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I ntroduction

Welcome to Lead Guitar Book II. Having come thiss fau can already play guitar quite well. You can,
among many other skills you acquired in Book Idreausic across all six strings in first positiolgyp
music in two voices — playing independent musiicedd with fingers and thumb at the same time — and
play effectively in large and small ensembles, siameously following other parts of the music whjteu
play and read your own. These skills are the fotiodan which you will build throughout Book 1. Bhe
end you will have an understanding of basic musoty, read music on all six strings up to th& fiat,
and play difficult guitar music with speed, accyraad confidence. To do this requires a new lefrel o
commitment from you: to practice almost every daleast 30 minutes, to achieve a higher level ofifo
in class and at home when you play, and to taksoresbility for your own practice and progress.

You can do it, and we will help.

Tuning the Guitar

Many of you have already begun to tune your owmaguand some of you may be quite good at it. |f so

that’s great, but most of us find tuning the guddficult and frustrating at the beginning. Indtgection we

will work through ways to make tuning easier arm,those of you who can already tune your instrusyen
ways to make tuning faster and more accurate.

There are several effective methods for tuningghigar, but before you can master any of them yerdn
to know how to match pitch.

Pitch Matching Practice:

1. Find a note that is tuned toncert pitch(concert pitch is a universal standard by which
instruments are tuned to an A note that vibrat€stddes per second, or at 4d6rtzper
second). You can use a tuning fork, a pitch pipe keyboard instrument like a piano, organ
or electronic keyboard.

2. Play an E note on the tuned instrument and stop it.

3. Then play your E string (eithef'dr 6" string depending on which is closer to the tuned
pitch) and compare the two. Is your instrument aiglsharp) or lower (flat) compared to the
tuned instrument?

4. Ifitis difficult to hear whether your note is higr or lower, try singing both notes if you can.
Feeling the pitch inside your body will help youahd.

5. Once you have determined if your note is highdower, follow your E string to the end of
the headstock to find the correct tuning peg. Thenpeg to make it tighter if your note was
flat, or to make it looser if your note was sharp.

Compare again and continue to adjust until thehpganatch.
Have a friend slightlyin-tune your string and try again from the begigni

No

The best way to tune as a class is to match pitithas already tuned teacher’s guitar or piano @tiéng
at a time. Following are two methods to tune youitay by yourself.

Tuning at the Fifth Fret:
1. Using the pitch matching method above tune yourto@" string to concert
pitch. If you do not have a concert pitch to conegar, you can assume your low E string is in
tune and proceed as follows so that your guitdratileast be in tune with itself.
2. Hold down the E string at the fifth fret. This asAnote. Play the A note on the fifth fret of
the E (8" string and compare it to the open A" 5tring. Then tune the A string to match.



3. Hold down the A string at the fifth fret. This a®aiote. Play the D note on the fifth fret of
the A (8" string and compare it to the open [X4tring. Then tune the D string to match.

4. Hold down the D string at the fifth fret. This isGanote. Play the G note on the fifth fret of
the D (4") string and compare it to the open &)(8tring. Then tune the G string to match.

5. Hold down the G string at tHHeurth fret. This as a B note. Play the B note on thetfofret
of the G (%) string and compare it to the open B (2nd) strifften tune the B string to
match.

6. Hold down the B string at the fifth fret. This as & note. Play the E note on the fifth fret of
the B (2nd) string and compare it to the open E) gtang. Then tune the E string to match.

Tuning Using Harmonics:

This tuning method is more accurate and more ditfidry this method only after you are comfortable
with the tuning at the fifth fret method descriladave. Review the explanation of how to play a leaim
that accompaniekion at the end of Book I.

1. Using the pitch matching method above tune yoah E (1*) string to concert pitch. If you
do not have a concert pitch to compare to you sgarae your high E string is in tune and
proceed as follows so that your guitar will at tdaes in tune with itself.

2. Play the open E { string. Compare it to the harmonic on the sevémthof the A (%)
string. Adjust the harmonic pitch on the A stringtatch the open E string.

3. Play the harmonic on the seventh fret of the '} €ring again. Compare it to the harmonic
on the fifth fret of the E (§ string. Adjust the harmonic pitch on the E stringnatch.

4. Play the harmonic on the seventh fret of the'j &ring. Compare it to the open B“()Z
string. Adjust the open B string to match.

5. Play the harmonic on the fifth fret of the A"jSstring. Compare it to the harmonic on the
seventh fret of the D {3 string. Adjust the harmonic pitch on the D strtngmatch.

6. Play the harmonic on the fifth fret of the O"{4tring. Compare it to the harmonic on the
seventh fret of the G (3rd) string. Adjust the hanma pitch on the G string to match.

Practice Tips

With any instrument, as you get better and progmes®, more practice and better practice habitofies
necessary to continue improving. You are alreadgglmany things very well and you understand atgrea
deal about how to practice if you have made it thisFollowing are some suggestions for how to enak
your practice more focused and more effective asmove through Lead Guitar Book II:

Give Yourself the Time You Need

Playing the guitar is a fantastic and fun way tergpyour time, but there are a lot of other thipgs need
and want to do with your time as well: school, hearkk, friends, family, hobbies, sports and moret i$
important to you to continue improving on your guiplaying then you need to set aside at least 30
minutes six days a week to practice. The time ymnd with the guitar in your hands is just as inguair
as the amount of focus you have during that tinng td@ set aside the same time each day to prasties
you know who will not be disturbed and your eneigggood.

Time Allotment
Have a plan when you practice. One approach thekswmell is to divide your practice session intoeth
parts:
1. Warm up using the appropriate daily warm-up rouforeyour place in Book .
2. Practice on your newest, most challenging piede étould be the longest part of your
practice session).
3. Practice a piece you already love and play welktdew.



Divide and Conquer

You have already seen that in learning and plaghiegguitar, you are asked to focus on many thingjsea
same time. Left hand technique, right hand tecteimelody and rhythm are four things that we almost
always have on our minds while playing, and ofteere is much more than that. That is why it is inguat
to break the songs and techniques you are tryipgiti@ct into their component parts and practic qeart
separately. For instance:

1. Technique- To develop good technique, it is essential ybatpractice each hand’s technique
separately. You have done this some in Book | dirémut in Book Il this becomes even more
important as technical requirements become mofiewlif You will see that the daily warm-
up routines found throughout this book emphasiaetfming not only left and right hands
separately, but also the fingers of each hand atggrs well.

2. Music- You should always be aware of which parts ofgleees you are learning are the
most difficult. Mark the measures that give yowtste in parentheses, and practice those
sections separately. Try playing each of thosebleospots five times in a row without a
mistake, meaning if you get to the fifth repetitiont you make a mistake there, you have to
start over from zero again until you play the setfive times in a row mistake-free. It is
hard!

3. Balanceyour practice between practicing whole songs fomginning to end and focusing on
the difficult parts in those songs. Avoid mixingettwo. Here is a system you can follow with
each song you practice:

a. Start your practice on a particular song by playirfgppm beginning to end without
stopping no matter what mistakes your distractygmshave.

b. Make a note of the places where you had trouble.

c. Practice those smaller, difficult sections by thelwss as described above in point 2.

d. Play the whole song from beginning to end agaiim a®int a.

