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Preface

This book is designed for the first-time beginner, and will provide a good foundation for
all guitarists, regardless of stylistic preference. Throughout the book, both standard
notation and tablature are used. Classical (finger-style) technique is used as the study
covers the first position of all of the strings before moving up to higher positions on the
fretboard. It is hoped that the book will stimulate the student to pursue guitar as a
lifelong activity, whether at the professional or amateur level.

The book was created using Finale 2003 music notation software. The original intention
was to emphasize standard notation. | usually do not use tablature as a form of notation,
however, | know that there is a portion of the this book's intended audience who do use
tablature, or who respond well to that type of notation. Since the software's improved
tablature feature made it so easy to translate the standard notation into tablature, | have
included tablature for all but the ensemble music. However, be sure that you do not rely
solely on the tablature and that you are making the necessary effort to learn the standard
notation. The standard notation is a more versatile and general music language and should
be considered the main focus of study. Although a student might be able to create some
nice sounds by reading only the tablature, he/she would be missing the main focus of the
book, which is to present basic guitar music and performance techniques using standard
notation.
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Chapter 1 - Technique, Tuning and Notation

The Guitar

It is important to know the terms to describe the different parts of the instrument. For the most part
they are self-explanatory.

L

The strings run the length of the guitar and are attached to the head stock using the tuning pegs. The
other ends of the strings are attached to the body by being tied into the bridge. The sound hole is in the
center of the guitar. The fingers are placed on the fretboard (or fingerboard).




Hand Positions

The positioning of the hands is an important part of guitar playing. The position the student uses will
very likely become a habit within a short time so, it is important that the student choose a hand position
that is both comfortable and practical. It is easier to develop good habits from the start than it is to
correct bad habits later on, so be sure to put enough effort into developing a proper hand position for
both hands.

Left Hand

The main consideration for the left hand position is to insure that there is a good spread between the
fingers. Any position that restricts the movement or the reach of the fingers should be considered a bad
position. The basic correct position for the left hand is described as follows: The thumb is placed on
the back of the neck, approximately opposite the second finger. The fingers are approximately
perpendicular to the string (although the first and fourth fingers are pointing slightly towards the center).
From this basic position you are able to spread the fingers out to obtain maximum reach.

ol

Left hand thumb is opposite 2nd finger



On occasion it is OK to let the fingers come toward the strings at a different angle or let the thumb come
around the neck of the guitar but it should be recognized that these positions, however comfortable they
seem, restrict your reach and should not be used excessively. These positions can sometimes help
relieve tensions that many beginning guitarists experience during the period while the muscles of the hand
and forearm are being strengthened. However, the student should develop the habit of using a hand
position that allows the greatest reach and flexibility.

Right Hand

When using the classical (finger-style) technique, the forearm rests on the edge of the guitar where the
side meets the top. The wrist is slightly bent so that fingers are nearly perpendicular to the strings. The
thumb can rest on string 6 when it is not used. The fingers are then free to play the other strings. The
movement should be in the two joints of the fingers that are closest to the palm. There should not be
significant movement in the wrist or forearm while playing the strings with the fingers. The fingers of
the right hand are labeled with the following letters:

p = thumb (Latin - Pollex)
1=1index (Latin - Index)

m = middle (Latin - Medius)
a=ring (Latin - Annularis)

right hand



right hand

The little finger of the right hand is rarely used in the beginning studies because the hand position must
be drastically altered in order for the little finger to reach the strings. Many advanced players, however,
have used the little finger to great advantage.

A technique of alternation is used in finger style playing. It consists of consecutive strokes by
different fingers. Common alternation patterns include i-m-i-m, i-a-i-a, and m-a-m-a. Many other
combinations of the fingers can be used.

There are two basic strokes used by the fingers, Rest Stroke and Free Stroke. When using rest stroke,
the finger comes to rest on the adjacent string after each stroke is made. Rest stroke enables the player
to achieve the fullest tone and widest dynamic range.

When using free stroke, the finger does not touch the adjacent string after completing the stroke. Instead
it passes over the string and does not stop the vibration that might be occurring on that adjacent string.
Free stroke is particularly well suited for arpeggio playing.

It is important that the student understands that the hand position that he/she uses in the beginning will
soon become a habit. Be sure to develop good habits!

Tuning

Tuning the guitar is an important part of the process of learning how to play guitar. When you press
down your finger at a fret, a specific pitch is supposed to sound. This will happen only if the guitar is
tuned correctly. Some instruments (such as the piano) are tuned by professionals (usually while you are
off running some errands) and other instruments (such as electronic synthesizers) maintain their pitch as
to never need manual tuning. The rest of us have to tune our instruments. Lucky us. The guitar, like
others in the bowed and plucked string instrument family, requires frequent tuning. It is essential that



the person who plays the instrument can also tune the instrument. Electronic tuners are useful; I
recommend them. However, a guitarist should know how to tune without the aid of an electronic tuner.

Herein is a short discussion of a simple method of standard tuning for the guitar. Although other
methods exist, they all attempt to accomplish the same goal: Get the guitar "in-tune" so that the tuning
will not detract from the skill of any musician who plays the instrument. A well-tuned guitar cannot
make a novice player sound like a pro, but a poorly tuned guitar can make an accomplished player sound
terrible. The truth is that an accomplished player won't tolerate an out-of-tune guitar, she'll just tune it.
It is each guitarist's responsibility to keep their instrument in tune. All tuning of the strings is done by
turning the tuning pegs which will tighten or loosen the strings.

Tuning pegs

The following discusses the relative tuning method (sometimes referred to as the "5th fret method").
Relative Tuning

Relative tuning involves comparing the tuning of adjacent string pairs. The higher pitched string in the
pair is tuned in reference to the lower string. It is assumed that the lower string is "in-tune". With this
method you have to tune the lowest string (string 6- low E) to some reference such as a piano or a tuning

fork. Some additional suggestions for tuning the 6th string are listed later.

The general process is as described below, followed by a step-by-step breakdown of the tuning method.

Once you have tuned the 6th string, you will press down that string at the fifth fret and pluck the string.
You then tune the 5th string to match that sound. The standard tuning system for the guitar is such that
the difference in sound from the 6th string to the 5Sth string is the same as the difference from the open
6th string to the fifth fret of the 6th string. Therefore the fifth fret of the 6th string should be a match
for the open 5th string.




If they don't match, you should change the pitch of the 5th string by turning the tuning peg for the 5th
string in the appropriate direction (don't change the 6th string).

make adjustments to string 5

The terms "flat" and "sharp" are used to compare two different notes. If the pitch of the open string is
lower than the pitch of the fretted note then the term used to compare the open string in reference to the
fretted string is "flat" (i.e. the A string is flat). To correct this "out-of-tune" condition, turn the tuning
peg of the open string so that it increases the tension of that string and raises the pitch of the open string
so that it is "in-tune" with the fretted string. Conversely, if the pitch of the open string is higher than
the pitch of the fretted note then the term used to compare the open string in reference to the fretted
string is "sharp". To correct this "out-of-tune" condition, turn the tuning peg of the open string so that
it decreases the tension of that string and lowers the pitch of the open string so that it is "in-tune" with
the fretted string. When adjusting the tuning of a string that is sharp, it is advisable to lower the pitch of
the string so that is noticeably flat, then bring the string up to the desired pitch. If you tune a string that
is sharp down to the correct pitch without first going below the desired pitch, oftentimes the string does
not hold its pitch as long as the recommended method.

Back to the tuning process.

If the 5th string is too low (flat), you need to tighten the string; if the string is too high (sharp), you need
to loosen the string. It is important to get the Sth string tuned up in reference to the 6th string because
once the 5th string is "in-tune", it will be used to tune-up the 4th string. The 4th string is then used to
tune up the 3rd string and so on. Any tuning error you make will "ripple" throughout the whole
process, so tune carefully.

Usually the fifth fret is used when tuning the string pairs with one exception being at the fourth fret.
Here is a quick summary of the process:

1. tune string 6 (some methods are discussed later)

2. tune string 5 to match the fifth fret of string 6

3. tune string 4 to match the fifth fret of string 5

4. tune string 3 to match the fifth fret of string 4

5. tune string 2 to match the FOURTH fret of string 3
(Notice the use of the fourth fret)

6. tune string 1 to match the fifth fret of string 2



When using the relative tuning method it is important to go through the process in the above order. Now
let's go through the whole process more slowly.

tune string 6
This is the starting point for tuning in this system. You tune the low E string (string 6) by one of several
means. Here is a list of options with a short discussion afterwards.

1. Match the low E to the Piano note E, an octave plus minor 6th below middle C.

2. Buy a guitar pitch pipe and use the low E sound.

3. Play a song from a CD that has a prominent Low E, such as Daytripper (Beatles), I Can See for Miles
(the Who).

4. Match your E to another guitar's E. You have friends who play, right?

5. Play an E on a Synthesizer or other instrument that you know is in-tune.

6. Guess. Check the tension of the string. Not too tight now, but not wobbly loose either.

If you own a piano, it is easy to play the E that is nearly two octaves below middle C. Hold down the
sustain pedal and let the note ring out. As it is still sustaining, play the open 6th string and adjust the
tuning peg so that the string sounds the same pitch as the piano note. If you don't own a piano you can
use your CD player to play a song that is in E.

If you don't have a piano or other instrument to check your E string, you may just have to guess. The
low E is about the lowest note I can sing, it's way down there, probably way too low for most women's
voices. If you don't have any reference you will have to start with a note that is your best guess. Once
you decide that you have a note that is "in the ballpark", you can tune the rest of the strings in relation
to the sixth string and it will still sound OK even if the low string is not exactly "E". Just be sure that
you are not way too high (too tight) to begin with or you might have strings poppin' like old rubber
bands. That's no fun.

tune string 5

Once the 6th string is in-tune or as close as you can get, you should press down that string at the 5th fret
and use the sound created there to tune your open 5th string (A). Listen carefully to the sound of the
note A (the 5th fret of string 6). Then play the open 5th string and adjust the tuning peg for that string
to make it sound the same as the 5th fret of string 6. Both notes are "A". If they sound different be sure
that you adjust string 5. Don't change string 6, it is your tuning reference. After you have adjusted open
string 5 so that it sounds the same as the 5th fret of string 6, continue to the next step.

tune string 4

Use the 5th fret of string 5 as the reference to tune the open 4th string. Both notes are D. If the open
4th string is not in-tune with the 5Sth fret of string 5, you should adjust the 4th string. Don't change the
5th string at this point, you have already tuned that string in the previous step.



tune string 3

Continue this process. Use the 5th fret of string 4 as the reference to tune the open 3rd string. Both
notes are G. If the open 3rd string is not in-tune with the 5th fret of string 4 then adjust the 3rd string.
Again, don't change the 4th string, you have already tuned that string in the previous step.

tune string 2

Tuning the second string is where you use the 4th fret instead of the 5th fret. Use the 4th fret of string 3
as the reference to tune the open 2nd string. Both notes are B. If the open 2nd string is not in-tune with
the 4th fret of string 3 then adjust the 2nd string. Remember, don't change the 3rd string at this point,
you have already tuned that string in the previous step.

tune string 1

Finally, use the 5th fret of string 2 as the reference to tune the 1st string. Both notes are E. If the open
Ist string is not in-tune with the Sth fret of string 2, then adjust the 1st string. Again, don't change the
2nd string, you have already tuned that string in the previous step.

Now all of your strings should be in-tune "relative" to the low E string. Even if the E string is not
exactly an E, the guitar should still be in-tune with itself based on whatever note the sixth string was
tuned.

I like to test the tuning with the E major triad, shown in chord diagram form below. It should sound nice
and full, without any discordant sourness.

o 0o

If it doesn't sound right, start over and go through the process again. If the guitar was extremely "out-of-
tune" to begin with, it is common to have to go through the whole process another time or two until the
tuning stabilizes.



Standard Notation

Standard notation is acommon form of music notati on that makes use of the musica alphabet (A-G).
Standard notation uses a Staff that consists of 5 lines separated by 4 spaces The linesare numbered
from 1 to 5 beginning with the bottom line (14 line). Likewise the spaces are numbered 1to 4

begi nning with the bottom space (1¢ gace).

PN

A cléf signis placed on the staff and this clef 9gn ass gnsthe letter namesto the different lines
and spaces. The specific clef sign used for guitar muscis called a"trebleclef”. The trebleclef
assigns the fol lowing lettersto the lines of the gaff (from bottom to top):

EGBDF

The phrase "Every Good Boy Does Fine" is often used to hel p remember the letter namesof the
five linesof the staff in treble clef.

When us ng trebl e cl ef the spaces from 1 to 4 gell out the word

FACE.
A treble def ledger lines ;
\Q_)V \\ \\ \\ \\ \\ \\ \\ \\ :
SEGEDF FACE 3
(lines) (spaces)

Every Good Boy Does Fine

Extralines can be added to the staff (both above and below) to expand the range of the staff.
These extra linesare called "ledger lines". In between each ledger lineis aspace (just like the
staff) that d so can be used. Therange of the guitar is so great that ledger linesabove and

bel ow the staff are often used.

