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In each case (marked by asterisks), the smoothness of the shift will be
affected by how we hear the upbeat. If we hear the upbeat harmonically and
metrically, it will seem part of a chord on an unemphatic part of the beat. We
will mentally connect it with the preceding downbeat and underplay it while
summoning our energy for the shift. The result will be overemphasis by the
right hand on the downbeat following, the anticipation of which will also
increase the energy expended by the left hand during the shift.

Conversely, if we hear the upbeat rhythmically and melodically, we will
mentally connect it with the downbeat following. Thus understood, it will
seem natural to treat it as a “push” to the downbeat by accenting it. With a
corresponding underemphasis of the downbeat after the shift, the result will
be a much smoother connection than if the downbeat is accented. The
deliberate restraint of the right hand at the moment of shift automatically
lessens the effort of the left hand. The jolt of the shift seems absorbed into the
note preceding it, while the left hand seems to arrive at the new position as if
by parachute.

The elbow anticipation discussed above in chapter 2 (p. 21 ff.) must not
be overlooked in this style of practice. However, for the player who has
learned to use that important form of anticipation, the further association of
the shift with a right-hand dynamic device and the incorporation of the
whole within the musical upbeat impulse will represent one further step
toward the elusive goal of relaxed, accurate performance in which the ear
seems to guide the hand.

EXPRESSIVE NUANCES:
SEGOVIA’S EXAMPLE

Beyond doubt, the main influence upon classical guitar playing in this
century has been the example of Andrés Segovia. There is hardly a guitarist
today who does not reflect it.

This is not to suggest that Segovia’s unquestionably individual
interpretations are a universal model. They do, however, show how much
beauty there can be in the sound of the guitar. It is surely fitting, therefore, to
conclude with some close analysis of Segovia’s performance as a guide to
what can be done.

As appropriate an example as any is the Bach Sarabande for Violinin B
minor as played by the Maestro on his “Segovia on Stage” album (MCA
2531). The piece is a familiar and beautiful example of his many fine Bach
transcriptions, and is comparatively easy to follow. Examining its first strain
measure by measure, and in a kind of stop-the-action slow motion, will help
to demonstrate the kinds of expressive possibilities available to the sensitive
player.
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Measure 1. The first chord is arpeggiated with rightward nail emphasis;
the second is delayed slightly, broadly arpeggiated, and sliced to the left for
warmer tone. The emphatic second beat, in keeping with Sarabande style,
delays the onset of the third, whose chord is arpeggiated less. The single E is
rushed slightly and played rest stroke, with leftward emphasis so as not to
sound weak compared with the preceding chords.

Measure 2. The chord, retarded to provide space for the preceding E to
“breathe,” is played without arpeggiation (note, however, the vibrato). It is
held for less than its full dotted value. Why? Because on the violin, the
melody note F sharp would swell and clearly delineate the second beat.
Since this is impossible on the guitar, Segovia abbreviates the chord just a bit
so as not to lose the momentum of the piece. The three eighth notes that
conclude the measure are rushed slightly, perhaps to offset the gravity of
the first measure and to emphasize melodic direction.

Measure 3. The leap from B to E makes the latter rather the more
accented, and we hear it as an upbeat to the D of the strongsecond beat. The
Dis firmly accented, with the bass taken clearly before the beat. In contrast to
this emphasis, the last two notes of the measure are treated with a light
staccato, as upbeats for the next measure.

Measure 4. The A sharp is given the mellow tone of a leftward slice
since it is a prominent point of repose. The bass F sharp is muted and
shortened to an eighth note to finish the phrase and to permit an expressive
left-hand fingering of the next entry. Like its counterpart in measure 2, this
motif is rushed slightly and played staccato (by the thumb, with clear nail
tone). The darker fifth-string color of the final E smooths the connection with
the D of the next measure.

Measure 5. The first two chords are punched out with a heavy accent,
and the second of them is retarded to make room for the resonance of the
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first. The G on the third beat is accented with a leftward slice of the i finger,
emphasizing the dramatic value of the note as the lowest in the first strain.

Measure 6. The accentuation of the first” chord is vigorous,
corresponding to the energy of the tritone leap in the melody from the
preceding G. The music builds from here to the final cadence. The C sharp of
the second beat is abbreviated; the D, rushed in consequence, is played rest
stroke and treated unexpectedly as a pronounced staccato tone. As in
measure 2, the reason is to provide forward momentum, here to the
harmonically active F sharp 7 chord of the third beat. The chord itself is
heard as an accented upbeat to the next measure.

