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"It is the music of the hustler, of the feverishly 
active speculator; of the sky-scraper and the grain- 
elevator." 

-The Thunderer, March 19 13 

"Ragtime and other dances come from the under- 
world in New Orleans." 

-The Literary Digest, August 1917 

"Since ragtime, people are much more given to  ex- 
citement and drink ..." 

-Francis Toye 
The English Review, 1913 

"Ragtime is poison." 
-Carl Muck, svmphonv conductor 

The Literary Digest, January 19 16  

"Ragtime was an important event in American cul- 
ture, its best performers were serious popular ar- 
tists . . .p roperly performed it is still a wonderful 
music." 

-Martin Williams 
down beat, November 1971 

"America's one distinct contribution to  music is 
ragtime ..." 

-Carl Van Vechten 
Current Opinion, November 1917 

w 

"Ragtime. A style of American popular music 
which originated at the end of the 19th century, 
one of the earliest known examples being the "Har- 
lem Rag" of 1895. It probably derived from the 
early minstrel show tunes of the 1840's and from 
marches, especially those improvised for street par- 
ades in New Orleans ... It reached its peak about 
1910-1915, afterwards merging into jazz." 

-Harvard Brief Dictionary of Music 

This manual was designed t o  be of use to  guitarists at all 
levels of proficiency. Although the material is thoroughly 
professional-both in terms of musicality and in challenges 
to  technique-yet for the beginner, the accompanying dem- 
onstration record, the clear and easy notational system, 
and the wealth of detailed instructional analysis, make it 
possible for him at the very outset to  take serious steps 
toward creating a professional solo sound. 











Although the sophisticated and syncopated musical style known as ragtime, has been around, 
in one form or another, for something like a hundred years, it is only quite recently that 
guitar players have begun adding ragtime pieces to  their repertoires to  any great extent. 

Originally written t o  be performed by pianists and bands, the typical rag does not reduce 
easily t o  the physical requirements of the guitar; and it may have been for this reason alone 
that guitar players-with rare exception-long avoided the style. 

In any case (and notwithstanding the work of such contemporary guitarists as Rev. Gary 
Davis and Doc Watson), it was the guitar explosion of about a dozen years ago that actually 
gave impetus to the ragtime guitar movement. 

For never before, at one time, had so many young guitarists suddenly become available t o  
explore the labyrinthine possibilities of the instrument. "Folkies," in quantities hitherto un- 
dreamed of, picked and fretted their way through the standard library of fingerstyle mater- 
ial, and many of them, having acquired new technical abilities which far exceeded the rela- 
tively simple demands of such old standbys as "Freight Train," and "Railroad Bill," began 
to look elsewhere for musical challenge. 

It was natural that ragtime, with its off-beat rhythms and jazz-like harmonic complexity, 
should have attracted these new pioneers of the guitar. And natural that their efforts should 
have resulted in what has today become a steadily-growing body of recorded work that is 
gaining wider and wider appreciation among a general audience. 

So much for a capsule history of ragtime guitar. As far as the guitarist is concerned, ragtime 
technique is tricky and demanding-perhaps as demanding, ultimately, as that of the clas- 
sical guitar. 

This book is the first to  present the interested student/guitarist with an organized approach 
to  the ragtime style and to attempt a codification of the style's many techniques. Thus, in 
the Index of Ragtime Guitar Techniques (found on p. 78),  such newly-coined words and 
phrases as "Overfretting," and "Guide Strings," are attempts to  describe and explain guitar 
techniques never before treated in print. The inclusion, with the book, of a demonstration 
record which augments and clarifies discussions in the text, is also a first in the ragtime field. 

I t  is hoped that this book will prove useful not only to those guitarishinterested solely in 
the ragtime style, but also to those interested in tracing back the roots of jazz, and those 
who are merely fascinated by the seemingly endless varieties of technique possible on that 
most adaptable of musical instruments, the guitar. 
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Analysis: Measures 1-6 
%. 

Make sure that you are fingering the chords as shown in the chord diagrams above the music, and that 
you understand how both fretting and picking instructions are notated throughout the book. 

I Playing the last note in measure 2 with the middle finger of the fretting hand puts you in a good 
position to move smoothly into the G7 chord in measure 3 .  

