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Introduction

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

This present volume is divided into wwo main
sections. Part One deals with learning notes in upper
positions (Volume One covers only the first position)
and introduces many new techniques. Part Two
consists of repertoire that enables the student o
develop technique and musicianship more fully. This
section is arranged by period or style, rather than by
difaculry. Thus, the student is able to choose his own
music and gain a perspective on guirar literature as a
whole. Also, what is easy for one student may be

difhcult for anather, so grading pieces at this level is
nearly impossible. In fact, the student may wish to
attempt pleces from the repertelre section of this book
while still studying from the technigue secrion. Use
this book flexibly, madifying it to meet your own
individual needs.

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

Above all, strive for personal excellence. True
SUCCEss 15 not measuread b:.-r wurH[y accomplishment or
by comparison with others. Rather, it is working with
diligence, to the best of your ability, toward achieving
excellence in whartever task you have ser before you.
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Notes on the First String*

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

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

Memorize: Pracrice Scale #1
E F G A B
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The left-hand position is determined by the frer where the index hinger falls. For instance, in 7th position the
Ist hinger will play notes on the 7th fret and the 2nd finger will play notes an the 8th fret, etc. These scales and

excrcises were created primarily for the purpose of learning the notes on the neck. It is rare to finger a whole
passage on the same string as norated here.

Exercise #1
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Exercise #2 {Bach)

The high F in this exercise is played on the 13th frer, The notes start over at the 12th fret with E (an octave

higher than the open E).
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*This guitar method reaches upper position note reading one string at a time. First, the student learns all the nararal notes
an the first string to the 12th frer. Next, we add all the nacural notes on the 2nd string, often relating these notes to the first
string. When fingering guitar music, the highest note dicrates where the rest of the chord {or passape) will be played. For
instance, if 2 Ist string high B is required, the student would have to find other notes in the passage in relacion o the B, This
approach will become obvious as you proceed through the bock.
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Guide and Pivot Fingers

Two important principles will facilitate left-hand
fingering: the pivor inger and the guide finger. A pivor
is a finger that stays in place as an anchor while other
fingers move around it. A guide is one that stays on a
string when shifting o another position and 1s

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

SPANISH BALLAD

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

whenever possible.
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Practice Tip:

these arcas:
Technique
New repertoire
Did TI:P‘:FLULT{'.‘
Sightreading
Theory

you can measure the results of your pracrice.

Practicing correctly Is vital to your development as a guitarist. Some players prefer rigid reutines and
others favor more Hexibiliny, Generally speaking, your pracrice sessions could be divided to include waork in

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

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




Vibrato

The technique of vibrato involves wavering the
pitch of a note for shading or expressive purposes. e
can add great emotional intensity to a passage and is
also effective in achieving proper intonarion (playing
in tune). Horizontal vibrato is achieved by holding a
note firmly and moving the left arm from the elbow
rapidly back and forch parallel to the neck. The finger
stays in place on the string, and the elbow remains
stationary. This pushing and pulling motion forces the
string 1o slide back and forth across the fret, causing
the note to go sharp and flac. This can also be dene
without the thumb touching the back of the neck.

Vertical vibrato (fig. 1) is achieved by bending the
string up and down parallel to the frer. The movement
1s done solely by the finger from the second joint. This
type of vibrato is often used in the first position where
the horizonral metion is nor as effecrive, but it only
allows for raising the note. The pitch cannot be
lowered in this manner.

It 15 important to develop the ability 1o control
both the width and speed of the vibrato. A helpful
exercise is to put the 2nd finger on the 2nd sering ar
the 10th fret, set your metronome ar a moderate speed
I:T.ry (0}, and pracrice vibrato at four fAuctuartions per

Ty using vibrato on the following two melody lines:

Exercise #3 (Picardy)

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

Fig. 1 Verrical vibrate on second string,
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Dotted Eighth Notes

The followi Ng PIECe COMtANs a prominent rh}-‘thmic ﬁgure.' s y
Count: 1{e &) a

In learning a difficulr rhythm, it is sometimes helpful to tap it out or play it on open strings as follows:

Count: | 2(ed)a Fedla

MAZURKA

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

O P B, o D P2 B s P




Quality of Sound

and then the nexr, bur nor the morion in berween. Tris
certainly one of the most difficult qualities to achieve

There are two elusive qualities thar separare
guitarists from ordinary guitar players: a beauriful
sound and the ability to play legato, Technical details  on the guitar, bur well worth the effore.

regarding sound production and nail filing are found
in Appendix A at the end of the book. It would be . )
Practice Tip:
Cne element of proper practicing is problem

beneficial ro study that section now and refer to it
solving, You will encounter some obstacles in taking a

again throughout your study. Strive for a pure, full
rich tone without the extra noise of fingernail clicks, : _ . _
piece from sightreading o a polished performance.
Here is a three-step process for overcoming these

left-hand squeaks, etc. Play with sufficient volume in
order to develop a wide dynamic range. Develop a i
1) Observe 2) Analyze 3) Correct
In other words, define the problem, analyze how it

varicty of tonal colors as you strive for a beauriful
sound.

To play legaro, each note should be connected to can be overcome, and implement the solution by
rthe next without a perceptible break. The fingers of correct repetition. By breaking down picees in this
both hands should work in unisen with extremely manner and putting them back together again, you
quick changes berween notes. This movement is will have learned a secret to elfective practicing.
similar o the way a mime works: you see one position

SILENT NIGHT
F. GRUBER

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

be taken licerally.
\ B, ) : ! | 4 «

|
T

o
-
Ao || M

]

Faosd

_;.E’-.
A
Rl
|
e
A
T

|
|
| -‘j
(111
E
An (Pl
A

Ayt |
=t ===
- i i & R = =
4 t Fr 3? .
2 g :
gt — e =]
vPotp PFFOT

e
iy
—|
9|
Mty
|
|

14




W8 slur (also called figado) is a technique in which
pluck one note and then sound a second note with
and finger only. It is notated with a curved line
two notes of different pitch. This looks the
& 2 nie, but a tie connects two nores of the same

ewecurte an ascending slur, or hammer-on, bring
d fingertip down on the string with
me force to sound a second note after plucking
S If the first note is a fretred one, leave chac
wn place when the second note is hammered-on.

88 2 descending slur, or pulloff. the left-hand

g 2 Prepararion of a descending slur.

on as vou ascend in hammer-ons.

Slur Technique

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

Fig. 3 Release ofdcsccnc{ing slur into the nexr swing.

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

Exercise #5
r]'_a'_‘\] 1 | 2 1/"—‘\'!'
:ﬁ—p—_P—gﬂ' e
= | LI | ] |
:‘@_L?—H——J—'H

'y

%

*This slur is pi:;turt:d in the above phnms.




The nexr slur study is one of my personal favorites. If practiced
correctly, 1t will build accuracy, dexterity and left-hand strength. This
exercise is for the left hand only and can be practiced up and down the
neck. In moving up the neck at the end of the second bear, the lst
finger slides from F to F#, thus starting a new position. In the
descending exercise, the 4th finger slides down a half-step, thereby | . - hammer-ons and pull-offs,
changing positions one fret lower. This is notated by a srraight line | o hammer-on will e o lirdi& exten
berween the notes. When sliding, keep sufficient pressure on the string foick’ B nite vor o banine oo of
to sound the second note. For more work on slurs, I recommend | pull-off too quickly, bus give each note
Segovia's Shur Exercises (Columbia Music Co.) and the more advanced equal value.

Study #11 (Op. 6, no. 3) by Fernando Sor.

Practice Tip:

When using slurs, concentrare on
achicving evenness in both the volume
and duration of cach note. To help
equalize the difference in sound

Exercise #7a

ibe e b
_—_"ﬁ:E

Exercise #7b

o Llotr 22 piebe pg w el Wi —y Ly,

ANAN
wl

TOCCATA

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

hand, just opposite the st finger knuckle.




Grace Notes

Grace notes are ornaments that add variation and color to a passage of music. They are notared as small
slurred notes that appear before a normal size note. In the following examples, the first grace note is played
simultaneously with the bass note on the beat. The time value of the grace note is not counted in the rhychm of
the bar and musrt be subtracted from thar of the adjacent note.

Written: Played: Written: P]a}'cd:

b . E-: £ : j

= — =
G ’ r F

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

Two Baroque Dances

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

CANARIO

CarLO Calvl

This piece is played in 2nd position, i.c., the Ist finger operates on the 2nd fret, the 2nd finger on the 3rd, etc.

17
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CarLo CaLvi

More Work in 2nd Position

The following two studies are excellent technique builders written in 2nd position. Because they contain no
open strings they can be played in any position on the neck, Remember that open string notes can be found on
the next lower string as the diagram illustrates:

i
-
o
[
wh
L.
L
e-n
S

Exercise #8

18




Repeat Terms and Signs

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

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

Rerurn to the heginning and pia}f to the Fine,

Return to the 5 and play to the Fine.

Return to the bcginning, Pla:r to the $ and s]vcip to the Codla

Rerurn to the 58, play to the € and skip to the Coda.

SPANISH WALTZ

ANONYMOLUS

For extra practice on the slurred passages in mm. 1 and 3. Iry using 3rd and 4ch ﬁng_ers.
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Notes on the Second String

Memorize; Practice Scale #2

B C D E F G A B

fi o o 2w 1 111
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e A f
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Exercise #11 (Smetana)

24 4 14 314 4

24 4 el
_ e ebel b iSe e, . 10,e Reps fylin. £

L @_-

Exercise #12 (Grieg)

Practice Tip:
As you practice, periodically ask yourself questions regarding the
quality of your progress, Here are a few examples:
* Are you sitting correctly, with a proper balance berween
security and relaxacion?

Are your hands positioned correctly—with knuekles roughly

parallel to the strings?

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

* Is your guitar properly in runc?

* Are you playing the notes and rhythmic values accurately?

* Are your slurs even in volume and ehythm?

* Are you playing legaco and with a beautiful sound?

* Are you plaving cleanly withour excessive noise or miscakes?

* Are you playing musically?

20




Harmonics

(Natural)

A harmenic is a chime-like overtone produced
when you lightly touch a string at certain points with a
finger while plucking it with another. These points,
called modes, are found by dividing the string length in
half, 3rds, dchs, 5chs, ete. You must touch the string
directly over the metal fret (without depressing it) and
remove your finger as soon as you have plucked the
note. (fig. 4} This will resulr in a harmonic. These
work best at frees 12, 7 (or 19, and 5, as rthe charr
indicates. You will also find them at 9 {same as 4 or
16). Araficial harmonics will be discussed later.

Unfortunately, there 1s much discrepancy found in
guirar literature n:g:u'ding the noaron of harmonics.
They are generally written as diamond shaped notes
indicaring the acrual sounding pirch. Occasiona“}-
they will be written an ocrave lower than thc}' sound.
In rare cases, they may reflect the pitch of the natural
note at that location, not the harmonic. Somerimes
they have an “o” written above or below the note.

Fip. 4 MNarural harmonic on the 7oh frer.

Here are four cxmnplt:s of the notation. The first rwao Harm WV H5 Harm VvV  Harm V
show how narural harmonics are written in this book. They £ @ g @ e |
indicate the actual suunding pirc]'m_ The ather twa are less S I ! mll' }
commeonly used. bur all four represent the same pitch. \;E’ = '@EI

The following table shows the most common narural harmonics. Norice thar some are identical in pitch. For
cxmp|c: Grh string, Sch frer equals 5th string, 7th fret. You can tune the guitar h}r marc_hin.g these harmonics in
unison. (See page 50.)

Table of Natural Harmonics

6th| 5th| 4th| 3rd | 2nd | 1st string

&

A | ; T
12th fret ZA,’..—‘——J i e r r_ One octave above

K —] —|  open note
L2 |

ﬁ‘*- Sva- -

: : : Orctave and a fifth

T above open note

I
'i:

?th Fl‘ﬂt (D) [¢ :
[

)

Il (. (. .

. .

A . o TR [0 e s

5th fret :é I ] | Two octaves above
I : open note
e
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Harmeonics (cont.)

Exercise #13

MNatrera! Harmonics. .

HI2 HT HIZ B} ) HIZ HT HI2
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7 e < W S o S O oW 3l
— } I | I ] & 1 | |
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* e 00 @ 00 6 ®@ @ 00 @ @ ®
12 H7 HI2 HIZ
sapioiliral: L (T w2 mr H2 B LD
Hi2 - s £ HIZ w7 HIZ WY + & T TG HIz
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@ @ 0 6
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This nexr piece uses notes on the 2nd string in
relation to the 1st string. Remember that generally the
highest note of a chord dictates where the other notes
in the chord or passage should be played. Always use
the mosr convenient fingering unless musical
Interprerarion dictates an alternate,

Cuncign is based on the interval of a third (in che

|
®

e e e
oo ECHCRE.

£

®

first chord, G and B are three notes apart). It is helpful
to leave the lefi-hand first finger on the string as a
guicif: when dtsccnding on the 3rds. The open B after
cach third is called a pedal torne—a stationary norte
around which other voices move. Be sure to ler the
highest nore ring while pia}'ing the pcdal tone. Strive
for a legato sound on all transitions.
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Notes on the Third String

Memorize: Pracrice Scale #3
G A B CoD E I

:|.
o
e}
:
P
L

1]
ﬂj

|
[
1
[

Fret: 0 2 4 5 7 9 10 1
Exercise #14
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Exercise #15 (Bach)
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Practice Tip:

It is often helplul 1o rest the right-hand thumb or fingers on the strings when they are not
in use. This rechnique is called planeing. Aside from the dampening benefits, it provides great
stability, securiry, and accuracy for the right hand. Planting is especially helpful in fast scale and
arpeggio passages. The planted finger or thumb acts as an anchor or “handrail” for the rest of
the hand. This is a variation of the planting technique described in Volume One, where you
plant in preparation for an arpeggio.




Dampening

Dampening, to review, is the term that describes
stopping unwanted notes from ringing—either notes
previously played or ones caused by symparheric
vibrations. Sometimes these notes can be used ro
vour advantage or make no consequence at all;
bur other times they cause a distracring dissonance,
A general technique for dampening bass strings

is to lay the right-hand thumb down so it touches
the 6th, 5th, and 4th strings all ar once. This will
take care of most sympathetic vibrations. You will
often need to stop a bass note from ringing ar
the exact same time you neced to play another
bass note. This is a somewhat difficult but often
necessary technique.

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

LANF )

il

1. Use back of thumb o stop E as you play A

2. Set thumb on Gth string immediately after
you play A

3. Use left hand.

1. Use rese stroke wich thumb.

2. Set thumb on 5th string immediately after
vou play E.

3. Use left hand or a finger of the right hand,

To dﬂ.mptn a highcr adja.ccnt creble sering, Slighll}f flatten a left-hand ﬁngcr. You may also set a right-hand

finger on any treble string.

INTERLUDE

Try dampening the open bass strings by sewting the thumb down on the previously played bass note
(rechnique #2). This action will also provide security for your right hand.
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Practice Tip:

Your progress on the guitar is similar to stretching a rubberband,
It is casy to screrch ar first, but the farther you stretch it, the harder it
becomes to do so. The last refinements you add to your playing may
be the most tedious. Strerching thar last 5% out of your playing o
make it 100% of what you want can be the most difficult.