Measures 7 and 8. The B minor chord of the first beat is arpeggiated;
leftward slice emphasizes the suspended E. The open-string E of the second
beat has a nail-focused metallic nuance (characteristic of Segovia’s use of
open strings). The D on the second half of the beat is staccato, in anticipation
of the accented C sharp of the third beat. Finally, the cadence chord in
measure 8 is retarded for emphasis and executed with a flesh-only thumb
sweep.

Summary. Despite the variety of detail, the overall impression is that
Segovia is motivated here by three primary aesthetic concerns: to keep up
the forward momentum of the piece at all times, to achieve contrast through
the use of varied accentuations and colors, and to make each note speak
with the best resonance possible.

The description above bears about the same relation to the
performance as does a recipe to the actual eating of haute cuisine. And of
course, no one thinks about music in such a piecemeal way while actually
performing it. Many details of the kind spelled out above will be assimilated
intuitively within a performance concept whose main concerns are melodic
direction and contour, harmonic texture, and rhythmic accent.

The fact remains, however, that the recorded performance more than
bears out the detailed explication, here and elsewhere. And, if during the
actual performance conscious awareness of such minutiae is impractical, in
the preparation of the piece, it is not only practical but obligatory if real
instrumental art is the object. The unglamorous truth, so difficult sometimes
to accept, is that the great artists are also thoughtful, painstaking workers.
The achievement of any competence whatever requires a discipline; the
higher the level, the more arduous the discipline. If the goal really matters,
then it will seem to justify the effort.

But perhaps in this context the distinction between ends and means is
spurious. Why do we practice a scale? To answer by the book, so that our
playing will become faster and more coordinated; and to continue the
catechism, so that we can play pieces presently beyond us, and in turn
perform them, become bored with them, look for satisfaction to higher levels
of the repertoire, seek to improve technique to reach them, and thus once
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again return to the practice of scales. The circle is not really vicious; it is
simply the only one there is.

The truth is that we play, and practice, because we want to, and find the
activity gratifying. It is perhaps significant that in more than one language
one plays an instrument, whether for fun or for profit. A brilliant performance
for a large audience is an exhiliarating experience, especially when a fee is
involved; but so is the discovery one morning that one can play the three-
octave G scale six metronome points higher than yesterday. In either case,
we have met a challenge, surmounted it, and experienced as the happy
reward a sensation of personal growth. The study of the classical guitar can
be a constantly unfolding panorama of such challenges, filled with
possibilities of discovery—and self-discovery.



APPENDIX:

A Practice ChecRlist

The outline below summarizes the main points in this book and offers a
few further suggestions for beneficial practice. It may be useful to the reader
either as a topic index or as a “reminder list.” The topic headings generally
follow the sequence of chapters; numbers in parentheses refer to the
relevant pages of the text.

[.  Seating
A. Position of guitar (10)
1. Instrument rests squarely on left thigh
2. Neck is inclined inward (toward left hand)
3. Neck makes shallow angle (30-35 degrees) with floor
B. Legs (9-10)
1. Leftlegis only moderately elevated (depending on length
of torso and height of chair)
2. Right leg is poised on ball of foot
3. Legs grip inward to stabilize
C. Torso (11)
1. Avoid slump; spine is straight
2. Avoid shoulder hunching
3. Lean into the instrument
4. Note that center of gravity is to the left
D. Arm (11)
1. Forearm, not upper arm, rests on guitar
2. Hand falls over strings with no muscular effort of the arm
3. Deltoid keeps arm from slumping without hunching the
shoulder
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I[I. Left-hand position
A. The arm (14, 22 {{)

1.
2.

3.

4.

Forearm and hand are aligned as for normal grip
Upper arm is sufficiently away from body to permit the
above alignment, but without winging

Shifts begin with appropriate elbow movement; elbow also
moves in and out to support reaches with 3 and 4
“Play” in rotation of forearm and flex of wrist support
various finger placements

B. The hand (15 ff.; 29)

1.
2.

oW

Knuckles are generally parallel to fingerboard

Thumb generally opposes second finger, except for bars,
where it opposes the first

Minimum thumb pressure is desirable

Tip of thumb is turned back and joints locked

There is no outward rotation of palm during shifts
Muscles in heel of hand contract to support the action of
fourth finger, particularly in slurs

C. The fingers (15 ft.)

1.
2.