Focus — The Wheel of Perfection

The following is a particularly good focus exercism/eloped by Carlos Bonell, Guitar Professor at th
Royal College of Music in London. He calls it theneéél of Perfection and it helps his students Iéarn
focus more intensely as they practice. It is simphe wheel below has twelve points around it, ke

clock. Each point describes an aspect of guitajipdethat you can improve upon. As you practice a
particular song, try playing it, or a section ¢fli8 times. Focus on one of the twelve points ofgution

each time you play, and then, on th& tighe, try to perfect all the points together at@nWe will change
some of the points on the wheel as we go througikBlo You may want to change some of them yourself
if you know there is a point that you need to foonghat is not listed.
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Daily Warm-up Routinel

Use the Daily Warm-up Routines in this book to hezgach practice with special focus on your techaidjuis
important to devote some time in each practicea@esslely to technique. It is too hard refine yband
position and finger movement while also focusingaa@omplex new song. First, focus on your rightchlay
itself then on your left. The entire routine shotakle around 10 minutes after you have learneelit w

Right Hand - Free Strokes

Play each measure below 4 or 5 times very slowly$ing on right hand position: moving each fingem its
largest joint, placement of your finger nail orgar tip on the string and keeping your hand ssilyaur fingers
move. You should also review the information aldoeg strokes in Book |I.

First, one finger at a time:

i i [ i m m m m a a a a
f)
p” A
y W £1 1K
[f.n WAWA 1D
D}
Then two finger combinations:
i m i m a m a m a i a i

oot@’tb

Three fingers plus thumb combinations (use these then make up one or two of your own):

p I m a p a m i p a i m p m i a
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Daily Warm-Up Routine | continued...

Left Hand

| first saw this exercise in an excellent book leptE Tenant calle@umping Nylon. | highly recommend Pumping
Nylon to anyone who wants to dig deeper into tHgesu of developing excellent guitar technique.dgou are
practicing the movement and pivot of your left hamdund the neck as you move from the 6th strirthedlst
and back. Although this exercise is for the lefidhalone, it is important to keep your right haméigood playing
position while you do this exercise to maintairalpae and reinforce good habits. Review the infaonatbout
left hand position in Book | and follow the tipside:

1. Pivot from your wrist as you moveuydand around the neck. When your fingers touel6th string
your wrist will be straight. As yowve to the 1st string your wrist will bend slighipwards.

2. Observe the way your fingers loolewlthey are relaxed. They should be gently curVkdt is the
curve they should have when theypsressing down on a fret. Be sure to press dowmwath the
very tip of your finger directly tbe left of the fret itself.

3. Also focus on keeping your un-usdtiland fingers relaxed and curved.

4. As your hand pivots around the nieskould always be 'squared' with the neck. No glyour hand
should touch the neck. The largasickles on your hand should remain parallel taoibigom of the
neck. All fingers should hover appmately over the string that is being played.

5. Your thumb should stay in one plzeall four fingers if possible - in the centertb&é neck behind
the second finger.

6. Move each finger quickly from ondento the next, spending as little time as possilitle your finger
off of a string.

7. Reading this exercise is more diffithan playing it. The first finger is simply piag the first fret
of each string from the 6th stringhe 1st and back. The second finger is playnegsecond fret of
each string and so on. If you hawall hands or an overly large guitar, it may beentmmfortable
to try this exercise at the fiftetfrather than the first.
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Tone Color Changes

Like dynamics, changes in tone color can make nmasi®@ expressive. On the guitar you can changeoha"
of the tone by moving your right hand closer tolthidge ponticello) or closer to the neck/fret boarago).

When you see 'natural’ written in the score, macaklio your normal right hand position.

Here are some things to keep in mind wyole experiment with tone color changes:
Do not let a shift of your rigihdnd towards the neck or the bridge affect thegtements of your

1.

right hand position:

a. The straightness of ywtist.

b. The height of your wrist.

c. The angle of your fingassthey pluck the strings.
2. Your forearm will slide along ttwp of the guitar to change your tone color positi
3. You should wear long sleeveslay,por cut off a sleeve from an old shirt or the end off an old

sock and wear that on yourtreyim. This will help avoid having your skin getict on the

guitar as you shift.
4. You should always return to yoatural position after a tone color change - wihirym' finger
lined up near the bridge siflthe soundhole. Where there is no indication o&toolor given

you should be in natural positi

Play the following right hand exercise to practizee color changes before you try thenklk

ponticello (move hand toward the bridge)

v v I F I
SR = = —
8 i§ i§ i§

tasto (move hand toward the fret board)

natural
Y A Y A F | Y \ F |

i N
] ]

)
UF i i P

Let's Get Wild:Next try Elk on page 64 of 'Song of the Wild'.

Notes about EIk:
PracticeElk with both of the right hand finger patterns suge@sn Song of the Wild - playing the song with
p-i-m-i as well as p-m-a-m. You will be able toylai-m-i faster, but it is important to exercisauy 'a’ finger

here too to get it in shape for the songs comingeaxa.

The bass line in Elk is the melody. Play it adittbtuder than the accompanying higher notes ana ek
bass notes as connected and legato as possible.



Arpeggios.
An arpeggio is the notes of a chord played onetiat@ In many cases, ashtouse of the Rising Sun below,
when we play arpeggios on the guitar we hold thteenhord with our left hand so that the notes ©ag
over one another as they are played individuallyu Will recognize many of the chords below, but Ehe
Major 7 and C Major chords are new. The chord symbave been provided for your reference.

Right Hand Fingering:
The right hand part dflouse of the Rising Sun is difficult if you do not have a good fingerintap. There are
three measures with RH fingering patterns belove (@ach for 4 string, 5 string and 6 string arpegjgigou
should follow them precisely and apply one of tire¢ patterns to each of the remaining measures.

Finger-pickin' Rock Licks |
House of the Rising Sun

Am C Fmaj.7 Am
ﬁ ﬁ %i m % ﬁ The Animals
A PP ! ami ; p “a m i I
b 4 = 2 s
va : o) 1 3 _3!_.
- 2 54 & B ]
Y o 0 1 3 0 2 *
C E Am C
° f) Pp pa& mi
)’ A
y 4
[ fan Y o o
A [ [
? * g g o g
@ (4
D Fmaj.7 Am E Am E

_HEl

s v
fsva v

g "
ERIC BLRIMEN and THE ANIMALS

The Animals (1962-1969), a British rock band formed in Newieast
England, became known in the United States asopé#ne 'British
Invasion' - a massive influx of British rock banbat included The
Beatles, The Rolling Stones and Led Zeppelin. L®ader Eric
Burden was only 16 years old when they recorded fing hit songs.
Some of their most popular songs are The HoudeedRising Sun
and We Gotta Get out of This Place.



More about Rhythm I11

Sixteenth Notes:

A sixteenth note has a time duration equal to one sixteenth of the time duration of a whole note. In music for
which a quarter note represents the beat or pulse, a sixteenth note divides the beat into four equal parts. Itis
twice as afast as an eighth note - the fastest note we have played until now.

