
they have become a major aspect of expanding the instrument’s tonal palette. Combine
these tunings with the agile virtuosity and advanced technique of many players today,
and the acoustic guitar becomes an instrument with possibilities that few could have
imagined in the early days of the guitar’s popularity.

Ithough a variety of guitar tunings must have played a role in the instrument’s music
prior to the evolutionary establishment of what we now call ‘standard’ tuning
(EADGBE), the most easily documented history of using alternate tunings leads us
back to the blues players of the early 20th Century. Folks such as Robert Johnson, Big Bill
Broonzy and Tampa Red often tuned the guitar based on the sounds they liked, rather than an
established rules of how it was ‘supposed’ to be done. In most cases, these players ended up _wich
straight ‘open’ tunings, which actually sound like a chord when the open strings are strummed.

like you fall into this category, let me add that I'm as guilry as anyone. But to bt k 9’}511: of the
box, you ought to try a handful of less common or harmonically more complex i nings.

One of the easiest ways of adding to your repertoire of alternative tunings is to xéﬂore those
that spell our minor chords. While it is true that these have the same inhere tfa.lls as major
tunings, they are used far less frequently, and you might be surprised by cheir possibilities. In

this chapter, we'll take a look at D minor and G minor tunings. If you're Ea.mxhar: with their
major counterparts, these should only require a short adjustment, as only one string is retuned.
The other family of tunings to look into are those that spell out neither a major nor a minor
chord. Probably the most well known of these is Dsus4 tuning, which is generally referred to as
DADGAD. This is probably the single most popular alternative tuning used by modern




bottom three strings provide :
voice of its own, it is much | : .

gs translates to the other.
playmg the g ;bultar in Wa)is '

as if you have to learn an entirely new mstrumenr For certain gmtmsts, this lEa.ds to a state of -

‘ignorance is bliss’, and a lot of beautiful tunes have been written by rwisting the pegs and
noodling around until a song appeared. If your approach ro understanding the guitar is mo
analytical, however, then it usually helps to look at how various tunings interact,

The good news is that many alternate tunings share a lot of common ground with each othe
as well as standard tuning, and it pays to stop and take a look at what intervals are involved. The
simplest example of this would be dropped D tuning;-which I'm assuming you’re familiar with
already. With dropped D, only the sixth string changes, leaving you free to play everything yo
know from standard runing on the rop five strings. As you ‘Il see in the following examples, man:
tunings that may seem more radu:ai share $ ommo o
TEJA GERKEN e




DADGAD TUNING

Ler's start with a look ar DADGAD. Since you've only retuned the first, second., and sixth
strings, everything you know from standard tuning can still be applied to strings three, four,
and five. If you play rhe C major scale in @Xercise 1. you will recognise thae it is played
cxactly the same as if the guirar was never recuncd. You could move chis scale parrern up and
down the fingerboard co play in every key, and you'd never know chat you were in an alrernare
Luneng.

Similarly, lec’s have a look ar the C-G-D3 (D5 is a D chiord with no third) progression in
exercise 2. Once again, cthe fact that you're in DADGAD doesn't change where che notes for

these rriads come on che strings in guestion, allowing you to play everyrhing you already know.
OFf course, simply playing closed-posicion scales and chords is hardly the point of using an
alrernare tuming, so let's check our the nexr two exercises.

Exercise 3 shows the same exacr € major scale as Exercise 1, but fingered with the use
ol open strings, which instantly lends o bigger sound as ic allows you to keep strings ringing
longer. Exercise 4 adds apen sirings 1o the Goand D chords of our previous example, giving
the resulting sound a muoch bigger and more resonating qualicy than can be achieved nsing
standard tuning.

This same concepr can be applicd w other tunings. A closer look ar 1 minor runing reveals
that strings four and five arc unchanged. More importantly, however, strings one, rwo, and chree
are all changed by the same interval — a whole tone down. This means that everyrhing you know
how to play on the rop three strings in standard tuning can be applied, as long as you keep in
mind rhar it will sound « whole-step lower. EXercise 5 shows a C major scale that follows an
idenrical fingering pattern to u major scale played on rhe top three strings in standard tuning
Exercise 6 shows a D G D A chord progression, and you'll notice that the shapes are familiar
fricnds from standard cuning. Exercise 7 adds bass notes to the progression.