More Work on the Treble Strings

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

M. LEONTOVICH
arr. 13 Brandon

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

Memorize: Practice Scale #4
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Exercise #20 (Humperdinck)
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Practice Tip:

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

This prelude is based on the interval of a tenth. The second string B funcrions as a pedal tone, Use the
repeated 7 finger on this note to produce a more consistent sound. Try to avoid excessive left-hand noise. It mighe
be helpful to practice the tenths in this picce without the open pedal tone to concentrate on making quiert lefe-
hand shifts.
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Success vs. Excellence
1 suggest thar you pursue a commirment 1o in having done vour best. Succew is exrernal—how you

personal excellence rather than success, based on your have done in comparison to others. Exceflence is how
own God-given potential. Swecess and excellence are you have done in relation to your own potential. For
often comperting ideals. Being steccessful does not neces- me, success seeks to please men, bur excellence seeks ro
sarily mean you will be excellent, and bcing excellent Pl&ast God.
does not necessarily mean you will be swecessfud Swecess Suceess grants its rewards to a few, but is the dream
is arraining or achieving culrural gnnls, which elevares of the multitudes. Ferelfencs 12 available to all, bur is
one’s importance in the society in which he lives. accepred only by a few. Success engenders a fantasy and

FExcellence is the pursuit of quality in one’s work and  a compulsive groping for the pot of gold at the end of
cffort, whether the culture recognizes it or not. I once  the rainbow. Excellence brings us down to reality with
asked Segovia how many hours a day he practiced. He  a deep gratitude for the promise of joy when we do
:esp:}nded, “Christopher, T practice 212 hours in the our best. Excellence cultivates prlnciplcs, characrer, and
morning and 2 /2 hours every afternoon.” T thoughr ro integrity. Swuccess may be cheap, and you can rake
m}rs,r:if', “Tf Segovia needs ro practice five hours every shorteuts get there. You will pay the ﬁ:ﬂpriﬁe ﬁ:lr
day, hew much more do 1 need to pracrice?” excellence; it is never discounted. Excellence will always

Suecess seeks status, power, prestige, wealth, and cost you everything, but it is the most lasting and
Prjvilege., Excellence is internal—sazking satisfacrion rewarding ideal. What drives you—successor excellence
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SCARBOROUGH FAIR

ExGLisH FoLk SoNG
arr. D). Brandesn

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

shower,
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Notes on the Fifth String

Practice Scale #3

Memorize:
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Exercise #21
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Exercise #22 {Strauss)
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Exercise #£23 (Chopin)

e b':‘u;

5

Fif]

Exercise #24 (Brahms)
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Notes on the Sixth String

Memorize: Practice Scale £6
E F G A B C D L
[al
Fi
%__ {j T T | | E _1 |
SRS T 3 F F F eI _1";443:;'%%}
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Exercise £25
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Exercise #26 (Grieg)
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Exercise #27 (Tchaikowsky)
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Exercise #28 (Saint-Saens)
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At this point it would be very helpful to practice groups of the same three notes on each string. Concentrare
on the names and positions of cach note. Play the following exercise with every consecurive three-nore
combination. In other words, play the EFG sequence on each string, as the exercise shows. Norice they do not
have to be in the same ocrave. Then play ABC on every string, etc. Also play the three nores in reverse order.

Exercise #29
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More Work on the Bass Strings

Exercise £30
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Sightreading

Sightreading is a very useful skill to develop. 1t makes trying and learning new pieces casier, and is essential for
impromptu ensemble playing. Here are some ideas to help you improve your reading abiligy:

* Quantiry practice is essential. Read through as much matcrial as possible and do nor ury to perfect each
piece. Play through them two or three times at the most. After thar, vou are no longer sightreading,

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

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

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

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

practice in flat key signatures, read the treble clef from a book of hymns.

* Play ensemble music {ducrs, erios, quartets).
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Mastering the Fingerboard

Here is a simple system for learning the notes on the guitar quickly and thoroughly. It is well worth the few
minutes cach day to become fluent on the fingerboard. These exercises can be done by yourself or with a reacher
or fellow student. Follow the system st:p—b}"—st:p at your own pace, and proceed only when you have mastered

each step.
1) String by string:

a) Learn the narural notes on each string up to the
12¢h frer. Starting with the Gth string, name differenc
notes randomly as you play them. Proceed ro the 5th
string, etc,

b} Learn the chromatic notes on each string.
Sl:a.l‘ting with the Gth SETINg, mndnmhr name nNotes
sharp/flat, then fat/sharp. By naming both sharp and

flat, and in reverse order, you will learn to recognize

both equally.

) Mix natural and chromaric nores. Srarl:'tng with
the 6th string, randomly say and play every single
note. Proceed string by string,

{Nore: Ar this point, you will have learned every

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

2) Fret by fret: Choose a fret and randomly name and
play all the notes on thart fret. Cover all frets 1 thru 12,

3) Say a note and play it on every string, starting with
the Gth. For example, play one F on every string.

4) Put your finger down anywhere on the neck and
name the nore,

5% E.xp|urt: hightr frets above the 12th, cspcci:;_"}r the
more frequently used treble strings. Since the notes are
the same, bur an octave higher than the lower
Eng{:rhoard, it will nor rake |nng to learn the notes

bevond the 12th fret.

More Sightreading Practice
LESSON IN A MINOR

NaroLEON COSTE
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LESSON IN A MAJOR

MNaAPOLEON COSTE
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MOTO PERPETUO (excerpt)

Mi1cOLO PAGANINI

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




Performance Anxiety

Performance anxicty (stage fright) 1s a potential problem that can be disastrous 1o any
performance. Andrés Segovia acknowledged that a guirtarist could lose up to 50% of his
technique due to nerves. He even remarked, “When I go to a concert I am always nervous; then
when [ have 1o begin a concert | am re:;d}' ro cancel 16y but when T have finished a concert, 1
would like ro begin again.” 5ragcfrighr can be overcome, thuugh, and you can learn to use the
excitement produced by the expectation of a concert to your advanrage,

Everyone has a different approach o conquering performance anxiety. American flm
composer John Williams once related to me this story abour the grear cellist Gregor Platagorsky.
In a conversarion abour rhe dilemma of sr:agr:ﬁ'ight, a friend of l’iatagorsk}' s:lggcsu:d that
backstage before the concert the cellist should just tell himself "I am the great Gregor
Piaragorsky” and he would not have any problem with nerves, Platagorsky replied, "Thart is whar
I already do. The problem is...I do not believe myself!” This humorous anccdote shows to what
extreme we somerimes go in dealing with this problem.

One key to overcoming stagefright is preparation. Long-term preparation would start taking
placﬁ when you first schedule a pcrﬁ':rmancc {or cven before). Short-term preparation would be
effecrive the day of the performance. By using the following ideas, you should gain insight to
help you deliver your best performance that is not hampered by nerves, but racher charged by
enthusiasm.

Long-Term Preparation

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

* Choose a program within your capability. Start with a secure piece that will allow you to feel
comfortable on stage. Plan stage entrances, bows, and announcements as much as possible
prinl' T T}H’.‘ FCTFDTTHHHCL‘.

* Simulare performance conditions. If possible, do a practice conecert. Take advantage of every
Pcrﬂ:rrmancr: OppOTTUnILY to refine your pcrf_urming skills, Learn to pla}' cold without Warming
up. You might also try tape recording yourself.

= Naore several secrions of each piece of music thar you could start from should a Memory lapsa:
occur in concert. If one does occur, jump to one of these sections and keep going. Do not
dwell on the memory lapse. bur think abour expressing the music.

Short-Term Preparation

* Arrive at the performance venue ecarly to get comfortable with the stage, lighting, chair, and

SULL[I'L{ uflhc ha]]

= Warm up, but do not overdo. In general, play a licdle slower with perhaps less volume, saving
energy for rhe concert. Do not give
your best pcrformanct in the dn:ssing

Practice Tip:

[t is imporeant to play pieces of music as a whole,
then later go back and correct mistakes. Do not stop
every time you make a mistake, as this habit could
causc you to do the same in concert.

IO,

+ Do not be anal}fticaJ abour the music
backstage. At this point you should
think in more 5:11:.:1':11 Lerms,
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Performance Anxiety (cont.)

During Performance
Practice Tip:

* Consciously relax as practiced and If you cannot warm up before a performance,
concentrate on playing the music massaging or exercising your hands together keeps
beautifully. them warm and ready to play. If vou are able ro hold

the guitar but must remain quier, such as in a
= If vou make a mistake, ]-:-;:::p going and television appearance, [ find it helpful to exercise the
continue to try your best. Do not let lefr hand by pressing the strings down with firmness
vour feelings dicrate your artitude, but in various patterns on the fingerboard.
focus on the music,

Somerimes you must take musical and technical chances in performance to play something
extraordinarily beautiful or exciting. | have seen Segovia “play on the edge”—taking the chance
of sacrificing slight technical accuracies for the most exhilarating performance. As wonderful as
Hawless T.un;_'}miqut may be, it 15 genuine musicality thar will frul:,.r move an audience.

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

Christopher Parkening and co-author David Brandon in concert,
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Left-Hand Fingering Principles

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

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

1} All notes on same string—consistent in sound 2) All notes on same string; medium rone—best
and good for right hand; brightest rone. overall. Vibrato can be used on all three notes.
o3 . o 1 3 -
i 1 ] rj I — F | | | | —
| 1 | I | ] | ! - | | : -
B Pssimrmameni e an s D R TR
@ - ) ot s -
3) All notes on same string; thickest tone—can be 4) Conrains string crossings—not consistent in
somewhat muddy. Vibrato can be used on all sound but good for some situations. Also harder
three notes. for the right hand.

O @ O QO @---O---- @@---- @
7) Contains string crossings; somewhat awkward 8) Cross-string fingering allows strings 1o ring,
for the left hand. achieving a harp-like effect.
4 13 4 34l 4 a 3 L o3 o lg 3 o
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| | 1 ] | I r |( 1 | | I 1 | | 1
_ - e e e == _
YO0 00---0 0 000 00-

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

Proper placement and control of finger movement
is essential for accurate playing with minimal mistakes.
It is necessary to obrain a balanced lefi-hand position
{Eg. 51, pla}-‘ing dirccd}r on the ﬁngcrtips. [F[g. G) Try
o economize the movement of the fingers by keeping
them close to the strings when not in use. The
following two exercises will help you develop control
and economy of motion. The hrst 1s monophonic
(only one voice) and should be played on all strings in
a varicty of positions. | suggest scrting all the fingers
down on the String in proper pla}'ing position I:ﬁg. ey

Fig. 5 Proper lefi-hand position.

before you begin the exercise. Lift the 2nd, 3rd, and
4th fingers slightly, and vou will be ready to play. Use
as lirtle movement as possible, keeping the 1st finger
down all the time. Leave the 2nd and 3rd fingers down
after they have been played whenever possible.

Exercise #18 is polyphonic. You must allow one
note to ring while playing the other three. Again,
practice this in a variety of positions, and even try
increasing the string sprta.d. (For cxamp]c, play on
strings one and three.} Play both exercises slowly so as
o ﬁ.l].].}" conconrrare on -I:Clﬂfrf)l and aCcUraC}".

Fig. & Playing directly on the fingertips.

Exercise #31
L3 14 S S —
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Exercise #32
2 3
] Bt
Practice Tip:
Making progress on the puitar is like hiking up a Unrealistic Actual

mountain, You hike up as far as you can on one trail and
then when it ends, vou must backirack down to find
another trail that leads even higher. In other words, when
wuorking on a technical problem, you may have 1o ke
one step backward in order to take ewo steps forward.

Progress: Progress:




Moveable Scales

Practicing scales is a fundamental aspect in the development of technique for every musician. Scales are the
building blocks of music, and pracricing them will help cultivate tone, control, dexterity, speed, and stamina. In
fact, Segovia stared, “The practice of scales enables one to solve a greater number of technical problems in a
shorter period of time than rthe study of any other exercise.” Below are four moveable scale patterns—rwo major
and two minor, Because they conrain no open stings, these scales can be played in any key by starting on the
appropriate root note. For instance, the first pattern in C major on the third fret can be changed to D major by
starting on the fifth fret. For technical practice, | suggest playing each scale ascending and descending starting on
frets 3,4,3.6,7 and then back 6,5,4.3. Start slowly, play evenly, and increase speed gradually for each new key.

More practice advice for scales:

* Decide on a specific goal ro accomplish while
practicing a scale. Ten minutes of concentrated
practice covering a certain aspect can be more
beneficial than an hour of mindlessly running
scales.

Try different right-hand fingering combinations:
im, miL, i, ai, ma, am, pi, e, Some parterns, such
as ma, are not feasible for most players in a high-
speed concert run; however, they do help gain
independence for some situations.

Play rest stroke and free stroke. Also try a lighr resc
stroke, This is a ]1ybrid stroke—a rest stroke with a
free stroke feel and speed,

* Experiment with different angles of the right hand
and fingers. Also be sure your nails are filed

PTDPEJ’]}".

Many players find it beneficial 1o rest the thumb
on the Gth string as an anchor. Others ch:mgc.‘ the
anchor string as they ascend the scale. This is also
helpful for damptning unwanred ringing strings,

Practice preparing cach stroke, Start our by
thinking of each scale note as an eighth note with
an eighth rest in between. On the rest, prepare the
next right-hand finger by planting it on the string
in preparation to play the nexr note. Proceed to
lengthen the played note and shorren the
rest/preparation time.

C Major

s
13
_—_-*'_
L
W

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

break berween notes.

L3

Extract scale passages from acrual pieces and use them as exercises. For example, I often use the scales from

Rodrigo's Concierto de Aranjues for scale practice. In this way, I polish part of a concert piece while refining
technique. For more work on scales, I recommend Segovia's Diatonic Major and Minor Scales (Columbia

Music).
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Scale Variations

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

Repeated Notes: Sequences:
a by ch a) 2 b}
o — e "} = = 3-_ e — ..iq-"'r"-p—"'r"'3 - :
T T T e e
o ,.14;_‘ 443}# 44#4% 4!""“.‘1"" 4 Jll-'

Speed Techniques

The following exercise will help demonstrate
practice rechniques used to gain speed. First learn and
memorize the passage by playing it slowly and
accurately. Gradually increase the speed as you gain
confidence with it. Next, apply the following ideas to
I.'!.\’.‘IP Maximize your owr spced porential.

To achieve speed, practice the scale in short
segments. Just as a runner who can run a short sprint
Uﬂins F’Df a ]onger race, }-’Gu can me[tcf Sma” burs[s OF
speed while gradually mcreasing the distance. Isolate
the first pattern of four eighth notes to practice. Add
onc cxtra note also, giving you a downbear—a place ro
land. This is similar to the runner who runs .rhmug:!:l
the finish line instead of stopping ar it. He maintains
his momentum until the end. Practice chis pattern of
five notes as fast as possible, only wecnrately. Repeat
this over and over, increasing the speed until you have
gone as fast as ¥Oou can pla}r without miscakes. Then
start a little slower and try the next pattern, gradually
increasing the speed to as fast as you can play with
accuracy. Finally, add both parterns together to make a
complete measure plus the downbear of the next
measure, Continue this process over the entire passage.

A metronome is of great value when striving for
speed. It is equivalent to a stop-watch used by a runner
in training. It will help you stay in tempo and also
moniter your progress. Concerr guirarists, dﬁpﬁnding

on the difficulty of the scale, reach speeds between
138-172 (four nortes per click).

For left-hand accuracy, be sure to p|:1}r direc:l}r on
the fingertips, keep the fingers close to the strings
withour excessive motion, and maintain a balanced
hand position. You must also have the right hand in
the correct position with the nails filed praperly to
achieve maximum speed.

You may wish to practice the right hand alone.
Practice the first short segment in Ex. #33 staying on
the same note, that is, four p]us one A's. Then practice
eight plus one A's, etc. When you have achieved a
Certain dr:grcc of spced, add the lefr-hand r:h:mges w
obrain synchronization berween both hands.

You mighe also find it helpful to start at the end of
the exercise and work backward. Play the last five
noetes (ending on the downbeat), then the last nine,
erc. This is similar to a runner backing up from the

finish line.

