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FOREWORD

This book will appeal to any teacher taking a student
into the advanced stages of guitar study. Students are
advised that the assistance of a qualified teacher is es-
sential to obtain the best results from the study of this
text.

The approach and goals of the text are twofold: to reaf-
firm existing capabilities and to further the student’s
learning process. These goals are obtained by the
study of: (1) sight-reading and ear training in the initial
etude section, (2) shifting, overlap and stretch concepts

NOTE TO THE TEACHER
This text should be approached on the basis of per-
formance (a controlled tempo at slower than maximum
speed) which will eliminate mistakes in fingering and
the resulting frustration. (See page 34.)
The student will eventually develop a perspective and
control which will enable him to present a consistently
superlative performance.
Each lesson should include material from each of the
three sections of the book: the initial etude section, the
middle scale section, and the final chordal section.
For example, a lesson might include:

Some of the etude material from page 6,

Some of the scale fingering from page 19,

Some of the chordal material from page 34.

414-41142

in the following scale section (including the combina-
tions and extensions of scale fingering), and (3) chord
theory in the final chordal section. Lessons should con-
tain material from each of the three sections.

In the time | have spent teaching from this text, | have
found the content thorough and well-suited for both
the teacher and student dedicated to furthering the
concept of guitar performance as a legitimate and
exalted medium.

Joan Pinney

NOTE: Though the book contains three sections, the in-
itial and middle sections do not end on a specific page but
overlap into the next section.

The instructor should use his discretion, based on the
student’s capacity, as to the amount of material from
each section.

The basic principles of guitar technique are established
in the initial etude section and are developed and ex-
panded in the subsequent scale and chordal sections.
The etude material is based on a comparison of re-
sponse, length and strength of the fingers. This princi-
ple is carried over into the scale fingerings and then to
the chordal approach.

Dennis Sandole



THE TECHNIQUE (OR ART) OF PLAYING

While technical mastery is an indispensable requisite to
eventual virtuoso performance, it should not be ap-
proached as the ultimate objective. Maturation of con-

cept should be stressed, rather than technical brilliance.

Musicianship, as differentiated from instrumental pro-
ficiency is the ability of the ear to immediately identi-
fy and categorize the melodic, harmonic and rhythmic
factors in music. Concept is stressed permitting the
literature to be approached pick or finger style.

RIGHT HAND

Right hand hanging at side, fingers naturally assume
semicurled position. Rest right upper arm on body of
guitar (position varies with length of arm). Place
regular size hard pick on 1st finger (top of pick paral-
lel to 2nd joint of 1st finger). Place thumb flat across
pick (do not stiffen or bend thumb). Pull back 1st
finger sufficiently to avoid touching strings (pick pro-
truding slightly more than 1st finger). Do not grasp

pick too firmly (just sufficient to avoid dropping pick).

Inverted V is formed.

As 1st finger is pulled back slightly to the right of the
pick, the bottom tip of the pick and tip of finger pro-
trudes beneath thumb. (Notice tip of pick protrudes

slightly more than tip of 1st finger). Pick from elbow

LEFT HAND

In stressing maximal expressionism with minimal digi-
tal manipulation, the objective is to eliminate all super-
fluous movement.

To demonstrate: First finger bars 6 strings on F major
at first fret. The position of the left thumb is behind
the fingerboard approximately at the center. (Avoid
pressing left palm to finger board).In this position, the
strings are accessible to tips of the fingers with minimal
distance between the fingers and fingerboard. Thus,
the powerful muscle of the left thumb becomes a
secure base of operation for fingers.

If thumb is moved upward or to the right, the position
of the hand is disrupted, the fingers no longer poised
above and close to the strings.

Emphasis is on expressionism, and assuming the stu-
dent displays an aesthetic potential, the literature will
develop the sensitivity of the ear combined with an in-
tellectual awareness of the logic and cogency of the
musical principles in the literature.

This literature represents a graduated extension of
musical principle rather than a mathematical format. It
is therefore imperative that the student extend all
studies in order to derive maximum benefit from the
principles.

with wrist, fingers and thumb fused into one unit (thus
all movement is from elbow).

As right hand glides across pick guard, fingers retain
slightly curled natural position (do not close or open
fingers from natural semi-curled position). Do not an-
chor right hand on pick guard or bridge. Eliminate un-
necessary movement of right hand in picking proce-
dure. Hold pick flat and parallel to strings, use tip of
the pick.

In picking from elbow, the distance of pick entering
between the strings is rendered constant. Digital mas-
tery is achieved thru synchronization of both hands.

With the fingers being of unequal length, the 3rd and
especially the 4th fingers traverse an increased distance
to the fingerboard thus disrupting accuracy and soli-
darity of impact. The concentration of tone is also dif-
fused and, with the thumb no longer a secure base of
operations, the overall result is increased muscular ex-
ertion. With the hand in proper position, the principles
of acquiring a touch are thus exemplified — just suf-
ficient pressure to obtain firm, solid sound.

Emotion emanates from the aesthetic potential, not
muscular effort. A larger hand or fingers may have
comparatively less difficulty in coping with these fac-
tors but the principles involving unequal length of
fingers and the distance between fingers and board still

apply.



ALTERNATE PICKING

Mastering the technique of alternate picking (i.e. down-
up or up-down strokes) is an imperative requisite in
establishing a flawless synchronization between the
hands. The gravitational pull of the down stroke is a
constant deterrent. The following exercises will assist
the student in overcoming this problem.

Concentrate on touch and expressionism, performing
the exercises as differentiated from practicing. Main-

Tremolo Exercise

tain a tempo that permits control (slightly slower than
maximum tempo).

A primary requisite; the controlled tremolo is essential
to the eventual synchronization of the hands. Perform
the following Tremolo Exercise using 8 alternating
down and up strokes to each note. Start the exercise
with down picking, repeat starting with up picking.
Minimize movement of down and up strokes (just suf-
ficient movement to obtain a solid sound).
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Studies on Diatonic and Chromatic Fingering

1

§ b

@ul

@ sl
@ al

2 1 2 1 etc b
» :I; i 1  — j; v T
& 1 == — Ja4
Dy, PO M A T 1 G har N —
@ o 6 ® @bi bet & bd & 2 b@ @ ® ® ©)
Apply to every string using the above as a model. Concentrate on
the notational aspect of each study. Avoid a mechanical approach.
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Stopped String Studies

Hetc
i

- Begin on each string.

etc.n
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Student is encouraged to develop further exercises

using open and stopped strings. The previous studies

will serve as models.