I In measure 3 ,  it is not necessary to  grab the entire G7 chord on the first beat of the measure. You 
can play just the bass note at first, reserving the notes shown in grey on the chord diagram for place- 
ment on the next beat. 

This "building up" of chords for ease of fingering is a practice widely used in the ragtime guitar style, 
and we point out examples of this wherever it occurs throughout the text. 

I In measure 6 ,  the note in parentheses is played the first time through on the record, but not the 
second. 

Measures 6-7 [see "Overfretting," p. 261 . 

I In measure 7,  the note in parentheses is omitted the first time through on the record, and played the 
second time. 

I Measure 8 [see "Fretting With the Thumb," p. 26, and "The Hammer," p. 281 

Also in measure 8 ,  notice the use of the secondary picking arrangement (discussed earlier on p. 1 3 ) .  



Raatime Ramble (cont'd) Recard Band 3/Side A 

(measure 3 )  (measure 2) 

(measure 3 )  

A n a l ~ s i s :  Measures  9-12 

I In measure 12, you might experience some difficulty in changing smoothly from the G7 to  the E7 
chord. 

The following are some points to  keep in mind when you have trouble making a particular chord change 
in the ragtime style: 



1) know when to lift fretting fingers, as well as when to  set them down 
2) hold notes common t o  both chords wherever possible 
3 )  "build up" the chord that  you're going to, by degrees, rather than grabbing i t  all a t  once 

Figs. IB-3B,  below, show these principles applied to  the chord change occurring between measures 
11-12. 

L 1 
Fig. 1 B. Lift fingers, keeping corn- 

mon note. 
Fig. 2B. "Building up" the chord. 

L / 
Fig. 3B. The final, abbreviated, E7 

chord. 

As shown in Fig. I B ,  as you pick the last note in measure 11, lift the middle and ring fingers of the  
fretting hand. This frees the fingers for later use and also opens the bottom string for use on  the first 
beat of measure 12. Notice that the pinky remains, holding a note common t o  both chords. 

Fig. 2B shows the middle finger of the fretting hand being placed on  the second beat of measure 12.  
You can wait t o  place this finger until the second beat, or else fret the note-without picking it-during 
some part of the first beat of the measure. In either case, you are "building up" the chord by fretting 
the notes only as they are needed. 

Fig. 3B shows the index finger hammering down on  the third beat of the measure, t o  complete the E7 
chord. This version of a "first fret" E7 chord may not be as full as the one you are accustomed to  play- 
ing or seeing, but in this case, additional notes were not needed. 

Finally, in measure 12, note the hammer with simultaneously-picked bass note. We discussed this type 
of move earlier, in connection with measure 8 of this solo; here the same instructions apply. 



Raatime Ramble (cont*d) Recard Band 3/Side A 

(measure 16) (measure 15) 

D7 
(measure 15) 
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@ Analysis: Measures  13-18 

I Measure 1 3  [see "Damping," p. 271 

Also in measure 1 3 ,  notice once again the use of the thumb as a fretting finger. T o  make an easy change 
from the F to  the D7 chord, simply slide the thumb of the fret hand from the first t o  the second fret,  
and lift the ring finger from the fourth string. The index and middle fingers remain where they are, 
holding common notes. 

I In measure 14, the C chord is somewhat different from the C 
chord we have encountered thus far. Can you guess why this par- 
ticular bass note is used here? A hint: follow the stepwise motion 
of the bass part along the sixth string, beginning in measure 13.  
Getting good movement in the bass line is an important part of con- 
structing tight ragtime solos. 

Also in measure 14 ,  you can accomplish the transition to the A 
chord with relative ease simply by grabbing the half-barre form 
slightly in advance of the beat, as shown in Fig. 4B. 

Incidentally, you may remember a few measures ago we showed 
some advantages to fretting only those notes of a chord that were 
actually needed (Analysis: measure 1 2 ,  p. 2 1 ) .  In measure 1 4 ,  not 
all of the notes of the barred A chord are actually picked, yet in 
this case, because of the  ease in fretting, it makes sense to  use this 
form of the chord, rather than some "purer" one. 

! 

Fingerpicking style guitar continually presents you with such situa- 
tions. In each case, your choice should be based on what you can 
play easiest, while at the same time producing the best sound. 