Practice Tip:

Speed can be measured, just like a 100-meter dash.
However, there is a more desirable musical goal thar
we should strive for—one thar cannot be measured. Tt
is the musicality and fecling of the music we play. Use
speed o artain thar goal, bur never le it ke the place
of beauriful playing.

Exercise 433
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Special Effects

There are numerous interesting rechniques on the guitar used to create special #imbres (tone colors) or sound
effects. Natural harmonics were covered earlier and artificial harmonics will follow this section. Here are many of

the others:

Pizzicato (pizz.)—This technique involves muffling
the strings (usually bass) with the side of the right
hand near the bridge as you play the notes with the
side of the thumb (all Aesh). {fig. 7) Ser your hand on
the bridge somewhat parallel to it as if you were o give
it a “karate chop.” Bring it over on the strings to
muffle them slightly when plucked. (fig.8) The closer
the hand is moved roward the soundhole, the more
muffled the sound. Conversely, the more of your hand
you rest on the bridge, the less muffled the sound. The
right amount of pressure takes pracrice and you may
have to alter vour position depending on which sIring
you desire w0 mute. Pizzicato notes can be plucked
with the fngers as well. Segovia also created a
pizzicato-like sound by using the back portion of his
thumb (see picrure) for instant dampening of the bass
strings, as in his recording of Tonadilla (La Maya de
l'f:-::f}'ﬁ’} b}' (Granados. {ﬁg. o

Fig. 8 Pizzicato shown from neck view.

Glissando (Slide}—In addition to the slur, another
way of sounding a second note withour plucking it is
to shide. To do this, move your finger berween two
nores while firmly pressing the string. It is sometimes
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Fig, 7 Pizzicato shown from the front.

Fig. 9 Pizzicato mute with back of thumb.

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




Special Effects (cont.)

Ponticelle (pone)—This term describes the brirde, Dolce (also marked su/ tasto)—the sweet warm tone
metallic sound achieved by plucking the strings near  achicved by playing over the sound hole, usually with
the bridge, usually with the center of the nail. (fig. 10)  the side of the nail. (hg. 11) The term natsreale
This quality was used extensively in my recording of  indicates the return to a more normal sound, For a

the Allemande by Dowland (transcription on p. 76). more in depth discussion of tone color, refer o
Appendix A.

Fig. 10 Ponticella position. Fig. 11 Dolee position.

Tambora—This drum-like effect involves bouncing An example of the tambora technique may be
the right-hand chumb (sometimes the fingers) on the  found in my recording of Semple Gifts.

strings near the bridge. (figs. 12 and 13) By bouncing

quickly, bur firmly, the strings will sound.

Fig. 12 Tambora with the thumb. Fig. 13 Tambora with the fingers,
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Special Effects (cont.)

Rasgueado—This is the ﬁp:anis]‘u term for srrumming
the guirar and is used extensively in flamenco guitar
music. T['l[)ugh not used as often in classical guitar
music, it is nevertheless a necessary technique two
master. Examples of rasgueados in the classical guitar
repertoire include the opcning of Rodrig:fs famous
Concierto de Aranjuez, Turina’s Seviallanas, and Falla's
The Millers Dance. There are many patierns, bur a
basic rasgueado is a brush across the strings starring
with the litdle finger (notared ¢, ¢ or L) and ending
with —as in camys. For added C|arity and ercnth, the
principle of resistance is applied (similar ro snapping
your finger). You create tension by locking each finger
{cami) behind the other and then releasing them in
succession. (fg. 14) Occasionally the thumb is
involved (either up or down) with repeated
rasgueados. The index finger is often used alone in
single strokes back and forth while the thumb rests on
the sixth string. The first joint should remain relaxed
on the upstroke. Rasgueados are usually notated by
arrows which reflect the direction of the stroke. An
arrow drawn from the 6th string to the 1st would
indicated a strum in thar same direcrion.

Fig. 14 Preparation of the rasgueado.

Golpe—This is a knock or tap anywhere on the
guitar—often near or on the bridge or on the face of
the guitar, Different fingers and positions produce a
variety of percussive effects. Examples of this
technique may be found in Granados’ fnzermezze and
the Renaissance dance, Wkt Ale [ Virtuese Duers).

46

Tremolo—One of the most intriguing effects, this
technique especially captivates audiences. It literally
means a rapid repetition of the same nore, the way a
mandolin or a balalaika is commeonly played. But in
classical guitar, it generally refers to a repeated melody
note with an added bass line, giving the illusion of two
instruments playing rogether. It is usually played pam:
(as in the famous Recuerdos de la Alhambra by
Tdrrega), a|t.|mugh pmi and prami are also common
variations. Here are some tips to help master this
difficult technique:

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

Start by practicing with the thumb on a bass
string and the fingers on the first string. Play
slowly at first. Try planting the a finger on the
next melody note as you p]ﬂ}r the bass note with
the thumb. In other words, set the 4 finger on
the first string in position at the same moment
the thumb strikes the bass sering.

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

* Be sure that the right-hand knuckles are kept
parallel to the string and tilt the hand slightly to
thC r'[g]‘Lt [ee] FE‘.\'DF thC i@ Engn::r.

* To avoid a “gallop” or unevenness, starc slowly
WiTI'! 4 MErronome and WOI'LC to Increasc SPCCd.

Once comforrable wich the tremolo techniquc,
practice one pattern plus the next bass note as
fast and evenly as possible. Gradually add more
parterns ro increase endurance.

* Use different accents or reverse the pattern (for
pracrtice only) 1o correct unevenness.

*» To help hear rthe rhythmic definirion, ry
putting a cloth under the strings next to the

bridge to dampen the sound slighuly.

Other composers who have used the tremolo
re,chniquc cﬂ:cctivd:.-' include Ponce, Tansman, Barrios,
and Castelnuovo -Tedesco.




Notation of Special Effects

Pizzicato Ponticello Dolee Glissando Portamento
,, o $he o] oy
e e s s e —
S S e ! — :
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The many special effects used in this picce help caprure the essence of oriental music and its exortic
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Artificial Harmonics

Harmonics (see page 21} can also be produced by
the right hand alone by lightly touching a string 12
frets higher than a frerred note with the index finger
and plucking it with cither the thumb (fig. 15), ring
finger (fig. 16), or the lirtle finger. 1t is helpful to
spread out the plucking finger and the node
(touching) finger to achieve a clear, bell-like sound.
The harmonic will sound an octave higher than the
fretred note. This allows you ro make any note a
harmonic. Like natural harmonics, artificial ones can
be produced ar distances other than 12 frets, such as 7
or 19 Many unique cffects can be created with
harmonics, and it is enjoyable ro experiment with this
technique.

In the following piece, the entire melody is played
with artificial harmonics. 1 suggest first learning the
piece in natural nores and then adding harmonics
when vou are comforrable with the left-hand
fingerings. When first learning the piece without

A48

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

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

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

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

Review-Once mastered, review the picce frequently
to maintain it as part of your repertoire.




Artificial Harmonics (cont.)

Fig. 15 Arificial harmonic plucked with the thumb. Fig. 16 Artificial harmonic plucked by the ring finger.

CATALONIAN FOLK SONG

Melody in Artificial Harmonics...
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Tuning Tips

Tuning the instrument can be one of the most  equally out of tune in cach key. To compensate for
frustrating aspects of playing the guitar. This is due in this on the guitar you should tune to the key of the
part to the fact thar even under the best conditions, it piece you are playing (called temper-tuning). This
is physically impossible to perfectly rune the  involves checking the prominent chords in the piece
instrument. The very nature of our well-tempered or  and reaching a balance or compromise berween them.
equal-rempered Tuning system means that we will be  Here are some suggestions for refining your tuning:

* A good chord to check tuning is the open E major chord and the full bar version of thar chord
(making it A major on the 5th fret, B major on the 7th, erc.). The outer strings contain the
raar of the chord, the next o outer sLrings have the ffth, and on the innermost STrings you find
another root and the third of the chord (on the third string). The roots and fifth are very
stable intervals, but the third presents a special problem since the fretted note always sounds
higher than the natural harmonic overtone occurring on rthar note. Do not tune the 3rd string
too Hat, or it will be our of tune in other chords.

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

* Tuning by octaves can also be benehcial. Stare with the open E's and the 4th string E. Then
tune the open A with the 3rd string, 2nd fret and the Tst string, Sth fret. Lasily, check other
octaves such as D, B, G, etc. Depending on how trained your car is, you could even check the
interval of a fifth between the 1st and 5th strings open.

* A string has less chance of slipping flat if you tune up ro picch from below rather than down
from above.

* The string may sometimes stick in the nut of the guitar when tuning up or down from another
tuning. To cause the string o go a bit lower, stretch the string slightly by pulling it with the
right hand rowards the bridge. (Do not pull our away from the guitar because this mighe cause
too much tension on the bridge.) Then re-adjust the tuning. To slightly raise a string’s piech,
press on the string above the nut. These adjustments may also be needed when using a capo or
when making very fine corrections that are too sensitive for the tuning pegs.

* Tune quietly and quickly on stage in order not to disrupt the performance. Be sure to check
some of the chords in the piece.

* Be prepared to adjust tuning within a piece while you are performing. Often there are short
breaks char are 101‘1g tnough to reach up and make a minor alteration. Practice this first, and
plan possible places in your pieces for tuning adjustments. This is especially important when
playing in aleered tunings (see following section), where the newly tuned string will have a
tendency to change pirch. An excellent time to practice this is when you first change your
strings. As you play your music, reach up and tune the strings while you are playing without
actually stopping. Learn to make the adjustments as quickly and discreetly as possible.
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Tuning Tips (cont.)

* When tuning down 1o an altered tuning, bring the string down furcher than it needs o go and
let it ser there while you check the other strings. Then bring it up to pitch. This will help
prevent slippagc during the next picce.

* You also can push a note flac or pull a note sharp by pushing or pulling parallel o the string
with the fretting finger. This works especially well in higher positions, where intonation is
more likely to be a problem. Vibrato can also help establish a pitch.

* Seme guitarists accidently bend strings with their left hand, causing them to play out of tune.
Be sure to press the string straight down with the left-hand finger so as to nor alter the pitch.

* Tuning by harmonics is a common tuning practice, and while not rorally reliable, it is helpful
for marching just one string against another (see diagram). It is also the easiest way to tune the
guitar to the tning fork (A 440). Martch the 5th string, Sth fret or 4th string, 7th frer 1o the
fork. The tone of a harmonic is closer 1o the fork than thar of a freted note.

Addll = 5chostring, Sth frec

Sth string, Fth fret = ach string, Sth frer
Sth string, 5th fret = 4th string, 7th fret
4th string, 5th frer = 3rd string, 7th frec
Sth string, Tth fret = 1st SErng open
Grh string, 7th frer = 2nd string open

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

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

and rnisaligncd frets (rare).

Practice Tip:

le is important to be able to play a picoe ar a variety of tempos. When you are cold
on stage or have not been able to warm-up prior to the performance, you may wish w
take a lictle slower tempo. You should also be able 1o play 2 piece a somewhar faster than
needed, giving you a bit of reserve. This is especially important when playing ensemble
music or concerros with orchestras. The conductor may choose a different tempo than
where you have nermally pracriced the piece.
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Low D Tuning

The next piece requires thar the Gch string be tuned a whole step lower to D. This pitch will be an ocrave
lower than the 4ih SLTINg open, so it 1s best to match it to that string. For an easy check, the 12th fret harmonic
on the 6th string should be in unison with the 4¢h string open. Also, the 6th
string, 7th fret will now match the 5th string open (both natural nores). With Low DD
this wning change, play the 6th string notes two frets higher than they would i T

normally be played. (You can think of them in relation to the 4th string, only i i
one octave lower.) There are many alternate tunings on the guitar, but this is L3 —
by far the most common. o
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Practice Tip:

My father used to have me play a passage seven times in a row perfectly at tempo
before he considered it mastered. If I made a mistake anywhere, even on the last time
through, T would have to start over again until T could do seven consecutive times
withour mistakes. Apply this rype of discipline to your pracricing for maximum
technical aceuracy,




More Work With Slurs

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

THEME AND VARIATION
(from Caprice #24)

MNICCOLD PAGANTNI
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Ornamentation

Early music before 1730 (Renaissance and Baroque) was often decorated with embellishments called
ornaments. Many of these were not even notated in the score, and much has been written regarding style and
practice. Here is a very general and simplified guide to ornamenrarion. Although style and tradition are imporrant
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Advanced Bar Techniques

consideracions, [ feel thar the
performer should ultimately do
what sounds best on  his
individual instcrument.

In Baroque music, rrills gen-
erally scart on the upper note.
The trilled note should come
from the scale and the key of
the piece, unless an accidental is
added. The duration of a crill is
subject to the tempo and
performer’s interpretation. In
all examples, the bass notes are
played with the ornamenr.

Each period of music had ies
OWI conventions, so it 1§ im-
possible to be dogmartic on the
execurion of these ornaments. It
is often helpful to study theory,
musicianship, and interprera-
tien with ether inscrumentalises
{non-guitarists) or with carly
music specialists. Segovia often
encouraged students in the
study of music in general,
saying, “¥Fou must love the
music more than you love the
guitar.”

Technical Note: Some or-
naments (such as rrills and
mordents) are somerimes p|a}'cd
cross-string rather than slurred.
To execute chis, rapidly al-
ternate the trilled notes fingered
On WO CONSECUlive strings.

The next piece uses the technique of a Ainge bar. (fig. 17) The example in the photo, on the first frer, is
notated Th. The first string is frerted by the firsc finger as if it were a full-length bar, bur the finger is angled away
from the bass strings to allow the open [D to ring. This facilitates movement to the next chord, where the first
finger lays down on all the strings to form a full bar.

Orther special bar techniques also exist. Occasionally you will need to use a partial bar on inside strings and
leave open strings above and below it. This is done by flattening the index ﬂngel‘ and bending backwards at the

first joint. This bar is often notated
with a bracket next to the barred
notes. Bars using Angers other than
the index are also usually notated in
this manner. (hg. 18)

Another unusual bar technique 1s
the cross fret far, whereby the index
hinger bars across rwo frers simul-
taneously. (fig. 19} An example

Hinge
Th

Bar
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Advanced Bar Techniques (cont.)

of this rechnique may be found in Rick Foster's transcription of Sheep May Safely Graze (Parkening Plays Bach).
Fig. 17 Hinge Bar.

Here the index finger slants such thar the bottom half depresses the treble strings and the top half of the finger
depresses the bass strings a fret higher. This is notated by two Roman numerals with a slash between them.

Wy

Fig, 18 Parcial Bar with 4ch finger.

BIANCO FIORE
transcription appears on The Artistry of Christopher Parkening.
:.’l{fegm -

]

Fig, 19 Cross-fret Bar.
-

Because of the Allegro tempo, the trills in this piece are generally performed starting on the lower note. This
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Interval Studies

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

ﬂgnam rCs.

Ocraves

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

Left-Hand Shifts

There are two main types of left-hand shifts on the
neck: those that can use guide Angers (keeping a finger
on the string during the shift) and those thar can not.
Regardless of the type of shift, try to keep your hand
in a balanced position. This involves nmvmg from the
arm and keeping the Angers close to the strings. If you
have a difficulr shift along the neck, you may find it
]WIE‘JFlIE 4] iwlatc t]:l':." P‘ELSSQ.EC" Q.]-.Id CHCArs an eYer{,‘.iSt out
of it. The following example contains a difficult chord
shift from the 2nd to the 7th position. (Ex. A)
Although you have the advanatge of a guide finger, the
fingering is somewhar awkward. To break the problem
down into smaller pieces, first practice the change of
fmt.':c:rm&, i the same J.Ucu.r}:mn i(Ex. B} Here the ‘-Tu1d'.'.
finger funcrions simply as a pivot finger. Next, practice
shifting just one fret or two. hnall:,r, resume practice
of the full shift to the 7th position.