Studies on Diatonic and Chromatic Fingering
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A study in Triplets
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Combined Fingering in Triplets

1, 212 3 2 3 43 232 2 3 2 3 43 2 3 2 1 21
%oh H'—h— be o o —Q—Jl ebe be- e ohe o
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e
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Play the above study on each string and extend through
as many frets as possible.

Play the next two exercises on every set of 2
consecutive strings. Extend to every fret.
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Studies in Chromatic Shifting

Slide 1st and 4th
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CROSS PICKING

Mastering the technique of cross picking (i.e. multiple
combinations of down and up picking from string to
string) assures the student of accuracy and dexterity
in transitional picking. It is also an important factor
in definitizing the power and consistency of the up
stroke.

Use the tip of a hard, reqular size pick as the more
flexible the pick, the more time required for rebound.

Additionally, the more flexible the pick, the more pro-

Open String Studies

15

portionate disruption of the synchronization of the
hands.

It is mandatory to pick from the elbow. This fuses all
other components of the right hand into one unit.
Avoid turning the hand inward — keep hand and pick
horizontal to the strings.

The following exercises are essential to equalize the
power of the down and up stroke.

open
ﬁ,} (8 )
TlfL P © © S
A \RYJ O -~ ~ 5
8 = =y = —
O O
Apply the following picking sequences to the above
pattern of open strings.
nARARA AR A mARAARARAY RV VvV VvV Vy
vV vV V.V Vy v mAR AR vV V.V Vv Vv nR
A o A myVRR YA mARYyY RV A
viAaRyvy Ry R mynRAR AR Y Ry ARY AR
PR Y ARY "2 I I o A mrARAY VAR
(/R B myvnRAyv~RA AR YV VYV R
[ o A o AV B4 RV ARV VA myVVyVynmR~A
viAaRyvynRARR~A Py vVyvyRyv MRV VvV VY
T O o O e R VO v AR vV VYV AR vV VvV Yy RnR
RyRRARAA MV VvV VA LV I o I o I e B
The author considers it imperative to develop
variations of the above.
N
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Repeat all string sequences using 6 string barre chords.

Double Stop Studies

Play the following studies on each set of 2 consecutive

strings.
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C ==L

> =0
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99| |
E. %S
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oo N
N
Q O [seR ]
@ || @

Reverse.

Play all double stop fingerings as single notes.
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Apply similar procedure to the following:
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Play all studies in diatonic and chromatic fingering with

Student should experiment in combining double stops
2 string barres.

including stretches wider than 4 frets.
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Stretch Exercise

1 2 3 2 1 2 3 2 etc
o be- E—
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Play the following on every string — then reverse.
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£ —» be- - o be be e r -
:6; etc. etc. etc. etc] etc -
&
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) o P e AP - : L . . .
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\vJ
e
© © @ ®
1 4 3 1 3 1 3 4 3 4 3 1 1 3 1 3 4 3
i) > » - o - o P
s etc, | etc. 1 etc. etc. etc. H
AA\AY 4
)
® ® ® ® ®
1 4 3 1 1 3 4 3 3 1 4 1 3 1 2 4 2
o o Pte o e o eP e e, der =
:@v etc. etc. ] etc. etc etc.—
5]
® ® ® ® ®
1 4 2 1 2 1 2 4 2 4 2 1 2 4 1 2 1 2 3 2
o —+ etc. etc. ! etc. etc. etc. —H
VEV -
® ®© ® ® ®
1 b 3 2 1 2 1 2 3 2 ba 2 2 b 3 1 2
) o 0P be b ] be P2 be 72 , o
g —— ' etc, ‘ etc. 1l etc, L gtc. ~H
D)
® ® ® ©



19

®
®

C major scale — 2 octaves

1)
2)
3)
4)
5)
6)

- N

- N

Optional

® ©®
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A Harmonic minor scale — 2 octaves

KCro

1)

® ©®

2)

3

Optional

® ©®
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A melodic minor scale — 2 octaves

© ©
1) ¢ 2 3 0 2 4 1 2 o0 1 3 0 2 4 4 3 1 031 02 0 3 20320

® @ ® ® O ®
2) 4 1 2 4 1 3 4 1 3 4 2 4 1 3 83 1 4 4 2 4 31 4 21 4 2 1 4

® @ ® ® O ® ®& ©® 66 e
3) 3 11 3 1 2 4 1 2 3 1 3 1 2 3 1 431321 3 113113

®® ® ©) ® © ®@ & O 6 6
4) 2 4 1 2 4 1 3 4 1 2 4 2 4 1 2 1 3 2 4 2 1 4 2 1 4 21 4 2

® © ® ® & O ® 0 ® 06
5) 1 3 4 1 3 4 2 3 4 1 3 1 38 4 1 4 2 1 31 4 3 1 431 4 3 1

® ®@ 66 6 06 6 ®

1 1 2 4 1 3 4 1 3 4 3 3 4 2 3 1 3 1 2 1 4 2 11
6)
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2)

4 2 1 4 2

1

®@ o O 6

® &
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5)

®

OJ0,

®

1 31 1 3

1

O

e ® & 6 o0 6 o

6)

4 2 1 4 2

®

1

®

®

®

®

0]0)

® ®

3 1 4 3 1

® O 6

®

O

®

®

The preceding fingerings are suggested not dogmatic.
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Scale Studies in Intervals

C major scale.

Employ multiple fingerings.

N 2nds 2 o P o
)7 4 T
& l ‘ =
_‘,
N o P o 2 o
y P — —
1D j
& , s=ss=L
3rds
n P o f o £
{s 1 I ‘I ®- -
(descend)
4ths
. »
E _‘_
(descend)
Sths
i ce— r} e
F 4 | i F
— ]
> N
“ - (descend)
6ths
g o
H
V 4
& o
o ¢ l
(descend)
7ths
o 8
H
o
T
(descend)
octaves
.
o —] [
W 44
& £
e 4

(descend)
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A Harmonic minor scale

2nds
n s " o
é ~ ~ i (descerid)
! 1 |
! ‘—J—i—d
) - ;: & R g o]
3rds 4ths
9 e
_@3 & etc. = —-etc.
o) & E o X | & j y 2 &
Sths 6ths
] j ﬁdl [ etc. 41‘ @ etc
B—— 7 -2
& & A & X 4 .
7ths octaves
—#-—-_' |
Bk % eic. ete. |
) & x 2 @ j v
A Melodic minor scale
2nds
D ;
e = e
A\AY J 1 1 >
¥ g
<'— 8- [
;{9"‘#'.—%' ] hﬁ"‘ - _l_-_l
6 2
U ST T & _‘ 3 ;: o
R 3rds 4ths
) 1 I et # 4; ete. 7
4 * - E » > & r
A Sths | 6ths
D —
fs 1 g etc & etc, T
3‘3———6— ) b #
- 4 A - & -
7ths octaves
_97 |
7 4 PR o etc. etc
¢ g @ - - v
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SHIFTING FINGERS (EXTENDED)

This procedure involves the shifting of individual experiment according to the structure and response of

fingers between consecutive scale notes. (Avoid more the left hand.

than one consecutive shifting of any individual finger). To facilitate mastering these principles, this procedure

The technique of extended fingering permits of nu- will be based on C major and C Harmonic, Melodic and
merous possibilities and the student is encouraged to Natural minor scales.

