






































































































































































































































































































































































































































X. Exercises for Perfecting Musical Expression 
213 
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Exercises for Fine Tuning Dynamics 

In a Four Note Chord 

• 
• 

The sequence of motions involved in playing chords is explained in detail in Part One on page 45. 
Following the instructions given there is a prerequisite for the following voice leading exercises using 
four note chords. The four common vocal ranges or parts allow us to give each of the four notes in a 
four part chord an appropriate label. Respectively: 
p = bass i = tenor m = alto a = soprano 
The part that is supposed to stand out in the four note chord has to be clearly audible as the lead part 
or voice, even if it quickly jumps, for example, from the bass to the soprano or from the bass to the 
tenor part. 
The following exercises should be practiced together with the Carcassi Etude op. 60, No. 2 found on 
page 214. 

Simple chord repetitions as a preparatory exercise: 

a 
m 

• 
I 

4 

etc. 
- - - - - - - - - - - -r r r r r r r r r r r r 
p 

J 10 J Chord repetitions with alternating accents in the bass, tenor, alto and soprano parts: 

a 
m 

• 
l 

- - - - - - - - - - - -r r r r r r r r r r r retc. 

The accents on the individual notes of the chord alternate directly from bass to tenor, 
to alto and to soprano: 

etc. 
- - - - - - - -
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M. Carcassi: Etude in A Minor op. 60, No. 2 

The harmonic framework of the etude (see Exercises 9, io and 11 on page 213): 

3 , , -,. r - - - I 

- ~ -
I - •• - - - - -r r r r 

2- - • - • - - - ~ 

... v I 

Technical Exercises 

Matteo Carcassi 
(1792-1853) 
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J. S. Bach: Four Part Chorale "Wer weiB, wie nahe mir mein Ende,, 
(Originally in G Minor, Arr: Kappel) 

- ' 

r I ~ 

Make the soprano stand out the first time, the bass the second time, the tenor the third time and the 
alto the fourth time you play it. 
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I X. Exercises for Perfecting Musical Expression 

( 13 f An example taken from the guitar repertoire using four note chords: 

j Anton Diabelli: Sonata in C Major, Andante sostenuto, the last 14 measures 

• • • • ' • 

-

sf f 
p 

i -- r 
p f 

p 

sf 

sf sf pp 

f 14) Exercises At Different Dynamic Levels in Two Part Harmony 

Upper part FORTE, lower part PIANO and vice versa: 

~ ... 

a) f ("IJ 

p 

b\ ("!) 
'JP I 
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216 Technical Exercises 

I 15) Crescendo in the upper part, decrescendo in the lower part simultaneously: 

cresc. P------===================f 

f ===========~=======----~P decresc. 

• 
• 

The Arpeggiated Chord (Rolled) in a Polyphonic Chord 

a) 

b) 

In addition to the chord where all the notes are performed simultaneously, there is also an arpeggiated 
(rolled) chord - found often in early music - which is frequently used as an expressive device. Assuming 
properly shaped and polished nails (see p. 37), here your focus should be on the evenness of the 
arpeggiated notes and the slight accent applied to the upper part played with a round tone. 

. m a 
I 

• • 

c) 

• • 
• • 

• 
• 

r r r r 

The Carcassi Etude op. 60 in A Minor, No. 2 (p. 214) is well suited for further practicing arpeggiated 
chords. 

The "Elastic'' Wrist Attack in Dolce Cantabile Playing 
You can achieve an especially warm, singing and smooth tone with a longer fingernail - predominantly 
on the treble strings - if you perform your attack in a somewhat larger, flexible motion that emanates 
from the wrist and proceeds in the direction of the bass strings. To this end, the left ramp of your nail 
(see p. 38) should be allowed to slide along the string like the bow of a violin. The note is minimally 
lengthened and takes on, when combined with a good vibrato (seep. 209), an especially cantabile 
(singing) and "sweet,, character. You can also use this technique on thirds and sixths played with two 
fingers, i.e. using i-m, i-a, p-m or p-i. It is also equally suitable for performing arpeggiated chords so 
you can make the highest note stand out. 

Example: Fernando Sor, Malbroug Variations op. 28, Beginning of the 4th Variation 

m 
m • 

l 

---r 

(a) 
m 

(a) 
m 

(a) 
.Ji m 
---

(a) 
m (a) 

m 

7 etc. 
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218 Important Topics 

I. Fingering Technique 
When we talk about fingering technique, the guitarist initially thinks of his left hand. The guitar, 
however, is one of the few instruments whose sound is directly produced by the fingers of the right 
hand. This is why the fingerings in the right hand, which have to be coordinated with the fingerings 
in the left hand and vice versa, play just as large a role as those in the left. Although exact fingerings 
will individually vary based on different hand sizes and personal taste, there are general rules that 
have to be taken into account. The following short description of the problems and complexity you 
will encounter in fingering technique is only an introduction to this topic. 

Fingering and Interpretation 
When developing and setting fingerings, there are are two views that have to be brought into line with 
each other: the musical, which concerns the fingering that achieves the best tonal result possible, and 
the technical, which dictates that the fingering should be easy and comfortable. Based on the fact that 
you can play the same note on the guitar on 3, 4 or even 5 different strings, each of which possesses 
its own distinctive tonal color, the choice of the right fingering that makes the most musical sense is a 
·Complicated one. It's not difficult to recognize that your fingering choice influences the interpretation 
that incorporates that choice. Accordingly, proper interpretation is, to a great degree, dependent on 
the fingerings you choose to use. And as a result, it's impossible to develop fingerings for a new, 
unfamiliar work if you do not yet have a musical vision or idea for the piece. Here you have to add 
profound knowledge of styles from a variety of musical eras. A glissando in a Dowland dance is as 
inappropriate as the heavy/light phrasing approach commonly found in Baroque music would be for 
the beginning runs of Villa-Lobos' Etude No. 7. 

The adding of LH slurs can change the overall sound and thereby the musical statement being made. 
Two note slurs that start on a non-accented rhythmical beat (the 2nd or 4th note of a four note group) 
in a classical or baroque work often sound too "jazzy," especially when they,re accented. 

Equally, modern nylon (or carbon) strings contribute greatly to the neces·sity of revising fingerings in 
older music editions and methods. If you consider the fact that nylon strings first came into use in the 
1940s, you will understand why many of the fingerings are found on the 2nd string of earlier Segovia 
or Tarrega editions: the 1st string, the most delicate gut string, was avoided due to its tendency to 
break easily. 
Taking everything into account when creating fingerings for both hands, the musical and tonal 
considerations should always have priority over any aspects regarding convenience and comfort. Even 
if the tonally preferable choice appears to be more difficult, in the end it's always easier to convince an 
audience with a musically meaningful and expressive interpretation. However, you will not be able to 
avoid making compromises for the sake of better playability which do not necessarily reduce musical 
expression. 

For reasons of clarity, the topic of fingering will be divided into "Fingerings in the Left Hand" and 
"Fingerings in the Right Hand." In practice however, the fingerings in the LH have to be strictly 
coordinated and harmonized with those of the RH - especially during rapid passages. 
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I. Fingering Technique 

Left Hand Fingerings 
Based on its complexity, this topic can only be thoroughly covered through the examination of 
practical examples. The following explanations and practical suggestions regarding the special issues 
of LH fingerings should help you in your search for and conception of those fingerings. 

1. Tension and Release 

The fingerings in the LH should be conceived so that the LH is not permanently under strain. Tension 
is created by full barres that last for a prolonged period, by stretching and even by placing fingers i, 

2, 3 and 4 down, one after the other, onto a single string (see also "Stretching and Contracting the 
Fingers." p. 30). Passages and chords have to be investigated to see if it's possible to apply a fingering 
which causes little or no tension in the left hand. 

Example 1: Stretching (tension) - Contracting (release) in Bach,s Allemande from the 1st Cello 
Suite in D Major, BWV 1007, Measure 31 to the end (Arr.: Kappel) 

stretching 
I I 

© 

contracting 

0 

stretching 

• • 

Example 2: Stretching and Contracting of the fingers in Bach's Corrente from the 6th Piano 
Partita in E Minor, BWV 830, Measures 37-42 (Arr.: Kappel) 

stretching contracting 
r 1 r 1 

contracting stretching 

en 
2 1 2 4 0 <2> 

1 2 2 0 1 0 3 

• 

3 - 0 1 - --
1 

contracting 

' 
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220 Important Topics 

2. Incorporating Harmonic Reasoning when Developing LH Fingerings 

The guitar is a harmony instrument. If tonic, fifth and sometimes also the third are incorporated into 
a LH fingering, you provide the guitar, as a pedal point, with more volume and sound. The short, 
percussive tone of the guitar sustains longer and is richer in overtones. 

