
  


  
    
  


  
    Guitarists often get bogged down in the details of theory and technique. They learn licks or short extracts from songs, while secretly dreading the moment when someone says, “Well, go on, play something!” Developing the mechanics of playing guitar is important, but it should always be done in support of playing music. This is where repertoire building comes in. Having whole pieces under your belt (even short ones) is rewarding. It will help you to make sense of the nuts and bolts of theory, and allow you to share your music with family and friends.


    Learning to read musical notation is a worthwhile skill to develop, as it allows you to learn music written for other instruments, communicate ideas with other instrumentalists, and is essential for most professional jobs in the industry. However, I strongly feel that students whose goal is to simply play guitar for their own pleasure should be able to access music they want to play without the need to develop the skill to read complex musical notation.


    This collection of classical pieces will make up a satisfying performance repertoire for the advancing beginner, while developing your technique as you work through progressively more challenging pieces. The music is drawn from some of the most famous and influential composers for the guitar, including Carulli, Giuliani, Carcassi, and Fernando Sor. In addition, it dips into acoustic guitar music with traditional folk tune arrangements.


    The commentary for each piece discusses some of the technical challenges, but this book is intended primarily as a collection of music. I suggest you use it in conjunction with a dedicated technique method book or a local teacher. I hope these pieces prove helpful and inspire you to explore the music for guitar that has been written over the past four centuries, as well as encouraging you to write some arrangements of your own.
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  Practise and Performance Tips


  Before you begin, here are some practise tips to help you maximise your study time and progress. These outline a way to organise your time that I’ve found effective for players of any level.


  To progress quickly, it's essential to be as regular and productive with your practice time as possible. To do this, you must identify the sections of your study piece that are the most difficult. These could be a single chord shape, a sequence of hammer-ons and pull-offs, or a picking hand pattern.


  Take these challenging passages and practise each one in isolation for a short period of time. Focus on being slow, accurate and relaxed. It's tempting to continue after the point of difficulty, especially when reading from a book, so it may help to copy the trouble-spots out onto a separate piece of tab paper to prevent you from getting distracted.


  If you have twenty minutes to practise one piece, I suggest you allot fifteen minutes to about five tricky sections. Play each one for a minute in turn (I set a timer on my phone) and repeat three times. This approach keeps you engaged and helps you retain the information more clearly.


  The remaining five minutes should be spent playing the full piece, or as large a section as you’re able to work through. Play at a speed where most of it feels comfortable. Don't worry too much about nailing the trouble spots, just concentrate on feeling the flow of the piece as a whole and rewarding yourself for your hard work by making music.


  Maintain this two-pronged attack daily for a couple of weeks and you will have much better results than simply playing the pieces over and over again.


  Throughout the book I suggest picking and fingering patterns. The convention is to refer to the picking hand fingers with the following letters: P (thumb), I (index), M (middle), A (ring). In the notation, the fretting hand will be noted with the numbers 1 to 4, going from the index to pinkie.


  I will occasionally refer to playing in numerical positions on the fretboard. These are where the first finger rests, even if the focus is on another finger. For example, playing in the fourth position means the first finger is fretting the 4th fret.


  The following pieces often sound good at several different tempos, so don't rush to build speed. Once you are feeling confident with a tune, experiment with tempo to express a range of moods.


  Most of the audio tracks were recorded on a nylon string classical guitar, but a few were played with a steel-string acoustic guitar for some tonal variation.


  1. Study No. 1 – Fernando Sor


  This study comes from Sor's Opus 35, entitled Vingt Quatre Exercices très Faciles (Twenty-Four Easy Exercises), making it a great place to start your repertoire. Sor self-published the opus late in his career and the whole collection offers a set of well-balanced miniatures with plenty of contrast.


  The first study sticks to a dependable rhythm of crotchets and minims, and the pitches fit mostly into open-position chord shapes. Noticing similarities between the familiar chord shapes will give you an increased awareness of the harmonic composition and make the piece easier to memorise. For example, the first two bars outline a C major chord and bar three centres around F major.


  Notes should be held where possible, although the full chord shapes you should fret may not be immediately obvious.


  If you're new to fingerstyle technique, one of the biggest challenges is to develop sufficient dexterity in your picking hand to keep independence between the thumb and fingers. Isolate any points where your thumb and a finger are needed simultaneously and practise the “pinching” motion to get them to connect accurately with the strings. The position of your hand shouldn't move far from where it normally rests over the strings.


  There are two independent melodies in this piece. The top voice moves in crotchets for most of the piece, while the lower voice moves more slowly. The voices are switched towards the end of the piece, where the bassline becomes the faster part. The direction of the note tails in the notation show which line each note belongs to.