C major scale

N P o © O ©
)7 4 ey (&) <
ﬁ (4] © s © — —
¢ o O ©
1) 4 4 1 2 4 4 1 2 4 4 1 1 3 3 4
® ® ® ®
2) 4 4 1 2 2 4 1 2 2 4 4 2 2 4 4
® ® ® ®
3) 4 0 1 2 4 4 1 1 3 3 4 4 2 4 4
® ©® ® ®
4) 4 0 1 2 2 4 1 2 2 4 4 2 2 4 4
® ©® ©, O,
5) 4 0 3 4 4 1 3 4 4 2 2 4 1 3 3
® ® ® ©, ®
6) 2 2 4 4 1 1 3 4 1 1 2 2 4 2 2
® ® ® ®
7) 2 4 1 2 2 4 1 2 2 4 4 2 2 4 4
® @ ® ®
8) 1 3 3 4 1 3 3 4 1 3 3 1 3 3 4
® ® ® ©)
9) 1 1 3 4 1 1 3 4 1 1 2 4 2 4 4
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©

® ©®

® G

® ®
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C Harmonic mi. scale

¢l

be

V<

©

® ®

1)

® ©®

2)

3)

4)

5)

6)

7)

8)

9)

10)
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¢l

74y

1
ho

1)

® ®

® ©

2)
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C melodic mi. scale

¢|

19 KN )

[ ]

® ®

1)

® ®

2)

3)

4)

5)

6)

7)

8)

9)

10)
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¢l

1)

®

® ®

2)
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Pa
<

C Natural mi. scale
fa)
v 4

1)

® ®

®

2)

3)

4)

5)

6)

7)

8)

9)

10)
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N o bo b_Q ©
o T b [0 ) L
: — o
% © o 7o = s

1) 4 1 1 3 3 4 1 3 3 4 4 1 1 3 1
® ® ® ®

2) 4 1 2 2 4 4 1 1 3 4 1 3 3 1 1

® & ® ® @

3) 2 4 4 1 1 2 4 1 1 2 4 1 2 4 2
® ® ® @

4) 2 4 4 1 3 4 1 1 3 4 4 1 1 3 1
&) ® ® O,

5) 1 1 2 4 1 2 4 1 1 2 4 1 2 4 2
® ® ® @ ®

6) 1 1 2 2 4 4 1 3 3 4 1 1 2 4 1
® ® ®

7) 3 3 4 4 1 2 4 4 1 1 3 3 4 1 1

(®) ® ® ®

8) 3 3 4 1 3 4 4 1 1 2 4 1 1 3 1
® ® ® ® ®

9) 3 3 4 1 3 4 1 1 3 4 4 1 2 4 2
® ® ® ©,

10) 3 3 4 1 1 2 4 4 1 1 3 3 4 1 3

Play each scale position in every key. Since the student
is already aware of key signature, extend each root
note through two octaves. Observe all fingering prin-

ciples.
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CHORDAL TECHNIQUE

Left hand still in recommended position, fingers pois- is optional as both have a contrasting advantage.
ed above board, playing muscles used with only suf- Author advocates adaptation to both.

ficient pressure to produce firm sound. Touch is em-

phasized eliminating all superfluous effort. Use of b.  “‘practice’’ procedure — according to tempera-
thumb as an “‘extra finger’’ in forming chords is not ment and capacity for stamina:

recommended as the position of the hand is disrupted

necessitating superfluous muscular effort. The appar- 25 minutes 5 minutes respite

ent advantage of the left thumb as an “extra finger”

in forming chords is not feasible as virtually all chords 50 minutes 10 minutes respite, etc. (optional

necessitating use of the left thumb can be formed by
either covering 2 strings with any finger or by curling
the 1st finger at the 2nd joint for an “extra finger!”’

with student).

c. Perform rather than practice at a tempo slightly
slower than maximum tempo. The result is a

a.  position — placing of guitar on right or left thigh musical performance that efiminates inaccuracy.

CHORD FAMILIES

The strings will be divided into five combinations: acquiring an extensive chord vocabulary and a fluency
1) 1234 2) 2346 3) 2345 4) 1235 in adapting the top or soprano note of his melody and
5) 3456. This will assist the student in eventually chords to any string.

C7 inversions From C7 lower E to Eb = Cm7

bo © bo o b-e
9 (l)/é\ — [ 8] l—g % N o l.b'Q L b :g

GO —o—be e R a1 m—
)V 4 D\ b d N Py V <
e L7 g__p,% e

From C7 raise Bb to Bf = Cmaj7

<
o
N © q — v HE
_\J N [ ®] N © ]
e) c
Chords of the 9th From C7, raise C to D.
Chords of the 11th From C7, raise E (or Eb) to F.
11th chords may include the 9th (optional).
Note: Also used as sus 4th chord.
Chords of the 13th From C9, raise G to A.
13th chords may include the 9th and/or the 11th (optional).

Apply 9th, 11thand 13thto 7 , maj7 , m7

chords.

C7 inversions C7 inversions > d
NG o /8 n® o b% ba® ©
Y\~ 1| «Q ;L 49 \V 4 N ATIK °J (&3 1

(o X —a - —— e e = e S—

Ta\Y Pas i O o P -©
g = - o & © i
~N- bo ®

C7 inversions C7 inversions

W o
e o B b% s ©
T

Apply the procedure to Cmaj7 and Cm7 chords.
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Chords
From C7: From C7:
G to Gb, E to Eb, Bb to Bbb becomes CO7 G to G# becomes CH-7)
G to Gb, E to Eb becomes co(-7) G to G#, Bb to B becomes C*(L7)
G to Gb, E to Eb, Bb to B becomes co(L7) C to D becomes C*(9)
C to D becomes C07(9) E to F becomes C+{(11)

Omit alterations which are equivalent to chord partials already present e.g.

+9 and -3 +11 and ob —13 and +5

Apply to all chord families. Apply all chordal proce-
dures to the following chord families.