Thisinformation should be memorized i mmediately.
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Note Values

Note values are used in music notation to indicate the proper rhythm of the music. The note values
used in these lessons are: Whole note, Half note, Quarter note, Eighth note and Sixteenth note.
These note values defi ne the time rel ati onshi p between the different notes in a piece of music.

The terminology helps understand their relationship, i.e. aHalf note lagshalf aslong asa

Whol e note, and a Quarter note will | ast twice as long asan Eighth note. These note values

do not i ndicate how fast any parti cular note should be played, only the relationship between the
notes. If a whole note last 4 seconds, then ahalf note will | ast 2 seconds; but if awhole note
lagsonly 2 s=conds, then a half notewill last 1 second. Each note value hasan equivalent rest.

A restisa notation that indicates asilencein the musc.

Note Values

il (L |
| |

N>
"
.

whole note  half note guarter note eighth note sixteenth note
Rests
n ——
o N N AY
by——+—F - F1 i - s -
o 1 | 4 ] - -
e ! r 4
wholerest half rest quarter rest e ghth rest sixteenth rest

Noticethe physcd characteristicsof the different note vaues

wholenote - open notehead, no sem

half note - open notehead with stem

guarter note - black notehead with stem

eighth note - black notehead with stem and flag or beam

sixteenth note - black notehead with ¢em and double flag or double beam

A seriesof eighth notes or 9 xteenth notesare usudly connected together in agroup with a"beam"
instead of using a separate flag for each note.

The g¢em direction of anote may go up or down and the direction is usualy determined by the

positi on of the notehead on the staff. If the notehead ison the lower portion of the gaff, then

the sem would go up; if the notehead is in the upper portion of the g&ff, then the stem woul d

go down. It should be mentioned that there are many times especially in classica guiter literature
that the gem direction does not fol low the above mentioned rule. Instead, it may be used to indicate
whether the noteis played with the finger (up gem) or with the thumb (down gem).



Measures

Verticd lines divide the s&ff at periodic intervas. Theselines are cdled barlines The area
from one barlineto the next is caled a measure. Often the terms"bar" and "measure” are
used interchangegbly. At thevery end of apiece of music, adouble barlineis used.
Occagondly, adoublebarlineis used a the beginning of a new section within a longer
piece of musc.

A repeat sign, cond ging of adoubl e barline with dots placed on both sides of the 3rd line of
the gaff, is used to indi cate that a section should be repeated.

barline
ﬁv == ’ | :
. measure .
repeat sign

Meter and Time Signature

The time signature is placed on the staff after the clef agn, and it consist of two numbers

The top number indicatesthe number of counts in one measure.
The bottom number i ndicates which note va ue receives one count

Since the bottom number indi cates the note va ue that receives one count, you should expect to
see either the number 1 (whole note, actua ly thisisvery rare), the number 2 (haf note), the
number 4 (quarter note) or the number 8 (eighth note). On rare occas ons, you might even see
the number 16 (sixteenth note) asthe bottom number. The top number could be any number but
it is most commonly a 2, 3, 4 or 6.

A time signature of 4/4 would indicate that a quarter note receives one count (bottom number
is 4) and there are four countsto each measure (top number is 4)

Time Signature
top number = number of countsin one measure

_ —
Y S ——— ——

bottom number = type of note which receivesone count
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A time signature of 6/8 would indicate that an e ghth note receives one count and that there are
6 countsto eech measure.

Compound Meter

Often 6/8 is played a a fast tempo so that counting al sx isimpracticd and instead only

two counts (each the length of 3 e ghth notes) areused. This is commonly known as playing
6/8"in2". Ajigisafamiliar form of thisrhythm. When played in thismanner the meter

is called compound meter. Thisis true of many time d gnatureswhere the top number is
divigbleby 3. The characteristic of compound meter is that each perceived beat (2 beats for
each measure 6/8) hasa three part subdivison (each of the eighth notes of 6/8). Thisisin
contrast to simple meter such as 3/4 where each beat (a quarter note) hasa two part subdivison
(an eighth note). So, compound meters are sometimes misleading at first glance; 6/8 might fed
likeit'sa 2 beat meter (with triplets on each begt), 9/8 might feel like a3 beat meter and 12/8
a4 bea meter. Asyou learn musicin these meters, an understanding of this rhythmic idea

will become more clear.

PN

TieLine

Another symbol that isused isatieline. Thetielineisa curved line connecting two notes of the
same pitch (same | etter name and position on the gaff). This symbol joinsthe time values of the
two notesand creates ONE note that i sthe length of the total val ue of the two. Thisis especidly
useful when a note begins in one measure and its duration is long enough to lag into the next
measure.

tieline

" A ]

tieline
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Thischapter covers alarge amount of materid. Application of these terms and concepts will help
in your undergianding of this material. If something seemsunclear at this point, then continue to
the first lesson and see how the notation i sapplied to the guitar music. Periodically review this
information until you have a clear understanding of all of the following terms.

Mus ca Alphabet
Staff

Clef Sgn

Treble Clef
Lines(EGBDF)
Spaces(FACE)
Ledger Lines
Note Values
Rests

Whol e note

Haf note
Quarter note

Ei ghth note
Sixteenth note
Baline

M easure

Double Barline
Repeat Sign

M eter

Time Signature
Tie Line

The tabl ature notation under the standard notation (marked TAB) shows you where on the fretboard
the notes can be played. The six lines of the tabl ature represent the six stringsof the guitar (the top
lineis string 1). The numbers are the fret positionson the string that the left hand should play. The
number zero refers to the open string (unfretted). 1n the exampl e bel ow the standard notation shows
three quarter notes C, D and E. The TAB shows that C is played on string 2 at the first fret, D is
played on string 2 at the third fret and E is played on the string 1, open. There is no rhythm in the
tablature. Read the standard notation for the rhythmic element.

)

[<»]

H
[(M]

o0 >
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Chapter 2 - String One

In thislesson you will learn the names of the six open stringsand two additional
noteson string 1. The most i mportant notational aspects in thislesson are as foll ows:
1) interpreting the time signature

2) reading Whole notes, Half notes, and Quarter notes

Throughout this lesson and others, make a conscious effort to use d ternation between
the fingers of the right (plucking) hand. The recommended al ternation patternsfor
thislesson arei-m-i-m and m-i-m-i.

Note names used in this lesson:

stringl=E stringlfreel=F stringlfret3=G
string2=B

string3=G

string4=D

string5=A

string 6 = E,

—
o

q

¢
¢

q
¢~
0 w
¢~

Q

¢l
9l

)]
[<»]
<P
H
[¢)]
H
<P

(<}

P

owHH

D

P

Notice the time signature, the top "4" indicatesthere are 4 countsin each measure and the bottom
"4" indicatesthat a quarter note recei ves one count.

» 1 3 1
: —p —
| 1 1
| I I I I
e I I
fa) fal fal fa) 1 1 1 1 2 2 2 2 1 1 1 1
8 8 8 8 1 1 1 1 3 3 3 3 1 1 1 1
| L
1 3 1 3 1
r— )
) el [§ )
[ fan
o
0O fa) 1 1 2 2 1 1 0O 1 2 1 fa)
8 8 1 1 3 3 1 1 8 1 3 1 ot




Chapter 2 - String One
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One useful technique for the left hand is to keep the first finger down on the string when playing
the third finger (on the note G). If you come back to the note F, then al you need to do is lift your
third finger and your first finger will already be on the gring a the note F. But if you lift your firg
finger while playing the note G, then in order to play the note F, you will haveto coordinate lifting
the third finger, pressing down the first finger and plucking the string with the right hand.

Ex. 2-2

1

™

P

[¢)]

P

(¢))

P

[¢)]

D

(¢3)

P

The next exerci  uses half notesand whol e notes When the time 9 gnature is 4/4, how many counts

are in ahalf note?, awhole note?

" Ex.2-3 4 1 3 1 3 L 3 L
- (L ) O ) l
ﬁ (/ d (/ (/ — (/ il (s nd [ 8]
LY
Be sureto givethewhole notes their full value.
Ex. 2-4
. ; F3 1 F3 1 ; 1 1
1 F 1 1 1 F F i
] 1 1 1 1 1 1 1
1 1 1
[y
3 3 1 1 3 1 3 1

[ @ ]

N>

()
[«n}

@

P

H

P

H

[»}

(¢ §]

H

[(§]
H

P




Sometimesa short mel ody usesonly two notes.

Ex. 2-5

Chapter 2 - String One
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e o

e w

&=

e o

@ w

)

P

P

({8}

P

@®

P

@®

P

P

(&)

P

({8}

P

@®

Thisexercise usesthefingersto play string 1 and 2 while the thumb is used to play strings 4, 5, and 6.

Ex. 2-6

£

ry) —]
-

Y

L

q/]

Y

[(»]

4

(]

4

(M)

4

[(¥]

H

H

L

(]
q/]

(]

4
|

(<}

(]

[(»]

H

H

[<»]

D

P

P

P

P

(<]

(«»]

(«»]

(<»]
(<}

(]

D

D

<P

P

P

P

Itisessentid that the student understand the i mportance of discipline and patience while sudying
music. Using di scipline you must push yourself to practice each exercise over and over and over again
in order to train the fingers and the mind to work together. And it will take pati ence to endure the
inevitable moments of di scouragement that occur while learning the fundamentas of anew skill. It
is recommended that studentsbegin with a practice of at | east 30 minutesa day and then lengthen
that practice time as soon as they gain more strength and endurance. Each one of these exercises

should berepeated again and again. In fact, often times musicians can achieve a meditati ve state of
serenity while engaged in repetitive practice. 1f you focuson thelong term goal of learning to play the
guitar it will then be easy to overcomethe brief periods of monotony inherent in the beginning studies.

A time keeping device that may help in your practi ce isa metronome or a drum machine. If you
practice a ong with ametronome you will be playing avery seady tempo. When you practice to a
metronome, be sure to set the tempo to acomfortabl e speed. Do not try to play so fag that you
become sloppy in your technique. Speed is of secondary i mportance at thi s stage, the most important
element of guitar technique in the beginning is accuracy. Speed will come with repetition and the
discipline of regular practice. Write down the tempo that feds comfortabl e as you practice an exerci s,
and increase the tempo gradually as you gain more skill. By writing down the tempo marking you will
be ableto see your progress documented on the page.
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The next four arpeggio exerci ses use free stroke.

Chapter 2 - String One

» m a
ﬁ : F :
U 1
K 4 p K 4
! 8
= © © <
! el
fa) 0O
- i A4
EX. 2'8 a m
LY = —
» p K 4
0 a!
! !
£ <
L 8 3
Ex.2-9 .
A i m a m I
o aras g .
e — — ~ ' ~
- P >
8 8
! ! el !
- ! ! 8 g -
R 5 8
Ex. 2-10
a m m a
=7 . F F .
| = 1 1 >
Q) - 1 - 1
— p —
K 4 K 4
! ! el !
- f f ) C -
0 a!
e 8




Chapter 3 - String Two

In thislesson you will learn notes on the second string and review the notes learned in | esson 1.
Two new forms of notation are a 0 i ntroduced:

1) the dotted rhythm and

2) the chromatic dgnsof sharps and flats

New notesonstring 2:  dring2fret 1=C string2fret3=D
Noticethe timesignature "C" which is an abbreviation for common time, 4/4.
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The left hand techniques suggested for lesson 1 concerning leaving thefirst finger on the sring when
playing the third finger a 0 appliesto the second gring and all other strings.
Remember to use dternation with the right hand.

Ex. 3-1 1
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Exercise 3-2 uses the notes va ues of quarter notes, ha f notes and whole notes.
Be sureto practice each exercise a leag 10 times during each practice sess on.
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Be sureto use dternation with the right hand. You can practice different combi nati ons such
as imim, mimi, mama, anam, iaia, aai, ec.

Ex. 3-3
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In the following exerci e anew rhythmic notation is used: the dotted quarter note. The dot can be
used with any note value and it always lengthens the note by 1/2 of its original vaue. Ina4/4
time signature the quarter note receives one count. A dotted quarter note receives one count
plus 1/2 count for atota of 1 1/2 counts

In the following exerci se the dotted quarter noteis alwaysfollowed by an eighth note (which
receives 1/2 count). Thisisa common rhythmic figure used in many syles of music.

Dotted Quarter notes
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Pay strict attention to the rhythm throughout the exercise. Be aure that the dotted quarter notes| ast
longer than the regul ar quarter notes
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In thi snext exercise the chromatic sign called a SHARP (#) is introduced. A SHARP placed in front
of anotewill raisethat note one half-step (the distance of one half-step is the same as onefret on
the guitar). For example, asharp placed in front of the note C will change that note to C# (referred
to as"C sharp") and islocated at the second fret of string 2 (onefret higher than the note C).