  Study No. 1 - Fernando Sor
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  2. Country Dance – Ferdinando Carulli


  Western classical music has its roots in traditional dances and military music. In the classical repertoire there are many gigues, mazurkas, minuets, polkas, waltzes, and marches from the era known as the common-practice period (roughly 1650-1900).


  Musicians, however, have a way of subverting musical forms. I doubt you could dance to any of Chopin's waltzes! While the inspiration for this piece is dance music, and the best starting point is to keep an even tempo throughout, it’s okay to be expressive and fluid with the tempo.


  In Country Dance, the use of double-stops (two notes played simultaneously) allows us to easily alternate chords and bass notes. Your picking hand fingers should act as one, with two fingers fused together. Making an exercise out of the first two bars allows you to get this picking pattern “programmed” before worrying about the chord changes.


  The third section requires a different picking pattern for the E minor chord in the first two bars. Rest the fingers of the picking hand (P, I, M and A) on the top four strings, then pluck each in turn with a smooth motion.


  The structure needs some concentration to navigate. There are three sections, each of which is played twice. At the end of the piece, you will see the instruction D.C. Al Fine, which directs you back to the start. Continue until the Fine instruction located at the end of the second section. The form is described as A B C A B.


  Again, look out for the familiar chord shapes – G, D7 and Em – that are found throughout.


  Carulli picked up guitar relatively late, at 20 years old, but composed a lot of music, including many instructional pieces that have remained popular, as they combine effective learning with music that’s satisfying to play. There are several more pieces by Carulli throughout the book


  Country Dance – Ferdinando Carulli
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  3. Orlando Sleepeth – John Dowland


  John Dowland (1563-1626) was primarily a songwriter and lute player in Elizabethan England. He is best known for his rather maudlin songs and his instrumental compositions. This short piece has a repetitive folk music-esque melody that could easily have lyrics set to it, but works well as an instrumental study.


  John Dowland either composed Orlando Sleepeth, or arranged an existing tune. It is also suggested that it was intended to be incidental music for a scene in a play.


  If you are comfortable with common open chord-shapes, this piece shouldn't give you too much trouble. To help you understand the structure, identify the chord shapes as you work through the music and write them in the notation.


  In bar two, instead of fretting the D Major chord in the usual manner, barre at the 2nd fret with your first finger. This will help your fourth finger to reach up to the 5th fret.


  Similarly, the G Major chord at the end of bar nine should be played with your third and fourth fingers, which may be a new approach. Using your third finger to play the bass note allows for a much smoother transition to the C Major chord than the traditional G Major fingering.


  With all the open strings it's easy to let each note ring out, but in order to present the melody with clarity, mute the open strings at the appropriate times. For example, in bar eleven, your picking hand should silence the open B string just as it picks the G# note on beat 4.


  The most difficult element occurs as the piece changes from 4/4 to 6/4 in bar seventeen. 6/4 time is a compound meter, which means that the notes are grouped into threes rather than the usual twos. You may have encountered songs in 6/8, and 6/4 can be treated in the same way. Beats 1 and 4 are accented.


  A common feature of music from this period is that the compound section accelerates. A symbol above the notation indicates one minim is equal to a dotted minim. This means that three beats in the new meter should take the same time as two beats from the original.


  This can be awkward to count. Before you begin, clap along to the audio track on beats 1 and 3. Maintain this pulse as the piece moves into 6/4. The music should now fit three beats into each of your taps.


  As you get used to hearing the transition, you will be able to accurately speed up by the appropriate amount.


  Orlando Sleepeth – John Dowland
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  4. Dance No. 2 M. Giuliani


  The ländler was a popular Germanic folk dance. Its roots are likely to have been a lively couples’ dance with much stomping and hopping before it became gentrified in Austrian dance halls during the 19th century. The dominant first beat of each bar suggests it was a forerunner of the waltz.


  This short piece by Giuliani is a great introduction to larger position shifts. Positions on the guitar refer to the location of the first finger of the fretting hand, even if it's not being used. For example, in the pickup bar you will be in 1st position until the middle of bar three. Use your second and then third finger to fret the notes at the 2nd fret before bringing down the first finger at the start of bar one.


  There are more dramatic position shifts leading into bar four. The temptation might be to lurch up and down the fretboard with one finger, but using several fingers will minimise the amount of movement and give you more control. Notes on the E string should be divided into three positions. I've added fingerings over the notation to show which notes should be played with the first finger.


  Carefully memorise the passage and pay particular attention to which frets the first finger moves to. Other practice methods, such as singing the tune or imagining yourself playing the order of notes, are effective ways to cement the sequence of notes. The position shifts will become much easier as you are able to confidently think ahead.


  The second half of the piece superimposes the first section over new bass notes. One of the strengths of traditional notation is that a melodic shape is easy to see when you look at the shape of the line. Compare the two sections yourself to see the similarity between the two parts.