(1, 2, 3, 6 strings) (1, 2, 4, 5 strings)
< -
- <
N o bo K2 bg [a) o I"Q o3 bo
) 4 l [ ] O ¥ 4 <« 1
Hore—=° b=
A\AY J AV J Py — < -~
° C7 inversions C7 inversions
(2, 3, 5, 6 strings) (1, 3, 4, 5 strings)
0
© ©
N o bo XS 3 N o bo < —
)” 4 €9 [ Q) ! g I 1 !
© i3 7o s P ¥ b -t
Po N . b4 v
v J o R © A\RY J - <5 ke
o) s bo o o) © =
(o2 ; ;
C7 inversions C7 inversions
Since the size and response of individual hands differ should avoid unusually difficult chord fingerings that
and emphasis being on playing repertoire, student are impractical at rapid tempos.

Note Substitutions

Major: maj7, maj6é — 9th for root, 11th for 3rd, 13th for 5th.

Minor: L7, m7, m6 — same for 9th, 11th, 13th.

Dominant: 9th for root, 11th for 3rd, 13th for 5th.

Diminished: Whole tone above any note of CO chord. CO scale includes L7, 9th and 11th.
Augmented: Whole tone above any note of C* chord.

Alterations

Major: 05, %5, -9, ¥9, *11, -13 (include upper partial to avoid *5 sound).

Dominant: same.

Minor: same (omit *9, same as a minor 3rd).

Diminished: -9, -13, (in C: Gb to Ab), lower or raise any note % step in the diminished chord.
Augmented: -7,-9, %9, 11, 713 (in C: Gf#to Af).

*Note: If E must be lowered to Eb , raise chord one octave.
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SCALE HARMONIZATION

The following section presents the harmonization of chords. One position in each chord family has been
major, harmonic and melodic minor scales in 7th notated. Apply to the remaining positions.

7th Chords on Scales

C major scale

Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm?795

o <O
o o O =
Nn_Q o - —Zs =% o D
v & ] [ O e Wzl O [ ® ) —
- Ve W ﬂ i
O [ o) -
e @

¢
@
It
-
¢
¢ G
q|6
%88
cé>%

£4)
o

G o L
[a) . o -
j” 4 O O o P
0 —o L 3 — D 2 S
O ©
Oknd <
o O
) o —o S 9 § B
i L% —Q [ o] © 2 =
Yo g—8—— o —u—9©
e @o O e
8 8
n(® Q > 8 g § o ©
AV A o\ Q) R O [ 6] D
o te—9—= —
e) NI/ @ - O © T« Rl

A Harmonic mi. scale

Am7 Bm795 Cmaj7t°Dm7 E7 Fmaj7 G497

- o
o .

D 4o ig §® 8

= = = =

LAl
oL o
-




A Melodic mi. scale
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Descends as natural minor scale (change F# and G# to F§f and GY).

Am7Y7  Bm7 Cmaj7td

D7  E7 F#m7° Gm7°5
o - ﬁﬂ_

h® to © A,
v 4 /2'\1' O

N b Lo < 8
T = o) 8 Iy o
A~ AW ) > 4 < © e ©
o O [ ® ] et -
O S

Follow same procedure for A natural mi. scale.

A. Apply to C dom. scale (change B to B flat).
B. Repeat procedure using 9th, 11th, 13th chords.

C. Apply alteration procedure.
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CROSS PICKING AS APPLIED TO CHORDS ON

The following studies are based on strings 12 3 4. The

SCALES student should experiment with the multiple possibili-
ties of cross picking. Using the original studies as mod-
els, proceed in a similar manner for the remaining
positions.

Cmaj7 Dm?7 Em?7 Fmaj7 G7 Am7 Bm795
® - a® £ e
N &) » 2 il i o il s s il
v 4 =7 P
& o 2t -
e) @ ~~~
-
-] 2 ;
N P - P >
#F & Apply all picking procedures.
- ']
B . 7 o = oo
P o - ,? Reverse
- — — —
"
. . ® £
a) » = - £ r = F
- - - ~
o
- @
o . £ . — . .
9 . =
F I
. — e —
===
. ¥ X
A - o £ - = e o
é ¥
) r [ pessr
y 3
¥ 3 ] 1
n - . ~+— E -E -.- +— 9
- = T
a -
- £ ] ]
A = - o> E 2 o E
éfL' o . -
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«

o

Apply to other chord families.

Ty
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e v

—+ et

__i
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Scales (3rds) on Chords

|

mgéil —

[
/i

ey

Q@b

-
Barre across 8th fret.

B to Bb — Dominant

E to Eb , A to Ab  — Harmonic mi

E to Eb — Melodic mi (desc. Natural mi)

E to Eb , A to Ab , B to gb — Natural mi.

CHORD PROGRESSIONS BASED ON ROOT MOVEMENTS

Chord progressions are derived from root movements
and extensions. The movement of progressions may be
diatonic, chromatic, cycles and any combination of
these. Ultimately, any chord may resolve to any chord.

The student is encouraged to compile additional com-
binations. A reputable text on theory should be con-
sulted for a discussion of strong, weak etc. root move-
ments. The following studies are written using each

Exercises and Chord Progressions

Apply procedure to any scale, any fret. Use intervals
other than thirds.

position of strings 2 3 4 6. The student should ap-
proach the remaining 4 chord families in a similar man-
ner. Also apply all root movements to 7th chords on
scales using the A Harmonic minor and A Melodic
minor and dominant scales.

Apply to 9th, 11th, 13th chords for exhaustive survey.

Chords may be either major, minor, dominant, dimin-
ished, or augmented.

Diatonic
1 \% 1
n o Q. PO O 8 8 8
J [ay ol [ & ] o5 [ ) U ~ [ S ) o
:6—‘”@:,0 © <fr 4z — O < o © o — i3
®o poms = T o o
1 VI II \"%
1V 4 o~ > [ 6] [ &) -4 ) 4 [ ® ) [ ® ) sl = Py Py
G R L B8 S U § T o o O o fo—w o ©
2o > = © o e © O O gt
5 o © ©v © e hed
Practice the following first as triads (3-note chords).
Then practice as 7th, 9th, 11th and 13th chords.
| I v 1 Im o v 1 v 1II 1Iv 1 vii I VvV 1
| m vi I Vv 1 Im I1v v 1 Vv I o 1 vim 1v 1 v 1
| Iv Vv I m v 1 vV Iv I 1 VII IV V 1
I V 1 Im vl 11 vV VI 1 VII VvV 1
I VI vIiosv 1 m v v vV vii I 1 VII VI 1
| vii i v O v 1
Iv 1 Vv 1 VI I V 1
oI m vi II 1 IVv 11 I 1 VI OI O VvV 1
I 1v v I Iv Vv 1 VI Iv V 1
oI v 1 IV VI 1 VI Vv 1
II VI VIIosvV 1 Iv. vl v 1 VI viI v 1
I Vil v |




Augmented Chrom. cont’d.