Example 1: Bach, Toccata from the 6th Piano Partita in E Minor, BWV 830, Measures 3-4 
(Arr.: Kappel). Here even non-chord, dissonant notes are allowed to sustain! 

0 4 2 0 4 1 4 0 3 

@ 

@ 

-4 1 0 1 4 0 1 3 
1 2 4 2 1 2 4 2 

J J ;t :tJ 
®@ 

© 

Example 2: Barrios, Preludio op. 5, No. 1, Measures 4-6 

third fifth tonic 

3 ....... ,,,, 
t..._ ____ fifth ____ __.t © 

3. How to Use an Open String 

In early 20th century guitar editions, open strings were avoided. This changed during the i97os and 
Sos. The use of an open string is not only common when shifting positions, but also during runs and 
similar passages. It also simplifies legato playing considerably. The differing tonal colors created by an 
open string versus a fingered one underline the most important characteristics of the instrument: the 
wealth of tonal colors and harmonic variety. 

Example 1: Kellner, Fantasy in D Major, Measure 4 (Arr.: Kappel) 

-@ @ 

-0 



I. Fingering Technique 

Example 1: Brahms. Intermezzo op. 117, No. 2, Measures 42-47 (Arr.: Kappel) 

VII 
4 -4 

© --p 

---f 

-1 

@ © - -

4. The Open String in Scales 

-4 
2 
3 

---

dim. 

By incorporating open strings into runs under a slur marking, you achieve a tonally balanced, 
legato effect. 

Example 1: Bach, 1st Cello Suite in D Major, BWV 1007, Prelude, Measures 29-30 (Arr.: Kappel). 
The upper slurs designate phrasing, the lower slurs sustaining. 

o~ ®@ @ © 

Example 2: Kellner, Fantasy in A Major, Measures 1-3 (Arr.: Kappel) 

p 

III I Ill II III II IV 
• • • • • m i m z p i a m z m i i a m i m i m a 

(1)---- (3)----

p m i 

"-"" 
(3)---

• m1 

• 

m ' 
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5. Analogous Fingerings 

In economical hand posture, your hand and fingers should not leave their directional positions if 
possible. Therefore you should, for example with complex, polyphonic passages, create fingerings such 
that the fingering patterns remain the same, even after you've shifted positions. This way the fingers 
can reach their new positions with more ease. 

Example: Bach, Tempo di Gavotte from the 6th Piano Partita in E Minor, BWV 830, 
Measures 5-7 (Arr.: Kappel) 

I 

2 4 4 

• 
-1i.--.-

© @ 

CII IV 
........... 2 4 4 

-
• • 

1i.--

6. Jumping with One Finger 

CV VII IX® 
2--2 -2--4....-i4 2 4 2 -2 4 ~ 

x 

-------- --
• 

• • • 

XII 

© © @ 

Jumping from string to string with the same finger - especially between adjacent strings - saves the 
hand a lot of stretching. It's still often avoided although it isn't anymore difficult (or less ''legato") than 
sliding along a single string. 

Example: Bach, Tempo di Gavotte from the 6th Piano Partita in E Minor, BWV 830, 
Measures 16-18 (Arr.: Kappel} 

.....-i~z 4 2 - 2 4 2 o~4b';r-=:j,-ij:::ct8tfii~~~s:t~E== 
• 

- 1 • 1#-:1 1jt- 1 -• • ,..,..,. 1 -1l'- -""" 

© © ® 

7. Special Issues with Fingerings Including Slurs 

Technical slurs in the left hand rarely correspond to the phrasing slurs in music. As many phrasing 
slurs extend beyond just 2 notes, an appropriate rendition of the phrasing can only be achieved 
through mixture of attacked notes over 2 or more strings - which also sound ''legato'' - and slurred 
notes in the LH. This is exhibited in the first example. In example 2, the 32nd note runs of the famous 
Bach "Chaconne:' slurs with 6 plus 2 notes are employed. 

Example 1: Bach, 1st Cello Suite in D Major, BWV 1007, Prelude, Measures 22-28 (Arr.: Kappel}. 
The upper slurs designate phrasing, the lower ones technical slurs. 

0 
CII 

- © 
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I. Fingering Technique 

Example 2: Bach, 2nd Violin Partita in D Minor, BWV 1004, Chaconne, 
Measures 67-68 (Arr.: Kippel) 

~------

4 
®@ 

8. Shifting by Contracting 1 and 4 

A shift of i or 2 frets can be performed by the 1st and 4th fingers. Here the 4th finger is placed 3 frets 
away from the 1st finger (according to the four finger position shape, p. 25). The 1st finger creeps 
towards the 4th and reaches the next higher position. This technique is very relaxing for the LH. In 
the following example, at first position IV is reached and then position V. 

Example: Bach, 1st Cello Suite in D Major, BMW 1007, Allemande, Measure is (Arr.: Kippel) 

Ill IV V 

Right Hand Fingerings 
One of the main tasks of the fingers of the right hand are string crossings. This is when the most 
mistakes are made and primarily due to the "unconscious'' use of RH fingerings. Many guitarists 
think it's unnecessary (out of ignorance) to define the starting finger in passages with alternate i-m, for 
example. I have also noticed that, during complex string crossings, only some fingerings are indicated 
but not consistently written down for every note. It should also be added that the active area for RH 
fingerings, in comparison to the LH, is very small and difficult to control. In a space of about 5 cm, 
complicated sequences of motion can only be executed with detailed RH fingerings and their strict 
observation. The following general rules and explanations regarding RH fingerings should make it 
easier for you to deal with the complexity of this subject so that you will develop and apply your RH 
fingerings more consciously in the future. 

1. Basic Fingering Rules for the Fingers of the Right Hand 
when Crossing Strings 

The following basic fingering rules provide the foundation for proper RH fingering. Corresponding 
to their assignments from the 6th to the 1st strings, the order of the fingers is p-i-m-a, from the 1st to 
the 6th strings, a-m-i-p. 
When changing to a neighboring string, for example from the 1st to the 2nd or the 2nd to the 3rd, the 
following finger patterns are the best ones: a-m, m-i, a-i, i-p, m-p and a-p. 
When switching from the 3rd to the 2nd or the 2nd to the 1st string: m-a, i-m, i-a, p-i, p-m and p-a. 
If you leap over a string, for example from the 1st to the 3rd or the 2nd to the 4th, use: a-i, i-p, m-p 
and a-p. 
In the opposite direction: i-a, p-i, p-m and p-a. Refer to the the tablature diagrams. 
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These simple rules cannot always be observed in practice. When crossing strings, finger combinations 
can arise that go against the natural string assignments of the fingers and as a result, have to be 
practiced intensively (see "String Crossing Exercises," p. 94). 

2. Special Issues Regarding RH Fingerings on the Bass Strings 

On the bass strings, you should use your middle and ring fingers less than your index finger, which, 
in alternation with the thumb p-i, is a substitute for alternate m-i or a-i. This is also suitable for 
faster passages. Alternate m-i, m-a or i-a on the bass strings does not occur very often. In this way 
you can keep the wear and tear on your nails to a minimum also because the nail noise using p-i is 
considerably less than the alternating patterns with your fingers. 
In faster runs which begin on the bass strings or lead down to them, the RH finger pattern p-m-i 
should be used. 

Example for p-m-i: 
Bach, Chromatic Fantasy and Fugue in A Minor, BMV 903, Measure 22 to 24 (1st beat) 
(Arr.: Kappel) 

pi pipmi pm i pmipmipmipmipmipmipmi pmipmipmi 
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I. Fingering Technique 

1 

3. The Patterns p-m-i, a-m-i and p-a-m-i 

Esepecially in fast passages, the patterns p-m-i, a-m-i and p-a-m-i are always to be preferred, on 
the one hand because a sequence of 3 or 4 fingers is always superior to alternating patterns with two 
fingers, and, on the other, because a finger sequence that progresses from the outside to the inside 
of the hand (towards the thumb) is easier to play. It's not by chance that a tremolo is performed 
by p-a-m-i. As already mentioned in No. 2 above, p-m-i tends to be used more on the bass strings 
while a-m-i is primarily employed on the treble strings. The pattern p-a-m-i is especially useful for 
polyphonic passages when the bass note, which is played by p, is sufficiently far away from the leading 
part (see examples 2 and 3). Ideal RH fingering solutions are most often a combination of the patterns 
presented here (see example 1). 

