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Foreword

I first became interested in the guitar in 1959
through the playing of my cousin, Jack Marshall
(1921-1973), with whom 1 wrote the first edition of
this book. Ar the time, Jack was the staff guitarist
with MGM Studios. I loved the way he played and
wanted 1o learn to play the guitar. I was eleven and
had never played an instrument before.

Jack told me I should start with the classical
guitar. Through ir, he said, I would learn correctly
the basic fundamentals of guitar playing, and after
studying the classical style, T would be able to play
any style of guitar with greater ease. Jack also
recommended that I listen to the recordings of
Andrés Segovia who was, he said, the world's
greatest guitarist. My father presented me with my
first Segovia album. After hearing it, I made the
decision to study classical guitar.

The local music store where we purchased a guirar
recommended that T study with a Spanish family of
classical guitarists who had jusc sertled in Los
Angeles. They were the Romeros. In- my carly
training with them, T became still more intrigued
with the enchanting sound of the guitar. After a fow
months, I was able to play some very beautiful lirele
pieces, experiencing the deep enjoyment of playing
for my friends and playing solo just for myself,

I developed technique by playing pieces which
involved technical exercises. This method
encoutaged me to practice by making pracrice
enjovable. Of course, T also played exercises which
concentrated on specific techniques thar needed
developing, but for the most part T Jearned the guitar
by playing pieces I loved and trying to perfect them.
This method scems to me by far the best: ir is the
method I've used since I began to reach, and it is the
principle I've applied to this book. Whenever
possible, we have selecred pieces which incorporate
the new musical concepts or techniques the studenc is
t learn. When this has not been possible—in instances
where no appropriate pieces seemed to exist—we
have used new studies composed by Jack Marshall
and David Brandon,

To return briefly to my own early progress, the
Romeros began to concertize extensively, and T had
to continuc on my own. This mastery of the guirar
withour a teacher became an enormous challenge, and
I worked very hard. T found that it was necessary to
experiment, sometimes even to risk taking a step
backward in order to make the next step forward
possible. However, it was tremendously satisfying to
try, day by day, to accomplish something and, lirce
by litcle, to analyze and solve the problems that
arose. Throughour this period, I relied heavily on the

encouragement and guidance of an unfailing friend
who also loves music, my father Duke Parkening,

In 1964, it was announced thar Segovia would
give his frst United States master class ar the
University of California ar Berkeley. My audition
tape was sent to Segovia, who gave me a scholarship.
Segovia's teaching was invaluable to me. The time 1
spent learning from him was one of the grearest
experiences of my life,

Following the master class, | had several further
opportunities to study with Maestro Segovia. In
1968 he extended to me the very grear privilege of an
Invitation to participate as one of the judges in the
International Guirtar Competition held in Spain.
That year marked the beginning of my career as a
professional classical guitarise: [ founded che guitar
department at the University of Southern California
where I taught as a full-time professor. Soon after, |
signed with Columbia Artists Management, Ine. for
a tour of over seventy concerts the first season. Since
then I have concertized extensively throughour North
America, Europe, and Asia under the auspices of
IMG and have released many recordings for
EMI/Angel and Sony Classical.

For me, the guitar was an eatly love that has
deepened, year by year, into a profound commitment
and a very fulfilling means of expression, | hope this
story will encourage you who feel a similar love for
the guitar,

This book is designed to present you with a
logical and systemaric method for gradual and
technical development roward the eventual mastery
of this great and noble instrument. It is not intended
solely for the guitarist who aspires to be a concerr
performer. It is also for the person unknowledgeable
in music who wishes to learn the correct
fundamentals, with enjoyment during the learning
process, and regardless of age.

Volume One deals with notes covering the firse
five frets. It presents informarion in the important
fundamenrals of guitar playing—much of which
has never been presented before. It is arranged
concisely and systematically so that you can develap
into the kind of guitarist you wish to become,
without having to unlearn many hours or years of
incorrect practice and study. Volume Twa of this
method covers notes on the remainder of the
fingerboard and includes more advanced work on
technique and interprerarion.

The guitar is one of the most beauriful, sensitive
and poetic instruments in all the world. T will be
grateful if 1 can pass along the knowledge of this
instrument to those who love it



The Guitar

TUNING PEGS<

HEAD

1st FRET
FINGER BOARD (EXTENDING FROM THE
NECK NUT TO THE SOUND HOLE)
12th FRET

SOUND HOLE

ROSETTE
1st STRING
6th STRING
SOUND BOARD
BODY

BRIDGE BASE

BRIDGE NUT

BREIDGE

Author’s Note: If vou have not yet purchased a guitar, please refer to p. 100 for information on the selection
of 2an instrument. For lefe-handed pla}ﬂsm, see note on p. 101,



Parts of the Guitar

TUNING PEGS

Used to tune strings,

STRINGS

The guirar has six strings made of nylon. The strings
are numbered (1) through (8). The 1st string (1) has
the highest pitch. The higher 1st, 2nd and 3rd are
plain, and the lower 4ch, 5th and 6th are wound with

wire,

NUT

Notched for each string.

S g il
siwmsdl@dsrasiss

FRETS
Raised metallic strips on the fingerboard.
FINGERBOARD

Placed over the neck, spanning from the nut to the
edge of the sound hole,

ROSETTE

Decorative inlay around the sound hole.
BRIDGE
Strings are attached here and pass over the bridge nue

(saddle).

A guitar maker in Spain.



Holding the Guitar

Sit on the edge of the chair leaning forward into the
guitar.

Fig. 1 Sitting position {men. Fig. 3 Alternarte sitting position {women).
£ g : ; & ;

-

Fig. 2 Sitring position {women}.




Holding the Guitar (cont.)

Fig 5

Secure the instrument at four points:

i Against the hn-dj,r.

2! lnside the forearm on the highest poinr of the
curve of the guitar.

3 Imside the right thigh.

%! Besting on the left leg in the natural curve of the

guitar,

The neck of the guitar should be ar an approximare
357 angle.

T e

Fig". & Notice the gumr is nu-zcld

in a vertical position.

Fig. 7

Notice the space berween the back of the guirar
and the body of the player, which allows the back of
the instrument to vibrate freely for the maximum
projection of sound.

Fig. 8 Notice that the neck of the guirar slants back toward
the left shoulder.

Strive to achieve 3 balance berween security, relax-
ation, and the ability to produce a good sound.



Tuning the Guitar

The first step in tuning the guitar can be 3. The Tuning Fork
accomplished by one of three methods:

1. The Piano /

NN

(low} E A ? G B _E (high)

Middle G

Fig. 11
T 1 Using a tuning fork is the most accurate methad of
determining pitch, although it is more difficult than a
runer. Most tuning forks produce the note “A” (440
vibrations per second). This pitch corresponds to the
T . note found on the 1st or highest sounding string when

depressed at the Sth fret,

Fig 9 strings 2 £ 53 2 &

Tune the guitar strings to march the piano notes as
shown above.

2. The Tuner

50 Wz 0 <20 80
L]

Fig. 10

The battery-operated tuner will register the pitch
of each note and indicate whether it should be raised
or lowered. These devices are reasonably accurate and
are a good investment for students who need help in
rraining their car.

Fig. 12

Note: A pitch pipe is not generally recommended for
tuning the guitat. It is not as accurate as the methods
17 mentioned above,



it is important that the strings of the guitar be
faned in correct relation to one another or, in other
- wonds, the guitar must be tuned to iself (called relative
_ sming). To first obtain the pitch from the tuning fork,
it the fork on your knee to start the vibration. Then
-~z the bortom of the runing fork on the guitar to
- the sound. Pluck che open Sth string and
 #masch thar note with the tuning fork. Then proceed to
- mane the guitar to itself, as follows:

Depress the 6th string at the fifth fret, as shown.
Adjust or tune the 6th string depressed ar the fifth frer

uatil it sounds the same {in unison) as the Sth string

open.

Depress the Sth string at the fifth frer and tune the
open string in unison with the Sth string

depressed at the hfth frer.

g Depress the 4th string at the fifth fret and tune the
 3rd open string in unison with the 4ch string
~ depressed ar the fifth fret.

Depress the 3rd string ar the fourth fret and rune
the 2nd open string in unison with the 3rd string

depressed ar the fourth frer.
Depress the 2nd string at the fifth fret and tune the

ist open swing in unison with the 2nd string

depressed ar the Gfth frer

When you have completed the above, it is
advisable to repeat the whole procedure to further
refine the intonation.

New strings will require repeated tuning until they
become seasoned.

The guitar is a fretted instrument with many
variable factors. Tuning it solely to the piano, tuner, or
tuning fork is usually insufficient. Relative ruiing is an
essential procedure for more accurate intonation. As
you become more proficient on the guitar, you will be
taughe still other methods of further refining the
tuning.

13

Tuning the guitar (cont.)

open strings

fifth fret—

Fig. 13




The Right Hand

In guitar music, the thumb is designared by the
small letter p, the index finger 4 the middle finger
and the ring finger & The livde finger is used only for
rasgueados (strums).

The initials designating the right-hand fingers
come from the Spanish words.

(p) for pulgar or thumb.

(1} for fndice or index finger.
(m) for media or middle finger.
(a) for anudar or ring finger.

Fig, 15 The nght hand is placed toward the lower end of the
sound hole.

Fig, 16 Player's view. Notice the space beoween the thumb
and the index finger.

Fig. 18 From the left. The hand and forcarm should be

positioned so that they form a natural arch at dhe wrise,

14




There are exceptions to the general rule of right hand placement. Movement of the tight hand toward the
bridge produces a thinner, more britdle rone which is sometimes desirable. Movemenr toward the fingerboard
produces a rounder, more delicate tone. Above: the young Segovia obrains a softer, sweeter rone by placing his

right hand directly over the sound hole.

15
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Completion {thumb) rest stroke,

Two Ways of Striking A String

There are two ways to strike a string: the rest stroke
(@poyands in Spanish) and the free scroke { tirandde).

The Rest Stroke

When the right-hand fingers or thumb strike a
string and are brought o rest against the adjacent
string, it is called the rest stroke.

Aetive
Joint

Fig. 19 Rest stroke with a finger.

The fingers are held in an almost straighe position
except for the m hnger which, being the longest, bends
slightly ar the first joint.

The thumb strikes the string in a forward and
downward movement COmMINE to rest againse the

adjacent string. The thumb is only occasionally played
rest stroke.

Active
Joint

1 Fig. 20 Rest scroke with the thumb,



The Free Stroke

When the righe-hand fingers or thumb strike a
string and are lifted slightly to avoid hiuing the
adjacent string, it is called a free siroke.

Active
Joint

Fig. 21 Free stroke with a finger.

The fingers hang ogerher relaxed and are usually
arched, and remain so throughout the stroke. In both
the free stroke and rest stroke, the finger motion starts
from the knuckles. The fingers should “follow
through” in the motion toward the palm.

The thumb strikes the string in a forward and
slightly outward movement to avoid hitting the
adjacent string. The thumb is most often played free
stroke.

Joint

Fig. 22 Free stroke with the thumb.

The rest scroke is used for seale passages or notes of
smphasis, as it is louder than free stroke. Otherwise,
15¢ free stroke 1s more often used. 17 Completion {thumb) free stroke,




Fundamentals of Music Notation

1. Staff: Musical notes are written on the staff, which consists of 5 liser and 4 spaces:

2. CleE At the beginning of cach line of music, there is a falrffffgﬂ- In guitar music, the treble (or G) clef sign 1s
used.

3. Notes: A note may have the following parts:

Stem —

—FHl
Head — @ 8

4. Lines: The notes on each fne are named;

TL
¢
9
nt

................

E G B D F

{The traditional way of remembering the names of the notes on the lines is the use of the phrase, “Every Good
Boy Does Fine.")

5. Spaces: The notes 1in each Space are named:

L ]

(And, of course, these spell the word “face.™)

6. Ledger Lines: Notes above or below the staff are shown by additional lines called fedger lines.
These are the notes covered in this book above and below the staff:

G A

s .-

fa
et
'Y

— % ©
B C

= gl
w1 gl

o o
G A D
7. Ocraves: The musical alpha]:u:t uses the first seven leters of the n:guh: alphabcr, STArTing with A, going to (3,
then repeating,

ABCDEFG-ABCDEF G (and continuing to repeat). The distance from one leter 1o the next
letter of the same name is called an octave (8 notes).

Each musical note represents a pitch which can be played in one or more locations on the neck of the guirar.
These nores will be learned systematically as you proceed through the book.

I8



Fundamentals of Music Notation (cont.)

3. Measures: The staff is divided into measures by bar lines. At the end of a piece there is a dowble bar line.

:0. Repeat Signs: A dotted double bar line is called a repear sign. It indicates that the preceding measure or
measures should be repeated. When you arrive at a repeat sign, return to the facing repear sign (Ex. A). 1f there is
A0 facing repear sign, return to the beginning of the piece (Ex. B).

Ex. B) Repeat from the beginning Ex. A} Repeat these four measures
A

% i \\\\\\

1 1. Note Values: Music consists of a steady beat, or pulse, and gers its rhythm from notes of different time values,
in addition to the note on the staff defining pitch, the type of note indicates its duration. Here is a chart of the
most common types of notes and their relative time values:

L afal |

Comparative Note Values
. Whole Note Half Notes Quarter Notes Eighth Notes
1 — — — v !
- 7 7 I S—— - —
Count: 1 2 3 4 1 2 34 1 2 3 4 I and 2 and 3 and 4 and

(Eighth notes may be written
beamed or flagged.)

t1. Time Signature: In the preceding example, you will notice a set of numbers following the clef sign. This is
called a tme signature. The top number shows the number of counts or beats in one measure. The bottom
zumber shows the type of note which gers one count.

£
ﬁ _ four counts to each measure " Four (top number) guarter (bottom
¢ each quarter note gets one count number) notes per measure

. . . . Ll
Note: 4/4 time as shown above is somertimes called common time, written as: H:_

L X

‘2. Dot: A dot placed after a note increases the value of the note by half its eriginal duration.

J* = cj+ J {three counts)

19



Practicing

Correct practicing 15 the most important habit to
develop in becoming a fine guitarist. Withour correct
practice it is impossible to play the guitar well. For
serious SLud}'. I recommend thart the hﬂgin ning
guitarist pracrice from one to three hours a day. This
practice should be away from distractions, in order to
afford maximum concentration. The rate of progress
the student makes increases proportionarely with the
amount of correct practice. It is my understanding
that Andrés Segovia practiced four to five hours each
day until his death ar age 94. Decide how much time
vou are able to give the inscrument each day, and try
Lo :t-::c.‘umplish sum-.':thing at each practice session,
Always keep in mind thar it is better to play one piece
well than many pieces pootly.

Before each practice session, be cerrain of the
following:

* That you arc scated in the proper position

(p. 10},

* That your right and left hands are held in the
correct position (p. 14 and p. 26).

* Thart your guirar is properly tuned {p. 12).

* Thar you know the purpoese of the study, and ser
for yourself a goal. The goal at first should be o play
cach study or piece withour mistakes, starting at a very
slow speed (or tempo) and working up ro a faster
speed. Increase the tempo as you are able proficiently
to do so. A metronome (a device used to beat time) is
very helpful; it is, in fact, an indispensable tool for
practicing. Sclect a comforwable, slower tempo on the
metronome and play the study in serier chythin wich
it. If the study cannor be played without sropping or
making mistakes, slow the tempo down and work up
to the faster speeds. Ordinarily, you should not
increase your tempo mote than one metronome

serting at a time. Pracrice the diffieult passages
separarcly.

* Do not play wo softy. Practice playing wich
a strong, even sound while siriving for full, round
OGS,

Cultivate, from the beginning, a technique based
upon relaxation. The tension required to play should
be confined to the hands, with the rest of the body
remaining refaxed.

Rhythm Studies

In the following studies, play the 1st string open (high E) with your right-hand index finger. You may also
substitute the open 6rh string (low E) played with the thumb. Counr aloud or silentdy. Play slowly enough to keep
dfl even empo.

] B N B N ] o Fj_ ] N ] o
:
oy — ~ N MM S S N -
!‘I.\. .
Count: 1 2 3 4 1 2 34 e
2)
) i i
ﬁ [ CR— ] T B 7 7L T N
"_-.xl,.l' < . | i 1 — I | - |
¢ 1234
3)
7 L3 T - - - 7 o e e e e Co—"
: - |. :. B R L I
¢ 123
S aem I‘; | e
== — sl I

3 and 4 and

20






Notes on the Open Bass Strings

|
F

E A D
L - |
& -
LY p— oy e
£5)
6th String Open 5th String Open 4th String Open

When P|a}'ing bass notes alone with the thumb, set vour ami (see p. 14) Fm.gerﬁ on strings 1-3 rcsptctivcl}' for
MOTE SECUrity. I’la}' {ree stroke with the dhumb.

Study #1

e i :
4 & & & 4+ 4 &

.

T
o
e W
= W
L BN
ol
U
ol
Sl

simile (continue in a similar manner)

NS
L
L |

e ||
T
|
w Rl
.
ih |
th]

b

4 finTiie

|
'y
'y

o1l

LB

Ll
$!

o a
|
'y
Y

1 2 3 il

.
«
oilll
]
ull
N
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Open Bass Strings (cont.)

DYUETS are used in this method, where suitable, for the

purpose of making a study more interesting and
enjovable o pl

ay. For the easier duers, the student may invite another beginner to pracrice with him, with hoth
alternating pares. For the duets with harmonies requiring a more advanced technique,
advanced student may be called upon to play the harder part. In these student-
the upper line,

the teacher or a2 more
reacher duers, the studene part is in

DUET ONE

rlqll;lulj.{:[]l.
]
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Y 3 3 z J |z 3 3 < & F -
F" w w w rJ ¥

Teacher . 4 | | |"""l-r-.. J—
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II-T" H
4 — i - — Pl 5 = _

o7 —= R s

e L_L____,. "—-l--] —— — ] — _______l

“This sign #7 is called a fermara. The note under it should be sustained or held longer than its designared value.

DUET TWO

A srudent
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Notes on the Open Treble Strings

G B E
G B E

A -
= 8]

[ fan) o — :
3 A, =

'Y

3rd String Open 2nd String Open Ist String Open

On the following exercises, set vour thumb lightly on the 6ch string for right-hand security. Play free stroke.

Study #4

Y ]

A i i3_ i I mnt m m M a i a a i "
g ; — —» -

o - = —
(o I S — S— — ——— lf

*Repeat from the h-::ginmng.

Stady #5 Practice slowly and evenly, graduarting ro faster speeds,
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Count: 1 and 2 and 3 and 4 and simile

Stud}' #6
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Study £#7

P m a m simile
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Study #8
a m i m a sitnile
) sl at )
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r¥
!
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= r ] 7 * - ] i I
r o

For more cificiency when playing repeated notes on the same string, alternate the 7 and m fingers. Ser the
tiumb lightly on the 6th string for more supporr. Try rest stroke and free seroke.

25

Study #9
” Poom L om el
=
T ——p i P p— — -—l—-—u——Lr_—r e a—— :
!.- i — S e ———— —
DUET THREE
Soadent
Ioom I om  Iom m srmrle
e = — =
\ﬁ*_. === === ==
n | -d ]
Tesicher
; [ J : i -
- e & - _ﬂ = J—-,—o—t P —
i i [ [ m i
z . —
E====== SS———
® [ |
!
=2 h.ﬁ, -'_- ¥ & > ﬁ,-. | ]
r —t — — 1 L
e« 0 _ L I 3
F =



The Left Hand

Here are the names of the lefr-hand fingers:
'.. .

i*; 1 The numbers are used . >
g—'l in guitar music to denote o

N .L | specific lefi-hand fingerings. .
i :I B 1 —index E.ng:r N N, 6

f ’."1&(_;' il 2 — middle finger : i L ﬁ-’

i)
f"um

9\.
L
!ﬂ

. ..-_.._#£-;

?'j" 3 —ring Eng:r
".II { 4 — lirdle finger
.= 0 — open string

The thumb is not used to depress a string,

When there 1s an encircled Arabic numeral above
or below a note, this indicates which string should be
used for that note. In the example, the note would be
played on the 2nd string with the 3rd finger (indicated

by the 3 next to the note). The note is D, on the 3rd
fret and will be learned later.

&

qi =

Fig. 24 The knuckles of the left hand should be paralle] to
the fingerboard.

Fig. 23 Position of the left arm. Fig. 25 Pasition of the thumb.
The left-hand thumb is generally placed midway
on the back of the neck in line with the index and

middle fingers. The student should be careful that the
With the left hand, grip the neck of the guitar as thumb does not protrude above the hingerboard or

shown. When the arm hangs in a natural, relaxed  neck. Orcherwise, you may find that the rest of the
manner, it is in the correct position for playing, hand 15, in many cases, out of position,
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Positioning of the Left-Hand Fingers

The string should be met by the tip of the finger in
most cases, and the nails of the left hand must be cur
short enough to allow the fingertips to be in a
perpendicular position to the fingerboard when
depressing the strings. The thumb applies counter-
pressure from behind the neck.

e =]
T i:-\_ﬁ'

Fig. 27 A I::;;lann:-;I left-hand position (top vi::.wj.

The Ist or index finger should lie slightly on its
side."

The 2na or middle finger should meert the string in
a vertical position.

The 3rd or ring finger should also meer the string
in a vertical position.

The 4th or litde finger lies slightly on its side in a
direction opposite the index finger.

“When moving up the neck, the index finger gradually moves inro
2 verncal position (due co the smaller fret spacing). The orher

Sngers remain as deseribed.

All fingers should form an arch, with the knuckles
parallel to the fingerboard. The movement of the
finger should begin from the knuckle.

il

Fig. 29 Left-hand position on bass string,
When depressing the string, press it firmly, just
behind the fret wire to produce a good, clear tone.
For economy of movement and security, never lift
a finger unnecessarily after it has played a note.
When the fingers are not depressing a string, keep

them hmr-:ring cumfnrrabl;r' close to the strings and
ready to play.



Notes on the 1st or High E String

E
*‘j *
1].:'

[ ]
E F G
4] - o O
v - —
!-_l
Open 1st Fret 3rd Fret
1st Ping::r 3rd Finger

Study #10 Try rest stroke and free stroke. Ser your thumb on the 6th string for more security. Ar the
beginning of the 2nd measure, it is a good idea to leave the lefr-hand Lst inger in place on F when adding your
3rd finger to play the higher note G. Use this technique whenever possible,

1 m ] 3 L

- | l'_;l_._,._,l. L ._._-_-_._,__F_,_-_r,?j_ ]I

e S [ R S S —— — - - 1=
L
Study #11
— g z i | W A A %
L

As you pracrice, your lefr-hand fingertips may become slightly sore. With consistent practice over two or three
weeks, you will n;ltw:lup calluses that will protect your ﬁngtrtips. This will make it easier and more comfortable to
depress the STrings.

Study #12
A i om 1 om i ¢ om Lm0 simile
?’—,—;—.‘:QI'_ o A B i s e St S S— - A o
{l:\ LW T 1 1 Y R S SN I S S S . k | | i —
¢ P i 2 o

Count: 1 Y oand 3 and 4 sl

LAY :I-" e el 1 P—— _ [miniima,
. I

ol
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DUET FOUR

Swadent
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Notes on the 2nd or B String

— —

® | D
B C D
4
- = - o .

'Q".'I_.nf - -

LB

Open 1st Fret 3rd Fret
Ist Finger 3rd Finger

Study #13 It is often helpful ar first to say the name of the note aloud as you play ir.
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Study #14
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WALTZ IN A MINOR

Use rest stroke on the melody (nores with upward stems) to achieve a fuller sound. Alternation of ¢ and # is
not absolutely necessary ar this point.
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DUET SEVEN
(On a Christmas Theme)

Slowly

Student
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Notes on the 3rd or G String

G
e ﬁ
L
5 G A _
4 = - '
T =
Open 2nd Fret
2nd Finger
Study #16
5 | I |
%'{*- " e e S—— ——  S——— [ E——
3 .
Use free stroke throughout the next two pleces.
SPANISH MELODY
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Rests

A rest is a symbol indicating silence. These symbols show when not to play. Every note has an equivalent resc
in ume value which receives the same number of counts. The following chart shows the comparative time value of
fores i.i.ilfj. ] B

MNote and Rest Time Values

Notes:
{3- - I - _ . | 1 : [ Tt
S . [ & T— — £ [ B — = [ —"— o
Whole Half (Quarter Eighth
Hests:
o == } } r Lo -4 L*} L ¥)
AT - - g = \I 1 i o i —

il
-

]
(WY}
-
3]
okl
-

Count: 1 2 and 2 and 3 and 4 and

Ties

A tie is a curved line joining two notes of the same pitch. The first note is played and held for the value of twao
notes without striking the second note. In the following example, both measures will sound identical.

#—l_—i‘t"r 2 —, -

&l
Count: 1 2 3 4 1

| ]
L L)
i,

Music in Two Voices

The next solo piece, Study in Two Voires, is an example of music in two parts (called voicer). Generally, the
upper treble pare (stems up as shown in Ex. A) is the melody, and the lower bass part (stems down as in Fx. B) is
rhe accompaniment. When playing music with two or more voices, be sure to let each note ring for its full time
j.'alu-::- This will create an overlapping of voices thar often allows the guitar to sound like more than one
INsirument.

Ex. A Treble Part (Melody)
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STUDY IN TWO VOICES
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The youthful Segovia (seated third from left) listens
intently as the older master Miguel Llober plays.

Arpeggio

The arpeggio (from the lralian “in the manner of a harp”) is a very cffective technique on the
guitar and is used frequently in guitar music. In an arpeggio, the notes of a chord, instead of
being played simultaneously, are played one afrer another, Usually the thumb strikes the down
beat (or first beat) of the measure, then the fingers follow in some sequential order, as indicated.
An arpeggio is most often played free stroke. The following are examples of arpeggios.

Stud}' #17
} i o
i ! i e __F""'"ﬂ
I'.-! . — - _ —
F- F r?r p-
, |
Study #18
a
; " Mmoo
. — . [ .
tIJ - = _ —
7 F 2 2
Ji‘} 1
Planting

Planting is frequently used when playing an
arpeggio. It is simply resting or planting the finger or
fingers of the right hand on a string prier to playing
the string. In other words, you are prepared to play the
string before you acrually do so.

For most ascending arpeggios (see Study #17),
fingers p, 1, m, a, may all be placed on the string at the
same time and released as the arpeggio ascends.
However, when the arpeggio ascends and descends (as in
Study #18), only the ascending part of the arpeggio is

36

planted. The descending part is played regular free
stroke and is not planted. The fingers should not
rerurn and plant on the strings until the arpeggio is
completed. Generally, the sma fingers are planred
simultaneously ar the moment the thumb starts 1o play
the bass string.

The use of planting will help increase your
accuracy and speed when playing arpeggios.
Remember to planc all the fingers ar the same time,
securely and in a position ready for playing.



Arpeggio
DUET EIGHT
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Sharps, Flats and Naturals

Sharps, flats and narurals are called chromatic signs (or accidentals). They raise or lower a nore by one half-
step (or half-rone) which is equal to one fret on the guitar. Once a note is altered by an accidental, it remains that

way throughour the measure until it is automatically canceled out by the bar line. Sometimes a natural sign is used
in a following measure as a courtesy reminder.

Chromatic Signs

fal
i d— #_1 The Sharp raises the note by one half-step.
Y _' (C sharp is played on the 2nd fret, 2nd string,)
” .
R — a— The Flat lowers the note by one frer.
D —1 (D far is played on the 2nd fret, 2nd string, }*

e
_il | : | - The Natwral restores the note to its regular pirch after it has been raised or
g ! lowered.
e

"C sharp and D flat are called enharmonic notes—wrirten differently but sounding the same.

In the following piece, be sure to sharp all the F's by playing them on the 2nd frer of the 1st sering, Later in
the boolk, you will see this notated by the use of a key signature (p. 66)

PRELUDE IN G MAJOR
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Inthe recording studio




Six-Eight Time Signature

Another time 5ignatur:: used in music is 6/8.

fi .
?t' £ slx counts to cach measure.
fam| -
LX) -
. Cﬂ.{_'-l.'l Clghd’l e g’:tﬁ- One count.
_ N I
A dot placed after a quarter note increases the time value of the note by one half: o = o

Generally, music in 6/8 time is felt in two groups
of three, with a bit of an accent on the first note of g | | | | : |
L

each group: ]

The following piece is an excellent warm-up and should -::vn:ntu:a”],r be memorized (see next page). Leave your
2nd finger on the 3rd string A throughour the entire piece for left-hand security.

Study #19
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Memorization

In general, to perform a piece of music beaurifully
and accurately, it is essential to devore complere
concentration to it. This is not often possible when
sight-reading the music; therefore when learning a
piece of music it may be necessary, eventually, ro
COmmit it to memory.

It is important to know when to memorize. You
must be able to play the piece correctly (i.e., nores,
hngering, rhythm), before starting o memorize,

After you have played the piece through a number
of times, you should have become familiar not only
with the shapes and parterns of the lefi-hand hingers
on the fingerboard, but also with the sound of the
WIITtEN MuUsIc,

To start with, play the piece from the beginning

and see how far you can go withour looking ar the
music. When you can go no farther, consult the
music. If this refreshes your memory, proceed again
without the music; otherwise, play only the section
you had forgotten until vou have learned it. Now
continue without the music again unril you can go ne
farther. Repeat the above procedure until the enrire
piece is memorized.

Many of the solo picces in this book should be
committed to memory, along with any of the studies
recommended by the author or by your teacher, which
concentrate on the development of specific techniques.

Memorization is an aid in the development of
technique, for it allows full concentration on rechnical
advancement.

DUET NINE

GERMAN FOLEK SoNG
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[a] -
-ﬁ‘\—‘ = s e £ : —
i |
Student
A g m i | o e _ . -
..._L_I s _F [ — e — F_ . i . :
AR — a i —l o ] e o
[ rl' - | il - T
i ' r-" '.. "_ F. 7 :‘I'
e !
— . . — o - o .l
@) 2 e e 2. . e e 2 I —

41



Notes on the 4th or D String
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Open 2nd Fret 3rd Fret
2nd Finger rd Finger
MARCH
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Study #20 Use free stroke throughout.
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Triplets and Sixteenth Notes

You have already learned thar the
quarter note can be divided into two equal
parts which are called eighth notes. The
quarter note may be divided into even
smaller parts. If we divide the quarter note
into three equal parts, these notes are called
rriplers. A triplet is signified by the numeral
3 above the group of three nores forming
the triplet. (Ex. 1) In a series of continuous
rriplets (as in Melancolia) it is not necessary
to continue to mark the number 3 on each
tripler after the frst measure. Siceeenth
notes are created when you divide a quarter

Ex. 1 Trplets

J .

Counr: 1

3
J 7]

3 and a

JJ .
2 and

Ex. 2 Sixteenth Notes

SR R R D

and 3

DM

. . : Count: 1 2 e and a 4 ¢ and o
note into four parts. These are twice as fast
as eighth notes. (Ex. 2)
MELANCOLIA
3 3 3 3 B
Tj— = l i

e S

Tl

F
]

L

ETJ -
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r
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-

==l

L .

L2

i'_

T

_r_
= = F 5 ? : -

Pick-up Notes

Some pieces of music begin with an incomplete measure, The
notes in this measure are called pick-up notes. One must work
backwards from the end of the measure to see where ro start %?Im—
counting, One quarter note in an incomplete measure of 4/4 rime fon) j
would simply be counted “four” (Ex. 3). In other words, the quarter Y ' -
note is the last beat of this measure. The duer on the following page Count: 4 1
begins with a pick-up note (count “3 — 4” as shown),

Ex. 3 Pick-up Note
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Duet Ten
FUGUE

JOHANN SEBASTIAN BaCH
(1685-1750)
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Notes on the 5th or A String

A

Bl @ |

i
. A B C 1
= }
. = — — i

Open 2nd Fret 3rd Fret
2nd Finger 3rd Finger

TOCCATA

J.5. Bach
—f : | : ' ' '
ﬁ;. ! j - L - ; [ ] |
el I}# X d 3-‘- - J- . i- . v : v d * g
P P P simile
4 .
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MINUET
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C Majﬂr Scale (with variations)*

fa] | [

e —;

ete, b) elc.

a)
[l

m i m i m

* For an explanarion of scale construction and music theory, refer 1o p. 66.
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Notes on the 6th or Low E String
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Open 1st Fret 3rd Fret
1st Finger 3rd Finger
Slud}' #21
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The Natural Scale
The Narural Scale should be studied and memorized. It is a review of all the natural notes (no sharps or fats)
learned up to this point,
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Be sure to ler each bass nore ring for its full value |

VARIATION ON A SPANISH THEME

until the nexr bass note),
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* In guitar music, the wavy line preceding a chord means to strum the notes of
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the chord with the thumb,



The Fingernails

[ recommend that, at this point, the serious
classical guitar student begin to use the nails of the
right hand in conjunction with the fleshy part of the
hngertips when sounding the strings. When this
technique is developed, the student will be able to
produce a more beauriful sound, a wider variety of
ronal celors, and a greater control of dynamics.