Ex. 3-5
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The next exercise of this lesson is achromatic scale. It contains another chromatic Sgn cdled a
FLAT. A FLAT placed in front of anote will [ower that note one haf-step (one fret). Asan
example, aflat placed in front of the note D will change that noteto aDb (referred to as "D flat")
and that noteis located at the second fret of string 2. You might notice that the second fret of
string 2 hastwo names: C# and Db. In fact, each of the chromati c notes have two names. The
context of the music will determine which of the two names is more appropriate.

In thisexerci s both names are used so that you can get used to reading ether the sharp or the
flat version of each chromatic note.

The gudent should undergand that the terms” Sharp” and "Flat" used with the letter names is
adifferent context than when these terms are used in tuning. When tuning, the terms describe a
rel ati onshi p between two different tones in regard to pitch (or a tone's frequency). Inthese
circumstances the condition of being Sharp or Hat isundedrable. However, the chromatic Sgns
Sharp and Flat are used intentionally and s mply add more notes to the musical a phabet. The note
C#isasvdid as any other note, and the use of theterm in this context should not imply that the note
is out-of-tune.
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The chromatic scale is the mos important exercise learned so far. Each practi ce session should begin
with 10 repetitions (or more!) of this scale. This scal eisimportant because it exercisesall of the
fingersof the left hand and adso is agood exerci s for coordinating the movement of both hands together.



22

Chapter 3 - Sring Two

You may have noticed that in standard notation the chromati c sign precedes the note, however when
you refer to that note, the | etter name precedes the chromatic Sgn (asin " C sharp” not "sharp C").
Thisissimply aquirk in the notation and once understood should present no confusion.

In the next exercise it iseasiest to hold down thefirg finger (on the note C) throughout
measures 1-2 and 5-6.
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The next exercise contains "accidentals". The F# is located on the first string at the 2nd fret.
Itisbed to usethe second finger of theleft hand to play the F# so that the firg finger will be
availableto play the C that occursin the fourth measure.

Ex. 3-8
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The next exercise is based on an unusual scae called the " diminished scal €'

by dternating half steps and whole geps.
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The next two exercisesare based on a Snglemuscd idea. Exercise 3-10 expresses the idea
in aminor key while exerci e 3-11 expresses that same idea in amgor key.

23

Ex. 3-10
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The following exerci se usesthe note F# on the second fret of string 1. You can dlow the bass
notesto ring out longer than their written vaue.
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The following exerci se uses acci dentals of F# and D#. The D#ison string 2 at the fourth fret.
The last measure hasboth the firg and sixth string sounding together. Play the sixth gring
with the thumb and the first string with ether i or m.

Ex. 3-13
N 3,2 1 3 w2 3 1 3 3 1 w2 3 1 31 4 2
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3 3l o013 31 3l 131104
8
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The following exerci se ud ng eighth notes a ternates between a measure of an arpeggio and a
measure containing mel odic materia . Notice the | ast measure contains three notes played together.
Play the lag measure and the arpeggi o measureswith free stroke.
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Chapter 4 - String Three

In thislesson you will learn noteson string 3. On string 3 are the foll owi ng notes:
openstring3=G, string 3fret2=A

The chromatic scde will include G#, Ab, A#, Bb

string 3 fret 1 = G#/Ab

string 3 fret 3=A#/Bb
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The first exerciseis12 measures long and is patterned after a popular form caled the 12 bar bl ues.
The letter names bel ow the notes are chord symbol swhich may be played by the ingructor asan
accompaniment to the tune.
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The next exerci s uses primarily quarter notesand haf notes with the occad ona use of whole notes.
Besureto let the whole notes ring out for their full value.

Ex. 4-2 3
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The following exercise is another 12 bar bluesform and uses the note D# found on the fourth fret
of string 2. Be aure to play this note with the fourth finger o that you can strengthen that finger.
Many times a beginning student will avoid using the fourth finger becauseit is 0 weak.

Don't succumb to thistendency. USE THE FOURTH FINGER.

f) 1 2 . L4 " 1 3 . 1
L | d | d L
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UI 1 1 1 1 1 1 1
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11 114 3 3—1 11 1 1
2 fal 2 fal
20 2—0

The next melody isthe"Odeto Joy" theme from Beethoven's Ninth symphony. Thismelody
contains anew notation called the TIELINE. TheTIE LINE is the curved linethat joins two
note vauestogether, the two notes become one note with atime valuethat isthetota value of
the two notes added together. The dotted rhythmisalso used in thisme ody.

Ex. 4-4 Odeto Joy
3
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The next exercise in thislesson isa chromatic scale that darts at the open G string and extends up to

A on the fifth fret of string 1. The note A is played by shifting the hand position up onefret so that
the fourth finger can reach thefifth fret. The technique of shifting is commonly used in more

advanced playing.

BE SURE TO USE ALTERNATION IN THE RIGHT HAND.

Ex. 4-5 3 4 4 403 0, 1 1
Y, 1 1 3 4 1,2 & sbe 1 43 21 2
y i O B 7 o 5
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In the next exerci e, let the bass notesring throughout the entire measure. Many timesin guitar
music the bass notes sound better if they are alowed to sustai n longer than their written va ue,

Ex. 4-6
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Similar to the previous exercise, thisone aso sounds better if you alow the bass notesto sustain

throughout the entire measure.

Ex. 4-7
2
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By the end of thisthird lesson you should be able to hear substantia progressin your playing. You
should feel much more relaxed and secure in your hand positions than when you firg garted.

If you are experiencing frugration and feel that you have not progressed as you had hoped, remember
back to when you started thisbook and compare the kills you had at that time with the skills that
you've developed now. If you gill fed that you have not progressed much, then you should analyze
your study habits. Areyou practicing everyday? Do you practice slowly and accuratey? Speedis
of secondary importance in the beginning gudy of guitar. Solid techni queis built by dd iberate

and accurate movements.

Remember that playing the guitar involves someintricate physca movements. Don't give up!!
You need DISCIPLINE and PATIENCE. Work through your moments of discouragement by
playing exercises from the earlier lessons. KEEP AT IT.




The next exercie isin 6/8. Practiceit dowly at firg and increase the tempo until you reach

afeding of being"in 2"
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The following exercise usesthe D harmonic minor scae which contains the notes Bb and C#.

Ex. 4-9
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Thisnext exerciseisa chalenge. Therearetwo approaches to the part that require two

notes You can 1) play the lower note with your thumb and the upper note with either m or
i. oryou can 2) play thelower note with i and the upper note with a. Let the open D string

a the beginning of the measure3 1-3 and 5-7 sound as awhole note even though it is written

as aquarter note.
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Ex. 4-11
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Hereisan exercise combines two common arpeggio patterns in the 6/8 meter, pi mami

Chapter 4 - String Three

in odd number measures and p i m ain the even numbered measures

Ex. 4-12
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Thisleson i ntroducesthe notes on the fourth string. The new notesare lised be ow:
openstring4=D string4fret2=E
string4 fret3=F

The chromatic scale includes the notes D#, Eb, F# and Gb.
string 4 fret 1 = D#/Eb  string 4 fret 4 = F#/Gb

w
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The first exerciseisthefolk song "AreYou Sleeping?'. It containsa series of & ghth notesthat will
undoubtedly be the most difficult section of the piece. You should practice this part separately

until you can play it smoothly, then try the whole piece.

Thismelody isknown as a"round” or "canon". Those termsmean that the melody harmonizes

with itself when two players start at different times In this parti cular mel ody the second player

should start at the begi nning when the first player reaches the third measure.

Also, akey signatureisused in this piece. The sharp symbol on the top line indicates that any
notesof F should be changed to F# for this piece. Ironicdly there is no letter F in this mel ody.
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Besureto use rest stroke for the foll owi ng mel ody.
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The next exercise is agood study in string crossng. Try this dternating "imim" and also "mim
Another right hand fingering srategy is to occasiond ly usethe 'a finger to help with

awkward string crossings.
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Ex.5-3
A 1 5, 3 2 3 1 1 3 1 2 3 31 5 1 1
Her frr 5 ==z

S —— ' 1 — o= —— i

cC F |G F |C Am |[(F G7 |Am Dm |G F |[Cc G7 |CGC
The next melody uses the note combination e-f-e several times. Be sureto keep the second finger
down (on E) while you play the F with the third finger. Then when you need to return to E,
your finger will already be there and you simply lift your third finger off of F. Notethe key
signature of oneflat (Bb). Any notes on the middle line (as in measure 3) are Bb on gring 3,
not the open B string.

Ex.54
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Use dternation and res groke.
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Ex. 55
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Odeto Joy again, thistime in the Key of D. Thereare two different fingeri ngs suggested.
Since there aren't any notesat the first fret, you might want to use your stronger fingers,
1 and 3, placed at the second position. However you should a so practi ce the melody
using your 2 and 4 fingers. Thekey signature of tellsyou to sharp dl Fand C notes.
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The following exerci s subdivides the measure into accents in a pattern sometimes called

3-3-2 (with regard to eighth notes). The downgem notes areto be played with the thumb.
In measure one, the duration of the E and G is equal to 3 eighth notes and the B is equd to
2 eighth notes Note the key s gnature of 2 sharps.
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The next exerci e usesan arpeggi o pattern p-i-m-i throughout. The melody in the bass is played by
the thumb. It should be played with enough force so that it heard above the rest of the arpeggio.
The key signature of one fla will change the notes B to Bb

—— — S— —— — — —— ——
)
o | =1
4 o ® L ® ® ® o ® ® fo— o
| & an W A\ J )
v | i
e ! | ! L
0O 0O 0O fa) fa) fa) 0O
al al al al ol ol al
n 2 3 = 3 = 3 = 2 n = = > >
J ~ J ~J J 9 ~ 9 ~ J ~J ~J - -
- - - - PR
- o) \v) - \v) 4 \v}
fal 2 2 ko]
el 3 32
| L
P —T —T P _—_ — | — [
)
P A — o ¥ = = P - o
| & an W F" 1T ¥
D} p — i — ©

(]

(]

(]

(<»}

(«»]

(]

(M)
(M)

(M)

(M)
(M)
(M)

(M)

(&)

(&)

(M)

p

p

Q

(8}

N
w

P

N
P
(M)

(<}

) ¥

[(S]) bX¢ b]

(<]

P

(M)

(«»}




Chapter 5 - String Four

The next exercise is achromatic sca e on dl four strings learned so far.
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Ex. 59 3 4 4
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The following exerci se usesa two measure rhythmic pattern throughout the entire piece.
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In the following exerci s let the bass noteson string 3, 4 and 5 ring out longer than their written va ue.
The key signature shows that both F and C are sharped throughout the entire piece. A key signatureis
more efficient than using accidental swhen thereisa consistent usage of some sharps or flats in the
music. Also notethat, on occasion, two or three notes are sounded together. Use your thumb to play
the lower note and your finger to play the upper note.
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In the following exerci s the right hand techni que a ternates between the thumb and middle
finger (or index). The thumb iscontinually alternating between different srings.
The key signature indi cates that al F notes should be changed to F# throughout the pi ece.
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The following meody is"Habanerd' from Bizet's Opera”Carmen”. It uses avariety of rhythms,
including triplets at both the eighth and g xteenth note level. Besureto pay great detail to the
rhythm of this piece to achieve the appropriate syle.

Also notethat a key signature of oneflat (Bb) isused along with accidentals. The accidenta s
will override the key s gnature in some cases but for only a 9 ngle measure. During the second
section the key signature changes to 2 sharps (F# and C#).
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Chapter 6 - String Five

In thislesson you will learn the notes on the fifth string, Be sure to use a good hand positi on o
that you can reach these notes easily. The new notes on thefifth string are lised be ow:
openstring5=A string5fret2=B string5fret3=C

The chromatic scae will include the fol lowing notes

string 5fret 1 = A#/Bb string 5 fret 4 = C#/Db
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In thischromatic scale a new left hand fingering is used. On thefirg gring the hand is shifted up to

the second position 0 that the fourth finger can reach the noteA (fifth fret, gring 1) . The hand gays
in second pos tion whil e descending until you reach the note F (first fret, stringl). To play the note F,
shift back to thefirst position. This shift will be used on all chromatic scales hereafter.
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Chapter 6 - Sring Five

The next piece in thislessonis"In the Hal of the Mountain King" by Edvard Grieg. Thisa
challenging piece and will take cond derabl e practiceto perfect it. It isa good idea to practice
each section repeatedly, until you can play that section with confidence. After you have
learned each section separately, play the entire piece.