Example 1, mostly with p-m-i: 
Bach, 2Dd Violin Partita in D Minor, BMV 1004, Chaconne, Measures 74-75 (Arr.: Kappel) 

p m i p m i p m i p m i p a m i a 

• p m 1 p m P m • • 
I p m I p • I 

• a m 1 a m • 
1 p a m • 

l 

@ 

Example 2, p-a-m-i: 
Bach, Corrente from the 6th Piano Partita in E Minor, BMV 830, Measures 110-111 (Arr.: Kappel) 

CVII 
pamipami pmim pamipami 

© 3 1 

Example 3, p-a-m-i: 
Bae~ Prelude from the 3rd Violin Partita in E Major, BMV 1006, Measures 110-111 (Arr.: Kippel) 

IV CIV 
pamipamipam i pa mi pa mi pa mi pami pamipami 

1 0 4 - 1 
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Example 4, a-m-i: 
Dowland, The Earl of Essex His Galliard, Final Measures (extended to 2 bars) (Arr.: Kappel) 

i a m i a m i a m • • 
1 a m z a m i p • 

mim am za 
• m i m 

-r· 

4. Arpeggio Patterns Applied to Scales 

The use of RH arpeggio patterns can be found throughout the entire guitar repertoire. In this 
technique, an open string is used as a "link" within the run in order to get an arpeggio pattern. 
Many times it is only the use of LH slurs which allow you to maintain a RH arpeggio pattern. Compare 
the corresponding chapters: "Fingerings in the Left Hand," "The Open String in Scales," p. 221. 

Example 1: Giuliani, Handel Variations op. 107, Variation VI, Measure 19 

m 
• • m 1 m i 

-r 

Example 2: Sor, Mozart Variations op. 9, Variation I, Measures 2 and 12 

p 

@ 

• • • 
1 m 1 m 1 

11) 
l 

p • • z m i 

@ 

Example 3: Bach, Lute Suite in E Minor, BMV 996, Prelude, Measures 9 and 14 (Arr.: Kappel) 

• • • 
i a m 1 m 1 

• 

• • m 1 a m 1 m 

@ 
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I. Fingering Technique 

Example 4: Barrios, La Cathedral, Allegro solemne, Measures 117-123 

IX 
VII 
a P I p i a p i p a i p Q p Q p 

a i p i m a 
• I m a m i p 

-
- - -

© © (2) 

5. Repeated Notes with a Single RH Finger 

a i p a p • l 

Successively repeated notes with the thumb at a moderate tempo are standard for any guitarist while 
repeated notes with fingers a, m or i are often avoided. If this does occur in your playing, it's often 
an unconscious habit. Being able to play notes with one and the same finger offers, however, many 
advantages - not only technically but in a musical respect as well. 
In a vocal type passage, a "cantilena;' repeated notes with the same finger allow you to maintain the 
same tonal color or to change between tonal colors in a smooth fashion. When transitioning from a 
single part to chords, you can't avoid repeating with the same finger. Clearly defined RH fingerings 
give you more self-assurance in your performance. 

Example for Transitioning from a Single Part to Chords: Milan, Pavana 4, Measures 24-29 

a m I a a m I • am 1 mama a 

3 

a a a i m I a m I a a m I • a m 1 m a m a Q 

_.J_ 
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6. Combining Different RH Arpeggio Patterns 

Combining different patterns is often the best solution when searching for the ideal RH fingering. 
Although the options are varied and diverse, you should - if possible - perform arpeggio patterns 
you use often. 

Example 1: Bach, Lute Suite in E Minor, BMV 996, Prelude, Measures 1-4 (Arr.: Kappel) 

cvn . • III IV n a m 1 a 1 • m 1 
• a m 1 m a m 

@ 

I IV 
• • • 

i p i p m 

@ ®@ 

VII 

• m p m 1 

• • 

p p i • m I 

II 
• p 1 m l p 1 m i a m i p • • 

l Q I m a p 1 p i a p m p m 1 p 

3 

-

Example 2: Bach, 1st Cello Suite in D Major, BMV 1007, Prelude, Measures 29-30 (Arr.: Kappel) 
See " Left Hand Fingerings," p. 219 and "The Open String in Scales,'' p. 221. 

m i a m i m m i a m i m i 

®@ p 
@ 

0 p 
© 

• • m a m z m 1 
• • a m 1 m 1 m 

p p 

Example 3: Bach, Toccata from the 6th Piano Partita in E Minor, BMV 830, Measures 18-19 
(Arr.: Kappel) 

• • 

p i P ' m i p i • p 1 m • 
J p • • 

' p ' m i etc. 

m a 
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I. Fingering Technique 

7. Using a-ion Neighboring Strings 

During fast passages with string crossings between neighboring strings, the RH fingering a-i should 
be favored over the somewhat slower m-i, a-i can be performed more fluidly and in a more relaxed 
fashion. 

Example 1: Giuliani, Handel Variations op. 107, Variation VI, Measures 19-20 

• • • • 
i a 1 a 1 a 1 a • 

I a • 

' a 
m 

- - - - -- r - r r r 

Example 2: Kellner, Fantasy in D Minor, Measures 31-32 (Arr.: Kappel) 

• 
I m p 

• a 1 a m . ' . . .. . . 
1a1a1a ip 1pmpm1a1p • • m p 1 a i 

-@ @ © 
0 

8. Special Issues when Using RH Fingerings in a Musical Context 

In early music, for example in Bach, rhythm and meter play a large role. Also in classical music, certain 
rules and conventions of the Baroque period are applied, such as the accenting of primary beats within 
a measure. And thus, on primary beats, you should use your thumb and also your middle finger 
if possible. This allows the rhythmical structure to be naturally supported by the correspondingly 
stronger fingers of the hand. 

Similarly, runs in lute and renaissance music can better achieve the desired heavy-light phrasing 
using p-i (Figeta) or m-i (using p or m on the 1st note of a four note group) . 
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II. Tuning the Guitar 
Tuning the guitar is one of the most difficult tasks a guitarist faces and is a major challenge for your 
sense of hearing. Even after you've successfully completed tuning, the result is still a compromise in 
one way or another. Today there are excellent tuners, which, in many situations - for chamber music 
performances for example - are a tremendous help. But they cannot replaced a trained ear. 
In order to tune the guitar, you have to be able to make quick decisions, i.e. after you've detern1ined 
a pitch discrepancy between two strings, you have to make an immediate decision for one string 
regarding the direction in which the pitch is to be adjusted. To this end, the student should, beginning 
already with the first lessons, be made aware of pitch differences of one and the same note when 
played on different strings. The teacher needs to invest much patience and time to introduce the 
student to proper tuning. Several lessons have to be spent on this subject alone. Unfortunately, poor 
and imprecise tuning is common among students today. One reason is the too frequent and superficial 
use of tuners, another is that the true significance and importance of tuning is rarely acknowledged 
during instruction. 
Topics such as mathematical/acoustical phenomenon, the overtone series or various tuning and tonal 
systems (i.e. the Pythagorean system, meantime tuning) are not discussed here. 
The prerequisites for tuning are a good guitar with a suitable tuning machine head and a perfect 
fingerboard whose fret bars are inserted nowadays with the help of a precise, computer-guided 
template. 
The frets are spaced so that equal temperament is achieved. i.e. an octave is divided up into 12 absolute 
identical half note steps. With this type of tuning, it is only the octaves that are truly in tune! 
Furthermore, you should be aware of a special issue with the guitar: when you press down a string in 
front of a fret, you create higher tension on that string and are forced to extend your finger minimally 
to assume that position. As this has an adverse effect on the intonation of the string, the guitar maker 
has to - using an average 65 cm scale guitar as an example - add 2 mm to the scale to compensate for 
the inexactness of the intonation. Only after adding these 2 mm does the fingerboard sound in tune 
at each fret. 