Exercise 8 is very similar to our previous DADGAD cxample (Exercise 2). bue played in
Orkney tuning, CGDGCD. Nore that it uses the same exace fingering and intervals. only moved
over one string. This illustrares how, even though the grouping of strings used for the exercise
is tuned to different nortes, ir fearures the same intervals (fourthis), resuleing in the same relarive
chords, which are now F, C, and G. Exercise 9 shows the progression wich added open
strings. Because we're still dealing with familiar intervals. ic's also easy o play scales on serings
two, three and four. EXercise 10 shows another C major scale using the same fingering as
previous examples. Ir's interesting to compare this scale with exercise 9, as ic illuscrates how the
very same notes may fall into complerely different positions on the fingerboard once the tuning

1s changed.
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Obvwiously, there are limits to how much common ground you're going to find berween
various tunings. G minor tuning (DGDGLD) only has one pair of strings (third and fourth)
that are identical to standard. The fifth and sixth strings, however, are both lowered by a whole
tone, which allows you to use the same principle mentioned in relation to the first and second
strings in DADGAD. You'll also notice thar G munor and CGDGCD (Orkney) only differ by
two strings, creating loes of familiariry from one 1o the other.

As you see, it's worth the effort of looking into similarities between tunings. By all means,
keep the freshness of playing in an ‘innocent” and unfamiliar tuning, but you might also want

to analyse what's at hand and se¢ how much of what you already know is applicable.

MOVING BASSLINES

One of the elemenes that scparates many contemporary fingerseyle compositions or
arrangements from carlicr, more blues-based approaches is the use of a moving bass line, More
rraditional styles such as Travis picking are vircually defined by reperitive alrernating bass notes.
While this technique otters the opporeunity for a drving chychm, it can have a tendency to get
staric if applied to other styles of music. Influenced by classical music as well as jazz, folk-
baroque guitarists such as John Renbourn began using more flowing bass lines, often adding
rhyrhmic as well has harmonic variety. Exercise 11 shows a simple descending bass Line macde
up of half notes in DADGAD tuning,

Exercise 12 adds a melody and simple harmony, and, even though we haven't altered the
basic two-bar bass line of Exercise 11, we now have a simple cight-bar tune, which is a section
of my composition ‘First Smile’. Notice how cven though First Smile’ is played in DADGAD,
the tune is in the key of A minor, demonstratung how alternate tunings can be used in keys other

than cheir obvious, open-string tonality.

MOVING AROUND THE FINGERBOARD
Regardless of tunings and seyles, one of the challenges in keeping a composition interesting on
the guirar is finding different ways of playing the same theme. One good way ro accomplish this

goal is to use different serings and positions on rhe fingerboard ro play the same melody.
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Let’s have a look at the excerpts of my composition ‘Tler Red THair' in exercises 13 and

14 Taking advantage of the open strings available in G minor tuning, I begin by playing the

theme on the first sering, while arpeggiating on the open second, third and fourth strings. In

the variarion (exercise 14), which differs from anything found in che full composition self, I

start the melody on the open chird sering, and choose a more syncopated rhychm instead of the

arpeggios as an accompaniment. | also decided to vary the turnaround on bars seven and cighe,

which is now moved up the neck and involves open-string harmonucs.

In the context of the entire composition (which follows on the tour pages aiter the next),

these examples could provide rhe basis for ewo variations of an ‘A section’, and while

distincrively different, borh underniably fearure che same strucrure and melody
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NATURAL HARMONICS

Ler’s ralk a litrle more about the harmonic notes introduced in the second variation of ‘Ter Red
Hair'. If you're not familiar with playing harmonics, then srare our by experimenting with their
mast accessible position on the guitar, right above the 12rh frer. Just touch any string directly
above the frer (rather than behind ehe free, as you would if wanred o push down and tret the
note), and pluck the sering as you would normally. Tr may rake a few tries, but what you will
hear is a ringing, overtone-rich note that’s an octave above rhe sound of the fretted note.
These harmonic notes are casily available ar che fifrth, sevenrh, 12ch, 17th, and 19th frets,
and wich a Lictle fincsse you Il tind char you can also coax them out of the instrument in other
positons. Many contemporary fingerseyle players will often scrum all six serings while tingering
a harmonic position inscead of playing an open string chord in an alternate tuning, adding
complexity to their composition or arrangement. This technique works tor single nores as well
as open chords, and as chese examples show, can ofren be integrared inco more involved scetions.