Review the note values chart below, then try the rhythm exercise that follows:

Note Values: A whole rest equals
A 4 beats of silence.
A whole note equals four beats ﬁ PN -
o in4/4 time. .8)
0 half rests
A half note equals two beats or half y a— = - -
of one measure in 4/4 time. \,sj’
A quarter rests
A quarter note equals one beat or one i —  E— ——
J quarter of one measure in 4/4 time. }8)" : :
A eighth rests
.b An eighth note equals half of a beat or _é._._._._._._._. T
one eighth of one measure in 4/4 time. ~
A sixteenth rests
ﬁ A sixteenth note equals one quarter of L CCDCCDC D UL
abeat or one sixteenth of one measure —?’—%ﬁ—% e e =
in 4/4 time.
Clap and Count:

Clap and count the rhythm below (excerpted from The Hawk and The Nightingal€e) several times until you can
maintain asteady beat. Try it with a metronome, with your teacher or afriend tapping the pulse whileyou
clap and count the notated rhythm.

f)
P A
oo o9 o 90 9 |9 000 90 o909 OO0 0 9000 0 0 090 0 90 090 009 0.
ANV

= = — ==

Count; 1 2 3eandadand 1 2 1eanda2and 1 2 3eandadeanda land2and3and 4 eand a




Let's Get Wild:Next play the ducThe Hawk and the Nightingale, on page 62 of 'Song of the Wild'. Choosk
either 'Hawk' or 'Nightingale'. When you know y@arrt, practice it with someone who has learnedther parf.

Study in A Minor

Mauro Giu

pimiaimi 4 1

liani

o o =0 o/
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bvi o 4 o
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Composer and guitaris auro Giuliani (July 27, 1781-May 8, 1829) was
born in Bisceglie, Italy. His first instrument wine cello, and he probably

studied the violin before choosing the guitar aspneferred instrument

. In

1806 he moved to Vienna, Austria where he workea @amposer, performer

and teacher. He also associated with one of Viemnmast legendary
musicians, Beethoven, and even played the cetleimrchestra when

Beethoven's Seventh Symphony was premiered. In G8ilfani returned to
Italy to escape financial problems. He concertizé@t his daughter, Emilia,
and wrote and published many volumes of guitar onilnsit became important

after his death. However, he died without muchasoti

Let's Get Wild:You can also choose to pl@pndor on page 66 of 'Song of the Wild' instead of

DI iN

addition toSudy in A Minor.
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Scales

In Book I, you learned one octave C major and E major scalesin first position. We will build on that experience
here by learning moveable scale patterns and playing scales in several different keys, but first you should have a
basic understanding of how scales are constructed.

Half Steps and Whole Steps:

Scales are built from a series of whole steps and half steps. The series repeats itself when you arrive again at the
root note or tonic note - the note on which the scae usually begins and ends and on which the scale is built - one
octave above or below the note on which you started.

A half step moves up or down one fret on the guitar. For example, moving from C to C# or fromF to
E isa half step.

A whole step moves up or down two frets on the guitar. For example, moving from C to D or from A
to G isawhole step.

Major and Minor Scales:
There are dozens of different kinds of scales - pentatonic, blues, modal, chromatic, whole tone and octatonic to
name afew - but we will focus on the two most fundamental types of scale: major and minor.

All major scales are built on the same series of whole steps and half steps. Keeping in mind that awhole step is
two frets on the guitar and a half step is one fret, play the A major scale below on one string (the A string or 5th
string) to reinforce your sense of how a scale is constructed. It starts on the open string and ends on the 12th fret -
one octave higher:

wholestep  whole step half step whole step whole step whole step half step

N>

o
#

33X

7 y
I i v

ol

VI VIl X X1l

T
o)

Using the same series of whole and half steps as above, try playing a major scale on each of the other five strings.

All standard minor scales are built on the same series of whole steps and half steps. It isidentical to the steps of
amajor scale starting on the 6th note. Play the A minor scale below on one string:

3 whole step half step wholestep  whole step half step wholestep ~ whole step

N>
o4l

I

|
i o o
I " \Y VI VIII X X1l

Using the same series of whole and half steps as above, try playing a minor scale on each of the other five strings.

11



Moveable Major Scale Pattern on Six Strings:

There are many effective patternsto use for amajor scale on the guitar. We will start with the pattern below
because it stays within one position - second position in this case, meaning that your LH first finger will play all
of the notes in the second fret, your second finger will play the notes in the third fret, third finger fourth fret and
fourth finger fifth fret. It will also help you to read the music below if you keep in mind that circled numbers
indicate the string that a particular note is played on and Roman numerals indicate the fret number.

Y ou can use this pattern to play a major scale starting on any fret between 11 and X on the 6th string. The name of
the scale you are playing is determined by the starting note. Play all of the scales below using both rest strokes and
free strokes and with each of these six RH finger combinations (being careful to alternate fingers for every note):

iandm, mandi, aandm, manda aandi, ianda

D

< 5

A Major Scale: notice that the LH finger and string changing indications are exactly the same as with the G Major
scale above. Thisisthe same patter shifted up two frets. Notice also the key signature for A Major.

|
(0V)

= =

E 4 O
Note: because minor scale patterns on the guitar do not fit as easily into position playing, we will wait until later
in the book to begin exploring moveable minor scales.

12



Finger-pickin' Rock Licks |l
Babe, I'm Gonna Leave You

LED ZEFFELIN

John Faul Jones, Jimmy Fage, Jehn Bonham, Robert Flant

ATLANTIC RECORDS

Led Zeppelin
P p i a p i m a
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F F P ¥ ", i
a
4 P i m
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s VN — =
) e e [ e T
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FooF T A
12
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E)v: = - =
F P

Led Zeppelin (Formed in 1968) was an English rock band
that became popular around the globe, particularly in
America. The band members were John Bonham (drums),
John Paul Jones (bass guitar, keyboards), Jimmy Page
(guitar), and Robert Plant (vocals). Led Zeppelinwas
considered to be one of the first heavy metal bands but
their songwriting and sound were far too complex to
describe as heavy metal alone. They incorporated all styles
of music including classical, Indian, Latin, and country.
Led Zeppelin disbanded in 1980 when drummer John
Bonham died. In recent years the surviving members
have gone on reunion tours.

13



Free Strokes with Multiple
Finger s Playing Simultaneousdly

It is important to maintain the technique princgl®u use when playing a single finger free stswken you
play free strokes with two or fingers at one tigeod right hand position, moving each finger frasnargest
joint, correct placement of your finger nail ordgar tip on the string and keeping your hand s$ijeur fingers
move. You should also review the information alfoes strokes in Book |.

Here are two additional points you will want to gee mind when playing with more than one fingar (o
finger(s) and thumb) at the same time:

1. Evenness of tongroducing the same tone quality from every finger.
2. Evenness of timingoeunding each finger at exactly the same time.

Practice each of the exercise below until you haveall of the sound production and technique concepts described
above comfortably under control before you move onto the next exercise:

m

N>

"
"
"
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oM™
_T"U -
BLIL
BLIL
BLIL
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o

|Let's Get Wild:Next playOrca on page 70 of 'Song of the Wild'.

14



Daily Warm-up Routinell

Right Hand - Free Strokes

Play each measure below 4 or 5 times very slowdysmg on right hand position, moving each fingent its
largest joint, placement of your finger nail orgar tip on the string and keeping your hand ssilyaur fingers
move.

First, onefinger at a time:

i i [ i m m m m a a a a
o)
P A
y AW £) 10
&S e
D}
Then two finger combinations:
[ m [ m a m a m a [ a i

(N>

Three fingers plus thumb combinations:

A p i m a p a p a I m p m I a
)’ A

frs

ANIV4

¢ o o o o

For the multiple fingers and thumb combination®telchoose two different patterns each day to agma# of
your warm-up. When two or more fingers are playimgultaneously, focus on:
1. Evenness of tone - producing theesaome quality from every finger.
2. Evenness of timing - sounding eaoher at exactly the same time.
3. Good technique and finger movemaslating movement to your fingers only (do notvagour
hand) and moving all fingers froouy largest knuckles, keeping your fingers curved.