  In bars ten to thirteen there are more position shifts, but here the melody doesn’t split so easily into three-note chunks. Begin in the same way as the first section, but once you've played the 10th fret with your fourth finger in bar eleven, slide your fourth finger up to the 12th fret, where it will stay for the rest of the bar. Position shifts with fingers other than the first might feel strange, but stick with them as you’ll further develop this skill later. In bar twelve, move from the 9th to the 10th fret with your first finger. The longest position shift is between bars thirteen and fourteen. Thankfully, the open E string gives you extra time, but your third finger will need plenty of practise to reliably make the leap from the 9th to 4th fret.


  Once your fretting hand is comfortable with the position shifts, turn your attention to your picking hand. In the notation the bass note in each bar is followed by two rests. To play the piece accurately you should bring your thumb to rest on the string to dampen each bass note on beat 2.


  Dance No. 2 M. Giuliani
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  5. Study No. 2 – F. Sor


  The Spanish composer Fernando Sor was a contemporary of Carulli and was active in the late classical period (late 18th to early 19th century).


  This piece starts before the first full bar. This is a pickup beat, or anacrusis, which anticipates the strong pulse played on the open A-string in beat 1. The convention when numbering bars is always to discount the pickup bar, so bar 1 is the first full bar.


  Counting into the piece with “1, 2, 3, & 1” should help you get the correct timing. Listen to the audio to get a clearer understanding. This motif occurs many times throughout the composition as a pickup.


  In this piece, double-stops move around and articulate the melody. You can pluck these in either of two ways. The first option is to assign your I, M and A fingers to the G, B and E strings respectively, and use the appropriate fingers for each pair of notes. The alternative is to move across the strings with your I and M fingers. Your thumb should always pluck the bass notes.


  The passage that first occurs in bars five to six is best plucked with P, I and M. The thumb creates a different tone to the fingers, so playing the bass notes with your thumb throughout will make the piece sound more consistent.


  Finally, there are some tricky embellishments towards the end of the piece. Bars twenty-one and twenty-five have grace notes (acciaccaturas). These should be squeezed in just before the main beat. In bar twenty-one the three strings should be plucked together, then a pull-off is used to sound the C note on the B-string as soon as possible. The acciaccatura shouldn't have a rhythmic value of its own.


  Bar twenty-five should be handled in the same way, although here there is a more effusive three-note turn around to the target note of F. Use the first and fourth fingers to perform the hammer-ons and pull-offs. You will find it helpful to practise the top-string notes without playing the rest of the chord.


  If the acciaccaturas prove too tricky at first, simply omit them. It won’t detract much from the overall effect and you can add them in once you are comfortable with the technique.


  As always, listen to the audio to hear how these techniques sound.


  Study No. 2 – F. Sor
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  6. Andantino – F. Carulli


  This piece will develop your picking hand, as well as teaching you a common sequence of tenth intervals (they are ten notes apart within the major scale) which often occur in classical guitar music. You were introduced to using multiple picking-hand fingers on alternating chords in the previous pieces and Andantino will further build your finger independence by alternating the fingers while maintaining a bass note. The first bar contains low bass notes and alternating high notes. On the first beat, the G Major chord is arpeggiated. Your M and P fingers should pluck together with a pinching motion, followed by the I finger.


  The melodic pick-up phrases, such as at the end of bar two, should be played by alternating two plucking fingers on one string. You might need to slightly change your hand position to allow both fingers to line up along the string. The opening of the piece moves through a series of tenth intervals while maintaining a pedal tone of G.


  In bars thirteen and fourteen, some of the bass note tails share a note with the melody. These notes form part of the melody, so stress them with a stronger pluck of your thumb to make the first and fourth semiquavers more pronounced.


  Andantino – F. Carulli
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  7. Dance No. 6 M. Giuliani


  The sixth dance from Giuliani’s set of twelve ländlers shares many features with the second. However, the emphasis here is on the lower register of the guitar.


  The first section melody should be played with the thumb, until it moves onto the higher strings in bar four.


  Next, some chordal ideas break up the flow. In bar five, the notes don't need to overlap, but the transition should be as smooth as possible. Keeping your thumb low on the back of the neck, and angling the neck vertically, will help make the stretch more manageable. Barre the 2nd fret with the first finger in bar six.


  Bar seven contains a position shift similar to those in the earlier Giuliani ländler. Practise the bar slowly so that the joins between the fretted and open notes are smooth, but without too much overlap.


  In the second section, the melody returns to the lower register. Combining the melody with the high chord fragments might seem difficult at first, but by using your second finger for the bass notes, the chords should soon fall into place with your first and fourth fingers. Slide the fourth finger up the B to start bar ten.