I I+ 11 \% I I viib mb Vvib IIb Vv
I I+ 11 Vi 11 \% I | vilb Vib Vv I
I I+ v VIIo5 V I
I I+ \Y I mb  mb vib mb v I
I I+ VI 17 IV  IVm 1 mb  IVE  vIIos 1
I I+ ViIo5 'V I mb v I
nmb vib v I
Diminished nmb vib mb  vib IIb 1
I Io 11 v I
I Io 1 Vi 17V I mb mb v I
I Io IV m 1 \Y I mb Iv#  vIIos 1
I Io \% I mb Vb  VIIO5 V I
I Io V1 11 v I mb VvIb b 1
I Io VIIo5 V I mb vib vib b 1
I I#o 11 \% I Ivé b v I
I o m vz 17V I IV Imb 1mb 1
1 o v Vv 1 IV Ive vI 1 \% I
I Ifo v I IVE vV I
I e viz 17 V7?1 IV VI VIIo5 V I
I o vIes v I IVf VIIo5 V I
I m 1 A% I v mb  Iv II VIIo5 1
I me mr7 VvI 17V I v m7 1Im°e 1 I
I m v 1 \% I v Ivédosmb VvIb b 1
I e vm VI7 17 V7 1 \% VI vib Ib I
I m v 17 v IVm v vilb vib mb 1
I m  vir mr vr 1
I 1o VIIo5 V I vib 1b Vb V7 V I
Vib IIb VIm II I
Chromatic VIb IVm V I
I 17 IV IVm III me 1 v I Vib VvV mb 1
I mb v | vib  viib IIb 1
| mbe 11 \Y I
I mb vib mb v I vilb 1b v I
I V4  VvIIes 1 vih Imb  Vvib IVE IIb 1
I A4 | I | viib IV#  VvIIo5 1
I Vib b I A1 Y mh 1
vilb vib mb v I
For minor progressions change all I chords to minor. Compilation of possibilities based on any
Each degree of the scale has its dominant. In the Key of C chord resolving to any other chord.
the secondary dominant of Il is A7. Explore other possibilities.

Each degree of the scale has its neapolitan. In the Key of C
the neapolitan of I is Db, 11 is Eb, etc.
11h795 is a substitute for V795,
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Rhythm Studies

Apply to chord scales and root movement progressions.

[ ) oD
: — - =
I T I 1
:Qj'_’zp—“ ‘_’:‘__—'q——F——l I
T 5 | - —
0 o) F _P——F—F—.—
T 1 1
I I I
. i ?
| 1 1 1 1
T 1 I T
F:__CLJ 2 i.
I 1 1 |
T T T I
m‘:‘i f
1 1
1 1 I
o) QQ R R ﬂ
/ S e / o
= f — = —




43

1 J 1 -

&
1

i

— 3— 1_-—3———]

£

34— — 38—

— 33—

Vi

1L

17
14

gle

s san

=

Lo




44
BARRE

The following technique brings the fingers into closed

relationship with the fingerboard. The barre frees
other fingers for additional notes.

Chromatic Exercise (Barre)

Barre 1st finger across 1st fret.

bd 3 2 1 4 3 2 1 4 3 2 1 3 2 1 4 32 1 4 3 g
i : ] - = il —

e V¥ ¢ gbedld . F

® ® ® ® o TPt Ak 3
®

Stretch Exercise (Barre)

n 1 2 1 3 1 4 3 2 4 3 4

) 4

1S

T — e = —
= — S be = < be bo - o “
® ® ® ® ®

Apply to every string (1st finger barred across 1st fret).
Student is encouraged to develop exercises based on
this principle with 1st finger barred across 1st fret.

Double Stop Exercises (Barre)

Using the barre, experiment on all of the previous exer-

Open String Gymnastics (Barre)

Barre 1st finger behind nut.

Note: refer to Stretch Exercises page 18.

cises, limited only by the individual’s normal response
of the hand.

Note: refer to Open String Gymnastics page 6.

A0 2 (] 2 0 3 0 3 0 4 0 4
o every #
5 ® String w w®ev. str. ev. str. H
D)
@ @ ® ® ® O ®
a D 2 3 0 3 2 0 2 4 0 4 -0 3 4 0 4 3
I 4 . Py &
% = '_Lb' ev. str. i ev. strs — #®—cv. str.
e
@ ® ® e ® ®®
02 30 30 32 0 2 40 30 0 3 40 304 3
o) " . s
F"ﬁ'—# evV.SEtE. T'“tg:“ ev. str. # '_Ig:_ '#P» ev. str -
v B §
S =
®@ O ® ®@ @ ® ® ® ®

Student is encouraged to experiment with fingering

possibilities.
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Barre Scales

Barre 1st finger behind nut

0 = @) © -
Y 41 Py Q) "
| (2N O (o)) T~
ANV oy O S
© © hd
4 0 3 4 0 3 0 2 4 0 2 4
3 0 2 3 0 2 (] 2 3 (] 2 3
@ @ @ @ @ (Reverse)
Barre 1st finger across 1st fret
0 se—o—o _©
P 4 <5 o [ ® ] bt
ALY 2 [0 ) ©
) o
4 3 4 2 4 1 3 4 1 3

® ® ® ®

OFY

Barre — 2nd fret

0
2
¢

ORK
®
©
Q
(=)

9
9

o
o |§

Barre — 4th fret

17 7= O >
p 4 ~ [§) ©
TN oy < T~
RV o () =
0 © o
4 2 4 4 2 4 1 2 4 2 3 4 2 4 4
Barre — 5th fret
N . O © © g
ll Py 0 "
Py [ ] R
P O o~
A\RY & © [ 8] ol
e o O
4 1 3 4 1 3 4 1 3 1 2 4 1 3 4
Barre — 6th fret
3 4 2 3 4 2 4 4 2 4 1 3 4 2 3

®© © ® O, ®© ®
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Barre — 7th fret

2 4

Barre — 8th fret

1 3

Barre — 8th fret, slide to 10th fret

1 1 1 3 4 1 3 1 3 4
Barre — 12th fret
© ©
o © — =
N . © O g — _ = =
22— © b ==
N
A\AV
o 4 1 i 1 2 4 1 2 i
Barre — 13th fret
o
0 & © s = = — — —
)” 4 P [ o) o~
———
e
3 4 2 3 4 1 3 4 1 3
Barre — 14th fret
2 4 2 4 4 2 4 4 2
Barre — 15th fret
© Ko ]
P O R _
o © o @ = = = =
fa) o o - — — — — — - —
V4 o ~
s O o
[ (2N
A\IY
)
3 1 3 3 1 3 4 3 4 4

Apply barre scale approach to harmonic and melodic
minor scales (include natural minor). Develop finger-
ings based on original 2 octave fingerings.