In The Hall of the Mountain King

Ex. 6-2 5323 , 4 12 2 12
A 2 3 3 12 1 2 3 — 2 - Ny fe— ~
7 T < I ]
O : u..i_ i = La < —oi T — po—o
- e T:U’, ] o v & T
4—61+—1-6—0
o2 2 1 1 0O 0O 0.2 ’)2 G’) 2 G 2 V| 12 1 1 1
923 3 2 4+ 10523 3 — 3 i
N ~ - g
I’L | | _F "
s — T ] " i HO O —
o t e H"_-.-'W- L A =
ipog ot a5 595
- = G 2 SUL SL L 2 L \%J 1\.} C ZSULSL - G
The next meody isthefolk tune " Scarboro Faire" and is in the time signature of 3/4. Be sureto
read dl the rhythms accurately.
Ex. 63 2 2 1 3
f 1 2 1
pr A ] N
Q) 1 1
Dm C Dm Dm G Dm
2 2 2 1 3 1 2 G /) 2
9 . — 12 32 lg - - - 1=
o)
’ =
e) ] [ v - [
Dm F C Dm G C Dm
33— 3 11
s s




Chapter 6 - Sring Five

In the following exerci se the bass notes should be al owed to ring asdescribed earlier. The bass
notes of measures 5 and 6 are not open srings 0 they will not automatically susta n for the full

measure. The exercise will sound best if those bass notes (C and F) are held with the third finger
so that they will sugain whil e the rest of the measure is played.
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The next exerci s is based on chord formations  Even though the notesare written as quarter notes,
don't make any extra effort to sop the duration of the notes, | et them ring out 9 milar to holding
down the sustain peda on a piano.
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Chapter 6 - Sring Five

In the next exercise, try to spread your left hand position so that you can reach dl of the notesin
the next to last measure without having to move your hand.

Ex. 6-6
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The next exercise isin ameter of 6/8. When 6/8 meter is played quickly it has afeeling of "2", with

each three e ghth note grouping sounding as asingle beat. Thisis known as compound meter. The
rhythmic feature of compound meter is that the top number isdivisible by 3 and hence has atriplet fed.
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Chapter 6 - Sring Five

The next exerci s consistenly usesfour sharps, F#, C#, G# and D#. A key signature of
four sharps (E major) could have been used, however the use of accidenta shereisto
emphasize and highlight the notesthat are sharped. The right hand fingering is p-m-p-m
throughout, but for extrapracticed o try it using the'i or 'a finger instead of 'm'.
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The next melody isa Catalan Folk Song that is very popular on guitar. When played quickly
the 3/4 meter can take on arhythmic fegling of "1" S milar to how 6/8 can befeltin"2".
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The next melody isfrom Dvorak's"New World Symphony"”, 2nd movement.

Ex. 6-10
A 2 2 3 2 2 2 3
p” A
R =E= : = .
) M R - . ¢
C G C Caug F G C
2 1
n 2 1 — 2 —— 2 — P—
- [ 4 [+ - - L 4 [~ ol .
: = - o
F G/F F F G/F F F G/IF F F GIF F C
2 O o0—2 2 9 o0—2 2 LI o0—2 2 9 o0—2 0—0
A 1 3 3 13 2 1
A a . . >
———— =t - = —
ol ol - | 1 1
et *z * ~ 14
G C G/B Am C/G G9 F G9
o 2 B =5 2 66 ra 2




48

Chapter 6 - Sring Five

The following melody isthe British folksong, "Londonderry Air".
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The Wild Hor ssman

Op. 68 no. 8 Robert Schumann
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Try using your thumb throughout on the foll owi ng exercise. Strive for afull rich tone.
Noticethat in thefirst line the hand isin second position, i.e. firg finger plays at the second fret
and thethird finger plays at the fourth fret. During the last two measures however the hand mus
return to first position so that you can reach the G# on gring 3.

Ex. 6-13
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Chapter 7 - String Six

In thislesson you will learn the rest of the notes that are in the first positi on of the guitar.

string6 = E
string fret1=F string 6 fret 2 = F#/Gb

string fret3=G string 6 fret 4 = G#/Ab
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Thislesson starts with ascale of all the naturd notes on dl gx grings a thefirst position. Thisscde
should be memori zed and played as one of your daily studies You should play slowly and accurately
at first and only as your technique i mproves should you increase the speed. Have pati ence and
discipline. Striveto play accurately with aminimum of buzzing and other unwanted sounds.
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The next exercise usesall six strings The me ody sated in the first two measures is repeated one

Chapter 7 - String Sx

octave higher in the foll owing two measures

The next exercise in E mgor conta nssharps on the g xth string. Be sure to use ahand position that
alowsyou to reach the sixth gring eadly. Notice that the first finger is someti mes used to play notes
a the second fret without shifting the entire hand position. After the second finger has played on the

second fret of astring, many timesit is eas er to use thefirst finger (or even thethird) if the next note

isto be on adifferent string but also at the second fret. Thisfingering concept can be extended to all

situations whenever there are consecuti ve notes on different stringsthat are a the same fret.
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The next exerci s in thislesson isthe chromati ¢ scal e that coversall the notesin thefirst position.
Be surethat you are practicing a ternation in the right hand. Thisscale should be part of your
daily routine of practice and should be played at | east 10 times each practi ce session.
Ex. 7-4
4 3 2
oA 1 23 4 12 3 4 123 4 123 1 23 4 1H-23 4'-b-'-hg
p A _d | d I |
e = e =
ry g7 34 ddd= LY T L
-y, #‘"#" "
fnl)ll 4 3 2 1 3 2 1 43 2 1 4 3 2 1 43 21
7 5 |
{7y £ a b .
o | R et =
o [k D 3 [ = = =
el 4 bv'; =
L PSP
S =
Herearefour clasgcriffs usng thelow E gring.
" Ex.7-5 Peter Gunn Pretty Woman
T - A J" AN
y AW e M fo v
S | |
D) = S 333333 I 23T+ F3JF7® ° ¥
—_—t 1 — - — @ —_—t 1 — — —_t —
11'1h'1 #' 11'1'h'1 #' 7 Tk
99020 305 415020 305 4 oo 4 o o4
AW H Day Tripper Boogie Woogie
o il
— = : : fr——
S e ESEs
o e T -t L, o B
U-h' #' 'C'lh-.h'
20 4 —2—

@®
B



Chapter 7 - String Sx

Gypsy Lament

Ex. 7-6
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The next exercise is two chorus of the 12 bar blues in thekey of G. Its aseries of quarter notes which
outlines or impliesthe basic chord progression of the blues.
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Thismeody by Albeniz wasorigina ly written for piano. It adapts to the guitar very well.

Ex.7-8
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1st Podtion exercise
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The next exercise is from Ferdinando Carulli's guitar method. Itis an exercise that cha lengesyour
reading in thefirst position.

Ex. 7-9
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The following exerci se has atwo measure rhythmic pattern that repeats throughout. Try practicing
it with two different right hand techniques. First play the odd numbered measureswith the thumb
and the even numbered measureswith the fingers. Then play it with the fingers only, which will
require considerable jumps from the low strings to the higher srings.
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Chapter 8 - Arpeggio and Scale Exercises

The following arpeggio exercisesusethe Em chord. Thei, m, and a fingers of the right hand play
strings 3, 2 and 1 respectively. Thethumb moves in these exercises between strings 6, 5 and 4.
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Travispicking

A common picking style used in folk and ragtime guitar muscis "Travis picking". The main feature
of Travis picking is the dternating bass part against a syncopated trebl e part. There aretwo ways to
play the Travisstyle. Thefirg example uses the thumb on string 6 on thefirg and third beats The
index finger isplaying on string 4 on beststwo and four making thep i p i combination a steady
dternating bass. Them and afingers provide the syncopation in the pattern being on the "and"

of beats two and three.

The second example is the exact same set of notes but the thumb does more work and the fingers
less. Thethumb playson every beat and alternates between string 6 to 4. Them and afingers play
the treble part. Thisversion is very important. Being able to provide the strong alternati ng basswill
alow you to do even more variations in the trebl e part with the i, m and afingers
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The next two exampl es are a dight variation of the previous pattern, simply achieved by adding one
more note at the end of the pattern. It isshown with two different right hand fingerings.
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The next pattern shifts the syncopation over aquarter note in the first measure of the pattern.
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Bossa Nova / Samba

The Brazilian gyles of Bossa Nova and Samba contain syncopation as afundamenta element of the
style. If you like exciting syncopated rhythms, you should beome more acquai nted with Brazilian
music. Thefirst pattern usesa seady alternati on basslike the Travis pattern except that the
syncopation played by the fingersis at the 16th note | eve instead of the 8th note. Start slowly and
strive to keep everything in its place rhythmically. The second pattern has a common syncopati on
in the bass part.
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The third pattern has an ostinato figure in the basspart. The book "Brazilian Guitar Styles' by

Nelson Faria (Sher Music) is highly recommended for the guitarist who want to sudy this style.
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The following scale exercises should be played us ng rest stroke.
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A common melodic contour isbroken thirds. It isuseful to practice sca es in different patterns such
as broken thirds. Below are the scales presented previoudy but now they are in broken thirds.
These exercises will give you extrapracticein string cross ngs
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The following piece is asimpl e arpeggio study with a melody. The arpeggio uses the p-am-i

pattern throughout.
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The following piece is a short arpeggio study

8-43
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The exercise bel ow demonstrates the application of the Travis' gyle picking to asimpletune. It
contains some hammer-ons that can be omitted when first learning the piece. 1f you omit the
hammer-ons, you shoul d dso omit the note B and instead play the note C on thefird beat asa
quarter note (S multaneous with the bass note)
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Chapter 8 - Arpeggio and Scade Exercises

Special Scales

Sometimesa scale can be played us ng an arpeggio technique. By judiciously using open strings
some scales are avai labl e where no two consecuti ve notes are on the same string. It give the scale

aharp-like effect. Exercise8-45isaG major scale, exercise 8-46 isa B natural minor scale.
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The following isa passage that imples a F#7 to Bm chord progression. When viewed on the
page it has somewhat of ascalar [ook but it definitely has an arpeggio feel when played.
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Chapter 9 - Polyphonic Exercises

The compositiona technique of sounding severa melodic lines a the same timeis known as
'Polyphony’. Often the different melodi es of polyphony are referred to as 'voices' even when
the music isplayed ingrumentaly. The guitar iscapabl e of sugtaining multiple melodies

simul taneoud y and thi s chapter presents several exercises to i ntroduce that technique. It is
important to hear the different mus ca lines(voices) at the sametime and al ow the note values
in each part to sustain their full value. When sustaining one voice as another is moving it will
often require aleft hand fingering that ischallenging. The fingering shown is a suggestion

that will alow the long duration notes to susain whil e the other part is moving. The student is
encouraged to experiment with different fingerings that achieve the same god of allowing the
notesof both linesto sustain for their full vaue.

The first exerciseinvolves sugaining anote in one voi ce asthe other voice moves in quarter
note motion. The motion is shifted from top to bottom conti nually throughout the exercise.
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The next exerci s has quarter note motion in the bass part. Be sureto |et the haf notes in the upper
part sustain for their full vaue.
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The next one is I milar to thefirst in that there is an exchange from top to bottom of the musical
motion. In thisexamplethe motion changesfrom top to bottom in most every measure. Be sureto
let the dotted quarter note of each part sugain so that the two voices can be heard simul taneously.
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The next exerci s requiresa widereach in the left hand to clearly articulate the notes. The shift

in the middle of measure 4 mug be made quickly to the 2nd positi on with the 4th finger
reaching the high 'A".

9-4 4  ——l 2 3 4
2 3 2 3 2 e ——
(———— R —— 2 J-

‘ o P - - - _. - fo”) - - .!

o T = P r -
= = ——zZ,= |1 r = > ‘
FF A LA 1~ S

9 20 —=5

—6—2—3——6—1— 9 3—9—0—2—3—0—1—2 P————
2 2 2 13 2 5 S 29
9 2 5——4

2 fa) 2 4 fa) fa)

| L ” — 2 o2 49 9
p 2 3 2 3 2 4.3 2

— 1 3 —— [ ——— 1 2

o Ml [ 4

y 4% I - - - - -

| an WL = = bt = = = = 7

DR F T - =

——== = —1 -_—-z =
“kEEF P F e’
5—2 9
3 3235 o o G2 320 o
- ~ ~ +—> 2 2 >4 2
- - 2 2 6 o
|- 4—p 2 —2—4
The next exerci s has the top voice soundi ng the main melody asthe bass voice provides a
simpl e accompaniment.
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The top and bottom parts share the mel odic motion of the next exercise. Again, pay attention to the
voice containing the half notes. When that voice is sounded clearly, it enhancesthe moving part by
providing an important harmoni ¢ context.
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The next exercise in Bm uses the top voice to state the melody and the bottom voice to provide the
roots of the implied chord. Itisimportant to hold the bass notes down for their full duration.
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The next exercise isin E mgor and requiresa wide reach in the left hand asyou need to play at the

2nd, 3rd, and 4th frets.
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The next exerci s demonstrates how the bass notes may require an adjustment in how you play the
notesin thetreble part. In this exercise the note F# on string 1 issometimes played with the first
finger and sometimes pl ayed with the second finger depending on what bassnoteis played during
that measure. Also, the bassnotes G# and G can be played with an a ternate fingering by using
the third finger for both notes. It causesa grange contortion in the fingering but is posd ble for many

player's hands.
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In the next exerci ® notice that in measure 6 the note C is played on gring 3. As you move from the
note Bb to A shift down to the 2nd fret with your firg finger.
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The next exercise in G mg or requiresa wide reach in measure 5 asyou both hold down the bass note G

and play the descending mel ody.
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Note the use of the 4th finger on the note D in measure 2, thisfrees the 3rd finger to reach
for the low C which foll ows.
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Be sureto hold down thelow G for afull whole note.
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Be sureto hold down the whole notes for their full vaue.
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In measure 4 lay the firg finger acrossthe strings in the barre podtion at the second fret.
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Chapter 10- Chords

The playing of chords on the guitar iscommon. A chord is defined as any two or more notes pl ayed
a thesametime. Inreading mud c containing chords, the chalengefor the brain is processing the
extranotesthat are in the chord and sending the message to the fingers. The physical difficulty in
playing the chord is coordi nati ng the fingers to play the two or more notesthat are required for the
chord. Thislesson contanssevera exercisesto help improve your reading and playing of chords.