For shifts without a guide fnger, [ suggest
momenrtarily riding along the inside area of the index
finger opposite the first knuckle. Thar is, the inside of
the finger remains in contact with the bottom of the
neck as you shife. Keep the fingers close o the strings
and in position as much as possible. Try this with
Example C.

For shifts to the uppermost frets, you will need 1o
alter your left-hand postiion somewhar. (fig. 20)
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Exercise #34

Fig. 20 Left hand in extreme upper position.




Rules To Be Broken

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

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

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

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

4) Llse the textbook sitting position. There are so many physical variables (height of chair,
footstool, size of person) thart the sitting positton will vary for each individual. Keep in mind the

general principles and strive ro balance security, relaxation, and rechnical accuracy with a
beauriful sound.

5) Play off the left side of the nail. This is the standard for most natural and dolee sounds.
However, the cenrer and right side of the nail certainly produce unique effects and should be
used and experimented with.

6) Relax. Although ic is certainly desirable ro be as relaxed as possible, there must be a certain
amount of focused tension. Wherher it is in the right-hand fingers or wrist for extra power and
intensity, or in the left hand for difficult bars or slurs, there will always be a certain amount of
tension that may even require building strength and endurance. Try to confine the tension to
only the arcas needed to produce the results.

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

Practice Tip:

In general, the more stable che instrument, the more accurarely vou will
play. For added stability, try resting the lower main bour of the guitar on the
chair (padded) between your legs. This will provide five points of securicy: 1)
on the left leg, 2) against the inside of the right leg, 3) against your chest, 4}
under your right forcarm, and 5) on the chair.




Twenty-Minute Workout

If you desire a quick warm-up or technical workout, try five minutes of concenrrated practice in each of these

four vital areas: 1) Scales 2) Arpeggios 3) Slurs 4) Stretches. Below you will find one possible cxample of each
excreise. Customize this technical regimen to fit your own particular needs.

1) Scale L4
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‘Zr‘ie musician’s art is to send light into the depths of men’s hearts.
—Robert Schumann
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Interpretation of Music

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

Every musical note has four distinct qualities or

characteristics: 1) Pireh 2) Duration 3) Volume and
4) Tone. Simply stated, the interpretation of music
depends on how you handle each of these qualities. In
other words, emotional expression is conveyed by the
amount of variation used in pitch, duration, volume, and
tone. As guitarists we are fortunate to have control over
cach of these qualities. Not all musicians are so
blessed. Pianists, for example, have control over the
duration and volume of a note, bur only limited
control of tone, and none over pitch. And yer look at
the magnificent interpretations of the grear masrers
such as Horowitz, Rubenstein, or Padrewsky. Just
imagine how much more is possible with the versatility
of the guitar. In fact, Segovia once wrote, “The ]:n:aut}r
of the guitar resides in its soft and persuasive voice,
and its poetry cannot be egualed by any other
instrument.” Let us now look in depth at ways to
achieve variation in each of the four qualities of music.
Following this discussion is a summary of these artistic
devices in outline form.

1} Pitch—The primary means of achieving variation in the pitch is with wibrase. There are two
variables involved here: speed and width. Generally, a slow, wide vibraro is more lyrical and a
fast, short vibrato, more intense. Most often you will want ro match the pulse of the vibrato to
the feel of the music. This gives a consonant, harmoenic effect. The use of vibraw is of great help
when asinging” a phr:ase, and it will also increase the sustain of 3 note, hclp establish intonarion,
and always add expression to a passage. It would not be desirable, however, in certain bright,
dance-like passages or extremely quick runs. Sometimes it is necessary to apply vibrato 0 an
entire chord. Other times, only one note in the chord needs vibrato (usually the melody with a
vertical motion).

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

2) Duration—Dealing with rhythm and timing, the duration category is largely responsible for
the overall feel of a piece. Even the basic decision of the proper tempo (from Andante to Allegro,
etc.} deals with the duration of each note. In addition, the notes may be played staccato (shorr,
detached) or legare (long, connected). You can speed up {accelerands) or slow down (ritard or
raflentands). You might hold cerrain notes longer than others [ﬁ*rr..vmm or tenuts), or even play
deliberately out of time by giving extra duration to some notes and less to others (rubato). Cellisc
Pablo Casals called this “freedom with order.”

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

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

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

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

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

4) Tone—One of the most exciting facets of playing the guitar is the rich varicty of tone colors
(#embres) available. Virrually unparalleled in this aspect, our instrument displays a vast array of
tonal rextures. In fact, Ludwig van Beethoven called the guitar “a miniature orchestra in irself”
The guitar even frequenty imitates orcheseral instruments—from the bright, piercing sounds of a
trumpet to the sweet, lush sound of a string section. Although somewhar limited in its dynamic
range, the guitar more than compensates for this by its generous palette of tonal colors.

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

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

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

You will generally use a mixture of variation in all
four qualiries to achieve your desired interprerarion.
Observe the composer’s markings of expression to help
understand the overall conceprt of the piece. Then rely
on your own narural musical instincts to develop your
interpretation. As cellist Gregor Piatagorsky once told
me, “You can learn technique, but artistic instinct is
natural-born.” There is only so much this book or any
teacher can give to you on this subject. In fact Segovia
said, “All great artists are ultimately self-raught.”

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




Summary of Artistic Devices

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

B. Glissando (slide)
C. Ornaments (trills, mordents, etc.)

II. Dwuration

Tempo {fast or slow)

Staccaro/Legaro (short, detached notes/long, connected notes)

. Accelerando /Ritard (speed up/slow down)

. Fermara, Tenute {(holding certain notes longer than their writren value)
Rubato (changing the value of certain notes for a musical effect)

Arpeggiating [rﬂ"ing) a chord

OEEDgOE s

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

IT1. Volume
A, Dwynamics
1. Contour (crescendo or decrescendo)
2. Terrace (abrupr change from forte to piano or vice-versa)
B. Accenrt (sfortzando)
. Balance berween voices {bringing out melody, bass, or inner voices)

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

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

2. Add slur or shide
C. Special Effects

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

al




Part 11

Repertoire




Repertoire

The nexr section of this book deals with repertoire
of the classical guitar. It is divided by petiod of music
with a brief description and includes performance
notes on each piece. The pieces are not in graded
order, but the list below ranks the picces into three
very general levels of abiliry (A 15 the easiest; C is the
most difficult). [t is the purpose of this section to
acquaint the student with an averall view of the guirar
repertoire  while also refining technique and
interpretation. The student can then use the
knowledge gained from rhis book to pursue further
repertoire in a similar manner,

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

period is not included here due o copyrighe
testrictions, but there is a brief description of 1t along
with a list of notable composers and suggested
repertoire.

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

I recommend listening to recordings of these pieces
(sce Appendix B) because T believe it is valuable
study a variety of interprerations. This is not to copy 2
parrticular one, bur to expand our thinking in order to
ultimately settle on our own individual style.

Renaissance
Anonymous Four Lute Pieces A/B p- 68
Milan Pavane A 72
Johnson Alwman B 73
Besard Branle and Volte B 74
Dowland Cralliard A 75
Allewande C 76
Baroque
de Visée Prelude and Bourrée A 80
Sanz Pavanas B al
Bach Bourrée B B2
Prelude G 83
Scarlatti Sonata in A C a6
Classical
Carcassi .S'mdly in F minor B 94
Study in A B 95
Study in A minor C G
Sor Stuey in A B a7
Study in B minor B 98
Minuet B a9
Woalez B 101
Giuliani Theme and Variations A 102
Ronde B 103
Allegro Spiritoso C 105
Romantic
Tarrega Frtndio A 111
Lidgritna B 112
Adelita B 113
Fortea Farnelio C 114
Barrios Estudio del Ligado C 116
Anonymous Romance C 117
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Renaissance Period

(1500-1625)

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

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

Robinson and Valderrabano.

Performance Notes

Anonymous—Danza (p. G8)

Interpretation: The following four pieces are often
performed as a set together with the Preludio (p. 32}
and Bianco Fiore (p. 55). They are usually entitled Six
Lute Pieces of the Renaissance and are performed in the
order in which they appear in this book. This first
piece conrains two-measure phrases, with the
exceprion of mm. 5-7 and mm. 8-10, which are three
measures cach. A loud/soft echo is very effective in
these repeated phrases. Also create a contrast berween
the phrases at mm. 11-12 and mm. 13-14; they are
parallel, although nort identical.

Technique: Try a thumb strum ar m. 11, either all
flesh or all nail. If you use all nail, glide at a slight
angle—do not play directly from the center of the
thumbnail, as this will cause a thin or harsh sound.
Use a 4th finger guide in mm. 5-6 and mm. 8-9. To
avoid squeaks, lift the bass note fingers straighr off the
strings and then shift quickly.

Anonymous— Gagliarda (p. 69)

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

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

Anonymous—Canzone (p. 70)

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

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



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

Technique: Strive for proper dynamic balance of the
opening chords. The melody should sing above the
rest of the harmony. The run in m. 3 should be played
free stroke, :th::rnating fm to maintain the delicare
qua]irj-'. In the imieation section, pay close atrention o
cach voice, letting cach note ring for its full value. The
trill at the end of the piece should start as a pull-off
from the A above. Srart slowly and accelerate toward
the end of the crill. Not Dnly 15 this easier, bur it also
creates a nice musical effect,

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

Anonymous—Saltarello (p. 70)

Interpretation: A quick ltalian dance, the salterello has
a light skipping quality. The one presented here is a
wundt:rf_ul ﬁnalﬁ: to ti'lL‘ Cﬂllﬁff:tiﬂn UF EHDD}’IT[OUS
Iralian lute pieces found in this book. Its melody is
quite similar to the volta found in England during the
same time period.

The most intriguing aspeet of this work 15 the
drone bass ostinaro consistent throughout most of the
picce. It provides a solid accompaniment bur should
nor drown ourt the melody.

The picce contains sections of eight measures
divided into four-measure phrases, This presents many
opportunities for tone color and dynamic contrasr.
There are two main melodic themes in the piece with
variations following each one. The first theme should
float along lightly with effortless slurs. The second
theme (starting at m. 17) 1s very cffective played
ponticello. The fiest theme is repeated at m. 33 an
octave lower and should be played with a bright sound
for extra clarity.

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

The leng slurred runs also must be pracriced
separately to achieve evenness in both rhythm and
volume. On these runs, oy pracricing to the end of the
run, as if backing up from a finish line. For example,
in m. 15, play the last two eighth notes and land
firmly on the first beat of the next measure and stop
there. When that move is perfected, back up and play
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the last four eighth notes of m. 15, ending in the same
spot. Perfect each segment before backing up wo the
next pair of eighth notes. Soon vou will have backed
up to the beginning of m. 13 and will have a very solid
run. Be sure 1o use a properly balanced left-hand
position with knuckles parallel to rhe neck. Pull down
inro the next string for strong slurs (like a rest stroke).
Make sure they are even and strong, giving enough
time to the first note of each pair.

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

Milan—Pavane (p. 72)

Interpretation: The pavane is a slow processional
Tralian courr dance. Most pavanes are in quadruple
merer (as is this one), a]thoug]‘\ some are [riple meter.
This pavane comes from Ef Maestre (1535), a trearise
on lute t::r_‘hnique. The plece 1s divided into four-
measure phrases, with the exception of the fourth
group in which an extra measure is found. The
{:untrapuntd fashion of this piece makes use of the
sweipensioni—a chord containing a non-harmonic note
that 1s then resalved o a harmonic one. This series of
tension/resolutions weaves thrﬂ-ugh the enrire piece,
resolving solidly on the two half-note chords at the
end of each four-bar phrase. Strive for a stately, regal
( maestaso) performance with full-sounding chords.

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

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

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

Johnson—Alman (p. 73)

Interpretation: The English alman (allemande in
French) was a moderate dance in duple or quadruple
meter. This one is composed of four sections of eight
bars each. The second and fourth sections are

variations of the first and third sections (AA'BB") and




should be interpreted as such. When applying
variation in dynamics and tone color, consider the
piece in two-measure phrases. Be sure ro start these
Phr:l.&c:i I t]:ll: Pic.li—up {'FCI'I.]TT]-.I hI:HT l'I'F PTﬁVi{JUS
measure). MNote that the pick-up should not get the
accent. It is a lead-in to the first beat of the measure,
which should get the accent.

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

To add length vo this piece, try repeating the firse
and last sections again at the end (AA'BB'AB').

Technique: Give particular rhythmic clarity to the
dotted eighths in the opening section. To avoid lazy
sixteenths, try setting the metranome click on every
Eighrh note. Place the sixteenth notes cxactl}r midwa}'
between cach click. Conrrast this articulation with a
very legaro vanation of running eighth notes in the
next section (A’). In che third and fourth secrions
{mm. 17-32) sirive for a ringing effect, lerring
overtones ring as if you were hearing the echo of a lute
played in an old church. Be sure to hold each note for
its full value, as the overlapping of the contrapuntal
lines is especially lovely. This is rather difficult at m.
19, bur sustaining the high A is worth the strerch.
Apply rest stroke to the A, as well as the other tied
melody notes following, to accent the descending
motion of the line.

Besard—Branle and Volte (p. 74)

Interpretation: This pair of dances contrasts nicely in
feel. The Branle has a moderare 4/4 feel, while the
Valte in a2 quick 3/4, is similar in feel 10 a jig. The
Branle starts rather unusually on the 2nd bear of the
measure, and all the two-measure phrases can be felr
the same way—accent the 2nd bear of each of these
phrases, giving a slight breath after the 15t bear before
¥ou start a new phra.SE. Mortice also how mm. 3—4 are a
variation of mm. 1-2 and mm, 7-8, 2 variation of
5—6. Mm. 9 and 10 are fingered in upper positions
with the left hand to give a dolce rone. Use a thumb
strum in the last measure to give more fullness ro the
hnal chord.

The Valte should have accents on the Lst, 3rd, and
5th eighth note of every measure 1o maintain a triple

a7

meter feel. However, there are a few spots where it
may seem more appropriate to accent only the Ist and
4th eighth notes, giving the piece a 6/8 hemiola effect
(mm. 6, 14). A hemiola is a displaced accent. Strive for

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

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

In the Vaite, set the 1st and 3rd fingers down in the
pick-up measure and keep them there to form the D
major chord at the beginning of the first measure.
Accent the strums to achieve proper rhythmic feel. At
m. 3, leave 3rd finger on G# while the 4th plays the
high A. This will be an anchor as the 4th finger makes
 quick change to the 2nd string E. At m. 4, let the
high A ring slightly over the next two notes. The fast
runs should be isolated and practiced separaeely. Pay
special attention to right-hand fingering on these as
well. Be sure not to let bass notes ring through when
there is a change in harmony, as in m. 14—dampen
the A with the back of the thumb as you play the D.

Dowland—Galliard (p. 75)

Interpretation: The galliard is a lively dance of Ttalian
arigin, usually in l:riph: meter. The one that appears
here is neither Tralian nor in wiple meter. Rather, ir is
arrribured o the foremost English lurenist of the
Elizabethan Fra. John Dowland, and is written in
simple duple meter (2/4). Although credired ro
Dowland, this piece may actually be the work of
Mexican composer Manuel Ponce, who wrote many
picces for Segovia in the style of other composers.