The nails of the right hand should generally follow
the contour of the fingertips and should extend about
/16" to 5" of an inch beyond rthe fesh. (Fig. 30)

Fig. 30 Length of ﬁngfrnai]s_

When propetly filed,

smoothly over the string.

the nails should glide

Five Steps for Filing Nails

The following is a basic guide for filing the nails.
Nail and fhinger characteristics, however, differ with
cach individual, therefore precise rules regarding the
shape of the nails are not possible to make.

1. Use a fine file (such as Alpha-9™, Revlon™ or
Digmond Deb™) to round rthe nails, leaving
approximately 116" to 48" beyond the flesh of the
fingertip, Fellow the contour @ﬂnnrﬁsrge riip. Check for
length by holding the fingers perpendicular to the
floor ar eve level. (Fig. 300
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2. Place the file ar a slight angle and Hat un-
derneath the nail edge, and again shape the nail edge
o form an even, flac surface. This corrects any
unevenncss around the outer edge of the nail. (Fig. 31)

Elg 31 Set file ar an anglc

3. Check the shape of the nail by playing a string,
With the finger relaxed, the correctdy shaped nail
should glide freely across the String. If there i is a feeling
of hooking or CEltLh]nC’ during rilr‘; stroke, the nail has
not been properly hL.L'I. {or the placement of the finger
and nail to the string is incorrect, See next page).

4. Use wery fine sandpaper for polishing the
ﬁngertmi] edges. I use 3M #500 Tri-M-ite™ Fre-Cui
{open coar}, available through hardware stores. This
step corrects the raspy sound caused by the rough
-_dnﬂ after hling.

3. Now, listen to the tone as you strike the String,
If iv is harsh or unpleasant to the ear, repolish rh.s-
fingernail edges with the finishing paper until the
sound is clear and beautiful. A sound with a slight
scrape or raspiness should be avoided. Listen to the
recordings of Andrés Segovia for an example of
beauriful tone production and control.

Each student will, by experimenting over a period
of time, find the best procedure for keeping his nails in
the most advantageous playing conditions.

When a nail splits or cracks, nail glue or a silk-
wrap may be used for a quick repair. Colorless enamel
or nail puhﬁh also helps to protect the nail againse
damage. Apply the enamel to the entire nail, :am:l then
remove that which adheres to the outer edge of the
fingernail tip with nail polish remover; otherwise the
enamel will make a scratchy sound on the string,

For more detailed information on nail E]mﬂ, see
Appendix A in The Christopher Parkening Method
Book, Velume Two.



Tone Production

Finger and Nail Placement

At this point, it is assumed that the student is now
using the fingernail to produce a sound. The proper
placement of the finger and nail to the string is very
important, (Fig. 32)

Fig. 32 Correct finger placement.

Producing a good sound or tone is achieved by a
combination of both nail and flesh. Nail alone
produces a tin-like sound, good only for certain
effects. Most imporrant: For round, full, beauriful
tone, pad and mnail should rtouch the string
simultanecusly at the inicial point of contact. The
stroke should begin on the side of the fingernail (point
of contact) and should ride roward the center (point of
release). (Fig. 33) The point of contact is where the
fngerrip, fingernail, and string meet simultaneously
before acrivaring the string. This is generally roward
the left-hand side of the fingernail (the side closest to
the thumb).

e

Point of contact
Point of release

Fig. 33 Point of Contact (combination nail and flesh).
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A stroke with the thumbnail will generally be made
with the thumb at roughly a 45° angle from the string,
The stroke should begin near the center of the najl and
should ride toward the left side of the nall to release.

Fig. 34 Correct thumb position.

If there is a feeling of carching, or the sound of a
clicking noise, as the string comes in contact with the
finger, then one of two things may be wrong: 1) the
nail may be too long or improperly filed, or 2) the
ﬁng:rs 1, m, a, which should be almast perpendicular
to the strings, may be slanting too much tw one side,
forcing the nail to rouch the string before the flesh is
able to deaden the clicking sound.

Point of Contact

Fig. 35 Fingers should be almost perpendicular to string.

Always listen carefully to the sound you are
producing. Beautiful sound production will take some
individual experimentation and refinement as you
proceed through your studies. For more on this
subject, see Appendix A in The Christopher Parkening
Method Book, Volume Two.



Two Notes Played Together

When playing two notes together with the thumb and a finger, use a pinching motion as the thumb and finger
close toward cach other. When playing two notes with two fingers, bring both fingers toward the palm of the
hand as a unit. Be sure not to pluck in an ourward motion. Do not let the bass notes aver-power the melody

NoTes.
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In the following piece, the term D.C. af Fine means return to the beginning of the piece and play until the end
of the measure marked Fine
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Selecting a Classical Guitar

Choosing an instrument of che quality necessary to
learn to play properly may present a problem to the
beginner. When possible one should obtain the advice
and assistance of a fine guitarist or qualified teacher. If
neither is available, the following informarion should
be helpful ro the student who is buying his or her first
gu{mr.

Generally, the finest classical guitars are made by
individual luthiers, and they are typically made with
the following woods: the back and sides of rosewood:
the top, or soundboard, of a close, even grained cedar
or spruce; the neck of cedar or mahogany, and the
fingerboard of ebony. It is not necessary for the
beginner to buy an extremely expensive guirar, It is,
however, most important to make certain thar the
guitar is in good playing condition.

The standard width of the fingerboard should be
berween 2" and 214" ar the nur (see diagram p. 8). A
narrower fingerboard should be avoided for classical
playing. The fingerboard should have a slight length-
wise concave bow, known as relief. Under no eircum-
stances should the fingerboard have a convex bow or
hump, One can get a general idea of the neck's
condition by visually sighting down the neck from the
head. The frets should be well seated in their slots,
smoothly finished, and of equal height. There should
not be any sharp edges on the frets.

Every instrument varies from another in sound.
After making sure thar the guirar is tuned to correct
pitch, strum the strings with the thumb of your right
hand and listen to the tone of the instrument. Then,
to check the quality and evenness of each note, play all
the notes up the fingerboard starting with che first
string, paying attention to strike the string with even
playing pressure. Each note should ring clear (no
buzzing) and the velume and duration of each note
should be abour the same (no wolf or dead notes).

To assure that the guitar is correctly intonared (i.c.,
the fretted and open notes play in tune), compare the
pitch of the open first string with that same string
fretted at the 12th frer. The two notes should be the
same, only an ocrave apart. If the open and freteed
notes are not in tune, this could most likely be due to
a defective string. Repeart this same process for the
remaining strings. (Other rare strucrural problems thar
may cause intonation problems include a warped
fingerboard or misaligned frers.)

The action, or playability of the guirar, which is
affected by both the nut and the saddle, should also be
checked. If the strings are roo high over the
fingerboard (high or hard action), the student will
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experience difficulty in depressing them firmly against
the_ frets. If the strings are too low over the
fingerboard, they will often produce unpleasant
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Open String Equivalents

The following diagram illustrates an alternate way of playing notes normally foend om open strings (Sth
through 1st). The arabic numeral enclosed in a circle always denotes the string on which @ mote is 1o be played.
Compare this with the runing diagram on p. 12

e
Fret: 5th 5th 5th 4th  5dh

In the following picee, the encircled “3” indicates that the B is to be played oa the 3rd suring instead of the
usual 2nd string,

DUET ELEVEN

Old French Air*
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“This duer is written in the form of a canon or round. Both _parts have the same melody throughour, altheugh
starting at different points.
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Guide and Pivot Fingers

The following piece contains two techniques thae
facilitate lefi-hand movement. Berween measures one
and two, leave your 1st and 2nd fingers on the strin
as you move up two frets to the B and D in the
following measure. When you move a finger while

keeping it on the string, it is called a guide finger. Be
sure to release the pressure slightly to avoid a sliding
sound. Between measures five and six, leave the 2nd

hinger in place on the A when you change chords. This
is called a pivor or ancher finger.

PRELUDE IN A MINOR
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CHROMATIC SCALE (in G)

The chromaric scale consists entirely of notes one fret apart. This scale can be used to create a variety of finger
dexterity and coordination exercises. The following study is a one-octave chromaric scale based on G.

Study #22
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(uitarist-composer-conductor Jack Marshall.




On the following two pieces, strive to ler each norte ring for its entire durarion.

THEME FROM SYMPHONY NO. 9

LUDWIG VAN BEETHOVEN
(1770-1827)
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Table of Common Tempo Terms

The following Iralian expression marks are often found at rthe beginning of a piece of music to indicate the
rempo (or speed) of the piece, They are listed here from slowest to fastest and are all relative. They do not signify
an absolute rate of speed.

Lento Slowly

Andante Gracefully, a walking tempo

Andantino Generally interpreted as a bir faster than Andante
Moderato Moderately

Allegretto Moderately fast

Allegro Quickly

Presto Very Quickly

Here are some other terms to indicate a change of tempo:

Ritardando (rit.) Gradually slower

Accelerando (accel) Gradually faster

Fermata (7)) Hold a note longer than its original value
A Tempo Return to original tempo

Rubato Freely slowing down or speeding up

Dynamic Markings

Dynamic markings indicate the volume of a particular passage of music. These terms are also relarive, and as
with all expressive devices, it is ultimarely the performer’s decision, taking into account che composer's wishes, as
to the interpretarion of a piece of music.

PP | pianissima) Very soft

P (piano) Soft

mp (mezzo-piano) Moderarely soft
mf (mezzo-forte) Moderately loud
I forte) Loud

S (fortissima) Very loud
Crescendo Gradually louder
—_—

Decrescendo (also diminuends) Gradually softer

-

Repeat Markings

D.C. al Fine Return to the beginning and play to the Fine.

D5, al Fine Return to the 3% and play to the Fine.

D.C. al Coda Rerurn to the beginning, play to the @ and skip to the Coda
D.S. al Coda Return to the 59, play to the © and skip 1o the Coda.

Multiple Endings: Play until the repear sign and the return to the facing repear sign (beginning of picce). On the
second time through, skip the 1st ending and instead play the 2nd ending.
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ALLEGRO

Mauro Giuriang
(1781-1828)

Although the interpretation of music depends on individual decisions by the performer, often the composer
will add expression markings in the music. Sometimes they are added by the transcriber or editor, as is the case in
this next piece. Use them as suggestions from which to develop your own interpretation,
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ODE TO JOY

LUDWIG VAN BEETHOVEN
(1770-1827)
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MATTED CARCASS]
((1770-1841)
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Duet Twelve

IN THE HALL OF MOUNTAIN KING
(from the Peer Gynt Suite)
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Three Notes Played Together

Three notes may be played ar the same time by using rhe fingers i, m, a,
lie. pz,m). The melody note of the chord should be emphasized. Try both

HYMN

or by using the thumb and two fingers
fingerings on this next piece,
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DioNisio AGuano
(1784-1849)
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"This piece may be used as a three-note chord study by changing each arpeggio into a chord.
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High A on the 1st String

[
@ 5th Fret
A
[a] 1t -
—
{55
. 5th Fret
Ist String

The A on the 5th frer, Ist string is in unison with the A—440 tuning fork. It is che highest note used in
Volume One of this method book.
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Study #24 The low C in this piece is called a pedlal tone (a constant nove around which other voices move). It
is held with the 3rd ﬂngcr Lllmughuut the entire piece.
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” Student 3

2

Duet Thirteen

BOURREE

JOHANN SEBASTIAN BACH
(1685-1750)
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Four Notes Played Together

The free stroke is most often used when playing four-note chords. The right hand should be relaxed wich all
the movement coming from the thumb and fingers. In playing four-part chords, the melody is usually the top

note and therefore is sounded by the @ finger. Strive for a good balance berween all the notes with the melody
note clearly defined.

The sharp ar the beginning of each line in the next piece is called a key signature. It requires that you sharp all
F's in the piece, regardless of the ocrave in which they occur. For more abour this topic, see p. 66.
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PRELUDE IN C MAJOR*
MATTEOQ CARCASS]

(1770=1841)
Try planting before each arpeggio.
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*This piece may be used as a four-note chord study by changing each arpeggio into a chord.
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In the following picce, you may rofl or arpeggiate a chord occasionally
playing the notes from the bass to the treble (thumb

chord. You should start playing the chord slightly early

for a nice musical effect. This invalves
to the z finger) in rapid succession. This will broaden the
so that the last note (melody note) will land on the beart.
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Music Theory

In studying classical guicar, it is wise to understand the basic mechanics of music theory, The very simple
material presented here will start you on the path 1o grasping the systemaric principles of music and will be very
helpful to you in the studies ro follow.

Intervals

An interval is the distance in pitch berween rwo musical tones. The smallest type of interval is a halfostep (or
half tone)—one fret on the guitar. A whole-step is the next smallest interval. It is equal to two half-steps—rtwo frets
on the guitar. Another common interval in music is the octave. This is eight letters away from another note of the
same name (e.g. CDEF G A B C). On the guitar, octaves are 12 frers apare if played on the same string,

Major Scales

Classical music, in fact almost all music in the Western culture, is based on the digzonic major scale. This scale
s composed of seven different consecutive notes with an eighth additional note an ocrave higher than the first
note or root. Every major scale is constructed the same way with the whole-steps and half-steps in the same order,

You have already learned a C major scale. Examine the intervals. Notice the half-steps berween B and C and
E and F:

C Major Scale

[} - i i
! ~ |
—é\ - R [ ] i {}_ -

i = a— Ty 3 : :
Whole Whole Half Whole Whole Whole Half

If we start on the 5th note of the C major scale, we may construct a G major scale using the same formula.
Notice that we must sharp the F to maintain the same relationship of half-steps and whole-steps.

(x M:lj[ll' Scale
- g — S— o - — é‘ﬁ_ ; o
Whole Whole Half Whole Whole Whole Half

Key Signatures

When playing music in keys char require sharps or flats to construct the
major scale, you will find a key signarure at the beginning of each staff, Key of G Major

immediately following the clef sign. This signifies the notes that are to be A )
flat or sharp throughout the enrtire piece, unless canceled by a narural sign. #ﬂ i !
Always remember to sharp or flat the notes in whartever octave they appear, 3 k T—————1
not just where they are marked in the key signarure. For instance, in the key &
of G major you would sharp the I on the 1st string, 2nd freg; the 4th string, Sharp all F's
4th fret; and the 6th string, 2nd fret (see example at right).
Here are the most common key signatures found in guitar music:

C Major G Major D Major A Major E Major F Major

I H W ;

ﬁ s - e i = “ﬁ 5

(A minor) (E minor) {B minor) [F# minor) {(:# minot) (D} minor)
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Music Theory (cont.)

Circle of Fifths

There are 15 Major Keys: One with no sharps or flats, and then
seven sharp keys and seven flat keys. The Cirele of Fifihs is a useful Elat Sharp
visual aid to help remember the proper order of keys with all their

sharps and flats. The key of C major appears on top with no sharps Reys C Reys
or flats. Going clockwise, you will find the Sharp keys: Key of G (1 F G
sharp), Key of D (2 sharps), Key of A (3 sharps), etc., all the way
around to the Key of CZ (7 sharps). Going counter-clockwise from Bl) D
the Key of C, you will find the Flat keys: Key of F (1 flar), Key of B},
(2 flats), Key of El} (3 flats), etc., all the way around o the Key of El} A
C_; (7 fars).

Note: The keys of B, F§, and Ct have enbarmonic equivalents:
C|?- G[,, and D[;.. These keys are written r_fiﬂ:::rf:nl:l}-' bur sound AL‘ E
the same. D '|::|| B

The order of sharps and flats is listed below the circle, Reading Cﬂ FH CL"

from left to right, if a piece has two sharps they would be F and C, G[;

If it has chree sharps, they would be F, C and G. If 2 piece has one

fat it would be B, and 2 piece with three flars would conrain B, E,

and A. As the key signarures progress around the circle of Sths, they Order of Sharps: F C G D A E B

always contain the previous key’s sharps or fats. Order of Flats: BEADGCTE

Relative Minaors

Every major key has a relative minor key which shares irs key signature, scale tones, and chords. To find the
relarive minor for any major key, descend 114 steps (3 frets) from the major key root. This is actually the Gth tone
in the major scale. For example: The relative minor for C is A minor {(C and A are 3 frers apart, and A is the Gth
tone in the C major scale). A piece of music with the key signature of no sharps and flats would either be in the

o

key of C major or A minor. The last chord of the piece will usually indicate the key.

C Major Scale 3 freus A Minor Scale
ol T . o O ©
?‘ = Y = oy o—L — i
a1 P [ ] i [ ] . ]
_""-\"_'# _D—H—__'I.J'—".'" 1}
& 6th T
Chords

Chord construction can be somewhat complicated for the beginning student, bur simple chords are easy To
understand. Chords are derived from the major scale. Most chords are built on a three note chord called 2 el
To build a major triad, you take the root, 3rd, and 5th from the major scale. {Ex. 1) To change this to a miner
triad, simply flat the third of the chord. (Ex. 2) Chords may be veiced in a variety of ways. Example 3 shows
various voicings of the C major chord. The only requirement here is that the chord contain ar least one root, 3rd,
and 5th.

Ex. 1 C major triad Ex. 2 Cminor triad Fx. 3 C chord voicings
e : : ———— v 1 B S S S—s S— m— —
E‘\-;; ﬁj_ﬁ_-ﬂ — I = ; !1 =4 : ﬂ l_E._ !':E . .
Te @ O © : -1§ i E 3 e P53 e
Root  3rd  Sch i o

For more on chord voicings, refer to the chord chart in the Appendix.
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Transposing Keys

~ Pieces can be written in every key, but some keys are more adaptable to the guitar than others. This folk song,
for example, is written here in the key of C (no sharps or flats). It has also been transposed to the key of A (3
sharps) and Bf, (2 flats). These three adaprations are for illustrating keys only and need not be practiced.

AMERICAN FOLK SONG

In the Key of C:
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The author conducting his Master Class
at the University of Southern California.

Christopher Parkening and eo-author David Brandon an stage at Queen Elizaberh Hall

(London, England). Go



Three Technical Exercises

I consider the following three studies most
valuable. When properly learned, they will maintain
the techniques covered thus far in this book. Strive for
full round rones, and remember, as always, to practice
relaxed. For extra arpeggio practice, I recommend 120
Sindies for the Right Hand by Mauro Giuliani.

This Chromatic Study in triplets by Tdrrega is
excellent for developing facility of the left hand and
speed of the right-hand rest stroke. Pracrice with the

metronome, and gradually increase your speed. |
recommend starting with the metronome set at 80,
with one dlick per note. Try to increase your speed 1o a
goal of 160. Remember to rest firmly against the
adjacent string when playing the rest stroke, and use
the adjacent string as a sort of “springboard” in
returning the fingers to their playing position. When
striving for speed, stay relaxed yet push vourself for
more endurance with accuracy.

CHROMATIC STUDY

FRANCISCO TARREGA
(1852-1909)

Lai

-

r 4 ':' 4 .3 4 IE‘. 3 :.!_ '2 | :1 1 B |:| 1 |:':| T S R —
. | | ] ] |
. : '—ﬂ*—“ i P, ¢ ——r — _ —— — ]
3= . et e e,
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i
- _ ] - ! ! | | : : .I_ r————
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! . - e e e (59 )
ﬁ' 0 1 0 4 0 4 3 4 3 3 1 4 J,-l 3 o My :lu #: ; 'l: E;E‘ e 4'-|3
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R > ;L _.1 i hi‘l j| = : 1l
r d r s 3 e ie e e e T A A o i s S o
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The following arpeggio series is commonly found in guitar music. Pracrice it using free stroke. The planting
technique may also be used. Steadily increase your speed as you are able.

=

Study #25
3 3
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This next study on a well-known arpeggio Etude will help improve the right-hand free stroke rechnique. Play
it repeatedly, practicing both sets of right-hand fingerings, and steadily work up to a fast speed.

Study #26
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Duet Fourteen

BOURREE

(GEORGE PHILIFP TELEMANN

(16BI-17G7)
Student
%E - I — oo _IF!" 3! : L
Y J Y L — ¢ o % ‘_L':d"_:'j—:—k
-+
A Student
Rt - e ==S===
3 € '__._LFH,; e ———

)
-I : - - ppiir ==
% T p— = | : +5—H
: Fe e o o ,_;:J_._ri_,_.____'_, .
! by - 4
% : | ! —
— T ! ===SE=E
- = = £ ! | |
E,l _.id = 44& = ...._J_l‘_,_f‘d_._
ST A S
o . |. e L - P —— ]" v — I ——— ]
o | e - g4 e &
. — -
b e — n
: - 2 7 -
]t[{ - 17 e * g =i =
-_—— T
ol p— |
N e — ~ .
T SRR P |
. -t *  — - |
| e |
} — —
& [ [ el
& e ¢ e 5 & * -

rl |

H . —

. Fam ‘I-: i ES’ ] "i _E___
"-.'bul.-' ] L. [ ] 7 ) I L ] -3 i._' _:
. -1 2 i — —

14 3w ]'!H' ;

72



¥ o £ 5 ¥

; 1
il 4
i
- =

y 3

. l_ﬁ

Bourrée (cont.)

e

I”_ﬂ'

-+ _ B . =1
| 3
- | i .n_u q1IF.,|II— Iﬁ ﬁ
o | »
CHE % i _
L | .\ + M| ﬁ | !
_' T r f L H = d._. # _._..w JHII'
| il t B
» By &l i .
+re L ) ! 8 . T
TTe . J | S Hﬂ
Y b A k L
e 1% : h i = H_ |.u. 1
; ] .

o
b e,
e
'—r—ﬂ s &
=
[
= Ea 1]
:.-IF__'—*-'_i_..
—
- T
3

t

.

e
2

L
o
:

bd & & =

CL

"
(]
e
15
f
S L

73



The Bar

The bar is a required part of guitar technique. It
Imeans o dLP[LEE marec E]-l::.ln ane ';rrlng S]ﬂTIU][a.n':ﬂUS].‘}r
on a single fret with the first or index finger of the left
hand. It is used to facilitate fingering, most often as an
easler WE."r" Uf ﬁngﬁ.fll—lg OWo Or more notes on l:l'LE sSame

frer. (Fig. 36)

Fig- 36 The full bar {frurJL view),

Forming the bar:

1. Keep left-hand thumb low on the neck to apply
counter-pressure. It should maintain a natural positon
opposite the index and middle fingers.

2. Keep the bar ﬁngf:r (index) as close to the frer as
possible.

3. The index finger generally presses somewhat on the
side of the finger. (Fig. 37) This usually works best
with the side closest to the thumb, although for some
bars, the opposite side may be effective,

Fig. 37 The full bar (top view).

[f the notes in your bar do not sound v:ln:::alrJ you
mighr ry the fﬂll-;:nwing:

* Try adjusting the bar vertically up or down. In
other words, you may wish to use a 1/2 bar instead of
a 1/3 bar. Even with a full bar, there is room to move
the finger vertically one way or the other. This may
allow the finger to put pressure in a different area,
PIUdULlIIE = CIL al Eﬂund

* Focus the pressure directly on the string or
strings thar are unclear. Usually the ourter strings (top
and bottom of the bar) will be clear. You may need
extra pressure in the middle of the finger.

* Make sure o sic with the guitar tileed s]ight]}r
backward. In this position, you have the advantage of
gravity with the weighr of the left arm to help the bar.

* If only the outer strings are needed in the bar
chord, you may curve the bar slighdy, allowing the
inner strings to be muted. Therefore, you only apply
pressure where it is necessary,

* Play through a passage even though the bar
might not be rotally clear. Play the bar chord anyway
and keep on going. Later practice the bar chord
scparately. If you spend too long on any one chord,

vour finger may become fatigued and the bar will be
even harder,

Fig. 38 The half bar (front view).

Strength does play an important role in bar chords,
bur correcr finger and thumb placement are equally
important. It is often the case of position rather than
pressure. With practice, you will begin o produce a
clear, ringing sound from each string withour undue
pressure from the lefr hand.

For more advanced barring techniques, see The
Christopber Parkening Method Book, Volume Two.



The Bar (cont.)

Notating the bar:

There is some discrepancy when it comes to
bar chord notation. In this method book and in
all my arrangements, we use a Roman numeral
o indicate the fret on which to use a full bar.
(Ex. A} A partial bar is indicated by a Roman
numeral preceded by a fraction telling how many
strings to bar. (Ex, B)

Orther bar rerminology you might encounter
involves the use of a capital C (cejilla in Spanish)
or a capital B (farre in French) placed before the
Roman numeral indicating the fret. A “c” with a
vertical line through it would mean a partial bar.
(Ex. C) Arabic numbers are even occasionally
used instead of Roman numerals.

The bar is held for the value of the nore or
notes it produces. This is generally indicated by a
line above the staff following the Roman
numeral. (Ex. D)

Ex A Full Bar Fx. B Half Bar
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Ex. C Alternate notation
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Ex. D Extended Bar
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ALL THROUGH THE NIGHT

WELSH AIR
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Tdrrega pla.}'jng for a gathering of friends.
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Supplementary

Pieces

The following supplementary pieces will help you build technique and refine your musical
skills. They are arranged by key rather than by difficulty, although the easier keys are placed first.
At this point, the student may also proceed to The Christopher Parkening Method Book, Valume
Twa, while still developing repertoire from the last section of this book.



Key of C Major
MODERATO

MaUuro Grurrang
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Moderato

RONDO

JEAN-PHILIPPE RameEau

(1683—17064)
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ANDANTE

FERMNANDO SOR
(1778—1839)
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Key of A Minor
ETUDE

FERDINAND CARULLI
(1792-1853)
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Moderato

PACKINGTON’S POUND

ANONYMOUS
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FUR ELISE

Andanting
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Key of G Major
SCOTTISH FOLK SONG
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MINUET IN G

JOHANN SEBASTIAN BACH

Moderalo (1685-1730)
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Key of E Minor

WALTZ IN E MINOR

FERDINAND CARULLI

(1792-1853)
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Allegro

Key of D Major
SIMPLE GIFTS
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KEMP’S JIG
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Key of D Minor
ITALIAN DANCE

H.ans NEUSIEDLER
(1508-1563)

Moderaro
41 ta
=T LN MinEol Bl
1 B & M— — 5 T — N Mk g —
L r‘lj = :1,'5‘ 4 o3 ) — 1 — -
R 5o

A .1'!
GBI =
Y T
@j"}mj =
: F

I
A ]j - — ] ' |"'~"| — T i_]
o [l 1 I I i .rt'llj—"—_’—’— -4
L = L d—:—.—d—' - ER— II'E"1" —
e - — = 3 5 o -IE = >
H Ir L B Y |
1
FI—

a8



Key of A Major
BOURREE

JOoHANN SEBASTIAN BacH

Moderato (1685-1750)
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Three Spanish Encores
SPANISH FOLK SONG
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CATALONIAN SONG

SeamisH FoLk SonG
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JESU, JOY OF MAN’S DESIRING
from Cantata No. 147
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Performing with the Washington, D.C. National Symphony.
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The Classical Guitar: A Brief History

The beginnings of the guitar are buried deep
within the pages of history. Archeologists say that the
carliest musical instruments were primitive percussion
devices which dare back almost to the creation of man.
Stringed instruments, too, have a long ancestry, many
of which are mentioned in the Bible. The first may
have been conceived by some early huntsman who
liked the sound made when he plucked his hunting
bow. Ta ir, one might have added a sounding chest
made of an empty tortoise shell or gourd.

The guitar as we know it roday was developed in
Western Europe, though nobody can say preciscly
where or when. Its direct ancestors included the
chetarah of the Assyrians, the kinnura of the Hebrews,
the qitra of the Chaldeans, the sitar of India, the ki-tar
(“three strings”) of Egypt, the kithara of the Greelks,
and the oud (Jater translated dand and eventually, fuze)
of Persia, which was carried in 711 A.D. by the
conquering Moors into Southern Spain. Gypsies
wandering west from Persia and, in the 12th Century,
Crusaders returning from the Fast to Europe, brought
carly versions of the lute and vihuela. From these
instruments, by a continuous process of experi-
mentation and modihcation, evolved the guirtar,

Some historians say it made its first appearance in
Spain, the country with which it has long been
associated. In these early manifestations, and indeed
until the middle of the 17¢th Century, it was apt to be
strung with four or five pairs of double strings, called
courses. These instruments are known today as the
Renaissance guirar or Baroque guitar. The existence of
these instruments and its music was first seen in the
vihuela methods of Alonso Mudarra (1546), Miguel
Fuenllana (1554) and later, especially the five-course
guitar, throughout the Baroque era, gaining popularity
i many Western European countries. By 1790, this
instrument began to wane and the six single-stringed
guitar now gained notoriety. The addition of a lower E
string provided the harmonic emphasis needed 1o
perform the classical music of the period. And, with
the innovations in fan-strutting (created by the
Spanish school of luthiers) and mechanical tuning
gears, it was destined for both great musical works and
virtuosos at the beginning of the 19th century.

The frst grear figure to give the guitar the
respectabilicy of the concert hall and to reveal it for the
infinitely subtle, virtuosic instrument it is, was
Fernando Sor (1778-1839). Born in Barcelona, Sor

was already an acclaimed accomplished guitarist and
composer at 17, In 1797, he went to Madrid, in 1812
to Paris, in 1815 to London, and in the 1820 o
Germany and Russia. Everywhere he won astonished
admiration for his artistry and new respect for his
instrument. Throughour his lifetime, he tirelessly
performed, raught, and com posed works which
became the foundation for the Future literature to
follow and which are still studied by every serious
guitar student today. Sor also wrote 2 Method pater lar
guinare

Fernando Sor

Qurstanding contemporaries of Sor were his friend
Dionisio Aguado (1784-1849) of Madrid, and the
Italians Ferdinand Carulli (1792-1853), Matteo
Carcassi (1770-1841), and Mauro Giruliani
(1781-1828). Aguado, said to have been an even maote
brilliant virtueso than Sor, also wrote 2 method and
several volumes of studies for the guitar, including
advanced pieces that only a very accomplished guirarise
could play. Carulli, born in Naples, won 2 great
reputation in Europe as a performer. In 1808, he
settled in Paris and stayed there until his death,



teaching, playing, and COMpOsing hundreds of works
for the guitar, including a method which is still
published today. Marteo Carcassi, a Florentine,
replaced Carulli as the reigning guitarist of Paris. His
“Complete Method,” a revision of the Carulli work,
contributed many ingenious new ideas to guitar
plaving which expanded the resources of the
instrument. Carcassi composed many favorite studies
for the guitar.

Cxiuliani, a Enlﬂ-gncsc, made Vienna his home for
many years. He was a friend of Beethoven, and wrote
many popular concert pieces, including his Concerzo in
A Major tor Guitar and Orchestra.

With the passing of these artists, interest in rthe
guitar fell into a decline. The Romantic period
demanded the attention of a guirar luthier with new
ideas. Antonio de Torres (1817-1892) provided this
by adding the most important refinements to our
present day guitar. Having built an estimared 320
guitars, he increased rthe area of the soundbox,
changed the overall proportions, and urilized fan-
strutting for bracing thinner woods.

The popularity of the guitar was revived when
virtueso Francisco Tarrega (1854-1909) began ro
construct his legendary reputation. Born of poor
parents in Villareal, Tdrrega learned to play guitar
from a blind musician while working as a child laborer
in a rope factory. The instrument became his grear

Francisco Tdrr egd

love. After touring Europe with acclaim as a young
man, he returned to Spain to devore himself to
teaching and 1o perfecting a technique which has
become the foundation of modern guitar playing. In
addition to composing his ewn music, Tiérrega
adapted for the guitar works by Bach and other grear
masters. Along with his predecessor Sor and his
successor Segovia, Tdrrega took his place as one of the
great patriarchs of our instrument who have broughr
the guitar to its respecred status today.