The first two examples use chordsof two notes. Thefirst exercise usesvarying interva s between
the two notes.
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Thisexercise usesprimarily the interva of a 10th between the two notes bei ng played.
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The next exampl e uses three note chordsthroughout.
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Thischord progresson is based on Pachebd's Canon. It uses4 note chords throughout.
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Often when learning anew piece of musgc, it is vauableto break it down into the different & ements
involved. Theright hand patterns can be practi ced alone without the complication of the left hand
positions. Conversely, a piece that uses arpeggiation of a chord progression can be reduced to bl ock
chords and the left hand positions can be practiced without the complicati on of the arpeggiated pattern.
Even apiecethat i sprimarily polyphonic can be reduced to theimplied chord progression.

Itisuseful to "block out" the chordsof a composition when learning a cha lenging piece. The next
five exercises are based on pieces from standard classicd guitar literature. The pieces can be found

in " Student Repertoire Series Vol. 2" by Lawrence Ferrara, an excel lent coll ection of music for the
intermediate guitarist. The first is based on aWatz by Carulli from Op. 27
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Thisexercise is based on Preude | from Op. 114 by Carulli.
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Thisexercise is based on aMinuet by Sylvius Leopold Wei ss
10-7
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Thisexercise is based on Carcass's Etude no. 7 from Op. 60

The pieceis atremol o piece which moves through many chord changes. It is useful to isolate the
chord changes and practi ce them without the tremolo pattern. After thisexercise is mastered, the
Carcasd sudy will be easier to play, as you can concentrate more on the right hand technigue 9 nce
you are secure with the | eft hand postions.
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The next four exerci sesare based on studies by Matteo Carcassi from his Method book. The Carcassi
pieces are in the Repertoire chapter of this book. These exercisesare used as an i ntermediate step to
learning the Carcass pieces and d 0 make for bad ¢ chord studies. The studentsare encouraged to make
their own chord studies based on the piecesthat they learn. This will help not only in learning the piece

technically, but also in memorizing the piece, as you will have a clear understanding of the harmony and

voiceleading of the piece. )
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Exercise for Andantino
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Thisexercise is based on chord formations  Some arpeggi o patterns are applied to the chord
progression. Try to hold down the entire chord formati on as aunit rather than playing each
fretted note for only the duration of asingle e ghth note. In thelast measure of line 3 notice
that ahigh A isrequired. Move to the second position for the second haf of that measure.
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Thisexercise embedsa mel ody in the lower part of an arpeggio. Play the down gem notes

with your thumb. You will use severd different common arpeggi o patterns:
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The technique of "hammer-on" and "pul l-off" are used to create sounds on the guitar that are
activated by theleft hand only. Theterm "ligado" is used to concisely refer to both techniques.
The hammer-on techniqueinvolves aforceful placement of afinger of theleft hand. Inthefirg
measure of the first exercise, the note C is played, then at the gppropriate moment the second
finger of theright hand i s quickly hammered onto the string at the 2nd fret cresting the note
Db. Theright hand is not involved i n creating the note Db, the hammer on isleft hand only.

The first six measures conti nue the hammer-on exercise using a | posd ble two-finger combinations.

93

-1 4
12 13 14 23 2 4 3
' n = = =~ A= - P - AT = -’11;_ - -
‘ > 7 7 7 7 =S
‘\_V | | | | _IF_ I? | - | | I| — I? I‘!IIFE_ | | : : :
o) bt — bl — sl — bl — el t—
F g T e T oW G B o o B o o o o o - T R o T v 71 O 8 e S R O
A
n
D

The pull-off is alittletrickier. The finger of theleft hand isactually plucking the string. When
performing a pull-off, two fingers of the left hand are holding down notes. The upper finger is
then pulled off at an angle such asto pluck the string and sound the note being held by the lower
finger. For example, inthefirs measure of the following exercise both the third and fourth
fingersof the left hand are on the fretboard. Frd the note Eb isplayed in the norma manner,
then at the appropriate moment the fourth finger pulls off of the the string, effectively plucking
the gring and sounding the note D. The pull-off using the fourth finger is usually difficult for the
begi nning guitarist, jus keep trying.
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The bdow exercise combinesthe hammer-on foll owed by the pull-off technigque to make athree note
figure.
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Thisexerci se combines the pul l-off followed by the hammer-on.
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Both the hammer-on and pul l-off technique are used in this exercise. Mog of the ligados begin on

the beat, however, the lag three ligadosbegin on the "and" of abeat to the next beat. Besureto

hammer-on strongly in order for the last note to creste aconvincing ending.
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Thisexercise usespull-offsin thefirg four measuresand hammer-onsin the | ast four measures.

Notice that the note G in measures 3 and 6 isplayed on string 4. Also, in measure 7, the note E is

played on string 2.
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The exercise dternates between two measures of hammer-onsand two measures of pul l-offs
Beginning in measure 9 notice the different rhythms in measures 9, 11, 13 and 15.
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Thisexerci sesrequires that you hold down a bass note while playing the ligado technique.
Practice this very slowly and accurately then gradua ly increase the speed.

11-8
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Thisexerci s introduces the doubl e ligado technique. Hammer-ons are used on both strings 4 and 2
inmeasures 1, 3and 7.
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Thisnext exercise uses arepetitive phrasing by using ahammer-on every four notes Note that in
order to play the ligado technique fromA-B the note B isplayed on string 3.

n H 11_10 [ — | — —
o ML = [l
{frn—7—C - - -
ALY/ A 3 ey o
e) —— - — - —— _— -
8 - 9
A A a A 2o o N L o Fay a0 o A 8 A N o o
- ) - \%J S =] \%J 2 4 - 2 i 2 \%J - ) - \%J S =] \%J 2 4 - 2 i 2 \%J
2 2
n H [ | — e — — e — —
o
y AW Lt 1 I
l\r_v\'\ il - _'= [§ ]
. . T . 4
Q) o ; L o — |
9
2 2 2 2 2 o) i n © o)
62— 2 2 2 29 9 olgo” o o" ol g5 -
The following exercise in E mgor uses aslide in addition to ligado techniques of hammer-ons and
pull-offs. In measure 2 and 6 thethird finger playing the note F# slides up the next to G#.
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Thisexerci s dternates between an arpeggio and a one measure phrase using pul l-offsand a

hammer-on.
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Thisnext exercise uses the double ligado techni que as hammer-ons, first on strings 2 and 3 then
later on string 2 and 4. The middle secti on adds sustained bass notesagainst ligado passages
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Thisexerci e usesmogly hammer-ons with a couple of pull-offsnear the end.
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The following exerci s usesa quick couplet pull-off/nammer-on or two pull-offsin arow. Note
that on occasion, the note E is played on gring two to facilitate a hammer-on or pull-off. Likewise,
the note B issometimes played on gring 3.
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The following isa list of the natural harmonicson strings 1-6 using the 12th fret (perfect octave),

Natural Har monics
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7th fret (perfect fifth), 5th fret (dbl octave), 4th or Sth fret (major 3) and 3rd fret (dbl fifth) harmonics.
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If you merge dl of the notes in the previous chart you have the following pitch set avail able.
The 4th and 3rd fret harmonics are extremdy difficult to clearly articul ate on the nylon gring
guitar and are much more effecti ve on a sted string guitar.
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Using Natural Harmonics

The first exerciseisthe bugle mel ody, "Taps'. The bugl€es pitch range comesfrom the overtones
seriesof the acougic chamber of the bugle. Bugle mé odies can be played on asingl e string because
the gring has the same set of notes within it's overtone series. When thisisplayed on string 6, we are
inthekey of E. By playing the same harmonic positions on the other string, one can play the mel ody
inthekeys of A, D, G, B and E (two octaves higher).
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The next isanother vers on of Tgps. This timethe melody is played across the 4th, 3rd and 2nd strings
The guitar tuning of those grings is the same as the opening intervals of the Tapsmeody. Thistime

weare in the key of G. The harmonic at the 7th fret of sring 3 is used to attain the high note of the
melody.
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The next exercise isin the key of G. There are several natural harmonic notes in the key of G

and severd melodic posd bilitiesaswel. Natural harmonics a the 5th, 7th and 12th fret are used.

In measures 1-2 goread the left hand; use thefirst finger for the 7th fret harmonic and the

fourth finger for the 12th fret harmonic. You will gill probably need to move the hand position

up and down the neck to accurately touch the harmonic nodes. This is add icate technique requiring
extensive practice.
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The next exerci s dternates between a sca e passage (pl ayed with norma technique) and an arpeggio
of amgor triad. The piece uses harmonics a the 7th, 9th and 12th frets.
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The open strings 1, 2, 3 and 6 are d | notesfrom an E minor chord (E, G, B). Thisnext exercisein
Em exploits the minor chords created by harmonics a the 12th and 7th frets One harmonic & the

5th fret is used a 0.
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The open string 2, 3, and 4 are all notes from aG major chord (G, B, D). This exercisein G major

uses the harmonics at the 5th, 7th and 12th harmonics.

109

11-22
4 - O O
= ) W o 1 o O >~ T ~ o o 1 o S .
p” A .4 L - ]
y AW - 3 i N
| an ) - ) /
o
12 12 12
hd 4.9 —= 4.9 4.9 e 2 == 4.9 4.9 —= 4.9 4.9
Lo Lo 4 B v Lo Lo Lo
42 32 7 7 12 12 32
.
>
< - > S -
o o I & . o I o
— ) # nilie O - *™ mi - — m el mi S
g / / / / PN
Y 4N 1
| an ) 1
D) '
Fne
- o - o
T L1 T Lo
- 12 - 5 - 12
- - + 5 + 32
e
O . ™= O O
& E F EE g o i
I ™ T - T i — > o T
o - ) -
Y 4N ] -
1 A e -
D}
12
12
Z Z 12 Z
=2 L =2 f 4.0 i hd
T ~J T v
Z Z 12
7 12 '




110

Chapter 11 - Ligado and Harmonics



11

Chapter 12 - Position Playing Concepts

Oneinteresting feature of the guitar is that you can play most melodic passages in severa places on
the fretboard. Each note can be played in two or three places so the poss bilitiesfor each multi-note
phrase are plentiful. Often the beginning guitarist is rel uctant to attempt to read up the neck and does
so only when anoteisn't avail able in the first position. However, sometimes when a note up the neck
is needed, it is good idea to play the entire phrase in the higher postion. The following exercisesare
to be played in various positions up the neck. The bas c principlesinvolved are the transpositi on of
the open position scaesup the neck to be used in various keys. The standard tuning of the guitar
favors the mg or keys of C, G, D, A and E. The open pos tion scales for these keys were presented
earlier in the book. Thefingerings for these 5 keys can be transposed up the neck and used to compl ete
the remaining 7 keys For instance, if the key of Eb is needed, one could use the fingering for C but
play everything three fretshigher. Thiswould be usng the C form at thethird fret (also referred

to asthird position). At the third position one could a0 play in the key of Bb (by using the G form),
the key of F (by udng the D form), the key of C (by using theA form) and the key of G (by usng

the E form). And at the 4th positi on we woul d have the fingerings for the mgor keysof E (C form),
B (G form), F#/Gb (D form), C#/Db (A form) and Ab (E form) respectively.