Apply to C dom. scale, C dim. and C whole tone scale.



Scale Study

Dominant scale

Extend scales thru 2 octaves with necessary fingering

adjustments.

47

[a)
I A i
P 4t o
| (a0 Py [ @) V<
¢ © ©
Diminished scale
/4
iJ 1l
Y 4% 1 1 iy 9K S )
N N b 17.K ® ) VIO
L\AY g,\ [ ) VO
e o O ~
Whole tone scale
N
\? 4
i .t N Ny
_(@ Y o ~ 11 O
v J P I Q) P Bt bl
Q -© O < bt T
Chromatic scale
¥ a)
)” 4
N n ey
1N Y e o ~ P pIE @ )
A\IY J N iy P [N ] hIg N ) B j'g D U
e o fo O ® O R
Blues scale
&
L . .
7 : — be Variations: D, F§, A
A\AY hc < Dl
e o v
Jazz scale
f
o) : = Variations include D, A, Bb
A\AY | 11?9 <« BN ) Bl
0 o
Pentatonic scale
o
G — o Variations: any S notes
L - s
e o O
Hexatonic scale
4
s — > o Variations: any 6 notes
\ \J < >4

J
¢
&
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Single String Scales
C major

1 3

¢

Apply each set of fingerings to every string.

=S

3
ke

4
x>

9

[ Q)

Q#‘:)

®

C dominant
1 3

9

[

bo

[2

e
]

@Esi:b

®

C Natural minor
1

¢

beo

bo

4

etc.

&

[0

N

A
<

J

®

C Harmonic minor

1 3

¢

9>

&
o

®$ﬂ<>

(2

C Melodic minor

1 3

¢

(]

¢~

o

A
=

J

®

C Diminished
1 3

@

bo

1
bb o

bo

@Jﬁ&ca
-
¢

®

C Whole tone
1 3

B =

9

9

[ 8 )

N>

e
¢

z
-

&

®

Descend:

Chromatic

-
-

¢

£o

Descend: 4 3 2 1




Single String Scales

C maj. scale

C Dominant scale

C Natural mi. scale

C Harmonic mi. scale

1 1 3 4 1 1 3
1 3 3 4 1 3 3
1 1 3 4 1 3 3
1 3 3 4 1 1 3
1 1 3 4 1 1 2
1 3 3 4 1 3 4
1 1 2 4 1 2 4
1 3 4 4 1 2 4

®

49
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C Melodic mi. scale

C Diminished scale

C Whole tone scale

Chromatic scale

®- ®° O

@...

- ©- ©-

@..

1 2 4 1 1 3 4

3 4 4 1 3 3 4

3 4 4 1 1 3 4

1 2 4 1 1 2 4 4
3 4 4 1 1 2 4 4
1 3 1 1 3 3

3 3 1 1 3 3

1 2 3 4 1 2 3 4
1 2 3 4 1 2 3 4
1 2 3 4 1 2 3 4
1 2 3 4 1 2 3 4

Student should experiment with fingering possibilities.
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2 octave overlapping fingerings

C maj. scale

¢|

oa o o o [} (3] o N
-®@ -0 -0 -0 -0 - -® -
~ ~r ~=r ~ = (3] (3] (3]
c® 0@ @ @ @ - -® -0
= = = < =r o ~r ~r
(] (2] 1] © (2] 1@ © (]

o « o < < < o < <
o - ) ) o~ ™ ) 2 )
Av © 3] - -t © a - -t
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3 octave overlapping fingerings

C maj. scale
o
N & o ©® T = = = = = =
7 —— o ©
1B iy AP
e o U
1) 4 O 3 4 2 4 1 2 1 3 4 2 1 2 4 1 2 4 1 3 4
%) 3 0 2 3 2 4 1t 2 1 3 4 2 1 2 4 1 2 4 1 3 4
3) 2 4 1 2 4 1 3 4 1 3 4 2 1 2 4 1 2 4 1 3 4
1t 3 1 2 4 1t 3 4 1 3 4 2 1 2 4 1 2 4 1 3 4
NG ® ©® ® 6
5) 4 1 3 2 4 1 3 4 1 3 4 2 1 2 4 1 2 4 1 3 4
6) 3 1 2 3 2 4 1t 2 4 1 2 1 1 2 4 1 2 4 1 38 4
® ® @ ® ®
7) 2 4 1 2 4 1 3 4 1 3 4 1 1 2 4 1 2 4 1 3 4
1 8 1t 2 4 1 3 4 1 3 4 1 1 2 4 1 2 4 1 3 4
? ® @




3 OCTAVE SCALES

Any 2 octave scale can be extended to 3 octaves by
applying overlapping fingering. If scale ends on string

Triad Arpeggios

53

1, complete third octave on the same string. If it ends
on 2 or 3, extend to 1st string and complete scale.

Apply 3 note arpeggios to entire range of instrument.
Optional: Reverse at any point. Experiment with mul-
tiple fingering.

Major Minor
N
0 e f ——ho—°
s = ete. 1ifas i o etc. 1]
A\AY J ©- = A\RY ho ©
Diminished Augmented
Ja) bo fa) fo
. (9 ) i y 8] b
:ﬁ ; bo etc. 1ifes S i etc.
' T ——_—— Y T
T e
Follow similar procedure for the following 4, 5, 6 and
7 note arpeggios.
Arpeggios on Major Chord
N o = N
p o - e = O _etc.
Py © etc. == © etc. 1
= E— & e
s R
N o N o ©
75 © — e—1} . e Tretc
— o etc. 1 —— . H
© —— e iy ————5 :
S —— e ———
Arpeggios on Minor Chord
0 o < fa)
A o S— s Gk etc v P © o cic
& . — S by S :
o - — < L etc. { - — L etc H
A\AY J hc bl AV J hc o~
s S —
Arpeggios are based on Harmonic minor scale. Repeat
using melodic minor scale (include Natural minor
scale).
Arpeggios on Diminished chord
N | bo o N
)7 4 11 v Ko 3 7 4 LL o —
ﬁ—t———wo———ﬂ—————-, = etc. 1A . L —Pho etc. H
7 7Y © il A\RY 4 =Y P VO
2 : B o—— o orc 2L b o —— (ST
— © etc. H = e © etc.
© s bpe P [ —
D) e

|

|
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Arpeggios on Augmented Chord

[a) fo N
7‘( [N ) < = IYV i O © O
A5 H © elC. ifas * ~ 5 etc. 4
Y oo — AP o —f%—
e R ——
0 to 0 e
Vo
s e > T ctc.{ifos ——© L erc
A\AYJ PG . Bd A\RY s

J
¢
¢

Note:

Augmented triad permits minor 7th interval

( Bb ) as well as major 7th interval { B )

Applyf_at_r,g_r L_.g andm

Diatonic Figurations

C major scale

8] -

J
¢
¢

Repeat using Bb for B

Develop arpeggios from every degree of major, minor,
dominant, diminished and whole tone scales.