Simple Tuning by Comparing Neighboring Strings 
Tuning the sth string = A 
Starting with the standard concert pitch a' 440 Hz which you produce by hitting a tuning fork on 
your thigh, you touch the A string at fret V and the same a' sounds, also 440 Hz, as a harmonic tone. 
Now compare the harmonic a' on the A string with the tuning fork a' and adjust it until it's identical 
with the tuning fork a'. 

Tuning the 4th string = d 
Now play the note d at fret V on the A string, compare it to the open d string and adjust it until both 
notes are identical. 

Tuning the 3rd string = g 
After that you play the note d at fret V on the d string, compare it to the open g string and adjust it 
until both notes are identical. 

Tuning the 2nd string= b 
Now play the note b at fret IV on the g string, compare it to the open b string and adjust it until both 
notes are identical. 

Tuning the 1st string = e' 
You follow the same procedure with the b string and play the note e' at fret V, compare it to the open 
high e' string and adjust it until both notes are identical. 
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II. Tuning the Guitar 

Tuning the 6th string = E 
To tune the low E string, you have to touch the A string again - this time at fret VII - and you get 
the note e' (the same pitch as the open high e' string) as a harmonic tone, compare this with the same 
harmonic tone e' on the low E string which you get by touching the string at fret V, and then lastly 
adjust the low E string until both notes are identical. 

This process results in a "rough,• approximate tuning. The beginner can at least test his listening 
ability and try to differentiate between 2 notes of the same pitch. It is unsuitable and inappropriate for 
the advanced or professional player. Follow the remarks in the next section. 

Tuning Using Harmonics and Octaves as an Aid 
Tuning using harmonic tones as an aid is substantially more accurate although you have to take into 
account the fact that even this method is not a hundred percent precise. This can be compensated for 
by additionally fine tuning using octaves. Also chords, which can also lead to intonation problems 
when you internally compare their component notes, can be fine-tuned in this fashion so that a good 
compromise is the result. 

To t11ne a guitar, you have to tune to a reference pitch, for example the harmonic tone a' 440 Hz, 
found on the A string. You then first tune the outer and then the inner strings: 

sth and 1st string 
sth and 6th string 
sth and 2nd string 
sth and 4th string 
sth and 3rd string 

Tuning the sth string= A 
Starting again with the standard concert pitch a' 440 Hz which you produce by hitting a tuning fork 
on your thigh, touch the A string at fret V and you get the same a', also 440 Hz, as a harmonic tone. 
Now compare the the harmonic tone from the A string with the tuning fork and adjust it until it's 
identical with the tuning fork a'. 

Tuning the 1st string = e' 
To tune the high e' string, touch the A string at fret VII to produce the note e' as a harmonic tone. This 
has the same pitch as the open e' string. Now compare it to the high e' string and adjust it until both 
notes are identical. 

Tuning the 6th string= E 
To tune the low E string, touch the A string again at fret VII to produce the note e' (the same pitch as 
the open e' string) as a harmonic tone. Compare this with the same harmonic tone on the low E string, 
produced by touching the string at fret V, and adjust the low E string until both notes are identical. 

Tuning the 2nd string= b 
To tune the b string, touch the A string again at fret VII to produce the note e' (the same pitch as the 
open e' string) as a harmonic tone. Compare this with the e' on the b string, played at fret V, and adjust 
the b string until both notes are identical. 

Tuning the 4th string= d 
To tune the d string, touch the A string at fret V to produce the tone a' (the same pitch as the the 
standard concert pitch a') as a harmonic tone. Compare this with harmonic tone a' on the d string, 
produced by touching the string at fret VII, and adjust the d string until both notes are identical. 
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Tuning the 3rd string = g 
The last string to be tuned is the g string. To do this, play the open A string and compare it to the a on 
the g string played at fret II and adjust it until the octave is in tune. In addition, compare the a on the 
g string with a further octave tone - a third note - the a' on the high e' string at fret V. If both octaves 
are in tune, then the guitar is relatively good in tune. 

Special Issues Regarding the g String 
For a variety of reasons, the g string is more difficult to tune than the other strings. As this string 
represents the transition from nylon to metal round wound bass strings, it has to be made of especially 
thick nylon material which can sometimes sound dull and lack overtones and thus cause an unclear 
aural impression. It is therefore advisable to play a g string made of carbon. 
Likewise, due to frequent changes of harmony in common guitar keys - for example, the third in 
E minor, the fifth in C major or the fingered major third g# in E major - the g string can become a 
problem when you are tuning your guitar. 

Comparing Octaves 

The octave is the only interval that is "pure" regarding the equal tempered tuning on the guitar. 
Although your guitar has already been tuned well with the help of harmonics, you should check your 
tuning one final time by comparing octaves and, if necessary, make corrections. 
Octave comparisons are made using the following strings: 

6th and 4th strings: = E on the low E string and e at fret II on the d string 
6th and 3rd strings: = G on the E string at fret III and g, the open g string 
5th and 3rd strings: = Open A string and a at fret II on the g string 
5th and 2nd strings: = B at fret II on the A string and b, the open b string 
4th and 2nd strings:= Open d string and d' at fret III on the b string 
4th and 1st strings: = e at fret II on the d string and e', the open high e' string 
3rd and ist strings: = Open g string and g' at fret III on the high e' string 

If, in the end, the chords E major and C major sound acceptably in tune in position I, then your 
tuning result is a good compromise. In many works there are chords or passages that tend to sound 
out of tune. Therefore you should examine every piece you play and identify passages with difficult 
intonation and, if applicable, adjust your guitar tuning to these passages and chords or, at least, check 
your intonation at these spots. 
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III. Playing from Me1nory - Memory and Mental Training 

III. Playing from Memory - Memory 
and Mental Training 

Playing from Memory 
Playing from memory is not only important for performing guitarists, the young guitarist studying at 
a music school or with a private teacher should also perform pieces from memory. This way you can 
control your sequence of movements better and your musical presentation can be performed more 
freely. The earlier you are taught techniques for playing from memory, the more successful you will 
be when you take the step and begin to conciously play from memory. Many reference books from the 
well-known musical method literature feature sections which discuss the problems encountered when 
memorizing and outline the differnt types of memories. As learning by memory not only applies to 
musicians, there is, beyond the available musicologically oriented literature, a collection of further 
writings which discuss this topic. This subject can only receive inroductory treatment with a focus on 
practical application here. 

Memory Training 

Associating Different Areas of Memory 
To perform a work publically and from memory- including any stage fright you might have - you have 
to employ several differnt methods of memorization. By combining these different approaches and 
areas of memory which are used to learn a piece by heart (one can speak of different of memory "types" 
here), the memorized material is secured from several different sides. For example: you memorize 
the music and in addition - from a purely visual perspective - also the sequence of motions on the 
fingerboard, then the fingerings, the structural and formal aspects of the work and the individual 
measures according to their harmonic progressions. When you memorize the same spot in a piece 
from each of these different perspectives, it will be there to draw upon even when you are under stress 
and one of these memory areas blacks out. What follows is a discussion of the different areas of your 
memory which makes no claim to being comprehensive or complete. 

The Motoric Memory 
The motoric memory functions unconciously. Through the constant repition of phrases, measures, 
difficult passages or other elements, sequences of motion become automated. You can then simply 
call up these sequences without exercising concious control, assuming that the initial practicing and 
repeating occurred when you were in an attentive and concious state. Please refer to the chapter "I. Short 
Introduction to Systematic Practicing," p. 12. The motoric memory switches on immediately when 
you encounter fast and difficult passages. It engages often when a different memory area fails and 
can therefore be a big help to a perfomer in an emergency situation during a performance. However, 
it is quite vulnerable during slower passages and should therefore be supplemented by one or more 
memory areas in order to guarantee success. 

The Cognitive Memory 
You store rational, general perspectives in your cognitive memory. This includes formal and harmonic 
analyses, harmonic progressions - chords or chord symbols for the guitarist - intervals and, of 
course, individual notes. In addition, large-size forms such as sonata, the construction of fugues and 
fugue-oriented passages, changes in meter, the number of mesasures in a work or dynamic markings 
are stored here. Your cognitive memory can be used to support your motoric memory. The ultimate 
proof that you have learned a piece perfectly by heart is your ability to write it down from memory 
including all the dynamic markings and fingerings - a painstaking, yet very rewarding process. 