  In bar ten the high notes should be played as a melody, rather than ringing together as a chord. To achieve this, alternate fingers four and three, rather than barring all the notes at the 7th fret.


  To move back into the chord sequence, use your second finger for the D# in bar eleven. Pivot your hand on this note to prepare for the next chord. In the final few bars the melody returns to the higher voice with some position shifting. By now, the fingering should be apparent.


  These two pieces show how Giuliani developed two different compositions from a very similar starting point, by placing the melody in different registers and either making use of the harmony, or maintaining the sparse texture of a melody and a bassline. Once you've learnt both, they would combine well into one longer performance. Perhaps start with Dance No. 2, then No. 6, before returning to No. 2 again at the end.


  Dance No. 6 M. Giuliani
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  8. Waltz in E Minor – F. Carulli


  One last Carulli piece for good measure! The Waltz in E Minor uses the approaches encountered so far in a slightly longer composition.


  Smoothness is the most important quality when performing this piece, so play at a relaxed speed and allow each note ring for its full duration.


  For example, the low E note in the first two bars should sound for the entire bar. Keep it held down with your first finger, before sliding that finger down to the 1st fret for bar three. To allow the notes to ring out, the fingers must come down from above, landing on their tips to avoid muting adjacent strings.


  Similarly, the three fretted notes in bar nine should link together smoothly, rather than alternate with the open B-string. Play these notes without the top part at first, to see how smooth you can make it.


  The second half of the piece alternates between double-stops and a rolling arpeggio figure. It can be tricky to move from one approach to the other without hesitation, so be sure to practise the transition at a very slow speed.


  I always advocate cutting out small extracts from each piece to practise. This works well for bars seventeen and eighteen. Notice how the chord shape from beat 3 of bar seventeen is simply moved up two frets in the next bar. This position shift in the fretting hand should be performed in time, moving just as you pluck the D at the 3rd fret. The shape moves back down again for bar nineteen in the same fashion. Fretting hand fingers one and two should be used throughout.


  Waltz in E Minor – F. Carulli
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  9. Sweet William (Traditional)


  This next piece departs from strictly “classical” music and draws on Irish folk. I wrote the arrangement especially for this book. It is quite straightforward in order to let the melody shine. Most of the accompaniment is long held bass notes.


  Play each section of the piece with a confident and consistent tempo, but add some creative interpretation by allowing pauses between phrases.


  Most of the fingering should be quite obvious, but note the first beat of bar ten. The G Minor fragment should be fingered with the third and fourth fingers to ensure a smooth transition from the pick-up notes in bar nine, and so that the following notes can be played comfortably with the first finger.


  In bar sixteen, the bass notes should ring over the notes in between. Play the initial C Major fragment with your first and second fingers. Then keep the second finger held down while the first is replaced by the third, tucked under the second finger. In the twenty-second bar your first finger can barre across the E and B strings throughout, with your third finger changing string at the 3rd fret as needed. This will avoid any gaps between the string changes and give the melody a more flowing and lyrical texture.


  The harmony draws mostly on C Major, G Minor, and A Minor chords. Often the whole chord won’t be used, but bits of familiar chord shapes crop up many times. If you can see which chord is being used, then you can develop this arrangement by plucking more notes in the chords to create a fuller sound.


  Sweet William (Traditional)
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  10. Op. 1, Pt. 3, N1 - M. Giuliani


  Giuliani was a multi-instrumentalist and composer, famed in his lifetime (1781-1829) as a virtuoso performer. This book has already introduced you to two pieces from his set of twelve ländlers (pages 17 & 24).


  Aside from concert tours and composing, when living in Vienna Giuliani was a noted teacher. It's fitting that his first published work, Opus 1, is a comprehensive array of exercises broken down into chapters addressing specific elements of technique. It’s still popular and well worth exploring for its wealth of warm-ups and technical exercises. It also contains several more musically satisfying études. Part three of the work focuses on tone and articulation – and the next two selections are both drawn from it.


  Apart from the occasional down-beat rest, the piece is a continuous melodic line, with a straight-forward bass accompaniment. Giuliani’s notes from the original publication stress the importance of the bass notes being held down for their full duration.


  A good approach is to break the piece down into four-bar chunks and work through learning the melody then integrating the bass notes for those bars, before moving on. By keeping the chunks short, any short-sighted fingering choices in the melody won't become too ingrained.


  Tackle the melodic line first without the bass accompaniment. Fingering will need to be carefully thought through once the bass notes are held down. For the most ergonomic fingering follow the numbers written over the notation.


  Op. 1, Pt. 3, N1 - M. Giuliani
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  11. Op. 1, Pt. 3, No. 3 – M. Giuliani


  The third piece from Giuliani’s Op. 1 set of studies has more of a bouncing feel than the previous selection. Giuliani’s own instructions state that the I and M fingers should pluck in a strictly alternating fashion to avoid fatigue developing in the right hand.