#
&

1

Also triplets

L
Q]

ul
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J = ]
#
e
N L o 9
e i 5| -
o 1 i t S
@U b I _;
_9 e —
% o - —fF etc.H
& @ trem—emera e
8
&
¢ <& o+ v o ° o i
9 —] PRI ‘* TR
% —@
49 — 1_ql ,J*‘ ISR *
o —— —& o o jj— etc.
e) | Sk —
n — o — e
o
% — ‘_‘*—-‘ etc.t
o @ & — - = =N Ih—-l
0 =
% % o ¥ o etc ]
| o =

Apply m , J ] 3 and J j 3tofigurations Apply J 3 and fj to figurations in groups

in groups of 3. of 2 and 4.




n -—_H \—_T\
1J 1
% - g - —— "Lr?",'" etcH
[4)
R” 4 1
f —1 efc H
& @
N
.
i ===
H T
B i etc.]
e
Also triplets
4} g 7
)7 4
s—‘ _‘ —
%;—3_—#-—‘ — . —®
H o @
7 4 — PR P e == 1
@ b
9 T
. = e * e oic
£ —@ & I
d E & ==
__}9 1 ] I i i
) T — _i_i_‘ ,_‘___t
o 4
fa)
~ P — o etcs
%—:‘ i -Also tripletsf
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——

%—d

etC.1

etcs

'—F—'—'

o

[

p——_

*_

etc

o @

— | —

‘—_‘ —db

etc.n

o »

__\

etc.

‘—_—

»
-

etc. H
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i o | o o »
[ O
s e -
g » op P p? fo, ,0"f
> T { i t - etc.
DR -
2 — J
1S 1 etc. —
A\AV d
e
Study based on C tonality Each sequence played uninterruptedly employing
every finger on every C. Apply to every key.
fa) N
&
| 1 1
Y 4 AV J
. & & > - @
N e e N
\” 4 )7 4
Y 4t 1
&) — ]
- o & Dt g
n ] ’ n_ rrr— 7T o)
"’ 4 T J [{U \J
g & g & & & L

Apply to every key
3 3 3 3

o/

0

)” 4

@ L !
o A g 2 E g L4 )

(18
1_
|
N

[a)
)” 4 i
= *
. & - s @

Apply ﬁ-—], m and m



Rhythm (2 Bar sequences)
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Apply to: a) chord progressions b)  single note and chord themes
?
=T =
1 1 I |7 — 7
1 1  S— 1 14 1 1
o —»—» 7 2 [ s ¥
T i i - 1 £ 1 - I I =
T T T — T T T T
—
o i 7T o/
1 — = ! yi - ~
BEECITERS T I
7 N H
" ! :
£
T I I 71 1 T ] 1
1 1 T 14 1 ! ‘d T T _——
L s pEgEE
] T T 1 1 [ I Vi
T T Y1 i 1 T T  — 4
o/ ] rd o/ o
I I ra I 1
7 7 I 71 1 7 71 711
T i T T T
o o
i i L — N
Vi T 1 T 7 I 1
TR issemes| T T L4 T I T
—7 o o/ ]
I ra F i - I ]
I I 1 1 T 7
T T I R — 14 ! 1 4 R
7 = s ¥
T 1 1
) 7 11 y 11 1
T T T
2 2 = :
71 7 Vi
T jos=nr s e
i B
7 i I 1
Vi v 7 7
f 7o PSSR ST
3 3 3
rd
r ¥ i =
T [ Vi 71 1 7 71 7
] — T 1 T 1 iemany V1 resrsmTews 4
3 3 3
e o
- s
Vi 7 7 7
L
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ri 0 o of af 2
Y g /4 R I R
vl V] /
] } r
o S o = =
I I
vi
| ] e
o o7 o7 YA of o/
Y f Y [ Ji 1
+ Vi
v (] J
Ji
(e — ‘
of
i : .
~ V)
rsne ]
T I
vi Ji
S ] 1 e
o
L
— ezl ] s e — e
) -y i
p— = . s ! ‘
[
ef
I i L
ressssemes—— 1 ] =
3 3
= s A e e Y
[
== ] —




DIATONIC AND CHROMATIC PASSING TONES

(CONNECTING CHORDS)

61

The following study shows the diatonic and chromatic
passing tones connecting inversions of C maj 7 chords.
In this study 4 positions of strings 2 3 4 6 have been
illustrated. Apply to all positions and chord families.

Diatonic
) o6 * &
1 O O
D o —o ! — S
— ©
o °
5o ¢ & - J
ol © o =
_e_ e
o O
>~ & l
P e
¢ o =~ o
= O
n & l
Ao & &
. —© © ' =
— ©-
o O
5 g J
W‘—j; o
O es—= = =
s ©
4] e ”
7 —3% ——
D l P ° °
o ©
? -
p— > e
[ [N = o Py
¢ o B = -
— O
n_* .
2= =" 3
A\A\V J oy Pay B
D) 2 —
fa) | Q '8
R 4 FANY [ ] I [ ® ]
" .
s o ~
° ©

*Above fret 12, any chord may be dropped an octave.
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I

&

&N \Z7

¢l®

Chromatic
Major

9l e

1N <]

For C dominant scale, the same procedure except B is flat.

Apply to all string families.