The complete rranscriprion of the composition ‘Her Red Hair' in G minar runing follows.
b I £
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SLAPPED HARMONICS

Whar if you wanr rhe effece of harmonic nores, bur your frereing hand is busy elsewhere on the
neck? Even though rhere are himits ro how ir can be effectively used, you may rey ro use your
picking hand to slap the strings directly above the harmonic position thar you wish ro access. If
you've listened to Michacl Hedges or Preston Reed, then you have heard slapped harmonics, as
these players defined the technique. With a Licde bic of practice, slapped harmonics can add a
greae sense of rhythm and drama ro a tune, making rheir use a favourire among contemporary
fingerstylises

As a techmigue that's not pare of the ‘Segovia-approved’ set of rules, it helps grearly to have
the advantage of seeing someone use harmonic slaps before actempting to apply them yourself
However, a lictle experimentation should allow you to achieve the desired results i any case
The general idea of slupped harmonics is to whack very quickly the desired strings at one of the
harmonic positions of the fingerboard, using the fleshy pare of che firse digie of a finger. | cend
to use eicher my index or middle finger, ofren alrernacing beeween the two. Once again, che face
thar runings such as DADGALD (which we return to now) offer a quick power chord on the
bottom three serings rurns our to be an advantage in slapping harmonics.

In exercise 15, | slap the open borcom three scrings with my righr-hand index finger
exactly above rthe | 2eh frer. | then use my left hand to hammer on the chord ar the second free.
tollowed by a 12ch trer slap of rhe open second and third strings wich my right-hand middle
finger. Continuing ro hold rhe chord, 1 now slap rhe borrom rhree srrings again wirh my righr
hand index finger, bur this cime T do so above the |4ch frer, an ocrave above rhe frerred nores.
You may want to listen ro the recorded example ro ger an wdea of whar this should sound ke of

you re new to this technigue
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Slapped harmonics are used lurther in my tune “The Groomsmen' (which finds us back in
DADGAD). Exercise 16 starts out with a four-bar phrase of straightiorward fingerpicking,
then uses nghe-hand slaps t add drama to the tollowing turnaround. Iammering on the chords
on the three borrom serings at the eighrh or seventh frees, | again use the techmque of slapping
with my righe-hand index finger an octave above the trected notes, that is, ar the 20th and 19th
frec. 1 use my nghe-hand middle finger o slap the open treble strings above the 12¢h iret,

necessitating a swift movement between the two positions as I slap
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RIGHT-HAND FRETTING

When you first learned o play the guitar, you were probably told that one hand is for freecing
and the other for strumming of picking. In modern fingerstyle playing. rhis may be only
partially true, as it's nor unusual occasionally ro frer notes with whar would ordinarly be your
‘picking” hand

Let's have a look ar exercise 17. which consises of another shorr excerpr from my
composition “The Groomsmen'. In this case, I'm using my righr index finger to form a barre
chord over serings five and six. Similar to a standard hammer-on with the lefr hand. this has to
happen with a Lictle biv of torce, in order to coax out the sound of the frecred nores

While playing these basic mot/fifth power chords by rapping with my righr hand, I'm
hammering on and releasing the third and fourch serings ac che second fret wich my lefe hand
during the firse ewo bars, then swirching fo hammer-ons and pull-offs for the shore melodic
phrase in rhe chird bar, The entire section is played without any ‘normal” picking or strumming
Due ro rhe spread of notes, 1t would be diilicult, if not impossible, to play using normal playing
rechnicues.