\ / 

Fig. 4B. Anticipated chan e, using f the half-barre A c ord. 

After measure 16, follow the repeat sign back t o  the beginning, and repeat through meas- 
ure 15. Skip the first ending a t  measure 16 the second time; go instead t o  the second 
ending a t  measure 17,  and finish the solo. 

1 



Raatime Ramble (cont'd) 

(measure 15) 

Record Dand 3/Sick A 

(measure 16) 

C 

(measure 19) (measure 2 1 ) 



q b n a l v s i s :  Measures  19 - 22 

I In measure 20, notice the use of the secondary picking arrangement. 

Also in measure 20,  the change from the G to the G7 chord is a quick one, and might give you some 
trouble. Take advantage of the open-string note located between these two chords to help you make 
this quick change. Figs. 5B-7B show how this is done. 

Fig. 5B. The G chord. Fig. 6B.  Moving to the G 7  chord, 
while picking the open top  
string. 

;BJ 
Fig. 7B. The G 7 chord. 

Often, just such an open-string note between two chords enables you to  accomplish easily what would 
otherwise be a difficult change. 

I The final chord in measure 22 can either be plucked with the thumb and fingers, or strummed with 
a short downward motion of the thumb. 



Extended Discussians: : 
To play the last note of measure 6 and the first note of measure 7,  simply move the entire C 
chord form that you have been fretting, stepwise up the fingerboard, as shown in Figs. 8B-IOB, 
below. By doing so, you accomplish the transition from measure 6 to measure 7 with a min- 
imum of fret hand movement. We call this technique "overfretting" because by holding a full 
chord at  the time that you are playing the single-string stepwise bass line, you are fretting more 
notes than you actually need. [Return t o  p. 19, second from end.] 

D7 
o n 
I 
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ci tt4 w 
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\ 1 L J 
Fig. 8B. Full C chord in measure 6. Fig. 9B. The same form moved up Fzg. 1 OB. Into the 0 7  chord, meas- 

one fret. ure 7 .  

I Fretting With the Thumb I 
In measure 8 of this solo, as 
well as a number of times 
throughout this book, the 
thumb of the fretting hand is 
used to fret notes on the bot- 
tom string, in the manner 
shown in Fig. 1 IB.  

This use of the thumb is tra- 
ditionally frowned upon, es- 
pecially by classical guitarists, 
I 

but in other styles of guitar- 
playing (perhaps because non- 
classical guitar necks are usu- 
ally slimmer) the practice is 
fairly common. A number of 
chords cannot be formed ex- 
cept by resorting to  this tech- 
nique. 
[See now "The Hammer," p. 28.1 

Fig. 1 IB. Thumb fretting the bot-  
t o m  bass string. 



Dampine 
Notice in the recording how all four chords in measure 13 have an abrupt, cut-off sound t o  
them. This is a result of "damping" the strings immediately after each chord is plucked. 

There are a number of different ways to  damp strings. The most common way is simply to  re- 
lease the pressure of the fretting fingers, allowing the strings to  rise to their normal height 
above the fingerboard. Strum or pluck the F chord in measure 1 3 .  Immediately after the 
chord sounds, release the pressure of the fretting fingers. Do not take your fingers from the 
strings entirely; merely let the strings rise until the sound abruptly ceases. You will find that  
this method of  damping works well with the first three chords in measure 1 3 .  However, the last 
chord in this measure uses an open string, over which the fretting hand normally has no control. 

In order t o  damp open strings, you must use some part of your pick hand. One method in- 
volves returning the fingers t o  the strings immediately after plucking them. For example, play 
the last chord in measure 13 .  Immediately bring back the thumb, middle, and index fingers t o  
touch the sounding strings, in the manner shown in Fig. 128: as if you were going to  play the 
chord again. Touching the strings in this way should effectively damp them. (Right now, just 
for experimental purposes, d o  not damp by relaxing the fingers of the fretting hand. Instead, 
let the pick hand d o  all the damping.) 