3.

Strong unbroken arch requires vertical approach of tips
Lateral separation at knuckle is pronounced except for
close spacings

Minimal lift restrains excess movement

Minimal pressure helps prevent fatigue, sluggish move-
ment, and toppling over of guide fingers

Bars include contraction of middle joint: full contraction
for partial bar, partial contraction for full bar

III. Right-hand position
A. The hand (36 ff.)

1.

2.

3.

Wirist is gently arched, knuckles prominent, fingers com-
pressed (Ping-Pong ball held in the palm helps to form
the position)

Knuckles are positioned almost vertically over tips for
most playing; velocity scales are the main exception
Sensations of weight and support from the arm are
transmitted through the hand to the strings

B. The fingers (41 ff.)

1.

2.
3.

Joint fixation from knuckle to tip makes for most efficient
transmission of force; minimal play in tip joint

Nails engage strings simultaneously with flesh contact
Strokes are divided into preparatory and execution
phases in deliberate practice

Push, rather than pluck, is the basis of free stroke



APPENDIX: A PRACTICE CHECKLIST

121

C. The thumb (44)

1.

4.

Approach is at an angle of some 45 degrees with string

. Tip is turned back for best presentation of nail

2
3.

Division of stroke is same as for fingers in B. (2) and (3)
above

Varieties of length and flexibility necessitate minor
modifications of overall hand position

IV. Coordination of the hands
Staccato practice necessary for coordination (61 ff.)

A

1.
2.

Percussive note formations are inherent to guitar
Staccato places note beginnings with rhythmic exactitude
and softens the attack

3. Articulation allows left hand to move more nimbly
4.

Right-left impulses are synchronized and therefore more
efficient

Arpeggios (64)

1. Allclear ascendingfigures are prepared simultaneously as
for a chord

2. Execute-prepare impulses overlap in the case of descend-
ing or single-string figures;
execute a execute m
prepare m prepare i

Scales (71)

1. Within a position, preparation of right-hand fingers
coincides with fall of left-hand fingers

2. In shifts, right-hand preparation anticipates and masks
left-hand movements

Chords; homophonic and contrapunctal textures (77)

1. Right-hand fingers block out their prepared positions
before left hand moves

2. In the case of difficult shifts, preparation takes more time
and can be considered rhythmically as an upbeat to the
new chord

3. Since most music consists of combinations of scales,

chords, and arpeggios, constant combination of all the
above forms of preparation is typical

Velocity in scales (74)

1.

2.
3.
4

Use metronome and practice scales in distinct rhythmic
groupings of triplets and sixteenths

Keep thumb on a bass string for support

Use lower wrist than for ordinary playing

Keep tip joints firm; play from the tip, as if scratching
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5. Use decisive staccato preparations for controlled playing;
be especially careful that preparation is decisive at points
of string change

6. Abandon staccato preparation for peak velocity playing;
try for an unbroken wave of notes

V. Expression

A

Slurs (87)

1. Variable stress is created, as in speech

2. Improved fluency in scalewise passages results

Vibrato (90)

1. Pendulum or seesaw momentum of the forearm is in a
strictly sidewise plane, like shaking a bottle

2. Intensity is appropriate to note—never excessive

3. Lateral-bend (finger) vibrato in lowest and highest finger-
board positions is used

Arpeggiation of chords (96)

1. Fingers are more relaxed than for articulate arpeggios

2. Variable spreading is possible, from broad to nearly
simultaneous

3. Broken chords generally begin before the beat so that
melody falls on the beat

4. Arpeggiation sometimes clarifies texture in contrapuntal
music

Rhythmic nuances (110)

1. Pulse is not metronomic; minor rubatos and accelerandos
are constant in good playing

2. Occasional “breath pauses” help at phrase divisions,
before accents, or at a difficult shift

Nuances of tone color (107)

1. Free- and rest-stroke tone should be nearly equal, except
for deliberate contrast

2. Angle of nail presentation varies: emphasis to left for
richness or warmth; to right, for clarity or brightness

3. Hand is moved toward or away from bridge for further
contrast

VI. Slow practice schemes

A

Left-hand anticipation (31)

1. Visualize each new formation before leaving the present
one

2. Physically anticipate where possible with free fingers,
guide fingers, or pivot fingers

3. Use appropriate elbow anticipation for shifts
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5.

6.