A i i F?W . m, ? |
e e e e e e e e e
'g)ps rob pi e d o o & K g
A mo ri"a | i ain\n\ N
AESSES EEESE T EESSESS
o o | o v @ < <
p p p p
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Daily Warm-up Routine Il continued...

Left Hand - Ascending Slurs:

On the guitar an ascending slur is played by phgl note with the right hand, and then 'hammearnegft hand
finger onto a higher fret to sound a new pitch waithusing the right hand. In rock music these atied
‘hammer-ons'. Slurs can help you play faster ane negato and are very common in guitar music. Wolu

use slurs in most of the pieces you play from ploisit forward.

To help get ready to use this technique in a sstagt, with the exercise below. Review the tips alhdi
technique from Warm-up Routine I. Your goals isnake the slurred note as loud and clear as th&gduc
note that precedes it. To do this you must move finger fast against the fret and land on theofigour finger.

Sur Exercise: Play each measure below until the slurred naotées and consistent. You can use any RH finger
combinations but avoid using the same RH fingecawun a row to maintain your good habit.

A curved line connecting two notes of
/ different pitches indicates a sk{.

f) — p— p—
D" 4

! ] ) N
b > : —=oo
T

3 3 T

v =

.8) 1v2

Hold your first finger on the 1st fret until yougend finger
hammers onto the 2nd fret without the right harayiplg again.

Major Scaleswith Rhythmic Variations:

In the previous unit you learned about scales andtb transpose them into different keys by usimgoxeable
finger pattern starting on the 6th string. Now mplaging scales a part of your daily warm-up. Ihést to save
the scale playing for the end of your warm-up meitafter you have focused on each hand indiviguadcause
scales require a great deal of dexterity from Ihatinds at the same time.

Below are several rhythmic patterns to use whiiplg your scales.
1. Set your metronome to 60 or use a diark which you can hear the seconds ticking ang alang with
it to maintain a steady pulse as ydadsade the beats in the patterns below.
2. Try each rhythm in a variety of keys asé all six right hand finger combinations: i amdm and i,
aand m, mand a, i and a, a and y. fPlese scales with rest strokes since we havadginwarmed -up

with free strokes.

1. First play a scale in simple quarter notes - one note per metronome click. @ @ ...and soon
1 2
f) u 4 2 4
P ] 3 -+
S
[ fan
ANIY 7 1
Y 5 & 1® * 4 3 ®
® ®
2. then in eighth notes - two notes per click 3. eighth note triplets - three notes per click* 4. sixteenth notes - four notes per click
u i, 3 3 wi, o
. —
A7 A ——— PP = ae PR
(N p— =i 2 o | > T !
ANIV —1 i) - it ‘i“-’
o T e o® & 3 s —
- 3 oo ®

* Triplets divide a measure, beat or parts of a beat into three equal parts. Triplets are notated with a bracket and
the number 3 above the three notes to be grouped into a triplet. Here, eighth note triplets divide a quarter note
beat into three equal parts.
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I mportant Notes for Playing Andante:

Andante is a big step up in complexity and lengdtimfthe pieces you have learned up until now, é&sit r
assured, you have all the skills you will need tstar it. Here are some important details thathelp you
play Andante. The numbers below correspond to tinebers in rectangles in the music.

1. In Andante you will switch between rssbkes and free strokes for the first time. Reskss are
used for the single note scales sut¢has®e in measures 1, 3, 5 and 7. Free strokasaceevery-
where else. This division of rest arekfstrokes is common in other classical guitaricrtos.

2. In most of Andante (except when playiest stroke scales) it is a good idea to assigrfinger to
each string, with the 'a’ finger playmost notes on the E string, the 'm' finger playiotes on the
B string, and i’ finger playing notasthe G string.

3. There are several notes that extendtyaistl open and first position fingerings. Thiseither to
make it possible to play two noteshatgame time that normally appear on the same sdrito
make a warmer tone by fingering noteshe 5th fret rather than in open or first positiBemember,
circled numbers tell you on what stringote should be played.

Andante
Ferdinando Carulli
Andante .= 100 a
m m
o=
= o—r'—g J i J J J Lg i ®’é__’|
\\'sjj o 4 4 2 4 3 TS 49U =t
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“ _
?_
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I‘L

o [h[]
ﬂ‘;

@
Y
Y
Y
Y
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Y
Y
Y

B

%o@
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T
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Y 'il“
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Andante continued...

I e
'g) ¢ & 5 5 5 5 ¢ & ¢4 & 6 4 9 4
i - a i

e T A T AL
'\"b I —%‘—A—Lc o 3
'8) 5 o 3: 4 o ‘p - 5
b e
98)—.- - 4 6 4 3 4 @ 4 o - "4
 SefSmmmmrTrioemen T RTEENE et
3 s € g @
*s T ole i ‘| ; ‘i mEEm I 1] j
% - ¢ 4 - —= J‘d & @ 4
43 D.C.aIFin(;c
%gjf*u e Tt

—c“_“: =L= o ‘.La‘ ;—c; = a:_—c—'-a— = a—-a:-‘; = S

*Note: D.C. al Fine is a common indication in musaores. It means to go back to the beginning apéat

until you reach 'Fine'. Fine means 'The End' iidta..
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Finger-pickin' Rock Licks Il
Dust in the Wind

Kansas
a i m P aim
f 1 qQl 4] — |
= . S==== . .
—o I o 1 o @—
98) 3é 2 ™ & ™ < & & &
p
P —— ILL — = [ -
ol — '  — == =
P’ AR d | d
I/ X FECEF e o e e e e e i! 3
¢ . o - - - - = = . 4 4 4
°h ——— | ——— |
[ - ! [ -
)’ A | d | ‘ ~
< e e g - Z—
o & v @ 4 & 4 o d 9 4 $F 2

The Kansas Band (formed in the '70's) released firsti
album in 1974. Kansas went on to produce eighd gol
albums, a million-selling gold single, "Dust in ténd",
and numerous other prestigious awards. In 19898 th
released an orchestral CD and later went on aresncti
tour performing with symphony orchestras aroundabdd.
Kansas' trademark song, "Dust in the Wind" is dith®
most popular rock ballads of all time.
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Scale Patter ns Starting on the 5th String

Below are two different patterns for playing a teagtave major scale starting on the 5th string. fireepattern
was developed and taught by Andres Segovia. Seg@sane of the greatest guitarists of the 20ttucgmand
his methods and ideas for learning the guitar weesl by guitarists around the world. This scaleepais no
longer as widely used by modern guitarists buttitduced here because it is excellent practicpdsition
shifting.

The second scale pattern is preferred by many magietarists because, once mastered, it can begfagter
due to the fact that there are three notes on eigng (rather than a mix of 2, 3 or 4 notes ab@Segovia
scale, which can be harder for the right hand)iboderlaps two positions (rather than making aclswitch
between them) which can be easier for the left haedrn both patterns. It is healthy for your haadd your
brain to be able to do both. Once you know theepagtwell, try all of the scales on this page wesal differnt
keys by moving the starting note on the 5th string.