A complete transcription of *“The Groomsmen” follows on the next four pages
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D MINOR TUNING

Now let’s venrure into 1) minor tuning (DADFAD), with some excerpes from my tune 7 Years'
It uses a similar righe-hand frerring rechnique, so we can explore rhar idea furcher along the way.
Exercises 18 ro 20 show three different approaches ro playing rhe same secrion. Exercise
18 combines nghr-hand frerring with harmonic slaps, while exercise 19 shows rhe phrase
played conventionally. Exercise 20 fearures a descending bass line on che sixch string, for
which I finger the notes ar rhe sevenrh and rhird frers wirh the right-hand index finger. In this
case, rhe same nores could casily be played wirh jusr the lefr band, bur the addinion of righe-

hand rappings gives the passage a stronger chythmic feel

BEHIND-THE-NUT BENDS

You will notice that exercise 19 also introduces a new way to ‘bend’ a note. By pushing sideways
on the second string behind the nue, berween che posts of the first and second string tuning
pegs, its possible o achieve an effect chae sounds similar to o sering being bent on a pedal-stecl
guitar. This technigque can be used inany tuning, but the lower string tension in tunings where
the second sering 15 dropped malkes this application a lot easier.

Make sure you don'e poke yourselt on che loose sering-ends (it's o good idea to bend them
over into 4 loop and tuck chem our of the way to avoid injury). It will take a lictle pracuce o
avord accidentally twisting the tuning pegs, and it your guitar’s nut isn't cut properly for the
gauge of serings you re using, then vou might find thar your guitar doesn't stay in tune after the
hend. Once you mastered chis technique, however, you'll find yourselt with a simple new lick

that 1s applicable in many musical situarions

CLASSICAL-STYLE TREMOLO

Although flashy technigues such as harmonic slaps or two-handed tapping often ger all rhe
attention, there are some other stylistue elements thar can give your playing a unigue edge. One
ot them s to adape classical tremolo technigue. This involves playing o melody or section of a
melody on a single string, using o picking pattern of @ (ring {inger), m (middle finger), 7 (index
tinger), and back to m, which allows tor a very smooth, repetitive motion

You can play eXercise 21 in uny tuning, since it’s on o single string, but for the sake of
moving on o the nexe examples, tune your guitar to Orkney tuming (CGDGCD). In thus
example, 1 also use hammer-ons and pull-ofts, creanng o repeatable phrase. I your lingers arc
used ro each being assigned’ o a difterent sering, then ie might rake a Lieele pracrice to get them
to all strike the same sering, and | recommend using a merronome to play the exercise uneil it

15 complerely smoarh,
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The muddle finger snap is o simple yet laghly effective wechnigue for providing texrure and
rhythmic accentuation. Similar to the ‘fraihing” used by banjo players, the middle finger snap 1s
put to grear use on the guitar by players such as Martin Simpson and Steve Baughman. In order

o get the force necessary for successtul execution of the middle tinger snap, curl the finger up

into the palm of your hand, and then release it as it you were trying to flick something off your

hand. You'll be surprised how much volume you get if you use this flicking motion to hir ong
of the serings wich the back of the middle finger'’s nail in this way.

Try playing exercise 22 by alternating between using a regular thumb-stroke (p) to play
the fourrth string, and rhe middle finger snap to hir che third sering. If you really want wo be
slick, you can rry hieting che sering ar rhe harmonic spor available above where a 24ch free would
be, or even between this location and the saddle. Finding rhe exace locarions will take some
experimenting, but gettng the cfiect of hitting a harmonic note with rthe force of a middle
tinger snap 1s worth the etort,

Exercise 23 purs che tremolo and middle finger snap techniques into conrexr, Tn
addition, the big chord at the end of bar two demonstraces how having the bortom sering runed
to o low Callows for a great, huge IV chord when using this tuning for playing in rhe key of G
or G minoer.