If one aspires to improvise, one needs to know at an instant where the notes are of the scales and/or
chords that are gppropriate to be played. A complete map of the fretboard can be achieved by
using these five formsand transposing the fingeringsup the neck. Any dnglekey, for instance

the key of C, can be played in five locati ons up the neck, each postion using the fingering of the
keysof C, G, D, A or E and transposed up the neck appropriaely. When garting on C and
ascending the fretboard, it i sconvenient that the order of the key forms that one cyclesthrough
spellsCAGED.
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The following exercise usesthe C major scd e and initidly plays it a the open position, using open
strings when available. Thisisthe C form. Asthe key movesup the neck the scale forms of

CA G ED will beused. OpenC form
L
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The exercise then moves to the 2nd/3rd position. It uses the A form, but transposes the form
fingering up 3 frets(an A major scd era sd 3 frets becomes aC mgor scale).
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The exercise then moves to the 5th position using the G form, i.e., transposesthe G form
fingering up 5 frets (a G mgor scaleraised 5 fretcsbecomesa C mgor scae).
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Next, the exercise moves to the 7th/8th pos tion and makesuse of the E form, but trangposes the

E form fingering up 8 frets (an E mgj or scae raised 8 frets becomes aC major scd €).
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The exercise continues up to the 10th position using the D form, i.e., transposesthe D form
fingering up 10 frets(a D maor scaleraised 10 fretsbecomesa C mg or scae).

D form
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So we have covered an octave on the fretboard and went through the entire CAGED cycle using the C
major scale. Thenext logica pogtion change would be at the 12 fret which would duplicate the
exercise 12-1 but one octave higher. The entire routine can be donein any key, athough it obvioudy
won't dwaysstart on the letter C, but it still will cycle through the positions as it ascends the neck.

The following pages of this chapter will cover the Keys of A, G, E and D and apply the same process
of playing that key up the neck in dl of the common CAGED scal e forms.
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Now theA mgor scaleinitidly at the first position, using open stringswhen avail able.
Thisisthe open A form. Dueto the restricitonsof the open position, the 3rd and 6th notes
are on grings 5 and 4 respectively . Aswe move up the neck we will usethe different
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The exercise then moves to the 2th position using the G form, i.e,, transposesthe G form
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fingering up 2 frets(a G mgor scale raised 2 fretsbecomesan A major sca e). Gform
1999921
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Next, the exercise moves to the 4th/5th podtion and makesuse of the E form, but trangposes the
E form fingering up 5 frets (an E mg or scae raised 5 frets becomes an A mgor scale).
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The exercise continues up to the 7th position using the D form, i.e,, transposesthe D form
fingering up 7 frets(a D mgor scaleraised 7 fretsbecomesan A major scd €).

D form
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The exercise continues up to the 9th position using the C form, i.e., transposes the C form
fingering up 9 frets (a C mgor scale raised 9 frets becomes an A mgor scale).
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Now theKey of G initidly at thefirg podtion, using open srings when available. Thisisthe G form.
As we move up the neck we will use the different "CAGED" scaleformsintheorder GE D C A.
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Next, the exercise moves to the 2nd/3rd positi on and makes use of the E form, but transposesthe
E form fingering up 3 frets (an E mg or scale raised 3 frets becomes aG mg or scae).
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The exercise continues up to the 5th position using the D form, i.e., transposesthe D form
fingering up 5 frets (a D mgor scaleraised 5 fretsbecomesa G mgjor scale).
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D form
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The exercise continues up to the 7th position using the C form, i.e., transposes the C form
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fingering up 7 frets(a C mgor scae raised 7 frets becomes aG mgor scae). Cform
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The exercise then moves to the 9th/10th position. It uses the A form, but transposesthe form
fingering up 10 frets(an A major sca e raised 10 frets becomes aG major scal€).
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Now theKey of E. Thisisthe open E form. Dueto the restrictionsof the open position note the
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difference between this open E form and the E form used in other keys i.e. the 3rd and 6th scale
degreein the lower octave is on adifferent string in this open position scaleform. Aswemove
up the neck we will use the different "CAGED" scdeformsintheorder ED CA G.
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The exercise continues up to the 2nd position usng the D form, i.e, trangposes the D form

fingering up 2 frets(a D mgor scale raised 2 fretsbecomesan E major sca €). D form
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The exercise continues up to the 4th position using the C form, i.e., transposes the C form
fingering up 4 frets(a C mgor scae raised 4 frets becomes an E mgjor scale). Cform
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The exercise then moves to the 6th/7th position. It uses the A form, but transposesthe form
fingering up 7 frets(an A major sca eraised 7 frets becomes an E mgor scde).
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The exercise then moves to the 9th position using the G form, i.e., transposesthe G form
fingering up 9 frets (a G mgor scaleraised 9 fretsbecomesan E major sca €).
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G form

g

12-20 o
o- 2.8 o
_ A W H _ >- — 11 I -5
p A PN ] o 7]
4 - &) '—P_
Ty 1l A 1 &
o - 1 1 1 O
e =~ T f o
qQ 1112 11 fo
O—H—12-4 =)
o—108-49 45940 o
J AU 1o 11U ' J
g 111 11 q
S +H=H—3
qQ 1112 1211 1 g
=5 +—34—10
o—44 49 459 44 o
J Lo 1 11 J
12 12
|- 32 32
- o
- o F - = -
p’ A1 1A .
y AW - - T
| & an) 1l 1 1
o ® [ 4 1 1 1
o * ' '
fo 14
S c=1
N 10— o a5 10 49
4 1U 7 Lo LU Lo
fo 11_q 11
9 +1+—3 3+
fo 11 qQ 12 11 12
9 3 O—s—+ 33
44 o a9 44 19
L1 7 v L1 B
12
- 32
-
>- — . o
-~ ) B £ o
p’ A1 AN,
y AW o T 1 1 F
| Han ) 1l 1 1 1
ANaY I T T
e ' !
q 12 11 q
=) 27— 9
4.0 1.0 1.0 FaY a.0. faY
v 41U Lo J LU J
11 o 14 fo
3 9 E=2 3
12 14 120 14
5 E=1 +=>—95 -
195
T2
-
=) b
—~ £ & H T E % T
o Tal'-
y AW o T F:
Ty 1l s
o - - O 1
Q) & L F T F
12 o 11 12
32 O c=o 312
o A 15 o
b4 1U L b4
o o 11 o
S 3 - S
o Fo)
9 9
44 19 o 44 o P
1L 1o 7 1L 7 Lo
12 14 12 12 12
32 3 32 312 12




132 Chapter 12 - Position F aying Concepts

Now theKey of D initidly at the open podtion. Thisisthe Open D form.
Aswe move up the neck we will use the different "CAGED" scdeformsintheorder D CAGE.

Open D form
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The exercise continues up to the 2th position using the C form, i.e., transposes the C form
fingering up 2 frets (a C mgor scale raised 2 frets becomes aD mgor scae).
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C form
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The exercise then moves to the 4th/5th position. It uses the A form, but transposesthe form
fingering up 5 frets(an A major scalerai sed 5 frets becomes aD major scal €).
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Aform
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The exercise then moves to the 7th position using the G form, i.e., transposesthe G form
fingering up 7 frets (a G mgor scaleraised 7 fretcsbecomesa D mgjor scale).
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Next, the exercise moves to the 9th/10th postion and makes use of the E form, but trangposes the
E form fingering up 10 frets (an E mgor scae raised 10 frets becomes aD mg or scale). E form
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Chapter 13 - 2nd and 3rd Position

The first exerciseisto be played at the 2nd position. A barre technique can be used to play the notes of
measure 6 and thefirst note of measure 7.
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Thistunein 2nd position makes me want chocol ate.
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The next exerci® has verd gotswhere two consecutive quarter notes are pl ayed on different strings

a thesamefret. There aretwo ways to deal with that technicd problem. One way is to usetwo
different fingers, asan example, in measure 2 the notes F# and B are both at the 4th fret. The F#is
played with the third finger and the B can be pl ayed with the 4th finger. In the 3rd measure, however,

you mi ght reach out to play the D with the 3rd finger so you can use your 4th finger to play the G

(when playing a the 2nd position both of these notesare fretted notes a the 5 fret). A different

solution for the string cross ng is to use the same finger and roll over to the pad of thefinger as
you cross the string. You are doing aminiature barre across the two strings  Try it both ways.
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In thi sexerci 2 note the recommended fingering for measure 3. By reaching out and using the 3rd
finger on the D, the 4th finger is availabl e to use on the C that foll ows.
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The next exercise is in 3rd position for the mog part. Near the end of measure 6 the hand shifts to

the 2nd pos tion when the remaining two measures are played.
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Chapter 13 - 2nd and 3rd Pos tion

The next exercise garts in the 3rd position. Sncethefirst three notes are on different strings
the fingering of 3, 4, 1 is suggeded. At measure 4 the hand reachesback to 2nd position. for
that measure only.
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The next exercise in Bb major requires that the | eft hand reach out an extrafret to reach the note A. A
different solution woul d be to play the note A at the 2nd fret of sring 3, This requires atemporary shift
to the 2nd position. Asisdemonstrated in the examples, it is common to need to stretch out of
position by one fret either direction.
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Hereisanother tunein Bb.
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The next exercise in A mgor uses two note chords throughout. On occasion, aconvenient open

string isused making the left hand fingering easier.
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The next exercise isin two part texture, using acommon harmony which uses d ot of contrary motion
between the two voices
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The next melody isfrom "The Sorcerer's Apprentice' by Paul Dukas.
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The next melody isfrom the Rondo of Beethoven's Piano Sonatano. 8 in C minor (Op 13). The

high C and B notes require that the hand move to 5th position.
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Thismelody isthe familiar "Odeto Joy", it isplayable a many different positions on the fretboard.

Thisverdon in the key of G is at the 4th position.

)

14-1

Chapter 14 - 4th and 5th position

145

o "

N

L {°

| £ an) A W

=

A1
e

hS
I

g
N
-

q

+

+

+

+

+
q
N

N

q1

+

+

gn

qn

¢
¢
qn

¢

o > H

?

\

+

+
g

I S

I S

(&)}
I N

I S

I N
q
-

-

(6}

I S

i N

-

-H

(6}

-

g
-

-H

()}

-H

qn

-H
g1
i
-
-
g

()}

-

The next exerci  usesa repeating note referred to asa 'peda’. In the measures 1-2, 5-6 and 11-12 the
note G# isa pedd, whilein measures 9-10 the note A is apeda tone. You should recognize that thisis

using the C form at the 4th podtion to bein the key of E mgor.
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The following four part canon in B major uses the G form at the 4th positi on.

Chapter 14 - 4th and 5th podtion

14-3 Canon for 2 voices 2
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Thismelody isfrom Bach and is used in several forms in hismus ¢ for strings or lute. This arrangement
is using the C form at the 4th podtion to play in the key of E major.
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Thisfour-part canon in Bb is arranged at the 5th position.
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The following four-part canon in G minor is played at the 5th position.
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Hereisa mdody by Henry Purcdl entitled "Trumpet Tune" origindly written for keyboard, but

well play it onthe guitar. It fits nicely in the 5th position.
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Thismeody isfrom Mozart's "Eine Kleine Nachtmusik", third movement.
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The following melody isthe familiar Pomp and Circumstance March no. 1 by Edward El gar
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The first melody is afour-part canon in the key of G.

Canon for 4 voices
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Hereisthe melody from "In the Hal of the Mountain King" by Grieg, played an octave higher than
the previous version in this book.
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The following three-part canon has entrance points every 4 measures.
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The following i sthe opening phrase from Mozart's "Eine Kleine Nachtmus k", 1 movement.
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Thismeody isfrom Mozart's "Eine Kleine Nachtmusik”, third movement, this time played at the

7th position.
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Thismelody isbased on "Toccata” by JS. Bach. It uses the open B gring as apedd tone
for the first three measure then usesthe open E gring as apedd through till the end.
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The following melody is"Rondeau” by Jean-Joseph Mouret. It fits well at the 7th position. The
lag Einthe melody is originaly marked as atrill. Sinceit isimpractica to performthetrill on
the note E whilein 7th position, the solution at that point isto moveto the 5th postion so that
the note E can be played with the first finger (trill with the third finger).
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The following medody isthe opening theme from Mozart's Plano Sonata in C major (K. 545).
It makes agreat exercise for scae playing.
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The following isthe Paul Desmond tune, "Take Five'. In measures 3 and 6 note the change to 4th
position making for an easy fingering for the note Db.