1. Segovia's major scale pattern: shift to 5th position

H | \|/ 1 3 1 2 .
o’ [ C A ®
V AN £ i I
| a0 YA U7 I
ANV ° 2 1
.8) Zé 4 . @ ————————— ! @ ------- - Use the same fingerings for the descending scales
' . - artial shift to 4th positon AN _____ ,
2. 'Modern' major scale patterrf?a o > postt @ ------- . @ .4
1 4 1' .P_ e
I
I

partial shift to 5th position

here the LH stretches across 5 frets instead of 4

Two Octave Minor Scale Patterns:

The first minor scale pattern below is a 'naturatior scale. It contains the same pattern of hafissand whole
steps as a major scale starting on the sixth ndteegree’. The second minor scale is a ‘harmomnr scale. It
features an alteration that is commonly made witeying in a minor key: the seventh degree of theomscale
is played one half step higher. Both minor scatdev are similar to the more modern major scaleepatabove
in the way they overlap positions and consistemlye three notes on each string. The scales betnotated
with accidentals rather than key signatures soythiatcan see which notes change as the C scalesrfrove
major to minor to harmonic minor.

: . ® 4
3. nNatural Minor Scale: ® . H@ 4 be e e
yai I 1 5 I ]
[ T 1& -~ i I
- 4 o
;; l© 3 O

4. Harmonic Minor Scale:

o) | @ - 1 2 4F 21.' =
P s = |

®
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Daily Warm-up Routine Il

Right Hand - Free Strokes

nllll m m m 0 m a a a a
o
A P i m a p a m i p a i m p m i a
\'QV: o o o
m a .
e e
b8t —oTF ——<—
o g I T p;* o 4 & 4 & IC-J::':'
a i a | m I m a
0 n_ L2 . .
Gl . eeses
'g)p:' ! E o o d o o o

Left Hand - Descending Slurs:
A descending slur is played by plucking a note whiright hand and then 'pulling off' a left hdimgjer so that a

lower fret (already being stopped by another fingethe open string sounds a new pitch withoutgigie right
hand. In rock music these are called 'pull offe'eXecute a descending slur, start with two lefidi@ngers on
the same string. After you pluck the string witluyaght hand, pull down and away through the gtrinth the
finger that is on the highest fret with enough éta make the note under the finger on the lovetrsound

clearly.

To help get ready to use this technique in a sstagt, with the exercise below. As with ascendingssjour
goals is to make the slurred note as loud and ale#lie plucked note that precedes it.

9 p—y
2 1 = 1 N 1
> L s < HE —Lo—>p
2 4 3
'8) ~—* ~—— ©
|
y 4N s h
[ an . . 2] L
ANV 4 2 4 2 2 1
Y ) 1 T
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Daily Warm-up Routine Il continued...

Create Your Own Scale Practice:

Using the five and six string scale patterns yoteHaarned in previous units, the rhythmic variagibelow
and a variety of right hand finger patterns degigur own scale practice. Pick six scale variatimngractice
by choosing one each of the elements listed otethbelow:

Elements Example 1
1. Scale Pattern and Key C harmonic oriscale on 5 strings
2. Right hand finger pattern Rest strokegwand m
3. Rhythmic pattern Eighth ntiiplets
Elements Example 2
1. Scale Pattern and Key G Major scale6 strings
2. Right hand finger pattern Free strokethwn and a
3. Rhythmic pattern Sixteentites

Here are some additional rhythmic patterns to obdmsn:

A 3 3 3

p” A

(&5 : —e = = — T g i eP T
.8)4-“‘ P — —® o o°® -

\Wordsto Play By:
"It's the little details that are vital. Little thgs make big things happen.”
John Wooden (legendary UCLA Basketball Cdach)

\Wordsto Play By:
"God is in the details."
Mies van der Rohe (minimalist areti
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Notesto Prepareto Play
Etude 7 by Carcass

Tremelo: In measure 1 and throughout Etude 7 you will usevaright hand technique that has fingers 'a’, 'm’,
and 'I' playing the same note on the same strireg tife thumb plays a bass note. This is calletch&fo'. Etude 7

is a good introduction to this technique as itl&s/pd slower here than most tremolo passages ahdwot of
breaks to play standard arpeggios. Practice tremitiothe right hand only, then practice switchbregween
tremolo and arpeggios. Practice the two exercigkswfor about five minutes each, each time beyore play
Etude 7:

Exercise 1 (tremelo only):

(o R o —
5 F f: 4—4—4?—4—4—4 F f

Exercise 2 (mixing tremelo and arpeggios as in omeasl and 2 of Etude 7)

bl 2 p i mi
SGES S S= - —— = _J‘J—_—J‘J
Fof FooF T

Additionally, there are two important fingering fleisophies’ at play in Etude 7 - ideas that youeharvcountered
a few times already and will begin to use more rande.

1. Throughout much of Etude 7, whes not using the tremolo technique describedsabthe right
hand fingering assigns onedimip each string (usually i finger - G string, imgkr - B string and a
finger - E string) as in measu? and 12.

2. The left hand fingering often sisemmon fingers to make the transition from opeggio or hand
position to the next easier ambother and usually involves one or more fing&aging on a
particular note or string white other fingers move around them. This oftennagau will be using
left hand fingers on frets y@ave not used them on in standard position playdegamon finger
technique is used particulaffectively in measures 2, 10 and 23-25.
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Etude No. 7

Matteo Carcass
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Etude No. 7
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Matteo Carcass (1792 - January 16, 1853) was a composer,
guitarist and pianist born in Florence, Italy. Hisfirst instrument
was the piano and while still young he learned the guitar, and

was soon recognized as a guitar virtuoso. In 1810 he moved to
Germany where he earned success as a guitar and piano teacher.
Carcass wrote an important method book used throughout Europe
in the 19th century as well as a collection of etudes which are still
in use today.
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Reading and Playing Notesin Higher Positions

Slkwormin Book | and more recentdndante in Book Il introduced notes and left hand finggsrihat led you
away from open and first positions to play furtbprthe neck. Familiarizing yourself with all of thetes up and
down the length of the fretboard is an essentidlextiting step to truly mastering the guitar. Newe, will dig
much deeper into exploring the fretboard. We weljim below with exercises and tips that will hetmuyecognize
and play the notes up to the twelfth fret. Afteuymve developed a comfort level with the notdsgher positions,
it will become necessary to move fluidly from oresipion to another and play passages in piece®teatap
positions or do not fit cleanly into any positidradl. You will also find that there are many wagdginger complex
pieces and you will soon be able to decide whaksvbest for your hands or your musical taste. Wihtome.
The pieces from here to the end of Book Il willdgiyou through the process.

By now you are very familiar with using numbers4Lto represent the fingers of the left hand aeddtters
p-i-m-a for the fingers of the right hand. As wevadarther up the fretboard two other fingeringications
become important. Both have been briefly introdumed used already but now they will be used caarsilst

1. Circled numbers tell you on whaingfrto play a given note. Now that we are movinghefretboard,
most notes can be played on segaiafys depending on which position works bestliat passage:

@ =E
@ =B
3 =G
4 =D
B =A
® =E

2. Roman numerals indicate the fret Inemnor position in which a note should be playdtkyican also
tell you that you should 'bar' atigalar fret. Barres will be introduced a littletér.