Play through this chaprer as often as necessary and in your own time, and listen o as many
of the guitarises mentioned as you can to hear how these technigues are used. Wich a lictle work,

you will soon have a whole new arsenal of stylistic tools at your disposal.
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CD TRACK LISTS & NOTES

The exercises on rhe rwo CDs packaged with this book are all played and recorded by rhe aurhors themselves,

except tor the Larin and African scetions of the “World Music’ chapter, which were performed and recorded by

Rod Fogg. In all cases, the musical examples are the copyrighe of the authors of the respective chaprers (excepr

ol course for the occasional non-copyrigheed “rradicional” tuncs used, where the authors have copyright in the

arrangements). Chick tracks, count-ins and rhyrhm rracks were not used except where noted. To make the bese use

of rhe space on the CD, we have chosen to supply music rracks mainly for the exercises that you really need to

hear played o understand fully. Each listing begins wirh rhe track number, followed by the

number that the music relates o, Addicional notes for some eracks come alter that, in italic

D 1
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42
43
44

Getting Started, Ex4
Getting Started, ExS
Getting Started, Ex7
Getting Started, Ex9
Getting Started, Ex10
Getting Started, Ex11
Getting Started, Ex12
Getting Started, Ex14
Getting Started, Ex15
Getting Started, Ex16

Rock & Pop, Ex2

Rock & Pop, Ex5

Rock & Pop, Ex11
Rock & Pop, Ex24
Rock & Pop, Ex25
Rock & Pop, Ex40
Rock & Pop, Ex49
Rock & Pop, Ex60
Rock & Pop, ExB1
Rock & Pop, Exp2

Blues, Ex1

Blues, Ex3
Blues, Ex4
Blues, Exé
Blues, Ex8-11

A series of blues
turnarouncds played in
succession
Blues, Ex15
Blues, Ex16
Blues, Ex18
Blues, Ex20
Blues, Ex29

Bottleneck, Ex1
Bottleneck, Ex2
Bottleneck, Ex3
Bottleneck, Ex4
Bottleneck, Ex5
Bottleneck, Ex6
Bottleneck, Ex7
Bottleneck, Ex8
Bottleneck, Ex8 &
backing

The riff from Ex8
played with rhythm
guitar backing.
Bottleneck, Ex9
Bottleneck, Ex9 slower
Exercise 9 played
slower.

Bottleneck, Ex10
Bottleneck, Ex11
Bottleneck, Ex12

45
46
47
48
49

50

51

53

54

55

56

57

58

59

61

62
63

66
67

Bottleneck, Ex13
Bottleneck, Ex14
Bottleneck, Ex15
Bottleneck, Ex16
Bottleneck, Ex16
slower

Exercise 16 played
more slowly
Bottleneck, Ex17

Country, Ex1 Melody
and rhythm guitar
backing.

Country, Ex1 rhythm gtr
A rhythm guitar
accompaniment to the
Ex1 melody, with four-
beat lead-in.

Country, Ex2

Melody and rhythm
guitar backing
Country, Ex2 rhythm gtr
A rhythm guitar
accompaniment to the
ExZ2 melody, with four-
beat lead-in.

Country, Ex3

Melody and rhythm
guitar backing.
Country, Ex3 rhythm gtr
A rhythm guitar
accompaniment to the
Ex3 melody, with four-
beat lead-in.

Country, Exd

Melody and rhythm
guitar backing.
Country, Ex4 rhythm gtr
A rhythm guitar
accompaniment to the
Ex1 melody, with four-
beat lead-in

Country, Ex5

Country, Exb

Country, Ex6 slower
Exercise 6 played
slower.

Country, Ex7

Country, Ex9

Country, Ex10

Country, Ex11

Country, Ex12

Country, Ex12

A rhythm guitar
accompaniment to the
Ex1 melody, with four-
beat lead-in

252

B8

Country, Ex13

The author’s tune
‘Chetude’, played
‘rubato’ with
improvisation around
bars 11-14,

Bluegrass, Ex1
Bluegrass, Ex2
Bluegrass, Ex3
Bluegrass, Ex4
Bluegrass, Ex5
Bluegrass, Ex6
Bluegrass, Ex7
Bluegrass, Ex8
Bluegrass, Ex9
Bluegrass, Ex10
Bluegrass, Ex11
Bluegrass, Ex12
Bluegrass, Ex13
Bluegrass, Ex14
Bluegrass, Ex15
Bluegrass, Ex16
Bluegrass, Ex17
Bluegrass, Ex18
Bluegrass, Ex19
Bluegrass, Ex20
Bluegrass, Ex21
Bluegrass, Ex22
Bluegrass, Ex23
Bluegrass, Ex24
Bluegrass, Ex25