Move as economically as possible, with tips always pointed
to fingerboard

Concentrate on restraint and liquid quality of finger
movement

Play very softly, with no attempt at right hand preparation

B. Right-hand anticipation (71 ff.)

1.
2.

3.

4.

5.

Watch right hand, not left

Experience separate sensations of preparation and
execution for each stroke

Listen for distinct staccato; the more distinct, the more
controlled

Be especially careful when shifting that the right hand has
prepared before the left hand begins to move

Play decisively and forcefully

C. Anticipation of sound (106 ff.)

1.
2.

3.

4.

Watch neither right nor left hand; look at knee or floor
Make no conscious attempt to prepare right- or left-finger
settings; just listen intently and objectively

Try for even intensity; consider as mistakes any imperfect-
ions in tone or rhythm, as well as extraneous noises
Practice individual passages and whole pieces for color,
for dynamic effect (crescendo, accent), and for rhythmic
vitality

D. Upbeat emphasis and control of rhythm (110 ff.)

1.

2.

4.

Emphasize upbeats generally to avoid playing with heavy
metric emphasis

Emphasize especially where upbeats clearly serve as
melodic or rhythmic anticipation

When the upbeat precedes a shift, synchronize with the
shift impulse; try to feel the right hand pushing the left to
the new position; underplay the downbeat

Pause before notes or chords of emphasis

VII. General musical development

Sing all the parts you can in the pieces you play, both by
themselves and while playing the other parts

Spend at least some time each week in sight-reading. The
connection between facility in sight-reading and facility in
playing is very strong

Practice new music without the guitar by reading silently and
fingering mentally

Use atape recorder occasionally to provide an objective check
on your playing

Seek opportunities to perform in ensemble settings, especially
with other instruments

A

B.
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F. Listen intently and repeatedly to the best recordings of pieces
you work on; try to understand in detail what the interpre-
tation consists of

G. Attend as many live symphonic concerts as you can; listen
deliberately for orchestral color, rhythmic nuance, dynamics.
Beethoven is said to have called the guitar “a small orchestra”;
an appreciation of the possibilities implied by the compliment
underlies the finest playing.
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The annotated listing below is intended as a practical guide to the
reader. It is by no means exhaustive. The works listed are those which were
helpful in the development of the ideas in this book or which, in the author’s
experience, offer useful exercises for the improvement of guitar technique.

Baines, Anthony (ed.), Musical Instruments Through the Ages. 2d ed. New
York: Walker, 1976. For anyone interested in the comparison of var-
ious instrumental techniques, provides a good background on the
history of the instruments themselves.

Barlow, Wilfred. The Alexander Technique. New York: Knopf, 1976.
Describes a system of spinal relaxation and postural balance which has
attracted the attention of string teachers.

Bobri, Vladimir. 130 Daily Studies for the Classic Guitar. New York: Franco
Colombo, 1967. Varied material for the practice of arpeggios;
modernizes and improves upon the 120 Daily Studies by Giuliani.

Bovyden, David D. The History of Violin Playing from Its Origins to 1761.
London: Oxford, 1965. Definitive study and a model of the highest
musical scholarship. What Boyden has to say is informative generally,
but there are specific parallels that the guitarist can draw to his own
instrument.

Carlevaro, Abel. Serie Didactica para Guitarra. Cuadernos 3 and 4,
Tecnica de la Mano Izquierda. Buenos Aires: Barry, 1969, 1975. Books
3 and 4 of this important series present the most sophisticated available
study material for the left hand. Many ingenious exercises in contraction
and separation, in cross-board movements, and in various kinds of
shifting.

Donington, Robert. The Interpretation of Early Music. London: Faber &
Faber, 1963. Authoritative study in the field of its title.

Duarte, John W. The Bases of Classic Guitar Technique. London: Novello,
1975. Brief, lucid outline of the general principles of hand position and
use.

Foundation Studies in Classic Guitar Technique. London: Novello,
1966. Concisely presented but comprehensive exercises in scale
patterns, slurs, and arpeggios; imaginative use of chords for arpeggios.
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Galamian, Ivan. Principles of Violin Playing and Teaching. Englewood
Cliffs, N.J. Prentice-Hall, 1962. Practical and empirical in orientation,
with occasional applicability to guitar playing.