Before we try reading melodies in higher positidake some time to become familiar with the notegets V,
VIl and XII. We will call them 'marker frets' asetph also correspond to the frets marked with dotthertop of
the neck of most guitars. These frets are also guating points because the pitches on thosedreta perfect
4th, 5th and octave above the open strings respécti

*
Xl === === m e e oo .
V- - v Vil-----------------Z n o o
) @ o P~ 1
* (4} (1) (4] 2] (1) (5] ( Z]
= P o "/ VA A " 2 7/ A N/ 3)

*Note: The names of the notes on fret Xl are the same as the notes on the open strings. That is because the 12th
fret is one octave higher than the open strings. So, if you know the names of the open strings (and you do), then
you also know the names of the notes on the 12th fret.
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Reading and Playing in Higher Positions continued..

After you have a grasp of the note names on eatiteaharker frets on all six strings, experimenplaying
and naming the notes directly above and below ¥feigll and XIll. Rather than trying to figure oubte names
by counting up from the open strings, you shouldltde to process the notes on either side of thhkena

frets and therefore recognize and read notes fastemore confidently. For instance, if you knowattfiet XlI
of string 1 is an E, then you can figure out that KI must be a D# and fret X must be a D.

Reading the ledger lines in higher positions cambmidating too. Memorize the pitch name and ledge
position of the marker notes on the first stringBAand E. Then, similar to the method we usedidorring out
note names on the fretboard, work your way up amdisom the marker notes. For instance: if you kribat
the note on the third ledger line above the stain E (12th fret, string 1), then you know thatrnlote that is
written immediately below it must be one letter edoefore, D.

XII
A il il .
f . £ T
)’ A
Y 4N
[ M an Y
\%)\/
A B E

Read the melodies below in positions V, VII or IXiadicated. Remember, when position playing, yeu a
assigning one left hand finger to each fret. Sgoif are in position V, you know that a note manketth 2 is
played by the second finger and therefore shouladldged in the sixth fret. Use the finger numbers string
numbers to help you find the note. The last mekxderpt in each position will have fewer fingeringguide
you - similar to most guitar sheet music you wilteunter.

Position V - stay in 5th position for all of the notes bel@ven if you can play them somewhere else moréyeasi

Example 1 o
A ®
= %

[ 4 an YA 7 |
SV

Y @ @

Example 2 (Star Wars theme, John Williams)
\ s @ B

o

H(®
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)
[ ]

D
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y 3 1 4 21 S
[ fan ) Py > i3 i

\QS)V @ 3 3 3

¥

D>
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L

N
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8
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|

RLJ
\

_
D
A
'.
B
Y
N b

n‘ hal hal

@[]
'y

* finger 4 is used here on the 7th fret
to keep finger 3 ready for the next note
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Reading and Playing in Higher Positions continued..

Position VII - remember, stay in position.

Example 4
4
- 3
p i e e T e e e
’(F\ ] O | | | Bl AN A | Lh Lh | @
DO 3 “ 8 fo ) oo
'8) @3 @ @ ————————————— :
Example 5 (Hey Jude, The Beatles)
2 @ ety
f e 4y e = ——#—'11' il et
e e e e e T
[ fan Y PN - o] PN I PN i
\é)\/ —
* 4 4
ppe atFT e 2fe o I S SN
> v 7 rlﬂ" i 2] ol — —— —
[ an Y bl
ANV /
'8) * This note is 'out of position' _ _ N
(too high by two frets in this case) * This note is 'out of position'
Position I X
Example 6
37, Lie 2 1:.]&: coP
y Bitlee 2o, onieierrer
”fLJ:\ ] = ~!—. 7 T8 3 1 o 5 | 1 1 | !
o \ = 3 ARt i | \
'8) descending E major scale 173 4 /ascending E major scale
Example 7 (Scarborough Fair) 5 4
4 — =4
416 1 ee o0 .H-B- 4 . e £ £ . ] #! o
g ) / F2d .
y 4 [ ] i / y 2
4 <
— - e -
W 2] N i " 2 o
)’ A I- 1d =
’L .
[ an
\é)\/
57
o . a " _—
oy (7 o 72 77
Y 4N
[ an
\%)\I
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Guardame Las Vacas

Luys de Narvaez (1530-1550)
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Guardame Las Vacas
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Finger-pickin' Rock Licks IV

Blackbird
Beatles
@ o
by Ml J ] G L]
i r £ ® F T f
p
@ _____________________________________
49ﬁr:zfr:zf4ﬂ4ﬂr:zfr:zf
’L'n.._‘_ —HH U 8] >~ UJ o
Y 2 | i 2 f, 12 e 1 [~
@ ______________________________________
ppe e s e A P e e
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Mustang

from Eight Impressions
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Daily Warm-up Routine IV

This daily warm-up routine will focus on two nevel@iques that you will need to master in orderl&y phe
final pieces in Lead Guitar Book II. Once you h&deeome proficient with Warm-up Routine 1V, you wWikhve
learned all of the fundamental techniques of ctasgjuitar, and most of the standard guitar repertaill

be within your reach.

New challenges in mixing rest strokes and freekep

The idea of mixing rest strokes and free strokes fwst introduced with Andante on page **. Now wi

take that concept further by practicing a multitoleombinations that can be used to emphasizeriauanotes
and create expressive contrasts.

Let's begin with practicing a thumb free strokeypthsimultaneously with a finger rest stroke. Thereises
below have the thumb playing alone multiple timesyMgen each combined stroke to ensure that thebthum
maintains the same good motion and relaxationsitwtzen it plays alone. Playing the thumb in comtooma
with a finger rest stroke can often change the thaythumb moves. Be sure to keep your thumb rgfdsack
to the string in a subtle circular motion, and avoeénding the middle joint of the thumb.

The 'v' symbol above a note indicates a rest stiokife following exercises only the notes manketth v are
rest strokes. All other notes are free strokespl@eir hand still. Move only your fingers.
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Left Hand - Barres

A Barre or Bar is a technique with which a singit hand finger, almost always the first fingeniged to press
down two or more strings at once and frequentlgialstrings at the same time. The other threenkfid fingers
are then used to play additional notes or fillhea voices of a chord. We will look at how to buidnsposable
bar chords in the next unit, but here we will fpsactice the technique of barring.

A barre takes an enormous amount of left hand gtinehike any muscle in our body, we need to begibuild
the muscles in our left hand to develop the endigraaquired to play pieces with many barres. Thgdst
challenge with a barre is making each note undeb#n sound clearly.

Tips for better barres:

1. Place your finger parallel to the fret andlase to the fret as possible.

2. Roll your finger slightly to its left side sloat the hardest part of your finger is pressiogrlthe strings.

3. Adjust your finger so that the joints falklveen strings. If one of your joints is pressingvd@ string you
will likely get a buzzed or muted sound.

Note: As part of your daily warm-up routine, begour left hand workout with some easy slurs be&agting the
barre exercises below. They are too strenuousatdipe without first warming up the left hand.

In the exercise below, bar all six strings at tte¢ indicated, and then play each string indiviuta ensure that
it sounds clear - without a buzzed or muted quaRigst for several seconds between each barreyodehand
muscles relax.

In the next two sequences, you have to move ydar dhree fingers while holding a barre.
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Mixing 'a’ finger rest strokes with free strokes from 'm’, 'i' and 'p"

Now that you are proficient with both rest and fse@kes, we will begin mixing them to emphasizeanant
notes and create expressive contrasts. In SpaaitddBthe 'a’ finger is always played as a reskstbecause
the melody notes are always on the E string, tahvtiie 'a’ finger is assigned. Practice the righidhpattern
of Spanish Ballad by itself in three stages:

- First, familiarize yourself with thight hand finger pattern while playing all freeo$es, being
mindful that the thumb @ayith the 'a’ finger on down beats only.