Andrés Segovia (1893-1987), born in Linares, was
of course, the rowering guitar genius of the 20¢h
century. He devoted his lifetime singlemindedly to the
advancement of his instrument, securing its acceprance
on the concert stage worldwide. Considered beyond
doubt the greatest classical guirarist who ever lived, he
generously encouraged every promising student who
sought his help. It is safe to say that no major guitarist
exists who has not been profoundly influenced by him.
He inspired a school of modern compesers to create a
substantial body of new guitar music, among them
Rodrigo, Torroba, Turina, Ponce, Roussel, Tansman,
Mompou, Duarte, Villa-Lobos, Castelnuovo-Tedesco,
and many more. Segovia himself composed and
transcribed an invaluable library of guitar works, and
he was the most enthusiastic, the most determined,
and the most effective proponent for the guitar in Its
history o date.

So virtually synonymous are “Segovia” and “guirar”
thatr one cannot pronounce either word withour
thinking simultaneously of the other. Andrés Segovia
was quite unashamedly loved by everyone who
cherishes the instrument irself,

The guitar roday is the most popular instrument in
the world, and in many ways, is its own universe still
awaiting exploration, sull promising many further
revelations in years to come.

Andrés Segovia



buzzing sounds. This is called a low or soft action.
Either of these extremes is to be avoided. When the
guitar is in proper adjustment, the strings will not be
too difficult to depress against the frets and they
should produce a clear tone with maximum volume.
Height adjustments can be made by the student bur
the job is much better left to the experienced
repairman or guitar maker,

It is a good idea to carefully look over the enrire
guitar inside and out, if possible, to assure that there
are no compromises to the strucrural integrity of the
instrument, such as cracks or loose braces, or even

arcas where the finish is damaged. Check the [uning
pegs to assure that rthey turn smoothly, without any
backlash or resistance.

Finally, and mest importantdy, select the guitar
which sounds the most beauriful 1o you.

Note: If you are lefr-handed and have not ver
purchased a guitar, I would recommend buying a
“right-handed” instrument. While there may be
exceptions, it is generally more practical ro play right-
handed since both hands perform intricate functions
and the construction of most guitars is designed for
right-handed players.

Care of the Guitar

Every year, the newspapers print stories of some
famous, fine old violin, made by Guarneri or
Stradivari in the 1600's or 1700's, which has just been
sold or auctioned for hundreds of thousands of dallars.
Seldom, however, is there any word of the sale of a
fine old guitar. One reason is char guitar design and
construction have improved so dramarically through
the years that all of the most superb sounding
instruments have been created recently, in our own
century. Another is thar due to the construction of the
guirar, it 15 a more vulnerable instrument than the
violin and is therefore, nor long-lived. As a plucked
instrument, the thin soundboard of the guirar is
subjected to a substantal amount of wear and tear. It
is the hours of playing the instrument, not its age, that
cause a guitar to fatigue or wear our,

The longer you own your guitar, the greater your
affection for it will deepen, and you will find yourself
naturally protective of it. Fortunately, there are
measures you can take to protect it and prolong irs life.

The first indispensable step is o provide it with a
sturdy, well-structured, well-ftted, and well-lined case.
Keep your guitar in the case, lid closed and fastened at
all times when you are not actually playing ir.

Never expose your guirar, in or out of the case, 1o
direct sunlight or 1o sudden or extreme changes of
temperature or humidity. The guitar is highly sensitive
to all the elements, and any or all of them may cause
its wood to crack, its finish to mar, or its neck to warp.
Avoid purring your guitar in the trunk of 2 car.

A guitar’s prolonged exposure to very high
humidiry, or extremely dry weather is porentially
destructive. Guard your guitar from heating or air-
conditioning which drastically affect the relative
humidity of the environment. The problem here is
thar as a guitar's wood absorbs or loses moisture, it will
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undergo dimensional changes, When a guitar is
subjected to an environment thar is much lower in
relative humidity than the environment in which it
was constructed, the wood will shrink, creating stress
within the instrument, This can result in separation of
the glue joints, or even cracks in the wood. As the
frethoard shrinks, the frets will begin to protrude, or
extend beyond edges of the fingerboard a bir, A
humidifier, kept in the pocket of the case, or in rhe
instrument itself, can help prevent this. Note that too
much humidity will cause the guitar's wood ro swell,
which can result in a2 "tubby" sound and even a
slightly raised acton.

When changing strings, avoid sudden. toral
relaxation of string tension exerted on the bridge by
changing only one string at a time. This precaution
maintains a relatively steady tension, allowing the
guitar to stay in tune more quickly once the new
strings are installed. If, however, the guitar is not 1o be
played for a period of several manths or more, prevent
strain on the bridge by loosening all six strings so thar
there is no string tension on the bridge, until such
time as you begin to play again. Also, do not subjecr
your guitar to excessively high tuning. Avoid a pitch
higher than the standard A-440 for long periods
of time.

To keep the guitar’s finish clean and glossy, rub ir
with a soft, slightly damp cloth, or occasionally apply
sparingly a reputable polish made specifically for
guitar. Always protect your guitar from elements
which can mar its finish. If the guitar has not
consistently been kepr inside its case when not being
played, it can accumulare dust which will artrace
moisture. If, despite all precaurions, damage 1o your
guitar does occur, take it immediately 1o a qualified
n:p‘a.lr ﬂIPCfT.



Artaching Strings

1. Lay the guitar on its back with the neck on the 4. The other end of the string 1s pulled up towards
lefr-hand side. the head over the nur and placed in its proper slot.
(Fig. 44)

2. Put one end of the string through the horizontal
bridge hele. There should remain approximartely 114
inches of string on the right side of the bridge. (See

Fig. 42} Srd 2nd 1st

string  string  string

e ey

dth Hth 6th
string string =tring

Fig. 44

5. Then it is passed through the hole in the roller
Fig. 42 and pulled over and under itself twice around. Hold
this end of the string until the string is secured. (See

3. Wrap this 112" of string around iwself rwice, Fig. 45)

zllluwing the remainder to come out behind the bridgc.
(Fig. 43}

Fig. 45

. Carcfull}r cut the excess at both ends of the
Fig. 43 string to avoid buzzing.
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Guitar Chord Chart

While chords are a basic element of many classical pieces, they are essential for accompaniment in popular
styles of music. Experiment with different chord progressions using various strum and arpeggio parterns. Try

creating your own chord variations by adding or subtracting one or more fingers. To expand your knowledge of
chords and harmony, obrain a good chord dictionary.

Basic Open Chords

Am B7 Dm Em F
s [TeTh T
. slele ) e 8

— = = =
K Y o9 ® '
L R J L
Moveable Bar Chords

Bar chords are moveable horizontally along the fingerboard because they conrain no open strings. The two
charts on the left show at which fret to bar the index finger to achieve a desired chord. For instance, if you move

the Frn shape (6th string root) to the 3rd frer it becomes Gm. Furthermore, if you raise it from there one fret, it
becomes Gﬂm; lowered ane frer it becomes G[;,.m.

6th String Root
: . F Fm F7 Fm7
6th String Root 5th String Root

0| E 0| A ﬁ IBEIT) (3T STeeed

1| E 2B ] 5 1 .

3|1 G 3 | C

stA b  s5|D .

- | B - | B 5th String Root

s8|C & 8]|F Bb Bbm Bh7 Bbm7
0|D | 10|G = T T 153
12 | E 12 | A » []

e TT AL J »
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Concise Dictionary of Musical Terms

While this brief glossary will give you basic definitions for terms used in rthis book and elsewhere, |
recommend purchasing a music dictionary at some point in your musical studies.

A tempo — return to original tempo

Accelerando (accel.) — gradually faster

Accidental — sharps, flats, or narurals occurring apart
from the key signature

Adagio — at ease, slower than andante

Allegretto — moderately fast

Allegro — quickly

Andante - gracefully, a walking tempo

Andantino - slightly faster than andante

Anular (z) - right-hand ring finger

Arpeggio — broken chord

Bar line — vertical line dividing measures on the staff
Bar (barre) — to depress two or more strings simul-
cancously with the index finger

Bass - low notes

Cadence — musical resolution of harmony ar end of
plece or section

Chord — three or more notes heard simultaneously
Chromatic — proceeding by half-steps; non-diatonic
Circle of 5ths — the succession of keys by 5ths
E]cf[é-,]l — the sign used art the beginning of the staff
o dtl'.';l.'ﬂliflt the name of cach note. Guitar music is
written in the Treble (or G} clef, but sounds one
octave lower than written.

Coda — ending (/ir. ail)

Common time | c]l — &[4 meter

Crescendo |—=——""___ )} — gradually louder
Cut Time ( '(]3 1 — 212 meter

[D.C. al Coda — recurn to the htginning, play to the
ﬂ} and 51-;[1:! to the Coda

D.C. al Fine — return o the beginning and play to
the Fine

D.S. al Coda — return to the %, pﬁa}r to the '&" and
skip to the Codla.
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[.5. al Fine — return 1o the % and play 1o the Fine.

Decrescendo { — — ———=— ) — gradually softer

Diatonic — of the natural scale; major or minor scale
Diminuendo — gradually sofrer

Diolce — sweet and warm, played over the soundhole
Dot — increases the value of a note by half its
original value

Double bar — signifies the end of a section or piece
Double flat (}},) — to flat a note twice (whole-step)
Double sharp ()~ sharp 4 note twice
Dynamics — degrees of volume

Enharmonic — written differendy but sounding the
same

Etude (French) — 5:|.I-|:l}' or exercise | Entredio in
Spanish)

Fermata (775} — hold sign; hold a note longer than
its original value

Fine — end

Flat (},) — o lower a note one half-step

Form — the overall structure of a piece; also refers o
the type of composition such as a fugue or minuet
Forte [f] — loud

Fortissimo {ﬁ} —very loud

Free stroke (tirando) — to avoid resting against an
adjacent string after playing a note (right hand)
Glissando — slide (also called portamenio)

Golpe — to knock on the face of the guitar

Grace note — ornamental note

Grave — solemn

Guide finger — a hinger thar stays on the string while
shifting to a new position

Half-step — one fret; smallest interval in music
Harmonic — bell-like tone produced by lightly

touching the string (see Volume Two)



Indice (1) - right-hand index finger

Interval — the distance between two notes
[ntonarion — accuracy of pirch; playing in tune
Key — the tonality of a picce with regard to a major
or minor scale

Key signature — sharps or flats ar the beginning of a
piece showing the key

Larghetto —a litdle faster than largo

Largo - slow and stacely

Legato — smoothly

Leggiero — lighty, swiftly

Lento - slow

Maestoso — majestic

Major — greater, used in respect ro key, scales,
chords, or intervals (see p. 66)

Measure — the space berween two bar lines

Media () — right-hand middle hnger

Melody — the tune or leading part of a plece

Meter — the pulse or feel of the rhythm
Metronome — device used o keep time and indicate
TE]T.I.P'D

Mezzo-forte mejl — moderately loud
Mezzo-piano (W2)9) - moderately soft

Minor — fesser, used in respect to key, scales, chords,
or intervals (see p, 66)

Moderato - moderately

Modulation — change of key

Nartural {l:{:l - cancels previous sharp or flat
Octave - interval of eight notes

Pedal tone — a consistent note around which other
volces move

Pianissimo [ﬁp ) — very soft

Piano ( 2) — soft

Pitch — the highness or lowness of 2 note

Pivot finger - a finger thar stays in place on the
string as an anchor while others move around it
Pizzicato (pizz.) — mured or muffed

Planting — placing right-hand fingers on the strings

in preparation to play them
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Ponticello — metallic, played near the bridge
Pulgar (#) — right-hand thumb

Presto - very quickly

Rallentando (rall.) — eradually slower

Rasgueado - strum with fingers (Flamenco style)
Repeat sign — signifies restatement of 4 passage
Rest stroke (apoyando) - 1o bring a right-hand
finger or thumb to rest against an adjacent string
after playing a note

Ritardando (rit.) — gradually slower

Rolling - arpeggiating a chord

Rubato — frecly slowing down of speeding up
Scale — ladder, step-wise succession of notes
Sforzando {sz ) — strong accent

Simile — continue in a similar manner

Sharp (§) - to raisc 2 note one half-step

Slur — hammer-on or pull-off (sce Volume Twa)
Staccato — detacked, shorr nores

Staff — fives lines and four spaces on which music is
Written

Tambora - percussive effect of drummin g on the
strings near the bridge

Tempo — #ime, the speed of the music

Tie — a curved line joining two notes of identical
pitch indicating that the first note is to he held for
the value of both

Time signature — the numbers at the beginning of 2
piece indicating the count and merer

Tone — timbre, quality of sound

Treble - high notes

Tremolo — rapid repetition of same note

Trill - rapid alternation of rwo consecurive notes
Triplet — three notes played in the space of two
similar ones

Unison — two notes of idenrical pitch

Vibrato — slight fluctuation of picch

Vivace — lively

Voice — a musical line or part

Whule—-stcp — WO ha_]f—:irf:ps (owo frers)



Fingerboard Chart
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A Personal Note From Christopher Parkening...

I have a commitment to personal excellence which
at its heart seeks 1o honor and glorify the Lord with
my life and the music that [ play. People often ask
how my faith affects my music and my career as a
concert guitarist. As a Christian, T find it helpful to
contemplate verses from the Bible before and even
during a performance. One of my favorites is
Prilirrians 4:6-7: “Be anxious for nothing; but in
everything by prayer and supplication with thanksgiving
let VOHT FEQHETS be mude known wunto God And the Jreace
of God, which passeth all understanding, shall keep your
heirts and minds through Christ fesus.” 1t is interesting
to note that it does not say God will answer every
request in the way you would expect. It does say that
by trusting in Him with thanksgiving, you will have
the peace to handle whatever circumstance or situation
that occurs. In other words, you place the burden of
responsibility upen the Lord, trusting thar His will
would be done. Thar is what gives you the peace.

Here are some other helpful verses:

Romans 8:28 And we know thar all things work together
for good to them that love God, to them who are the
cilled according to bis purpose,

PHILIPPIANS 4:8-9 Finally, brethren, whatsoever things
are trie, whatsoever things are honest, whatsoever things
are fust, whatsoever things are pure, whatsoever things are
lovely, whatsoever ﬂu‘ﬂg: ave af good report; if there be
ary virtue, and if there be any praise, think on these
things. Those things, which ye have both learned, and
received, and heard, and seen in me, do: and the God af
peace shall be with you.

I CORINTHIANS 12:9 And be said unto me, My grace is
sufficient for thee: for my strength is made perfect in
weakness. Most glaclly therefore will I rather glory in my
infirmities, that the power of Christ may rest upon me.

Isatam 26:3 Thou wilt keep Bim in perfect peace, whose
mind i mem’r ont thee: because be trusteth in thee.

PROVERBS 3:5—6 Trust in the LokD with all thine heart;
and lean not unto thine own understanding. In all thy
ways acknowledpe him, and he shall direct thy paths.

I PeTer 5:5b-7 ...be clothed with humility: for God
resisteth the proud, and giveth grace to the bumble.
Humble yourselves therefore under the mighty hand of
God, that he may exalt you in due sime: casting all your
care wpon him; for he careth for you.

Issian 12:2 Behold, God is my salvation: I will frus:,
-I"-IHJI nor Ig?-f" ﬂﬁ&!fﬂi
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JouN 3:16 For God so loved the world, that he gave his
only begorten Son, that whosoever believeth in bim should
nor perish, but have rzrerd:a_rﬁﬂg life.

Most people believe you need 1o be confident in
order to play a good concerr. [ understand, however,
that God does not want us to take confidence in our
own ability, and 1 realize that [ am inadequarte for the
task ahead. This requires me to depend totally on
God's power and grace ro sustain me, Likewise then, it
is a source of peace and comfort to look back and
remember God's grace in past performances and trust
that His grace will be sufficient for this one as well.
Backstage, | constandy remind myself of what I know
to be true. For example, “Alf things work tageiber for
good... "

Personally, I ultimatcly desire to please the Lord
with my music. I dedicate every performance to my
Lord and Savior Jesus Christ and consequently, the
“approval” of the audience is secondary. For more
insight on this topic, | recommend reading Anxiery
Attacked by John MacArchur, Jr. (Victor Books).

Many people have asked me how o become an
excellent guirarist. I answer, “Be a hard-working
perfectionist,” which personally makes up for my lack
of talent in a lot of areas. Our goal should be o
overcome what we lack in talent or ability by what we
have in dedication and commirment. This takes self-
discipline—the ability to regulate your conduct by
principles and sound judgment, rather than by
impulse, desire, high pressure, or social custom. It is
the ability to subordinate the body to what is right and
what is best. Self-discipline means nothing more than
to order the priorities of your life. It is the bridge
between thoughr and accomplishment, the glue that
binds inspiration to achicvement. For me, as a
Christian, self-discipline is first of all to obey the word
of God—the Bible. It is to bring my desires, my
emotions, my feelings, and all thar is in my life under
the control of God supremely, so thar [ may live an
obedient life which has as its goal the glory of God.

{.Z;ie aim and final reason of afl music should
be none else but the glory of God.

—Johann Sebastian Bach



CHRISTOPHER PARKENING ranks as one of the world's
preeminent virtuosos of the classical guirar. His concerts and
recordings consistently receive the highest worldwide
acclaim, The Washington Post cited “his starure as the leading
euitar virruose of our day, combining profound musical
insight with complete technical mastery of his instrument.”
Parkening is the recognized heir o the legacy of the great
Spanish guirarist Andrés Segovia, who proclaimed that
“Christopher Parkening is a grear artist — he is one of the
maost brilliant guitarists in the world.”

Parkening's rare combination of dramatic virtuosicy and
eloquent musicianship has captivated audiences fram MNew
York to Tekyo. He has performed ar the White House,
appeared with Placide Dominge on Live from Lincoln
Center, participated in Carnegie Hall’s 100th Anniversary
celebration, and performed twice on the internationally
relevised Grammy(® Awards.,

Parkening has appeared on many nationally broadcase
television programs including The Tonight Show, Good
Morning America, 20/20, CBS Sunday Morning, and The
Today Show. Parkening was also fearured soloist with
composer/conducter John Williams on the soundrrack for
the Columbia Pictures film, Stepmom. Having been voted
“Best Classical Guitarist” in a nationwide reader’s poll of
Crustar Player magazine for many years running, he was
placed in cheir Gallery of the Greats along with Andrés
Sepovia, John Williams, and Julian Bream.

Parkening has amassed a prolific discography on Angel
records and EMI Classics. He is the recipient of two
Grammy® nominations in the category of Best Classical
Recording for Parkening and the Guitar and The Pleasures of
Their Company (a collaboration with soprano Kathleen
Batde). In celebration of Parkening's 25th year as a best-
sclling EMI artist, a collection of his most popular
recordings entitled Christapher Parkening — The Grear
Recordings was released. EMI also released his critically
acclaimed recording of Joaquin Rodrige’s Concierta de
Aranjuez and Fantasia para un genalbombre, together with
the world premiere of William Walton's Five Bagatelles for
Grstar and Orchesrra. Rodrigo himself was present for the
recording, which he called “magnificent.”

Other important recording releases include A Tribure to
Segovia (dedicared 1o the great Spanish guitarist and
recorded on one of the Maestro’s own concert guitars) and
FParkening Plays Vivaldi with the Academy of St. Martin in
the Tields fearuring favorite concertos plus the world
premicre recording of Peter Warlock's Capriel (Suite for
Guitar and String Orchestra). Parkening also collaborated
with Julie Andrews in The Sownds of Christmas with the
London Symphony Orchestra on cthe Hallmark label, which
sold over a million copies in its first year of release, Sony
Classical also released his Christmas album with Karthleen
Battle encitled Angels Glory.

Parkening’s commitment to his instrument extends
beyond his demanding performance and recording schedule.
Each summer, he teaches a master class at Montana
State University in  Bozeman, Montana. He has
authored The Christopher Parkening Guitar Method,
Volume IT (the companion to this velume), as well as
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numerous folios of guitar transcriptions and arrangements
which he has recorded, all published by Hal Leonard
Corporation.

Parkening has received commendations throughour his
carcer honoring his dedication and artistry, including an
honorary Doctorate of Music from Monrana State
University and the Qutstanding Alumnus Award from the
University of Southern Califarnia “in recognicion of his
ourstanding international achievernent and in tribute o his
stature throughour the world as America’s preeminens
virtuoso of the classical guitar.”

Christopher and his wife Theresa reside in Southern
California. He is a world class fly-fishing and casting
champion who has won the International Gold Cup Tarpon
Tournament (the Wimbledon of fly-fishing) held in
I[slamorada, Florida.

Jack MARSHALL (1921-1973) was born in El Derado,
Kansas. He began playing the ukulele when he was ten, and
graduated to jazz guitar in his carly teens by listening o the
recordings of Django Reinharde. His family moved 1o
Hollywood in the carly 1930%, where he eventually became
the staff guitarist for the MGM swudio orchesira. He
developed into a composer and conducror in the early
19305, becoming musical director ar Capitol Records,
Marshall introduced the guitar as a background to film
music, creating scores for several movies and television
series, including Thunder Road and The Mupseers,

However, his first love was the classical guitar and his
favorite guitarist, Andrés Segovia, Jack Marshall served as
the inspiration and mentor for his cousin, Christopher
Parkening, and, as one of the few composcrs who
understood writing for the guitar, his arrangements
continue ta be popular wich guitarists worldwide.

Davinp BRANDON has made numerous concert and
television appearances throughout Norcth America, Europe,
and Asia. The Ler Angeles Times has called him “an
ourtstanding technician whose precise control of details is
stunning to experience.” He has toured extensively with
Christopher Parkening and performed with him on
Virtuaso Duets, released by Angel/EMI. Brandon also
appearcd with Parkening on the Julie Andrews Hallmark
Christmas album.

Brandon began playing guitar at age eight with
instruction from his father, At thirteen, he attended master
classes under Michael Lorimer as the voungest member of
the class. After a year of study and performances in Spain
and England, Brandon returned to the United States 1o
study with Christopher Parkening on scholarship ar
Montana State University. He later studied with Andrds
Segovia at the University of Southern California in his 1981
Master Class.

Brandon regularly gives master classes and lectures at
colleges and universities across the nation. He has been the
guitar advisor for the National Federation of Music Clubs
and a judge for the Music Teachers National Assaciation,
Dravid lives with his wife Sharee’ and two sons in Lubbock,
Texas, where he operates a private guirar studio.
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seven more selections from the album Sacred
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Introduction

The second volume of The Christopher Parkening
Cuitar Method is based on the same premise as the
first: to learn guitar technique and musicianship by
playing beautiful pieces of music. Practicing is more
enjoyable and rewarding while working on exciting
and inspiring compositions instead of dry exercises.

This present volume is divided inte two main
sections. Parr One deals with learning notes in upper
positions (Volume One covers only the frst position)
and introduces many new techniques. Parr Two
consists of repertoire that enables the student to
develop technique and musicianship more fully. This
secrion is arranged by period or style, rather than by
difficulry. Thus, the student is able ro choose his own
music and gain a perspective on guirar literature as a
whaole. Alse, what is easy for one student may be

difficult for another, so grading pieces at this level is
nearly impossible. In fact, the student may wish w
attempt picces from the repertoire section of this book
while still studying from the technique secrion. Use
this book flexibly, modifying ir o meet your own
individual needs.

It s important to keep musicality as the final goal,
with technique only a means to an end. Strive for a
beautiful sound on each piece, Fully explore the
nuances of style and interpretation, which I will later
cover in detail.

Above all, strive for personal excellence. True
success 15 not measured by worldly accomplishment or
by comparison with others. Rather, it is working with
diligence, to the best of your ability, toward achieving
excellence in whatever task you have ser before you.
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Part 1

Technique



Notes on the First String*

Observe thar the notes ascend alphabetically in whale-steps, except for the halfsteps berween E and F and
berween B and C. This pattern is consistent on every string, so by knowing just one note on any string you will be
able o find the others. In the pracrice scale, the lefe-hand fingering is divided into three main areas: low, medium,

and high. Keep vour 1st finger of the left hand resting lightly on the string when shifting positions. This makes
the shift more sccure. Concentrate on the names of notes as well as finger placement.

Memorize: Practice Scale #1
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The lefr-hand position is determined by the frer where the index hinger falls. For instance, in 7th position the
1st hnger will play notes on the 7th fret and the 2nd finger will play notes on the 8th fret, erc. These scales and

excreises were created primarily for the purpose of learning the notes on the neck. It

15 rare to finger a whaole
passage on the same siring as norared here.

Exercise #1

Position: 1s- - Sth--- -4 10th- - -+ Fth- -~ - -, lst= =« - -5 5th----, 10th- 5 Sth- - - - = —
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2 o 1.3
— E
err PreL, .,
-...i T 1-

i
8
.

i_

F'

Exercise #2 {Bach)

The high T in this exercise is played on the 13th frer. The notes start over at the 12th frec with E

(an octave
higher than the open E).
i 3 4 1 i 2 ‘o | | 2 ‘e 1
i - - ]1-— _ - - » _' Il . F I — f -
e SE R s S R S SR =t
e T —— e T e e
@ -
1 ' l 3 % N .
SR S S S-S S-SRI 2,
ﬁ' B S— S — N — : o i — Ar‘#'—l—_ —
o _‘L; b—_—_-_ h——.‘__w_ #I-.__-J-I__‘__

“This guitar method reaches upper position nore reading onc string at a time. First, the scudent learns all the narural notes
on the first string to the 12th frer. Nexr, we add all the natural notes on the 2nd string, often relating these notes to the firse
string. When fingening guitar music, the highest note dicrates where the rest of the chord {or passage) will be plaved. Far
instance, if a 1st string high B is required, the student would have to fnd other notes in the passage in relacion o the B, This
approach will become obvious as you procesd through the book.
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Guide and Pivot Fingers

Two important principles will facilirate left-hand
hngering: the pivet Ainger and the guide inger. A pivot
is a finger that stays in place as an anchor while other
ﬁngers move around it A guide is one thar sLavs on a
SLEIng, when 3hi&ing ro another POSITION and 1is

sometimes notated with a dash before the finger
number on the note in the new position. It is
important to release the pressure slightly to avoid a
sliding sound. Apply these two principles whenever
possible to maximize left-hand accuracy.

SPANISH BALLAD

Try rest stroke on the first melody note of cach measure for greater clarity and balance, Use guide fingers

whenever possible.
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these arcas:
Technique
New repertoire
Dl{] TI'.'}'.IEI.-L'I.:I i.]'l'.'
Sighrreading
Theory

vou can measure the resulis ol your pracuce.

Practicing correctly is vital to your development as a guitarist. Some players prefer rigid routines and
others favor more Hexibility, Generally speaking, your pracrice sessions could be divided ro include work in

Diuring the course of your study you will find there are certain technical ssues every puitarist must
address, If you cannot find a piece or need more work invelving a cerrain technical aspect, you should
supplement vour pracrice with exercises. As you progress, you might spend less time on technique and more
time on repertoire. Many guitarists prefer to schedule a certain time of day to practice. Decide on what works
best for you personally, More important than the amount of time spent, however, is to set specific goals so

10 minutes to one hour
30 minuees to two hours
20 minures o two hours
As needed
As needed




Vibrato

The technique of vibrato involves wavering the
pitch of a note for shading or expressive purposes. It
can add great emotional intensity o a passape and is
also effective in achieving proper intonarion (playing
in tune). Horizontal vibrato is achieved by holding a
note firmly and moving the left arm from the elbow
rapidly back and forch parallel to the neck. The finger
stays in place on the string, and the elbow remains
stationary. This pushing and pulling motion forces the
scring to slide back and forth across the fret, causing
the note to go sharp and flar. This can also be done
withour the thumb rouching the back of the neck.

Vertical vibrato (fig. 1} is achieved by bending the
string up and down parallel to the frer. The movement
15 done solely by the finger from the second joinr. This
type of vibrato is often used in the first position where
the horizontal metion is not as effective, but it only
allows for raising the note. The pitch cannor be
lowered in this manner.

It is important to develop the ability o control
both the widch and speed of the vibrato. A helpful
exercise is to put the 2nd finger on the 2nd sering ar
the 10th fret, set your metronome ar a moderate speed
I:Lr:,r G0}, and pracrice vibrato at four Auctuarions per

Try using vibrato on the following two melody lines:

Exercise #3 (Picardy)

click. You can use the sound of the side of your left
hand hirting against the guitar to help you keep beat.
Experiment on different strings with each finger and
vary the tempo serrings to increase your mastery of this
vital technique.

Fig. 1 Verrcal vibrato on second string.
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Dotted Eighth Notes

The following piece contains a prominent rhythmic figure: I r
Counr: 1{e &) a
In learning a difhcule rhythm, icis sometimes helpful to tap it out or play it on open strings as follows:
A | | ﬁ 9 :J j |
—A ——— e or: \ . = =
o -

O — ————
L2

P

l{ed&)a 2 3

ik

Count: 1 2{ed) a 3{cd&)a

MAZURKA

Set the thumb on the previously played bass note ar each rest. This will stop (dampen) the string from ringing,
achieving clarity in the bass line.
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Quality of Sound

There are two elusive qualities thar separare
gretarises from ordinary guicar players: a beauriful
sound and the ability to play legato, Technical details
regarding sound production and nail filing are found
in Appendix A ar the end of the book It would be
beneficial ro study that section now and refer to it
again throughout your study. Strive for a pure, full
rich tone without the extra noise of fingernail clicks,
left-hand squeaks, erc. Play with sufhcient volume in
order to develop a wide -::l}rnam[-:: range. Eft"-.-'t‘IDP 1
varicty of tonal colors as you suive for a beauriful
sound.

To play |eg:am:.-J each note should be connected to
rthe nexr without a perceptible break. The fingers of
both hands should work in unison with extremely
quick changes berween notes. This movement is
similar o the way a mime works: vou see one position

and rhen the nexr, bur nor the morion in berween. It is
ccrtainlj.r one of the most difhicult quaﬁtic& to achieve
on the guirar, bur well worch the efforr,

Practice Tip:

Cne element of proper practicing is problem
solving, You will encounter some obstacles in taking a
piece from sighureading ro a polished performance.
Here 15 a three-step process for Overcoming these
hurdles:

1) Observe 2) Analyze 3} Correct
In other words, define the problem, analyze how it
can be overcome, and implement the solution by
correct repetition. By breaking down picces in chis
manner and purting them h.l-::k EGEEEI:'LCL’ :15.1111 vou
will have learned a secret to elfective practicing.

SILENT NIGHT

F. GRUBER

Strive for a legato melody with a beautiful sound Use vibrato on high notes. Dampen bass notes with the
thumb on ecach rest, especially when changing bass notes. The rests berween bass notes of the same pirch need not

be taken licerally.
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Slur Technique

8¢ dur (also called figade) is a technique in which
W stuck one note and then sound a second note with
%= Sand finger only. It is notated with 2 curved line
Seen two notes of differenc picch. This looks the
& 2 ne, but a tie connects two notes of the same

S smscurte an ascendin g slur, or bammer-gn, bring
B e hand fingertip down on the string with
BEeme force to sound a second note after plucking
Sewe If the first note is a freteed one, leave thar
g place when the second note is hammered-on,
# 2 descending slur, or pulloff, the left-hand

#%. I Preparation of a descending slur.

hnger actually “plucks” the string as it is taken off (sce
photes). The finger pulls downward and into the nexe
higher string, as in a “rest stroke™ for the right hand
(unless, of course, it is already on the first steing). If
you want the adjacent string to ring, use a “free stroke”
slur, where you miss the next higher string with your
pull-off finger instead of plucking into it. If both notes
are frerred, it is important 1o have both fingers in place
on the string before the pull-off accurs. On all slurs,
keep the left hand parallel ro the fingerboard, stay
close to the fret (not in the center berween the frets),
and play on the center of the fingertip.

Fig. 3 Relcase of descending slur into the nexr strin £-

Try the following exercises on different strings to familiarize yourself with the slur technique. Leave the fingers

on as you ascend in hammer-ons.