Gerig, Reginald R. Famous Pianists and Their Technique. Washington and
New York: Robert B. Luce, 1974. Surveys the history of piano technique,
with generous quotation of historical sources. Illuminates the
controversy at the beginning of this century out of which came efforts to
put piano technique on a more scientific basis.

Keller, Hermann. Phrasing and Articulation. Translated by Leigh Gerdine.
New York: Norton, 1965. About the only general study in the field of its
title that is commonly available in English.

Kochevitsky, George. The Art of Piano Playing. Princeton, N.J.: Summy-
Birchard Music,1967. Highly informative, authoritative discussion of the
neurophysiology of piano playing, with direct relevance to all forms of
instrumental technique. A necessary complement to Ortmann (see
below).

Mantel, Gerhard. Cello Technique. Translated by Barbara H. Thiem.
Bloomington: Indiana University, 1975. The clinical detail in which all
aspects of cello technique is discussed contains time and again useful
parallels to guitar technique. A major book.

Menuhin, Yehudi. Theme and Variations. New York: Stein and Day, 1972.
Inspiring musical philosophy of one of the great masters. Emphasizes the
importance of “balance” at all levels of thought, feeling, and technique.

Newman, William S. The Pianist’s Problems. 3d ed. New York: Harper and
Row, 1974. So perceptive, wide-ranging, and musically relevant that it
sheds light on the guitarist’s problems as well.

Noad, Frederick M. Solo Guitar Playing. 2d ed. New York: Schirmer, 1976.
Of the many basic methods available, perhaps the most well-rounded.

Sound technical presentation, excellent variety of pieces and exercises;
goes well into the intermediate level.

Norton, M.D. Herter. The Art of String Quartet Playing. New York: Simon
and Schuster, 1962. Contains much good advice on phrasing and
interpretation.

Nurmi, Ruth G. A Plain and Easy Introduction to the Harpsichord.
Albuquerque: University of New Mexico, 1974. Since the mechanics of
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sound production for the harpsichord parallel that for the guitar, this
comprehensive guide to harpsichord playing offers some instructive
analogies for guitar.

Ortmann, Otto. The Physiological Mechanics of Piano Technique.
Baltimore, 1929. Reprint. New York: Dutton, 1962. A study without
parallel in the field of its title. The muscles used and the physical tasks
involved are much the same in guitar as in piano playing. Consequently,
the book illuminates the technical concerns of guitarists.

Polnauer, Frederick, and Marks, Morton. Senso-Motor Study and Its
Application to Violin Playing. Urbana: American String Teachers’
Association, 1964 . Does somewhat the same for the violin that Ortmann
did for the piano.

Rudolf, Max. The Grammar of Conducting. New York: Schirmer, 1950.
Generally informative guide to orchestral performance, but also offers
pointed lessons in the discipline of “thinking ahead,” an absolute
necessity for conductors.

Scholes, Percy A. The Oxford Companion to Music. 9th ed. London:
Oxford, 1955. Perhaps the best all-around single volume reference
work.

Scott, Charles Kennedy. Madrigal Singing. London: Oxford, 1931. Genial
guide to group singing that contains valuable advice on phrasing.

Seashore, Carl. The Psychology of Music. New York: McGraw-Hill, 1938.
Important study by the century’s foremost researcher in the field of
acoustics and musical aesthetics. Chapters 5, 8, and 17 deal with
instrumental timbre and vibrato and are especially informative.

Segovia, Andrés. Diatonic Major and Minor Scales. Washington, D.C.:
Columbia Music, 1953. Still the standard fingering of two- and three-
octave scales.

. Slur Exercises and Chromatic Octaves. Washington, D.C.:
Columbia Music, 1975. Supplements the slur exercises in this book.

Shearer, Aaron. Scale Pattern Studies for Guitar. New York: Franco
Colombo, 1965. Abundant position exercises in all keys supplement the
Segovia scales by teaching conceptual command of the fingerboard; also
good practice in sight-reading.
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Sor, Fernando. Method for the Spanish Guitar. Translated by A. Merrick.
London: n.d. Reprint. New York: Da Capo Press, 1971. Of interest for
the quality of analysis in its substantial expository text; if dated,
nonetheless thoughtful and intelligent.