- Second, practice playing a rest gnokh your 'a’ finger while simultaneously playiadree stroke
with your thumb. As with aeéw techniques, practice slowly, focusing onlytloa two fingers
in question and relaxinggeveral seconds in between each attempt. Youiisggtmhave both
notes sound at the same &ind with beautiful tone.

- Third, put it all together. Practite right hand of Spanish Ballad with rest strakethe 'a’ finger
and free strokes for allestfingers.

Andante J =120

Spanish Ballad
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Spanish Ballad
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La Grima

To play Lagrima effectively we need to employ botlthe new techniques introduced in Warm-up IV. The
melody in Lagrima should always be played in resikes while the thumb and inner voices are frezkes. For
example, in measure 1 and beat 1 of measure 24hA,@ and F# in the highest voice should be playéh rest
strokes using the ‘a’ finger while all other noses played as free strokes. The other new techniguiee, is used
throughout the piece but particularly in measure 5.

Andante Fransisco Tarrega (1852-1909)
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Francisco Tarrega-Eixea (November 21, 1852-Decefithel909),

guitarist and composer, was born in Spain. He haglyasight problem
which some believe was caused by an infection; kewasome stories
claim he fell into an irrigation channel. In 1874riiega, enrolled in the
Madrid Conservatory, where he won first place imposition and harmony.
Tarrega would later become a professor of guitdaadrid. His technique of
placing the foot on a footstool is still used todidis best know work is
Recuerdos de la Alhambra.
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Intervals and Chords

Earlier in this book you learned about the serfestmle steps and half steps from which a majanoror scale
is constructed. Now we will use these scales t@rstdnd intervals, how chords are constructed drad @hords
are built on each note of a scale.

An interval is the distance between two notes. Wieuse a C Major scale below to explore the ingédswvithin
a one octave scale. Intervals within an octavedantified by the numbers 2 through 7 and can Ilsertdeed as
major or minor, perfect, augmented or diminishéadyg or flat or raised or lowered depending orstimges of

wholes steps and half steps that are between thadtes in question.

Maijor 2nd minor 2nd

| i — |

A1V
¥ *
The interval between any note and the note diretitye or below it is a 'second'. For instanceirttezval

between C and D is a major second because it is oq@df one whole step - two frets on the guitae hterval
between E and F is a minor second because it is oadf one half step - one fret on the guitar.

)

minor third

b4
V 4% P
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I

The interval between any note and the note twessibpve or below it within a scale is a 'third't Fstance,
the interval between C and E is a major third beealis made up of two whole steps. The intereahvieen
E and G is a minor third because it is made umefwhole step plus one half step.

¢ h augmented fourth
perect fourt g 4

The interval between any note and the note theges stbove or below it within a scale is a 'foufibt. instance,
the interval between C and F is a 'perfect foalso commonly referred to as simply a ‘fourthy) axmade up
of two whole steps and one half step. The intdveiveen F and B is an 'augmented’ fourth and teerop of
three whole steps.

P>
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perfect fifth

*diminished fifth

The interval between any note and the note foyussa®ove or below it within a scale is a 'fifthor Fhstance,

the interval between C and G is a 'perfect fills§ commonly referred to as simply a 'fifth") asmdhade up of
three whole steps and one half step. The intéetaleen B and F is a 'diminished’ fifth and is mag®f two
whole steps and two half steps. A diminished Sitlunds the same and has the same number of lpaftsttveen
notes as an augmented fourth. This interval isr@f@red to as a tri-tone. It is a particularlgstinant or harsh
sounding interval and is exactly half of one octave

*Interestingly, in medieval times this interval was disallowed in music by the Catholic church due to its harshness.
It was considered an interval of the devil.

| nterval Excercise

Write in the missing note above or below the gimete to make the interval decribed below. Some regyire

adding a sharp or a flat:

D’ 4
)
\\J} )
's) ¢ perfect fifth minor second Major third Major second
(above) (above) (above) (below)
o
ANIV4
'8) perfect fourth minor third augmented fourth Major third
(below) (above) or 'tri-tone’ (below) (above)
f) o
/’ |
|
'8) minor second Major seventh Major sixth two octaves
(below) (above) (above) (below)
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Thirds

Every interval has afunction and isvital in creating music. For the purposes of chord building, though, the third is
the most important interval to understand and recognize. The third iswhat gives a chord its quality of being major
or minor. Below is aseries of exercises that will give both your brain and your hands awork out by playing thirds
in every key. Each written group of thirds occurs on two strings and spans one octave. As you play them, you will
begin to perceive the pattern that governs a diatonic series of thirds on the guitar. Try playing thirdsin some of the
keys written below an octave higher or lower on adifferent pair of strings to see how well you know the series of
thirds and the pattern they follow. Y ou will noticethe fingering is different when the thirds occur on the 2nd and
3rd strings as compared to all other string pairings, because the interval between those open stringsisamajor 3rd
rather than a perfect fourth, as with all other adjacent strings.

Exercisesin Thirds
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Exercises in Thirds cont'd...

Now that you know how to play thirds, try this esmefrom Sor's Study no. 6, Opus 6. It will helpuyanderstand
how to play thirds in a musical context. We haventionally left out the left-hand fingerings singeu are already
familiar with how to finger thirds.

From Study no. 6, Opus 6
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José Fernando Macarurio Sor (1778-1839), composkr a
musician, was born in Barcelona Spain. The exaet afehis
birth is unknown. Sor was heavily influenced byidta Opera,
which his father introduced him too when he wamalbkchild.
By the time Sor was eight-years-old, he was anraptished
guitarist and composer. His natural ability ongléar earned
him an acceptance into the Monastery at Montsaifben he
was eighteen his father died, and his mother coaltnger
afford his education at the Monastery. Sor wasrgave
commission with the military. After his military ger, Sor
traveled extensively throughout Europe and Asma.iSbest
known for his book, Methode Pour la Guitarre writie 1830.
He composed music for piano, opera, ballet, ancevoi
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Chord Building

Basic chords typically have three notes: a 'rame rithe note on which a chord is built and afteicWw it is
named), a third above the root, and a fifth abbeerdot. You can also think of chord building acking
thirds since the fifth above the root note is @ghird above the third. The three notes in a basicd can be
played in any order and can be repeated in vaootss/es.

A major chord has a root note, a major third (twwle steps) above the root note, and a minor taimhole
step plus a half step) above the major third.