  Carulli's Andantino (page 22) briefly uses this technique to play notes on a single string for short phrases, but here it is the subject of the whole study. Rest your thumb on the low E-string as an anchor point and play only the melody line until it’s relaxed and accurate.


  The rhythmic notation shows that each pair of notes is composed of a dotted semiquaver followed by a demisemiquaver. This rhythm may look a bit unnerving, but on listening to the audio, you will hear that the second note is delayed a bit, so that it rushes into the next strong beat. To produce these two quick notes, it is especially important to follow the picking instructions above.


  The stated tempo is allegro, indicating that it should be played quite fast. However, I've played it at a more sedate tempo which gives the melody a bit more space. The strict plucking technique should be adhered to, so that with practise you will be able to play it at a range of tempos, as well as developing the technique needed for other pieces of a similar style.


  Compare the two pieces from Giuliani’s Op. 1 with the other classical period compositions and you’ll notice that his phrases are much longer than most. While other pieces phrase in four-bar patterns, the melody in this piece doesn’t really come to rest until the start of bar eight.


  There are several pick-up beats in the tune, including the very first phrase. The eagle-eyed reader will spot that bar twelve is missing a quaver for the correct rhythmic value for a 2/4 bar. It was a convention of the period to repeat back to the start and include the pick-up bar again. On the repetition, however, the pick-up counts as part of the preceding bar. After the second repeat at bar twelve, bar thirteen also has a pick-up which completes the previous bar's rhythmic value.


  Op. 1, Pt. 3, No. 3 – M. Giuliani
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  12. French Dance Op. 8 – M. Carcassi


  Much like the other guitarists from the classical period covered so far, Matteo Carcassi (1792-1853) was born in Italy, but moved to Germany at age 18, before settling in Paris. He was equally renowned as a performer and a teacher. Our first piece from Carcassi is from his Opus 8, Etrennes aux Amateurs (New Pieces for Enthusiasts), which is a collection of various folk-inspired pieces, including French contra-dances, waltzes and airs. This is the first contra-dance. The time signature at the start of the piece is 6/8, which means each bar contains six quavers, broken into two groups of three. The music should be felt in a triplet phrasing throughout, counting the six quavers in each bar as “1 & a, 2 & a”.


  I highlighted the use of tenth intervals in Carulli’s Andantino, so you should be able to identify the same shapes in bars two and three. Having worked through several of the early pieces in the book, the first section shouldn't cause you any serious difficulties as many of those ideas are seen here.


  The second section, which starts after the double barline in bar eight, has some tricky parts where your picking hand will need to be precise in plucking alternate strings using your P, I and A fingers. At the same time, your fretting hand is executing a variety of different pull-offs. Some of these are instant (those with small tails crossed out) and some are in time. Use the audio to hear how the part should sound. The third section opens with an A Minor chord on the top strings, followed by an F Diminished chord. The chords can be plucked in a claw fashion, but given the quiet dynamic (notated by the p meaning piano, or softly), strumming them gently with the thumb might be more suitable.


  The low single notes create a “call and response” with chords. The contrast between volume and attack should be maximised to make this part as dramatic and exciting as possible. Following the climax there is a return to the first section, which can be calmer after the previous excitement. Slow down as you approach the end.


  French Dance Op. 8 – M. Carcassi
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  13. Study in E Minor - F. Tárrega


  The Spanish composer Tárrega belongs in the Romantic era of music, being active in the late 19th century. His pieces are often programmatic, meaning they depict a non-musical subject, such as a scene or story. His most famous piece is Recuerdos de la Alhambra (Memories of the Alhambra), which was inspired by the Moorish architecture in Granada.


  This short piece by Tárrega is an étude written to develop the plucking hand. The pattern is very consistent, so you can become familiar with it without worrying about too many variations.


  Using your fourth finger to fret the G in bar one will allow the chord shapes in bars two and three to follow fluidly. Often, the best fingering only becomes apparent when you see where you need to move next. If you encounter a difficult section, look back to the previous bar and see if a different approach could make it easier. Another such moment first occurs in bar nineteen. The D7 chord on beat 1 should be fingered conventionally, with the third finger on the top F# note. Add the fourth finger for the G melody note on beat 2, then slide it up to the 5th fret to build the third chord shape using the first and third fingers.


  The final chord should be played as a harmonic. A harmonic makes a distinctive, pure bell-like tone. Lay the fretting hand finger across the 12th fret before plucking normally. The finger should just lightly touch the string. Make contact with the string directly over the metal frets, rather than between them. Remove the finger once the harmonic has been struck.