Exercise #5
i 1 P R | 3 4 o —
SR e e e
e LA} 1 ! ] | ;
=X - ?__!_ = S —
.
Exercise #0
2 1 j'_ _lfﬁd —" '“-.—:-1..,1'
B e e e e s e
"'_l'=—| h_- | |

*This slur is pi::tun_'d in the above phnms.




The next slur study is one of my personal favorites. If practiced
correctly, it will build accuracy, dexterity and left-hand strength. This
exercise is for the lefr hand only and can be practiced up and down the
neck. In moving up the neck at the end of the second bear, the lsr
Ainger slides from F to F#, thus starting a new position. In the
descending exercise, the 4th finger slides down a half-step, thereby
changing positions one fret lower. This is notated by a scraighe line

Practice Tip:

When using slurs, concentrate on
achieving evenness in both the volume
and duration of cach note, To help
equalize the difference in sound
berween hammer-ons and pull-offs,
the hammer-on will need a lictle extra

berween the notes. When sliding, keep sufficient pressure on the string farce. Be sure not o hammer-on or
ro sound the second note. For more work on slurs, I recommend pull-off too quickly, bue give each note
Segovia's Shr Exercirer (Columbia Music Co.) and the more advanced equal value,

Study #1171 (Op. 6, no. 3) by Fernando Sor.

Exercise #7a
- P | ; - AT S
4 ]F/W ., L-?TI;‘*\] ”;Wp_f} _I"'L [;,:'1 2 E[{.."
'y - -
Exercise #7b
o
4r’ﬁ.l #] _-.'_ 4 ﬁ*_qﬂ 3 -1*;;3!_%_4?_??
, Clede 2 Phe e e e phe bie Y LY
"'q."w-'lJ
L]

TOCCATA

Use light, even pull-offs to the open E string. Sometimes it is necessary to lightly file the lefi-hand calluses to
avoid a raspy pull-off sound. For more left-hand security, try riding along the neck with the underside of the

hand, just opposite the Lst finger knuckle.

i
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(Grace Notes

Grrace notes are ornaments that add variarion and color to a passage of music. They are notared as small
slurred notes thar appear before a normal size note. In the following examples, the firse grace note is played
simultaneously with the bass note on the bear. The time value of the grace note is not counted in the rhythm of
the bar and must be subtracted from char of the adjacent nore,

Written: Played: Written: Played:

oy ] _z) vl

i - — b - t rt - —
A - | : |

el r'_ :- ' |p - —r

A more in depth discussion of ornamentation appears on page 54.

Two Eamqut Dances

The next two pieces help demonstrare the slur technique and were written for the Baroque guitar in lealy
(1646). This instrument had five sees of double strings called comrses.

CANARIO

CARLO CALVI

This piece is played in 2nd position, i.e., the Tst finger operates on the 2nd fret, the 2nd finger on the 3rd, erc.

[F— e
4-? 1 = : 3 II-'--| : M= i J.r-'
04 S T S N NP T I Y BPY —
#;qf' ! - - - : : " el
— : e [ :I -
e

)

. m_%di
1
E!_
£y
(
l(l
I
i
l[P‘“
i
\

vy SV e o P SV Y e -
e — = e i F -
o = o p = > '
o gr/_ r; ]9 r;r

>
%
(

e [N
ol
j;
| _
LF]
_..GI{E
07
|
|




CARLO CALVI
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More Work 1n 2nd Position

The following twoe studies are excellent technique builders written in 2nd position. Because they contain no

open strings they can be played in any position on the neck. Remember that open string nores can be found on
the next lower string as the diagram illustrates:

A D G B E
[} . Fn)
% : I:,.-’_l_] E}'.. e
o W o k__;_. ks
&
Fret: 5 5 5 4 5
Exercise #8
A ﬁ m_i
! 1 ] 1 I —1
A0 T _F 1
s 3 S ¢ ;"l v
Exercise £9
[ m '. I
f ] 4' £ i B b ] o | ! ' '.IH. Pfl - -.ﬂ
e = - = T 1 [ B - -
#: -'_‘_r_'_'_"_.'l ] "_-‘F'Fliﬁ"| i '-_j-—';'z-] 4 ] i I
* e ——— - - 4 -y '—-—J.I;-t g g
L H # - 1- -
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Repeat Terms and Signs

D.C. al Fine
D.S. al Fine
D.C. al Coda
D.S. al Coda

Eerurn to the beginning and play ro the Fine,

Rermurn o the % and play to the Fine.

Return to the hcgirming, pl:a}-' to the {]} and .f.]-:ip to the Coda.

Rerurn to the % play to the € and skip to the Coda

SPANISH WALTZ

For extra practice on the slurred passages in mm. 1 and 3, try using 3rd and 4th [:mg_f:rs-

ANONYMOUS

1 2|
A e i 2| o 'J :.-* D S _ ].[
e arE e e S e e e
T = ' e
L @.___. @___: {i‘ — 4 =
| o I
v
= Fine
1 2 e [r— ) 1 |
?ﬁr" — ﬂ-ﬂ ¥ pra— Li — o— " - r-
e — = =
¢ 3 2
—— gt .
7,?\ — :-5 — —_ .  —
X = = .  — = d— = =
y af i ?
G 1.—2 - . E i -—: — et "Ij g E-vi-
. i & " & . ——— - e
:é;;_‘l’_gf, el AT — —
T:I ,‘!r}. = r" EI"

DO al Fine



Notes on the Second String

Memorize: Pracrice Scale #2
B C D E F G A B
3
O 2 4 PR
: IR g—o 0 = T l__._'"]:“i .f..a.|._1|.= .

=0 _ : X ! : b — — —
. ' ——
Free: 1) I 3 5 i B m 12

F# on the 7th fret.

g i 3 1. 4 1.4
f 4 3 _1I'_F_'_l_|_| . £ & S ]._ e 3
e = "_ gt T : — B, P . = - . F G{H
é. 3::' ? _ '| - "‘r'_ ; T—._. | II ¢ =
Exercise #11 (Smetana)
24 4 14 3 4.1 4 4 2 7 4.7 4 2
L) @__
] d.l | et e 4 4# L ;-l- .
e i, e —F @ |, —
_ dl ] 1 T I_d 3 4 4 ! d-l 4:'— ﬂ'l. 1

-

Practice Tip:

As you practice, periodically ask yourself questions reparding rhe

qualicy of your progress. Here are a few examples:

Are you sitting correctly, with a proper balance beoween
security and relaxation?

Are your hands positioned correctly—with knuckles roughly
parallel to the strings?

Are vour nails filed smoothly and correctly so there is no
carching or clicking on the strings?

Is your guitar properly in tung?

Are you playing the notes and rhythmic values accurarely?

Are your slurs even in volume and rhythm?

Are you playing legato and with a beautiful sound?

Are you plaving cleanly withour excessive noise or mistakes?

Are you playing musically?

20)



Harmonics

(Natural)

A barmonic 1s 2 chime-like overtone produced
when you lighty touch a string at certain points with a
finger while plucking it with another. These points,
called #odes, are found by dividing the string length in
half, 3eds, 4chs, 5ths, ete. You must touch the string
directly over the meral fret {without depressing it) and
remaove your finger as soon as you have plucked the
note. {(hg. 4) This will result in a harmonic. These
work best at frees 12, 7 {or 19), and 5, as rhe charr
indicates. You will also find them at 9 (same as 4 or
16). Arificial harmonics will be discussed laer.

Unﬁ}rtunatr_‘]}r, there 15 much discrﬁpanc}r found in
guirtar literature regarding the nortation of harmonics.
They are generally written as diamond shaped notes
indicating the acrual sounding pitch. Occasionally
they will be written an octave lower than t]‘:r_‘}’ sound.
In rare cases, they may reflect the pitch of the natural
note at that location, not the harmonic. Somertimes
they have an “o” written above or below the note.

Here are four f::-;:unplts of the notation. The first owo
show how narural harmonics are written in this book. They
indicate the actual sounding pitch. The other two are less

commonly used, bur all four represent the same pitch.

Fig. 4 Natural harmonic on the 7th frer.

Harm V

Ge

H3 1 PBEE P TRt

©)

b

ot

The following rable shows the most common narural harmanics. Nortice thar some are identical in pitch. For
example: Gth string, Sth frer equals Sth string, 7th fret. You can tune the guitar by martching these harmonics in

unison. (See page 50.)

Table of Natural Harmonics

6th 5th‘ 4th | 3rd | 2nd | 1st string
=
12th fret _r‘E-. | J g s — = One octave above
- — :. - open note
NEIL AN
R = ====———=—c== . S
)
Sra-L----4-- +
A - 1"t 1 E
5th fret :éj ' E;EIDIEE:ES above
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Harmonics (cont.)

Fxercise #13
MNatural Harmonics. ..

U G R Sl [ ST
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* P00 00 000606 600 00 ®
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This next piece uses notes on the 2nd string in
relation to the Ist string. Remember that generally the
highest note of a chord dictares where the other notes
in the chord or passage should be played. Always use
the most convenient fingering unless musical
interpretation dictates an alternate,

Cancien is based on the interval of a third (in the

@@@@@@@J ®

first chord, G and B are three notes apart). It is helpful
to leave the left-hand first finger on the string as a
guiri-.f: when L!L*su:rlding on the 3rds. The open B after
cach third is called a pedal tone—a stationary note
around which other voices move. Be sure to ler the
highest note ring while playing the pedal tone. Strive
for a legato sound on all transitions,
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Notes on the Third String

Memorize: Pracrice Scale #3

G

A B C Id E F

# ) -'-urF 3 . - _#j_. 4 3 1 ! 3
¢ i h:! P ‘ -" d b_ H
b€ e e —
LB
.E}___
Exercise #15 (Bach)
# PR P——1— _-_-= t ie ’o
N L T - - —
"y l-...__a e ———— P ——
@.._
Exercise #16 (Hymn}
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Pracrice Tip:

[t is often helpful tw rest the right-hand thumb or fingers on the strings when they are not
in use. This technique is called planting, Aside from the dampening benefits, it provides grear
stability, security, and accuracy for the right hand. Planring is especially helpful in fast scale and
arpeggio passages. The planted finger or thumb acts as an anchor or “handrail” for the rest of
the hand. This is a varation of the pf;mting t::chni.qu: described in Volume One, where Vol
plant in preparation for an arpeggio.




Dampening

Dampening, to review, is the term thar describes 15 to lay the right-hand thumb down so it touches
stopping unwanted notes from ringing—either notes  the 6th, 5th, and 4th strings all ar once. This will
previously played or ones caused by symparhetic  take care of most sympathetic vibrations. You will
vibrations. Somerimes these notes can be used to  often need to stop a bass note from ringing at
your advantage or make no consequence at all;  the exact same time you need to play another
bur other times they cause a distracting dissonance,  bass note. This is a somewhat difficule but often
A general technique for dampening bass sirings  necessary technique.

In the following two examples, the first bass note needs to be stopped as vou play the second. Afrer each
example you will find three alternative techniques ro accomplish the dampening:

1. Use back of thumb o stop E as you play A
2. Set thumb on Gth string immediately after

'!.$kn-

— — you play A.
r i lg 3. Use left hand.
my 1. Use rest stroke wich thumb.
xﬂ —1 2. Set thumb on 5th string immediately after
e ]? — vou play E.
r; 3. Use lefr hand or a finger of the right hand.

T'o dampen a higher adjacent creble string, slighdy flatten a lefi-hand finger. You may also ser a right-hand
hnger on any treble string,

INTERLUDE

Try dampening the open bass strings by seuing the thumb down on the previously played bass note
{rechnique #2). This action will also provide security for your right hand.
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FRENCH LULLABY
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Practice T P

Your progress on the guitar is similar o seretching a rubberband,
It is casy to screrch ar first, but the farther you stretch it, the harder i
becomes to do so. The last rehnements you add o your playing may
be the most tedious. Strerching char last 5% out of your playing o

make it 100% of what you want can be the most difficult.




More Work on the Treble Strings

Exercise #17 (Dvorak) This study is excellenr for the practice of vibraro.
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CAROL OF THE BELLS

M. LEoNTOVICH
arr. I Brandown

This effective little picce imirtates the sound of a cheir and demonstrates the wonderful polyphonic (two or
more musical lines played simultaneously) quality of the guitar. One voice starts, then a second enters, then 2
third, and finally a fourth, Listen to each voice separately and make sure to let each note ring for its full value,
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Notes on the Fourth String

Memorize: Practice Scale #4
D E F G A B C D

Fxercise #18
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Exercise #19 {Lehdr)
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Exercise #20 (Humperdinck)

[a] : 1
 — A S s = il | S—- Y

Ly

Practice Tip:

Lefr-hand squeaks on bass strings are annoying unwanred noises. In fact,
many non-guitarists judge guitar players by the number of squeaks they make! Try
to aveid these by lifting your lef-hand finger straight off the string when shifting
and quickly setring it down again in the next position. If you must leave a finger
on a sering for a slide, use the side or fleshy part of the fingerrip below the callus
t ride the string. This will minimize the noise.
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PRELUDE IN E MINOR

This F'FCIL[I:I.E 15 based on the interval of a tenth. The second string B funcuions as a pedal tone. Use the
repeated 7 finger on this note to produce a more consistent sound. Try to avoid excessive lefi-hand noise. It might
be helpful to practice the tenths in this picce without the open pf_&:;d tone to concentrate on making quiet left-

hand shifts.
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Success vs. Excellence

I suggest rhar you pursue a commirment 1o in having done your hesr. Success 15 exrernal—how you
personal excellence rather than success, based on your have done in comparison to others. Excellence is how
own God-given potential. Swecers and excellence are you have done in relation to your own potential. For
often competing ideals. Being steccessful does not neces- me, success seeks to please men, but excellence seeks to
saril}r Mmean you will be excellenr, and ]:b::ing excellent pltase Crod.
does not necessarily mean vou will be suecessful Success Sreeess grants its rewards to a few, but is the dream
15 arraining or achieving culrural goals, which elevares of the multitudes. Fveellence 15 available to all, bur is
onc’s importance in the socicry in which he lives. accepted only by a few. Success engenders a fantasy and

Excellence 1s the pursuit of quality in one’s work and a4 compulsive groping for the pot of gold at the end of
effort, whether the culture recognizes it or not. [ once  the rainbow. Excellence brings us down to reality with
asked Segovia how many hours a day he practiced. He  a deep gratitude for the promise of joy when we do
responded, “Christopher, T practice 242 hours in the  our best. Excellence cultivates principles, character, and
morning and 2 /1 hours every afternoon.” I thoughrto integrity. Swecess may be cheap, and you can take
myself, “If Segovia needs to practice five hours every shorteurs to get there. You will pay the full price for
day, how much more do 1 need wo practice?” excellence; it is never discounted. Excellence will always

Success seeks status, power, prestige, wealth, and  cost you everything, bur it is the most lasting and
privilege. Exeellence is internal—secking sarnisfaction rewarding ideal. What drives you—success or excellence
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SCARBOROUGH FAIR

ExnGLisH FOLE SONG
arr. 1. Brandon

The ending of this picce echoes the melody in harmonics, reminiscent of the last drops of rain after an English

shower,
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Memorize:
A B

c D

E

Notes on the Fifth String

Practice Scale #5
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Notes on the Sixth String

Memorize: Practice Scale 26
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Exercise £25
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Exercise #26 (Grieg)
L, ©- |
y——-! L —1 117 "'"'— T l — !-!', —
gl 3 L R : L s l# zg
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At this point it would be very helpful to practice groups of the same three notes on each string. Concentrate
on the names and positions of cach note. Play the following exercise with every consecutive three-nore
combination. In other words, play the EFG sequence on each string, as the exercise shows, Notice

they do not
have to be in the same ocrave. Then play ABC on every

string, erc. Also play the three nores in reverse order,

Exercise #29
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More Work on the Bass Strings

Exercise #30

Si ghtreading

Sightreading is a very useful skill to develop. It makes trying and learning new pieces casier, and is essenrial for
impromptu ensemble playing. Here are some ideas to help you improve your reading abilicr
promp playing P ¥o ! ¥ 5 oy

* Quantiry practice is essential. Read through as much material as possible and do not try to perfect each
piece. Play through them two or three times at the most. Afier thar, you are no longer sightreading.

* Keep your cyes on the music and read at a consistent tempo, slow enough to play most of the piece
right. Practice difficult thythms separately by tapping them out or by making all notes the same pitch,

* Continually look ahead (even a full measure) and do not go back. Think abour whar you are Foing to
do, instead of whar you are acrually doing. You will eventually recognize chords as you do words, and a
musical phrase becomes equivalent 1o a sentence,

* Create your own sightreading exercises. Take some manuscript paper and jor down notes in random
order thar give you trouble. Set an even tempo and read through them. Also try the casier exercises
from Volume One and play them in different positions on the neck.

* Check out guitar methods or anthologies from the library for extra practice. Clarinet or violin methods
are also good because of similar range and clef, and they do not contain guirar fingerings. For extra

practice in flat key signarures, read the treble clef from a book of hymins.

* Play ensemble music (ducts, trios, quarters).
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Mastering the Fingerboard

Here is a simple system for learning the notes on the guirar qn_ud-;h and thoroughly. Tr is well worth the few
minutes cach day to become fluent on the hngerboard. These exercises can be done by yourself or with a reacher
or fellow Studt‘:nt Follow the system step-by-step at your own pace, and proceed only when you have mastered
each step.

String by string:

a) Learn the natural notes on each string up to the

12¢h frer. Starting with the Grh string, name different
notes rﬂndﬂmi}' a5 }-"L-}l'l.l P]ﬂ}r T]-.Icm. PTH'I:I:CI-.I. o r]-IE'Z 5I'E'I
string, etc.

b} Learn the chromatic notes on each string.

Sta.rting with the 6th String, randnm!}r name notes
sharp/flat, then flat/sharp. By naming both sharp and

Hat,

and in reverse order, you will learn to recognize

both equally.

the

c)  Mix narural and chromaric nores. .'Sr:arrir:g with

Ertl.'l EtIiﬂg, I!'EI.RdDm].}’ AV and FIE}" CVery Eiﬂg]E

note. Proceed siring by string,

(More: Ar this poinr, you will have learned every

note on the guitar, open—12th frer, The next steps will
reinforce what you have learned.)

2} Fret by fret: Choose a fret and randomly name and
play all the notes on thar frer. Cover all frees 1 thru 12,

:l SE:I.}-" d [ole d]ld Pld\" it on L'\'Ll_'__r &t]’lﬂ B Gtarting Wllf]'l
the 6th. For example, play one F on every string.

4) Put your Engur down an}'w['n:rc on the neck and
name the nore.

3) l:'.xi:r|un: hightr frets above che 12¢h, ::s.pccia"}' the
more frequently used treble strings. Since the notes are
the same, bur an ocrave higher than the lower
fingerboard, it will not rake long to learn the notes

bevond the 12¢h free,

More Sightreading Practice
LESSON IN A MINOR

NAPOLEON COSTE
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LESSON IN A MA]OR

NAPOLEON COSTE
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MOTO PERPETUO (excerpt)

MNI1COLO PAGANINI

For sightreading only, this picce may be pracriced in sections. Try playing in a variety of positions on the neck.
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Moto Perpetuo (cont.)
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Performance Anxiety

Performance anxiety {stage fright) is a potental problem thar can be disastrous to any
performance. Andrés Segovia acknowledged that a guirarist could lose up o 50% of his
technique due to nerves. He even remarked, "When T go to a concert I am always nervous; then
when [ have 1o begin a concert [ am rc:ad}' ro cancel 1y but when 1 have finished a concert, T
would like to begin again.” Sragefright can be overcome, though, and you can learn to use the
excitement produced by the expectation of a concert to your advanrage,

Everyone has a different approach to conquering performance anxiety. American film
composer John Williams once relared to me this story abour the great cellist Gregor Pratagorsky.
In 2 conversation zbour rhe dilemma of ﬁtﬂgtﬁ'ight, a friend of l’i&tagursk}' suggf:st::d that
backstage before the concerr the cellise should just tell himselt *1 am the great Gregor
Piatagorsky” and he would not have any problem with nerves, Platagorsky replied, "Thar is whar
I already do. The problem is...1 do not believe myself!” This humorous ancedote shows to what
extreme we somerimes go in dealing with this problem.

One key to overcoming stagefright is preparation. Long-term prepararion would starr taking
place when you hrst schedule a performance (or even before). Shore-term preparation would be
effective the day of the performance. By using the following ideas, you should gain insight to
help you deliver your best performance that is not hampered by nerves, burt rather charged by
enthusiasm.,

Long-Term Preparation

* Pracrice effecrively. This means working out the details of the music and your performance in
advance. There is no substitute for being adequarely prepared.

*» Choose a program within your capability. Start with a secure piece that will allow you o feel
comfortable on stage. Plan stage entrances, bows, and announcements as much as possible
Friﬂl' T T]']-L" F-I'_"TFI.'.I'J'J'I'IH['I:EI'_‘-

» Simulate pcrﬁ‘srmﬂncn conditions. If pnssihlc, do a Pracrice Concert. Take adv:;_ntagt of every
Pr:rﬁ:rrmancc OpPOITURILY o refine VOur p::rf_urming skills. Learn to pla}' cold withour Warming
up. You might also try tape recording vourself,

« Nore several secrions of each plece of music thar you could start from should a MEmory laps::
occur n concert. If one does occur, jump to one of these sections and kctp EOIng. Do not
dwell on the memory lapse. bur think abour expressing the music.

Short-Term Pn.:]_::a.tatinn

* Arrive ar the pcrfﬂrmancc venue car|}r o get comfortable with the stage, lighting, chair, and

EULI.['I;'I'J. UI- ii]'!: I'Ii'l".

= Warm up, but do not overdo. In general, play a litdle slower with perhaps less volume, saving
energy for rhe concerr. Do not give

vour best performance in the dressing Practice Tip:

[t is important to I‘J]a}' pleces of music as a whole,
then later go back and correct mistakes. Do not stop
every time you make a mistake, as this habit could
cause you to do the same In concert.

IO

* Do not be :ma|}-'|:l-:_'a| about the music
backsrage. Ar this point you should
think in more g:ncml LETITS,
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Performance Anxiety (cont.)

During Performance
Practice Lip:
* Consciously relax as practiced and i .
s p e oE i [f you cannot warm up before a performance,
CONCENLIae on pia}-mg the music massaging or exercising your hands together keeps
beaunifully. them warm and ready to play. If you are able to hold
the guitar but must remain quiet, such as in a
* If you make a mistake, keep going and television appearance, I find it helpful to exercise the
continue 1o vy vour best. Do not let lefr hand t‘.']r' [th'-‘:.‘-iil'lg_; the srrinﬁs down with Armness
focus on the music.

* Somerimes you must take musical and rechnical chances in performance w play something
extraordinarily beaurtiful or exciting. I have seen Segovia "play on the edge”—taking the chance
of sacrificing slight rechnical accuracies for the most exhilarating performance. As wonderful as
Hawless 1.l..‘l:_'}111i.L]L1L‘ may be, it 1s genuine musicality thar will truly move an audience.

For my personal note on this subject, see p. 135,

'::]‘Jri.'arn:‘.-]‘.lh-:r F’:!rkt‘.ning and co-author David Brandon in concert.
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Left-Hand Fingering Principles

[n his method for guitar, Fernando Sor said ro consider Angering an art. As you may have observed in some of
the previous exercises, it is possible to play a passage in more than one spot on the neck for tonal variety. It is not
uncommon to spend a lot of time experimenting with different fingerings for a passage ro decide which one is best
musically and technically. As a general rule, use the most natural fingering unless a more difficult one gives a
better musical interpretation, i.e., tonal variery, more beautiful phrasing, ete.

Below you will find a melody from Volume One with a variety of different fingerings. An evaluation of the
hingering accompanies every passage. Play each example o analyze its strengths and weaknesses.

1} All notes on same SIring—consistent in sound 2} All notes on same string; medium rone—bhest
and good for right hand; brightest rone, overall. Vibrato can be used on all three notes.
PR ] 2 4
ety fery rr et e e
1 | . 4 - e N ] I " | i#
L
@ a @ _______________________ -
31 All notes on same string; thickest tone—can be 4) Conrains $LOINg Crossings—not consistent in
somewhat muddy. Vibrato can be used on all sound bur good for some situations. Also harder
three notes. for the right hand.
< 4 1 3 I
= 3 4 4 4 3
F[El I S .~ E— T—U—r—»'—  ——
T I 1
] I |
a5, — - i e
e _ .
O J @ - 0 O ---
5} Conrains string crossings (see #4). 6) Conrains string crossings; awkward reach,
I 3 P

B ———— e e e e e =y
YO0 0- @006 @ 0---~ @0--- @

o b
i

]

o 45

7) Conrtains string crossings; somewhat awkward 8) Cross-string fingering allows strings to ring,
for the left hand. achieving a harp-like effece.

Ti: rl__.—l—_;"—]'_'j'—?nl_J'_j' —
=== ——
000 00 -

In Aingering music you have to consider context, other voices, tempo, musical style, and wherther to add slurs.
Ultimately you will find a balance berween technical and musical elements. It is imporeant to be able to play a
fingering up to tempo and in context before you judge its merit. Also, do not be afraid to change a fingering as
your musical tastes and rechnical abilities change. You will constandy want to re-evaluate your fingering of music.
Bad fingering will tend to wear on you. Through many years of playing and teaching the same piece, Segovia
often improved a piece by changing the fingering. I consider Segovia's fingerings a musical arr form and a great
study in themselves. Aside from thar, use editor’s suggestions as a guide, bur allow yourself to personalize a piece
with your own fingerings.
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Accuracy and Control

Proper placement and control of finger movement
is essential for accurate playing with minimal mistakes.
[t is necessary to obrain a balanced left-hand position
thg. 5), playing directly on the fingertips. (g, 6) Try
to economize the movement of the fingers by keeping
them close to the strings when not in use. The
following two exercises will help you develop control
and ECONOMmY of motien. The frst is rn-::un-uph::nni-::
{only one voice) and should be plaved on all strings in
a variety of positions. | suggest setting all the fingers
G}

down on the string in proper playing position (fig.

Fig. 5 Proper left-hand position.

Exercise £31

cfore you begin the exercise. Lift the 2nd, 3rd, and
4th fingers slightly, and you will be ready to play. Use
as lictle movement as possible, keeping the st finger
down all the time. Leave the 2nd and 3rd fingers down
after they have been played whenever possible.
Exercise #18 is polyphonic. You must allow one
note to ring while playing the other three. Again,
practice this in a variery of positions, and even try
increasing the string sprtad- (For :::-:-amp]c, play on
strings one and three.} Play both exercises slowly so as
to fully concentrate on conrrel and accuracy.,

A _— L 4
- » 4 -
e =
AT EI IR
!.:_ —e TR
Exercise #32
@3: i3
SO 5 2 4 2 1 3 4 | LN | '1_."_‘3 1 s S |
= ) » b H-__"? Fi--H i._ i ] ﬁ._L - h e
m L ) .-.?- E. — Er- - . T " - ..? : E!‘r 1 EII |,.: S . ..___ _:_1
‘:! ?1 | i N i :r.u"
Practice Tip:
Making progress on the guitar is like hiking up a Unrealistic Actual
mountain, You hike up as far as vou can on one trail and Progress; Progress:

then when it ends, vou must backtrack down to find
anather trail that leads even higher. In other words, when
working on a technical problem, you may have ro rake
one step backward in order to take ewo steps forward.
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Moveable Scales

Practicing scales is a fundamental aspect in the development of technique for every musician. Scales are the
building blocks of music, and practicing them will help cultivate tone, conrrol, dexterity, speed, and stamina. In
fact, Segovia stared, “The practice of scales enables one to solve a greater number of technical problems in a
shorter period of time than the study of any other exercise.” Below are four moveable scale patterns—ewo major
and two minor. Because they conrain no open stings, these scales can be played in any key by starting on the
appropriate root note. For instance, the first pattern in C major on the third fret can be changed to D major by
starting on the fifth fret. For technical practice, I suggest playing each scale ascending and descending starting on
frets 3.4,5.6,7 and then back 6,5,4.3. Start slowly, play evenly, and increase speed gradually for cach new key,

More practice advice for scales:

* Decide on a specific goal ro accomplish while C Major )
practicing a scale. Ten minutes of concentrated A | L 2 g l.._ﬂl_ -
pracrice covering a certain aspect can be more -

|

beneficial than an hour of mindltssl}r running
scales.

*» Try different right-hand fingering combinations:
i, WL, L, Al WA, &P juf', etc. Some parrerns, such G
as ma, are not feasible for most players in a high-

:-;pccd concert run; however, they do help gain —L}
independence tor some situarions.

* Play rest stroke and free scroke. Also ory a light rest
stroke. This is a hybrid stroke—a rest stroke with a
free stroke feel and speed.

* Experiment with different ;mg[ﬁs of the right hand
and fingers. Also be sure your nails are fled

prope F]}-"

* Many players find it beneficial to rest the thumb
on the Gth string as an anchor. Others change rhe
anchor string as they ascend the scale. This is also
helptul for dampening unwanred ringing strings,

* Practice preparing each srroke, Start out by
thinking of each scale note as an eighth nore with
an eighth rest in berween. On the rest, prepare the
next righe-hand fnger by planting it on the string
in preparation to play the nexr note, Proceed to
lengthen the played note and shorten the
rest/preparation time.

* After good preparation is achieved, practice synchronization of right and left hands. Ideally, fingers of both
hands should move ar exacily the same moment. This will achieve a perfectly legato sound with no perceptible
break berween notes.

* Extract scale passages from acrual pieces and use them as exercises. For example, T often use the scales from
Rodrigo's Concierto de Aranjuez for scale practice. In this way, I polish part of a concert piece while refining

technique. For more work on scales, I recommend Segovia’s Diatonic Major and Minor Scales (Columbia
Music).
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Scale Variations

Try applyving the following variations to the prededing scales for extra practice and increased endurance.

R:p::atcd Motes: Sequences:
i) RY ; ) a) . b
- —— 1 . S A . o
&3 = e . T
S " PR '
Dorted Rh}rdlm.s:
LAY, * . — ; e o . & J * c —

Speed Techniques

The following exercise will help demonstrate
pracrice techniques used to gain speed. First learn and
memorize the passage by playing it slowly and
accurately. Gradually increase the speed as you gain
confidence with ir. Next, apply the following ideas to
help maximize your own speed porential.

To achieve 51.}::::_1, practice the scale in short
SCEMENTS. _JIUET A% A runner "r"-"h'l.'l can run a E]"l':'r[ Spfiﬂ[
trains for 2 longer race, you can pracrice small burses of
speed while gradually increasing the distance. Isolate
the first pattern of four eighth notes to pracrice. Add
one cxtra note also, giving you a downbear—a place o
land. This is similar to the runner who runs through
the finish line instead of stopping ar it. He mainrains
his momentum until the end. Practice this pattern of
five notes as fast as possible, only accwrately. Repeat
this over and over, increasing the speed unul you have
gone as fast as you can play without miscakes. Then
stare a litele slower and oy the next pattern, gradually
increasing the 5[}::::4_{ to as fast as you can play with
accuracy. Finally, add both parterns together to make a
complete measure plus the downbeatr of the next
measure, Continue this process over the entire passage.

A merronome is of great value when striving for
speed. It is equivalent to a stop-watch used by a runner
in training. [t will help you stay in tempo and also
moniter your progress. Concert guitarists, depending

Exercise #33

on the difhiculty of the scale, reach speeds between
138~172 (four notes per click).

For left-hand accuracy, be sure to play directly on
the fingertips, keep the fingers close to the strings
withour excessive motion, and maintain a balanced
hand position. You must also have the right hand in
the correct POSItION with the natls ﬁff.-ﬁf pr&psrﬁ}' to
achieve maximum speed.

You may wish to practice the right hand alone.
Practice the first shore segment in Ex. #33 staying on
the same note, that is, four plus one A's. Then pracrice
eight plus one A's, etc. When you have achieved a
certain d::grn::n:: of speed, add the left-hand ::]‘.Lzlnges o
obrain synchronization between both hands.

You mighr also find ic helpful o start at the end of
the exercise and work backward. Play the last five
netes (ending on the downbeat), then the last nine,
erc. This is similar te a runner backing up from the

finish line.