Weisberg, Arthur. The Art of Wind Playing. New York: Macmillan, 1975.
Informative book by the dean of American woodwind teachers.
Especially valuable in its clear, meticulous analysis of various kinds of
articulation.



Notes

Chapter One

1. See Reginald R. Gerig, Famous Pianists and Their Technique (Washington and New
York: Robert B. Luce, 1974) for a full discussion of the controversy.

2. Amold M. Schultz, The Riddle of the Pianist’s Finger and Its Relation to a Touch Scheme
[1936] (New York: Schirmer, 1949), p. 28.

3. Gerhard Mantel, Cello Technique [1965], tr. Barbara Thiem (Bloomington: Indiana
University, 1975), p. 35.

4. Its origin is in the central nervous system, and as such it is susceptible to psychological
influence. The distinction between physiological and psychological here is a practical one.
For a thorough and illuminating discussion of this complex matter, see George
Kochevitsky, The Art of Piano Playing (Princeton, N.J.: Summy-Birchard Music, 1967),
pp. 21-23.

5. See, for example, Kochevitsky, pp. 52-53.

6. For a thorough discussion of the anatomical and mechanical principles, see Otto R.
Ortmann, The Physiological Mechanics of Piano Technique [1929] (New York: Dutton,
1962).

7. An unorthodox but practical device to give even more positive support is the addition of
two short strips of gummed electrical friction tape to the underside of the instrument at its
waist. This will prevent the small wobble which otherwise is practically inevitable when the
fabric of trouser or gown has a high finish. The tape is unobtrusive and will not mar the
varnish of the instrument, although it may put a smudge on light-colored fabric!

8. This is hardly to say that such efforts are not worth serious consideration. For example, the
system of spinal relaxation developed by F.M. Alexander (see Bibliography, under Wilfred
Barlow) has generated some real interest among string players; see Eckhart Richter,
“Good Sitting Balance in Cello Playing,” American String Teacher, XXVI, Nos. 2 and 3
(Spring, Summer, 1976), 28 ff. The study procedures in this book tend, in fact, to be
supported by Alexander's emphasis on the need for better awareness of the means
whereby physical activities are performed, as opposed to blind preoccupation with the
ends toward which they are directed. Alexander technique is not, however, oriented
particularly toward the improvement of musical performance. Rather, it is a general
system of physiotherapy concerned with tensions and disorders arising from chronic
postural faults. A recently-published “do-it-yourself”’ guide is The Alexander Technique,
by Sarah Barker (New York: Bantam Books, 1978).

Chapter Two

1. Usually a bar of five or even four strings is indicated in the music as a full bar; sometimes,
though, the four-string bar is considered to be a “half-bar.” In many editions, no distinction
is made between partial and full bars. The player must experiment to determine the proper
number of strings to cover. The symbols used also vary widely. A partial bar at the second
fret, for example, may be indicated among the following ways: ¥2ClI, B2, MC2, ¢2, $II,
Lall.
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. Mantel, Cello Technique, p. 32. Mantel’s whole discussion of movement, pp. 3-64, is most

illuminating.

. Abel Carlevaro (see Bibliography) has devised numerous exercises to develop this

awareness. Ingenious and comprehensive, they should be consulted by the serious
student.

. The subject of embellishment is far more extensive than can be covered in a manual of

instrumental technique. It is properly an aspect of the history of music performance, a
matter for scholarly investigation—and debate. See, for an authoritative treatment,
Robert Donington, The Interpretation of Early Music (London: Faber & Faber, 1963). The
Oxford Companion to Music (see Bibliography) has a useful table of common ornaments,
pp. lii-lvi.

. For further single-string patterns, Slur Exercises by Andrés Segovia (see Bibliography) is

recommended.

. The physiological link between mental imagery and muscular activity has been proved by

experiment: “Various people of the behaviorist school have suggested that it is impossible
even to think of an activity without causing contractions in the muscles which, enlarged,
would produce the actual movement.” Wilfrid Barlow, The Alexander Technique (New
York: Knopf, 1976), pp. 127-128.

Chapter Three

. Aslight exception is that minority who, influenced directly or indirectly by the outstanding

examples of the late Ida Presti and her husband Alexandre Lagoya, play off the bridge side
of their fingernails. To do so requires a little more turn of the wrist and more separation
between thumb and fingers than is normally desirable. This does not mean that the
position is unworkable; its use includes a few players of international repute. An
uncommonly flexible wrist seems to go with preference of this position, and of course the
fingernails must be filed quite differently than for the standard manner of touch.

