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INTRODUCTION
elcome to the Hal  Leonard Country Gui tar  method.  The
the last few decades into one of the most excit inq and

realm of  what  is  considered "c0untry gui tar"  has real ly  evolvec
chal lenging sty les of  gui tar  p lay ing Today,  c0untry gui tar  inc: ' -
l ike Travis p ick ing,  chicken pick in,  b luegrass,  and Western s\ , , ,  - :porates a broad range of  in f  luences,  f  rom t radi t ional  sounds

to the contemp0rary phrasing of  modern b lues and rock

In this book we l l  touch on many dif ferent techniques using simpli f ied yet authentic arrangements of country guitar class .:
Working thr0ugh tunes by everyone from J0hnny Cash to fret-burner Albert Lee, you' l l  acquire the basic ski l ls to "pick a f: . . ,
tunes" by yourself 0r "f i re up a jam" with some fr iends.

ACOUSTIC OR ELECTRIC?
Most of the techniques in this book can be played on either acoustic or electr ic guitar. Some techniques may lend them-
selves more t0 acoustic guitar; other techniques-l ike str ing bending-wil l  be easier on electr ic. Let 's brief lv talk about
s0me classic acoustic and electr ic guitars that may help you in f inding a country sound.

Any acoustic guitar can get y0u started, but
face of  the gui tar  is  made of  p ieces of  sol id
to g ive y0u a m0re resonant ,  super ior  tone.
the hands 0f c0untry art ists, both past and
the "dreadn0ught"  is  the most  p0pular  and

here are a few th ings to consider  A gui tar  wi th a sol id top-meaning that  the
wood (most  c0mm0nly spruce) instead of  par t ic le board or  laminate- is  going
Some of  the b iggest  names in top-qual i ty  acoust ics most  c0mm0nly found in
present ,  inc lude Mart in,  Gibson,  and Gui ld The s izes of  the instruments varv,  bu:
is avai lable in a variety of prices from a host of manufacturers

The most popular electric guitar in country music has long been the Fender Telecaster. Players such as Jimmy Bryant,
Luther Perkins (guitarist for Johnny Cash). Buck 0wens. Waylon Jennings, Merle Haggard, James Burton, Albert Lee, Vince
Gil l , and session giant Brent Mason (to name just a few) have all defined electric couniry guitar greatness with a "Tele" in
their hands. From "mellow" to maximum "twang," the Telecaster and its common counterpart, the Fender Twin amplif ier,
comprise the quintessential country guitar combo. other classic c0untry tones have come from guitars such as the Gretsch
6120 (in the hands ol Chet Atkins) and the Gibson Super 400 (used by Merle Travis). The Gibson Les Paut and other hum-
bucker-equipped guitars with a rounder, fatter tone, have also certainly made their mark in the idi0m of country music.
Clearly, however, single-coil pickups with their glassy, twangJriendly tone are the most widely used in country music.

As for amps, the Fender Twin and other similar-styled amps-especially Peavey-with their ability to output clean lgnes at
high volumes were, for years, the chosen amps of most players. With rock and blues having an ever-increasing inlluence 0n
c0ntemp0rary c0untry, amps with built-in distortion, such as modern Fenders, Peavey, and MESAr/Boogie, are more fre-
quently used.

When picking out a guitar and/or amplifier, find something that is user-lriendly and that y0u look f0rward to playing. you dc
n0t have t0 spend a fodune on equipment; choose gear that wil l  be an effective inspiration for vou to 0lav.
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Dreadnought  acous t ic Fender Tele wi th Fender Twin amp



PICKING
, ' , :  cegin our studies using basic f  latpicking-that is, playing with a standard ( l lat) pick. held betureen your thumb and
-::x frnger. Eventual ly, though, i f  you're serious about playing c0untry music, you' l l  want 10 try some method of picking
: 'a: also incorp0rates y0ur f ingers. Basical ly, you' l l  have two options:

Hybrid Picking: A f lat pick in coniunction with the other l ingers (part icularly the middle and r ing) s the most \ , / ide y used r ight-
-3^i technique by modern country guitarists. This "hybrid" approach helps faci l i tate a variety 0f lechniquesisty e nuances l ike- 'a. rs prcking, chicken pickin' ,  and pedal-steel bends. A l i t t le bit  of nai l  growth 0n the middle and r ing i ingers r ' / i  I  help you to
::c 

'  
the str ing more. Try this technique by gradually introducing the other f ingers to parts you now comfortab v play us ng

,st a pick, As with any technique, the more you practice, the better y0u' l l  get.

Thumb & Fingers: Another option is to use a thumbpick, with the other three or four { ingers as "partners in crime. This tech-
- tue. f i rst popularized by Chet Atkins and Merle Travis and then further developed by modern super-pickers Brent Mason and
S:otty Anderson, allows for the greatest speed, flexibility, and accuracy. lf you are already extremely comforlable r/ th c0n-
..nt ional picking, i t  can be s0mewhat di{f icult  t0 " jump ship" to using a thumb pick. However, i f  you are just developing an ap-
: 'oach, one l isten to Chet or Brent wi l l  state a powerful case for "thumbin' i t ."

basic f latpicking hybr rd  p rckrng thumb and f ingers

STANDING VS. SITTING
To prepare yourself for eventually performing in public or in lront of your friends, I encourage you to periodically stand when
you practice. This doesn't mean you need to stand every time you grab the guitar, but once you've got a new lick under your
fingers, put a strap on your guitar and get used to playing it while standing. The way you distribute your weight, how you ap-
proach the fretboard and the strings, and how you support the instrument will all make a big diflerence in how well you play
when stand ing versus sitt ing.

And while you're at it, plug it in, In the same way that the drfference between sitting and standing can feel like night and day,
plugging in to an amp (and turning up to "10") can be an eye-opening experience if you've been practicing your electric un-
plugged all the while. String dampening, dynamics, and overall tone can be grossly misludged if not amplified, so be sure you
spend enough time plugged in it the electric guitar is your instrument of choice,

Now let's get started !



COWBOY CHORDS
0pen chords-that is, chords wilh one 0r more open strings, usually played within the first few frets of the guitar-have a
sound that often conjures up the image of a cowboy strummin'away on the prairie. These types of voicings are commonly re-
ferred to as "cowboy chords."

Strum along with the following two country classics to get the hang of switching between some "cowboy" chord shapes. Listen
t0 the CD and follow the suggested slrum patterns.

E.I'I TUNING NOTES
-
TflACK 1

This first country favorite was immortalized by the great Patsy Cline and etched forever in the minds of guitarists by Telecaster
deitv Rov Buchanan.
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Words  and  Mus ic  by  Don  G ibson
Copyr ight  @ 1955 Sony/ATV Songs LLC

Copyr ight  Renewed
Al l  Rtghts Administered by Sony/ATV Music Publ ishing,  B Music Square West.  Nashvi l le .  TN 37203
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Your right hand will get quite a workout as you strum along to this second number, a well-known bluegrass tune. (lf the pace
6 too fast for you, lry two strums per measure instead of the pattern shown.)

ROCKY TOP
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Words and lVlusic by Boudleaux Bryant  and Fel ice Bryant
Copyr ight  O 1967 by HOUSE 0F BRYANT PUBLICAT|ONS, Gatt inburg,  TN
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SCALES AND CHORDS
A great way t0 combine a number of concepts that will develop your country guitar playing as well as your understanding of
music in general is to study the major scales and the chords linked to them. Let's start with c major.

First of all, a scafe is a series of notes arranged in a specific order. Perhaps the most common scale is lhe naior scate.ltis
used as the basis for countless melodies, riffs, solos, and ch0rd progressions.

Scales are constructed using a combination of whole steps and half steps. (0n the guitar, a half step is the distance of one fret:
a whole step is two frets.) All major scales are build from the following step pattern:

WH O LE_WH O LE_HALF_WH O LE_WH O LE_WH O LE_HALF

This series of whole and half steps gives the major scale i ts characterist ic s0und.

C MAJOR SCALE
To bui ld a C major scale, start with the note C and fol low the step pattern shown above.

who le half whole whole whole

C
8 ( l )

The first (and eighth) degree of a major scale is called the keynote or tonlc. This is the "home" tone on which most melodies
end.

Practice the C malor scale, ascending and descending.