This selection has a straight-forward simplicity.
Strive for a bright march-like feel with a brisk tempo. 1
recorded this piece on Pleasures of Their Company
using a capo on the third fret to match the original
lute tuning. To lengthen this piece, it was recorded
AABBAAB,

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




find it desirable to roll only the first and last chords of
the piece in order to keep a bright staccato feel. The
last chord can be rolled using the thumb on the two
bass strings and then the fingers on the trebles.

Dowland—Allemande (p. 76)

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

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

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

For the brightest, most powerful sound in the
(}aning twd measures, P]ay near the bridge, on Ehe
center of the nail, and pluck the string ourward from
the face of the guitar using a stiffened hand and
hngers. Also use the weight of your forearm for full
power in the chords at mm. 23-26. The third chord is
notared as a thumb strum. Flatten vour left hand 4tch
finger slightly to dampen the 5th string as you strum.,
In the ﬁ)“(}wing passage at mm. 27-28, your drh
ﬁngf[ can actas a Pi\'ot a5 }FDU. Changc hﬁmﬁﬁn CJ-l.Dn;ES.
At m. 29, be sure to let each melody note rning to the
next, achieving a unique harmonic effect. This same
effect occurs at m. 41,
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Baroque Period
(1625-1750)

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

MNotable Composers: Albinoni, Bach, Barchelar, Campion, Corbetta, Corelli, Couperin, de
Murcia, de Visée, Gauluer, Frescobaldi, Froberger, Handel, Logy, Lully, Monteverdi, Purcell,

Rameau, Roncalli, Sanz, Scarlarr, Telemann, Vivaldi, Weiss.

Performance Notes

de Visée— Prelude and Bourrée (p. 80)

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

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

Technique: The opening of the Prelude is fingered on
the second string because of its warm sound and the
ability to add more vibrato. The mordent in m. 8
should be played F-E-F-E. The second finger on F
from the previous beat sets up this fingering. The trill
in m. 9 should start on the upper note (D-C#-D-C#,
erc.) and should accelerate slightly towards the end of
the wrill. Alternate between the 2nd and 3rd fingers for
more control and speed.

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

On the 3rd beat of m. 15 at the final cadence, use a
vertical vibrato (motion parallel to the frer) on the
second string D. To creare the illusion of a crescendo
on that note, delay the vibraro slightly, then do it slow
and wide in pitch. Two or three bends of the string
both up and down should be sufficient.

Sanz—Pavanas (p. 81)

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



repetition of themaric marerial—the piece moves
through various similar melodic ideas. This textural
variety provides the opportuniry to bring out phrases
with added rone color and d}'namlc contrast.

Technique: Rest stroke should be limired in chis piece
to a few isolared accenred notes. Free stroke on the
melody will give a more legato sound and will berter
match the sound of the thumb when it rakes over the
moving volce.

The slide at m. 24 facilirates the large shift from
the 3rd position to the 7th frer. On the wide stretches
at mm. 18, 22, and 24, be sure to relax the left hand
before the reach.

For the unique group of slurs at mm. 28-29, be
sure o hammﬁr*ﬂn “’ith a EDDd dtﬂ]. 0{ {'-DI‘CE a:I‘.Id
especially accent the highest note with the use of
vibrato. The long slur from the open string will be
clearer with a certain brightness, so play the phrase
ponticello, as marked.

Bach—Bourrée (p. 82)

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

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

Srart the picce slowly enough to be able to ger
through the last four measures ar tempo. These should
be practiced separately, as both the treble and bass
lines are quite active at this point. Notice the fingering
of the bass line in m. 16. The D#, played on the Sth
string, sets up the end of the phrase. To avoid a
squeak, jump to the D#—do not slide your first finger
to the note. Slurs may be added to some of the eighth
notes, if desired.
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Bach—Prelude (p. 83)

Interpretation: Keep the tempo o produce the full
dramartic impacrt of this piece. Embellish the piece with
frequent changes of tone color and dynamic contrast,
Certain slurs should be used for accents (such as rthe
high Ain m. 9 and ochers for a |Ega.t|:r, ﬂowing feel
(such as the opening measure). The latter should not
be averly accented.

Start the piece with a relaxed feel and ler the piece
build in intensity until the end. The piece takes a
momentary break in the middle at m. 22. Ritard
slightly before the strummed chord and pause briefly
on it. Then start building again. Pay special attention
to the build-up starting ar m. 31, peaking on the high
A in m. 34 and then diminishing until the final and
most intense build-up from mm. 37 w 39 Once
reaching 2 dynamic peak at m. 39, maintain the
volume and intensity until the end of the piece. Ritard
on the last part of m. 41.

chhn_ique; Strive for even slurs, unless an accent 1s
desired. The slide in m. 5 facilitates lefi-hand fingering
and sounds almost identical ro a slur in this situation.
In runs on the bass strings, such as in mm. 19 and 28,
rry playing right-hand fingers more on the center of
the nail to avoid the sound of the nail swiping across
the wound bass strings, crearing a scraping sound. The
thumb can also be used, but try to match the sound of
the fingers thar start the runs. The chords below the
pull-offs in mm. 24 and 26 should acrually be held for
an eighth note—through the end of the slur.

For the long pedal rone passage starting in m. 33,
sreive for a full, round sound wich the thumb on the
3rd and 4th strings. Try slicing the string from the left
side of the thumbnail riding toward the center. (See
explanation of thumb technique in Appendix A.)
Some prefer playing the thumb rest stroke. Listen to
Segovia's recording of this piece to hear the beauriful
full round sound he gets here. At the end of m. 35, I
suggest gradually moving toward a pontcello sound,
rerurning to dolee at the end of m. 36. In mm. 37 and
38, lock the 7and a fingers together and play from the
wrist on the ascending two-note chords. Use rest

stroke on the high I's and C#'s in mm. 39-41.

Scarlatti-Sonata in A (p. 86)

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




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

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

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

Technique: The grace notes at mm. 24 and 62 are
difficulr and Ay require some 1solated pracrice. T]‘ley

should be crisp and precise, not distracting from the
rhythmic clarity of the line. The one in m. 24 is easier
if you leawve the 2nd ﬁng&r plantcd on G ccnming e
the measure. The mordents in this piece are slurred up
to the next note in the scale and then back to the
starting note. For example, in m. 8, play D-E-D.

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

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

been plucked at all by the right hand.

Ipﬁ:_y the notes as they are written, but it is God who makes the music.

—Johann Sebastian Bach
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SONATA IN A

(L. 483)

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

The most important petiod for the history and development of the guitar, the Classical
period saw the advent of our modern instrument. Classical music in general was being accepred
by the masses, and composers responded 1o this new audience. Compositional practice tended
towards structure with simpliciry, formalism with elegance, and correctness of style and form.
The symphony erchestra was born, and main musical forms included the symphony, sonata,
sonatina, string quartet, and theme and variations. Textures were primarily homophonic—a
single melodic idea with accompaniment. Melodic phrases were short and clearly defined.
Virtuose guitarist/composers left a heritage of outstanding concert works, didactic studies, and
even concertos for guitar and chamber orchestra. The earliest guitar method books were
published during this era, giving insight to the teaching and philosophies of the parriarchs of the

classical guitar.

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

Legnani, Mertz, Molino, Paganini, Sor.

Performance Notes

Carcassi—Study in E Minor (p. 94)

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

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

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

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

Measure 21 is marked as a paraal bar (361) where
the st finger pivots on the bass note from the measure
before to form the bar. If you find that some of the
notes pressed by the bar finger are not clear, you may
wish to use a full bar. You may also adjust the finger
up or down as necessary, depending on what is casiest
for you personally. For a smooth transition to the full
bars in mm. 24 and 359, form the bar and then add the
other fingers as you need them.

Carcassi—Study in A (p. 95)

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

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



abrupt change in harmony (mm. G, 13, 16, 21, and
23) or sudden change in rhythm or texture (mm. 7,
16) will alse indicate some type of musical
significance,

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

mm. 1-4  Opening theme: peaks in last measure bur
also comes full circle back o the tonic A
chord, creating a sense of completeness.
Bass builds by half-step and harmony ends
on dominant chord, generating a sense of
CXPCCI'E.T]QH,

Low E bass pedal is static, crearing
suspense.

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

This section is very similar to the opening
theme, this time with a suspenseful static
A bass pedal.

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

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

-8

17-20

21-24

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

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

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

When changing chords in this piece, ser down only
what you need first and then add the other nores from
there. This will keep the music moving smoothly. Also
use guide and anchor fingers whenever possible (such
as the last C# in the first measure o the D in the next.

Carcassi-Study in A Minor (p. 96)

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

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

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

Technique: The main difficulty of this piece is in
achieving a consistent “rapid-fire” succession of notes.
Practice in small bursts of speed, working on only one
bear ar a time. Always practice to the bass note of the
next bear. This will give you a strong place to land (the
thumb stroke) and also allows you to overlap each
beat. Expand this to practicing one measure at a rime,
again playing to the downbear of the next measure. In
addition, it is wise to practice the whele piece slowly
and accurately, gradually increasing the tempo to the
desired speed. Practice particularly difficult sections
separately, as well (mm. 8, 1617, etc.).

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




You may wish to use the alternate pémi 1o finger
the tremolo patterns in the first measure and others
like it. This might help maintain consistency with the
arpeggio measures with which the tremolo measures
alternate.

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

The “ebb and flow” interpretation should allow for
minute technical breaks. Relax the Ijght hand as much
as Possibie [hroughnur, but cspccia"y at these rest
stops and let-ups provided by rubato, tenure, ritards,
ete. One such spor is the difficult change to the chord
at the first bear of m. 23. I suggest jumping to the bass
note D and pausing slighdy to ser the other notes in
place. This not only aids technically, but creates a
wonderful musical effect, especially if you add vibrato
to the D). Segovia would often transform a technical
difficulty such as this into a musical advantage.

Sor—Study in A (p. 97)

Interpretation: This short etude was chesen for its
simplicity and beauty. It contains a hoemogeneous
texture of eight notes throughout, although the
melody notes should ring for a quarrer note cach.
Every melody note is followed by a two-note chord on
the offbear. These chords should be played sraccato
and more quietly than the melody notes for proper
balance. The picce is divided inte twe-measure
phrases, starting and ending in the middle of the
measure. Shape your phrases to follow the rise and fall
of the melodic conrour. Contrast the similar phrases at
mm. 8-10 and 10-12 with a change in dynamics
and/or tone color. Pause on the beauriful surprise E#
at m. 14, as well as the peak B in that measure and in
the following one. Ritard at the end of each section,
especially ar the end of the piece, since it ends in the
middle of the measure on the eighth note of a weak
2nd beat. Normally pieces end on strong beats such as

the downbeat (first beat) or 3rd bear.

Technique: Use rest stroke on |ntiud.}-' for fullness of

sound and te help dampen the previous two-note
chord. Also lift lefr-hand fingers off cleanly to stop the
chord from ringing. It should be stopped exactly as the
next melody note is played. You will also have o ser
the right thumb down to stop any open bass strings
and any other notes that cannot be dampened by
cither the rest stroke or lefi-hand lift. At m. 7 the 4th
finger is a puide into m. 8. This may create a slight
portamento, if you wish. The second string ﬁngeri ng
gives a more beautiful sound and also allows for
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vibrato. M. 14 is fingered in the Sth position for the
s4Ame reason.

Sor—Study in B Minor (p. 98)

Interpretation: Perhaps the most famous of all the Sor
studies, this lovely etude has an elegant simpliciry that
accounts for its charm, The melody should always sing
out above the accompaniment, and again I suggest
singing or playing the melm‘ly by iself ro fully grasp its
characrer. The piece is formed in eight-measure
scctions—let the piece breathe naturally by feeling
these phrases,

Bring out moving lines. At m. 25, vibrato the D#,
as it is a nice source of tension undil it resolves to the E
in m. 26. Mm. 27-28 contain an almost parallel
phrase. M. 29 starts as if it were going to be parallel as
well, bur it rakes a surprisc turn. Highlight the
harmonic motion in this section with a change of tone
color on one or more of the two-measure phrases. A
subtle and gradual change to ponticello in mm. 29-31
would be effective before the dolce m. 32. The final
section of the piece starts building from m. 41 to the
peak at m. 44. Crescendo and accelerate slightly o the
peak, then feature the second high B by adding vibraro
while stopping all the other strings from ringing. A
fitﬂrd and decresccndo ‘-\-’Dull'l. h'l: apprnpriatc Ft}r thC
end of the piece.

Technique: Use rest stroke on rthe melody, except
perhaps where yvou desire a ponticello sound. For
smoother transitions, use guide fingers such as the 1st
finger beween mm. 11-12 and the 2Znd finger berween
27-28 and 31-32.

In the series of bar chords at mm. 40-42, ride
along the neck with the bottom of the index finger as
you make a transition from one position to the next.
Alrernatively, you could usc a hinge bar at m. 41 and
then proceed into the next bar chord riding along the
index finger.

This picce makes an excellent exercise for analyzing
chord inversions for the key of B minor, Observing the
harmonic conrent can also aid in memorization.

Sor-Minuet in C (p. 99)

Interpretation: The last movement of the Grand
Sonata, Op. 25, this is one of the most popular of the
Sor minuets. The writing is very classical in nature,
almost imitating a string quartet. The minuet is a
dance that originatcd in the Baroque pcriod and is
quite thythmic. The theme of this piece is light and
tuneful, typical of the classical period.

The repeats in this piece need not be observed
literally. Playing straight through with the D.C al
Finewould be sufficient. Use a variery of tone color to



help define the different sections of the piece. M, 29
starts a unique sequence where the melody with grace
notes somewhat imitates a violin, and the two
accompaniment notes, a viola and cello. These notes
can be played slightly staccaro, like the viola and cello
playing pizzicato. At m. 37, the cello takes the melody,
with the violin and viola providing accompaniment.
Additional interpretive ideas are marked in the score.
Notice the contrasting fingering of runs at mm. 44—45
and 60-61. Also unusual are the thumb strums of
mm. 5658,

Technique: Keep the 1st finger on C in m. 1 before
starting the turn on beat 3. This measure may need to
be practiced SEPEI'ELIEI}F for an £ven, strong shur. Be sure
to “pluck” downward and into the adjacent string with
the left-hand fingers throughour the piece.

To achieve staccato chords in mm. 29-36, set your
right-hand fingers back on the strings after playing
them. Try rest stroke on the Tst bear of each measure.

Use a full strum with the pad of the thumb at m.
44. Alternate hngers on the next run for Auidity. The
strum ar m. 56 should be light, so as not wo override
the turn. Use a pad strum on the bass notes in the
following two measures.

Sor—Waltz in E(p. 101)

Interpretation: This delightful waltz contains 2
number of wanderful special effects and gives much
possibility for tonal and dynamic contrast. Ir also
contains quite a bir of rhythmic variery, adding to Its
intrigue. The first two sections of this piece are in E
major and the next two sections are in the parallel
minor key (F minor). The picce then repeats the first
wo sections (DO af Fing,

In the fArst section, try this articulation of the
repeated melody notes: In m. 1, play the E's on beats
two and three slightly staccaro, then let the next E (on
the first bear of m. 2) ring longer, like an
appoggiatura, before it resolves to the D#. Repeat this
articulation in mm. 3—4 and 5—6. Be sure to crescendo
the ascending 3rds ar mm. 9, 13, and 27. Try
contrasting mm. 17-20 with 21-24, maybe playing
the second group softer. Swive for trumpert-like
ponticello ocraves at mm. 24 and 28. Play the dolce
violin-like 3rds ar mm. 26-28 very warmly. An
alternartive to this interpreration is to stay ponticello
for the 3rds in mm. 26-28 and then to play the next
ser of octave B's dolee on the 2nd and 4th strings. The
pizzicato ocraves at m. 30 should be staccato and
accented. The slur and harmonic section starting at m.
33 should feel light and graceful. Notice the slide at m.
39 for a change of color. After the da capo repear, you
could possibly end the piece with a full E chord strum

at m. 16 (EBEG#BE). Play it softly and short with a
pad thumb.