Practice TEP:

Speed can be measured, just like a 100-meter dash.
However, there is a more desirable musical goal tha
we should strive for—one thar cannor be measured. Tt
15 the musicality and feeling of the music we play. Use
speed to artain thar geal, bur never ler it take the place
of beauriful playing.

T
+

| tejpree
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Special Effects

There are numerous interesting techniques on the guitar used to creare special timbres (tone colors) or sound
effects. Natural harmonics were covered earlier and arrificial harmonics will follow this section. Here are many of

the others:

Pizzicate (pizz)}—This technique involves muffling
the strings (usually bass) with the side of the right
hand near the bridge as vou play the notes with the
side of the thumb (all flesh). (fig. 7) Ser vour hand on
the bridge somewhat parallel to it as if you were ta give
it a “karate chop.” Bring it over on the strings to
muffe them slightly when plucked. (fig.8) The closer
the hand is moved toward rhe soundhole, the more
muffled the sound. Conversely, the more of your hand
you rest on the bridge, the less muffled the sound. The
right amount of pressure takes pracrice and you may
have to alter your position depending on which string
you desire o mute. Pizzicato notes can be plucked
with the fingers as well. Sepovia also created a
pizzicato-like sound by using the back portion of his
thumb (see picture) for instant dampening of the bass
strings, as in his recording of Tenadilla (La Maya de
t’_?.:::}-..-:f} b].r (Granados. {ﬁg. o

Fig. 8 Pizzicato shown from neck view.

Glissando (Slide)—In addition to the slur, another
way of sounding a second note withour plucking ir is
ro slide. To do this, move vour finger between twao
notes while firmly pressing the string. It Is sometimes

44

Fig. 7 Pizzicaro shown from the front.

Fig. @ Pizzicato mute with back of thumb.

desirable to use a slight glissando (also called
portamentg) berween two notes and to actually play the
second note. This is notated with an added grace note
bur is often left to the discretion of the performer.



Special Effects (cont.)

Ponticello {pone)-—This term describes the brirle,
metallic .nund achieved by I_luu lc1 cang the strings near
the bridge, wsually with the center of the nail. (f

This qu;'alirT was used extensively in my r::Luznrdln e of

Ella. -e.: r‘mJlf!'.- ]11, I_":_ﬂ.l..llm'! Irr;ns:npnnn on p. .

Fig, 10 Ponticello position.

Tambora—This drum-like effect involves s bouncing

the right-hand rthumb (sometimes the fingers) on the

strings near the E_n Jn']u 12 and 13} By bouncing
5 will sound.

2 Tambora with the thumb.

Dolce (also marked su/ tasto)—the sweet warm tone
achieved by playing over the sound hole, usua Iy with
the side of the nail. (fip. 11) The term mateeral
indicates the return te a more normal sound, For a
more in depth disc
Appendix A.

ot tone color, refer o

Fig. 11 Dwolee position.

;‘JLH c 1'-]I'E'I]:'l.|l.‘" l._"i' 'l']1v._ T..lli}]_‘l-t_n]'a teC |'Lr|J:||_;|r-' 1'.I.'.I.ﬂ.‘|.' ]'H:
found in my rcc-.nrr]mh of 'u.r_-r:r‘,tr @ {_,-_;I.r;_;_

Fig. 13 Tambora with the tm: ers,




Special Effects (cont.)

Rasgueado—This is the Spanish rerm for strumming
the guitar and is used extensively in flamenco guitar
MLsic. Thnugh not used as often in classical guitar
music, it is nevertheless a necessary technique to
master. Examples of rasgueados in the classical guirar
repertoire include the opening of Rodrigo’s famous
Concierte de Aranjuez, Turina's Seveallanas, and Falla's
The Millers Dance. There are many patterns, bur a
basic rasgueado is a brush across the strings starting
with the licde ﬁngcr (notated ¢, e or L) and tnding
with i—as in cami. For added clarity and strength, the
principle of resistance is applied (similar 1o snapping
your finger). You create tension by locking each finger
(cami) behind the other and then releasing them in
succession. (fig. 14) Occasionally the thumb is
involved (either up or down) with repearted
rasgueados, The index finger is often used alone in
single strokes back and forth while the thumb rests on
the sixth string. The first joint should remain relaxed
on the upstroke. Rasgueados are usually notated by
arrows which reflect the direction of the stroke. An
arrow drawn from the 6th string to the lst would
indicated a strum in that same direcrion.

F]g. ]_"'.'j: PI,'L'.FI‘;,!I_’H_I:'-II'M] U'rl.i'l.t' Fii.‘:igl]r.'."l.l'.l.l:?.

Golpe—This is a knock or tap anywhere on the
guitar—often near or on the bridge or on the face of
the guitar, Different fingers and positions produce a
variety of percussive effects. Examples of this
technique may be found in Granados’ fntermezzo and
the Renaissance dance, Warkint Ale { Virtuose Duets).
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Tremolo—One of the most intriguing effects, this
technigue especially captivates audiences. It literally
means a rapid repetition of the same note, the way a
mandolin or a balalaika is commonly played. Bur in
classical guirtar, it generally refers to a repeated melody
note with an added bass line, giving the illusion of two
instruments playing rogether. It 15 usually played pam:
(as in the famous Recuerdor de la Albambra by
Tarrega), a]llmugh pmi and piami are also common
variations. Here are some tips to help master this
difficult technique:

* The tremolo should be very even with the
melody notes coming out in volume over the
bass line. It should be fast enough to create the
llusion of a sustained note,

» Start by practicing with the thumb on a bass
string and the fingers on the first string. Play
slowly at first. Try planting the @ finger on the
next melady note as you play the bass note with
the thumb. In other words, set the & hinger on
the first string in position at the same moment
the thumb strikes the bass string.

» Nails should be evenly filed so as ro cross the
strings with the same amount of resistance. This
will create evenness in both rhythm and sound.

* Be sure that the right-hand knuckles are kept
parallel to the string and tilt cthe hand slightly to
the right to favor the # hnger.

* To avoid a “gallop” or unevenness, stare slowly
with a merronome and work to increase spccd-

* Once comforeable with the tremole technique,
practice one pattern plus the next bass note as
fast and evenly as possible. Gradually add more
patterns to increase endurance.

= Use different accents or reverse the pattern (for
p_l_'ﬂ{.l[iCE {!ﬂl}?'] o COITECT UNevYenness,

= To help hear the rhythmic definition, oy
putting a cloth under the strings next to the
bridge to dampen the sound slighuly.

Ocher composers who have used the tremolo
technique effectively include Ponce, Tansman, Barrios,
and Castelnuovo -Tedesco.



Notation of Special Effects
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Sakura (cont.)
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Artificial Harmonics

Harmonics (see page 21) can alse be produced by
the right hand alone by lightly touching a string 12
frers higher than a fretted note with the index finger
and plucking it with either the thumb (fig. 15), ring
finger (hg. 16}, or the little finger. It is helpful o
spread out the plucking finger and the node
{touching) finger to achieve a cdlear, bell-like sound.
The harmonic will sound an octave higher than the
fretted note. This allows you ro make any nore a
harmonic. Like narural harmonics, artificial ones can
be produced at distances other than 12 frets, such as 7
or 19 Many unique ecffecrs can be created with
harmeonics, and it is enjoyable to experiment with chis
technique.

In the following piece, the entire melody is played
with artificial harmonics. [ suggest first learning the
piece in natural nores and then adding harmonics
when vou are comforrable with the lefr-hand
fingerings. When first learning the piece without

A8

harmonics, pluck the melody notes with anly the
finger and the bass notes with the thumb, just as you
would wich artificial harmonics.

An advanced arrangement of this piece, entided La
Filla del Marxant, appears on my EMI recording, A
Tribute to Segovia.

Practice Tip:

Your music will generally go through four stages
as you rake it from sightreading to performance:

Repear-Play through the piece over and over to learn
it, working through the technical difficulties.
Remember—Memorize the music and fingerings.
Refine-Smooth out technical problems and polish
interpretation.

Review—Once mastered, review the piece frequently
Lo maintain it as part of your repertoire.




Artificial Harmonics (cont.)

° e

Fig. 15 Artificial harmonic plucked with the thumb. Fig. 16 Artificial harmonic plucked by the ring fnger,

CATALONIAN FOLK SONG

Melady in Artificial Harmonics...
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Tuning Tips

Tuning the instrument can be one of the most
frustrating aspects of playing the guitar. This is due in
part to the fact thar even under the best conditions, it
is physically impossible to perfectly tune the
instrument. The very nature of our well-tempered or
equal-tempered tuning svstem means thae we will be

equally out of tune in each key. To compensate for
this on the guitar you should tune to the key of the
piece you are playing (called remper-tuning). This
involves checking the prominent chords in the piece
and reaching a balance or compromise between them.
Here are some suggestions for relining your tuning;

* A good chord to check tuning is the open E major chord and the full bar version of thar chord

[making it A major on the 5th fret, B major on the 7th, erc.). The ourer strings contain the
raot of the chord, the nexr to outer strings have the fifth, and on the innermost strings you find
another root and the third of the chord {on the third string). The roots and fifth are very
stable intervals, but the third presents a special problem since the fretted note always sounds
higher than the natural harmonic overtone occurring on thar note. Do not tune the 3rd String
too flat, or it will be our of tune in other chords.

It is wise to check different voicings of chords in the key of the piece you will play. Check a
first position chord as well as voicings or inversions in the middle and upper parrs of the neck.

* Tuning by octaves can also be benchoal. Starr with the open E's and the 4th string E. Then
tune the open A with the 3rd siring, 2nd fret and the 1se string, Sth frer. Lastly, check other
octaves such as D, B, G, erc. Depending on how trained your ear is, you could even check the
interval of a fifth berween the 15t and 5ch SETIngs open.

A string has less chance of slipping Hlat if vou tune up ro pirch from below rather than down
from above.

The string may sometimes stick in the nurt of cthe guirar when wning up or down from another
tuning. To cause the string o go a bit lower, stretch the string slightly by pulling it with the
right hand towards the bridge. {Do not pull our away from the guitar because this mighr cause
wo much tension on the bridge.) Then re-adjust the tuning. To slightly raise a string's pitch,
press on the string above the nut. These adjustments may also be needed when using 2 capo or
when making very fine corrections that are too sensitive for the runing pegs.

Tune quin:tl}-' and quicld}' on stage in order not to disrupt the p::anrm:mcE- Be sure to check
some of the chords in the piece.

Be prepared to adjust tuning within a piece while you are performing. Often there are shore
breaks thar are long enough to reach up and make a minor alteration. Practice this first, and
plan possible places in your pieces for tuning adjusements. This is especially important when
playing in altered runings (see fl:rliuwing section}, where the newly tuned string will have a
tendency to change pirch. An excellent time to practice this is when you first change your
strings. As you play your music, reach up and tune the strings while you are playing without
actually stopping. Learn to make the adjusrmenrs as quickly and discreetly as possible,
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Tuning Tips (cont.)

When tuning down to an altered tuning, bring the string down further than it needs to go and
let it ser there while you check the other strings. Then bring it up to pitch. This will help
prevent slippage during the next piece.

You also can push a note flar or pull a note sharp by pushing or pulling parallel to the string
with the fretting finger. This works especially well in higher positions, where intonarion is
more likely to be a problem. Vibraro can also help establish a pirch.

Semne guitarists accidently bend strings with their left hand, causing rhem o play out of tune.
Be sure to press the string straight down with the left-hand hnger so as to not alter the pich.

'l'uning EJ}-' harmonics s a common [uning pracrice, and while nort totally reliable, it is h-&[pful
for marching just one string against another (see diagram). Ir is also the easiest way to tune the
guirar o the uning fork (A 440}, March the 5th SUTInE, Sth fret or 4th string, 7th frer to the
fork. The rone of a harmonic is closer to the fork than char of a fretted note.

A440 = 5thostring, Sth frer

ath string, Tth frer = 6th string, Sth fret
rhostring, Sthfret = 4ch string, 7th fret

4th string, 5th fret = 3rd string, 7th fret
Sthostring, 7th fret = st string open
Geh string, 7th frer = 2nd string open

e ———————————

Battery operated tuners are all night for general tuning, but they will not temper tune the guitar
for the key of your piece. They are fine, however, for people developing their ear while learning
to play guitar. A good ear and sense of pitch may rake some time 1o develop.

Bad strings will often impair intonation. Check your string by comparing the 12th fret
harmonic to the same note frerred. These should be the same. If there is a discrepancy,
consider replacing the string. You may have to settle for one thar is slightly out of tune ar the
12th fret, bur you will ger to know your instrument and choice of strings and will be able o
reach a compromise. Other problems that can hinder tuning are a warped neck, worn frees,
and misaligned frets (rare).

Practice Tip:

It is important o be able to play a piece ac a variety of tempos. When you are cold
on stage or have net been able to warm-up prior to the performance, yvou may wish to
take a lietle slower tempo. You should also be able to play a piece a somewhar faster than
necded, giving you a bit of reserve. This is especially important when playing ensemble
music or concertos with orchestras. The conductor may choose a different tempo than
where you have normally practiced the piece.
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Low D Tuning

The next piece requires thar the Gth string be runed a whole step lower to D This pitch will be an ocrave
lower than the 4dh string open, so it 1s best to match it to that string. For an easy check, the [2th fret harmonic
on the Gth string should be in unison with the 4th string open. Also, the 6ch

string, 7th fret will now match the 5th sting open (both narural notes). With Low [

this tuning change, play the 6th string notes two frets higher than they would 4

normally be played. {You can think of them in relation to the 4th string, only {y 1
one octave lower.) There are many alternate tunings on the guitar, but this is el —

by far the most common. E=S
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Practice Tip:

My father used to have me play a passage seven times in a row perfectly ar tempo
before he considered it mastered. If I made a mistake anywhere, even on the last time
through, 1 would have 1o start over again until [ could do seven consecutive times
".'-l'i.1 hfﬂ.![ I'E'Ii:-‘.l.‘th'.H- J'!'LFP'E}' t]'fliﬂ t}'FI‘E_"Z f_:lF di.ﬁﬂ.:ip]i[]ﬁ (N8 WOMLLE E'ﬁr:lﬂticing F[]r mﬂx_imum
technical accuracy,
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More Work With Slurs

Paganini's Theme and Variation from Caprive £24 provides some advanced work with slurs. The theme focuses
on hammer-ons and the variarion utilizes pull-offs. It is an excellent workout for the left hand.

THEME AND VARIATION
(from Caprice #24)
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Ornamentation

Early music before 1750 (Renaissance and Baroque) was often decorated with embellishments called

OEFNAments. M:an}r of these were not

even notated in the score, and much has been written rugarding st}rlu and

practice. Here is a very general and simplified guide to ornamenrtarion. Although style and tradition are important

considerations, [ feel that the

Trill

PEIfoIIIEI Sllﬂuld u].LiIIlii.Lt.'].:f (J.U'

_ what sounds best on his
Whitten: P -‘5’*5}"“‘['5 or p individual instcrument,

ir ﬁ-' In Baroque music, crills gen-
ol ! ; - T erally start on the upper note.
?j.'“ — S—— 'he tnlled note should come
tf - — from the scale and rthe key of
r- r r the piece, unless an accidental 15
added. The duration of a trill is
Mordent 5ublin:cr r:a _rhc tempo 3I:1I1:|.
o . ) performer’s interpretation. In
erﬂ' Played o 3 all examples, the bass nores are

A ) a_| Ej played with the ornament.
% j ;e it _:"# Each period of music had i
--‘;j*’ — — | — S— W CONYEntions, so 1t 1s 1m-

possible to be dogmaric on the
execurion of these ornaments. It
15 often hclpful to :-'.rud].-r thmr}n

;;

Inverted Mordent Appoggilatura musicianship. and interpreta-
Whrirten Jr:".!!a”_’l-'t’.-:i'r: Woristen: I".l'-l:f{}'fdl.' rion with orther instrumenrcalises
n A = Il----...I {non-guitarists) or with :::11'[}-'
ﬁ | - i li P = music specialists. Segovia often
T — e == encouraged Sll_.ldﬁlﬂlﬂ in rthe
v o > - > study of music in general,
r | r ]' saying, You must love the
music more than you love the

Acciaccatura (grace note) Turn guirar.”
Whitten:  Played: Wiirten: Played: Technical Note: Su_mt or-
- - naments (such as rtrills and
Ot . n | == mordents} are sometimes played
#rci , T v ¥ - - cross-string rather than slurred.
o ' To execure this, rapidly al-

+

r'-

ternate 'E'].'IC tl!'i“.Cd NoLes ﬁngf:rcd
On [Wo CONsecutive sirings.

Advanced Bar Techniques

The next piece uses the technique of a Ainge bar. (Aig. 17) The example in the photo, on the first fre, is
notated Th. The first siring is fretred by the first finger as if it were a full-length bar, bur the finger is angled away
from the bass SITINES [0 allow the open [ to ring. This facilicates movement to the next chord, where the first
hnger lays down on all the strings to form a full bar,

Other :«pr:clal bar techniques also

E}::sr DLC&S[GJ]&]]‘,’ you ‘i.'-"!“ l'.I.C‘EI.'.I Lo use a PJ'ITTIII'E -I!I:I?ﬁ'}" on 11'].511:].': EtIll'.I.gE EI.J.'.I.IEI.

leave open strings above and helow it. This is done by flattening the index finger and bending backwards at the

'Fil.'“’i'l: _I'l.'.llll.'ll:- Th]": ]:mr 15 D.Ft’:l'.l. nntattd
With & hra-:]u:t next Lo lI]’: barn:-ri
notes. Bars using fingers other than
the index are also usually notated in
this manner. (fg, 18)

Another unusual bar technique is
t]'.IL CrGsy .'r;'EI -£'|:5i'.i":. "r"r]:'I.'Li'LIIJ:r" t}ll II'IdLI
hnger bars across two frets simul-
raneously. (hg. 19) An example

Hinge Bar Partial Bar Cross-fret Bar
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Advanced Bar Techniques (cont.)

of this rechnique may be found in Rick Foster’s transc ription of Sheep May Safely Graze (Parkening Plays Bach).
Here the index hngcr slants such thar the botrom half depresses the trr:|:r1E strings and the top half of the finger

depresses the bass sirings a fret higher. This is notated by two Roman numerals with a slash between them

Fig. 17 Hinge Bar.

Fig, 18 Parcial Bar with 4ch finger. Fig. 19 Cross-frer Bar.

BIANCO FIORE

ANONYMOUS

Because of the A[Egm rempo, the trills in chis piece are generally performed sta rring on the lower note. This
(ranscription appears on 1 #e Artistry ﬂf {:-"IJ?'.’-_TIUPJ'{?EJ" P.-:I?’;E’e‘.‘.'-!f.‘r:i!g.
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Interval Studies

Here are three excellent studies w help in the
mastery of playing polyphonic music. They conrain
three of the most frequently used intervals in classical
music. After learning the 3rds and Grhs as they are
written in the key of C, try adding one sharp (on F) o
play them in the key of G. Do this for all key
signatures.  Also try playing tenths (a third plus an

Octaves

octave) and rthirteenths (a sixth plus an octave).
Practice the exercises ascending and descending. Be
sure o play directly on the fingertips, keep the fingers
close to the strings without excessive mortion, and
maintain a balanced lefr-hand position. For more work
on 3rds and Gths, practice Study #1.2 (Op. 6, no. 6 and
Study #13 (Op. 6, no. 9) by Sor (ed. Segovia).

A

ox—lg e Sid 3 R r.,:F: erc.
3 1 ] i | I
£ = | > 1 e =
3. - i 8 F|' e S— - —
e
1 4 + 4
e 1 | I‘-F dF' £ E 1_E =
ety = e =
- D - -\-b _—"i’ ] | ] —

Left-Hand Shifts

There are two main types of left-hand shifts on the
neck: those that can use guide iingers (keeping a inger
on the string during the shift) and those that can nor.
Regardless of the type of shift, uy w keep your hand
in a balanced position. This involves moving from the
arm and keeping the fingers close to the strings, If you
have a difficulr shift along the neck, you may find it
helpful to isolate the passage and creare an exercise out
of it. The following example contains a difficulr chord
shift from the 2nd to the 7th position. (Ex. A)
Although you have the advanatge of a guide finger, the
fingering is somewhar awlward. To break the problem
down into smaller pieces, first practice the change of
hngering #n the same position. (Ex. B) Here the guide
finger funcrions simply as a pivot finger. Next, pidcliL:
shifting just one frer or two. h:ull} resume practice
of the fuﬂ shift to the 7th position,

For shifts withour a guide fAnger, T suggest
momentarily riding along the inside area of the index
finger opposite the first knuckle. Thar is, the inside of
the finger remains in contact with the bottom of the
neck as you shift. Keep the fingers close to the strings
and in position as much as possible. Try this with
Example C.

For shifts to the uppermost frets, you will need to
alter vour lef-hand postiion somewhat. (fig. 20)

Exercise £34

Fig. 20 Left hand in extreme upper position.
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Rules To Be Broken

There are a few “rextbook” rules that you may come across in your study of guitar. While
these principles are excellent guidelines, not all can be applied to every situation. Below vou will
find a few of these conceprs with some suggestions of when to use them and when to ignore
them.

1) Alternate right-hand fingers on single note passages. While this is beneficial on faster runs,
sometimes using the same finger repeatedly is excellent for keeping a consistent sound.

2} Use rest siroke on single note passages. Rest stroke is good for many scale passages, accenting
certain notes, and bringing out the melody line above an arpeggio. For most ather passages, free
stroke will be more legaro and give more Hexibility in terms of tone color. | personally use free
stroke approximately 80% of the time.

3) Keep the right hand still and move only finger joinss. This may be true for most faster passages;
however, in beauniful melodic lines or for powerful chords, stiffening a hnger or locking two or
three together and then playing from the wrist/forearm will give the best sound. Using the full
weight of the hand and forearm achieves the most power. Varying the angle of the nail gives
fullness or thickness to the sound.

4) Ulse the textbook sitting position. There are so many physical vanables (height of chair,
footstool, size of person) that the sitting position will vary for each individual. Keep in mind the
general principles and strive to balance security, relaxation, and rechnical accuracy with a

beaunful sound.

31 Play aff the lefi side of the nail This is the standard for most natural and dolce sounds.
However, the center and right side of the nail certainly produce unique effects and should be
used and experimented with.

6) Relax. Although ir is certainly desirable to be as relaxed as possible, there must be a certain
amount of focused rension. Wherther it is in the right-hand fingers or wrist for extra power and
intensity, or in the left hand for difficult bars or slurs, there will always be a cerrain amount of
tension that may even require building strength and endurance. Tryv to confine the tension to
only the areas needed 1o produce the resulcs.

7} Play the music as wrirren. Guitar music is not always wrirten the way 1t is played. Often notes
are written to ring where they cannot or notated shert where they should ring (as in an arpeggio).
Sometimes you will find mistakes or poor editions. Base what you play on common musical
sense and what sounds beautiful on guirar. For example, I have studied the compositions of
composers such as Rodrigo, Castelnuovo-Tedesco, Mompou, and Torroba, and they all have
personally accommodared my small changes in their music to facilitate the best expression on
guitar. This also applies to transcriptions. Bach regularly transcribed and adapted works for
different instruments or setrings.

Practice Tip:

In general, the more stable the instrument, the more accurately you will
play. For added stabilicy, try resting the lower main bout of the guitar on the
chair (padded) between your legs. This will provide five points of securioe: 1)
on the left leg, 2) against the inside of the right leg, 3 against your chest, 4)
under vour right forearm, and 5) on the chair,




Twenty-Minute Workout

If you desire a quick warm-up or technical workout, try five minutes of concentrated practice in each of these
four viral areas: 1) Scales 2] Arpeggios 3) Slurs 4) Stretches. Below you will find one possible cxample of each
exercise. Customize this technical regimen to fit vour own particular needs.

3) Slur
) ete. 9;’"[;2 h;f—-m.ﬁl |42 3 el .
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4) Stretch
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‘Z;EE musician’s art is to send light into the depths of men’s hearts.
—Robert Schumann
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Interpretation of Music

[ have often been asked whar made Andrés Segovia
a great guitarist. | believe there are four factors: 1) his
great technique, 2) his uniquely beautiful sound and
variety of tone colors, 3) his charisma with the
audience, and 4) his musicianship (the ability to
interpret the music). In fact, all of the technique
learned and practiced thus far leads toward that single
goal: the interpretation of music. Technique is the
means, and interpretation is the end. It is breathing
life into a composition, making your own personal
artistic statement in a piece of music. One can look
to the great recordings of Segovia to hear the
beautiful nuances of color, rexture, and style. He left
a legacy of arustic expression which serves as
model for all those who study the guitar and irs
infinite possibilitics of interpreration. This chaprer will
explore many exciting aspects of this subject and
give insight to the development of your own
unigue style.

Every musical note has four distiner qualities or

characteristics: 1) Pireh 2) Duration 3)Volwme and
4) Tone. Simply stated, the interpretation of music
depends on how you handle each of these qualities. In
other words, emotional expression is conveyed by the
amount of variation wied in pitch, duration, volume, and
fore. As guitarists we are fortunate to have control over
cach of these qualities. Nor all musicians are so
blessed. Pianists, for emmpl&, have control over the
duration and volume of a nore, but only limited
control of tone, and none over pitch, And yer look at
the magnificent interpretations of the grear masrers
such as Horowirtz, Rubenstein, or Padrewsky. Just
imagine how much more is possible with the versatiliey
of the guitar. In fact, Segovia once wrote, “The beauty
of the guirar resides in its soft and persuasive voice,
and its poetry cannot be equaled by any other
instrument.” Let us now look in depth at ways to
achieve variation in each of the four qualities of music.
Following this discussion is a summary of these artistic
devices in outline form.

1} Pitch—The primary means of achieving variation in the pitch is with vibrate. There are two
variables involved here: speed and width. Generally, a slow, wide vibrato is more lyrical and a
fast, short vibrato, more intense. Most often vou will want ro march the pulse of the vibrato o
the feel of the music. This gives a consonant, harmonic effect. The use of vibrarto is of great help
when Hsinging" a phrase, and it will also increase the sustain of a note, htlp establish inronarion,
and always add expression to a passage. It would not be desirable, however, in certain bright,
dance-like passages or extremely quick runs. Sometimes it is necessary to apply vibrato to an
entite chord. Other times, only one note in the chord needs vibrato (usually the melody with a
verrical motion).

A glissando also deviates from the pitch by subtly adding pitches berween two notes.
Ornaments found in early music that are left to the discretion of the performer also create new
pitches, adding variation to the existing ones,

2} Duration—Dealing with rhythm and timing, the duration caregory is largely responsible for
the overall feel of a piece. Even the basic decision of the proper tempo (from Andante wo ..-‘Ifﬁfgm,
cte.) deals with the duration of each note. Tn addition, the notes may be played staceato (short,
detached) or legare (long, connected). You can speed up {aceelerands) or slow down (rétard or
rallentando). You might hold cerrain notes fﬂngcr than others {ﬁrrmm Or femuto), OF even play
deliberately our of time by giving cxtra duration to some notes and less ro others (rubato). Cellist
Pablo Casals called this “freedom with order.”

Arpeggiating (rolling) a chord displaces the duration of notes and is usually done so that the
melody falls directly on the beat with the other notes in the chord rapidly preceding it low to
high. Ir is also effective to vary the speed of a rolled chord. Somerimes a faster arpeggio is
desirable and other times you will want to breaden the chord. Even occasionally breaking a single
bass and melody note may add beaury o a phrase.

In Baroque music you might even encounter the technique of inegale or double-dorting.

3) Volume—There are two main types of dynamic contrast in music: contour and terrace.

Contour dynamics is gradually going from soft (pians) to loud (forte), or from loud to soft. It is
often common to gradually gee louder (erescends) on a phrase that ascends in pirch and get softer
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(decrescenda or diminwends) on a descending passage. OFf course, surprise is a very effecrive tool,
so doing just the opposite of what is expected (in moderation) can sometimes create an
interesting interpretation. Terrace dynamics is @bruptly going from soft to loud or vice-versa.
This got its name from the harpsichord where there are two terraces of keyboards, one louder
and one softer, It is great for an echo effect in parallel passages and is often used in combination
with a tone color change as well.

Volume contrast is also viewed vertically rather than horizontally. You can adjust the balance
of a chord or passage by bringing out the melody, bass, or inner voices. This dynamic relation-
ship berween voices is crucial and can be difficult ro achieve, CGenerally, the melody should be the
loudest voice unless you want to draw atention to an interesting movement in the bass or inner
voices. Occasionally the melody is in the bass line and you have to adjust your technique
accordingly. Rest stroke is often used to bring out certain notes and is certainly helpful for
strong accents (sfortzands).

4} Tone—One of the most exciting facets of playing the guitar is the rich varicry of rone colors
(timbre) available. Virrually unparalleled in this aspect, our instrument displays a vast array of
tonal textures. In fact, Ludwig van Beethoven called the guirtar “a miniarure orchestra in irself.”
The guitar even frequently imitates orchesrral instruments—from the bright, piercing sounds of a
trumpet to the sweet, lush sound of a string section. Although somewhar limited in its dynamic
range, the guitar more than compensates for this by its generous palette of tonal colars.

There are three methods used to vary the rone color with the right hand. The most common
involves the place from which the string is plucked. Near the bridge, it will produce a bright,
ponticello sound. Over the soundhole, it will produce a dolce, sweet tone. Secondly, the angle of
the nail on the string also has a grear effect on the tone. A stroke from the center of the nail will
produce a thinner bright sound; the side of the nail {or using more flesh) will create beauriful
warm sounds. Last of all, and least well known, is the direction of the stroke. Plucking our away
from the guirar will cause a thinner sound, and slicing the string at an angle toward the
performer’s left shoulder will produce a fuller sound by activaring the string parallel ro the face of
the instrument, This not only creates the warmest tone but also produces the most power.

The lefe hand also plays a role in the variation of tonal contrast. Notes played in the lower
positions tend to sound brighter and thinner. Notes played in the upper positions tend to be full
and rich. Other left hand techniques such as slurs and slides also vary the tone slightly.

Finally, all of the special effects including harmonics, pizzicaro, rambora, and rasgueado, have
a dramaric effect on the variery of tone colors available on the guitar.

You will generally use a mixture of variation in all
four qualities to achicve your desired interpreration.
Observe the composer’s markings of expression to help
understand the overall concepr of the picce. Then rely
on your own narural musical instincrs to develop your
interpretation. As cellist Gregor Piatagorsky once rold
me, “You can learn rechnique, but arcistic instinct is
natural-born.” There is only so much this book or any
teacher can give to you on this subject. In fact Segovia
said, "All grear artists are ultimartely self-raught.”

chﬂrding the interpretation of music, Vladimir
Horowitz wrote, "All music is the expression of
feelings, and feelings do not change over the centuries.
Style and form change, but not the basic human
emotions. Purists would have us believe thar music
from the so-called Classical period should be
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performed with emotional restraing, while so-called
Romanrtic music should be played with emeotional
freedom. Such advice has often resulted in exaggera-
tion: overindulgent, uncontrolled performances of
Romantic music and dry, sterile dull performances of
Classical music.” He continued, “A dicrionary
definition of “romantic’ usually includes the following:
‘Displaying or expressing love or strong affection;
ardent, passionate, fervent.” T cannot name a single
great composer of any period who did not possess
these qualities. Isn't, then, aff music romanrtic? And
shouldn’t the performer listen to his heart rather than
to intellectual conceprs of how to play Classical,
Romanrtic or any other style of music?™ While
intellecrual and technical elements are indeed present,
music is ultimately the expression of the soul and
should touch the hearts of those who hear it.



Summary of Artistic Devices

I. Pitch
A, Vibrato
1. Speed
2. WWidch

B. Glissando (slide)

C. Ornaments (rrills, mordents, etc.)

II. Duration

'f.‘t'ml.m (fast or slow)

Staccaro/Legato (short, detached notes/long, connected notes)
Accelerando /Ritard {speed up/slow down)

. Fermara, Tenuto {(holding certain notes longer than their written value)
Rubaro (changing the value of certain notes for a musical effect)

Arpeggiating (rolling) a chord

OTEED oW

Inegale or double-dotting in Baroque music (exaggerating note values)

II. Volume
A, Dynamies
1. Contour {crescendo or decrescendo)
2. Terrace (abrupr change from forte to plano or vice-versa)
B. Accenr (sfortzando)
C. Balance berween voices (bringing out melody, bass, or inner voices)

IV. Tone
A. Right hand:
1. Place where string is plucked (Ponticello-near bridge; Dolce—over
soundhole)
2. Angle of nail on string (Ponticello-- center of nail; Dolce—side of nail)
Direcrion of stroke (Ponticello—pull out from guitar; Dolee—"slice”
string at angle towards left shoulder)

B. Left hand
1. Change position (Ponticello-lower positions; Dolce—upper posi-
tions)

2. Add slur or slide
. Sptcial Effects

.