1st posi t ion

This scale is played in l i rst posit ion-that is, with your f irst f inger at the f irst fret,  sec0nd
finger at the second fret,  and so 0n. (The name of the posit ion is determined by where
y0u place y0ur f irst f inger.) We'l l  be learning a lot of scales and chords in this area 0f the
fretboard-also cal led "0pen posit ion"-as the combination of open and fretted notes
avai lable here tends t0 s0und very "country" al l  by i tself .

A
6

E F G
3 1 5

D
L

C
I

B
7



o
NAfi 4

T", the fol lowing scale exercise,
.ou ' l l  add to the "country"  feel .

Dm
X X O

l f  you play i t  as indicated, using downstrokes (n) and
Practice this slowly, without mistakes, and gradually

upstrokes (\  )- i .e.,  alternate picking-
speed i t  up as your technique al lows.

t  l  + ;

CHORDS IN C
lVhen a piece of music is based on a C major scale, i t  is said to be " in the key 0f" C. This could
s0l0s, and even to chords. For every key, there are seven c0rresp0nding chords-one bui l t  on

A m

The seven chords are c0mmon to the key of C because al l  seven contain only notes of the C major
They're created by stacking notes in thirds-i ,e.,  every other note of the scale (1-3-5, 2-4-6, etc.).
three notes, these chords are also sometimes referred to as tr iads.

1,,:
a  t e  '

f,

€ 2 3
3

Em
o  o o o

apply to a melody, l icks, r i f fs.
each note of the scale

Bdim

v i io

scale (no sharps or f lats).
Because each consists of

G/B
x  o o

G
o o c

rfn-f
t? l l  I
e |  | trillt
l r l I
3 2  4

C
x o o

Roman numerals (l-ii-iii-lV, etc.) are used to label a chord's location within a key, as well as t0 indicate the quality (major, minor,
diminished) of the chord. Taking a closer look, notice that mai0r triads are built on the first (l), fourth (lV), and, fifth (V) notes
of the major scale; minot tr iads are built on the second (i i), third (i i i), and sixth (vi) notes 0f the scale; and a diminished triad
is built on the seventh note (vii") of the scale. lt is important to memorize this sequence of chord types, as it applies to all
maj0r scales.

The "cowboy chord" or first position chord versions 0f C maior are as follows:

Am
x o  o
l-1.TT5r
|.--]--_1---#
| ? ? t l
rl_[]-l
l t l t i ltr]-r-l

2 3 1

Note that I did not use a diminished chord (B") for the seventh scale degree, as traditional theory would dictate. For the pur-
poses of this book, the slash chord G/B is more stylistically appropriate. (The seventh degree, B, the bass note of the chord,
still serves as a "leading tone"-i.e., a note that resolves to the tonic or root of the scale in a typical chord progression.)

2 3 1
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IMPROVISING IN C
The following examples are in the key of C; that is, they use chord progressions derived from a C major scale. Practice play-
ing the chords; then try improvising over them using the C maior scale. When beginning to improvise, play the scale ascend-
ing and descending, and notice how the notes work over the chords. Then, mix up the notes. lt helps to emphasize chord tones.

The following licks sh0uld give you a feel for how alternate picking along with using the open strings give a country or blue-
grass flavor t0 major scale improvising. These licks are played in cul time. Cut time, or "two-beat" as it is called in country
music, has two beats per measure, with the half note receiving one beat. 0n the CD, these go by quite fast. Practice them slowly
at {irst.

0

- V - V \ /  I  \ /
- v "

*
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CARTER PICKING
One of the most famous styles of traditional country guilar playing, Cailer picking was popularized by (and named for) coun-
:i' legend Maybelle Carter of the Carter Family, an influential group ol the '20s and '30s. Basically. Carter picking is a solo style
ct playing:The melody of a song is picked on the lower strings of the guitar, while harmony is added in between lhese notes,
slrummed on the higher strings.
rhis arrangement of Johnny Cash's "l Walk the Line" is a good place to start with Carter picking. The melody sh0uld stand 0ut
lere: i t 's in the bass. Play it more loudly than the ch0rd strums (on the higher strings) and hold each melody note for its fui l
.alue-or longer, i f  need be.

o
TRACK 11

IWALKTHE LINE

C

33+3

s2
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Words and Music by John R Cash
o  1956  (Renewed  1984)  H0usE 0F  CASH.  tNC (BMt ) /Admin is re red  by  BUG MUStc



Before we get t0 "Wildwood Flower," probably the most nolable of Maybelle Carter's classics, we need to discuss a couple of
net'r techniques that allow you t0 "slur" two or more notes together to create a smooth, flowing sound and help give your m usic
flavor and expression. These two articulations (ways of playing and connecting notes on the guitar) are the "hammer-on" and
the pull-off."

THE HAMMER.I)N
The hammer-on is named tor the action of the left-hand finger on the lretboard. To play a hammer-on, follow these steps:

.  Play the f irst note as usual (Fret the note with your left
hand;  p ick the st r ing wi th your r ight , )

.  Maintain pressure as y0u quickly use another left-hand
f inger to press down ("hammer 0n")  onto a h igher f  ret  of
the same str ing,  s0unding the second note.

Hammer-ons can be played from fret to fret,  or from an open
str ing to a fretted note. Regardless of f ingering, you' l l  always
hammer f rom a lower to a higher note. use the init ial  pick attack
(on the f irst note) to carry the tone

-'-/

THE PULL-OFF
The pul l-off  is the opposite of the hammer-0n. To play a pul l-off ,  fol low these steps:

. Play the f irst note as usual. (Fret the note with your left
hand;  p ick the st r ing wi th your r ight , )

.  Mainta in pressure,  as y0u quick ly "pul l "  that  le f t -hand
f inger of f  the st r ing,  s0unding the second ( lower)  note on
the same str ing.

Pull-offs can be played from fret to fret, or from a fretted note
to an 0pen st r ing Regardless of  f inger ing,  y0u' l l  a lways pul l  o f f
from a higher to a lower note Use the init ial  pick attack (on the
first note) to carrv the tone.

TIP: When possible, place both f ingers on their respective frets beforepull ing off from one note to the next.

This is not a last song, but practice it slowly to keep a consistent tempo before bringing up the pace a little.

' Keep your left'hand fingers in chord posilion, except when it's necessary to move them to play certain melody
notes.

. Use your third finger to play the A note in the melody when it occurs over lhe C chord.

. Pick usirg all downstrokes.

' Have fun with the hammer-ons and pull-otfs, which add variety and excitement t0 the arrangsment. Notice that
they are all 0n the D string, between the open string and 2nd fret.

12

TBACK 12

TBACK 13
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'Btlt)M CHICK'RHYTHM
Another p0pular c0untry technique is sometimes called "boom chick"; this is a style of rhythm guitar frequently associated
with Western swing, but it is applicable to a broad range of other styles as well. The "boom chick" rhythm basically calls for
hitting the bass note of a chord (the "boom") and then the rest of the chord immediately alter (the "chick").

Typically, y0u alternate between the root and the fifth of the chord for your "boom" notes. This may or may not require a fin-
gering change. 0n this C chord, for example, the third finger usually moves from C to G, while the rest of the fingers remain
on the chord shaDe.

A great tune for practicing this is "Hey, Good Lookin"' by the great Hank Williams. This song is an excellent example of "boom
chick" rhythm. Notice that the D chord in this tune is major instead of minor; this goes against the rules of C major that we
have learned so far, but don't be alarmed. This type of substitution is frequently used in popular music. Here, the D chord is
part of a ll-V turnaround. Although the ll-V pr0gression often utilizes a minor ii chord, the major ll chord is also commonly
used in country music.

When playing this song, use all downstrokes and try muling ever so slightly with the palm of your right hand (see "Palm
Muting" on the opposite page). Play rhythm along with the CD; we'l l  learn the melody next.

HEY GOOD LOOKIN'
(nHnHlvt)

Words  and  Mus ic  by  Hank  Wi l l i ams
Copyrisht o 1e51 t.r/olY::.ln; t_t"?fl:^t't.'rr Music in the u s A

Al l  Rights on behal f  of  Hir iam Music Administered by Rightsong lMusic Inc,
Al l  Rights outs ide the U.S A Control led by Sony/ATV Songs LLC

Al l  Rights on behal f  of  Sony/ATV Songs LLC Administered by Sony/ATV Music Publ ishing,8 Music Square West,  Nashvi l le .  TN 37203
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A little muting with the palm of the right hand really add to
the "boom chick" effect. Palm muting is best achieved by
using the side or heel of your picking hand to rest against the
bridge, muffl ing 0r "muting" the strings as you play.