. Cf. John W. Duarte, The Bases of Classic Guitar Technique (London: Novello, 1975), p.

14.1 am indebted in a general way to much of Mr. Duarte’s lucid, concise analysis of hand
position and use.

. Yehudi Menuhin, Violin: Six Lessons (New York: Viking, 1972), p. 114,

Chapter Four

. Carl Seashore’s pioneer study in this field is still authoritative. See The Psychology of

Music (New York, 1938; New York: Dover Reprints, 1967), Chapters 5 and 17 in
particular.

. See Sheila M. Nelson, The Violin and Viola (New York: Norton, 1972), p. 253; also Arthur

Weisberg, The Art of Wind Playing (New York: Macmillan, 1975), p. 28.

. Acoustically, it seems to be the product of a predominant third partial; see J. Jovicic,

“Analyse Harmonique des Tons Produits des Différentes Maniéres d’Excitation de la
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13i

Corde de la Guitare,” Acustica, XIX (1967 /68), 103-07. “Good tone,” for the guitar as for
the violin, presumes a symmetrical decrease of intensity within the overtone series; see
Seashore, The Psychology of Music, pp. 216-217.

Chapter Five

1. See Weisberg, The Art of Wind Playing, for the most comprehensive discussion of
articulation available. Weisberg’s analysis includes numerous diagrams of specific
woodwind attacks to which, in a general way, [ am indebted here.

2. Legato (It.. legare, to bind) and staccato (lt. distaccare, to detach) are opposites. The ideal
legato is a seamless juncture between consecutive tones. Staccato describes notes
articulated and cut short so as to receive approximately half their literal value. Détaché (Fr.
détacher, to detach) implies both less separation and a less consonantal attack. It refers to
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Leimert-[Walter] Gieseking, (Philadelphia: Theodore Presser, 1932), p. 5.

2. See Sor’s discussion of the possibilities in his Method for the Spanish Guitar, tr. A.
Merrick, (London: R. Cocks and Co., n.d.), pp. 15-18.

3. Scholes, The Oxford Companion to Music, p. 877.

4. See Kochevitsky, The Art of Piano Playing, pp. 25-26, for discussion of how this form of
practice trains the musical reflexes of the central nervous system.



787 .87
2a

Dunc%g, Ch?r1?8,11949— : " Lav /b
e art of classical guitar playing Yy
Charles Duncan. -- Secaucus, NpJ. :
Summy-Birchard Music, ¢1980.
vili, 132 p. ¢ ill. ; 28 cm.
Bibliography: p. [125]-128.

1

[, Guilar--Instruction - * study. I. Title,

29004 79-57281 /MN/r82



WA,

23

PR e

SUMMY-BIRCHARD INC.

T ———

Secaucus, New Jersey

0 s

~ =

i =

L =

S =

n =

B

B

b=

SUMMY-BIRCHARD INC. =
" Distributed by —
$19.95 =

WARNER BROS. PUBLICATIONS INC
inUSA.

265 Secaucus Rd. + Secaucus, NJ « 07096-2037
) warner Communications Company
ISBN 0-87487-079-8



	001
	002
	003
	004
	005
	006
	007
	008
	009
	010
	011
	012
	013
	014
	015
	016
	017
	018
	019
	020
	021
	022
	023
	024
	025
	026
	027
	028
	029
	030
	031
	032
	033
	034
	035
	036
	037
	038
	039
	040
	041
	042
	043
	044
	045
	046
	047
	048
	049
	050
	051
	052
	053
	054
	055
	056
	057
	058
	059
	060
	061
	062
	063
	064
	065
	066
	067
	068
	069
	070
	071
	072
	073
	074
	075
	076
	077
	078
	079
	080
	081
	082
	083
	084
	085
	086
	087
	088
	089
	090
	091
	092
	093
	094
	095
	096
	097
	098
	099
	100
	101
	102
	103
	104
	105
	106
	107
	108
	109
	110
	111
	112
	113
	114
	115
	116
	117
	118
	119
	120
	121
	122
	123
	124
	125
	126
	127
	128
	129
	130
	131
	132
	133
	134
	135
	136
	137
	138
	139
	140
	141