1. Harmonics
2. Pirzzicaro
3. Tambora
4. Rasqueado
5. Golpe

Gl
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Repertoire

The next section of this book deals with repertoire
of the classical guitar. It is divided by period of music
with a brief descriprion and includes performance
nores on each piece. The pieces arc not in graded
arder, bur the list below ranks the picces into three
very general levels of ability (A is the easiest; C is the
most difficult). [t is the purpose of this section to
acquaint the student with an overall view of the guirar
repertoire while also refining technique and
interpretation. The student can then use the
knowledge gained from this book to pursue further
repertoire in a similar manner,

The dates of each period are very general. Culrural
developments advanced differently in each part of the
world with a lor of overlapping and ambiguities in
cerms of style. There are also a number of smaller sub-
periods or styles, such as French Impressionism (late
1800°s to early 1900%s). Music from the Modern

period is not included here due to copyright
restrictions, but there is a brief description of it along
with a list of notable composers and suggested
repertoire.

Choose picces that appeal to you on the basis of
vour interest and technical ability. T suggest reading
through all the performance notes because they
contain ideas that might be applied to other
compositions. These comments and suggestions are
similar to those [ would give a student in a private
lesson. They represent only my viewpoint, and there
are other ways to approach the music. The metronome
sertings and expression markings are editorial, as well.

I recommend listening to recordings of these pieces
(sce Appendix B) because 1 believe it is valuable o
study a variety of interpretarions. This is not to copy 2
particular one, but to expand our thinking in erder to
ultimarely settle on our own individual style.

Renaissance
Anonymous Four Liete Pieces A/B p- 68
Milan Pavane A 72
Johnson Alman B 73
Besard Branle and Volte B 74
Dowland Cralliard A 75
Allermande C 76
Baroque
de Visée Prefude and Bourrée A 80
Sanz Pavanas B 81
Bach Bowurrée B 32
Prelude C 83
Scarlaru Sonata in A . 86
Classical
Carcassi Study in I minor B 94
Stredy in A B 95
Study in A minor C 96
Sor Study in A B 7
Study in B minor B 98
Minuet B 9
Waltz I3 101
Giuliani Theme and Variarions A 102
Ronde B 103
Allegra Spiritose C 105
Romantic
Tarrega Frrudro A 111
Ldgrima B 112
Adelita B 113
Fortea Estudio C 114
Barrios Estudio del Ligado C 116
Anonymous Romarce C 117
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Renaissance Period

(1500-1625)

The Renaissance (literally rebireh) was a time of great revival and renewed interest in the ars.
In facr, it was a period of rich development in many areas of life. Brilliant achievemnents were
made in literature, architecture, science, and the arts. As a transition from the Middle Ages to
modern times, the Renaissance ushered in an abundance of marvelous and fascinating music as
well. Much of this was vocal, although there was also a considerable amount of polyphonic
instrumental and dance music. Primary musical forms were dances (galliard, alman, pavane, erc),
fantasia, variations, and ricercars. Popular instruments included the luce, vihuela, and four-string
guitar (Renaissance guitar), all of which provide a wealth of music thar readily transcribes to the
modern classical guitar from its original notation in tablature. All of the pieces presented in this
section were originally written for one of these plucked string instruments.

Notable Composers: Besard, Byrd, Cutting, Dowland, Fuenllana, Galilei, Holborne, Johnson,
LeRoy, Milan, Milano, Molinaro, Mudarra, Narvaez, Neusidler, Palestrina, Praerorious,

Robinson and Valderrabano.

Performance Notes

Anonymous—Danza (p. 68)

Interpretation: The following four pieces are often
performed as a set together with the Preludio (p. 52)
and Bignco Fiore (p. 55). They are usually enritled Six
Lute Pieces of the Renatssance and are performed in the
order in which they appear in this book. This firse
piece conrains two-measure phrases, with the
exception of mm. 57 and mm. 8-10, which are three
measures cach. A loud/soft echo is very effective in
these repeated phrases. Also create a contrast berween

the phrases at mm. 11-12 and mm. 13-14; they are
parallel, although nor identical.

Technique: Try a thumb strum ar m. 11, either all
flesh or all nail. If you use all nail, glide at a slight
angle—do not play directly from the center of the
thumbnail, as this will cause a thin or harsh sound,
Use a 4ch finger guide in mm. 5-6 and mm. §-9. To
avoid squeaks, lift the bass note fingers seraighr off the
strings and then shift quickly.

Anonymous—Gagliarda (p. 69)

Interpretation: This bright dance, full of rhythmic
variation, is clearly divided into four-measure sections.
Strive for stark contrasts berween ponricello and dolce,
as marked. Be sure to give a slight accent on the firse
bear of each measure to maintain the three-bear feel,
This is sometimes difficult because of the displaced
bass notes in mm. 7, 15, and 23 that create an accent
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on the second bear of the measure. Try playing the
repeated notes staccato in mm. 9, 13, and 21.

Technique: Practice with a metronome at first to help
vou define the rhythmic intent of the piece. Make sure
to play the 16th note passages at mm. 9 and 21 in
rime. The harmonics at m. 8 will be clearer if plucked
more towards the bridge with the thumbnail. Norice
in m. 25 how the open Lst string aids in the transition
from the upper 2nd string position to the lower
position. Segovia would often use this technique ro his
technical and musical advancage.

Anonymous—Canzone (p. 70)

Interpretation: This melancholy piece should not be
played two slowly. The first four measures serve as a
stately introduction. Trear the sixteenth notes in m. 3
as an ornament—Ilight and free.

Section two at m. 6 begins with a two-measure
question and answer. M. 8§ introduces a beautiful
section of contrapuntal imitation. The five-note
melodic motif begins in the mid-range bass voice and
is imitated two beats later in the treble an octave
higher. It is then introduced in the bass voice a fifth
lower and again in the treble an octave higher, finally
resolving on the A major chord in m. 10. Try 1o
mimic your phrasing of the original modf in each
imitation. The sequence then starts over again, bur this
time it begins in the higher ocrave and resolves to 2
surprise F major chord in m. 14. For tonal contrast,



plav the motif at m. 11 on the second string with a
beauriful slow vibrato. Do the same for the identically
fingered 4ch string imitation that follows it,

T::::.hn.iqu:: Strive for proper d}rnamic balance of the
opening chords. The melody should sing above the
rest of the harmony. The run in m. 3 should be played
free stroke, alternating fm to maintain the delicare
quality. In the imitation section, pay close artention ro
each voice, 1tl:ring each note ring for its full value. The
trill at the end of the piece should start as a pull-off
from the A above. Srart slowly and accelerate roward
the end of the rill. Not only is this easter, bur it also
creates a nice musical effect,

This piece can be played in standard tuning as well,
bur 1t 1s fingered here with a low D so it may be
performed with the other anonymous Renaissance lute
pieces withour interruprion.

Anonymous—Saltarelle (p. 70)

Interpretation: A quick lralian dance, the salterello has
a light skipping quality. The one presented here is a
wonderful finale to the collection of anonymous
TIralian lure pieces found in this book. Its melody is
quire similar to the wolta found in England during the
same time period.

The most intriguing aspect of this work 1s the
drone bass ostinato consistent throughout most of the
piece. [t provides a solid accompaniment bur should
not drown ourt the melody.

The picce contains sections of eight measures
divided into four-measure phrases. This presents many
opportunities for tone color and d}rnamic CONCrast,
There are two main melodic themes in the piece with
variarions fn::-ﬂ!:rwing each one. The first theme should
Aoat along lightly with effortless slurs. The second
theme (starting at m. 17) 15 very cHective played
ponticello. The first theme is repeated at m. 33 an
ocrave lower and should be played with a bright sound
for extra clarity.

Technique: The most difficult aspect of the piece is
coordinating the drene bass with the melody. It must
be practiced quirte slowly at first, paving close attention
to the right-hand fhngering to gain proper
independence. This is one of the few pieces where
practicing the melody alone would be beneficial since
there are no fingered bass notes.

The long slurred runs also must be practiced
separately to achieve evenness in both rhythm and
volume. On these runs, try practicing to the end of the
run, as if backing up from a finish line. For example,
in m. 15, play the last two eighth notes and land
irmly on the first beat of the next measure and stop
there. When that move is perfected, back up and play
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the last four eighth notes of m. 15, ending in the same
spot. Perfect each segment before backing up w the
next pair of cighth notes. Soon you will have backed
up to the beginning of m. 13 and will have a very solid
run. Be sure to use a properly balanced left-hand
position with knuckles parallel to the neck. Pull down
into the next string for strong slurs (like a rest stroke).
Make sure they are even and strong, giving enough
rime to the first note of each pair.

Be sure to accent the highest note of the three
ending harmonic chords.

Milan—Pavane (p. 72)

Interpretation: The pavane i1s a slow processional
Iralian court dance. Most pavanes are in quadruple
merer (as is this one), although some are wriple meter.
This pavane comes from El Maestre (1533), a trearise
on lute technique. The piece 15 divided inte four-
measure phrases, with the excepuon of the fourth
group in which an exrra measure is found. The
{:untrapuntal fashion of this piece makes use of the
suspension—a chord containing a non-harmonic note
that 15 then resolved ro a harmonic one. This series of
rensionf/resolutions weaves through the entire piece,
resolving solidly on the two half-note chords at the
end of each four-bar phrase. Strive for a stately, regal
( maestoss) performance with fu"-munding chords.

Technique: Play this piece no faster than you can play
the runs in mm. 18-19. Clock vour speed there and
then use it as your tempo. These runs should be
practiced separately as little exercises. Use the exact
same right-hand fingering each time for consistency
and be sure to pracrice the runs back in context of the
piece.

On the three and four-note chords—especially
mm. 22-25—endeavor to bring out the highest voice,
creating a pleasing balance. Accent the melody by
using more force with the 2 Enger, allowing the other
fingers to play more passively. Proper balance in
polyphonic music is difficult to achieve, bur these
chords should help you develop this skill.

On the tied suspensions (mm. 11, 14, 15, 16, 20}
make sure to play the suspended note loud enough
and hold it through the next chord so the harmonic
suspension is maintained.

Johnson—Alman (p. 73)

Interpretation: The English alman (allemande in
French) was 2 moderare dance in -:luph: or qua&ruplc
meter. This one is composed of four sections of eight
bars each. The second and fourth sections are
variations of the first and third sections (AA'BB') and



should be interpreted as such. When applying
variation in dynamics and tone color, consider the
plece in two-measure phrases. Be sure to start these
Ph[:l.-ﬁ':ﬁ LI thl‘.‘ Pif.'l'l—U.F' {f-m]rth I':IE::.IT ﬂ'l: PTEY;GUS
measure}, Note thar the pick-up should not ger the
accent. It is a lead-in ro the first beat of the measure,
Wiliﬂh EI'IUU.Id. gﬁ:t tl'!-l'_‘ accent.

Observe that the general melodic shape is the same
in borh secrions. Both lines start low, peak in the
middle, and then descend again. In section A, the
melody builds rowards the high C in m. 3 and then
works its way back down. In secrion B, a sequence
begins in m. 17, leading to a peak at the end of m. 18.
It then falls off in a sequence from that poine all the
way to m. 22 and finally o the end of the section.
Keep this overall contour in mind when developing
your two-measure phrases. Try increasing the volume
toward the peaks of these contours and hold the
highest notes slightly.

To add length to this piece, uy repeating the firse
and last sections again ar the end (AA'BBAB').

Technique: Give particular thythmic clarity to rhe
dotted cighths in the opening section. To avoid lazy
sixteenths, try serting the metronome click on every
eighth note. Place the sixteenth notes exactly midway
between cach click. Conrrast this articulation with a
very legato variation of running eighth notes in the
next section (A'). In the third and fourth sections
{mm. 17-32) strive for a rnging effecr, Ierring
overtones ring as if you were hearing the echo of a lute
played in an old church. Be sure to hold each note for
its full value, as the overlapping of the contrapunral
lines is especially lovely. This is rather difficult at m.
19, bur sustaining the high A is worth the strerch.
Apply rest stroke to the A, as well as the other tied
melody notes following, to accent the descending
maotion of the line.

Besard—Branle and Volte (p. 74)

Interpretation: This pair of dances contrasts nicely in
feel. The Branle has a moderate 4/4 feel, while the
Volte in a quick 3/4, is similar in feel 1o a jig. The
Branle starts rather unusually on the 2nd bear of the
measung, ﬂﬂl:l. E.]i I]-le DWo-imeasure F']:'IZTE.SCE can I:H'." F-EIr
the same way—accent the 2nd bear of each of these
phrases, giving a slight breath after the 15t bear before
you start a new phrase. Notice also how mm. 3—4 arc a
variation of mm. 1-2 and mm, 7-8, a variation of
5—6. Mm. 9 and 10 are fingered in upper positions
with the left hand to give a dolce tone. Use a thumb
strum in the last measure to give more fullness o the
final chord.

The Valre should have accents on the 1st, 3rd, and
3th eighth note of every measure to maintain a wiple
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meter feel. However, there are a few spots where ir
may seem more appmpﬂate to accent only the 1st and
4th cighth notes, giving the piece a 6/8 hemiola effect
(mm. 6, 14). A hemiola 1s a displaced accent. Strive for

quick strums to help keep the dance-like tempo and
feel.

Technique: On the last beat of mm. 1 and 3 in the
Branle, lifr the chord and shift to the high B. If the
stretch at m. 2 berween the F# bass and the high A
seems impossible, you can raise the last three bass
notes of thar measure up an ocrave. The jump in m. 7
to the F# is somewhat difficule bur is worth the effort
to achieve the beautiful 2nd string sound. Pur the 2nd
hnger down as soon as possible after the 4th finger
lands on the F#. In m. 9, the second open A bass aids
in the rransition to the 7th fret for the D and B. Make
the shift as the bass note rings. Use 1st finger as a
guide on the 3rd string down to the B,

In the Vadfte, ser the st and 3rd fingers down in the
pick-up measure and keep them there to form the D
major chord at the beginning of the first measure.
Accent the strums to achieve proper thythmic feel. At
m. 3, leave 3rd finger on G# while the 4th plays the
high A. This will be an anchor as the 4th finger makes
a quick change to the 2nd string E. At m. 4, let the
high A ring slightly over the next two notes. The fast
runs should be isolated and practiced separately. Pay
special attention to right-hand fingering on these as
well. Be sure not to let bass notes ring through when
there is a change in harmony, as in m. 14——dampen
the A with the back of the thumb as vou play the D

Dowland—Galliard (p. 75)

Interpretation: The galliard is a lively dance of Italian
ﬂrlgln usually in triple meter. The one that appears
here is neither Iralian nor in triple meter. Rather, it is
arrribured to the foremost English lurenist of the
Elizabethan Era, John Dowland, and is written in
simple duple meter (2/4). Although credited to
Dowland, this piece may actually be the work of
Mexican composer Manuel Ponce, who wrote many
pieces for Segovia in the style of other composers.

This selection has a straighe-forward simplicity.
Strive for a bright march-like feel with a brisk tempo. 1
recorded this piece on Pleasures af Their Company
using a capo on the third frer to martch the original

lute tuning, To lengthen this piece, it was recorded
AABBAAB.

Technique: Use more center of the nail to achieve the
lute-like nasal quality. Play predominantly in the
ponticello position. In mm. 11 and 18, use rest stroke
on the high A and dampen bass strings from ringing as
you play it. Experiment with rolling chords. You may



hnd it desirable to roll only the first and last chords of
the piece in order to keep a bright staccato feel. The
!3.51: C].'.I.CITd can lI.'.FI: I.'D].]CEI. Uﬁi]'.lg 'I.'hf_“ rhumh on 'I_'I']E! W
bass strings and then the fingers on the trebles.

Dowland—Allemande | p- 70)

Imterpretation: Also recorded on Pleasures of Their
Campany (capo third fret), this piece is one of the most
tamous of Dowland’s works. Strive for a bright dance-
like feel with much dynamic and tonal contrase
berween phrases. For example, the first two measures
can be played loud ponticello, and the repeating mum.
3—4 can be played soft dolce. Borh should have a
slightly staccato feel. Notice mm. 9-16 are an
embellishment of mm. 1-8. Your interpretation can
reflect this. Give a break berween phrases by stopping
all notes fully before starting a new phrase. Strive for
full sonorous chords ar mm. 23-26. Also conrrast mm.
31-34 with 35-36. Crescendo the passage starting on

the last beat of m. 38 up to the peak at the high A in
rm. 40,

Technique: Pay close attention to even the smallest
details to help bring out the full musical essence of this
piece, Observe all hngerings, hold all notes the proper
length, and make sure you understand all the rhythms.

For the brightest, most powerful sound in the
Uaning Twl ImMeasures, P].ﬂ.}r near EhE bridge, ol [hE
center of the nail, and pluck the string ourward from
the face of the guitar using a stiffened hand and
fingers. Also use the weight of your forearm for full
power in the chords at mm. 23-26. The third chord is
notated as 3 thumb strum. Flatten your left hand 4tch
hnger slightly to dampen the 5th string as you strum.,
In the following passage at mm. 27-28, vour 4th
ﬁng&r Ciarn act as a PJ-:"l.’llJt a5 }?Dl.l Ehangr: hﬂt’lﬁEEn c]‘mn:fs.
At m. 29, be sure to let each melody note ring to the
next, achieving a unique harmonic effect. This same
etfecr occurs at m. 41.

See Notes, p. 65
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Baroque Period
(1625-1750)

Roughly coinciding with the lifetime of its greatest composer ].S. Bach, the Baroque period
saw great strides in rhe development of vocal and instrumental music. The music was highly
ornate, often improvised, and full of dynamic tension. The present major/minor system of
tonality was developed along with the even-tempered (well-tempered) [UIINE SYSTCM We use
roday. Many composers were supported by either the church or elite wealthy patrons. Importanc
musical forms include the concerto grosso, sonata, variations, fugue, chorale, cantata, oratorio,
and aria. Another major form was the suite which contained some or all of the following
movements: prelude, allemande, couranre, sarabande, optional dances {minuer, gavorte, bourrée)
and gigue. Compositional devices such as homophonic and contrapuntal rextures, abrupr
changes in dynamics, strong rhythmic drive, and singular melodic ideas characterized music of
this period. Keyboard works as well as solo violin, cello, lute, and baroque guitar music are the
basis of present day transcriptions for guirar,

Notable Composers: Albinoni, Bach, Bacchelar, Campion, Corbetra, Carelli, Couperin, de
Murcia, de Visée, Gaulrier, Frescobald, Froberger, Handel, Logy, Lully, Monteverdi, Purcell,
Eameau, Roncalli, Sanz, Scarlarni, Telemann, Vivaldi, %Weiss.

Performance Notes

de Visée—Prelude and Bourrée (p. 80)

Interpretation: This Prefude and Bowurrée are from the
Suire in D Minor, The Prefude should have a rather
free interpretation, taking time between phrases. These
phrases, for the most part, begin on the second eighth
nore of each measure, Notice the question and answer
phrases at m. 5. A four-note melodic morif begins on
the second eighth note of the measure and is then
answered by the next four eighth notes. The same
thing occurs in mm. 6 and 7. Bring our this dialogue
by shaping these motifs dynamically and rhythmically.,

Srrive for a moderate dance-like tempo and feel in
the Bowurrée. Consider using a slight accent on the st
beat of mm. 1-3 and 5-7. Also accent the descending
bass line in mm. 9-11 and crescendo towards the peak
on the 3rd beat of m. 11. Pause slightly and add
vibrato to the high note on the 1st bear of m, 13
before falling off into the run.

Technique: The opening of the Prefude is fingered on
the second string because of its warm sound and the
ability to add more vibraro. The mordent in m. 8
should be played F-E-F-E. The second finger on F
from the previous beat sets up this fingering. The erill
in m. ¥ should start on the upper note (D-C#-D-C#,
erc.) and should accelerate slightly rowards the end of
the trill. Alternate berween the 2nd and 3rd fingers for
more control and speed.

The Bourrde should not present much difficulry. At
m. 3, pull slurs downward inte next string (like a rest
stroke} for evenness. Notice the unusual fingering of
m. 11 where the 4th finger on F# becomes a guide to
G and then aces as a pivot in the next chord Ehange.
The Gm chord on the second beat of the measure can
be fingered as a bar chord instead, if desired. The
following measure does contain a full bar Gm chord
and should be strummed with an all Alesh thumb.

On the 3rd beatr of m. 15 art the final cadence, use a
vertical vibrato (motion parallel 1o the frer) on the
second string DD, To create the illusion of a crescendo
on that note, delay the vibraro slighdly, then do it slow
and wide in pitch. Two or three bends of the string
both up and down should be sufficient.

Sanz—Pavanas (p. 81)

Interpretation: The intrigue of this ancient Spanish
dance lies in its interweaving of contrapuntal lines.
The moving line shifts frequently berween bass and
treble voices. Highlight this motion to give the piece
direction, but be sure to let the statlonary voices ring
for their full value to achieve the contrapuntal effect.
For the most part, the phrases in this piece start in
the middle of the measure and are usually two
measures in length. Unlike many picces, there is no



repetition of themaric marerial—rhe piece moves
through various similar melodic ideas. This textural
variety provides the opportunity to bring our phrases
with added rone color and dynamic contrast.

Technique: Rest stroke should be limited in chis piece
to a few isolared accented notes. Free stroke on the
melady will give a more legato sound and will berter
martch the sound of the thumb when it takes over the
maoving volce.

The slide ar m. 24 facilitates the large shifr from
the 3rd position to the 7th fret. On the wide strerches
at mm. 18, 22, and 24, be sure to relax the left hand
before the reach.

For the unique group of slurs at mm. 28-29, be
sure 1o hammer-on with a good deal of force and
especiﬂi]}r accent the hightst note with the use of
vibrato. The long slur from the open string will be
clearer with a certain brightness, so play the phrase
ponticello, as marked.

Bach—Bourrée (p. 82)

Interpretation: This picce is a fine example of two-
volce counterpoint. Literally, this means point against
point {line against line). In other words, there are two
separate and distincr voices moving throughout the
entire piece. In fact, this plece 1s presented as a duet in
Volume One of this method. It is helpful to play each
line (bass and rtreble) separately to hear how each
moves by itself. Then be aware of the movement of
each voice when playing them together, highlighting
the interesting motion. The treble line will generally
take precedence, excepr in phrases where the bass line
is featured, such as mm. 4, 12, 16, and 20. Do not let
the bass line overshadow the melody throughout the
piece. Just bring it out occasionally for effect.

Technique: All three mordents begin on the upper
note. The only one notated in Bach’s original was at
m. 15. However, it was so often customary to perform
them ar cadences {mm. 7 and 23) that they are
included here. A cadence is a chord progression ar the
end of a phrase or section thar gives the impression of
momentary of permanent conclusion.

Start the piece slowly enough to be able to ger
through the last four measures ar tempo. These should
be practiced separarely, as both the treble and bass
lines are quite acrive at this point. Notice the fingering
of the bass line in m. 16, The D#, plaved on rhe 3th
string, sets up the end of the phrase. To avoid a
squeal, jump  the D#—do not slide your first inger
to the note. Slurs may be added to some of the eighth
notes, if desired.

78

Bach- Prelude (p. 83)

Interpretation: Keep the tempo o produce rthe full
dramatic impact of this piece. Embellish the piece with
frequent changes of tone color and dynamic contrast,
Certain slurs should be used for accents (such as the
high A in m. 9) and others for a legato, Howing feel
{such as the OpCnIng measure). The later should not
be overly accented.

Start the piece with a relaxed feel and ler the piece
build in intensity untl the end. The piece takes a
momentary break in the middle at m. 22, Rirard
slightly before the strummed chord and pause briefly
on it. Then start building again. Pay special attention
te the build-up starting ar m. 31, peaking on the high
A in m. 34 and then diminishing until the final and
maost intense build-up from mm. 37 o 3% Once
reaching a dynamic peak ar m. 39, maintain the
volume and intensity until the end of the piece. Ritard
an the last part of m. 41.

thhn.ique: Strive for even slurs, unless an accent is
desired. The slide in m. 5 facilitates lefe-hand hngering
and sounds almost identical to a slur in rthis situation.
In runs on the bass STrings, such as in mm. 19 and 28,
ey playing right-hand fingers more on the center of
the nail to avoid the sound of the nail swiping across
the wound bass strings, creating a scraping sound. The
thumb can alse be used, bur try to match the sound of
the ﬁngcrs that start the runs. The chords below the
pull-offs in mm. 24 and 26 should acrually be held for
an eighth nore—through the end of the slur.

For the long pedal rone passage starting in m. 33,
srrive for a full, round sound wich the thumb on the
Ard and 4th strings. Try slicing the string from the left
side of the thumbnail riding roward the center. (See
explanation of thumb rechnique in Appendix A.)
Some prefer playing the thumb rest stroke. Listen to
chmfi:f.‘; r:::_:urding of this plece to hear the beauriful
full round sound he gets here. At the end of m. 35, 1
suggest gradually moving toward a pontcello sound,
returning to dolee at the end of m. 36. In mm. 37 and
38, lock the fand a fingers together and play from the

wrist on the asccncling rwo-note chords. Use rest

stroke on the high D’s and C#'s in mm. 3941,

Scarlatti-Sonata in A (p. B6)

Interpretation: This piece is a vwo-part (treble and
bass) contrapuntal sonata. Maintain a solid rhythmic
feel, allowing each voice to ring for its full value. Vary
the arriculation of the mclnd}r to achieve a bright,
dance-like feel. Sometimes p|a}f staccato, other times
legato. For example, repeated notes (such as in



mm. 15, 23, 25, etc.) sound slightly better played
staccato. The addition of slurs also creates variety in
the articulation of the nores.

Try to bring out the dialogue berween phrases,
such as berween mm. 7-8 and mm. 9-10. These
phrases acrually starr on the pick-up from the measures
preceding them. Allow the second phrase (mm. 9-10)
to “answer’ the first. The piece is filled with
complimentary phrases such as these,

Scarlatti makes use of the apageiarura (literally
leaning) trequently in this piece. Notice the first two
beats of mm. 16, 17, 18, 30, and 32. Each of these has
a dissonant first note thar strongly resolves on the
second beat. The first note “leans” into the second.
Linger on the dissonant note shightly for more
emphasis (this will occur naturally, as well, because it
is the downbear of the measure).

Technique: The grace notes ar mm. 24 and 62 are
difficult and IMay require Some isolated pracrice. T]‘LE}F

should be crisp and precise, not distracting from the
rhythmic clarity of the line. The one in m. 24 is easier
if you leave the 2nd ﬂng&r planted on G coming into
T.I']L' TTCAsUns. TE'I-I: mﬂrdﬂnr.ﬁ n [his P‘jf‘{:f are Slurn:d 'L'I.P'
to the next note in the scale and then back to the
starting note. For example, in m. 8, play D-E-D.

The thumb strums at mm. 19-20 are added for
intensity and tonal variety, Try an all pad sound. The
slide at m. 64 is another aristic device, allowing for
the warmer sounding higher position fingering of the
passage. The slides at mm. 36, 40, 74, and 78 facilitate
lefe-hand fingering and are virtually indistinguishable
from slurs.

Notice the unusuval cross-string slur at m. 41.
Strike the G# and then hammer-on the F# on the next
sSCring. The 4ch string, should still be ringing from the
previous ¥, bur the string now changes function
from accompaniment to melody. Segovia would often
use cross-string slurs to create a more legato line.
Many times he would slur to a string thar had not

been plucked ar all by the right hand.

Ipﬁly the notes as they are writlen, but it is God who makes the music.

—Johann Sebastian Bach
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BOURREE
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PRELUDE
(from 1st Cello Suite)

See Notes, p. 78 JOHANN SEBASTIAN BACH
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SONATAIN A

(L. 483)

See Nates, p. 7
¢ Notes, p. 78 DOMENICO SCARLATTI
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Classical Period
(1750-1850)

The most important period for the history and development of the guitar, the Classical

period saw the advent of our modern instrument. Classical music in

general was being accepred

by the masses, and composers responded to this new audience. Compositional practice tended
towards strucrure with simpliciry, formalism with elegance, and correctness of stvle and form.
The symphony orchestra was born, and main musical forms included the symphony, sonata,
sonatina, string quartet, and theme and variations. Textures were primarily hﬂmﬂphuniﬁ—a
single melodic idea with accompaniment. Melodic phrases were short and clearly defined.
Virtwoso guitarist/composers left a heritage of outstanding concert works, didactic studies, and
even concertos for guitar and chamber orchestra. The earliest guitar merhod books were
published during this era, giving insight to the teaching and philosophies of the patriarchs of the

classical guitar.

Notable Composers: Beethoven, Haydn, Mozart. For guitar; Aguado, Carcassi, Carulli, Coste, Diabelli, Giuliani.

Legnani, Mertz, Molino, Paganini, Sor.

Performance Notes

Carcassi—Study in F Minor (p, 94)

Interpretation: This piece 15 divided into four main
sections of cight measures cach, with the exception of
the last section, which is twelve measures. Each section
can be divided into four-measure and then again into
two-measure phrases. Keep this in mind when
planning tonal contrast. You may wish to sing the
melody ro decide how you want to interpret the
contour of these phrases. Also try playing just the
melody and bass, leaving out the two inner voices.
Compare this piece with Carcassi's Study in A. Notice
the similarities in motion. For example, mm. 17-20
has a staric melody line, causing suspense, and the bass
line moves up by half-step, increasing tension. This
finally resolves on the high B chord in m. 24, Ritard ar
this climax on the bass notes leading into the re-
capitulation in m. 25.

Measure 28 contains a surprise harmony that the
compaoser exploits in the next four measures—a brief
key change (modilation) that eventually makes its way
back to end the piece in its original key. Mm. 29-32
are actually an added inserr, accounting for the extra
length of this section. Highlight the repeared two-
measure phrase by using a dolee sound on the first
and ponticello on the other o create an echo effect.

Technique: Use rest stroke on the melody. A
metronome is useful for playing in time, especially
since it ¢can be hard to follow the bear where the two
inner volces are repeared over and over {mm. 2, 4,
etc.). The metronome will also help build speed. Seare
at a moderate tempo and gradually increase it uncil
you can play the piece accurately ar the desired speed.
Once you have achieved your goal, discontinue the use
of the metronome to concentrate on the freedom of

89

expression in regard to rhythm and tempo.

Transitions berween chords can be aided by
playing the bass note slightly ahead of the melody note
(arpeggiating the chord). This creates a nice musical
effect, but you would not want ro use it on every
Chﬂrd.

Measure 21 is marked as a partial bar (381) wherc
the 1st finger pivors on the bass note from the measure
before to form the bar. If you find that some of the
notes pressed by the bar finger are not clear, you may
wish to use a full bar, You may also adjust the finger
up or down as necessary, depending on what is easiest
for you personally. For a smooth transition to the full
bars in mm. 24 and 35, form the bar and then add the
other fingers as you need them.

Carcassi—Study in A (p. 95)

Interpretation: This is one of Carcassi’s most melodic
compaositions and a favorite among guitarists. Clearly
divided into four-measure phrases, this piece makes
full use of the guitar’s polyphonic capabilities by
maintaining four voices throughout: melody, bass, and
two inner voices. The main concepr of the picce can
be grasped by playing it through with only the bass
and melody voices. For the most part, the bass nores
fall on bears 1 and 4, and the melody on beats 2 and 3.
The middle voices are added for rexrure and
atmosphere, and it is also interesting to play these
alone as two-note chords (mostly thirds) to observe
their movement and smooth voice leading.