-------------- - ·------------
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The Visual Memory 

With most people, the visual memory is the most highly developed one. It consists of the written 
music and all the details that you have added as well as the sequence of movements in the LH on 
the fingerboard. This is the way to easily learn LH fingerings by heart without having to refer to the 
written music. It is also helpful as an additional memory aid for conspicuous shifts, fingerings and 
chords. 

The Musical/Emotional Memory 

An area to which too little importance is attached is the memory responsible for interpretation and 
expression. It is here that, among other things, dynamic sequences and differences, tonal colors, 
rhythmical precision, which can be expressed in a flexible feeling for certain measures for example, all 
agogic changes in tempo, i.e. all musical parameters and their accompanying emotional "side effects~ 
are stored. If a work is memorized along with these musical parameters and the accompanying deep, 
emotional sensations, the memorized material will always be more readily available to perform. 
Especially if each and every nuance of the dynamics are incorporated into the memorizing process, 
the piece will become deeply engraved in your memory. 

Comment: The pure auditory memory belongs to this memory area. You hear - without playing the 
instrument - melodies, chords and you know the entire form of the musical piece. If your motoric 
memory fails you for example, i.e. you experience a total blackout, your auditory memory can 
continue and "sing" the piece, i.e. your inner ear hears the continuation, but, in this case, it is only 
other memory areas that can actually help. 

Different Memory Training Methods 
To memorize a work and securely have it under your belt, you have to use different methods of memory 
training. Here are two examples: 

Play Through It Very Slowly 

Besides notating a work on paper, the best practical way to train your memory is to play through the 
piece extremely slowly, i.e. at a "slow motion'' tempo. Especially with works that have repetitive forms 
- in Bach, for example - this method is appropriate and promises the greatest degree of success. 

Example: Bach, Fugue in D Major (originally Eb Major), BWV 998, Middle Section 
Starting with the basic meter quarter note = 63 BPM, the 16ths in the middle section are performed 
approximately four times slower, i.e. ONE 16th Note = BPM 60. 

At this extremely slow tempo, you now play the fugue in the middle section which almost consists 
of 16th note passages exclusively, without music. During your first attempt, it could be that there are 
a few places that you haven't memorized completely yet. Here you have to refer back to the written 
music. The second or third time however, you will be able to play the entire middle section from 
memory at this "snail~like" tempo. Using this method, you can also work through the exposition of 
the fugue as well. The length of one quarter note should be, again, 4 strokes of the metronome, i.e. 
BPM = 60. 

Mnemonic Reference Points 

You can further solidify a memorized work in your mind by working with mnemonic reference points. 
To accomplish this, look for as many noticeable, principle reference points in a work as possible which 
are located more or less equidistant from each other. These are then numbered and you are to play 
through them from memory in the following fashion: begin at the end and proceed chronologically 
back to the beginning. 



III. Playing from Memory - Memory and Mental Training 

Example: Bach, Prelude in D Major {originally E~ Major), BWV 998 
To illustrate this principle better, in this Bach Prelude the reference points will be set measure-wise. 
(Of course you can add additional reference points if you'd like!) 
48 measures result in 48 reference points. 
You start with reference point 46 and continue through 47 to the end; playing it through three times 
in total has emerged as the most effective and successful method. 
Then you start at reference point 45 and continue through 46 and 47 to the end again. 
Then you start at reference point 44 and continue through 45 and 46, stoppping at 47. 
Then you start at reference point 43 and continue through 44 and 45, stoppping at 46. 
Then, at reference point 42, continue through 43 and 44 and stop at 45 and so forth! 

Following this admittedly strenuous and time-consuming method, after a certain amount of time you 
will arrive at the beginning of the piece. If your concentration starts to wane at some point, definitely 
take a break. Although this method of securing a memorized piece in your mind seems very tedious 
at the outset, it is supremely promising and convincing by the invaluable sense of self-assurance it 
provides when playing the piece from memory. 

Mental Training 
For instrumentalists, doing mental training without the instrument has gained in importance in 
recent years. Mental training is something that has been conducted in sports and sports medicine for 
quite some time as, in some sports, extensive training is impossible and possibly even harmful. 
Practicing without an instrument is suitable for guitarists regarding works they have studied and 
know intimately. Entire movements and pieces, including all the necessary sequences of movements 
and fingerings for both hands, can be played through in your mind. For this to work however, the 
piece has to be prepared perfectly, both musically and technically. This type of"in mind preparation" 
should occur at the very end of the study phase of a work. Shortly before a performance - and especially 
on the day of a performance - this type of training is to be strictly avoided. Suddenly and easily, minor 
memory lapses can occur and cause unnecessary panic before the performance. 

A further important mental method is reading the score without your instrument. While reading you 
are to go through the movements of both hands including the fingerings in your mind. The tempo 
should be somewhat slower than the actual tempo. You can also "play through'' difficult passages 
several times. In this manner, you go easy on your hands and fingers for one thing, while, at the 
same time, this type of practicing demands more concentration than if you were practicing with your 
instrument. 
At this time there is an area of piano pedagogy that is experimenting with young as well as university 
music students to learn sequences of movement without the instrument, similar to the mental traning 
of athletes. But in contrast to the athletes, instrumentalists have the added element of sound which, 
without an instrument, has to be imagined in the inner ear. This is easier to realize with a piano which 
has only a single key for each note. The guitar however, on which there are 3, 4 or even 5 options for 
playing the same note on different strings offering varying tonal colors, is limited when it comes to 
these types of experiments. Due to the many tonal possibilities that inevitably arise based on the 
various available fingerings, the instrument has to be integrated into the process of learning a new 
piece so you are on the safe side when you work on its tonal development, i.e. how it should sound 
when it's performed. 

Also, the well-known "Leimer-Gieseking'' method, which described the mental rehearsing of a 
composition without the instrument as far back as the 1930s, is unsuitable for guitarists for the same 
reasons mentioned above. 
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IV. Stage Fright and Fear of Performing 
The topic of stage fright stopped being a taboo quite a while ago. A primary indicator of this is the 
literature that has been published in recent years. The subject can only be touched upon here due to 
lack of space. Interested players will find reference sources listed at the end of the book. 
Stage fright is a normal phenomenon for every musician. First and foremost, it should provide you with 
increased efficiency in your performance. If it gets out of hand, however, and leads to an impairment 
in your playing, a healthy case of stage fright will just turn into a fear of performing, a phenomenon 
that is wide-spread and which can lead to the abandonment of a career for some musicians. One of 
the most famous musicians of the 20th century, the cellist Pablo Cassals, is often quoted as he openly 
admitted that he suffered from an extreme form of stage fright. 
Drawing the boundary between healthy stage fright and a fear of performing is nearly impossible. 
Every player who has experienced a diverse number of public performances knows that the actual 
degree of stage fright can vary. It depends on, among other things, the audience, the importance of 
the performance, the amount of calm experienced before the performance, your personal condition 
on a particular day and the degree of your technical and musical preparation. Many musicians are 
also famliar with the transitional phase between stage fright and actual fear of performance. As the 
problem is a very individual one, it's up to the individual himself to search for the causes of his decline 
in performance and to try and find solutions and - if necessary - to look for therapeutic measures to 
improve the situation. 
The following suggestions and directions are based on years of experience teaching at a university 
level and can help you reduce your stage fright. 
Moreover, they should also provide you with the impulse to delve into the problem of stage fright 
more intensely. 

1. What It Means to Intensively Prepare Yourself for a Public Performance 
One of the causes of experiencing a strong sense of stage fright is the fact that music education -
from the very outset - is interconnected to a technically perfect reproduction of the music. You are 
"trained" to play technically perfect. This means that often too much importance is attached to the 
technical aspects of your performance and that the musical aspects - which serve to please your 
listeners - are forgotten. Another root cause is the enormous pressure to achieve in our society: due to 
the permanent and instant access of all available media, every musician or music student is constantly 
compared to the world's best muscians. The violinist Kato Havas wrote presciently in 1973: "The entire 
world of music suffers from a plague of exagerrated performance expectations." 
Hence, besides proper technical preparation and technical mastering of difficult passages, your focus 
should be on a musically coherent interpretation which should, to a great degree, be driven by your 
own ideas or at least be strongly internalized on your part. 
Audio recordings can help you intensify the technical as well as musical and interpretative aspects 
of your preparation for a concert or public performance. Good preparation can provide you with a 
sense of calm and boost your ·self-confidence. At the same time, you shouldn't have too heightened 
expectations on yourself. Before the performance you can say to yourself: I have done everything to 
the very best of my ability. I will try to focus on the music and even accept any mistakes that might 
result from it! 