Technique: Be sure to play the 32nd notes ar m. 5 fast
enough so as to contrast them with the triplets in mm.
I and 3. Practice m. 6 first withour the grace note to
get the correct rhythm. Then add the grace note,
keeping the same feel. On the pull-offs at mm. 9, 13,
and 27, try not to hit the first string with the lefr-hand
finger pulling off. The melody is on the first string,
and each note should ring for a full beat. M. 14 was
fingered by Sor himself Notice that the switching of
voices on the strings makes a smoother transition
berween chords.

To achieve the brightest sound on the ocraves at
mm. 24-26 and 28-30, stiffen your fingers and play
mere on the center of the nail near the bridge. Use the
power of your whole hand to pluck ourt slightly from
the face of the guitar. Use the left side of the nail with
your fingers locked together, and pluck towards the
left shoulder on the thirds at mm. 26-28 for a
contrasting dolce sound. Pinch the pizzicato ocraves
together, laying the side of your hand on the strings
near the bridge to muffe the strings.

The turns at mm. 33-38 need to be crisp and
clear. Set all three fingers on the string as soon as
possible, and keep the left hand parallel o the neck.
Nortice rthe difference in the slur patterns between mm.
33-34 and mm. 37-38 for added conrrast. Make sure
to touch the harmonics directly over the frer, It is a
quick jump up, so look ahead as you are playing the
open string chord preceding it.

Giuliani—Rondo (p. 102)

Interpretation: A rondo is a piece thar always returns
to the main theme. True to form, this picce is
structured ABACA. Nortice how the mood of this
piece changes as it modulates from the haunting
melody in E minor of section A to the contrasting
themes of the more joyful relative and parallel major
keys (G and E) in sections B and C. Also contrasting
are the textures used in this piece. Section A contains
an arpeggio accompaniment, while the other two
sections are a study in 3rds and 6ths againsr a pedal
bass. Observe the rise and fall of the melody in all
secrions by shaping your phrases with dynamics and
rubato. Accent the 6ths in mm. 10 and 11 to “answer”
the melodic “question” of the 3rds surrounding them.

Technique: Use p on the 6th and 3rd strings in section
A (four times per measure) to give the bass linc a
steady rhythm. In sections B and C, lock right-hand
fingers together to play the 3rds (im) and 6Gths (iaq).

Play from the wrist and forearm, using the full weight




of the hand to achieve more power. Be sure not to play
the open bass string pedal oo loudly. You may wish to
practice m. 4 first withourt the grace note to get the
correct thythm. The double slurs of mm. 8 and 12
help achieve Auidity in the line of melodic 3rds.

Giuliani— Theme and Variations (p. 103)

laterpretation: This piece is the first movement of the
Sonatina, Op. 71, No. 1. Like many theme and
variations of the classical period, the theme and each
of its variations are divided into two sections of eight
measures each. The variations in this ser are rhythmic
in nature. The theme is stated in quarter nores, the 1st
vanation in 8th notes, the 2Znd wvariation in triplers,
and the final variation in 16th notes. This inereasing
subdivision of the beat creates a narural acceleration
toward the final chords, giving the piece direction and
drive. Be sure not to start the theme o fast, so you
can maintain the tempo through the end of the piece.
Keep a steady tempo to highlight the natural rhythmic
variations. Unlike many pieces of this nature, the
variations stay quire close to the original theme in
melodic and harmonic content, Use variation in tonal
and dynamic contrast to crearc interest.

Technique: This picce is excellent for sightreading
practice, and since it stays in first position, editorial
hngerings are minimal. Practice with a metronome
initially to keep the tempo and to hear the gradual
increase of intensity of the 8ths, triplets, and 16ths.

At m. 27, form a bar on the fourth 8th note of the
measure to help get to the following F bass. Lift the
bottom of the bar momentarily for the open B and
then replace it to dampen the B while you play the A.
On the :a.':u:ellding arpeggios (mm. 33-34, 53, erc.),
you can plant or prepare your right-hand fingers by
serting them on the strings at the beginning of each
pattern, if you wish, The runs at mm. 52 and 60 may
need to be isolated to practice separately and then put
back in context of the piece.

Giuliani-Allegro Spiritoso (p. 105)

Interpretation: This piece is a miniature example of
some of the grear works of the classical period and
conrains many of the compositional devices used in
Giuliani's larger concert selections. Like some of Sor’s
works, you can envision this piece being played by a
small string ensemble and interpret it as such. The
four-bar phrases usually begin on the pick-up notefs),
so keep rhis in mind when developing tone color and
dynamic contrast. Start your contrast on the pick-up
and end it before the next pick-up.

The chords in m. 2 and the bass notes in the
complimentary m. 4 sound good slightly staccato. In
mm. 11 and 15, crescendo to the peak of the phrase
and then come down ro the chord in the following
measure. Mm. 17 and 21 starc phrases thar are similar
to cach other. Try playing the first one loudly and
then start the second phrase softly, making a crescendo
on the 3rds in m. 22. Note the repeated passage of
mm. 24-25 at mm. 26-27. Try terrace dynamics
{loud/soft) for a nice echo cffect. Resume a forre
volume at m. 28 ro complete the phrase. Crescendo
through mm. 30 and 31, with a sudden decrease in
volume on the chord at m. 32. Again crescendo m. 33
to the first bear of m. 34, where you should
decrescendo the phrase all the way to the beginning of
m. 36. Crescendo from the end chords ar m. 44 to the
high D at m. 46.

Technique: The slurs need to be even in sound and
rhythm. Be sure to hammer-on with sufficient force to
help equalize the volume, The broken thirds sections
{mm. 22, 30-35) can be isolared and practiced as rwo-
note chords, rather than broken ones, in order
solidify lefr-hand changes. They should be played p-i.
In m. 17, keep the 2nd finger on D the whole measure
to act as an anchor for the slurs.

Be sure to observe the rests in this piece. Stop the
string(s) from ringing complerely. This, along with the
staccato passages and dynamic conerast, will serve to
emulate the sound of a string ensemble.

M:.sic must never offend the ear; it must please the fearer.

Int other words, it must never cease to be music.

~Wolfgang Amadeus Mozart



STUDY IN E MINOR
(Op. 60, No. 19)
MATTEQ CARCASSI

See Notes, p. 89
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STUDYIN A

(Op. 60, No. 3)
See Notes, p. 89
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STUDY IN A MINOR

{(Op. 60, No. 7)
See Notes, p. 90 MATTEO CARCASSI
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STUDY IN A

(Op. 6, No. 2)

See Notes, p. 91

FERNANDO SOR




STUDY IN B MINOR

(Op. 35, No. 22)

FERMNANDO SORr

See Notes, p. 91
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(Op. 25)
See Notes, p. 91 FERNANDO SOR
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See Notes, p. 92
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WALTZ IN E

(Op. 32, No. 2)

FERNANDO SOR
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THEME AND VARIATIONS

{(Op. 71, No. 1)

See Notes, p. 93 Mauro GiuLiani
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ALLEGRO SPIRITOSO

(Op. 1, No. 10)
See Notes, p. 93 MAURO GlULIANI







Romantic Period
(1850-1910)

Often called the “Golden Age” of concert music, the Romantic period is responsible for
much of the serious music heard in concert halls today. As audiences grew, composers desired
bigger sounds, expanded instrumentation, and more freedom of expression. They exploited
melodic and harmonic contrast with frequent changes in tempo and merer. Freedom of form and
tonal contrast also contribured to the emortional expression of this period. Although composers
did still use some of the classical forms such as the sonata, sonatina, symphony, and studies,
miniature character picces were created to produce an intense emotional response as well. This
type of piece works quite beaurifully on the guitar with its intimate nature and variety of tonal
colors, and some are included in chis section,

Notable Composers: Albéniz, Berlioz, Bizet, Brahms, Chopin, Dvorak, Elgar, Falla, Franck,
Granados, Grieg, Liszt, Mahler, Mendelssohn, Moussorgsky, Puccini, Offenbach, Rimsky-
Korsakov, Saint-Sagns, Schuberr, Schumann, Sibelius, Strauss, Tchaikovsky, Wagner, and
Weber. For guitar: Barrios, Forrea, Mertz, Pujol, Tdrrega.

French Imprcssiunistic: r}chussy, Foulenc, Ravel, Satie,

Performance Notes

Tarrega—Estudio (p. 111)

Interpretation: Although lesser known than many of
Tirrega’s works, this charming little study is quite easy
to learn. The melody falls on the 2nd, 3rd, and 4th
beats of each measure, while the bass is always on the
first bear. By playing just the bass and melody alone,
you can observe the main shape of the piece. The two
middle voices arc added to create the Howing tripler
arpeggio, which makes a nice sctting for the simple
melody line. The harmonic contenc is very tonal,
staying in the key of C major and its rclated chords.
When the harmony does move to a borrowed chord,
such as in mm. 3, 7, and 11, try 1o vary tone color or
volume to feature the change. Alse highlight the
melodic contour of this piece by pausing slightly on
the peaks (the high A in mm. 3 and 15, and the high
C in m. G).

Technique: Use rest stroke on the melody. Nortice the
dotted half note bass in mm. 3 and 15. This allows
your first finger to play the F on the Ist suing, Try
sctting your right-hand thumb on the Gth string at the
rest on bear 4 to stop any noise caused by the
transition. Similarly, set your right-hand fingers ima
on the treble strings at mm. 8 and 16 to stop them
from ringing as you play the last bass notes of these
SECTIONS.

Try a Lst finger guide between mm. 4-5. In mm. 3
and 15, ser your 2nd finger on the 1st string G before
you lift your 4th finger off the A. At mm. 10 and 14,
just lay your finger across the first string for the 15 bar
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and then move back to the original positien. Do not
take the finger off the C; instead, just pivor back
and forch.

Tarrega—Ldgrima (p. 112}

Interpretation: The next two pieces by Tdrrega should
give you more freedom for expression than many in
this volume. Ldgrima literally means teardrop in
Spanish and your interpretation should reflect this
image. It is interesting thar since the piece starts and
ends in the major key instead of minor, the “reardrop”
may well be one of sentiment rather than sadness.

The piece should maintain a lyrical, singing
quality. In face, it would be helpful to sing the melody
to decide which natural inflections you would add.
Allow yourself some freedom with the rthythm by
using rubaro.

The first measure can begin tenratively with a
broken chord and then accelerate slightly toward the
top of the phrase, backing off again as you go into the
next measure. This idea should even be more
proneunced in the minor section at m. 13. Rush
toward the high D in the following measure, then
pause on that note before you fall off into the run.
Preceding that, in m. 12, make a slight break between
beats two and three, where the two B’s are played on
different strings to highlight their different funcrions
of accompaniment and melody.

The last repear of the major section should be more
reflective than the first two times through. For a
dramaric effect, pause on the high A in m. 6 while



stopping all the other strings from ringing, Add plenty
of vibrato before falling off into the next measure.
(Segovia would often use this technique o feature 2
lovely melody note.)

Technique: The bass lines in mm. 1, 3, 5, 6, and 13
can cause distracring squeaks if you do nor lift your
bass note finger straight up off the 4th string when
shifting. In most of these measures you will still have
the 4th finger on the 1st string as a guide finger for
smoothness.

The fingering of m. ¢ allows for a beauriful
ascending harp-like sound by lecting all the nores ring,
I have chosen to use full bars instead of partial ones in
mm. 7 and 9 for dampening purposes. Also dampen
the low E in m. 11 with the back of the thumb as you
play the 4th string A on the next beat. Be sure o have
a silent transition in the following measure going from
the bar VII to the first position. Play cleanly,
eliminating any extraneous noise. The focus of this
piece is not speed or dexterity. It is one of playing
soulfully and legato with a beautiful sound, allowing
your interpretation to transcend technical difficulties.

Tdrrega—Adelita (p. 113)

Interpretation: This picce is similar to the last, and
they are often performed as a pair. A lovely walt, it
begins and ends in the minor key with the parallel
major key used for the middle section. The opening
theme should have a sighing quality with a lot of
rubato. The notes in m. 4 should overlap slightly and
rush rowards the repeat of the theme in the next
measure.

You may wish rush the major section slightly. Pay
attention to phrasing and the rise and fall of the
melody. Notice the phrase in mm. 9 and 10 that is
repeated an octave lower in m. 13. Be sure to bring
this line out.

On the final repear of the minor section in m, 7,
you may wish to try this famous “Segovian” technique:
roll the last chord, stop all strings but the melody,
pause slightly with vibrato, and use a portamento to
the next chord. It creates a very expressive ending to
this beautiful lirdle piece.

Technique: Plant your Tst finger on the first srring
(9th fret) along with your 3rd and 4th fingers before
you pull-off in the first measure. This will give you a
solid slur and aid in the wransition ro the B. Try rest
stroke on the melody in the first section, except
for m. 4.

The grace notes in mm. 11, 12, and 14 are the
most difficult aspect of this piece. First practice the
piece without the grace notes, learning the bar chord
positions and the feel of the section. Practice the grace
note chords separately. You mighr even desire to create
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an exercise with them. Try playing the last beat of m.
11 (chord with grace notes and following C#) on the
9th fret, then on the 8th, then the 7th, etc. This will
become harder as you descend, so playing it in conrext
of the piece will be easier than what you have just
pracriced.

In m. 13, use more force on you right-hand index
finger on the last chord to help bring our the melody
on the 4th string.

Measure 14 contains a portamento where you play
the G# after sliding to it. This phrase should be played
with rubaro, and be sure to warch the intonartion. Play
the portamento lightly so as to not hear every halfstep
in the slide.

Fortea—Estudio (p. 114)

Interpretation: There are two approaches to this piece.
Tt can be used as a fast rechnical arpeggio study, or it
can be a slow, beautiful flowing arpeggio. If the first
option is selected, you will accent the bass note of
every measure and think of the sextuplet (group of six
notes} as one unit. If you play it slower, you can think
of each sextuplet as a measure of 34 with accents on
the 1st, 3rd, and Sth as an alternate
interpreition.

The arpeggio has four separate voices, each played
by a different finger. Add extra emphasis ro any
moving voice o highlight the motion.

notes,

Technique: Relax the right hand as much as possible.
For extra speed, plant all fingers of the arpeggio on the
strings as you play the first bass note of each pattern,
Use pimami throughout for a consistent sound, even
on the more difficult wider-spaced arpeggios. Your
nails must be filed correctly for even sound and speed.

To facilitate lefe-hand changes, it is often more
expedient to add the fingers as you need them rather
than serring the whole chord down at once. Use guide
fingers wherever possible, especially mm. 15-16 (A# to
B), mm. 17-18 (D# to E), and mm. 33—34 i{2nd and
dth fingers on shift). Pivot fingers are important in
mm. 5-6G and 7—8 (1st and 4th fingers) and mm.
16-17 (2nd finger). The stretch at mm. 38 is difficult,
so relax the hand as much as possible before the
stretch. Pivot on the 3rd finger C, and add the other
fingers as you come to them. For extra practice, try
playing each sextupler twice or four times.