15



Before we tackle the melody to "Hey, Good Lookin'," let's add another articulation to our repertoire. This time, it's the slide.

THE SLIDE
The sl ide is played by fol lowing these steps:

. Pick the f irst note as usual.

.  Maintain pressure, as y0u move ("sl ide") your left-hand
finger up 0r down the str ing to the second note. (The sec-
ond note is not picked; use the init ial  pick attack of the f irst
note to carry the tone.)

You can use any f inger to s l ide a note;  the f i rs t ,  second,  and th i rd
f ingers are the most  common.

THE MAJOR PENTAIONIC

s
TRACK 16

Almost the entire melody 0f "Hey, Good Lookin"'  (see opposite page) is based on just f ives notes of the
E, G, and A. These actual ly form their own scale, cal led C major pentatonic.

l f  we the same number ing system that  we used for  the major  scale,  the major  pentatonic could
1-2-3-5-6. Notice that the 4th and 7th degrees of the major scale are omitted.

The major pentatonic is an extremely effect ive scale for sounding "c0untry" when improvising. Here's an
major pentatonic scale in f irst posit ion.

i l  I I I

TRACK I7

C major  scale:  C,  D,

be def ined l ike th is :

exercise using the C

ru
TRACK 18

We're going to p lay the melody to "Hey,  Good L00kin ' , "  and then there
the C major scale and/or C major pentatonic. Play through these two C

* Hammer-on and pul l -of{  (p ick 1st  note only) .

Notice that the above l icks make use of sl ides
ply begin 0ne 0r two frets below the indicated

16

is going to be a chance for  you to "p ick awhi le"  us ing
pentatonic l icks as ideas.

I
l ^

"from n0where"; these are 0rnamental sl ides to a main note. To play these, sim-
fret,  pick the str ing, and sl ide up to that note quickly.

ru
THACK 19



lby atong rvith the melody of "Hey, Good Lookin"' on the following CD track. The whole song will actually be played twice; the
lcond trme through, "pick awhile"-that is, try improvising with the C major scale and/or C major pentatonic, Also, try throw-
il In lhe l icks you just learned. lf you l ike, just play the melody again, but try adding some variati0ns here and there.

HEY, EO()D LO()KIN'
v
rszo (MEL0[)Y)

| -.
I

l o  ?

+
6

J

Words  and  Mus ic  by  Hank  Wi l l i ams
Copyr ight  O 1951 Sony/ATV Songs LLC and Hir iam Music in the U.S A

Copyr ight  Renewed
A l l  R igh ts  on  beha l f  o f  H i r i am Mus ic  Admin is te red  by  R igh tsong  Mus ic  Inc .

Al l  Rights outs ide the U S A Control led by Sony/ATV Songs LLC
Al l  Rights on behal f  of  Sony/ATV Songs LLC Administered by Sony/ATV Music Publ ishing.  S Music Square West Nashvi le TN 37203
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Some other means of art iculat ing notes (as a guitarist in the "c0untry" vein) are the str ing bend and vibrato.

THE STRING BEND
The slring bend produces the characterislic "moaning" or vocal-like sound of blues, rock, and country guitar, and makes
possible to change pitch without changing the fret position of the finger. To bend a string, follow these steps:

.  Play the f irst note as usual. (The left-hand 3rd f inger is
optimal for bending notes.)

.  Maintain pressure as y0u push the str ing upward or pul l
i t  downward to the second, higher note.

. Use your f irst and second f ingers for addit ional support

Bends are indicated in music by a pointed slur (and an arrow
in tablature). Bending str ings works best on electr ic or steel-
str ing acoustic guitars and is done most easi ly on the f irst
three str ings.

TIP: When bending up t0 a note, it may help to first eslablish the correct pitch in your mind. To do this, find the note on the
fretboard first and play it; then go back and try bending up to that pitch from the stading note.

VIBRATO
Vibrato can be either a shal low, quick quiver 0r a wide, earth-
shaking move.  l t 's  achieved by pushing and pul l ing the st r ing
up and down with your fret hand after sounding a note. This
gives the note a m0re "singing" qual i ty.

Country guitarists apply vibrato as fol lows:

. Pick the note as usual.

.  Maintain pressure as you push and pul l  the str ing per-
pendicular to i ts length.

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

Now let's play the melody to Alan Jackson's "Chattahoochee." Here are a few tips: 1) The vibrato indicated should be fairly
shallow and is added just t0 give the melody some attitude, 2) the intro riff can be emphasized by picking closer to the bridgb
t0 give it the necessary "twang," and 3) in measure 2 of the chorus, let your second finger "roll" from E to A, tlattening a bit
t0 play both notes. 0n the CD, the song is played two times: slow, then fast.

TRACK 23
StOW/FAST

Intro

CHATTAHOOCHEE

Words and Music by J im McBride and Alan Jackson
Copyr ight  O 1992 Sony/ATV Tunes LLC, Seventh Son Music and Matt ie Ruth Musrcr

Al l  Rights on behal f  of  Sony/ATV Tunes LLC Administered by Sony/ATV Music Publ ishing,  8 Music Square West.  Nashvi i le ,  TN 37203
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G MAJOR
Having a good grasp of the major scales in open position allows you not only to play melodies in between your "cowboy
chords," but also to improvise in an "idiomatically correct" fashion-in other words, to sound like a country guitarist! A very
popular "country" key is the key of G,

To build a G maior scale, start with the note G, and apply the maior scale pattern (W-W-H-W-W-W-H). T0 complete this pat-
tern. the F wil l  be sharoed.

whole whole half who le who le whole
t-------;-]

half

Practice the G maj0r scale in open posit ion, 0bserve: the key signature for G maj0r is one sharp
F should be played as an Ff,.

G
8  ( l )

(F# ).  This means that every

Try these two licks using the G major scale and some of the techniques we've learned so far. Listen to how just a few nuances
(l ike sl ides or bends) make these scalar l icks sound "country":

pf

1
D
-5

THACK 24
FAST/SLOW

Here are the "cowbov" chords in the

g"
|frTTI
t ? l l l l
? l I  t ?
TTTTN
ff-fft
3 2  4

TfiACK 25
FASTJSIOW

key of G:

Bm

.,.'t^'t't

+ *l,tt

\.^._.
7.,.7__
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X X C

The

20

" C . crTTTF
t-TfTf
[aTT-n
mil
t t t t t l

J 1  |

Am
x o  o
FFFFF
1 |  t ? l

1 ? ? t l
.T-t-T---l
tt-tt-l
tl-IT-I

z J  I

Em
o  o o o

tT'-ff
|  ? ?  |  |  |n-[T-n
t-It-l
t t t t r l
2 31 3 4 2 1

Bm chord shown here is what's known as a "barre chord." Let's take a moment t0 discuss these tvoes of chords.



BARRE CHORDS
Barre chords are chords in which two 0r m0re str ings are depressed using the
srx str ings and contain no open str ings. The f ingering shapes are movable and
ent posit ions to produce other chords of the same quali ty.

A-TYPE BARRE CHORD
0ne of the most useful movable barre chords is the one based on the 0pen A chord.
str ing. Therefore, i t  wi l l  be used to play major chords up and down the f i f th str ing.

same f inger,  Most  barre chords cover f  ive or
can be shi f ted u0 0r  down the neck to d i f fer-

The root note of this shaoe is on the f i f th

Follow these steps to form the A-type barre chord:

1.  Play an 0pen A chord,  us ing your 3rd f inger only:  Lay i t  f la t
across the second fret,  covering str ings 2-4.

2.  Sl ide th is  chord shape up 0n f ret ,  and add your 1st  f inger
across the 1st f  ret,  forming a barre,

Strum al l  f ive str ings to play your f irst barre chord. Make sure
each str ing r ings out clearly. Str ike each note one at a t ime to test
for clarity.

TlP. This f ingering can be tr icky at f i rst.  l f  you're having trouble
elevating the middle knuckle of your 3rd f inger, you may want to
avoid playing the f irst str ing (either by not str iking i t  with the r ight
hand,  or  by mut ing i t ) .

Because i ts root is atthe f irst fret,  this part icular barre chord
root along the 5th str ing.