  Standard finger-picking will work fine, but once you’re comfortable you should investigate a technique called rest stroke to pluck the first note of each descending group. Rest stroke is where you pluck “across” the string and your finger comes to rest on the next string down. The normal practice of plucking by hooking slightly under the string and pulling out into space is known as free stroke.


  Rest stroke gives a more forceful and strident sound, and will make the high note more pronounced. It gives the impression of a melody supported by a separate arpeggio accompaniment.


  Study in E Minor - F. Tárrega


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  14. Andante in A Minor, F. Carulli


  This short piece by Carulli comes from his later collection École de Guitare (Guitar School), published around 1825. It presents a comprehensive method for tackling the technical challenges of the guitar music of his period. The picking patterns should be very familiar by now. Take care that the single notes link up smoothly with the chord pattern. Alternate the plucking fingers when playing the scale parts. This may be confusing to start with, but will make things easier for your picking hand in the long run, so take it slowly for a while. Writing in the finger letters under the music (I, M or A) will help you practise consistently.


  There is a subtle but important variation to the basic pattern in bar fifteen. The rhythm of the part is displaced, so that the chords are now on the off-beats. This variation adds a sense of tension as the music builds towards the end of the phrase. The effect is similar to speeding up, although the actual tempo remains the same. Follow the fingerings I've suggested for the final chord in bar fifteen.


  Most of the second half of the piece should be very accessible as the tenth-based patterns have been well covered. However, there is one point, in bars twenty-eight and twenty-nine, where the best fingering may not be as obvious. I worked backwards from the middle of bar twenty-nine to avoid the fourth finger having to jump from the B-string to the D.


  Listen to the audio to hear the intended tempo. You may find yourself racing ahead through the easier sections, but an andante is played at a tempo of 75-100bpm. Once you can play it confidently at a fixed tempo, vary the phrasing during the second section (bars seventeen to thirty-seven). The end of each phrase is identified by a rest. Slow down as you approach each rest, then speed up again for the start of the next phrase.


  Andante in A Minor, F. Carulli
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  15. Scarborough Fair (Traditional)


  Scarborough Fair is one of the most well-known folk songs ever written. Much of its enduring appeal is due to the folk revival of the 1960s. Paul Simon learnt the song from renowned English folk guitarist Martin Carthy, and Simon & Garfunkel recorded it in 1968. Like most folk songs and stories, Scarborough Fair has many variations. Our arrangement consists of a short introduction, followed by two repeats of the melody, then a repeat of the introduction to finish. Several different textures are used to keep the piece interesting. In each section, observe how many notes are struck simultaneously, and whether chords change once per bar, or if a new chord is on every note of the tune.


  The opening combines fretted notes higher up the neck with open strings. Shapes like these produce interesting intervals by allowing notes that are close together to ring out simultaneously. This texture is evocative of Celtic harp playing. Bars five to eight contain the first phrase of the tune. The melody is played using notes found in common open chords. In bar seven, the C Major chord should be held down for the whole bar, with only your first finger being removed to play the F note. The next phrase pairs the melody notes with a harmony a sixth below. The open string bass notes should be allowed to ring out. Be careful with the arching of your fingers to avoid muting them accidentally, especially in bar eleven where the open string is between the two fretted notes.


  Bars seventeen to twenty employ tenth-intervals, as seen in several previous pieces, such as Carulli’s Andantino. The melody will sound smoothest if you avoid using the same finger consecutively when transitioning between notes.


  Another harp-inspired moment occurs in bars twenty-three and twenty-four. The melody notes E, C, F and D all ring together, creating a chord known as a cluster. Treat both pairs of notes in bar twenty-five like a chord shape, so they ring together, giving a thicker sound. Keep your first finger on the high E-string, then use your fourth finger for the chord in bar twenty-six to preserve the momentum.


  Follow the fingering in bar thirty-three carefully to make the position shift smooth. The open C chord in the previous bar means you’re starting on your third finger. The whole of bar thirty-three uses just fingers two and three. Keep the third finger on the B-string into the next bar.


  Once you are able to play the piece at a steady tempo, add some expressive phrasing. A great way to decide where and how this should be done is to sing the song out loud, or listen to it sung (preferably unaccompanied). Note the points in the tune where there is rise or fall in volume, and how the tempo slows down towards the end of each phrase. Replicating these nuances will add a lot to your performance and can make seemingly simple music captivating.


  Scarborough Fair (Traditional)
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  16. Op.4, Bagatelle No. 10 – H. Marschner


  Although less well remembered than his contemporaries (Beethoven, Wagner and Schumann), Heinrich Marschner was a master of German opera and much adored during his lifetime. He also wrote songs and instrumental chamber music. One of his early published works is a collection of twelve bagatelles, published in Leipzig in 1812. Bagatelles are short, light pieces without any presupposed mood or structure.