./
k> 3 T I

S

Majlor third Minor third

>i:>

o)

A minor chord is the opposite. It has a root natminor third above the root, and a major thirdvaie third.

f)
A
) — o
J 4 & @ 8
|
| ; _
Major third Minor third

Another way to think about simple chord buildinghin the context of a scale is to start at any motkin
the given scale as the root note, and add eveondewte thereafter to form a chord. That all ssund
complicated, but the examples below will help ¢ari

In the C Major scale below, you can form a C Majoord by using the first note, C, as a the roo¢ aoid
adding the 3rd and 5th notes of the scale to #. Thmajor chord is spelled C - E - G.
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In the key of C, the chord formed by starting om $lecond note, D, is a D Minor chord, formed usig
2nd, 4th, and 6th notes of the scale. It may beetsthink of this as using D as the new rooerentd
stacking a 3rd and 5th above the D note. A chotld thie second degree of a major scale as its ritlot w
always be a minor chord. The D major chord is spel) - F - A.
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In the key of C, the chord formed by starting aca tthird note, E, is an E minor chord, formed ushe3rd,
5th, and 7th notes of the scale or by thinking asEhe new root note and stacking a third anld dftove it.
A chord formed using with the third degree of aonagale as its root will always be a minor chditte E
minor chord is spelled E - G - B.
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In the key of C, the chord formed by starting o fiburth note, F, is an F major chord, formed usieg4th,
6th, and 8th (also 1st) notes of the scale. A chatid the fourth degree of a major scale as it$ vath always
be a major chord. The F major chord is spelledh\F C.
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In the key of C, the chord formed by starting om fifth note, G, is a G major chord, formed using 5th,
7th, and 2nd notes of the scale. A chord with title dlegree of a major scale as its root will al&/déwe a major
chord. The G major chord is spelled G - B - D.
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In the key of C, the chord formed by starting om $ixth note, A, is an A minor chord, formed usiing

6th, 1st, and 3rd notes of the scale. A chord thighsixth degree of a major scale as its rootaiways

be a minor chord. The minor vi chord is also tHatnee minor. For a more complete explanation oflative
minor refer back to the introduction of scales agg**. The A minor chord is spelled A - C - E.
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In the key of C, the chord formed by starting om $sleventh note, B, is a B diminished 7th chordnémt
using the 7th, 2nd, and 4th notes of the scaldhdkctwith the seventh degree of a major scalesasdt
will always be a diminished chord. A diminished khs made by stacking one minor third on top of
another. The B diminished chord is spelled B - -
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Here are all the chords in the key of C as theygmeally played on the guitar in open positioheTquality

of each chord (whether it is major, minor or direlved), as well as its relationship to the given key
identified by roman numerals. Upper case roman naisiare major chords, lower case roman numerals ar
minor chords, and diminished chords are lower casen numerals with an 'o’ sign added at the end.
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Bar Chords

There are countless ways to play any single chorth@ guitar, but the easiest way to learn to playrds in all
possible keys is to master bar chords. In Warm\Jgand for Spanish Ballad, we began mastering baBas
chords use barres to form chords that are eaaitgposable in every position on the guitar fretthoarom this
point forward as you continue to progress throughksical guitar literature and other challengingagunusic,
you will rarely encounter a piece that does notaubar chord or barre.

Minor Five-String Bar Chords

Most bar chord shapes, including all of those Weatvill introduce here, are based on open posdiwrd shapes.

Let's start by looking at an A minor chord in opasition and how we can use that chord shape &tectar
chords up to the tenth fret.

The standard fingering of an A minor chord is, frimwest note to highest note, open A string, 2ngddr on
the second fret of the D string, 3rd finger ongkeond fret of the G string, 1st finger on the first of the B
string, and open E string (as shown in Figure &)sdt up your hand so it can play a bar chordtheséngering
shown in figure 2: open A string, 3rd finger on #ezond fret of the D string, 4th finger on theosekfret of the
G string, 2nd finger on the first fret of the Bisgy, and open E string.

Figure 1 Figure 2
PR RiT
Ay 4 ©3 o7
o) 20 30

oo 0o

After you have your A minor chord set with this nemgering, slide all of your fingers up one freb(that your
3rd and 4th fingers are on the third fret and y@na finger is on the second fret). Then, while hrajd/our 3rd,
4th and 2nd fingers in place, bar strings 1 - thaffirst fret to create a B flat minor chord aswh below:
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Your first finger has essentially taken the plat#e nut of the guitar in order to play the op@sipon A minor
chord shape one half step higher. You can usd#nishord shape to play a minor chord on stringS at any

fret. Try the chords below and remember that, i;m ¢hse, the Roman numerals indicate which fretngmad to
bar.
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Major Five-String Bar Chords

We will use the same process to play major bardshddse the fingering indicated to play the A majoord
below (open A string, 2nd finger on the seconddféhe D string, 3rd finger on the second frethaf G string,
4th finger on the second fret of the B string, apdn E string).
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After you have your A major chord set with thisgiaring, slide all of your fingers up one fret te third fret
and bar the first fret to create a B flat majorrchas shown below.
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Now, move the major bar chord around the frets.
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Dominant 7th Five-String Bar Chords

Here again, the open position chord on which tarsdhord is based has A as its root note. Plapjhehord
with the fingering indicated in Figure 3. Thendsliyour 3rd and 4th fingers up one fret to thedtfriet and
bar the first fret to create a B flat dominant @liord, as shown in Figure 4.

Figure 3 Figure 4
) o o
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Move the dominant 7th bar chord around the freth@aryou see fit, always with an awareness of winatd
you are playing. The root note is always determimethe note on the fifth string.

49



Major Six-String Bar Chords

You may have already realized that the finger gamétion for a six-string E major chord is the sasehat for
a five-string A minor chord with all of the fingessmply shifted one string up or down. This carphdicularly
confusing when using bar chords. It will be helgtukeep in mind from the beginning that the hamapg used
to play a six-string major bar chord is identicathat used to play a five-string minor bar chord.

As we did with the five-string chords above, wel wiart by playing an open position chord with svrimgering
and adding a barre as we shift the chord up oriestegd. Use the fingering indicated to play the &oanchord
below (open E string, 3rd finger on the seconddfehe A string, 4th finger on the second frethasd D string,
2nd finger on the first fret of the G string, o@string, and open E string).

) 0O
77— O

%E

00

After you have your E major chord set with this rfewgering, slide all of your fingers up one freb(that your
3rd and 4th fingers are on the third fret and y@na finger is on the second fret). Then, while had/our 3rd,
4th and 2nd fingers in place, bar strings 1 - thaffirst fret to create an F Major chord as shbeiow.
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Move the major bar chord around the fretboard.

Minor Six-String Bar Chords

Play a six-string, open position E minor chord witha fingering indicated in Figure 5. Then, slideiy3rd and
4th fingers up one fret to the third fret and b first fret to create an F minor chord as shawfigure 6.
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Move the minor six-string bar chord around theldoeird.
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Dominant 7th Six-string Bar Chords

Play a six-string, open position E7 chord with fingering indicated below.

P4 O

@g&:
J 38

Slide your 3rd finger up one fret to the third frgdur 2nd finger up one fret to the 2nd fret andthe first fret
to create an F7 chord.

Move the dominant 7th six-string bar chord arourelftetboard.

Now that you know many of the basic bar chord shayeu are also able to play all of the major amabm
chords in every key. In the previous section, ygared how to play all the chords in the key oPlay the
written chord sequences in the keys below, theagplying your new knowledge by transposing thaadho
sequence to new keys.
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Study No. 5

Fernando Sor (1778-1839)

.

M oder ato

2

m|

i
~

m

‘P;

a

p—

d m

m|

TR kbl

m|

4o o

let ring

v

m

) 4 m

"o

LA
=4

m|
) A LY

() &

H

(44

m|
&

m|

“
=g

m

===----------~

mj

]
r p

=
| &

4fi44P4f
—

o—Fe

ﬁ

) 4 m|

21

q—} —@
rp

o AL 5
f 26

m

U@

\
]

>4

Y HL H

29
f) 4

L L
o

) A )

52



2

m

o de
—

u2

Study no. 5

33

>4

[ )

() &
P A D

37
f) 4

IV--=------------

=L

—

53

17

(=

41

45



Etude No. 1

H. VillaLobos (1887-1959)

Allegro non troppo
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Etude no. 1
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