Bb major (or nf,  major). You can apply this same shape to any

A

E
B
G
D
A
E

3rd fret

The barre chord shape below is derived
(This is the shape used to play the Bm

-5th fret

from the A-type major
chord you just learned

Am
x o  o

7th fret 9th fiet l2th f ret

barre chord above, You' l l  notice that i t  resembles an Am chord
in the key of G.)
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TRACK 26

This "A-type" barre chord rendit ion of the chorus
a great exercise for the playing of these chords in

(-
fi5TTTl.1 lr
ffi

I  t a a arfm
l r t t t l

1 3 3 3 1

to the country-rock classic "Ramblin'  Man" by the Al lman Brothers Band is
the key of G.

RAMBLIN'MAN
(cH0RUS)

- _ =

C
1 . -
l a  l l a i f r

ffi
Eltl
t t t l t l

1 3 3 3 1

Em
I'TTTI
iffT-
fT-aT]rlt-fTt
t t t t l

1 3  4 2 1

G
T'TTT'
nitHrfrtn
t r r t l

1 3 3 3 1

(-
|-TTTT| l tr
ffi

ff---r[TT]
t r t t t J

1 3 3 3  1

o,, mn". oo.n,l',iJliTlNijLl}ne$p,rr nr,.ilnc

Now let's get back t0 first position in the key of G. The following exercise utilizes the chords of G major but also introduces
the idea of using the hammer-on as a rhythm technique. As in "Wildwood Flower," use all downstrokes and let the chords ring
throughout, and you'll have learned a very effective rhythm technique for playing country guitar. After you've played rhythm
along with the CD and feel comlortable, switch to playing lead using the G major scale and licks on page 20 as your guide.

HAMMER-0N RHYTHM EXERCTSE (tN G)

D / F f

- =H

G
t a t l l a

HfrFI
T-t-n
t t r t t l

1 3 3 3 1

Words and Music by Dickey Betts
Copyr ight  O 1973 by Unichappel l  Music Inc.  and F.R. Bet ts Music Co

IRACK 27
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DOUBLE STOPS IN THIRDS
th e stop is simply two notes played simultaneously; it's a favorite tool used by country guitarists to harmonize a melody
lck 0ne of the most c0mm0n double stops is the interval of the third.

s you may recal l ,  were the bui lding blocks of chords. l f  we harmonize each note of the Gmajor  scale in th i rds,  we get  a
of major and minor thirds consistent with the chords of the major scale.

M3

men improvising, it helps to remember this sequence ol major and minor thirds. Major and minor thirds feel different from
o.re another on the fretboard, and their shapes change depending on what set of strings they are played.

fuy the following double-stop, lwo-octave exercise, consisting of thirds in G major. When playing the double stops, try these
drtferent technioues:

. Using all downstrokes of the pick so that the higher string is struck almost simultaneously with the lower one.

. Using your thumb on the lower string and first f inger on the higher string, plucking the strings simultaneously.

. Using your f ingers in conjunction with a pick ("hybrid picking"), sounding the lower string with the pick while simulta-
neously plucking the higher string with the middle f inger.

t
M3

o
nAcK 28
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TBACK 29

This arrangement ol the great Johnny Cash's "Ring of Fire" combines double-stop thirds with some of the other techniques
we've learned thus far While stating the melody in Carter style, feel free to let the chords ring out beyond the bar lines to give
the piece a f lowing leel.

When playing the passages with double stops, use whatever fingenng feels mosl comfortable. In country, as well as blues
and rock, traditional guitar position rules are overruled by the need to utilize articulations that depend on a player's confi-
dence level (slides, vibrato, etc.). So, in other words, the ends justify the means-if your pinky feels wimpy, trudge on with
lingerings that are more comfortable.

RING OF FIRE

Intro
N . C .

J - -

U

Verse
G

Words and Music by Mer le Ki lgore and June Carter
Copyr ight  O 1962, 1963 Painted Desert  Music Corporat ion,  New York

Copyr ight  Renewed
I n t e r n at i o n a r 

" 
o,l 

::T'o;'r'Jl,?.lr, f; 
',l t' n n 

" 
R e s e rve d

lJ
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This piece also provides an excellent opportunity to experiment with different approaches to picking. Play it through with your
tnumb and fingers and then with pick and fingers. Notice the mellow sound and softer dynamics of playing with your thumb
and fingers versus the more aggressive, brighter sound of the pick with f ingers, or "hybrid picking," approach.
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G MAJOR PENTATONIC
WITHADDED bmu

As we learned in the key of C, the major pentatonic is an excellent tool lor sounding "country." The G major pentatonic scale
in first position is particularly important because it forms a "box," visually speaking, that is easily moved up the neck to form
the major pentatonic scale in other keys as well (we'll see more of this later). Adding a flat 3rd (Bb ) to our G major pentatonic
scale provides an extra "flavoi' useful for melodies and improvisatton.

Let's take a look at what this "box" looks like. Note the trianqles around the added t3rd,

( o )  o  o  o  o  o

A
I

L \
. '  f :H

_ -Ho-= () }{} { -
G
I
I

$ : E G
6 (8)1

D
5

B
3

A
z

Now, let 's hear what i t  sounds l ike.

V - V

i it;q; - +-

0 3 0 3
3 2 0

2 0
2-=+

Try these two licks using the G major pentatonic scale with the added b3rd and some of the articulation techniques we've come
across. In the first lick, you may find the whole-step bend to be a challenge if you're not playing electric. Try substituting a
slide for the bend, if you prefer.

TRACK 31
FAST/StOW

0ur next lune, "Sugarfoot Rag," is in the fiddle-tune tradition of fast, flat-pickin' classics that are a lot 0f fun to play, 0ne ol
the great things about fiddle tunes is that, at a slow tempo, they're relatively easy; then, as your technique develops, you can
speed them up unti l  you can't see your hands move!

The tune was written and performed by country guitar pioneer Hank Garland and more recently popularized by the great Junior
Brown. This arrangement in G is going to require a little bit of dexterity, but il you start slowly, you should have no problem,

26
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Tlp CD includes both a moderate, melody-only version of "Sugarfoot Rag," and a laster, full-band version. Play along {irst at
a moderate tempo; use alternate picking, and make sure that the double-stop slides are llowing and musical. Then speed it up
a brt. A jam track version (without the melody) Iollows-"pick awhile" using the G major pentatonlc scale, the above licks, and
J the skills we've learned so far.

o SUGARFOOT RAG

#0

IAfr 33 TBACK 34
i . ' , ' , : . :  -  

G

a . a  a  a  a

1 3 1
3 1
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Words and Music by Hank Gar land and Vaughn Horton
TR0 -  O  Copyr igh t  1949  (Renewed)  and  1950  (Renewed)  Cromwe l l  Mus ic .  I nc ,  and  Ho l l i s  Mus ic ,  I nc  ,  New York  NY

Internat ional  Copyr ight  Secured
Al l  Rights Reserved Including Publ ic  Performance For Prof i t

Used bv Permission
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D MAJOR
In keeping with our theme of learning our first position scales, let's move on to the key of D, To build a D maior scale, start
with the note D and apply the major scale pattern (W-W-H-W-W-W-H):

whole who le whole

D
8  0 )

Practice the D major scale ascending and descending in first positi0n. 0bserve: the key signature is two sharps (Ff anO Cf).

l f  you place y0ur f irst f inger at the second fret,  you' l l  be playing in what is cal led second
posit ion. The principal advantage of playing in second posit ion l ies in the ease with
which certain passages can be f ingered

Try playing a D maj0r scale again, this t ime in second posit i0n.

l t t t +

ffi

Notrce that the open strings can still be played in second position. Many times, a scale or lick in "open position" is more eas-
ily lingered by moving your hand up to the second fret-i.e., playing in second position.

Before we move on, let's talk about another element that will help us with our country sound. The organization and delivery of
notes in a solo is called "phrasing," and the use of tr iplets is an essential phrasing tool in most popular music, including
country.

B
6

A
-5

G
4

Ff
3

E
2

D
I

Cf
l

H- ?
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Itipleh subdivide a unit (l:ke a quarter nole) into three parts instead ol two parts. In 4/4 or 3/4 time, two eighth notes
g€t one count, s0 an eighth-nole triplet will also get one c0unt: 

3
I =,n =J-n

Triplets are beamed together with a number "3". To count a triplet, simply say the word "tri-pl-et" during one beat. Tap
your toot to the beat, and count aloud:

Count: I

LICKS
Here are sOme
,n country and
These l icks are

t r i  - p l  - e t  4  t r i - p l - e t  t r i - p l - e t  3 &  r r i  - p l  - e r  1

bluegrass-t inged l icks using tr iplets. The open str ing pul l-offs and half-note bends in this key are widely used
have a s0und all of their own. Everyone from Chet Atkins t0 Vince Gill has taken advantage of this unique s0und.
played in second posit ion.