  A steady semiquaver pattern is maintained for much of the piece. However, the placement of the notes changes, so the challenge is to vary the fingerpicking patterns without losing speed. In the first two sections a single melody note is played with your M or A fingers, while your P and I fingers (or P, I and M in bar three) are on the off-beats. The third section reverses the pattern. Here the bassline and melody note are together on the beat, with the open G string providing an answering pedal tone throughout. This requires pinching P and M on the beats, with I plucking the G in the gaps. In bar twelve, I’ve broken down the best left-hand fingering for the descending double-stop line. The repeated high Gs in the previous bar should be held down with your fourth finger, and the diminished chord on beat 2 played with your other three fingers. Then there is a quick position shift for the double-stop.


  In bars thirteen and fourteen the pedal tone is paired with smaller, but equally sweet-sounding sixth intervals. The familiar tenth intervals then make a return in bar fifteen.


  Once all the notes are in place and you're performing the piece at a steady tempo, you can look at the subtle details in the piece.


  All the off-beat chords in the first half of the piece should be short and detached, as indicated by the semiquaver rests. This gives a greater sense of contrast between the melody and chords. To control the length of the notes, practise bringing your thumb and first finger to rest on their strings immediately after plucking them, keeping the other fingers well out of the way, so you're not stifling the melody.


  Op.4, Bagatelle No. 10 – H. Marschner


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  17. Op. 10, No. 1 – M. Carcassi


  Now we return to the music of Carcassi to explore his Opus 10 collection, entitled Twelve Easy Pieces. The speed indicated in the score is allegretto non troppo, which means walking pace, but without being fast. The target tempo for performing the piece is 105 bpm. You should spend plenty of time playing each section at a slower tempo. The combination of thumb and finger interplay, and bursts of single notes, will develop the picking hand.


  Use your thumb when there are tails below the tab and notation. Everything else should be plucked with your fingers. Your thumb’s different tone and attack will help separate the bassline from the other notes.


  Make use of your fourth finger to fret several of the melody notes, as this will allow you to keep the bass notes held down for longer. In bar one, the low C and G should be played with your third finger (as in a common open C chord), so the fourth finger can catch the melody notes at the 3rd fret in the first two bars. In bar three, use fingers one and two for the first chord, and your fourth finger for the D on beat 2. This leaves your fourth finger available to make a smooth transition to the next bass note at the 3rd fret.


  A particularly difficult section is the single-note run in bar sixteen. The picking pattern breaks down here and to get the necessary speed, your picking hand should alternate between two plucking fingers (I and M) on a single string. To get a more consistent attack, it may help to reposition the hand slightly to present the two fingers to the string more equally, rather than on a slant.


  On a technical level, the first twelve bars will feel like playing slow sustained notes with your thumb, while maintaining an alternating figure with your fingers. On a musical level, it can be seen as a bassline and a crotchet melody line moving in counterpoint, while a third layer of open Gs slots in between. The notes on the beats can be played slightly louder than the Gs to bring out the tune, but this requires a high level of control.


  Op. 10, No. 1 – M. Carcassi
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  18. Lágrima – F. Tárrega


  Tárrega's beautiful Lágrima (Teardrop) is typical of the Spanish Romantic style. The composer manages to make the usually bright, sunny key of E Major drip with wistful nostalgia. After the main theme, the music switches to the parallel key of E Minor, producing an even darker mood. Parallel modulations like the one in Lágrima make the destination minor key feel even sadder.


  Keep your fourth finger held down for the sequence of tenths in bar one. The bottom note in each pair should be fretted with either your first or second finger, depending on whether it is a one-fret or two-fret span.


  To allow bars two and four to ring out properly, start with your first and fourth fingers (continuing from the previous bar), then add the third and second fingers as they're needed. Keep your fingers arched to make sure you aren't accidentally muting any notes. The chord should “swell” over the course of the bar as more notes are added. Bar five will take a bit more preparation. Be sure to bar the top four strings straight away so that the B on the D-string will be ready when the time comes. After your second finger moves up to the 11th fret in bar six, your remaining fingers should form an A Minor chord shape underneath it (the shape will look like A Minor, but because of the position, is F#m).


  On beat 2 of bar seven you should again pre-emptively barre right across the 2nd fret, so that the following bass note is already held down. This will avoid repositioning mid-phrase.


  From bar nine there are several position shifts that need to be well practised to execute well. The first shift features an expressive slide, which builds the energy by exaggerating the rise in pitch. The C at the 8th fret should be re-picked after you slide up to it. This is rhythmically tricky, so listen carefully to the audio. Thankfully, there are open string notes before most of the position shifts. It might take time to develop your hand independence, but aim to make the leap as the picking hand plays the open strings, without letting the tempo falter.