Nortice the step-wise motion of the bass and
melody. They often move by halfestep, creating
tension, drive or intensity. A static voice creates
suspense, such as the low E pedal in mm. 9-12. An



abrupt change in harmony (mm. 6, 13, 16, 21, and
23} or sudden change in rhythm or rexture (mm. 7,
16} will also indicate some rype of musical
significance,

To best understand the interpretation of this piece,
here is a brief discussion of the more important aspects
phrase by phrase:

mm. 1-4  Opening theme: peaks in last measure bur
also comes full circle back ro the twnic A
chord, creating a sense of completeness.
Bass builds by half-step and harmony ends
on dominant chord, generating a sense of
expectarion,

Low E bass pedal is static, crearing
SUSPENnSe.

Bass moves by half-step, producing
tension. The treble then rakes over the
half-step mortion 1o build to the highest
climax of the picce in m. 16 on the C#
major chord, The non-tripler eighth notes
at m. 16 are a nice transition back to a
repeat of the opening measure.

This section is very similar o the opening
theme, this rime with a suspenseful searic
A bass pedal.

Abrupr change of harmony precedes peak
at m. 22, which highlights the D on the
4th bear. Anorher sudden change of
harmony and texture creares final tension
before resolving back on the last A chord.

By analyzing a piece in this fashion, you can stare
to develop interpretive ideas. In general, give extra
emphasis to the moving lines. Conrour your dynamics
to follow rthe phrases, adding tone color, rubato,
vibraro, and terrace dynamics for variarion.

17-20

21-24

Technique: Use rest strokes on the melody notes to
bring them out above the accompaniment. Try a pad
rest stroke thumb on mm. 9 and 10 for 2 dolce sound,
then switch to a ponticello free stroke thumb ar mm.
11 and 12,

Measure 16 conrains two triplets and four non-
tripler eighth notes. Play this passage in time first to
get the feel of moving from three notes per beat w
two. Later, add the ritard, making sure o keep the s
against three feel. Avoid sounding the eighth notes as
quarter notes. These notes are fingered all on rhe 4th
string to give them a cello-like quality. Play very legaro
and use ample vibrato to help control intonarion.

On the fermata at m. 22, stop the bass note from
ringing, dampen any unwanted noise, and add vibrato.
The next two nores are almost an afrerthoughe and can
even be omitted, if desired.

When changing chords in this piece, set down only
what you need first and then add the other notes from
there. This will keep the music moving smoothly. Also
use guide and anchor fingers whenever possible (such
as the last C# in the first measure to the D in the nexc.
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Carcassi—Study in A Minor (p. 96)

Interpretation: This brilliant study should be played
fast enough to achieve the illusion of a sustained nore
in the tremolo measures. Vary the speed, however, to
make the sixteenth notes more interesting, There
should be a natural “ebb and flow.” or give and rake,
to the rhythm and dynamics, Seme of the measures
have two voices and some have three. In certain places
you will want to bring out rhe bass line {most of the
piece}, but in others, the treble line should seand out
(especially mm. 13-16, part of 17, erc.). Generally,
you will wanr to highlight the moving voice. When
both voices move, the highest one usually takes
precedence, as in mm. 13-14. This phrase is a perfect
example of contrary motion berween voices. When the
bass descends, the melody ascends, and vice-versa.
Each voice continues in the same direction for chree
beats then reverses on the fourth bear in each measure.
Crescendo rowards the third beat, then drop back
down on four and start again.

Contower dynamics should be used primarily in this
piece. Follow the melodic lines and shape your
dynamics accordingly. Use terrace dynamics in the
parallel passages of mm. 16-17 (loud) and mm. 18-19
(soft) for a nice echo effect. You can even use contour
dynamics in each of these phrases, peaking on the
high B.

Give a slight break berween phrases—a breath, so
to speak. After the first four measures the piece starts
over again, so taper the end of the first phrase with a
slight ritard and decrescendo. Starr the new phrase
again with about the same intensity as the opening
measure. In m. 20 the line changes direction midway
through the measure. This is a good place to starr the
ritard, actually pausing slightly on the 3rd bear E. This
sets up the recapirulation of the theme in the following
measure. The lase measure of the piece should have a
ritard to avoid an abrupt finish.

Technique: The main difficulty of this piece is in
achieving a consistent “rapid-fire” succession of notes.
Practice in small bursts of speed, working on only one
bear ar a time. Always practice to the bass note of the
next bear. This will give you a strong place to land (the
thumb stroke) and also allows you to overlap cach
bear. Expand this to practicing one measure at a rime,
again playing ro the downbear of the next measure. In
addition, it is wise to practice the whole piece slowly
and accurately, gradually increasing the tempo to the
desired speed. Practice particularly difficult secrions
separately, as well (mm. 8, 16-17, etc.).

To work our left-hand changes, try playing each
bear as a chord, combining the two or three notes.
Playing through the piece this way will not only help
in solidifying lefr-hand moves without the distraction
of the right hand, but will also give you a chance 1o
hear the remarkable voice-leading of the lines ragether.



You may wish to use the alternare pémi to hnger
the tremolo patterns in the first measure and others
like it. This might help maintain consistency with the
arpeggio measures with which the tremolo measures
alternate.

Follow right-hand fingering carcfully in m. 8.
Accent F and A by using rest stroke. Dampen all bass
strings with the thumb as you play the high A ro
obrain a clean stop. Also use rest stroke on the slurred
notes in the pedal point runs at mm. 16-19 to bring
out the ascending line. The open E's can be played
free stroke.

The “ebb and flow” interpretation should allow for
minute technical breaks. Relax the right hand as much
as possible throughour, but especially at these rest
stops and let-ups provided by rubato, tenute, ritards,
etc. One such spor is the difficult change to the chord
at the first bear of m. 23. T suggest jumping to the bass
note [ and pausing slightly ro ser the other notes in
place. This not only aids technically, but creares a
wonderful musical effect, especially if you add vibrato
to the 1. Segovia would often rransform a rechnical
difficulry such as this into a musical advantage.

Sor—Study in A (p. 97)

Interpretation: This short etude was chosen for irs
simplicity and beauty. It contains a hemogeneous
texture of eight notes throughout, although the
melody notes should ting for a quarrer note each.
Every melody note is followed by a two-note chord on
the offbeat. These chords should be played staccato
and more quierly than the melody notes for proper
balance. The piece 15 divided into two-measure
phrases, starting and ending in the middle of the
measure, Shape your phrases w follow the nse and fall
of the melodic conrour. Contrast the similar phrases at
mm. 8-10 and 10-12 with a change in dynamics
and/or tone color. Pause on the beauriful surprise E#
at m. 14, as well as the peak B in that measure and in
the following one. Ritard ar the end of each section,
especially ar the end of the picce, since it ends in the
middle of the measure on the eighth note of a weak
2nd beat. Normally pieces end on strong beats such as
the downbeat (first bear) or 3rd bear.

Technique: Use rest stroke on melody for fullness of
sound and to help dampen the previous two-note
chord. Also lift lefr-hand fingers off cleanly to stop the
chord from ringing. It should be stopped exactly as the
next melody note 1s played. You will also have to set
the right thumb down to stop any open bass strings
and any other notes that cannot be dampened by
cither the rest stroke or lefr-hand lift. At m. 7 the 4th
finger is a guide into m. 8. This may create a slight
portamento, if you wish. The second string fingering
gives a more beautiful sound and also allows for
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vibrato. M. 14 1s ﬁngl‘:red in the 5th posiricon for the

Fame reason.

Sor—Study in B Minor (p. 98)

Interpretation: Perhaps the most famous of all the Sor
studies, this lovely etude has an eleganc simplicity thar
accounts for its charm. The melody should always sing
out above the accompaniment, and again 1 suggest
singing or playing the melody by irself ro fully grasp its
character. The piece is formed in eight-measure
sections—Ilet the piece breathe naturally by feeling
these phrases.

Bring out moving lines. At m. 25, vibrato the D #,
as it 15 a nice source of tension unil it resolves to the E
in m. 26. Mm. 27-28 conrain an almost parallel
phrase. M. 29 starts as if it were going to be parallel as
well, but it rakes a surprisc turn. Highlight the
harmonic motion in this section with a change of one
color on one or more of the two-measure phrases. A
subtle and gradual change to ponticello in mm. 29-31
would be effective before the dolece m. 32. The final
section of the piece starts building from m. 41 to the
peak at m. 44. Crescendo and accelerate slightly o the
peak, then feature the second high B by adding vibraro
while stopping all the other strings from ringing. A
ritard and decrescendo would be appropnate for the
end of the piece.

Technique: Use rest stroke on the melody, excepr
perhaps where you desire a ponticello sound. For
smoother transitions, use guidc ﬂllgf:rs such as the 1st
hnger berween mm. 11-12 and the 2nd finger between
27-28 and 31-32.

In the series of bar chords at mm. 40-42, ride
along the neck with the bottom of the index hnger as
you make a transition from one position to the next.
Alrernatively, you could usc a hinge bar at m. 41 and
then proceed into the next bar chord riding along the
index ﬁnger-

This piece makes an excellent exercise for analyzing
chord inversions for the key of B minor. Observing the
harmonic conrent can also aid in memornzation.

Sor—Minuet in C (p. 99)

Interpretation: The last movement of the Grand
Sonara, Op. 25, this is one of the most popular of the
Sor minuets. The writing is very classical in nature,
almost imitating a string quartet. The minuet 1s a
dance that onginated in the Baroque peried and is
quite rthythmic. The theme of this piece is light and
tuneful, rypical of the classical period.

The repeats in this piece need not be observed
literally. Playing straight through with the D.C al
Fine would be sufhicient. Use a variety of tone color to



help define the different secrions of the picce. M. 29
starts a unique sequence where the melody with grace
notes somewhar imitates a violin, and the rwo
accompaniment notes, a viola and cello. These notes
can be played slightly staccaro, like the viola and cello
playing pizzicaro. At m. 37, the cello takes the melody,
with the violin and viola providing accompaniment.
Additional interpretive ideas are marked in the score.
Notice the contrasting fingering of runs at mm. 4445
and G0-G1. Also unusual are the thumb strums of

. 5658,

Technique: Keep the 1st finger on C in m. 1 before
starting the turn on bear 3. This measure may need to
be practiced separarely for an even, strong slur. Be sure
to “pluck”™ downward and into the adjacent string with
the lefr-hand fingers throughour the piece.

To achieve staccato chords in mm. 29-36, set your
right-hand fingers back on the strings after playing
them. Try rese stroke on the 1st bear of each measure.

Use a full strum with the pad of the thumb at m.
44, Aliernate Aingers on the next run for Auidiny. The
strum ar m. 36 should be light, so as not to override
the turn. Use a pad strum on the bass notes in the
following two measures.

Sor—Waltz in E(p. 101)

Interpretation: This delightful waltz contains 2
number of wonderful special effects and gives much
possibility for tonal and dynamic contrast. Tr also
contains quite a bit of thythmic variety, adding to its
intrigue. The first two sections of this piece are in E
major and the next two sections are in the parallel
minor key (E minor). The piece then repeats the firse
rwo sections (0. af Fing.

In the Arst section, try this arriculation of the
repeated melody notes: In m. 1, play the E's on beats
rwo and three slightly staccaro, then let the next E {on
the first bear of m. 2) ring longer, like an
appoggiatura, before it resolves to the D#. Repeat this
articulation in mm. 34 and 5-6. Be sure ro crescendo
the ascending 3rds at mm. 9, 13, and 27, Try
contrasting mm. 17-20 with 21-24, maybe playing
the second group softer. Swuive for trumpert-like
ponticello ocraves at mm. 24 and 28. Play the dolce
violin-like 3rds ar mm. 26-28 very warmly. An
alrernative to this interpretation is to stay ponticello
for the 3rds in mm. 26-28 and then to play the next
set of octave B's dolce on the 2nd and 4ch strings. The
pizzicato octaves at m. 30 should be staccato and
accented. The slur and harmonic section starting at m.
33 should feel light and graceful. Notice che slide at m.
39 for a change of color. After the da capo repear, you
could possibly end the piece with a full E chord strum

at m. 16 (EBEG#BE). Play it softly and short with a
pad thumb.

Technique: Be sure to play the 32nd notes at m. 5 fast
enough so as to contrast them with the triplets in mm.
I and 3. Pracrice m. 6 first without the grace note o
get the correct thythm. Then add the grace note,
keeping the same feel. On the pull-offs at mm. 9, 13,
and 27, try not to hit the first string with the lefe-hand
finger pulling off. The melody is on the first string,
and each note should ring for a full beat. M. 14 was
fingered by Sor himself. Notice that the switching of
voices on the strings makes a smoother transition
between chords.

To achieve the brightest sound on the ocraves at
mm. 24-26 and 28-30, stiffen your fingers and play
mare on the center of the nail near the bridge. Use the
power of your whole hand to pluck our slightly from
the face of the guitar. Use the lefr side of the nail with
vour fingers locked rtogether, and pluck rowards the
left shoulder on the thirds at mm. 26-28 for a
contrasting dolce sound. Pinch the pizzicato ocraves
together, laying the side of your hand on the strings
near the bridge to mufHe the strings.

The turns at mm. 33-38 need to be crisp and
clear. Set all three fingers on the string as soon as
possible, and keep the left hand parallel ro the neck.
Notice the difference in the slur patterns between mm.
33-34 and mm. 37-38 for added conrrast, Make sure
to touch the harmonics directly over che frer. It is a
quick jump up, so look ahead as you are playing the
open string chord preceding ir.

Giuliani—Rendp (p. 102)

Interpretation: A rendo is a piece thar always returns
to the main theme. True o form, this piece is
structured ABACA. Notice how the mood of this
picce changes as it modulates from the haunting
melody in E minor of section A to the contrasting
themes of the more joyful relative and parallel major
keys (G and E) in sections B and C. Also contrasting
are the textures used in this piece. Section A contains
an arpeggio accompaniment, while the other two
sections are a study in 3rds and 6ths against a pedal
bass. Observe the rise and fall of the melady in all
sections by shaping your phrases with dynamics and
rubato. Accent the 6ths in mm. 10 and 11 to “answer”
the melodic “question” of the 3rds surrounding them.

Technique: Use pon the 6th and 3rd strings in section
A (four times per measure) to give the bass linc a
steady rhythm. In sections B and C, lock right-hand
fingers together to play the 3rds (i) and 6Gths (ia).
Play from the wrist and forearm, using the full weight



of the hand to achieve more power. Be sure not to play
the open bass string pedal oo loudly. You may wish o
practice m. 4 first withour the grace note 1o ger the
correct rhythm. The double slurs of mm. 8 and 12
help achieve Ruidity in the line of melodic 3rds.

Giuliani— Theme and Variations (p. 103)

Interpretation: This piece is the first movement of the
Sonatina, Op. 71, No. 1. Like many theme and
variations of the classical period, the theme and each
of irs variations are divided into two sections of eight
measures cach. The variations in chis ser are rhythmic
in nature. The theme is stated in quarter notes, the 1st
variation in 8th notes, the 2Znd variation in triplers,
and the final variation in 16th notes. This increasing
subdivision of the beat creates a natural acceleration
toward the final chords, giving the piece direction and
drive. Be sure not to start the theme two fast, so you
can maintain the tempo through the end of the piece.
Keep a steady tempo to highlight the natural rhythmic
variations. Unlike many pieces of rthis nature, the
variations stay quite close to the original theme in
melodic and harmonic content. Use variation in tonal
and dynamic contrast to create interest,

Technique: This piece is excellent for sightreading
practice, and since it stays in first position, editorial
hngerings are minimal. Practice with a metronome
inirtially to keep the rempo and to hear the gradual
increase of intensity of the 8ths, triplets, and 16ths.

At m. 27, form a bar on the fourth 8th note of the
measure 1o help get to the following F bass. Lift the
bottom of the bar momentarily for the open B and
then replace it to dampen the B while you play the A.
On the ascending arpeggios (mm. 33-34, 53, erc.),
you can plant or prepare your right-hand fingers by
serting them on the strings at the beginning of each
pattern, if you wish. The runs at mm. 52 and 60 may
need to be isolated to pracrice separately and then put

back in context of the piece,

Giuliani-Allegro Spiritoso (p. 105)

Interpretation: This piece is a miniature example of
some of the grear works of the classical period and
contains many of the compositional devices used in
Giuliani’s larger concert selections. Like some of Sor's
works, you can envision this piece being played by a
small string ensemble and interpret it as such. The
four-bar phrases usually begin on the pick-up nore(s),
so keep rhis in mind when developing tone color and
dynamic contrast. Start your conrrast on the pick-up
and end it before the next pick-up.

The chords in m. 2 and the bass notes in the
complimentary m. 4 sound good slightly staccato. In
mm. 11 and 15, crescendo to the peak of the phrase
and then come down ro the chord in the following
measure. Mm. 17 and 21 start phrases thar are similar
to cach other. Try playing the first one loudly and
then start the second phrase softly, making a crescendo
on the 3rds in m. 22. Nore the repeated passage of
mm. 24-25 ar mm. 26-27. Try terrace dynamics
(loud/soft) for a nice echo effect. Resume a forte
volume at m. 28 o complete the phrase. Crescendo
through mm. 30 and 31, with a sudden decrease in
volume on the chord at m. 32. Again crescendo m. 33
to the first bear of m. 34, where vou should

decrescendo the phrase all the way to the beginning of
m. 36. Crescendo from the end chords at m. 44 to the
high D at m. 46,

Technique: The slurs need o be even in sound and
rhythm. Be sure to hammer-on with sufficient force o
help equalize the volume, The broken chirds sections
(mm. 22, 30-35) can be isolared and practiced as rwo-
note chords, rather than broken ones, in order to
solidify lefr-hand changes. They should be played p-i.
In m. 17, keep the 2nd finger on D the whole measure
to act as an anchor for the slurs.

Be sure to observe the rests in this piece. Stop the
string(s) from ringing complerely. This, along with the
staccaro passages and dvnamic conerast, will serve to
emulate the sound of a string ensemble.

Music must never offend the ear; it must please the fearer.

In other words, it must never cease to be music.

~Wolfgang Amadeus Mozart



STUDY IN E MINOR
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STUDY IN A

(Op. 60, No. 3)
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STUDY IN A MINOR

{Op. 60, No. 7)
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STUDY IN B MINOR
(Op. 35, No. 22)
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(Op. 25)
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WALTZINE

,, (Op. 32, No. 2)
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(Op. 1, No. 10)
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Romantic Period
(1850-1910)

Often called the “Golden Age” of concert music, the Romantic period is responsible for
much of the serious music heard in concere halls today. As audiences grew, composers desired
bigger sounds, expanded instrumentation, and more freedom of expression. They exploited
melodic and harmonic conrrast with frequent changes in tempo and merer. Freedom of form and
ronal contrast also contributed to the emorional expression of this period. Although composers
did still use some of the classical forms such as the sonara, sonatina, symphony, and studies,
miniature character picces were created to produce an intense emotional response as well. This
type of piece works quite beautifully on the guitar with its intimate nature and varicty of tonal
colors, and some are included in this section.

MNotable Composers: Albéniz, Berlioz, Bizet, Brahms, Chopin, Dvorak, Elgar, Falla, Franck,
Granados, Grieg, Liszt, Mahler, Mendelssohn, Moussorgsky, Puccini, Offenbach, Rimsky-
Korsakov, Saint-Saéns, Schuberr, Schumann, Sibelius, Strauss, Tchaikovsky, Wagner, and
Weber. For guitar: Barrios, Forrea, Mertz, Pujol, Tarrega.

French Impressionistic: Debussy, Poulenc, Ravel, Satie.

Performance Notes

Tarrega—Estudio (p. 111)

Interpretation: Although lesser known than many of
Tirrega's works, this charming little study 1s quite easy
o learn. The melody falls on the 2nd, 3rd, and 4th
beats of each measure, while the bass is always on the
first beat. By playing just the bass and melody zlone,
you can observe the main shape of the piece. The two
middle voices are added to create the fHowing tripler
arpeggio, which makes a nice serting for the simple
melody line. The harmonic centenr is very tonal,
staying in the key of C major and its related chords.
When the harmony does move to a borrowed chord,
such as in mm. 5, 7, and 11, try o vary tone color or
volume to feature the change. Alse highlight the
melodic contour of this piece by pausing slighty on
the peaks (the high A in mm. 3 and 15, and the high
C in m. 6).

Technique: Use rest stroke on the melody. Notice the
dotted half nore bass in mm, 3 and 13. This allows
your first finger to play the F on the 1st suing, Try
sctting your right-hand thumb on the 6th string at the
rest on bear 4 to stop any noise caused by the
cransition. Similarly, set your right-hand fingers ima
on the treble strings ac mm. 8 and 16 to stop them
from ringing as you play the last bass notes of these
SECTIDNS.

Try a st finger guide berween mm. 4-5. In mm. 3
and 15, set yvour 2nd finger on the 1st string G before
you lift your 4th finger off the A. At mm. 10 and 14,
just lay your finger across the first string for the 3 bar
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and then move back to the original positien. Do not
take the finger off the C; instead, just pivor back
and forth.

Tarrega—Ldgrima (p. 112)

Interpretation: The next rwo pieces by Tdrrega should
give you more freedom for expression than many in
this volume. Ldgrima literally means teardrop in
Spanish and your interpretation should reflect this
image. It is interesting thar since the piece starts and
ends in the major key instead of minor, the “reardrop”
may well be one of sentiment rather than sadness.

The piece should maintain a lyrical, singing
quality, In facr, it would be helpful ro sing the melody
ro decide which natural inflections vou would add.
Allow yourself some freedom with the rhythm by
using rubarto,

The first measure can begin renratively with a
broken chord and then accelerate slightly toward the
top of the phrase, backing off again as you go into the
next measure. This idea should even be more
pronounced in the minor section at m. 13. Rush
toward the high D in the following measure, then
pause on that note before you fall off into the run.
Preceding thart, in m. 12, make a slight break between
beats two and three, where the owo B's are played on
different strings to highlight their different functions
of accompaniment and melody.

The last repear of the major section should be more
reflective than the first two times through. For a
dramaric effect, pause on the high A in m. & while



stopping all the other strings from ringing, Add plenty
of vibrato hefore falling off into the nexr measure.
(Segovia would often use this technique to fearure a
lovely melody nore.)

Technique: The bass lines in mm. 1, 3, 5, 6, and 13
can cause distracring squeaks if you do not lift your
bass nore finger straight up off the 4th string when
shifting. In most of these measures you will still have
the 4th finger on the st string as a guide finger for
smoothness.

The fingering of m. 6 allows for a beautiful
ascending harp-like sound by letring all the nores ring.
['have chosen to use full bars instead of partial ones in
mim. 7 and 9 for dampening purposes. Also dampen
the low E in m. 11 with the back of the thumb as you
play the 4th string A on the nexr beat. Be sure to have
a silent transition in the following measure going from
the bar VII to the first position. Play cleanly,
eliminating any extraneous noise. The focus of this
piece is not speed or dexterity. It is one of playing
soulfully and legato with a beautiful sound, allowing
your interpretation to transcend rechnical difficulties.

Tarrega-Adelita (p. 113)

Interpretation: This piece is similar to the last, and
they are often performed as a pair. A lovely waltz, it
begins and ends in the minor key wich the parallel
major key used for the middle section. The opening
theme should have a sighing quality with a lor of
rubato. The notes in m. 4 should overlap slightly and
rush rowards the repeat of the theme in the next
measure.

You may wish rush the major secrion slightly. Pay
attention to phrasing and the rise and fall of the
melody. Notice the phrase in mm. 9 and 10 that is
repeated an octave lower in m. 13. Be sure to bring
this line out,

On the final repear of the minor section in m. 7,
you may wish to ury this famous “Segovian™ technique:
roll the last chord, stop all strings but the melody,
pause slightly with vibrato, and use a portamento o
the next chord. It creates a very expressive ending to
this beautiful litrle piece.

Technique: Plant your Ist finger on the firse string
(9th fret) along with vour 3rd and 4ch fingers before
you pull-off in the first measure. This will give you a
solid slur and aid in the transition o the B. Try rest
stroke on the melody in the first section, except
for m, 4.

The grace notes in mm. 11, 12, and 14 are the
most difficult aspect of this piece. First practice the
piece without the grace notes, learning the bar chord
positions and the feel of the section. Practice the grace
note chords separately. You might even desire to create
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an exercise with them. Try playing the last bear of m.
11 {chord with grace notes and following C#) on the
9th fret, then on the 8th, then the 7th, ete. This will
become harder as you descend, so playing it in conrext
of the piece will be easier than what you have just
pracriced.

In m. 13, use more force on you right-hand index
finger on the last chord to help bring our the melody
on the 4th string.

Measure 14 contains a portamente where you play
the G# after sliding to it. This phrase should be played
with rubaro, and be sure to warch the intonation. Play
the portamenro lightly so as to not hear every half-step

in the slide.

Fortea—Estudio (p. 114)

Interpretation: There are two approaches to this piece.
It can be used as a fast technical arpeggio study, or it
can be a slow, beautiful flowing arpeggio. If the first
option is selected, you will accent the bass note of
every measure and think of the sextupler (group of six
notes) as one unit. If you play it slower, you can think
of each sextuplet as a measure of 34 with accents on
the 1st, 3rd, and Sth notes, as an alternate
INTCrpPreration.

The arpeggio has four separate voices, each played
by a different finger. Add extra emphasis ro any
moving voice to highlight the motion.

Technique: Relax the right hand as much as possible,
For extra speed, plant all fingers of the arpeggio on the
strings as you play the first bass note of cach partern,
Use pimami throughour for a consistent sound, even
on the more difficult wider-spaced arpeggios. Your
nails must be filed correctly for even sound and speed.

To facilitate lefi-hand changes, it is often more
expedient to add the fingers as you need them rather
than serting the whole chord down at once. Use guide
fingers wherever possible, especially mm. 15-16 (A# to
B), mm. 17-18 (D4 to E), and mm. 33-34 (2nd and
4th fingers on shift). Pivot fingers are iMportant in
mm. 50 and 7-8 (1st and 4ch fingers) and mm.
16-17 (2nd finger). The stretch at mm. 38 is difficult,
so relax the hand as much as possible before the
stretch. Pivor on the 3rd finger C, and add the other
fingers as you come to them. For exrra pracrice, try
playing each sextupler rwice or four times.

Barrios—Estudio del Ligado (p. 116)

Interpretation: This virtuosic piece is basically an
exercise in slurs. It should be played quite quickly to
achieve a brilliant effect. You can start the first run
slightly below speed and accelerate into the measure as
you descend. A ritard is also effective at the end of



m. 4, before the first measure is repeated. The repeated
slurs in mm. 10-16 build tension because of their
static motion combined with the chromaric alterations
in the bass line. This will pmvidi: opportunity for tone
color and dynamic changes. It is a nice break berween
the very similar ourer sections of the piece, where the
only differences are between mm. 2 and 18 and
berween mm. 6 and 22.

Technique: Pracrice rthis picce with enough volume w
build stamina for the left hand. Besides endurance, the
primary difficulty lies in achieving evenness of sound
and evenness of rhythm in each slurred triplet. Play
directly on the left-hand fingertip, using enough force
to sound the hammer-on and pull-off with a consistent
volume. There will be a slight accent on the first of
each rripler, bur this should nor be overdone. Avoid
hammering-on or pulling-off too quickly to maintain
an even triplet.

When descending the neck in the first measure, be
sure to keep your 2nd finger on the string as a guide,
At the end of m. 4, use your lst finger as a guide from
F# o G# and on into the next measure, where vou
will have both the 1st and 2nd fhingers on the siring.
The 31d finger is an important guide in m. 13, and 1
suggest keeping the Ist finger on the first string from
m. 12 for extra support (planting it on the 2nd frer)
until the shift.

For pracrice in obtaining speed and accuracy, play
one triplet plus the wvery next note. When thart
15 mastered, play two triplets plus one nore. Keep
adding ro this pattern until you have completed a
passage.

Romance—Anomnymous (p. 117)

Interpretation: One of the most famous and beloved
of all classical guitar pieces, this lictle Spanish folk song
has appeared as everything from a movie theme ro
background music for Olympic skaters. The beautiful
haunting melody should sing our above the rest of the
arpeggio. Add vibrato to help sustain the melody. On
chords, apply vibrato to the whole chord parallel to the
neck. This will be especially effective in places like m.
10, where you can vibrato and pause slighdy on the
1st or 2nd beat. Accent descending basses in m. 15
and in the parallel major section, m. 31. Also try
starting the major section (m. 17) a litde faster to
accentuate t]'.ll: lEC:r" Ehangc.

Technique: Use rest stroke on melody (hrst note of
t'"f"ff]r" tflpltt] 1n PIE.EES "l.’n-’]'.l.'El"E You -I:lEﬁ'!rE Hddﬂd
emphasis. The bars at mm. 9 and 21 are difficult to Fet
to. Jump to the bar, then you may wish ro pause
slightly (musically) while you set the other hingers on
t]'.l.t 5tr|ngz-. Fora 'iITII'JE]th transition aﬁ'cr th-l'_""'.-'l'_‘ hﬂﬁ, T.TF'
playing the open bass note in the next measure slightdy
before the melody note. This gives you some extra
Lime Lo g’.‘.’t L]'lL' IT]C]Ud}’ Tiote ICEIII}F.

The strerch ar m. 27 is easier if you relax the left
hand. If you wish, take your thumb off the back of the
neck to give you more stretch. You can bar just two
strings if that is easier, but the half-bar makes a
smoother transition from the previous measure,

Use an all flesh scrum on the last chord. Be sure o
get enough high note in the chord.

Mmic is the shorthand of emotion. Emotions which let themselves be
described in words with such difficulty, are directly conveyed to marn in

music, and in that is its power and signi

an

—Leo Tﬂﬁqtﬂ_y
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Maestro Andrés Segovia
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LAGRIMA

See Notes, p. 107
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The beauty of the guitar resides in its soft and persuasive voice,
and its poetry cannot be equaled by any other instrument.

—Andres Segovia
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Modern Period
(1910—present)

The Modern period has seen cxpandtd chromaticism, dissonance, para"e"sm, Cﬂmplﬂ rh}rthms, and
unusual combinations of instruments in ensemble. Composers have taken instruments to their limits in
every aspect. Some of these composers work within rraditional musical forms and keys; others use free
form, whole tone or other exotic scales, atonal harmonies, and a variety of textures, colors, and percussive
effects. During our modern era many renowned composers of international starure dedicated music to
Segovia, who single-handedly inspired and commissioned a modern repertoire for his beloved guirar.
Many of these works adhere ro traditional form, bur they generally include expanded concepts in tonality
and texture. Some modern music borrows liberally from American contemporary sources such as folk,
jazz, or blues. Other composers use ethnic influences such as Spanish or Latin-American. Many of today’s
greatest composers are in the film industry, writing complex symphonic scores for relevision and meotion
pictures.

MNotable Composers: Barrok, Bernstein, Copeland, Hindemith, MacDowell, Prokofiev, Rachmaninoff,
Schénberg, Scriabin, Shostakovich, Seravinsky, Vaugl‘lau Williams. For guitar: Arnold, Bennerr, Berkeley, Britten,
Brouwer, Carlevaro, Castelnuove-Tedesco, Dodgson, Duarte, Henze, Lauro, Martin, Mompou, Moreno-
Torroba, Ohana, Ponce, Poulenc, Rak, Rodrnigo, Roussel, Ruiz-Pipé, Sagreras, Tansman, Turina, Villa-Lobos,
Walton, York.