TRACK 36
FASIiSLOW

l t 2
ll*

' : '  I  / : l -quarter-step bend

TRACK 37
FASTi StOW

boy" chords you should know in

EmFfm

D major:

1 3 2  2  3

chord pictured here is based

1 3 4 1 1 1

on an E-type barre
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l n e  F f i m chord.  Let 's  take a m0ment to d iscuss these tvoes of  chords



E-TYPE BARRE CHORD
The open E chord can also be convefted into a barre chord. This shape will have its root on the sixth string. Follow these steps:

1.  Play an open E chord,  but  use your 2nd,3rd,  and 4th
f  ingers.

2.  Sl ide th is  chord shape up 0ne f ret ,  and add your ls t  f in-
ger across the lst fret,  forming a barre.

Strum al l  s ix  s t r ings,  and make sure each st r ing r ings out
clearly. Str ike each note one at a t ime to test for clari ty.

This part icular barre chord is F major because i ts root is F on the sixth str ing. You can ap
along the s ix th st r ing.  Pract ice th is  shape up and down the neck:

ply this same shape to any root note

3rd tret 5th fret 7th fret 9th fret l2th fiet

2

1 3 4 2 1 1

E
B
G
D
A
E

lf you subtract your second finger from the "E-type" major barre chord, you have the "E-type" minor bane chord:

Em
o  o o

---.------___---

TIP: An alternative f ingering that many guitarists use f0r E-type barre chords, part ic-
ularly on the lower frets, is to form a part ial  barre with the 1st f inger across the top
str ings, lett ing the thumb wrap around the top of the neck to play the bottom str ing.
This common "shortcut" can be easier on the left  hand than a ful l  barre, and is per-
fect ly acceptable in country, folk, rock and other p0pular guitar styles.

?t t??erl-ltTt
t??|  trT]-It
l r l r t l
1 3 4 1 1 1
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dong with this example 0f "Mercury Blues," using al l  "E-type" barre chords:

MERCURY BLUES

D
a  I  l a a  l o l l
rT-r.Tl
a a ltmu

t l t l l

1 3 4 2 1  1

,/,/

./,/

Bm-::::-
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A
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H+H
1 3 4 2 1  1

D
a  | a a
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1  3 4 2 1  1

Writ ten by K.C Douglas and Robert  Geddins
O 19 i0  (Renewed  1998)  B -FLAT PUBLISHING and  TRADIT I0N MUSIC (BMl ) /Admin is te red  by  BUG IVUSIC

Tle following exercise uses a famous chord progression (l-vi-lV-V) that is very common in all popular music, including coun-
try. This exercise also provides an excellent 0ppoftunity to practice using both the E-type and A-type barre chord voicings. Try
prcking each string individually and letting the notes ring to achieve an arpeggio-type effect.

l-vi-lV-V

A
a  I  a a : t r
rTTF
a a t t l

|...]...1...m
tffffl
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SUS CHORDS & SEVENTH CHORDS
Getting back t0 our "cowboy" chords in D major, let's add two m0re flavors to further your country rhythm repertoire: sus
chords and seventh chords.

Dsus4 Dsus2
In sus chords, you replace the third of the a chord with the fourth, as in sus4 (pronounced
"suss f0ur"),  0r sometimes with the second, as in sus2. The result ing sound is incom-
plete or unresolved but creates an interesting quality that is neither maj0r n0r min0r.

Here are some examples:

1 3 4  1 3  2 3 4  2 3  3  1 4

Seventh chords are c0mprised of four notes: the three notes of a tr iad plus a major 0r minor seventh interval.

The most commonly used seventh chords in country music c0ntain the added minor
seventh. For example, i f  we take our D major tr iad (D-F#-A), and add a minor seventh
interval (Cq), we get D7. This is also referred to as a dominant seventh chord:

Here are some "cowboy" chord voicings of dominant seventh chords:

Dsus4
X X  O

D]
X X  O

Dsus2
X X O  O

A7
x o  o  a

Asus4
X C  C

Asus2
x o  o o

F.7
C  O  C O

G7
c o o

The "A-type" and "E-type" barre chord versions of the dominant seventh look l ike this:

l f  we start with a minor tr iad and a minor seventh interval,  we get what is cal led a minor
seventh chord. For example, i f  we take an E minor tr iad (E-G-B) and add a minor sev-
enth interval (D), we get Em7.

Some "cowboy" chord examples of minor seventh chords:

Eml Aml
o  o o o o  x c  c  o

optional rop t iona l

The "A-type" and
look l ike th is :

Eml

l0 f i

12 f r

optional

32
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rninor seventh

2  1 ( 4 ) z

)

1  3  1  1 (4 )1

"E-type" barre chord versions of theminor seventh chord



h lollowing waltz in D, strumming along with the combination of major, minor, sus, dominant seventh, and minor sev-
dlords. After playing the chords twice through the arrangement, take two choruses to "pick awhile" using the D major
and the l icks in D as your guide.

DSUSWALTZ

Asus4 A 7

Dsus4 A sus4

E m 7 A Asus4 A, l Dsus4 r 1 +
r f m

T

T-
U

i&

D Dsus4

] a
: 3 I . ,  .- 4 I : .  .  i .

J '

t a '. . ,
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Buck 0wens and his right-hand man, guitarist and fiddler Don Rich, were a mighty influential force in country music. This
arrangement of their 1965 chart-topper "Buckaroo" gives us a good example of working in the suspended 4th notes ior effect.

This tune presents some interesting challenges from a technical standpoint. The main melody is stated in D in first position
and then the same chordal shape that encompasses all the melody notes moves up to the filth fret to G. This is done by bar-
ring your first linger and making the "open D"-shape with your third, fourth, and second fingers. To get the sus4 when in the
G position, barre across with your fourth frnger to catch the note (C).

Make all the notes ring well beyond their bar line to get a nice flowing feel. You may want to experiment with some of the pick-
ing variations, particularly the hybrid (pick & fingers) technique discussed earlier.

Notice that the song ends with a D6/9 chord, a familiar ending chord in many country and rockabilly songs. The 6/9 ("six-
nine") is what is called an extended chord; i.e., a chord that includes notes beyond the seventh scale degree. We'll see more
of these chords later. For now, just realize that the notes comprising this D6/9 chord are: root (D), 3rd (Ff,), 6th (B), 9th (E),
sth (A), and root (D).

BUCKAROO

Words and Music by Bob Morr is
Copyr ight  O 1965 Sony/ATV Songs LLC

Copyr ight  Renewed
Al l  Rights Administered by Sony/ATV Music Publ ishing.8 Music Square West,  Nashvi l le ,  TN 37203
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GRACE NOTES
add some personali ty to melodies
intended note. In fact, they happen
grace notes, to some extent, with

or improvisations in any style. Grace notes are basical ly
so fast that they are indicated with a small  note ()) be-
our bends thus far, but here are s0me other grace note

Grace notes are an excellent way to
a quick note played r ight before an
fore the intended note. We've used
examples:

#
TBACK 42

This arrangement of "Forever and Ever, Amen," made famous by Randy Travis, has plenty of grace notes. The double-stop
grace notes are of particular interest as they are very "country" sounding. You may employ any picking style that you feel com-
fortable with, but the hybrid (pick-and-fingers) technique is highly encouraged as it will prepare you for further techniques
unique to country guitar stylings. This song is played in second position throughout.

FOREVER AND EVER, AMEN

a
u ^- 2 - ,  t - 2  7 4

2 4

TBACK 43

iAAA'IAA'
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TAA'IAAA'I

Words and lllusic by Paul overstrcet and Don Schlrt2
O 1987 SCREEN GEMS.EN4II\4tIS]C INC,, SCARLET MOON ijIUSIC. UNIVERSAL IVCA I!,IUSIC PUBLISHING. A Division oI I.JN VERSAL STUDIOS, NC. and DON SCHt TZ [/]USIC

All Righls for D0N SCNLITZ NIUSIC Conlrol led and Adminislered by UNIVERSAL - MCA ftr lUSlC PUBL]SHING ADivsion0fUN|VERSALSTUDl0S,lNC.
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D MAJOR PENTATONIC
WITHADDED bIRU

Let's add another scale to our improvisational repertoire: D maior pentatonic scale with an added flat 3rd. This "countrv"
sounding scale can come in quite handy, as we'l l  soon see.

pf
J

D
1

E F
2 b 3

A B D
5 6  (8 )1

o o o  o o

These licks should get you started with some possibilities. Feel lree to Jind your own fingerings for these, using first or sec-
ond Dosit ion. or both.