2. Giving Regular Performances - Performance Training 
The most important form of preparation is to perform regularly. This can be in front of people 
who have the same interests whom you meet with weekly and - in the best case under someone's 
supervision - play for each other in turn. This is easy to realize with professional music students, 
but you can also organize regular, audition-like performance situations -as a private group without 
much effort at all. What's important is that you meet at least once week (for example, "Performance 
Training" has been a fixed part of the curriculum at the «Koblenz International Guitar Academy'' for 
years; some music schools in Germany off er a "Performance Training" as a permanent subject in their 
course of instruction). 
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Furthermore, you should take advantage of any and every type of opportunity to play in public. 
These include performances in nursing homes, youth centers, hospitals, rehab clinics, religious 
facilities, exhibition openings and private events etc. Audio recordings can also play a supportive 
role in your performance training. Microphones make some musicians nervous. Perfoming in front 
of a microphone that records absolutely everything - maybe even your heavy breathing or gasping 
- cannot of course replace your interaction with an audience, but it can be tremendously helpful 
as a substitute for playing in front of people. Your imagination in creating potential performance 
situations in which you can practice should know no limits. 

3. Your Inner Attitude or "Confront Stage Fright with Courage'' 
"Mut zum Lampenfieber" (in English loosely "Confront Stage Fright with Courage») is the title of a 
book published in 2008 by the German cellist and author Gerhard Mantel. With his call to confront 
stage fright with courage, Mantel hits the nail on the head! The first step is to accept stage fright as 
an inevitable part of playing a public performance. This acceptance should lead to the additional 
motivation and a joyous anticipation of the performance: Applying certain mental strategies, the 
"nervous" energy that accompanies stage fright is transformed into concentration and joy of playing. 
Relaxation techniques - discussed in the next section - can also be helpful here. 

4. Relaxation Techniques 
Extreme stage fright is always accompanied by a negative tensing up of the muscles. Therefore, 
relaxation techniques won't just help you to perform the correct sequence of movements while playing, 
but rather also to reduce any unnecessary tension both before and during your performance on stage. 
By now, an abundance of relaxation techniques have been developed that have become fashionable 
in recent years. But this doesn't make it easy for the individual to find the proper method that fits to 
his person. 
The most well-known methods are: Autogenic Training, Alexander Technique, Feldenkrais Method, 
Dispokinesis, Yoga and Tai-Chi. Beyond these, there are also other medically-oriented breathing and 
muscle relaxation techniques. 
Experience has shown that it doesn't really matter which method you choose. Simply addressing the 
"tension - release" issue contributes positively to controlling stage fright amongst many guitarists 
who suffer from the fear of performing. 

5. Prevention Through Concious Mnemonic Training 
Time after time I hear about musicians who are afraid of having a memory lapse and are thereby 
shaken by wave-like attacks of extreme stage fright during a performance. The loss of control in such 
cases can be so extensive that a memory block is created which then leads to further memory lapses 
as a result and ultimately ends in circulus vitiosus. In such cases, concious memory training is the 
only thing that can help (see page 238). This includes playing very slowly from memory, mentally 
playing by heart without the instrument and the memorizing of memory-supporting reference points 
(or memory points). The securing of a work through the use of different methods of memorization 
will give you more self-assurance. If a small blackout does however occur, it can be cleverly covered 
up by skipping a few notes or even bars. You should be aware that not even a virtuoso is immune to 
blackouts - it has happened to everyone at one point or another and is a normal part of performing 
or making a presentation. 
See chapter "III. Playing from Memory - Memory and Mental Training,'' p. 233 for more. 

6. The Selection of Your Individual Repertoire 
Most guitarists want to play Bach and thus they expect too much from themselves. Aside from not 
preparing the piece in its entirety an:d the problems involved in developing a coherent interpretation, 
they are not up to the extreme technical demands required by the piece. The result is a "nervous" 
performance full of technical mistakes and memory laps including attacks of stage fright. 
This is only one example of the wrong choice of repertoire. Sometimes it takes years until you find 
the appropriate and suitable repertoire for yourself. When you finally accept the fact that only a 
certain and even limited choice of repertoire is right for you and you are able to create your programs 
accordingly, a public performance can be carried out with a high sense of self-assurance and distinctly 
less stage fright. 
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V. Technical Practice Guides for Daily Practicing 
It's difficult to indicate the exact practice times for each individual exercise in the following technical 
practice guide examples as that time depends on how fast you learn, your technical level and your 
talent in general. Therefore, the times listed here are only approximate indications. They should serve 
to help the student orient himself when he's dividing up his practice time and should be shortened 
at the first sign of overexertion, or extended if a greater need for a specific type of exercise arises. 
So please don't forget: it's not about the amount of time you practice; it's about the quality and 
effectiveness of your practice time! 
In order to highlight the many possibilties available for modifying an exercise, some of the following 
exercises are depicted differently than they were in the individual chapters. This should encourage the 
guitarists to, for example, limit the scope of the exercises, expand upon them or freely combine them 
with each other. Your creativity should know no limits here. 

Short Technical Practice Guide - about 45 Minutes 

Example1 
Contents 

1. ARPEGGIOS, (TIP) As: 12 Basic Arpeggios, 
Patterns 1-6, 2 minutes per pattern 

2. LH-RH COORDINATION, No. 5a) (TIP) with 
i-m and the chromatic scale on the 2nd and 3rd strings 

3. LH SLURS, Combining Two Note Slurs, 
No. 3 using 1-2, 2-1, 1-3, 3-2, 3-4, 4-3 

4. a) SCALES, Five Short Exercises for Scales (TIP), 
No. 5 from position IV-IX with alternate i-m 

b) SCALES, Five Short Exercises for Scales (TIP), 
No. 6 from position I-VII with alternate i-m 

c) SCALES, Five Short Exercises for Scales (TIP), 
No. 7 from position I-V with alternate m-a 

5. LH SLURS, Combining Two Note Slurs, 
No. 3 with i-3, 3-1, 2-4, 4-2, 1-4, 4-1 

6. ARPEGGIOS, (TIP) As: 12 Basic Arpeggios, 
Patterns 7-11, 2 minutes per pattern 

Example2 
Contents 

1. ARPEGGIOS, A1: 6 Basic Arpeggios Expanded 
to 24, Patterns 1-3 

2. SCALES, Preparatory Exercises for Scales and Runs, 
No. 1a) and d) from position I-IX-I 

3. SCALES, Preparatory Exercises for Scales and Runs, 
No. 2d) and i) from position I-IX-I 

4. ARPEGGIOS, A2: 6 Basic Arpeggios Expanded 
to 24, Patterns 4-6 

Page Approx. Time 

62 12 minutes 

92 • 2-3 minutes 

140 6-7 minutes 

124 2 minutes 

124 2 minutes 

124 2 minutes 

140 6-7 minutes 

i2 minutes 

Page Approx. Time 

55 15 minutes 

115 3 minutes 

117 3 minutes 

55 15 minutes 
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5. LH SLURS, Two Note Slur Combinations While Crossing 
Strings, (TIP) No. 9a)-f) from position I-IV 

6. SCALES, Preparatory Exercises for Scales and Runs, 
No. 3£) and k) from position I-IX-I 

144 6 minutes 

118 3 minutes 

Example3 
Contents Page Approx. Time 

i. ARPEGGIOS, (TIP) A6: 12 Basic Arpeggios with Polyrhythms, 
Patterns 1-6, 1.5 minutes per pattern 64 9 minutes 

2. LH SLURS, Slurs with Three Fingers, Diatonic Group 1, 

No. 11a)-f) with 1-2-4 from position I-III-I 146 7 minutes 

3. LH-RH COORDINATION, (TIP) No. 37a)-f) from position 
1-V with m-i, 1.5 minutes per finger combination 104 9 minutes 

4. BARRE Exercises, Barre Exercise According to Llobet, 
No. 23 (TIP) 187 4minutes 

5. ARPEGGIOS, (TIP) A6: 12 Basic Arpeggios with Polyrhythms, 
Patterns 7-12, 1.5 minutes per pattern 64 9 minutes 

6. LH SLURS, Slurs with Three Fingers, Diatonic Group 2, 

No. 12a)-f) with 1-3-4 from position 1-111-I 146 7 minutes 

Compact Technical Practice Guide - about 90 Minutes 

Example1 
Contents Page Approx. Time 

t. ARPEGGIOS, (TIP) As: 12 Basic Arpeggios, 2nd 
Variation, Patterns 1-6, 2 minutes per pattern 