<D 2
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17
18
19

Jazz, lazz Blues
pattern

Jazz, Minor Blues
pattern

lazz, Rhythm Changes
Jazz, Ex4

Jazz, Ex5

Jazz, Exb

Jazz, Ex7

Jazz, Ex8

Jazz, Ex19

lazz, Ex20

Jazz, Ex21

lazz, Ex22

Jazz, Ex23

Jazz, Ex24

lazz, Ex25

lazz, Ex26

Gypsy Jazz, Ex1
Gypsy lazz, Ex2
Gypsy Jazz, Ex3

45

46

47

a8

45

50
51
52

section and exercise

Lype.

Gypsy Jazz, Ex5

Gypsy lazz, Exk

Gypsy Jazz, Ex8

Gypsy Jazz, Ex10
Gypsy lazz, Ex11
Gypsy Jazz, Ex13
Gypsy Jazz, Ex15
Gypsy Jazz, Ex16
Gypsy lazz, Ex17
Gypsy Jazz, Ex18
Gypsy Jazz, Ex19
Gypsy lazz, Ex20
Gypsy Jazz, Ex21
Gypsy Jazz, Ex22
Gypsy Jazz, Ex23

Celtic, Ex1

Celtic, Ex2

Celtic, Ex3

Celtic, Ex4

Celtic, ExS

Celtic, Ex6

Celtic, Ex7

Celtic, Ex8

Celtic, Ex9

Celtic, Ex10
Pennywhistle melady
with guitar
accompaniment.
Celtic, Ex11
Arrangement for sofo
guitar.

Latin, Ex1a

S5on clave rhythm.
Latin, Ex1b

Rumba clave rhythm.
Latin, ExZ

2:3 son clave rhythm
with ‘cascara’ timbale
pattern

Latin, Ex3

Scale played to
appropriate backing
rhythm. (Note that,
because of the
importance of the
specific rhythm in the
Latin genre, all
following Latin
exercises are played
against the
appropriate backing
rhythm.)

Latin, Ex4

Latin, Ex5

Latin, Ex6

54
55
56
57
58
59

61
62

63

64

65
66
67
68
69

70

va
72
73
74

75
76
77
78
79

80
81

83
84
85
86
87
38
89

90
91
-V
93

95
96
-7
98
99

Ex7

Ex8

Ex9

Ex10
Ex11
Ex12
Ex13
Ex14
Ex15
Ex16

Latin,
Latin,
Latin,
Latin,
Latin,
Latin,
Latin,
Latin,
Latin,
Latin,

African, Ex1

Sikyi rhythm on bell,
cabasa and conga.
African, Ex2

Played to sikyi rhythm.
(Note that, because of
the importance of the
specific rhythm in the
African genre, all
following African
exercises are played
against the
appropriate backing
rhythm. )

African, Ex3

African, Ex4

African, Ex5

African, Ex6

African, Ex7

Highlife rhythm played
on bell, cabasa and
conga.

African, ExB

Played to highlife
rhythm (as are all
following...)

African, Ex9

African, Ex10

African, Ex11

African, Ex12

Klezmer, Ex1
Klezmer, Ex2
Klezmer, Ex3
Klezmer, Exd
Klezmer, Ex5

Adv Fingerstyle, Ex6
Adv Fingerstyle, Ex7
Adv Fingerstyle, Ex8
Adv Fingerstyle, Ex9
Adv Fingerstyle, Ex10
Adv Fingerstyle, Ex11
Adv Fingerstyle, Ex12
Adv Fingerstyle, Ex13
Adv Fingerstyle, Ex14
Adv Fingerstyle
Complete tune: ‘Her
Red Hair.’

Adv Fingerstyle, Ex15
Adv Fingerstyle, Ex16
Adv Fingerstyle, Ex17
Adv Fingerstyle
Complete tune: ‘The
Grocomsmen.”

Adv Fingerstyle, Ex18
Adv Fingerstyle, Ex19
Adv Fingerstyle, Ex20
Adv Fingerstyle, Ex21
Adv Fingerstyle, Ex22
Adv Fingerstyle, Ex23
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