TRACK 44
FAST/SLOW

Here's a jam track version of "Forever and Ever, Amen." Take a few passes lo "pick awhile" over it. Try these two ap
proaches:

1. Use the D major scale and the licks you've learned. Be caretul on the E7 chord, though, as it takes you out of
the usual D maj0r tonality. Try staying away from the G note or add a Gf lor just that measure, and you should
be fine.

2, Another way of dealing with the E7 chord is to use only the notes 0f the D major pentatonic with added flat
3rd, Many players in country and in other genres are able to get through tricky chord changes by using just
this scale.

s
TBACK 46
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A MAJOR
proceed with our study of major scales with another popular key for country music, the key of A.

who le whole halfhal f urhole who le who le

p'f
6

E
5

D
4

o

B
L

- f l o

Cf
-1

6t
7

A
8  ( 1 )

the two-octave A maj0r  scale ascending and descending.  Remember:  the key s ignature f0r  A major  is  three sharps
shown mixes f irst and second posit ion.G, ) .  The f inger ing

llere some licks in A that mimic the sound of a popular instrument in c0untry music, the pedal steel guitar. Pedal steel is an
nstrument that utilizes pedals t0 bend the pitches of the strings with your feet, while a steel bar is used as a slide on the
strings. Many country guitarists have learned to imitate the sound of a pedal steel guitar very effectively. We will continue t0
explore these kinds of licks in this book, but here are a few to oet vou started:

IMTX 47 IRACK 48
FASTISL0W

T
A
B

Here are "cowboy" chord voicings of A major:

D
x o o

Let's practice our "cowboy" chords and other A major chords using a fingerstyle technique named after one of the g.ea:s :.
cou ntry guitar, Merle Travis.

39
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TRAVIS PICKING
Travis picking is a lingerstyle technique. The basic approach has two main characteristics:

. The thumb alternates between two bass strings, either on beats 1 and 3 or in steady quarter notes.

. The fingers pluck the higher strings, usually between the bass notes (0n the upbeats).

The result is a driving rhythmic feel that was the backbone of the style of not only Merle Travis, but Chet Atkins and many
others. Although Merle and Chet used thumbpicks, this technique can also be effectively played using hybrid picking-but
let's start out with just our fingers to get the hang of it. The right-hand finger and thumb letters used in this book are based
on the internationally accepted system of Spanish words and letters.

p pulgar = thumb
i indice = index finger
m media = middle f inger
a anular = ring f inger

Practice each of the two main Travis picking patterns below. Notice the difference rn the use of the thumb bass notes.

e

a
p

This exercise uses a few different versions of Travis picking in the key of A. Try it slowly by yourself at first, and then when
you are more comfortable, play along with the CD. lf you add some palm muting (with your picking hand) on the bass notes,
letting all the other notes ring, you'll achieve the sound that Merle and Chet made famous!

e
a
p

Q
TRACK 5I

PICKIN' IN A

+
J

a
p

u
p i m p a ir m p a l m i m p a i m

Now go back and use the A maior scale and the pedal steel licks to a "pick awhile" over the chord changes to the above Travis
picking exercise.
40
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additi0n t0 being a great accompaniment pattern t0 a vocal or other instrument, you may also use a variation on Travis
ng t0 p lay melodies whi le keeping the dr iv ing bass l ine going,  a la Mer le and Chet .

hjce that the following arrangement ol the classic "Freight Train" is written in divisli.e., as two parts. The thumb (p) will
3 the l0wer paft, and your index (i) and middle (m) fingers will play the melody and additional harm0ny notes that make
T the higher part.  You may also hybrid pick this arrangement by substi tut ing the thumb with the pick and the index and mid-
- f ingers with your middle and r ing f ingers, respectively.

(hce you start to feel

Y
nlfl 52
;r.. -

A

c0mfortable with this piece, try palm muting the lower part while lett ing the higher part "r ing 0ut,

FREIGHT IRAIN

2
Q,2

i

m
p p p

m l l
p p p p

lTl I ITI

p p p p

?
J

m
m l

p p p
m r m l t n i i i
p p p p p p p p p p

c# t

?
m m

i i i i
p p p p i i n

tTl

m i m i  m r
p p p p p

- I

T

m
p

?

I

p p p p p p t ' l

Words and Music by El izabeth Cotten
Copyr ight  O 2003 by HAL LE0NARD C0RP0RAT|0l ,
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MOVABLE SCALES
You already know how to play many scales in open position. To become a skillful soloist in country or in any other genre, you
must learn to play scales anywhere on the fingerboard.

The concept of movable scales is similar to the concept of barre chords. For each scale (e.g., major, major pentatonic with
b3rd, etc.), you will learn two movable patterns, one with its tonic on the sixth string and another with its tonic on the fifth
string. By using these t0nics as a point of reference, you can move the scales up and down the neck to accommodate any
key. Simply match one of the tonics to its respective note on the lingerboard, and the rest of the pattern follows accordingly.

MAJOR
Let us take a look at movable major scales, start ing with the key of A, Tonics are indicated with an open circle.

Tonic on 6th string

Country guitar pioneer Jimmy Bryant would often add some chromatic notes (a half step above or below scale tones) when
playing the major scale, to add some of his customary "f ire" to melodies or leads, as in this segment which is reminiscent
of one of his legendary instrumental pieces recorded with Speedy West.

Jimmy Bryant-Style Lick #1
THACK 53
FASTi SLOW

1-4 _

B

Tonic on 5th string

4 f i

42



b another Jimmy Bryant -style major l ick, this t ime in the gth posit ion,

Jimmy Bryant-Style Lick #2

- 1

OR PENTATONICWITH ADDED bIRU
mentioned earlier, the G major pentatonic scale with added flat third forms a "box" shape that is easily moved up the neck.

is that shape again, this time in the 2nd position, forming the A major pentatonic scale with added flat third (root 0n the
string). Note the triangles, which indicate the flatted third, and the encircled notes, which form a major triad (A maior in

d posi t ion) .  The lat ter  is  a handy v isual  a id for  us ing th is  scale when solo ing

Tonic on 6th string

This scale, in this position, is particularly "pedal-steel" friendly, meaning rt's great for those style licks. Here are some examples.
' The first lick requires you to bend the G string up a whole step and keep it there for most of the measure. This pre-

sents a bit of a challenge at f irst, but playing along with the CD should help you get it r ight.
' The second lick has you playing a pre-bent note and then bringing it back down to pitch, for a "pedal steel" type ef-

fect, very much in the vein 0f country/rock guitar pioneer James Burton.

1l
tl
I

t  ho ld  hend

i J r ^ T  -

-  -_ l?-  i  -
s+H

1I t
I

s fsH 5 + H
. _ A f

This pattern has i ts root 0n the Sth str ing. In A, that takes us
tr iad (enci rc led)  that  resembles an "0pen D" ch0rd shape.  This
rng th is  scale for  solo ing.

up to the 9th fret.  Note the A major
is  another handv v isual  a id for  f ind-

Tonic on sth string
Jooo o

oo
o

t a+J

,'--_
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CHICKEN PICKIN'
The following licks, based on the A major pentatonic (with b3rd) pattern on the sth string, incorporate a technique called
chicken pickin'. Chicken pickin' is a technique that involves muting notes, or choking them, to produce a percussive snap that,
to many l isteners, conjures up the sound of a chicken "clucking."

There are a number of ways to create lhe chicken pickin'sound:

Use the side of your thumb on your picking hand to mute or "choke" a note as you pick down (-), and let the same
note ring as you pick it with an upstroke (v) Repeat this process rapidly.

' tt. * e

TRACK 57
FAST/SLOW

Use your thumb and first finger a la country-f lavored rock
wi th our  f i rs t  f inger ( i )  then plucking the same note again
actual ly 0n the same str ing, muting i t .

guitar great Mark Knopfler. This is achieved by picking a note
wi th your thumb (p)  but  wi th y0ur f  i rs t  f inger r ight  behind i t ,

A i />

TRACK 58
FAST/SLOW

hold  bend

Use a hybrid picking technique; basically, do the same thing as above, but replace your thumb (p) with the flat pick and
your first finger (i) with your middle finger (m). Note that having a little bit of nail on your middle finger allows you to
snap the string a little more effectively. Let's hear the same lick above using this technique, and notice how bright and
aggressive it s0unds in comparison to the th umb-and-fingers approach.