Oftentimes, strings that 
have not been plucked 
nevertheless pick up the 
vibrations of plucked ones 
and produce a "sympa- 
thetic" sound of their 
own. For example, in the 
D7 chord you just played, 
you may have noticed that 
the fifth string could be 
heard sounding a thin tone 

Fig. I2B. Damping with the fingers 
one octave above its nor- 

of the pick hand. ma1 pitch, seemingly all 
by itself. Refer again to 

Fzg. 12B, and notice how the thumb, in damping the fourth string, can also touch the fifth 
string, thus cutting o u t  potential unwanted sound from that source as well. (It's also possible- 
if you pluck this D7 chord hard and listen closely-to hear the open sixth string sound. How- 
ever, in this case, the effect is really too  slight t o  matter much.) 

Another way of damping open strings is t o  use the heel of the pick hand, bringing it down t o  
touch the strings near the bridge of the  guitar, in the manner shown in Fig. 13B. This is an 
especially good method for damping the three bottom bass strings. Practice this method a few 
times, using any chord of your choice. 

Although for purposes of explanation we have been treating as separate each of these methods 
of damping, in actual practice both the fretting and picking hands can damp simultaneously. 
Sometimes all three methods that we have discussed are used at  the same time, each backing 
up the others for extra insurance. [Return to  p. 23 ,  second paragraph.] 
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Record Band 4 /Side A 

(measure 10) 

(measure 1 1 ) 

(measure 8) (measure 1) 
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"It is the music of the hustler, of the feverishly 
active speculator; of the sky-scraper and the grain- 
elevator." 

-The Thunderer, March 19 13 

"Ragtime and other dances come from the under- 
world in New Orleans." 

-The Literary Digest, August 1917 

"Since ragtime, people are much more given to  ex- 
citement and drink ..." 

-Francis Toye 
The English Review, 1913 

"Ragtime is poison." 
-Carl Muck, svmphonv conductor 

The Literary Digest, January 19 16  

"Ragtime was an important event in American cul- 
ture, its best performers were serious popular ar- 
tists . . .p roperly performed it is still a wonderful 
music." 

-Martin Williams 
down beat, November 1971 

"America's one distinct contribution to  music is 
ragtime ..." 

-Carl Van Vechten 
Current Opinion, November 1917 

w 

"Ragtime. A style of American popular music 
which originated at the end of the 19th century, 
one of the earliest known examples being the "Har- 
lem Rag" of 1895. It probably derived from the 
early minstrel show tunes of the 1840's and from 
marches, especially those improvised for street par- 
ades in New Orleans ... It reached its peak about 
1910-1915, afterwards merging into jazz." 

-Harvard Brief Dictionary of Music 

This manual was designed t o  be of use to  guitarists at all 
levels of proficiency. Although the material is thoroughly 
professional-both in terms of musicality and in challenges 
to  technique-yet for the beginner, the accompanying dem- 
onstration record, the clear and easy notational system, 
and the wealth of detailed instructional analysis, make it 
possible for him at the very outset to  take serious steps 
toward creating a professional solo sound. 













Just  What The b t a r  Ordered (canted) Dand a/Side A 
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Just What The Doctar Ordered (cant'd) 

(measure 15) 
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Coney lsland Cakewalk (cant9d) Recard Band @/Side B 

(measure 1)  
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(measure 3 )  
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Canev Island Cakewalk (c@nt9d): Rec~rd Band S/Side B 

(measure 17) 
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Record Band 9/Side B 

(measure 5 )  (measure 6 )  
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a b o u t  the 
Guitarist.. . 

KICHAKD SASLOW (who usuallv doesn't dress 
in the style shown o n  the front  cover and above, 
but who did write and record the music contained 
in this boolc) is a young guitarist who spends most 
of his time malting the I,os Angeles and San Fran- 
cisco music scenes. 

Extremely versatile, Richard has played every type 
of  gig imaginable, from folk t o  funk,  and has either 
worlted or jammed with such notables as blues- 
man Charlie Musselwhite, steel guitarist Freddie 
Roulette, guitarist Elvin Bishop, and members of 
the bands of Dan Hicks cYc His Hot I.ick5. ~ 1 1 3 .  I'o\t.- 
er of Power. 

In addition t o  his work on this booh. h e  h,i\ pro- 
vided material for other (ireen S o t e  publ ic~t ions .  
including Slidc (iuittri,, and the forthcoming Kl..,,- 
thn/  R Hrxckup (;ui tai . .  



Guitaf Weritage Series 

and on, and never go home. 

m)ad the way. 