Sugested Repertoire:

Brouwer, Leo
Ten Etudes

Carlevaro, Abel
Preludlio Americane #3 (Campa)

Castelnuovo-Tedesco, Mario
Tarantella
Platero y Yo
Sonata
Concerto i [)

Duarte, John
Engﬁib Suite
Variasions on @ Catalan Folk .S'aﬂg

Lauro, Antonio
Venezuelan Waltzes
Suite Venezolano

Mompou, Federico
Suste Cﬂmpﬁsﬂffxz}m

Moreno-Torroba, Federico
Somatina
Suite Caseellana
Castles of Spain

Pieces ﬂ'ﬁ:ﬂrﬂﬂerﬁ:ﬁqﬂﬂ

Ponce, Manuel
Stx Preludes

Sonata 1T
Songta Romantica
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Ponce (cont.)
Sonating Meridional

Suite in A Minor
Preludio (in the style of Weiss)
Concierto del Sur

Rodrigo, Joaquin
Fandango
En lps Tn:grszf
Sarabande Lointaine
Fantasia para un Gentilhombre
Concierto de Aranjues

Tansman, Alexander
Danza Pomposa
Cavating
Suite in Mods Polonico

Turina, Joaquin
Hommage a Tdrrega
Fﬂﬂ.ﬁffmguffﬁﬂ

Rﬂﬁgﬁ
Seviallanas

Villa-Lobaos, Heitor
Five Prefudes
Twelve Etndes
Suite Pﬂpuﬂzr
Choros #1
Concerts

Walton, William
Five B .:zg.:xm’ffs



Three Duets

The fu”uwing three duers are pt‘rfmmancc scores from my Virruose Duets r:::urding with

David Brandon. They appear here exactly as we recorded them. For additional interpretive ideas
not marked in rhe music, refer to the recnrding,

LA ROSSIGNOL

ANONYMOUS
A —i 4 30 ’ - f———
= : - i .'- o
- 4 5
. . | : L EJ 14
Il g - - ,‘5“} - : T
BL\RY) Ir i - - - ,

»
X
"
w ||
o
'
n
[ Wb
L 1
—%/|
u
|

120



e

] 5

T 0T
| pont.

dolce

=

I',....M..

@___

[ ™~ _
F @
L T -
=]
LD R -
|
N L]
= “ q
=
.|_.m_.. g
.f { wl
= e p— |
[ ]
. @ o
H ﬂ..i .:ll
=+ Ll i
L ./
" .__.aH
[~ W )
| T T
=T | ™ o
— .1._. m
L {
‘ o K _
UL T ST T

-
=

I

KN '..-"_ :

;H
!
Ly

=

T —
(il

B O &
e e i
=+ eyl —

4
£

oo

‘e oo 2 20 pop

1
-
1

4

>

U
l — rd
o m
l B .....“I.h |.l
o
|| ) ]
ﬂ [=
] = ;
ey = N.l '
=+ || &, aﬂ.u_nﬁmT]F
=

(k]
=
1 -

Fil.

|

@

Harm VI
1
il ]

4

5 By E

{ 4 |

3

s

1

]
P

121

T

T




DREWRIES ACCORDES

ANONYMOUS
) _
o g 2 4g e ., ey
I ﬁfh ' 7 T o e e a
— g
e S —— — ; tZ —

122



EE g Q -ﬂ' - g — —— z — | | |"'--.
LA t 2 2 - = & e ]

'l';a' — - r - ] r — I . ! — I

28 - 0 ; ,

r’ ) +]€iﬂﬂ.l' "--_g.-l r r
g8k, 4 N | ] | i e
—ﬁ » — % = A vr S 2

- | NN . — — "1-| } ﬁ : = [H o

g PR = 5o -

2% -

31 .
- | \ o td o fg @i

’ #‘-;ﬁ Eil v Tt lr 7 ] Jk... g —
_g\ 1% - | | — Z i

L7, Ak 3r N S— [ — —N 7 e

. - 3 l

32 ] _ 4@,‘ @ dolce

. Il
ﬂ ﬁ ‘o 2 o p —— a
@) lﬁ e g =7 F T
F— B A
1 - Lo 3
dptd te ong e [ o1 T
*-”F  —— it i@ > — —
L. - - — o
17 @‘ @ ------------- — >

= w8

A = — ¢ e g ——
r _E *1-; < r i d EF s

ShLl
;
JT.L_
|
L
I]r 'y
_‘ 0
_‘Ch
a0k
_h-n-
ﬁ.
™
MilE

iy
5 10 o® 3o L ¥ 1 g —
— dolee pant. dolce r o,
: i gl 4 4 - ?E.'T
G #:ﬁi --._. 4. il &0 ':-_I - | S .IF_ .F_ i i
G s S e
fl; ‘o | W — —

123



R E7]
9

dolce

124

- Ty

..m ™ » ol I.l | =3 -
Sy P i [~ “$ ) i i
| nwl!. | by |ll.l
. e (M NS e | h o
T K - T st il THY
A . [ it h.-. " | _l _H_l [T L
\ + A [ [k o Lag]
- N W & | -
T - i |
| _ . T TO®(| | by
: | |
ﬁ fnu_ | _ L |.HI &
- ] B l_ n _l 1,_.- . |ll'.|_|_|F| i
[ 1 T
% i L} -+
1/ Y I bill \
£, e ot 11 L = % 35 e 4

ﬂ+.+'-

et
L
A
7A
P
| Lo
)
AT
L)
o1

T -
| T =
oS Yo s Ma@dm .nvnmw.rm 7 Lo ﬁm

pond,

dolce




CANON

GEORG PHILIPP TELEMANN

LT

j l .
2]
iV
g ||
s
— i :I- 1
ot W
s
T
=]
%
- ‘E.-
a 'T
|l.l
L
‘-i:.'-\
0
V.
b
|
T |
-3

hL

Tl A
| I.ll' .
E — == @
v, | 12121 - —~— | . .
] """‘.i. L 5 - l-_ o A S | . 3 5 _'l-=_ -
: Y T £} 2 - By oy A Tl
|I | - T & L wF - I! : = — . b = 1 : - —I':‘I
== A
=24 42 1 .
s 2 1 - -, )
e et k| F F -i.: ' ) -"- I- ';-'l
5 F J L1 . -——— ﬁ | S S R—
) ot — L ] : —— —
0 dolie o,

A
l—;'r
SN
L}
%
"._.—-

20 dolce vt
— = 3 -
2 . 1~ 01 3 i @ -
- J'IﬁF ]-. I-_FL - F- F - -F 1 ] P L : A Py : - A g3 l 1'.'
] N — H | — : . T = - 1 f .
— """__FH': : i 1, _[_F:_f_t—_:t A —
& dolce o —
= | 4
3 2 { 2 1ol 10F = 4 72
0 = P— ] '_]-.I:F_II"_L'_F fe * £ e e ;:: oY L B
5 SeEERem e 2
: I“"'- ] — - — 1 — g ’;ﬂ_




&
i
|

\

L1

i
=

o

i

L3

T ,_%_,__ﬁ T

126




i

e

:

pont.

L

rd

i

e

LR L.

o
%)

U

12121

i
*

L A

\ &

12121

I |
Ol
o

—

i3
1=

o
L

I’y

+
-

e ]
*I. :

L
b

I
L

>
~

i

T

L= 3

O

127

fi

# P EL

e




Appendix A

Sound Production

Nail F ﬂing

John Williams once told me that you can never
learn anything by looking ar another guitarist’s nails,
and I think perhaps he is right. There are, however,
some guidelines which [ would like to pass along
regarding how I personally file my fingernails. It is
important in the broadest sense w file your nails so
that you can do two things: 1) produce a wide variety
of tonal colors and 2) traverse the string as quickly and
easily as possible.

As a general rule, ir is imporeant for me to file the
nails of all the fingers (péma) so that they cross the
string with the same amounr of effort (or resistance to
the string). I have found there is no perfect shape for
my nails. They seem to play well in a variery of shapes
and lengths. Far more important is the interaction ot
relationship of the nails o each other. Thus, the
lengeh and shape of one nail can affecr another. This
interdependence may be further complicared by the
wearing down of nails caused by performance or heavy
pracrice.

The length of nails for most players varies from
barely visible over the fingertip to 14" long. Generally
speaking, the shorter the nail, the faster you can play
(but accompanied with it is a “pad-like” thuddy tone),
Longer nails {depending on your stroke) can produce
perhaps a more beauriful wone but may possibly slow
your ability to play rapidly. Alse, when the nail gers
too long, the sound becomes somewhar tinny and
brittle and also produces extrancous clicks which you
want o avold. In general, though, | would racher my
nails be a rouch oo long than roo shore. Nails can feel
shorter in concerr due to the warm temperature
created by intense stage lighting (which causes your
hngers o swell). Fingernails can also wear down with
hard pracrice,

When I am fling my nails in preparation for a full
concert program, I file them (with guirar in hand) in
response to the most difficult runs, arpegpios, or other
challenging sections of pieces on the program. I strive
to achieve a workable compromise berween all the
difhculr areas. (I do not suggest, however, reshaping
your nails on the day of a performance nor
experimenting with a different nail shape too close to a
concert day.}

To hle my nails T most often use an Alpha—9 ™ nail
file which has a variety of surfaces, Diamond Deb
and Revlon™ files are also good, provided thar you
temper the coarseness of a new file. The nail shape is
determined mainly by how far the nail should ride on
the string from its point of contact to the point of

release, These are arbitrary points, however, and will
change depending on the type of stroke involved.
Some guirarists feel that a momentary carch in the
corner of the nail followed by a quick release is most
desirable for speed, and I agree. When [ began to play
the guitar at age eleven, | filed my nails based on how |
felt they should look. T now file them more according
to feel and sound. I usually rake off less nail rather
than more, making small corrections as needed. In
fact, my nails usually feel better after they have been
worn in slighty by playing.

After I achieve the basic nail shape, I must polish
the edge of the nail with finishing paper to aveid a
raspy sound. To create this smooth nail edge, [ use 3M
#3500 Tri-M-ite™ Fre-Cut (open coart) sandpaper. It is
important to polish the nail in a manner which
preserves the thickness of the nail and avoids a knife-

like edge. (hg. 21)

Fig. 21 Correct nail edge. Incorrect knife-like edge.

The hinishing paper is also good for making slight
modifications and can shorten a nail without
significantly altering the “worn in” shape. I will also
frequently make very small correcrions using one of
the bass strings as a file against the secrion of the nail
thar needs medification. Somerimes [ will “play” the
fingernail against the paper as it is folded over the file
or part of the guitar for the same purpose.

Another principle is for me to have a flac surface o
the nail edge. Thar is, the nail should be able to sit
evenly on the plane of the nail file without uneven

Fig. 22 The nail should sit evenly on the file,



Because my nails are very arched in shape, | file
them slightly biased to the left-hand side in order to
reduce some of the natural curve. This reduces the
riding time on the string, Guitarists with hooked nails
will need to file more off in the curved areas to help
create a flat edge.

I use nail enamel on the g, 4 m, and 2 fngers
(generally three coats) to protect them from wear,
espe-;'t:alty from rasgueadns- However, it 15 essential to
remove any enamel from the final 144" of the nail edge
with nail polish remover so it does not affect the
Euund-

When a nail splits or cracks, nail glue (Super
Glue™) may be used for a quick repair. However, I
have found more strength with the combination of
nail glue and a double silk wrap over the entire top of
the nail followed by a coat of enamel (such as
Hard-As-Nails ™), [ find thar it does not hurt the
sound, nor is it a problem in nail growth or hling. It
is also cosmerically unnodceable. Acrylic nails or
Flayer’s Nails™ can be used when the entire nail has
broken off.

1 keep the length of the litte finger fairly shore, just
long enough to play a rasgueado with a good sound.
Left-hand nails should be kept short yet long enough
to stabilize the pad of the fingertip (on slurs, wnills,
etc.). When they are cut wo shorr, there is too much
“wobble” in the fingertip. Of course, when they are
too long they interfere not only with the position of
the left hand playing on the fingertips bur also with
slurs and trills, etc,

Ultimately I feel it is necessary for each individual
guitarist to experiment with a variery of nail shapes
and lengths that best suit his or her playing style.
Never give up, but with determination, strive for a
balance between speed and a beauriful sound. There is
not a cut and dried mold for the perfecr nail
shape—because every person’s hand and nail shapes
are different. I have noticed through the years, though,
that the thicker the nail, the rounder and warmer the
sound: and the thinner the nail, the chinner, brighter,
and more merallic the sound. Thus, you must take
advantage of all the thickness of nail you have. Itis
very easy to get a thin sound on the guirar but very
difficult to ger a warm, rich, beauriful sound. It is thar
quality of sound achieved by Segovia on the guirar
which has been my example through the years.

Tone Production

To create a beauriful sound on the guitar, you
must learn to properly activate the string. Fimst, set
your right hand just behind the soundhole in a regular
playing position. (hg. 23) For a normal, clear tone you
should use a combination of nail and flesh. (hg 24)
The stroke should begin on the side of the fingernail
(point of contact) and should ride toward the center
(point of release). (g, 25)

129

Fig. 24 Point of conract (combination nail and Hesh).

Point of contact

Point of release

Fig. 25 Point of contact and point of release.




Sound Production (cont.)

Whether you play off the left or right side of the
fingernail, the point of contact is where the hingerup,
fingernail, and string meet simultaneously before
activating the string. (hg. 26) The glide toward the
point of release should be fairly shore and quick. 1
suggest learning first to play off the left side of the nail.
Ar this stage rest stroke will be easier to execute than
free stroke, but both should be practiced.

There are two common errors with placement
which will produce an unwanted click or buzz:
1) starting too far back on the flesh and bouncing ro
the nail, or 2} starting wo far forward on the nail while
the string is vibradng. In a properly execured stroke,
the pad of the fingertip will touch the string just
slightly before the nail does (to dampen the string). In
an instant, when you press slightly to make the stroke,
vou will find yourself ar the proper poinr of conracr
ready to activate the string,

A stroke with the thumbnail will generally be made
with the thumb ar roughly a 45° angle from the string.
The stroke should begin near the center of the nail and
should ride toward the lefr side of the nail to release.

(ig. 27) For an extremely full, dolee chumb sound

Fig. 27 Narmal thumb seroke position.

Fig. 26 Poinr of Conract (combinartion nail and flesh).

(reminiscent of Segovia), try “slicing” the string from
the left side of the thumbnail riding toward the center.
fﬁg. 28) For addinional ronal vanation, you can Pla}r
all flesh or use the side of the thumb with a slight bic
of nail to create a raspy effecr.

Fig. 28 Dwlce thumb stroke position.



Once you have achieved a basic sound, you can experiment with dolce and ponticello positions, The following
charr c:-.‘pl:ain.'-: four distinct merhods ni:cr{:aring both dolce and PCII'ItiEL‘I[-D sounds. You can use one or all of these

tc-::hniqur:a: to create a wide variety of tonal colors.

Dolce (hg. 29)
1} Play over the sound hole.
2} Combine left side of nail with flesh.
3} Direcr the stroke toward the lefe shoulder such that
the strings vibrate parallel to the face of the guitar

(sometimes termed a “slicing” stroke).

4} Finger the left hand in UppEr poSITIONS.

In addition, I have found thar relaxing the first
joint of the ﬁngcrs and UsIng more of a bent wrist
produces a warm mellow sound. Note: When playing
in the extreme upper positions on the guirar, you will
need to play in more of a dolce position o help
cqualize the sound of the shorter string length.

Fig. 29 Daolce posidon.

Ponticello {ﬂg. 30)
1} Play near the bridge.
2} Use mostly nail {center of nail).

3) Pluck outward such that the strings vibrare
perpendicularly to the face of the guirar.

4) Finger the left hand in lower positions {closer to
the firse pusitiun].

I also play with stiffer fingers and a straighter wrist,
SOMetimes pIvoting from the elbow while resting more
on the middle of the forearm. This is most often done
free srroke.

Fig. 30 Ponrticello position.

Developing a beautiful sound with a diversity of tonal colors can be one of the most
challenging and yer rewarding aspects of playing the guirar. Experiment with the different
methods of tone production and strive to develop your own unique sound ro facilitate maximum

musical expression.



Appendix B

The following is a list of recordings of the picces rhar appear in the repertoire section of this book.

ain, [ believe it is valuable to listen to various interpretations—nor to copy a particular one, bur to
expand your thinking in order to develop your own individual style. It is especially importane to listen 1o
works performed on their original instruments when studying transcriptions. For example, listen to
Bach's Prelude from the st Cello Suite performed on cello and Scarlarti’s Sonasa in A performed on
harpsichord.

Repertoire Discography
Compiled by John Nelson
COMPOSER TITLE ARTIST _RECORDING
Renaissance
ANONYMOUS Danza & Gagliarda Andrés Segovia THE ART OF ANDRES SEGOVIA
DECCA DL 9795
Canzone Andrés Segovia SEGOVIA-GUITAR SOLOS
DECCA D1 B022
ANONYMOUS Salterelis Christopher THE ARTISTRY OF CHRISTOPHER
Parkening PARKENING
EMI CLASSICS CDC 7 54853
Andrés Segovia SEGOVIA-GUITAR 50L0OS
[DECCA DL g022
L. MiLaN FPavane #] in C Andrés Segovia THE SEGOVIA COLLECTION, VOL. 5
MOA CLASSICS MCAD-42071
Julian Bream MUSIC OF SPAIN: LUTE, VOL. 1
ROA ARLI-3435%
E. JOHMNSOMN Al José Tamis GUITAR RECITAL
i CROWM SW-2001
I.B. BESARD Branle o Valte Liona Boyd LIONA
BOOT MASTER COMNCERT SERIES BMC-3006
Julian Bream LUTE MUSIC FROM THE ROYAL COURTS OF
EUROPE
RCAVICTOR LSC-2924
J. DOWLAND Cralfiard Christopher PLEASURES OF THEIR COMPANY
Parkening ANGEL CDC-7 47196 2
Andrés Segovia SEGOVIA AND THE GUITAR
LIYECCCA DL 79931
J. DOwLAND Allemande Christopher PLEASURES OF THEIR COMPANY

FOR FURTHER LISTENING

Bamqur:
R. DE VISEE

(1, S5ANZ

1.5, BacH

D, SCARLATTT

Prelude e Bowrrée
(Suite in I minor)

Paverrgr

Bowerrée in £ minor
(Lute Suste No, T)

Prefude
{Cello Suire No. 1)

Sonata in A (L. 483)

T";.lrlcc-.nmg

Paul QO'Detre

Andrés Segovia
Julian Bream

Julizn Bream

Celedonio Romero

John Williams
Andrés Segovia
Andrés Segovia

Christopher
Parkening

John Willlams

Andrés Segovia

Carlos Barbosa-Lima

Oscar Ghiglia
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AMNGEL CDC-7 47196 2

AN ANDRES SEGOVIA CONCERT
DECCA DL 2638

BAROQUE GUITAR

RCAVICTOR ald94-2-RY

BAROQUE GUITAR

ROCA VICTOR 604%4-2-RY

SPANISH GUITAR MUSIC
CONTEMPORARY 5 8502

BACH: THE FOUR LUTE SUITES

CBS ME 42204

THE SEGOVIA COLLECTION, VOL.4
MOCA CLASSICS MCAD-42070

THE SEGOVIA COLLECTION, VOL. 4
MOA CLASSICS MCAD-420

THE ARTISTRY OF CHRISTOPHER
PARKENING

EMICLASSICE CIMC 7 54853 2 5

THE CLASSIC GUITAR

SINE QUA NOMN 1M

THE SEGOVIA COLLECTION, VOL. 4
MOA CLARSICS MOCAT-42070

A SCARLATTI GUITAR RECITAL

ABC AUDIO TREASURY ABC/ATS 20005
PLAYS SCARLATTI AND OTHER BAROQUE
MASTERS

AMNGEL 5-37015



D, SCARLATTI

Sonata m A (L. 483)

FOR FURTHER LISTENING

Classical

M, CARCASS!

F. 50Rr

M., GIULIANI

Rumantic
F.TARREGA

D). FORTEA

A, BARRIOS

ANONYMOUS

Study in E mivor
(Cp. ﬁ{-i' Ne. 19

Study in A
(Op. 160, No. 3)

Staedy in A minor

(Qp.60, No.7)

Study in A
(Cp. if No. 2}

Staedy in B minar

(Op’ 35, No. 22)

Mimaer in O

(. 25)
itz in E
(Cp. 32, No. 2)

(reneral |i51¢:lliilg

Fstudio
f.zfgﬂ'm.:zf

Adelita

Estudio

General Listening

Rowsdrce

Angel Romero
Eliot Fisk

Pablo Casals
Wanda Landowska

David Tanenbaum

Lhr;smpher
Parkening

David Tanenbaum

Alexandre Lagova

David Tanenbaum
John Mills
Andrés Segovia

Christopher
Parkening

John Williams
David Tanenbaum
Andrés Segovia
John Williams
Manuel Barrueco
[avid Tanenbaum
Julian Bream
Andrés Segovia
Oscar Ghiglia

David Starobin

Liona Boyd
Julian Bream
Liona Boyd
Andrés Segovia
Pepe Romero
Angel Romero

John Williams

Agu.-:ri'n Burrins
Christopher
Parkening

Pepe Romero

Manuel Barrueco
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CLASSICAL VIRTUOSO

ANGEL 5-36093

PERFORMS MUSIC BY BAROQUE
COMPOSERS

MUSICMASTERS MDD 20090K

ESTUDIOS
GSP 1000
ROMANYA

ANGEL 5FO-36021

ESTUDIOS

GSP 1000CD
BOCCHERINI/PAGANINI/SCARIATTI/
CARCASSI

RCA VICTOR [SC-3142

ESTUDIOS

GSP 1000

MUSIC FROM THE STUDENT REP., SERIES 2

GUITAR G102

THE SEGOVIA COLLECTION, VOL. 7
MCA CLASSICS MCAD-42073

THE ARTISTRY OF CHRISTOPHER
PARKENING

EMI CLASSICS CIMI 7 548532 5

SOR: TWENTY STUDIES FOR GUITAR
WESTMINSTER GOLD W(5-8137
ESTUDIOS

GSP 1000¢T

THE SEGOVIA COLLECTION, VOL. 3
MCA CLASSICS MUAD-42069

SOR: TWENTY STUDIES FOR GUITAR
WESTMINATER (O W5-8137

THE ROMANTIC GUITAR

MENUET 160001.2

ESTUDIOS

CeAT 1000y

BAROQUE GUITAR

RCA VICTOR 60404-2-RV

THE SEGOVIA COLLECTION, VOL. 7
MA CLASSICS MCAD-42073
RODRIGO/SOR/TONCE

RICERCARE FRC 1718

MAURO GIULIANI: SOLO GUITAR MUSIC
BT 9029

MINIATURES FOR GUITAR
BOOT RECORDS BOS-718]
IMPRESSIONS FOR GUITAR
RCA XRL-17181

MINIATURES FOR GUITAR
BOOT RECORDS BOS.TIR]
MASTERS OF THE GUITAR
LIECCA L 2704 -
WORKS FOR GUITAR: ALBENIZ, TARREGA
PHILLIPS 416 384-2
SPANISH VIRTUOQSO

ANGEL 5-360404

PLAYS MUSIC OF AGUSTIN BARRIOS
MANGORE
COLUMBLA M 35 145

THE COMPLETE HISTORICAL RECORDINGS

CHANTERELLE CHR 002

PARKENING-THE GREAT RECORDINGS
EM] CLASSICS ZDCB 5490527

FAMOUS SPANISH GUITAR MUSIC
PHILLIPS 411 033-2

THE ROMANTIC GUITAR

MENUET 160001-2
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A Personal Note From Christopher Parkening...

I have a commirment to personal excellence which
at its heart secks to honor and glorify the Lord with
my life and the music that 1 play. People often ask
how my faith affects my music and my career as a
concert guitarist. As a Christian, | find it helpful to
contemplate verses from the Bible before and even
during a performance. One of my favorites is
PHILIPPIANS 4:0-7: "Be amxious for nothing: but in
everything by prayer and supplication with thanksgiving
let your requests be made known unto God. And the peace
of God, which passeth all understanding, shall keep your
hearts and minds through Christ fesus.” Tt is interesting
ro note that it does not say God will answer every
request in the way you would expect. It does say that
by trusting in Him with thanksgiving, you will have
the peace to handle whatever circumstance or situation
rhar occurs. In other words, Yo p[:acr: the burden of
responsibility upon the Lord, trusting that His will
would be done. Thart 15 what gives you the peace.

Here are some other helpful verses:

Romans 8:28 And we Enow thar al! Eéfr.egs ek I-:?_g'fn{?fr
ﬁ:r g-:}ﬁ'dr to them that fove God to them who are the
called a:mr.»:’r'ﬂg to his purpese.

PHILIPPIANS 4:8-9 Fimally, brethren, whanoever things
are trug, whalsoever ﬂiingr are honest, whatioever .ﬂ.l':rjr;gs
are just, whatosver #ﬁiﬂgﬁ dre pure, whatsoever things are
lovely, whatsoever things are ﬂf good report; If there be

any virtue, and if there be any praise, think on_thege
things, These things, which ye bave both learned, and

received, and beard, and seem in me, do: and the God aof
pedce shall be with Yo,

IT CoOrINTHIANS 12:9 And be said wnto me, M']r grace s
sufficient for thee: for my strength is made perfect in
weakness. Most gladly thevefore will [ rather plory in my
infirmities, that the power of Christ may rest upon me.

Ismian 26:3 Thow wilt keep him in perfect peace, whose
mind is stayed on thee: because he trusteth in thee

PROVERES 3:5—0 Trust in the LorD with all thine heart;
and lean not unto thine own iﬁﬂfirfﬂrﬂﬂfilfﬂg. fre all thy

s zzré;mwﬁf.-:a‘rgf him, and be shall direcr thy J.aar:-ﬁu.

I PerER 5:5b-7 ...be clothed with humility: for God
resisteth the proud, and giveth grace to the bumble.
Humble jaurjffﬂfs ﬂ!.!?fhfj%?‘f I-!'E-:fifls.’f'?' the m:g.ﬁ'{}' hard ﬂf
God, that he may exalt you in due time: casting all your
care wupon him; fur fe careth for yor.

Isaian 12:2 Bebold, God is my salvation: | will trust,
and not be zzﬁamr,
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Jouw 3:16  For God o loved the world, that be gave by

only begotten Son, that whoseever belicveth in him should
not perish, but have everlasting life.

Most people believe vou need o be confident in
order to play a good concert. I understand, however,
that God does not want us to take confidence in our
own ability, and T realize that I am inadequare for the
task ahead. This requires me to depend rtorally on
God's poewer and grace to sustain me. Likewise then, it
is a source of peace and comforr to look back and
remember God's grace in past performances and trust
that His grace will be sufficient for this one as well.
Backsrage, | constantly remind myself of whar [ know
o be true, For example, Al things work together for
good...”

Personally, I ultimarely desire ta please the Lord
with my music. | dedicate every performance ro my
Lord and Savior Jesus Christ and consequently, the
“approval” of the audience is secondary, For more
insight on this topic, I recommend reading Amey
Attacked by John MacArthur, Jr. (Victor Books).

Many people have asked me how o become an
excellent guitarist. 1 answer, “Be a hard-working
perfectionist,” which personally makes up for my lack
of talent in a lor of areas. Our goal should be ro
overcome whar we lack in talent or abilicy by whar we
have in dedication and commitment. This takes self-
discipline—rhe ability to regulate your conduct by
principles and sound judgment, rather chan b}r
impulse, desire, high pressure, or social custom. It s
the ability to subordinate the body to what is righr and
whar is best. Self-discipline means nothing more than
to order the priorities of your life. It is the bridge
between thoughr and accomplishment, the glue that
binds inspiration to achievement. For me, as a
Christian, self-discipline 15 first of all to obey the word
of God—rthe Bible. It is to bring my desires, my
emotions, my feelings, and all thar is in my life under
the control of God suprtmclv, so that [ may live an
obedient life which has as its goal the glory of God.

The aim and final reason of afl music should
be none else but the glony of God.

~TJofiann Sebastian Bach



Abaut The Aurhors...

guirar. His concerts and recordings consistently recerve the highest worldwide acclaim. 7he

Washingron Post cited “his stature as the leading guitar virtuoso of our day, combining
profeund musical insight with complete technical mastery of his instrument.” Parkening is the
recognized heir to the legacy of the grear Spanish guitarist Andrés Segovia, who proclaimed thar
“Chrstopher Parkening is a grear artist — he 15 one of the most brilliant guitarists in the world.”

Parkening's rare combination of dramaric virtuosity and eloquent musicianship has captivated
audiences from New York o Tokye. He has performed ar the Whire House, appeared with
Placide Dominge on Live from Lincoln Center, participared in Carnegie Hall's 100ch Anniversary
celebrarion, and performed twice on the internationally relevised Grammy® Awards.

Parkening has appeared on many nationally broadeast relevision programs including The
Tonight Show, Good Morning America, 20020, CBS Sunday Morning, and The Today Show.
Having been voted "Best Classical Guirarist” in a nationwide reader’s poll of Guitar Player
magazine for many years running, he was placed in their Gallery of the Grears along with Andrés
Segovia, John Williams, and Julian Bream.

Parkening has amassed a prolific discography on Angel records and EMI Classics. He is the
recipient of two Grammy® nominations in the category of Best Classical Recording for
Parkening and the Guitar and The Pleasures of Their Company (a collaboration with soprano
Karhleen Baude). In celebration of Parkening’s 25th vear as a best-selling EMT aruist, a collection
of his most popular recordings entitled Chrtitapher Parkering — The Grear Recordings was released.
EMI also released his critically acclaimed recording of Joaquin Rodrige's Concierte de Aranjuez
and Fantasia para un gentilhombre, together with the world premiere of William Walton's Free
Bagarelles for Guitar and Orchestra. Rodrigo himself was presenc for the recording, which he called
“magnificent.”

Other important recording releases include A Tribure o Segovia (dedicared o the prear
Spanish guirarist and recorded on one of the Maestro’s own concert guitars) and Parkening Plays
Vivaldi with the Academy of Se. Martin in the Fields fearuring favorite concertos plus the world
premiere recording of Peter Warlock's Caprial (Suite for Guitar and String Orchesera). Parkening
also collaborared wich Julie Andrews in The Sounds of Christmas with the London Symphony
Orchestra on the Hallmark label, which sold over a million copies in its first year of release, Sony
Classical also released his Christmas album with Kathleen Bartle entided Angels Glory,

Parkening's commitment to his inscrument extends beyond his demanding performance and
recording schedule. Each summer, he reaches a series of master classes ar Monrana State
University in Bozeman, Montana. He has authored The Christapher Parkening Guitar Method,
Vadunee I (the companion to this velume), as well as numerous folios of guitar transcriptions and
arrangements which he has recorded, all published by Hal Leonard Corporation,

Parkening has received commendations throughout his career honoring his dedication and
artistry, including an honorary Docrorate of Music from Montana State University and the
Qurstanding Alumnus Award from the University of Southern Califernia “in recognition of his
ourstanding international achievement and in tribute to his stature throughour the world as
America’s preeminent virtuoso of the classical guirar.”

Christopher and his wife Theresa reside in Southern California. He is a world class fly-fishing
and casting champion who has won the International Gold Cup Tarpon Tournament (the

Wimbledon of fiy-fishing) held in Islamorada, Florida.

C HEISTOPHER PARKENING ranks as one of the world's preeminent virruosos of the classical

North America, Europe, and Asia. The Los Angeles Times has called him "an owstanding

technician whose precise control of details 5 stunning to experience.” He has toured
extensively with Christopher Parkening and performed wich him on Virtuase Dues, released by
Angel/EMI. Brandon also appeared with Parkening on the Julie Andrews Hallmark Christmas
album.

Brandon began playing guirar at age eight with instruction from his father. At thirteen, he
attended master classes under Michael Lorimer as the youngest member of the class. After a year
of study and performances in Spain and England, Brandon returned to the Uniced Srates 1o study
with Christopher Parkening on scholarship at Montana State University. He later studied with
Andrés Segovia at the University of Southern California in his 1981 Master Class.

Brandon regularly gives master classes and lecrures at colleges and universities across the
nation. He has been the guirar advisor for the National Federation of Music Clubs and a judge
for the Music Teachers Narional Associavion. David lives with his wife Sharee and two sons in
Lubbaock, Texas. where he operates a private guitar studio.

D AVID BRANDON has made numerous concerr and relevision appearances throughout
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THE CHRISTOPHER PARKENING
GUITAR METHOD, VOL. 2

THE ART AND TECHNIQUE OF THE CLASSICAL GUITAR

The long-awaited companion book to the
highly acclaimed Christopher Parkening Guitar
Method, Vol. 1. Learn the art of classical guitar
playing from one of the world’s preeminent
virtuosos and the recognized heir to the legacy
of Andrés Segovia.

e 32 previously unpublished Parkening edition
pieces by composers including Bach, Dowland,
Scarlatti, Sor and Tarrega—plus 3 guitar duets.

¢ Performance notes and stylistic interpretation.

e Techniques including tone production,
tremolo, harmonics, vibrato, pizzicato, slurs,
and more.

e Strategies for effective practicing.
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