Barrios—Estudio del Ligado (p. 116)

Interpretation: This virtuosic piece is basically an
exercise in slurs. It should be played quite quickly to
achieve a brilliant effect. You can start the first run
slightly below speed and accelerate into the measure as
you descend. A ritard is also effective ar the end of




m. 4, before the first measure is repeated. The repeated
slurs in mm. 10=16 build tension because of their
static motion combined with the chromartic alterations
in the bass line, This will pruvide OppOrtunity for tone
color and dynamic changes. It is a nice break between
the very similar outer sections of the piece, where the
Dnl}-’ differences are between mm. 2 and 18 and
berween mm. & and 22,

Technique: Practice this piece with enough volume o
build stamina for the left hand. Besides endurance, the
primaty difﬁcul[y lies in achieving evenness of sound
and evenness of rhythm in each slurred triplet. Play
directly on the left-hand fingertip, using enough force
to sound the hammer-on and pull-off with a consistent
volume. There will be a slight accent on the first of
each tripler, bur this should not be overdone. Avoid
hammering-on or pulling-off too quickly to maintain
an even triplet.

When descending the neck in the first measure, be
sure to keep your 2nd finger on the string as a guide.
Ar the end of m. 4, use your lst Enger asa guide from
F# 1o G# and on into the next measure, where you
will have both the 1st and 2nd fingers on the string.
The 3cd Engcr Is an lmporeant guidc mm. 13, and I
suggest keeping the lst finger on the first string from
m. 12 for extra support {planting it on the 2nd frer)
until the shift.

For pracrice in obtaining speed and accuracy, play
one triplet plus the very next note. When that
15 mastered, play two triplets plus one nore. Keep
adding ro this pawern until you have completed a

paszagc.

Romance—Anonymous (p. 117}

Interpretation: One of the most famous and beloved
of all classical guitar pieces, this lirtle Spanish folk song
has appeared as everything from a movie theme o
background music for Olympic skaters. The beautiful
haunting melody should sing cur above the rest of the
arpeggio. Add vibrato to help sustain the melody. On
chords, apply vibrato to the whole chord parallel to the
neck. This will be especially effective in places like m.
10, where you can vibrato and pause slightly on the
1st or 2nd beat. Accent dc&ccnding basses in m. 15
and in the parallel major section, m. 31. Also try
starting the major section (m. 17) a litde faster to
accentuate the key change.

Technique: Use rest stroke on melody (first note of
every triplrt] in p]accs where vou desire added
emphasis. The bars at mm. 9 and 21 are difficulr o ger
to. Jump to the bar, then you may wish to pause
slightly (musically) while you set the other fingers on
the strings. For a smooth transition after these bars, try
playing the open bass note in the next measure shighdy
before the melody note. This gives you some extra
time to get the melody note ready.

The strerch ar m. 27 is easier if you relax the lefr
hand. If you wish, take your thumb off the back of the
neck to give you more stretch. You can bar just two
strings if that is easier, but the half-bar makes a
smoother transition from the previous measure.

USL‘ an H." Htsh STrum on Thf_‘ ]HST Chﬂﬂ.'].. EIE SUre 1o
ger enough high note in the chord.

Music: is the shorthand of emotion. Emotions which let themselves be
described in words with such difficulty, are directly conveyed to man in
music, and in that is its power and significance.

—Leo Tolstoy




-

Maestro Andrés Segovia
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ADELITA
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ESTUDIO DEL LIGADO
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The beauty of the guitar resides in its soft and persudsive voice,
and its poetry cannot be equaled by any other instrument.

—Andrés Segovia
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Modern Period
(1910—present)

The Modern period has seen cxpandt.d chromarticism, dissonance, para]lelism, c{.‘rmpltx rh}rl:hms, and
unusual combinations of instruments in ensemble, Composers have taken instruments to their limits in
every aspect. Some of these composers work within traditional musical forms and keys; others use free
form, whole tone or other exotic scales, atonal harmonies, and a variery of textures, colors, and percussive
effects. During our modern era many renowned composers of international stature dedicated music to
Segovia, who single-handedly inspired and commissioned a modern repertoire for his beloved guitar.
Many of these works adhere ro traditional form, bur they generally include expanded conceprs in tonality
and texture. Some modern music borrows liberally from American contemporary sources such as folk,
jazz, o1 blues. Ocher COMPOsSErs use ethnic influences such as Spanish or Latin-American. Many of tada_}"s
greatest composers are in the film industry, writing complex symphonic scores for television and motion
picrures.

Notable Composers: Barrok, Bernstein, Copeland, Hindemith, MacDowell, Prokofiev, RachmaninofF,
Schénberg, Seriabin, Shostakovich, Stravinsky, Vaughan Williams. For guitar: Arnold, Bennett, Be_rke]e}r, Britren,
Brouwer, Carlevaro, Castelnuovo-Tedesco, Dodgson, Duarte, Henze, Lauro, Martin, Mompou, Mereno-
Torroba, Ohana, Ponce, Poulene, Rak, Rc:d.rigo_. Roussel, Ruiz-Pipé, Sagreras, Tansman, Turina, Villa-Lobaos,
Walton, York.

Suggested Repertoire:

Brouwer, Leo

Ponce (cont.)

Ten Ftudes Sanatinag Meridional
Suste in A Minor

Carlevaro, Abel Preludio (in the style of Weiss)

Preludio Americano #3 (Campo) Concierto del Sur
Castelnuovo-Tedesco, Mario Rodrigo, Joaquin

Tarantella Fandango

Platero ¥ Yo Ere los Tr;'g.zfe’f

Sonata Sarabande Lointaine

Concerto i 1)

Fantasia para un Gentilhombre

Cancierte de Aranjuez

Duarte, John
English Suite Tansman, Alexander
Variations on a Caralan Folk Song Danza Pomposa
Cavating
Lauro, Antonio Swcite in Moda Palonice

Veneznelan Waltzer
Suite Venezolano

Turina, Joaquin

Hommage a Tdrrega

Mompou, Federico FEandanguille
Suerte Cﬂmpﬂmﬂﬂm R:z:fz‘z )
Seviallanas

Moreno-Torroba, Federico

Soratina Villa-Lobos, Heitor

Suidte Castellana Fiue Prefudes

Castles of Spain Twelve Etudes

Pieces Characteristiques Suite Popular

Choros #1

Ponce, Manuel Cakcerie

Six Prefudes

Somata 11 Walton, William

Sonata Romantica Five Bagatelles
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Three Duets

The following three duers are performance scores from my Virruese Duets recording with
David Brandon. They appear here exactly as we recorded them. For additional interpretive ideas

not marked in rhe music, refer to the recording.
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Appendix A

Sound Production

Nail F iling

John Williams once told me that you can never
learn anything by looking at another guitarist’s nails,
and I think perhaps he is right. There are, however,
some guidelines which I would like to pass along
regarding how I personally file my fingernails. Tt is
important in the broadest sense to file your nails so
that you can do two things: 1) produce a wide variety
of tonal colors and 2} traverse the string as quickly and
casily as possible.

As a general rule, it is imporrant for me to file the
nails of all the fingers (pima) so thar they cross the
string with the same amounr of effort {or resistance ro
the string). I have found there is no perfect shape for
my nails. They seem to play well in a variery of shapes
and lengths. Far more important is the interaction ot
relationship of the nails to each other. Thus, the
length and shape of one nail can affecr another. This
interdependence may be further complicared by the
wearing down of nails caused by performance or heavy
pracrice.

The length of nails for most players varies from
barely visible over the fingertip wo 14" long. Generally
speaking, the shorter the nail, the faster you can play
(but accompanied with it is a “pad-like” thuddy tone).
Longer nails {depending on your stroke) can produce
perhaps a more beautiful tone but may possibly slow
your ability wo play rapidly. Also, when the nail gers
too long, the sound becomes somewhart tinny and
brittle and also produces extrancous clicks which you
want o avoid. In general, though, [ would rather my
nails be 2 rouch too long than oo shorr. Nails can feel
shorter in concert due to the warm temperature
created by intense stage lighting (which causes your
fingers wo swell). Fingernails can also wear down with
hard pracrice.

When T am fling my nails in preparation for a full
concert program, I file them (with guitar in hand) in
response to the most difficult runs, arpeggios, or other
challenging sections of picces on the program. I strive
to achieve a workable compromise berween all the
ditheule areas. (I do not suggest, however, reshaping
your nails on the day of a performance nor
experimenting with a different nail shape too close to a
concert day.}

To file my nails T most often use an Alpha—9 ™ nail
file which has a variety of surfaces. Diamond Debm™
and Revlon ™ files are also good, provided that you
temper the coarseness of a new file. The nail shape is
determined mainly by how far the nail should ride on
the string from its point of contacr to the point of
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release. These are arbirrary points, however, and will
change depending on the type of stroke involved.
Some guitarists feel that a momentary carch in the
corner of the nail followed by a quick release is most
desirable for speed, and I agree. When 1 began to play
the guitar at age cleven, T filed my nails based on how I
felt they should look. T now file them more according
to feel and sound. I usually take off less nail racher
than more, making small correcrions as needed. In
fact, my nails usually feel betrer after they have been
worn in slightly by playing.

After I achieve the basic nail shape, I must polish
the edge of the nail with finishing paper to avoid a
raspy sound. T'o create this smooth nail edge, I use 3M
#500 Tri-M-ite™ Fre-Cut (open coar) sandpaper. It is
important to polish the nail in a manner which

preserves the thickness of the nail and avoids a knife-
like edge. (hg. 21)

Fig, 21 Correcr nail cdge. Incorrect knife-like edge.

The finishing paper is also good for making slight
modifications and can shorten a nail without
significantly altering the “worn in” shape. I will also
frequently make very small correcrions using one of
the bass strings as a file against the secrion of the nail
thar needs modification. Sometimes [ will “play” the
fingernail against the paper as it is folded over the file
or part of the guitar for the same purpose.

Another principle is for me to have a flat surface to
the nail edge. That is, the nail should be able to sit
evenly on the plane of the nail file without uneven
ridges and no hook shape to the nail. (fig. 22)

Correct S Incorrect

Fig. 22 The nail should sit evenly on the file.,




Because my nails are very arched in shape. I file
them slightly biased to the lefe-hand side in order to
reduce some of the natural curve. This reduces the
riding time on the string, Guitarists with hooked nails
will need to file more off in the curved arcas to help
create a Hat edge.

I use nail enamel on the p, 4 m and z fingers
(generally three coats) to protect them from wear,
especially from rasgueados. However, it is essential @
remove any enamel from the final /15" of the nail edge
with nail polish remover so it does nor affect the
sound.

When a nail splits or cracks, nail glue (Super
Glue™) may be used for a quick repair. However, I
have found more strength with the combination of
nail glue and a double silk wrap over the entre top of
the nail followed by a coat of enamel (such as
Hard-As-Nails™). 1 find rthar it dees nor hurt the
sound, nor is it a problem in nail growth or filing. Tt
is also cosmetically unnoticeable. Acrylic nails or
Player’s Nails™ can be used when the entire nail has
broken off.

1 keep the length of the litde finger fairly short, just
long enough to play a rasgueado with a good sound.
Left-hand nails should be kept short yet long enough
o stabilize the pad of the fingertip (on slurs, wills,
ctc.). When they are cut too short, there is too much
“wobble” in the fingerrip. Of course, when they are
too long they interfere not only with the posirion of
the left hand playing on the fingertips bur also with
slurs and trills, erc.

Ultimately I feel it is necessary for each individual
guitarist to experiment with a variery of nail shapes
and lengths thar best suit his or her playing style.
Never give up, but with determination, strive for a
balance between speed and a beauriful sound. There is
not a cut and dried mold for the perfecr nail
shape—because every person’s hand and nail shapes
are different. 1 have noticed through the years, though,
that the thicker the nail, the rounder and warmer the
sound; and the thinner the nail, the thinner, brighrer,
and more merallic the sound. Thus, you must take
advantage of all the thickness of nail you have. It is
very easy to get a thin sound on the guirar but very
difficult to get a warm, rich, beautiful sound. It is thar
quality of sound achieved by Segovia on the guirar
which has been my example through the years.

Tone Production

To create a beautiful sound on the guitar, you
must learn to properly activate the string. First, set
your right hand just behind the soundhole in a regular
playing position. (fig. 23) For a normal, clear tone you
should use a combination of nail and flesh. (fig. 24)
The stroke should begin on the side of the fingernail
(point of contact) and should ride toward the center
(point of release). (hg. 23)
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Fig. 24 Point of contact (combination nail and fesh).

Point of contact

Point of release

Fig. 25 Poinrt of contact and point of release.




Sound Production (cont.)

Whether you play off the left or right side of the
fingernail, the point of contact is where the fingerup,
fingernail, and string meet simultaneously before
activating the string. {(fig. 26) The glide roward the
point of release should be fairly short and quick. 1
suggest learning first to play off the left side of the nail.
Ar this stage rest stroke will be easier to execute than
free stroke, but both should be pracriced.

There are two commeon crrors with placement
which will produce an unwanted click or buzz:
1) starting too far back on the flesh and bouncing o
the nail, or 2} starting too far forward on the nail while
the su'ing 18 vibm[ing. In a pmper]}' executed stroke,
the pad of the fingertip will touch the string just
slightly before the nail does (ro dampen the string). In
an instant, when you press slightly to make the stroke,
vou will find yourself at the proper point of contacr
ready to activate the string.

A stroke with the chumbnail will generally be made
with the thumb ar roughly a 45° angle from the string,
The stroke should begin near the center of the nail and
should ride toward the left side of the nail to release.

(fig. 27) For an extremely full, dolee thumb sound

Fig. 27 Normal thumb strolee posirion.
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Fig. 26 Poinr of Conract (combination nail and fesh).,

{reminiscent of Segovial, try “:i[if:in;_:” the string from
the left side of the thumbnail riding toward the center.
[ﬁg. 28) For additional ronal variation, you can pla}r
all flesh or use the side of the thumb with a slight bir
of nail o create a raspy effect.

Fig. 28 Dolce thumb stroke position.




Once you have achieved a basic sound, you can experiment with dolce and ponricello positions. The following

charr cxpl:ains four distinct methods ni:-::n:ating both dolee and ponticc"o sounds. You can use one or all of these
techniques to create a wide variety of tonal colors.

4)

Daolee (hg. 29)
Play over the sound hole.
Combine left side of nail with flesh.
Direct the stroke toward the left shoulder such that
the strings vibrate parallel to the face of the guitar

{sometimes termed a “sli::ing" stroke).

Finger the left hand in Upper positions.

In addition, I have found thar relaxing the first
joint of the Engcrs and using maore of a bent wrist
produces a warm mellow sound. Note: When playing
in the extreme upper positions on the guirar, you will
need to play in more of a dolce position w help
equalize the sound of the shorter string length.

]-'ig. 29 Dolee position.

1)

3

4)

Fig. 30 Ponticello position,

Ponticello (fig, 30)
Play near the bridge.
Use mostdly nail (center of nail).

Pluck ourward such that the surings vibrate
perpendicularly to the face of the guitar.

Finger the left hand in lower positions {closer o

the first pusitiun].

I also play with suffer fingers and a seraighter wrist,
SOMETIMEs PIVOTINng from the elbow while resting more
on the middle of the forearm. This is most often done
free srroke.

Developing a beauriful sound with a diversity of vonal colors can be one of the most
challenging and yet rewarding aspects of playing the guitar. Experiment with the different
methods of tone production and strive ro develop your own unique sound rto facilitate maximum

musical expression.



Appendix B

The following is a list of recordings of the pieces that appear in the repertoire section of this book.
Again, I believe it is valuable to listen to various Interprefations—not to copy a particular one, bur to
expand your thinking in order to develop your own individual style. It is especially important to listen 1o
works performed on their original instruments when studying transcriptions. For example, listen to
Bach’s Prefude from the Ist Cello Swuite performed on cello and Scarlatti’s Somatz in A performed on
harpsichord.