2. LH-RH COORDINATION, No. 28 (TIP) and 29 (TIP) 
with a-m, from the 1st to 6th string and back, 
repeat 3x on each string 100 

3. LH SLURS, Two Note Slur Combinations as Triplets 
While Crossing Strings (TIP), No. ioa) and b) from position I-V 144 

4. a) SCALES, Five Short Exercises for Scales (TIP), No. 5 from 
position IV-XII with alternate i-m, repeat each position 4x 124 

b) SCALES, Five Short Exercises for Scales (TIP), No. 6 from 
position I-XI with alternate i-m, repeat each position 4x 124 

c) SCALES, Five Short Exercises for Scales (TIP), No. 7 
from position I-XI with alternate m-a, repeat each position 4x 124 

d) SCALES, Five Short Exercises for Scales (TIP), No. 8 
from position I-VII with alternate i-m, repeat each position 4x 124 

e) SCALES, Five Short Exercises for Scales (TIP), No. 9 
from position II-XII with alternate m-a, repeat each position 4x 124 

5. LH SLURS, Two Note Slur Combinations as Triplets 
While Crossing Strings (TIP), No. 1oc) and d) from position 1-V 145 

6. ARPEGGIOS, (TIP) As: 12 Basic Arpeggios, 2nd 
Variation, Patterns 7-12, 2 minutes per pattern 63 
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12 minutes 

6 minutes 

4-5 minutes 

3 minutes 

• 3 minutes 

3,5 minutes 

2 minutes 

3 minutes 

4-5 minutes 

12 minutes 
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7. LH SLURS, Two Note Slur Combinations as Triplets 
While Crossing Strings (TIP), No. ioe) and f) from position I-V 145 

8. ARPEGGIOS, (TIP) A12: Variations of the 12 Basic Arpeggios 
on Three Strings, No. 1, approx. 1 minute per pattern 71 

9. SHIFT EXERCISES, Direct Shift Exercises from 
"Supplementary Technical Exercises for the LH," 
No. 6a)-f), repeat each pattern 4x (approx. I minute) 175 

10. LH INDEPENDENCE, from "Supplementary Technical 
Exercises for the Left Hand," No. 14a), b), e), f), 1) and m) from 
position I-VII on theist and 2nd strings, repeat each 
exercise 3x (approx. 1 minute) 180 

11. ARPEGGIOS, A12: 24 Eighth Note Arpeggios, Patterns 
Nos. 1, 3, 7, 9 and 12 with the Chromatic Scale of Thirds 
(p. 53), 1.5 minutes per pattern 70 

Example2 

4-5 minutes 

• 12 minutes 

6 minutes 

6 minutes 

7-8 minutes 

Contents Page Approx. Time 

1. ARPEGGIOS, (TIP) A6: 12 Basic Arpeggios with Polyrhythms, 
Open Strings Alternating with the Chromatic Scale of Thirds 
(p. 53), 1.5 minutes per pattern 64 18 minutes 

2. LH-RH COORDINATION, No. 37a)-f) (TIP) with a-m 
and a-i, from position I-VII, repeat each position ix 
(approx. 2.5 minutes) 104 15 minutes 

3. LH SLURS, No. 14a), Slurs with Three Fingers Divided 
into Four Note Groups, with 1-2-4 from position 
I-Ill, repeat each position 1x 
(approx. 1.5 minutes per combination) 148 13-14 minutes 

4. SCALES, from "Scale Practicing Models in the Circle 
of Fifths'' Model No. 2, 24 Scales with Repetitions, 
repeat each scale 2x 133 24 minutes 

5. a) SCALES, Five Short Exercises for Scales (TIP), No. 8 
from position I-VII with alternate i-m, repeat each position 4x 124 2 minutes 

b) SCALES, Five Short Exercises for Scales (TIP), No. 9 
from position II-XII with alternate m-a, repeat each position 4x 124 3 minutes 

6. LH SLURS, No. 14b), Slurs with Three Fingers Divided 
into Four Note Groups with 1-3-4 from position 
I-Ill, repeat each position ix 
(approx. 1.5 minutes per combination) 148 13-14 minutes 

Example3 
Contents 

1. ARPEGGIOS, A11: 24 Eighth Note Arpeggios, Patterns 
No. 1-12 with the Chromatic Scale of Thirds (p. 53), 
i.5 minutes per pattern 

Page Approx. Time 

70 18 minutes 
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V. Technical Practice Guides for Daily Practicing 

2. SCALES, from "Scale Practicing Models in the Circle 
of Fifths," (TIP) Model No. 3: with p-m-i in Four 
Note Groups, 12 Scales from C Major to G# Minor, 
during 2 passes with p-m-i each scale is repeated 6x 

3. ARPEGGIOS, AS: Important Two-Part Arpeggios, 
Nos. 1-10, Open Strings Alternating with the Chromatic 
Scale of Thirds (p. 53), 1.5 minutes per pattern 

4. SCALES, from "Scale Practicing Models in the Circle 
of Fifths," (TIP) Model No. 3: with a-m-i in Four 
Note Groups, 12 Scales from F• Major to D Minor, 
during 2 passes with a-m-i each scale is repeated 6x 

5. LH SLURS, No. 5, Complex Two Note Slurs as Triplets, 
from position 1-V, repeat each position ix 

6. RASGUEADO Technique on open strings 
Nr. 4a) 
Nr. 4b) 
Nr. 4c) 
Nr. 4d) 

7. LH INDEPENDENCE, from "Supplementary Technical 
Exercises for the Left Hand,,, No. 14a)-d) 
from position I-VII on the 1st and 2nd strings, 
repeat each exercise 4x (approx. 1 minute) 

8. a) TREMOLO Exercises on Various Strings, No. 11a)-d) 
on open strings, 1.5 minutes per exercise 

b) TREMOLO Exercises on One String, No. 3a)-d) 
using very short staccato playing on open strings 
(see p. 161, "General Practicing Methods and Aids," No. 1) 

134 

134 

142 

180 

167 

9-10 minutes 

• 15 minutes 

9-10 minutes 

13-14 minutes 

3 minutes 
• 2m1nutes 

3 minutes 
2 minutes 

4-6 minutes 

6 minutes 

3-4 minutes 

Intensive Technical Practice Guide - about 3 Hours 

Caution! Regarding the following technical practice guides, it's necessary that you incorporate breaks into 
your routine. During practicing, your can slightly overexert your hands and potentially damage them 
in the longer term. At the first and even slightest sign of overexertion of your muscles, tendons and 
joints, you should stop practicing IMMEDIATELY regardless of where you are in the lesson plan. 

Example1 
Contents Page Approx. Time 

1. ARPEGGIOS, (TIP) A12: Variations of the 12 Basic Arpeggios 
on Three Strings, Nos.1and2 with the Chromatic Scale of Thirds 
(p. 53), 1 minute per pattern 71 

2. SCALES, from "Scale Practicing Models in the Circle 
of Fifths," (TIP) No. 4: The Practicing Model of the 12 Basic 
Arpeggios (Excluding the Thumb), play through the first circle 
of fifths completely, second pass from C major to G~ Minor, 
repeat each scale 4x 135 

3. ARPEGGIOS, (TIP) A18: Basic Arpeggios with 
Difficult String Crossings, Nos. 1-9 with Six Part 
Chord Patterns (p. 53), 2 minutes per pattern 80 

24 minutes 

18 minutes 

18 minutes 
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4. SCALES, from "Scale Practicing Models in the Circle 
of Fifths," Model No. 4: The Practicing Model of the 
12 Basic Arpeggios (Excluding the Thumb) (TIP), 
second pass from F• Major to D Minor, third pass 
through the complete circle of fifths, repeat each scale 4x 135 

5. TREMOLO, No. 6a)-h), 2 minutes per each rhythmical figure 165 

6. LH SLURS, No. 14c), Slurs with Three Fingers Divided 
into Four Note Groups with i-2-3 from position 
I-Ill, repeat each position ix (approx. i.5 minutes) 148 