TRACK 53
FAST/StOW

"Country Gentleman" is a tune written and performed by the country gentleman himself, Chet Atkins. The legendary, English-
born country guitarist Albeft Lee also recorded this tune, and this arrangement draws from his rendition, which features a lot
techniques we've learned thus lar. We also have three new chords in this arrangement:

E7 E"J 89
X

( i )  i  ( i )
p p

( i )  i
p

5 f i5 f r

Notice the 89, which is another extended chord. l t 's actual ly a dominant ninth chord; that is,
a dominant seventh chord with another majorthird stacked 0n top of the seventh scale degree.

44

B9 o rh

#
2 3 1 4



ultry Gentleman" requires either fingerpicking or hybrid picking in sections indicating two parts. The single-note lines can
laprcked or played with fingers. Notice the sections with the chicken pickin'; feel iree to experiment with the diiferent

pick in ' techniques we discussed.  (The CD features a hybr id p ick ing performance of  th is  tune,)

COUNTRY GENTLEMAN
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By Chet Atk ins and Boudleaux Bryant
Copyr ight  O 1 953 Sony/ATV Songs LLC

Copyr ight  Renewed
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. using the movable scales and/or scales in open position, along with the licks we've learned thus far, "pick awhile" over
rhythm track for "Country Gentleman." As a guide to which scales to use over the chords, here are some suggestions:

A major pentatonic with added f lat 3rd
A major
D major
D major pentatonic with added f lat 3rd
B major pentatonic with added f lat 3rd
E major pentatonic with added f lat 3rd

To Coda

over a l l  chords
overAandEchords
over D chords
over D7
over 89 or Bl
over E chords

o
lrfi 6l

COUNTRY GENTLEMAN (RHYTHM)
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TWELVE-BAR BLUES
The twelve-bar blues is a song form used olten in country music, from western swing to bluegrass and all points in between,

A basic blues is a 12-measure form containing three chords: the l, lV and V chords of the chosen key. In the key 0l A major,
this would be A (l), D (lV), and E(V). More olten than not, these chords would be dominant sevenths. Here's a basic blues in A:

A7 D 7 A 7

(E7)

This twelve-bar form would constitute a verse or chorus of a blues, and could be repeated ad infinitum to create a complete song.

THE SHUFFLE RHYTHM
The shuffle rhythm is often used when playing blues in c0untry music. In this rhythm, eighth notes are played unevenly; the
first note is twice as lono as the second:

3
l-'F

i

aa .

r J ---r

\
= l

a a

The following rhythm patterns are widely used
playing these, try several different approaches
u pstrokes.

Shuffle in A

by country guitarists when playing a shuff le 0r rockabil ly-f lavored piece. When
with your strumming hand: 1) al l  downstrokes, 2) accenting the upbeats with

Shuffle in D
X O X XX C X XX XX C X X O  X  X X X O  X  X

TBACK 631
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O  X X  X  X
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Shuflle in E
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! Using the shuffle rhythm patterns you just learned-actually, a slight variation-play along with this arrangement of Hank
I lVrlliams Sr. s "Move lt 0n Over."

I .D MOVE IT ON OVERI \Z
I nAcK65 r..l=j .lr
IA7

I #ffi: :TTt-::r
I  f f i i -=E t4.  . . - - .1- i  r  J _.  ; )

I  
t '  .  .  a -  .  .  .  .  .  .  .  .  .  .  .  .  o t  o a a a .  a

l r+t r l
I  tA r" o I  

LA m a z Ie f f ia f fI F.--t iij ffi 6-ffi F 6 " u u u e u |o e o r_, r, u u l
t
I  D 7

r . , - n - { _a { ^ - a l a t a a a a O t t a . a a

|  ;  :Z== .  
- .4 . . . c -  

. . . .  T=r - .

I
I I - l
I t l

I i  , '*Afr?IAffia?r'z=t'f t i .1" II
t t  u -  9 1 t

I  
H  o  o  I  

v  e  -e  ( '  u  u  u  u  o  I  o  
I

I
l A T E ?

i  . : -  .  - -  .  .  t  .  , .  a n  ,  -  - -

I  ' -  .  .  .  .  a a o - t  a - .  .3 Z 3 |  Z . -  a i  ;  r  .  .  .
I  I  

t  r t t r -  _.
I  I -  r|  |  r_  _  l  

-_  
l

l f r ' -
I  r  -LAn 2 LLA fr? * 2 2 r a #^
l L  

l - .  _uu

l  n** --  A7
r + :_

|  .  - .Zi iZ?iZ at.aZZ.. . . i . . . . . .  aa.ZZ
t l
l l -

I f- | - I .l

l[a- ffii=laaaaa ,l
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Copyr ght @ 1947 Sony/ATV Songs LLC and Hiriam IVtusic n the U.S A.
Copyr ight  Renewed
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THE BLUES SCALE
To solo over a blues, you will find the major pentatonic scale with the added flat 3rd works very well. Another great scale for
playing over a blues is the blues scale itself. The blues scale is identical to the major pentatonic scale with the added flat third,
but the location of the tonic is diflerent. In fact, another name lor the blues scale is a minor pentatonic scale (1-b3-4-5-7) with
an added flat sth. In A, the minor pentatonic would be A, C, D, E, G, and the added flat f i f th would be Eb.

Tonic on 6th string
Here is the blues scale in A, with the tonic 0n the 6th str ing. Notice the f latted 5th is
indicated by the t r iangle,

TRACK 67
FAS I, StI] \ \
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Tonic on 5th string
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Here are s0me l icks using this scale in the f i f th posit ion

TBACK 66
FASTISLOW
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Here is the blues scale with i ts tonic 0n the 5th str ing. In
A, you can play i t  at the '12th f ret,  0r in open posit ion

Here are some l icks using both posit ions of the blues scale with i ts tonic 0n the f i f th str ing.

TRACK 68
FASTi StOW

Go back to "Move lt 0n 0ve/' (page 49), and try some of these licks as well as making up some of your own with the
blues scale as you "pick awhile" over this iam track.
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blues scale is also a very effective tool for soloing over a tune in a minor key. Although it seems the vast majority ol the
popular c0untry tunes are in major keys, "Sixteen Tons" is an example of a classic country tune in a minor key. 0riginally
ed by Merle Travis himself, the following arrangement includes some Travis picking and provides an opportunity for you

use the blues scale or-by 0mitting the flat Sth-the minor pentatonic to "pick awhile" over the chord changes. Play v/ith
chordal arrangement twice, and then take two times through the arrangement to solo with the A blues scale or A minor
tonic.  us ing some of  the l icks you've learned so far  as a guide,

. Notice that the thumb is used on your left hand in this arrangement to hit the F note on the E string at the lirst fret.

. As with earlier Travis selections in this book, "Sixteen Tons" is written in divisi--i.e., as two pans. In this arrangement.
the lower part (played with the thumb, or with the pick if hybrid picking) occasionally hits more than just one bass note.
This is done to create a ful ler sound; aim to strike both strings at the same time with your thumb 0r with the pick.

.  The ending Am6/9 chord is  a c lassic "minor tune" c0nclusi0n.
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M OVAB LE S H U FFLE PATTER NS
We can move our shuffle rhythm patterns in the same way we move our barre chords and scales. These two patterns are based
on the sixth string and fifth string, respectively.

Moveahle shuffle in A Moveahle shuffle in D

s
TRACK 73
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You can also play these rhythm patterns without the shuffle rhythm to achieve a more rockabilly feel. The following arrange-
ment of "The Race ls 0n," a classic tune made famous by everyone from George Jones lo English r0ots-rocker Dave Edmunds,
uses the movable chord forms above in more of a rockabilly fashion.

To add a percussive, locomotive-type feel, release the pressure of your left hand as you finger the chords on the "and"-i.e.,
0n the upstrokes (V). This "staccato" touch adds the right attitude to this style ol rhythm playing.