— n - F g p—
P Y 4 I :
Hey? 5 = = ® !
N p= p=
p=| &
o 2 2 o~
U - T O T \9J
I O O fal [} Q fal 4
6—5 9 & 0—8 & 4
I~ Iy =z Q_0O Q Iy yi
L & 6———8—05 g 6—4
- n L1 F - p—
5P T T
T
| am WA/ ol ® & f
A1 v o hd I = .! = =
o) . > -.-ol-qd- g |z —
I~ 7.9 7 A
& —S——=6
falilo) Q I 4 Q.9 fad
69 g & 4 598 &
o o A2 o oo o 4 o a
- U U \9) T O J U = \9) J
‘#m i ._Fh:F- . oL o o
N - Vb 1 1 7 7 [ 4 1 »= "4 I T
A1 4 14 Y1 bt 71 | VA T T
[Y) J —— 14 14
7 )
Q Q fal I Q I fal I
S 3 & & S 6—=6 &
o) 609 _Q 10 Q Iy 29 Q Q G Iy =Z Q 7.9 0 10.
5 —6—5010 2 6—F—8 896 6—F1+—-—F—-05 15
o Ao
7 O J
B
— g p—
. i \ EEa -
| WA . ] 7 L 4 —1 17 > = »
A2 v T - bt 17 | VAN bt
o) ! 14 14 o
. 6
Q Q G G Q I
S S & & g &
O fal Q. 0O 10 Q Il 2.9 O (o W~ I O Q fad
9—6—8—59—16 S 6e—F—S8—T15 0—& & 09— &
0. 0 L FaY
7 O \°J 7
fal
&




Chapter 15 - 6th and 7th Pos tions 157

The following theme is from J.S Bach's "Jesu, Joy of Man's Desiring".
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Chapter 16 - 8th and 9th Position

The first melody is Brahm'sfamous "Lullaby”. Thisisin Eb and uses the'G position' a the 8th fret.
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The following four-part canon isin the key of A, usng the C position at the Sth fret. Thisposition
alowsyou to reach the high E in the second to last measure.
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The following three-part canon usesthe same postion asthe previousexample. Notethe canon
entrancesare every 8 measures.
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The following phrase is from J.S. Bach and appears in both his gring and | ute literature.
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The following medody isanother arrangement of Bach's " Gavotte en Rondeau” shown earlier in

Chapter 16 - 8th and 9th Position
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the 4th position. Herewe use the G position at the Sth fret to play in thekey of E. The second to
lag note D# can be play ether a the 13th fret of string 4 or the 8th fret of string 3.
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Chapter 17 - Shifting Positions

An important technique for the intermedi ate level guitarist i sposition shifting. Sometimes the
range of amelodic passage exceeds the current postion that you arein. During a passage

you may haveto shift quickly to a higher or lower position on the neck. One method of notating
aposition is to use a Roman numerd, i.e. "V" means5th postion (firdg finger at the 5th fret).

The first example is aC major scal ein two octavesstarting on string 5. This is acommon fingering
that can be trangposed to severa other keys It begins in the 2nd position on gring 3 and asyou
change from the note 'B' to 'C', you shift from the 2nd positi on to the 5th position. Thenote 'B' is
played with the third finger, and the note'C' is played with the first finger, so you are not only
shifting pod tions but also changing fingers. It's pretty tricky so take it slowly and accurately.

Cmajor 2octaves
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The same fingering can be used i n other keys by moving everything up (or down) to a new garting
position. Using this fingering, the keysof Bb, B, C, C#Db, D, Eb, E, F, F#/Gb, and G are possible.
Hereisatwo octave D mgor scae that usesthe same fingering as the C mgor scale above.
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The minor scaleisused in many different ways, with a mixture of the three modes creating severd
posshilities Onetraditiona way of playing minor scale exercisesisto play the melodic minor form
while ascending and the natural minor form while descending. Below is atwo octave C minor scale.
Note the use of A natura and B naturd whil e ascending (C melodic minor). Thismeans that the set
of noteswhil e ascending is different than those used while descending so the fingering will aso be
different. They are many ways to solve a Stuati on requiring ashift. This example makes the

shift on string 1.
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repeatedly in order to focus on the shift.
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Thisfingering could be moved to the minor keys of Bb, B, C, C#, D, D#/EDb, E, F, Ffand G.

In some keysa three octave version of the scad e can be created. The poss bilitiesare numerousas
to the shifts in a scae with thiswide of range. Shown below are two waysyou can play thethree
octave scales.

The first uses two shifts both ascending and descending. The first shift occurs on gring 4 and
shifts from 2nd position to 7th podtion, the second shift is from 7th to 12th position. The
descending portion usesthe shifts in reverse order.
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shift
17-4 XI1
>-
- £ F
- 0 FFF
y A
—
AN1Y I —
O g o o [®
> L .
7—38 12
245 90—
————> 315
L 3=
shift
Vil shift
-
FEfr o, I
Fa==—cs. ,
[ fan
S = =
K . o -
14 12 10 Q =z
_ — 1 1018
AL Y 5142
5—3 12

q
o

Thisthree octave G mgor scales uses three shifts, both ascending and descending. Although both of
these examples uses shifts at the same locations, thereis no reason why one couldn't usethe
ascending fingering of one and the descending fingering of the other.
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These fingerings could be used for the major keys of F, F#/Gb, G, Ab, A, Bb, and B
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The following a three octave F# minor scale. Once again it uses atraditiona form of melodic minor
while ascending and natural minor while descending. This fingerings could be used for the minor
keys of F, F#, G, G#/Ab, A, Bb, and B.
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By playing aone octave sca e on asingl e string you can focus on the shifting technique. Belowisa
B major sca e played exclusively on gring 2. The exercise can be extended by playing it on each gring.
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Below isa dngle string version of B natural minor. The exercise can be extended by playing it on

each string.
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Sometimesa difficult shift can be made easier by using an open string duri ng the passage that dlows
the left hand amoment to make the shift. This, of course, islimited in usage as the music mug by

coi ncidence contal n anote that is equa to one of the open strings. The following exampl e begins

in 5th postion and as you reach the note 'E', that noteisplayed asan open string. During that moment
the hand is shifted down to the open pos tion and the remai ning notes are then played. The
advantage is that you have an extra moment to make the shift, the disadvantage is the difference

in timbre of the open gring sometimes draws attention to the shift.
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Sometimesthe music contains sequentiad materia and shifting pogtions to take advantage of a specific
fingering and isan obvious 0l ution to mappi ng the melody to the fretboard. In the foll owing excerpt
from "Peter and the Wolf", the opening phase startsin the key of C then modulates to anew key,

Eb, inbar 4. The meody isthen repeated in the new key with another modulation a the phrase
ending (thistimeto G). The fingering used in the first phrase can be reused in the second by

moving everything up threefrets There are many possible fingeringsfor this melody. In the

first measure the third and fourth notes (E and G) are placed on different strings to makethe

quick rhythm easier to execute. However, it requires aposition changein measuretwo. A different
fingering might play both measure 1-2 in the fifth postion asall the notesare available a that location.
The same alternate fingering could apply to measure 5 (i.e. play both measure 5-6 at the 8th position).
Try it both ways and decide which you prefer.
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Thisexercise by Carulli was presented earlier asa sudy of thefirg pogtion. It contains severd

melodic sequencesthat can be played using a 9 ngle fingering at several different positions At letter

B the first repeati ng pattern startsand at | etter C another pattern begins that descends dl the way
down the fretboard to first position. When playing a sequencein this manner, avery cond gent
phrasing isachieved.
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Positions

Chapter 17 - Shifting
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The following isthe"Moldau" by Bedrich Smetana. It has avery wide range, changes from minor to
major and uses ameodi ¢ sequence of the theme at different pitch levels. There are several ways to play
the notes of the me ody but nearly al of them require position changing. If you want to find asingle
position that contains al of the notes, try the 7th position.
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Thismeody, "Solvejg's Song" is from Grieg's Peer Gynt Suite.
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Another meody from Grieg's Peer Gynt Suite, "AnitrasDance" has achromatica ly descending
passage that i scan be played by using a corresponding descending position change.
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Chapter 17 - Shifting Positions

Thistuneis popular during the holiday season.
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Study in Em

The me ody of this exerciseison string one and requires several position changesthroughout.
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Blues Bassline

Chapter 17 - Shifting Positions

Thisisanother typical bassline for the 12 bar blues, thistime in the key of E. Thisverson
introduces several of the variations using chromati cism in the second chorus.
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Chapter 18 - Guitar Calisthenics

Playing the guitar isobvioudy avery physica endeavor. Itis useful to have a daily routine of
exercises that you can use to continue developi ng the muscles needed for guitar playing and also
to keep the grength and flexibility you have dready atained. In thischapter there are several
exercises presented to achievethat god. These are just afew of the exercises you will encounter
during your study of guitar. Thebook "“"Pumping Nylon" by Scott Tennant is highly
recommended for &l serious studentsasthe entire book isdevoted to exercises of various
aspects of guitar technique. Another highly recommended exercise book is Rona d Purcel's
"Guitar Mager Class" wherein he compiles favorite exerci sesfrom many world class guitarists
then organizesthem into a singl e book.

Tremolo

Thisfirg exercise focuses on aright hand technique called tremolo. Thetremolo is related to the
arpeggio yet the a-m-i fingers are all playing the same sring. When played at afag tempo, the
tremolo isused to "sustain™ amelody. Most students mug take along term di sciplined gpproach
toward learning the tremolo. One should first start a a very slow pace and play the exercise daily
a that sametempo until the performance is extremey smooth and accurate. Only then should the
metronome be increased to the next tempo. Increase the tempo asmal | amount only. Continueto
play the exercise daily a the new tempo, don't concern yoursel f with achieving afast tempo for
months, jug keep it smooth, even and relaxed. The exercisetakes only a few minutes, just do it
once daily and move on to the next thing in you guitar practi ce schedule. The best approach is to
have pati ence with the tremolo technique and gradually i ncreas ng the tempo only when you can
play the pattern in an even and relaxed manner.

Barre Chord exercise

The barre chord is acommon technique where the first finger is layed down across severad strings

to stop those grings at that fret leaving the other three fingers available to play notes at that position.
Ud ng the barre technique the common chordsof A, E, C and others can be transposed up the neck

to other keys. This concept iskey to the basic underganding of the way the guitar works. This barre
chord exerci e presented in thischapter used the bad ¢ chords of C, Em,Am, Dm, G, D, E, A as bare
chords. When played at the fifth fret the actualy chords are F, Am, Dm, Gm, C, G, A, D, thenthe
entire sequence isplayed at the fourth fret, then third fret and so on. One reason | like thisexercise
isamildly amusing mus cal paradox that happens as you descend the neck. In this seriesof chords,
the first 5 chords of the sequence can be heard asl-iii-vi-ii-V in the key of the first chord. The last
three chords of thisexercise createa I V-V-I in the key of the last chord. At the fifth fret the first

five chordsare"F, Am, Dm, Gm, C," i.e. I-iii-vi-ii-V in thekey of F, the lag three chords of this
sequenceare "GA D" i.e. IV-V-l inthekey of D. Since this exercise effecti vely changes key within
the pattern itself, when you move down the neck, you don't get the same musicd feding of
trangposing down akey, Thereason is that you are actually moving up akey! When you finish

a thefifth fret, you arein D, when you move down to the fourth fret, you will be in the key of E
because the first chord of the pattern isthe new key of the sequence, a thefourth fretitisE. Even
thought this is adifficult exercise which adheres to the "no pain, no gain” principle, I amile at

each descending position change dueto theraise in the key.

Thisalso shows that any one position can be used for more than one key and the student shoul dn't get
the idea that aposition implies only one key.
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The tremolo exerciseisto be played free groke with the pattern p-a-m-i for each beamed group

of sixteenth notes.
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Barre Chord exercise

The following exerci s usesthe standard barreformsof C, Em,Am, Dm, G, D, Eand A.

The forms are played from the 5th pog tion down to the 1st position.
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Left Hand Stretch
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Bei ng able to reach the maxi mum di sance between the fingers of theleft hand is agreat advantage
to guitar playing. Here is ashort stretching exerci s that garts in the 7th position with a hand
spread of one finger per fret in measure one. In measure two, atwo-fret spread isplaced between

fingers1-2. In measurethree, a two-fret spread is placed between fingers 3-4. Finally, in measure

four, each finger must spread two frets in order to reach al of the notes. Don't over do, and don't
hurt yoursel f, but if possible try thisone fret lower. And afret lower... and afret lower... Ouch.
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Chromatic Octaves- The Tarantula

One of my favorites this is agreat exerciseto red ly wake up thefingers The first timel saw someone
play this exercise | thought their hand | ooked like atarantula, I've referred to it as "thetarantuld' ever
since. After afew decades of thetarantula, | found it was even more challenging to zig zag your way
through the chromatic scae. | find both of these tarantula exercisesa great workout that helps maintain
strength and flexibility in thel eft hand.
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Thisone is even more challenging.

"TheTipsy Tarantuld'
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Hammer on/ Pull off / Tapping

The ligado exercise presented earlier is aconcise workout for &l poss ble two finger combinations
of the left hand. One should keep doing that exercise to mai ntai n the muscle strength needed for
traditiona hammer-on and pull-off technique.