  Lágrima – F. Tárrega
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  19. Bourrée in E Minor – J.S. Bach


  A bourrée is a French dance, though it was popular throughout Western European society during Bach’s lifetime (1685-1750). The guitar did exist at this time, in roughly its modern form, but was still mainly limited to Spain, so Bach, being German, would have been more familiar with the lute. Bach was employed primarily as a church organist. His repertoire was mainly religious choral works and instrumental keyboard music.


  This much-loved piece is from a larger suite containing six movements. Each movement is based on different dance forms. The piece wouldn't have been intended to be danced to, but adopts the musical characteristics of a bourrée as a starting point.


  The Bourrée in E Minor is a perfect example of counterpoint: two simultaneous melodies that are independent, but at the same time complementary. Within counterpoint there are two ways the melodies can interact. Moving in similar motion (both voices going up or down in pitch together) or contrary motion (going in opposite directions). Look at the first four bars of the notation and see how the two lines of dots “concertina” towards and away from each other. This melodic shape is an example of contrary motion.


  When listening to the audio, focus on either the higher or lower voice and follow it from start to finish. This skill of “editorial” listening will improve with practise, and will allow you to hear all sorts of details in music.


  Bourrée in E Minor – J.S. Bach
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  20. Op. 35, Study No. 22 – F. Sor


  Most of the classical studies examined so far have focused on developing your picking hand. In Sor's Study No. 22 (one of his most widely played and enduringly popular solo pieces), the picking hand can settle into a repetitive pattern while you focus on your fretting hand’s strength and stamina.


  There are several instances of full barre chords in Study No. 22. Many players find it difficult to maintain barres for any length of time and to move smoothly between them. Other chords use open strings alongside fretted notes, so the fingers must be arched and positioned accurately in order to let everything ring out properly. The key to a reliable barre technique is to make the most efficient contact with the instrument. Start by placing your first finger across the 2nd fret for the opening B Minor chord. It should be as close to the metal as possible, with the fret almost under the finger. Keep your thumb straight in the middle of the neck, as if giving a thumb print.


  Don’t stack your remaining fingers on top of your first finger to press it down. Each finger should be independent and the barre must be unsupported, so your other fingers are free to form the rest of the chord.


  There are three different instances of barres in this piece and only the F# Major chord in bar thirty-two, and F#7 in bar forty-seven, require all six strings. There are some subtle fingering choices that will help you make the chord changes as smooth as possible. In bar three, use your first and third fingers. Practise swapping strings with the first finger from bar two to bar three, while letting the previous notes ring out for as long as possible.


  In bars four to six, keep the first finger on the B-string to give you a fixed point of reference, while your second and third fingers swap strings. Start by tackling the piece as a chord study. Identify each shape and make sure the changes are smooth as possible, with no buzzing on the barre chords. I've simplified the notation compared to how Sor wrote it. All the notes are in the correct place, but he made stricter demands on how long each note should be. The extra note tails gave the piece a confusing appearance on the page but allowed the music to be clearly seen as a series of layered melodic lines.


  The rest-stroke technique, seen in Tárrega’s Study in E Minor (page 41), would also work well here to accentuate the highest notes once the chord shapes have been mastered. Listen to some recordings by masterful guitarists such as Julian Bream or Andrés Segovia, and you can appreciate how the highest notes in each bar are accented to bring out the lilting melody.


  Op. 35, Study No. 22 – F. Sor


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  [image: Imagen]


  Closing Words


  I hope you've enjoyed working through the pieces. Being able to perform full pieces is the most rewarding part of learning an instrument. It's the payoff for all the effort put into studying technique and theory.


  I encourage you to explore other works by the composers you've most enjoyed. It's important to listen widely and critically to help you discern the nuances of great players, and train your ear to hear subtle details in the music. These works were selected so that the technical level of the book developed gradually while remaining approachable to the beginner, the skills that you've built here will allow you to unlock more challenging pieces in future.


  I encourage you to explore other works by the composers you've most enjoyed. I included music from different periods, such as Baroque, Classical and Romantic, as well as some folk-inspired pieces too. It is interesting to hear the similarities in pieces from each era, as well as how guitar playing has developed over four centuries.


  Listen to the audio that accompanies each piece in this book, but also seek out other recordings of the tunes and listen to how each guitarist approaches the music. Listen for variations in tempo, and changes in volume and speed. Hearing multiple performances will illustrate different approaches and help you create your own interpretations.


  


  [image: Foto del autor]


  
    ROB THORPE is a musician, composer and author living in Manchester, United Kingdom. Rob is equally at home in many styles, but specialised in contemporary classical, progressive rock and metal.


    As well as teaching, and writing Rob has composed music for film sountracks, live performance soundtrack concerts and his own creative projects.


    Rob has also won awards and participated in residencies and collaborations for contemporary music and multimedia performances.
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