THE RACE IS ON

Words  and  Mus ic  by  Don  Ro l l i ns
Copyr ight  O 1964 Sony/ATV Songs LLC and Glad Music

Copyr ig ht  Renewed
AII  Rights on behal f  of  Sony/ATV Songs LLC Administered by Sony/ATV Music Publ ishing.  S Music Square West,  Nashvi l le ,  TN 37203

*
THACK 72

1 3
-  - ' ' -

( r  ,  = l  , f  )

*
TBACK 74

- ^ A
v

52



B

---

--- - t
7- 1-=----- 

- - - |
J-; a> --- z- J G- r 1

t
1

t -1- t--u
j - - r r ' t

j . r . . o . t o
, ' C a e t e e o

,. -a-a-+-4
4 1 + 1 +

tJ
' ' C -

1 1 1 1 7 i1

-1=d--:+-1-1 1
1 1 J + + e

. o J a ? o C '
a o . e e o t o

t  t - - j= j

5

6
o



EXTENDING AND BLENDING SCALES
Notes 0f a scale can be found all over the neck, and if you were to see them all at once, it might be a confusing and intimi-
dating experiencel So it is s0metimes easier to identify scales by their location within a corresponding chord shape 0r other
visually identifiable position (like the "box" position of the major and minor pentatonic scales). Y0u can extend the position of
a scale in a number of ways, but to avoid the "intimidation" factor ol seeing a myriad of note options, let's concentrate on one
very common exlension of our "box" position of the major and minor pentatonic scales (t0 which we've added the flat 3rd and
flat 5th, respectively).

A Major Pentatonic
w/ added b3rd

*  Darker  c i rc les represent  extensi0n
n o t e s ,  c i r c l e s  ( O ) a r e  t o n i c s ,  a n d
tr iangles (A)  are the f la t ted
3rds  o r  5 ths .

-5 fi-

Here are s0me l icks using the maj0r and min0r pentatonic scale extensions above.

A Major Pentatonic with b 3rd

5  _  
- - -  

5
7 5

A Minor Pentatonic
w/ added bSth

il- ltt
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I
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+
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A Minor Pentatonic with bSth

a

; .
'1t-

i

- 5 8 5 - + - -
7 -  H  5 t

teal f/ay to allow you to solo effectively in modern country, which is comprised of everything from Western swtng to full-
rock n roll, is to combine the notes from the maior oentatonic scale (with added llat 3rd) and the minor 0entatonic scale

added f lat Sth; i .e.,  the blues scale). Having al l  of these notes at your command-in addit ion t0 gett ing as many "open
Involved in your licks or riffs as possible-will bring you a long way towards being a convincing c0untry guitar soloist

fol lovring l icks c0mbine both scales and uti l ize some 0pen str ings in the style of c0untry guitar icon Albert Lee

Y
lrfi 79

Albert Lee-Style Licks
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Now let's practice our newfound soloing ideas on "The Race ls 0n" (pp. 52-53). Here are some ideas 0n what scales to use to
solo over the chords:

A major pentatonic (with added b3rd)
A b lues

D major pentatonic (with added bsrd)
D b lues

B major pentatonic (with added bgrd)
B blues

E major pentatonic (with added b3rd)
E b lues

"Pick awhi le"  us ing s0me of  the l icks that  c0rrespond wi th the scales above 0n "The Race ls  0n Stan , ' ,  :^  : - :
A-based ideas (s ince they ' l l  w0rk over the ent i re tune),  then add the others as y0u get  more cornfor tabre

ho lc l  bcnd
i ^

1r
l,
I

TtT
A
B

1t
I

over a l l  chords

over D chords

over B chord

over E chords
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RIFFS AND LICKS IN E
Because the blues scale with i ts tonic on the sixth str ing is a common place to f ind coun-
try l icks and r i f fs in any key, the fact that when you play in the key of E you are in open, 0r
f irst posit ion, makes i t  even m0re country fr iendly because of the 0pen str ings involved.

The fol lowing are some famous l icks and r i f fs from some country greats:

JAMES BURTON'S "SUSIE-0" RIFF
-T--

*
TRACK 82

' i 'P .M.  th rouchou l

' f  downstemmed notes onlv

E blues scale
oooooc

LI
I rdr

I

L \ ?  |

' i 'c lclwnstemnrcd note s onlv

*
TRACK 83

Words and Music by Dale Hawkins,  Stan Lewis and Eleanor Broadwater
Copyr ight  O 1957 (Renewed) by Arc Music Corporat ion (BMl)

MYSTERY TRAIN

- 2
2

*
TBACK 84

Words and Music by Sam C. Phi l l ips and Herman Parker Jr
Copyr igh t  O  1955  by  Un ichappe l l  Mus ic  Inc .

Copyr ight  Renewed

LITTLE SISTER

Words and Music by Doc Pomus and Mort  Shuman
Copyr ight  O 1961 by Elv is Presley Music,  Inc.

Copyr ight  Renewed and Assigned to Elv is Presley Music
Al l  Rights Administered by Cherry River Music Co. and Chrysal is  Songs
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FOLSOM PRTSON BLUES (|NTR0)
IRATX 85

ta"'r'

Words  and  Mus ic  by  John  R  Cash
O 1956  (Renewed  1984)  H0USE 0F  CASH.  INC (BMl ) /Admin is te red  by  BUG MUSIC

Al l  Riohts Reserved Used bv Permission
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2 2 1 2

One of the all-time great boogie patterns is Commander Cody's "Hot Rod Lincoln." This can be challenging at first, so practice
,t slowly until you can play it flawlessly, then gradually speed it up. This is played mostly in second position, but watch for the
shift to fourth posit ion during the B chord, and again at the end.

.f' H()T BoD LtNC0tN
INACK 87

EA

++Jt l  
r  r  e  r J a o J o a ' l t f r -

4 2H 1 + +
03  + J . {
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:ll++  6  7 -H H ,  2 2 2  2  4 - 6

Words and Music by W,S. Stevenson and Char ley Ryan
Copyr ight  O 1 960 Sony/ATV Songs LLC

Copyr ight  Renewed
A l l  R igh ts  Admin is te red  by  Sony /ATV Mus ic  Pub l rsh rng  8  Musrc  Square  Wes t ,  Nashv i l e  TN 3 '  2 i - .
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BOOGIE PATTERNS
A srngle-note. repeti t ive r i f f  cal led a boogie patlern is common in country music. Here is an example of a boogie patte'n r E
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BLENDED LICKS
Here are s0me l icks using the combinat ion of  major  pentatonic wi th the added f la t  3rd and the b lues scale
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SIXTHS
The last l ick above ends with intervals of a sixth. Sixths, l ike thirds, are a popular intervall ic tool in country music for l icks,
fills, etc. They are frequently used in an ascending or descending pattern 0n the neck of the guitar, usually accenting the chord
tones and/or a scale.

Here are three examples o{ sixth patterns in E, using the first and third strings.

? . .

1 2 + S I 7 5 + 2 + I l
+i ]+1 + l++t l l
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+09
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E ]
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T a
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TRACK 94
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Wnar using

v
rMcx 95

sixths over a dominant  seventh chord,  adding a couple of  chromat ic  passing tones can be part icu lar lv  ef fect ive

7 2 + 0 9

i
i

Jii 9 7 G 4

2+
2 1

E]
p
r _i6"

Here are two more sixth l icks for an E7 chord.
/7 f,l
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Here's a great pedal steel-type l ick using sixths.

f6

ll
I



ru
TRACK 99

The king of "twang," Duane Eddy, made "Rebel 'Rouser" a country-flavored classic. lt is a great tune for us to end on because
it incorporates a lot of what we've learned in this book. Play along with the melody, picking close to the bridge to achieve the
necessary "twang." Notice that the tune changes keys, or modulates, three times. We start in E, then go to F, then F{, and {i-
nally to G. Start in second position f0r E, move t0 first position for F and Ff, and then linish in second position for G.

REBEL 'R[)USEB

-..'F'..-J
v2

Jl= -e

By Duane Eddy and Lee Hazlewood
Copyr igh t  O  1958  by  Un ichappe l l  Mus ic  l nc .

Copyr ight  Renewed
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l f  you l ike,  t ry  solo ing over "Rebel  'Rouser,"  l t ' l l
changes in E, F, Ff,,  and G. Try using the l icks you
few of  your own. Good luck!

g ive you one last  opportuni ty  to "p ick awhi le"  over,  basical ly  b lues . ' . ' :
have learned so far  as a guide- inc luding the s ix ths just  covered-c ' t - ,  Z
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