CHAPTER 2: FINGERPICKING

Now that you've gotten a good handle on strumming, let's throw the pick aside for a bit and work with our bare hands. Though
fingerpicking is most closely associated with folk and rockabilly styles, we’'ll learn in this chapter how it can be applied to
many more.

When guitarists begin to feel at home with the pick, they often shy away from learning to play fingerstyle because it can feel
like “starting from scratch.” This sentiment is certainly justified; it is in a way like starting over again. However, only one hand
needs to learn something new. Also, it should be noted that many players prefer the use of a thumbpick when playing finger-
style. Whether you choose to try one or not (they can be quite handy in moving between fingerstyle and strumming quickly),
all the exercises in this chapter will still apply just the same.

TRAVIS PICKING

Perhaps the most common fingerstyle technique is Travis picking. Popularized by country legend Merle Travis, the technique
usually involves the thumb alternating between two bass notes while the fingers “fill in the holes” on the treble side.

This first example demonstrates a basic Travis picking pattern that should help you get a feel for the technique. Note the fin-
gering indications for the right hand: T = thumb, 1 = first finger, 2 = second finger, etc.
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Here we're moving between C and G chords. Notice the difference in the thumb pattern: we're rocking back our forth between
strings 6 and 4 on the G chord. It should be noted that the “and” of beat 2 is often slightly accented in Travis picking patterns
such as these, providing a gentle syncopation that helps create a sense of momentum. Also notice that we’re not playing string
5 during the G chord at all. This means, for all practical purposes, that we don’t have to fret that string. Of course, there’s noth-
ing wrong with fretting that string if you so choose; the point is that you have the option.

Q

TRACK 19

C _ G

- e e ! | -
. = . e
RH: T 2 T 1 T 2 T |

let ring
T | 1 — — — s — —— —— 0 2 '
A L 2 —— 2 —— b—— 0 ——
_B_ _|_3_ I — = 3 — == — S —_— —
—_— o - S i —— 3 — _3_ e — S =




Now that you've got the basics down, let's take a look at some common variations. In example A, we're simply striking the first
two notes on beat 1 at the same time, creating a quarter note instead of two eighths. In example B, the right-hand thumb is
working overtime, substituting the low 5th every other time for the root. Example C omits the first treble note altogether, be-
ginning only with a bass note on beat 1. Example D elaborates on C, making use of the third finger to create an interesting pat-
tern. Example E introduces a right-hand shift, which is another option when accessing higher strings. Example F elaborates on

this idea with syncopation.
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Keep in mind that these variations are often combined freely in actual musical applications. Let’s take a look at a few classic
Travis picking examples.

@ YOU WERE MEANT FOR ME
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*slight vibrato

Words and Music by Jewel Kilcher and Steve Poltz

Copyright © 1995 WB Music Corp., Wigaly Tooth Music, Third Story Music, Inc., Robert Duffy Music and Palio Boy

All Rights for Wiggly Tooth Music Administered by W8 Music Corp.

All Rights Reserved Used by Permission
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TAKE ME HOME, COUNTRY ROADS
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Words and Music by John Denver. Bill Danoff and Taffy Nivert
Copyright ©1971; Renewed 1999 Cherry Lane Music Publishing Company, Inc. (ASCAP), DreamWaorks Songs (ASCAP),
Anna Kate Deutschendorf, Zachary Deutschendorf and Jesse Belle Denver for the U.S.A
All Rights for DreamWorks Songs, Anna Kate Deutschendorf and Zachary Deutschendorf Administered by Cherry Lane Music Publishing Company, Inc, (ASCAP)
All Rights for Jesse Belle Denver Administered by WB Music Corp. (ASCAP)
International Copyright Secured  All Rights Reserved

ARPEGGIATION

Another common fingerstyle approach, especially on ballads, is to arpeggiate chords in a rolling fashion. This often involves
striking a bass note with your thumb on beat 1 and allowing your first, second, and third fingers to finish the chord. Let’s take
a look at some basic examples.

This first simply arpeggiates through C and G chords in ascending fashion. Notice that although the thumb shifts positions,
the right-hand fingers remains on the same group of strings. One thing to consider on a riff such as this is how to maintain a
smooth transition between chords. In this example, it will help to sustain the C note (on the B string) right up until you strike
the low G note on beat 3. This will assure there won’t be an unwanted gap of silence.
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Next we see a way to maintain an even greater sense of continuity when changing chords. We've voiced the chords in such a
way that a common tone (the high G) is allowed to ring throughout, creating a full, resonant sound. When working through a
new progression, it's often possible to find these common tones between chords. This is a good habit to get into, as it can
make the difference between a mediocre guitar part and one that really sings.
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s a common fingerpicking pattern in 3/4 applied to a I-vi-V progression in C. Notice again the common tone (open E
g). As far as fingering, here’s another trick. Instead of fretting the A minor chord as you normally would (fingers 2, 3, and
ry using fingers 2 and 1 only, for the A and C notes, respectively. Remember, since you're not playing string 4, you don't
to fret it. This way, your third finger will be free to fret the low G note at the beginning of measure 3.
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\S our next two examples demonstrate, you can also combine arpeggiation with simultaneously struck notes. This can help to
ak up the monotony and provide additional interest for the listener.
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Let’s take a ook at a few songs that make use of arpeggiation.

TIME IN A BOTTLE

Dm/C*? Dm/C G7/B

———= = _ = F ===—=x
q lm#_—u _IIF;L-E \Jp.. ]h' e LJ

let ring throughout

(4]
w
L]
(4]
oW
w
w

B
w
|
&1
I

Gm6/B? A7
ﬁ_:»,. : . — Tl ' fl
%7 e — —— ;‘?W i

be — - - = ﬁ fo =

rif.
— F—— 3 2 I 35 |8 6——— 565
= o 0 3 _ i 5 0 n
1 = 1 0 3 024 1
Words and Music by Jim Croce
Copyright © 1971 (Renewed) Time In A Bottle and Croce Publishing (ASCAP)
All Rights Reserved Used by Permission
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ANNIE'S SONG
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Words and Music by John Denver
Copyright © 1974 Cherry Lane Music Publishing Company, Inc. (ASCAP) and DreamWorks Songs (ASCAP)
Worldwide Rights for DreamWorks Sengs Administered by Cherry Lane Music Publishing Company, Inc.
International Copyright Secured  All Rights Reserved

STRONG ENOUGH
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Words and Music by Kevin Gilbert, David Baerwald, Sheryl Crow, Brian McLeod, Bill Bottrell and David Ricketts
Copyright © 1993, 1994 Sony/ATV Tunes LLC, Almo Music Corp., Warner-Tamerlane Publishing Corp.,
0ld Crow Music, Third Stone From The Sun Music, Weenie Stand Music, lgnorant Music and 48/11 Music
All Rights on behalf of Sony/ATV Tunes LLC Administered by Sony/ATV Music Publishing, 8 Music Square West, Nashville, TN 37203
All Rights on behalf of O1d Crow Music, Third Stone From The Sun Music and Weenie Stand Music Administered by Warner-Tamerlane Publishing Corp.
International Copyright Secured  All Rights Reserved
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