Repertoire Discography
Compiled by John Nelson
COMPOSER TITLE ARTIST RECORDING
Renaissance
ANONYMOUS Danza & Gagliarda Andrés Segovia THE ART OF ANDRES SEGOVIA
DECCA 1L 9795
Canzone Andrés Segovia SEGOVIA-GUITAR SOLOS
DECCA DT 8022
ANONYMOUS Salterells Christopher THE ARTISTRY OF CHRISTOPHER
Parkening PARKENING
EMI CLASSICS CI 7 54853
Andrés Segovia SEGOVIA-GUITAR SOLOS
DECCA DL 8022
L. MILAN Favane #1 in C Andrés Segovia THE SEGOVIA COLLECTION, VOL. 5
MOA CLASSICS MCAD-42071
Julian Bream MUSIC OF SPAIN: LUTE, VOL. 1
ROA ARTI-3435
R. JoHNsoN Alwan José Tamis GUITAR RECITAL
CROWN 5W-2001
I.B. BESARD Branle ¢ Valre Liona Boyd LIONA
BONOT MASTER CONCERT SERIES BMC-3006
Julian Bream LUTE MUSIC FROM THE ROYAL COURTS OF
EUROPE
RCAVICTOR LSC-2924
J. DowLAaND Cradliard Christopher PLEASURES OF THEIR COMPANY
Parkening ANGEL CINC-7 47196 2
Andrés Segovia SEGOVIA AND THE GUITAR
DECCA DL 7993]
J. DOWLAND Allermande Christopher PLEASURES OF THEIR COMPANY
Parkening ANGEL CDIC-7 47196 2

FOR FURTHER LISTENING

Paul O'Detee

Baroque )
E. DEVISEE Prefude & Bourrée Andrés Segovia AN ANDRES SEGOVIA CONCERT
{Suite i I mminor) DECCA DL 9635
Julian Bream BAROQUE GUITAR
RCA VICTOR a0494-2-RY
G. Sanz Pavanas Julian Bream BAROQUE GUITAR
BCA VICTOR 60494-2-RY
Celedonio Romero SPANISH GUITAR MUSIC
COMNTEMPORARY § 8502
1.5, BacH Bowerrée in £ minor John Williams BACH: THE FOUR LUTE 5UITES
{(Late Surte Np, 1) CBS MK 42204
Andrés Segovia THE SEGOVIA COLLECTION, VOL.4
MCA CLASSICS MCAD-42070
Prefude Andrés Segovia THE SEGOVIA COLLECTION, VOL. 4
{Celln Suiee No. 1) MOA CLASSICS MCAD-420
Christopher THE ARTISTRY OF CHRISTOPHER
Parkening PARKENING
EMI CLASSICS CIDC 7 54853 2 5
John Williams THE CLASSIC GUITAR
$INE %Uﬁ NON 101
D, SCARLATTT Sonata in A (L. 483) Andrés Segovia THE SEGOVIA COLLECTION, VOL. 4

Carlos Barbosa-Lima

Oscar Ghiglia
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MOA CLASSICS MCAD-42070

A SCARLATTI GUITAR RECITAL

ABC AUDIO TREASURY ABC/ATS- 20005

PLAYS SCARLATTI AND OTHER BAROQUE
MASTERS

ANGEL 5-37015




D, SCARLATTI

Sonara i A (L. 483)

FOR FURTHER LISTENIMNC:

Classical
M. Carcass

F. SoR

M, GIULIANI

Rumantic
F. TARREGA

D). FORTEA

A, BARRIOS

ANONYMOUS

Stndy in E minor
{Op. 60, No.19)

Study in A
(Op- 60, No. 3)

Studdy in A minor

(Op. 60, No.7}

Smd' i A
(O, 6' Ne. 2}

Siudy in B minor

(Op” 35, No. 22)

Minget in O

{Op, 25)
f&z m E
fqﬂ 32, Ne. 2J

General listening

Errudio
Idgrima

Adelita

Esrudro

General Listening

R{.rmdnr.r

Angel Romero
Eliot Fisk

Pablo Casals
Wanda Landowska

[David Tanenbaum

Christopher
Parkening

David Tanenbaum

Alexandre Lagova

David Tanenbaum
John Mills
Andrés Segovia

Chrisiopher
Parkening

John Willilams
Dravid Tanenbaum
Andrés Segovia
John Williams
Manuel Barrueco
[David Tanenbaum
Julian Bream
Andrés Segovia
Oiscar Ghiglia

David Starobin

Liona Boyd
Julian Bream
Liona Boyd
Andrés Segovia
Pepe Romero
Angel Romero

John Williams

Agustin Barrios
Christopher
Parkening
Pepe Romero

Manuel Barrueco
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CLASSICAL VIRTUQSO

ANGEL 5-36093

PERFORMS MUSIC BY BAROQUE
COMPOSERS

MUSICMASTERS MDD 20090K

ESTUDIOS
GST 1000
ROMANZA

AMNGEL SFO-36021

ESTUDIOS

GSP 10000
BOCCHERINI/PAGANINI/SCARIATTI/
CARCASSI

RCA VICTOR LSC-3142

ESTUDIOS

GSP 1000CT

MUSIC FROM THE STUDENT REP., SERIES 2
GUITAR G102

THE SEGOVIA COLLECTION, VOL. 7
MCA CLASSICS MCAD-42073

THE ARTISTRY OF CHRISTOPHER
PARKENING

E] CLASSICS CINC T 54853 2 5

SOR: TWENTY STUDIES FOR GUITAR
WESTMINSTER GOLD W(:S-8137
ESTUDIOS

GSP 1000¢TY

THE SEGOVIA COLLECTION, VOL. 3
MCA CLASSICS MOUAD-42069

SOR: TWENTY STUDIES FOR GUITAR
WESTMINSTER GOLD WiGS-8137

THE ROMANTIC GUITAR

MENUET 160001-2

ESTUDIOS

CGEP 10000y

BAROQUE GUITAR

RCA VICTOR 6044-2-RY

THE SEGOVIA COLLECTION, VOL. 7
MCA CLASSICS MUAD-42073
RODRIGOMSOR/FONCE

RICERCARE ERC 1718

MAURO GIULIANI: SOLO GUITAR MUSIC
BT G029

MINIATURES FOR GUITAR

BOHYT RECORDS BOSTIR1
IMPRESSIONS FOR GUITAR

RCA XRL-17181

MINIATURES FOR GUITAR

ROOT RECORDS BOS.7181

MASTERS OF THE GUITAR

DECCA [ 9794 i
WORKS FOR GUITAR: ALBENIZ, TARREGA
PHILLIPS 416 384-2

SPANISH VIRTUOSO

ANGEL 5-36094

PLAYS MUSIC OF AGUSTIN BARRIOS
MANGOR
COLUMBIA M 35 145

THE COMPLETE HISTORICAL RECORDINGS

CHANTERELLE CHR 002

PARKENING-THE GREAT RECORDINGS
EMI CLASSICS ZDCE 5490527

EAMOUS SPANISH GUITAR MUSIC
PHILLIPS 411 033.2

THE ROMANTIC GUITAR

MEMUET 160001-2
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A Persanal Note From Christopher Parkening...

1 have a commitment to personal excellence which
at its heart seeks to honor and glorify the Lord with
my life and the music that T play. People often ask
how my faith affects my music and my career as a
concert guitarist. As a Christian, I find it helpful 1o
contemplate verses from the Bible before and cven
during a performance. One of my favorites is
PHILIPPIANS 4:6-T: "Be anxious for nothing: but in
everything by prayer and supplication with thanksgiving
fﬁ_}'rmr FEFUESTS be made known unto God. And I‘J{i‘f’ﬁfﬂﬁ’
of God, which passeth all understanding, shall keep your
bearts and minds through Christ Jesus. ™ Tr is inreresting
to note that it does not say God will answer every
request in the way you would expece. It does say thar
by trusting in Him with thanksgiving, you will have
the peace to handle whatever circumstance or situation
thar occurs. In other words, you p[:an:r: the burden of
responsibility upon the Lord, trusting that His will
would be done. That is whart gives you the peace.

Here are some other helpful verses:

Romans 8:28 And we Enow thar all ;:‘E,lzﬂg_f work together
ﬁ:r gc-‘rﬂdr to them that love God to them who are the
called according to his purpose.

PHILIPPIANS 4:8-9 Finally, brethren, whatioever things
are trug, whaleever t&z'ngj are honest, whatsoever .if:r'r;gs
are fust, whatsoever -!-;Jf:‘.!gs dre pure, wihatsoever :Eu'}:g; are
lovely, whatsoever things are of good report; if there be
any virtue, and .!f there be any praise, think on thege
things, Those things, which ye have both learned, and
received, and heard, and seem in me, do: and the God of
pedce shall be with you.

IT CORINTHIANS 12:9 And he said unto me, My grace is
sufficient for thee: for my strength is made perfect in
weakness. Most gladly therefore will [ rather glory in my
Eﬁﬁrmirfff. that E«'E’cpawcr af{};ri:: MY PEST wpon pe.

IsaiaH 26:3 Thou wilt keep him in perfect peace, whose
mind i stayed on thee: because he trusteth in thee.

PROVERBS 3:5—0 Trust in the Lorn with all thine heart;
and lean not unio thine own understanding. In all thy
ways ar,@'rmwf.fdgf him, and be shall divecr thy Juar.a’};.

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

Ismiar 12:2 Bebold, God is my salvation: I will trust,
and not be zzﬁ.:zfd.
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Joun 3:16 For God so loved the world, that he pave bis
an{'}r érifgo.!.cm Sow, that whosoever belicveth in bim showld
not perish, bur have cverlasting life.

Most people believe you need ro be confident in
order to play a good concere. 1 undersrand, however,
that God does not want us to take confidence in our
own ability, and [ realize that I am inadequare for the
task ahead. This requires me to depend rorally on
God’s power and grace to sustain me. Likewise then, it
is a source of peace and comforr to look back and
remember God's grace in past performances and trust
that His grace will be sufficient for this one as well.
Backstage. [ constantly remind myself of whar [ know
o be true, For example, "Al things work together for
good. ..

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

Many people have asked me how 1o become an
excellent guitarist. | answer, “Be a hard-working
perfectionist,” which personally makes up for my lack
of talent in a lot of areas. Our goal should be o
overcome what we lack in talent or abiliey by whar we
have in dedication and commicment, This takes self-
discipline—rthe ability to regulate your conduct by
principles and sound judgment, rather than by
impulse, desire, high pressure, or social custom. It is
the ability to subordinare the body to what is righr and
what is best. Self-discipline means nothing more than
to order the priorities of your life. It is the bridge
between thoughr and accomplishment, the glue thar
binds inspiration to achievement. For me, as a
Christian, self-discipline is first of all to obey the word
of God—rthe Bible, It is to ]Jring my desires, my
emotions, my feelings, and all thar is in my life under
the contral of God Supremcl}r, 50 thar | may live an
obedient life which has as its goal the glory of God.

Tﬁe aim and final reason of all music should
be none else but the glory of God.

—Johann Sebastian Bach



About The Aurhors...

HRISTOPHER PARKENING ranks as onc of the world’s preeminent virtuosos of the elassical
‘ guitar. His concerts and recordings consistently receive the highest worldwide acclaim. 7%

Washington Post cited “his stature as the leading guitar virtuoso of our day, combining
profound musical insight with complete technical mastery of his instrument.” Parkening is the
recognized heir to the legacy of the grear Spanish guitarist Andrés Segovia, who proclaimed thar
“Christopher Parkening is a grear artist — he 1s one of the most brilliant guitarists in the world.”

Parkening's rare combination of dramatic virtuosity and eloquent musicianship has captivaced
audiences from New York to Tokyo. He has performed ac the White House, appeared with
Placide Diomingo on Live from Lincoln Center, participared in Carnegie Hall's 100ch Anniversary
celebrarion, and performed twice on the internationally relevised Grammy® Awards.

Parkening has appeared on many nationally broadcast elevision programs including The
Tonight Show, Good Morning America, 20/20, CBS Sunday Morning, and The Today Show.
Having been voted “Best Classical Guirarist” in a nationwide reader’s poll of Guitar Player
magazine for many years running, he was placed in their Gallery of the Grears along with Andrés
chnvia,_]o]m Williams, and Julian Bream.

Parkening has amassed a prolific discography on Angel records and EMI Classics. He is the
recipient of two Grammy® nominations in the category of Best Classical Recording for
Pavkening and the Guitar and The Pleasures of Their Company (a collaboration with soprano
Kachleen Baudle). In celebraton of Parkening's 25th vear as 2 best-selling EMT artist, a collection
of his most pepular recordings entitled Christapher Parkening — The Grear Recordings was released.
EMI also released his critically acclaimed recording of Jeaquin Rodrige's Concierte de Aranjuez
and Fantasia para un gentilhomébre, wogether with the world premiere of William Walcon's Fve
Bagatelles for Guitar and Orchestra. Rodrige himself was presen for the recording, which he called
“magnificent.”

Other important recording releases include A Tribute w0 Segovia (dedicated to the grear
Spanish guirarist and recorded on one of the Maestro’s own concert guitars) and Parkening Plays
Vivaldi with the Acadery of 5t. Marrin in che Fields fearuring favorite concertos plus the world
premiere recording of Peter Warlock’s Capriol (Suite for Guitar and String Orchestra). Parkening
also collaborated with Julic Andrews in The Sounds of Chrisemas with the London Symphony
Orchestra on the Hallmark label, which sold aver a million copies in its first year of release, Sony
Classical also released his Christmas album with Kathleen Bartle entided Angels Glory.,

Parkening’s commitment to his instrument extends beyond his demanding performance and
recording schedule. Each summer, he reaches a series of master classes ar Monmana State
University in Bozeman, Montana. He has authored The Christapher Parkening Guitar Method,
Vodwme { (the companion to this volume), as well as numerous folios of guitar transcriptions and
arrangements which he has recorded, all published by Hal Leanard Corporation.

Parkening has received commendations throughout his career honoring his dedicarion and
artistry, including an honorary Doctorate of Music from Montana State University and the
Ourstanding Alumnus Award from the University of Southern California “in recognition of his
outstanding international achievement and in tribute o his stature throughour the waorld as
America's preeminent virtuoso of the classical guitar.”

Christopher and his wife Theresa reside in Southern California. He is a world class fly-fishing
and casting champion who has won the International Gold Cup Tarpon Tournament (the

Wimbledon of fiy-fishing) held in Islamorada, Florida.

AVID BRANDON has made numerous concert and television appearances throughout
D North America, Europe, and Asia. The Los Angeles Times has called him “an outstanding

technician whose precise concrol of details s stunning o experience.” He has woured
extensively with Christopher Parkening and performed with him on Virtuore Duers, released by
Angel/EMI. Brandon also appeared with Parkening on the Julie Andrews Hallmark Christmas
album.

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

Brandon regularly gives master classes and lectures ar colleges and universirics across the
nation. He has been the puirar advisor for the National Federarion of Music Clubs and 2 judge
for che Music Teachers Narional Associavon. David lives with his wife Sharee” and two sons in
Lubback, Texas, where he operates a private guirar studio.
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THE CHRISTOPHER PARKENING
GUITAR METHOD, VOL. 2

THE ART AND TEC i"lNIQ_U E () K THE CLASSICAL GUITAR

The long-awaited companion book to the
highly acclaimed Christopher Parkening Guitar
Method, Vol. 1. Learn the art of classical guitar
playing from one of the world’s preeminent
virtuosos and the recognized heir to the legacy
of Andrés Segovia.

¢ 32 previously unpublished Parkening edition
pieces by composers including Bach, Dowland,
Scarlatti, Sor and Tarrega—plus 3 guitar duets.

 Performance notes and stylistic interpretation.

e Techniques including tone production,
tremolo, harmonics, vibrato, pizzicato, slurs,
and more.

e Strategies for effective practicing.
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