7. RASGUEADO using your thumb and fingers 
Nr. 6a) 271 

Nr. 6b) 171 

~6tj 172 

8. ARPEGGIOS, A21 Arpeggios with Thumb Accompaniment 
to Strengthen Your Attack with the Chromatic Scale of Thirds 
(p. 53), approx. 1 minute per pattern 84 

9. LH-RH COORDINATION, No. 41, 6 Finger Combinations 
beginning with i, and 6 beginning with 2, RH with a-i, i-a 
from position I-IX-I on the 2nd and 3rd strings, 
repeat each position 4x (approx. 2 minutes per combination) 108 

io. a) LH INDEPENDENCE, "Independence Exercises 
for the Left Hand,,, No.15a)-b) from position 1-V, 
on the ist and 4th strings as indicated 183 

b) ARPEGGIOS, A7: Arpeggios with p-i, p-m, p-a 
No. i-4, 1 minute per pattern 64 

c) LH INDEPENDENCE, "Independence Exercises 
for the Left Hand: (TIP) No. i6a)-d) from position I-V 
on the ist and 4th strings as indicated 184 

d) ARPEGGIOS, A1: Arpeggios with p-i, p-m, p-a 
No. 5-8, 1 minute per pattern 64 

e) LH INDEPENDENCE, "Independence Exercises 
for the Left Hand," No. 15e)-f) from position I-V 
on the ist and 4th strings as indicated 183 

f) ARPEGGIOS, A7: Arpeggios with p-i, p-m, p-a 
No. 9-12, 1 minute per pattern 64 

11. a) STRETCHING Exercises for the LH, from 
"Supplementary Technical Exercises for the LH," No. 25 187 

b) BARRE Exercises, from "Supplementary Technical 
Exercises for the LH," No. 22 186 

c) STRETCHING Exercises for the LH, from 
"Supplementary Technical Exercises for the LH," No. 26 188 

Important Topics 

18 minutes 

16 minutes 

13-14 minutes 

1,5 minutes 
3 minutes 

• 1,5 minutes 

12 minutes 

24 minutes 

3-4 minutes 

4 minutes 

4-6 minutes 

• 4m1nutes 

3-4minutes 

4minutes 

• 
2 minutes 

• 
2 minutes 

2minutes 

Example2 
Contents Page ApproL Time 

1. ARPEGGIOS, (TIP) As: 2nd Variation with Eighth Note 
Bass Notes and the Chromatic Scale of Thirds (p. 53), 
2 minutes per pattern 24minutes 
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V. Technical Practice Guides for Daily Practicing 

2. 2. ARPEGGIOS, A7: Arpeggios with p-i, p-m, p-a 
No. 1-12, 1.5 minutes per pattern 64 

3. SCALES, Scales in Triplets with Three Finger 
Patterns a-m-i and p-m-i, No. 20 (over 2 octaves) and 
21 (over 3 octaves) from C Major to B Minor with 
p-m-i, m-i-p and i-p-m, repeat each pattern at 
least 1x, corresponds to 18 or more 
passes at each scale 131 

4. SCALES, Scales in Small Note Groups, No. 14, 15 
and 16 with G Major 128 

5. a) LH SLURS, Slurs with Fixed Fingers, No. 29a)-d) 
from the 1st-4th strings, from position I-III, 1 minute 
per combination 156 

b) LH SLURS, Ascending and Descending Slurs as an 
Embellishment, No. 19, repeat each group 4x from the 
1st-6th strings, 30 seconds per group 151 

c) LH SLURS, Slurs with Fixed Fingers, No. 29e)-h) 
from the 1st-4th strings, from I-III, 1 minute 
per combination 156 

d) LH SLURS, Chromatic Scale with Slurs, No. 22a) 
alternating between slow - fast 153 

e) LH SLURS, Slurs with Fixed Fingers, No. 29i)-m) 
from the 1st-4th strings, from position I-Ill, 1 minute 
per combination 156 

6. ARPEGGIOS, (TIP) Ato: 36 Six Note Arpeggios, 
Practice the 1st group with two different accents, 
alternating with open Strings and the Chromatic Scale 
of Thirds (p. 53), approx. 2 minutes per pattern 67 

7. a) PRACTICING PLAYING FAST p. 206, with Exercise sa) (TIP) 
in the chapter '"Coordination of the Left and Right Hands" 
alternate m-i 92 

b) ACHIEVING SPEED by playing with the outside of the nail, 
No. 2 with m-i, repeat each note 4x with 
the scales C Major, A Minor, G Major, the same with i-m 
in E Minor, D Major and A Minor 207 

8. SCALES, from "Scale Practicing Models in the Circle of Fifths," 
No. 4: The Practice Model of the 12 Basic Arpeggios 
(Excluding the Thumb) (TIP), first pass through the complete 
circle of fifths, second pass from C Major to G• Minor repeat 
each scale 4x 135 

9. LH SLURS, Two Note Slur Combinations While Crossing 
Strings, (TIP) No. 9a)-O from position I-Vand back to 
~sit~I 144 

10. SCALES, from "Scale Practicing Models in the Circle of Fifths," 
No. 4: The Practice Model of the 12 Basic Arpeggios 
(Excluding the Thumb) (TIP), second pass from F# Major to 
D Minor, third pass through the complete circle of fifths, 
repeat each scale 4x 135 

"A true, great talent can neither be mislead nor corrupted!" 

18 minutes 

22-25 minutes 

9-10 minutes 

4minutes 

4 minutes 

4 minutes 

2 minutes 

4 minutes 

• 24 minutes 

2 minutes 

7-8 minutes 

18-20 minutes 

12 minutes 

18-20 minutes 
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TIP Directory 

I. Arpeggios 

As 12 Basic Arpeggios with Simultaneous Thumb Attacks ............................................................................ 62 

A6 u Basic Arpeggios with Polyrhythms ......................................................................................................... 64 

A9 The 12 Basic Arpeggios on Three Strings .................................................................................................... 66 

A10 36 SiJc Note AI'peggios .................................................................................................................................. 67 

A12 Variations of the 12 Basic Arpeggios on Three StI'ings ............................................................................ 71 

A18 Basic Arpeggios with Difficult String Crossings ...................................................................................... 80 

II. Coordination of the Left and Right Hands 

Speed ExeI'cises with Repeating Rhythms on a Single String, Nos. 5 and 6 ................................................ 92 

String Crossing Exercises, Nos. 9, 13 and 14 ..................................................................................................... 94 

Synchronization of Your Left and Right Hands, Nos. 28, 29 and 30 ............................................................ 100 

Chromatic Triplet Exercises over All Strings, No. 32 ...................................................................................... 101 

Synchronization Exercises with String Crossings, No. 37 .............................................................................. 104 

Synchronization of 4 Fingers of Both the Left and Right Hands (8 Note Permutation), No. 42 .............. 109 

III. Scales in All Keys 

Five Short Exercises for Major and Minor Scales, Nos. 5 to 9 ....................................................................... 124 

Scale Practicing Models in the Circle of Fifths, No. 3 ..................................................................................... 134 

Scale Practicing Models in the Circle of Fifths, No. 4 .................................................................................... 135 

IV. Ascending and Descending Slurs in the Left Hand 

'IWo Note Slurs as Triplets, No. 4 ...............................•....................................................................................... 141 

Two Note Slur Combinations While Crossing Strings, No. 9 ........................................................................ 144 

Two Note Slur Combinations as Triplets While Crossing Strings., No. 10 ...........•...................................... 144 

Siu.rs with Three Fingers (Practicing Advice) ................................................................................................... 147 

Slurs with Fixed Fingers (Practicing Advice) ....................................................•.............................................. 154 

'IWo Note Slurs with Triplets and a Second Part, No. 31 ................................................................................. 157 

V. Tremolo 

Tremolo Exercises on One String, No 3a), 4a)-c) and 5e) .............................................................................. 164 

VII. Supplementary Technical Exercises for the Left Hand 

I 

' Independence Exercises for the Left Hand on 'IWo Strings (Alternating Two Fingers), No. 16 ..........•.••.. 184 

Barre Exercises According to Llobet, No. 23 .................................................................................................... 187 

VIII. Additional Technical Exercises for the Right Hand 

Simultaneous Attacking and Muting with the Thumb, Coste Study op. 38, No. 23 (No. 13) ....•................ 195 
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