Us ng the right hand on the fingerboard has become a common practice on the electric guitar. Thisis
referred to as"tapping”. A common triplet figure ud ng the tapping techniqueis to

1) tap thefirg (highest) note using the tip the index (or middl €) finger of the right hand, then

2) pull off with that finger to sound the second (lowest) note already fretted with the first finger of

left hand, then
3) hammer on with the third (or other) finger of the left hand to sound the lagt (middl€) note.
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Artificial Harmonics

Harmoni cs are an important part of the sound of the guitar. There are alimited number of useable
harmonics available using the open strings  They generally favor asmal | number of keys. In order
to use harmonicsin any key, atechnique hasbeen developed that iscommonly cd led "artificial”
harmonics. Thetermisunfortunate as there is nothing artificial about it, the process is simply
isolating the 12th fret harmonic above any fretted note. The placement of the right hand is critical
as you must touch the gring with your index finger at exactly 12 fret higher than the note you are
playing on the fretboard. W hile touching the string with your R.H. index finger, pluck the string
with 'a’ finger of theright hand. The right hand does two things,

1) 'I' touchesthe string at the 12th fret above the fretted note and

2) 'a plucks the gring

Asan example, to play an artificid harmonic on G, you play G on gring 1, fret 3, then with 'i', you
touch gring 1 at the 15th fret, (12 frets above fret 3) then pluck string 1 with 'a while still touching
it with'i'. It's very adelicate technique, the placement of the touch is critical and the combined
touch/pluck timing is very tricky. If you work at it you can play scadesin harmonics by tracking
the fingering of your left hand and always moving the'i" finger 12 frets higher. When using
artificial harmoni cs the mgor and minor chordsare availablein al keys.

Play the written noteswith the | eft hand but touch with ‘i of theright hand at the locations
indicated in the tablature.
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Repertoire

The following pages contain beginning to intermediate | evel repertoire materid.

Sedlected pieces by the great guitariss Matteo Carcassi, Fernando Sor, Mauro Giuliani
and Francisco Tarregaareincluded.

Although the guitar is capable of being played in any key the begi nning and i ntermediate
leve solo guitar muscisin alimited number of keys In order to take advantage of open
bass grings or some other characteristic of the ingrument, the solo guitar literature favors
some keysmorethan others . Thefollowing pieces are in several different keys giving the
student a sampling of the common keys for guitar:

A major, A minor, B minor, C mgor, D mgor, D minor, E major,

E minor and G major
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Spring Dance
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Dorian Blue
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On the Beautiful Blue Danube
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Bourree |

J. S. Bach
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Bourreell
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Ensemble Music

Thefollowing section contains duets, trios and quartet music for guitar ensemble.
The pieces contain no tablature and should serve as a measure of how well you are
able toread standard notation. The music isleftin araw form so that the student
can work on different solutions for the fingering of the ensemble parts. Guitar
classes may use this section for the entire class to play with severa students on
each part. Ensemble playing isan important skill that is sometimes neglected

by the classcal guitarist since much of the literature is solo guitar.
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Duets
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Duets
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Bach Minuets

J. S. Bach
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Bach Minuets
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| nvention 1
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Bach Inventions
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Bach Inventions
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Ferdinando Carulli

Duets

Allegro
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Duets

Andante
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Allegro

246

I
AN ”hr L. I
» A
At JF .
L] 1
[ il
™ T ”-Wu
- 0N At
v ([t |
3
T L
A Jn
g —- 4 1
- s
?
. R |
N _WHH
28 T A [ ]
_' ”hr s
At
|
A [ 5
11 L]
| ) AWt
|
Al
g L4
D . '’ Ih.8
o NP N N

e’

1
th
L
[~ p
]
]
h »
L
»
A
HII \"l
L \\.wh'
b b
) Y
b
f%mnn L}
LI, o
TTHT®
Jen HiaN
= TN n,@w
! l

15

=

g ——

(1o

e

L

A

[Te

__ o
|
*
miti
)
”l L]
$
1 BT
vy — "
- -
Il y
n N
mmini}
”u. YN
) 4
e
e s
11
i YL
muw
L}
i e
= L
- L]
TN N
L _ )

AN AN
) )
)
)
]
T T
m
(T
[ 1 Y
o/ *
[
ol i
o8l
ol
wH| LT
A LY
NEfe NG
Y {




247

Duets

Andante

L=
18 [ )
- .T
B s
L3
. —
|
[
AUTT -~
—
o I
| N e
_H!..
|, HE
BL}
A [ -
A :
NN .r
|
e
L=
N
)
_F- %
[
)
IR
'l
| )
1
q
)
3
]
)
b
TN e

-

3
- VA~ N 81—
luﬁ_ uﬂn b | e
] — ®
[ Y [ ] | Al
) ) d %w AT
AN ] | b | [e—
~ [ - I e
I I% [ J
i | | Y
O i
7 b | P
s | L, L ]
i i | _. L
= ) |\ ]
g 1
' - — [ ]
ail Tl | _ ]
L) | — _ ﬁ iy
T TTTe i}
- IR -h_ L I | o | ﬁ
: e [Nl [T
L)  HIA, L} _ — *
(Y P L)
_ s _c
~ KA “.- “ b
L » ) p
_ N | [P
L » | »
b » | * L
| v '
= L)
il &~ b
L, ) | »
» || | _-
At [ ) Itw
L REE | _.
7 b |
e b |
~ i DR ™
g 1 m% NP
= — = i P -

4

e)r-

—




Duets

248

Andante

——m

=

»

g
==

e s
e

N il

IR

I1hy

|
1T 24

'_hl-ru.
7

-

=I |

\
j;l Y

e’

TR

i

o —

:I |

[y

o, ST

-

&

TRTT 78

TR

S

v

p A
Y AW |
| £ an) ul
o

- e




249

Handel
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Goldberg Variation no. 18

J. S. Bach
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Gol dberg Variation no. 18
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Beethoven's 7th, 2nd M vt

Beethoven
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Beethoven's 7th, 2nd Mvt
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St. LouisBlues
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St. Louis Blues
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London Trio
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W.A. Mozart
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Prelude

Chopin
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traditional Irish Ballad
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String Quartet Op. 76, no. 3, 2nd mvt
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String Quartet Op. 76, no. 3, 2nd mvt
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Lo, how arosee'er blooming

Michael Pr aetorius
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Appendix
Basic Chords

It isimportant for amusd cian to have abasic understanding of the congruction of chords.
Anin-depth discuss on is beyond the scope of thisbook but alimited number of chords will
be examined in severd keys

A chord iscreated from the notesof a scale. A basic three note chord named amajor triad is
created by usng thefirg, third and fifth notes of amajor scae. Thethree notes arereferred
to astheroot, third and fifth of the chord. Theinterval structure of the notes becomes the
formulafor al major triads, i.e.(1) from root to third is amagor 3rd (or the equivalent of 4 frets)
and (2) from thethird to thefifth is aminor third (or the equivaent of 3 frets). Thisishy
definition amajor triad. For example, if you use aC major scal e (pg 63, ex 8-26), thefirst
note is C, thethird note is E and the fifth noteisG. Thenotes C, E and G create aC major
triad (or aC magor chord). In the actually playing of triadsis it common to double some of
the notes at another octave. For instance the C mgor triad shown in the follow page has 2 Cs,
two Es and one G. The chord symbol for the major chord isusual ly the letter name of the
root only. For instance, for aC mgor triad, one can simply write"C", although on occasion
you will see Cmajor or Cma.

Another important triad is the minor triad which is like amajor triad but with the third of the
chord lowered onefret. By lowering the note E to Eb we can use the notes C, Eb and G to
create aC minor triad.

Additiona chordsof importance at thi s stage of development are the common seventh chords.
A seventh chord is created by extending the process used to create atriad up to include, as
another chord tone, the saventh note of the scale . The seventh chord has four different letter
names and they are referred to as theroot, third, fifth and seventh of the chord. Theformula
for the first of the seventh chords, the major seventh, is like adding a note above the fifth that
isamgor third interva (equivalent to 4 frets). If the major sca eis represented by the
numbers12345678(8=1inthenew octave), then the mg or seventh chord is represented
by the sequence 1 35 7 (first, third, fifth and seventh notes of amajor scale). By lowering
various membersof the chord an entire family of seventh chords can be created. The five most

common seventh chords are shown in the formula below and in notation on the following pages.

(chord type) (synbol) (formula)
maj or triad = 3 5

m nor triad (m = b3 5

maj or seventh (ma7) 3 5 7

3 5 b7 (lower the 7th)
b3 5 b7 (|l ower the 3rd)
b3 b5 b7 (|l ower the 5th)
b3 b5 bb7 (|l ower the 7th again)

dom nant seventh (7)
m nor seventh nv

mn7 flat 5 (nvb5)
di m ni shed seventh (di m7)

RPRRRR R

These formulaswil | give you the notes but there is amulti tude of ways that the notes can
be combined. Some common voicing for these chords are shown in the following pages.
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The following isa list of common chordsthat the begi nning guitarist wil | encounter i n songbooks.
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The circle of fifths is shown below. The circle shows the key s gnaturesfor both mg or key
(inside the circl€) and minor keys (outside the circle). Each key signature isshared by one major
and one minor key, i.e., both F mgor and D minor use akey dgnature of oneflat. Itisa good
ideato practi ce both scdesand chord exercises in all keys You can play chords in any key by

using the chord forms shown earlier. M ost of the chords can be moved up the neck for use in
another key.

Circle of Fifths
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Glossary

Alternation - a right hand technique of alternating between two different fingers such-as i-m
i-m.

Barline - vertical line that divides the music into small units of time called measures.
Bridge - piece over which the strings pass, located on the guitar body.

Clef Sign- a symbol used on the staff at the beginning of each line that defines the lines and
spaces as being specific letter names.

D.C. - An abbreviaton for da capo (It., da capo, literally "from the head"). Itis a musical
instruction telling the player to jump back to the beginning of the piece, then play from that
point to theFine or Coda Sometimes this is accompanied with "al Coda", DeG. al

Coda, a phrase which tells the player to read from the beginning and jump to the coda when
they reach the coda sign (shown below).

O

D.S.- An abbreviaton for dal segno (It., dal segno, literally "from the sign™). It is a musical
instruction telling the player to jump back to the location of the sign (shown below), , then
play from that point to thEine or Coda

%

Sometimes this is accompanied with "al Coda", DeS. al Coda a phrase which tells the
player to read from the sign and jump to the coda when they reach the coda sign

Double Barline - two verticals lines that are used at the end of a piece or at the end of a
section of music.

Fine - (It., fine, "end," pronounced fee-nay) - musical instruction indicating the ending of a
piece after using B.C. orD.S.

Finger style - playing the guitar using the fingers of the right hand (in contrast to playing
with a pick)
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Flat - a musical adjective that means "lower in pitch" (less vibrations per second), also is
used with a letter name (i.e. "A-flat", "Ab") and indicates a note that is one fret (one half
step) lower than its natural counterpart (i.e. "A")

Free Stroke- finger style technique. A stroke made with a finger in which that finger does
not touch the adjacent string after completing the stroke.

Head or Headstock- the end of the neck of the guitar where the tuning pegs are located.

Ledger lines- extra line added above or below the staff to increase the range of the notation
system.

Lines - part of the staff, used to indicate letter names of notes.
Measure- The music between one barline and the next is one measure. If the time signature
does not change each measure will usually take the same amount of time and have the same

amount of counts.

Neck - long narrow section of the guitar where the frets are placed and along which the
strings are strung.

Note Values- whole notes, half notes, quarter notes, etc. Each one lasts a different
proportion of time.

Nut - piece of bone or plastic over which the strings pass, located near the end of the neck
near the tuning pegs.

Pick style - playing the guitar with a pick or plectrum.

Relative Tuning - basic method of tuning the strings using the fifth fret (sometimes the
fourth) of one string to tune up the next string.

Repeat Sign- two dots that are placed on both sides of the middle line of the staff to
indicate that a section is to be repeated.

Rests- a notation that indicates a silence in the music, each note value has a corresponding
rest.

Rest Stroke- finger style technique. A stroke made with the finger in which that finger
comes to rest on the adjacent string after completing the stroke.

Sharp - a musical adjective that means "higher in pitch" (more vibrations per second), also is
used with a letter name (i.e. "C-sharp”, "C#") and indicates a note that is one fret (one half
step) higher than its natural counterpart (i.e. "C")
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Space- part of the staff, used to indicate letter names of notes.
Stalff - five line system used in standard notation.
Strings - the long skinny things that go down the length of the neck.

Tie Line - curved line that connects two notes of the same pitch and combines them into one
note with their total time value.

Time Signature - two numbers that are placed on the staff after the clef sign and key
signature. The top number indicates the number of counts in one measure. The bottom
number indicates the type of note that receives one count.

Treble Clef - one of the different clef symbols. The treble clef defines the lines as being E G
B D F and the spaces as being FACE.

Tuning Pegs- gear mechanisms located on the headstock, used for tuning the strings.