Connecting scale positions

o o [0 © i =
{’J\hl = [ ) © i © —
0 o O e
4th finger position to 3rd finger position
1) 4 0 3 4 0 2 0 1 3 0 1 3 4
® ©® ©, @ ®
4f.p.to?2
2) 4 0 3 4 ] 3 3 4 2 4 4 1 4
® ® ® ® ®
4fp.to1
3) 4 0 1 2 4 1 2 3 1 3 4 1 4
® ® ® ® @
3f.p.t04
4) 3 0 2 3 0 2 0 2 4 0 2 4 4
® ® ® ©, O,
3f.p.to?2
5) 3 0 2 3 ] 3 3 4 2 4 4 1 4
® ©® O, ® ®
3fp.to1
6) 3 0 2 3 0 2 2 3 1 3 4 1 4
® ©® ® ) ®
2fp.t03
7 2 4 1 2 4 1 4 1 3 0 1 3 4
® ® ® @ ®
2fp. to4
8) 2 4 1 2 4 1 4 1 4 0 2 4 4
® ® ® O, O,
2fp.to1
9) 2 4 1 2 4 1 2 3 1 3 4 1 4
® ® ® ® O,
1f.p.to2
10) 1 3 4 1 4 1 3 4 2 4 4 1 4
(5 ® ® ® @
1fp.t03
11) 1 3 4 1 4 1 4 1 3 0 1 3 4
® ® ©) ® ®
1fp.to4d
1 3 4 4 4 1 4 0 2 4 4
®

@_
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A N o o © o
i o [ ) © - —
L) - —a——o —0 0
. © o e
4fp.to3
1) 4 1 3 4 1 3 4 1 2 4 1 3 1 2 3
® ® ® ®
4fp.to?2
2) 4 1 3 4 1 1 3 4 1 3 4 2 4 1 2
® & ® ® O, ®
4fp.to1
3) 4 1 3 4 1 1 3 4 4 1 2 4 2 4 4
® ® ® @
3fp.to1
4) 3 1 2 3 1 1 3 4 4 1 2 4 2 4 4
® ® ® ®
3f.p.to2
5) 3 1 2 3 1 1 3 4 1 3 4 2 4 1 2
® ® ® @ O,
3f.p.to4d
6) 3 1 2 3 1 3 4 1 3 1 2 4 1 3 4
® ® ® ® ®
2fp.to1
7 2 4 1 2 4 1 3 4 4 1 2 4 2 4 4
© ® ® ®
2fp.to3
8) 2 4 i 2 4 1 4 1 2 4 1 3 1 2 3
O, ® ® @ ®
2fp.to4
%) 2 4 1 2 4 1 4 1 3 1 2 4 1 3 4
® ® ® ®
1f.p.to?2
10) 1 3 4 1 4 1 3 4 1 3 4 2 4 1 2
() ® ® ® @ ®
1fp.t03
11) 1 3 4 1 4 1 4 1 2 4 1 3 1 2 3
® ® O, ® ®
1fp.to4
12) 3 4 4 4 1 3 1 2 4 1 3 4

® O, ®

Apply to C Harmonic, Melodic, Natural minor and
Dominant scales making the necessary interval adjust-
ments.

a..
@..
@_




EXOTIC SCALES

Algerian Hungarian
,ll\ © 78 H'v lh
ﬁ h fo—© e e — = fo—o—% o
O e pr== ©
) o LU ¥ 7 © *0 D
Arabian (dim.) Hungarian Gypsy (Persian)
Ia)
o . = | Pad
1 - © [ ® ] Bt} - — o © 1L S ) o~
g o © 7°© f I o VO
Hungarian Gypsy Arabian
9 1T O < { l
=S == ==
-© -©-
Oriental Japanese
49 i‘ [ ®] 1
% Alb‘\ jsL ] P P DO
Y4 1 Py [ & ] < 1 [ ® )
¢ o VO - o VO
Chinese Japanese
)
e O O 1 [ 8
% a O il O O
O PIY S ) it < e
[ - - o
Chinese - Mongolian Pentatonic
9 O
S e—e—= MR
e < O b © O
Persian Balinese
N
- 1 T © [ S ) IDD
© - — o Po IO T
¢ o VO s o pvOo Ve
Neapolitan Egyptian
a —— S
! o 190 ) E:e ©- A d
1 *9 <> [ ] e [ 6 )
e DO © © O




Hindustan Whole-tone
Y
- 1. iaA [ ®) L - ﬂlt\
@ O 79 i - 89 - 074"
O O e © I S ) # 1!
Y o O d o © L)
Raga Hanunat Todi Spanish Gypsy
3 1 |
:@r : o o bPeo—v < —bho PO —
V4 1 ho- < bl e [ ® ) o~
D o VO e o VO =
Raga Todi Byzantine
[
v 4
ieit ! Pel o8 I - [ o) ©
© o -©- VO s
Ethiopian Ethiopian
fa L o ©
g 1 © 7 P
R o) = Xy P o —Pe S
NS4 O © [ o) - S,
Ethiopian Hawaiian
fa) to ©
- [ o I— i — <
_@ © pros © an o) © - s
® o © -
Hungarian Minor Japanese (Hyojo)
N
# 2 O ﬂ O © s
2O [ ® ] - O [ ® ) L] bU
Japanese (Oshikicho) Japanese (Banshikicho)
0 e © © 4 o © *
© [ o] # B - © [ o) # ~ 1
O O I S )
O © o
Javanese Jewish (Adonai Malakh)
{) o PO —©
6 . o b {h — ——
VA 1 b‘\ O Rl ‘qe O o~
e © pU VO O
Jewish (Magen Abot) Jewish (Ahaba Rabba)
N
e lﬁ O ]ﬁQ © | O O © e
ﬁv P L] - 1 o ©
O [ & ] .~ © [ &) W<

e)#oov

Apply all fingering and position principles. Student is

encouraged to do research on all types of scales.
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Altered scales on chords ( +4th infuses synthetic I tonality)
Cmaj7(+4th) inversion inv.
N
Y A O
o> - < O [ ®) —
@ &> < o - Py O B - O [ ) b
o b O #D il LY o~
inv. inv. inv. inv.
é 0o © o O O =gy O N o O ©OfF—
iy — O = o O O —
Iy &) 4 A d
[J) b
C7 (altered) Cm7 (altered)
0 0N
" 4 Ih B4 }
@ P E—— -4 © . (a} N s P — ) Do
e O o & e O ?o
co C whole-tone scale
) N
- 7 b(,'h'hn bo - , Py #
@ N bho L it Z%ln o o 40 #©
g o TP ¢ e O ©1 —
(Start on 2nd inversion to avoid note repetition)
C9th C7
5 e - b
L < | e
© e e © . - —
. - e —o %
C7 @ Cmaj7@
N L 0
R” 4 3 1 Re ¥ 4 — ©
ﬁ_‘ &= © '~ T— i B (an) Y o0 ©
DRSS & —eo
Cmaj7 e Cmaj7 Cm7@
Ja) : 0 s 0N
A 4 ———y P : )” 4 © )” 4 1 ©
%:?:q;:cﬁv S — %ﬁ 5 PO
e o1 ©n
cm7 (9) cor(® co7 (:9)
4 Y .

1 1 Y

N

%—T——_o@"”amw —
. O
bo

c+

Cll1

ST
¢

9

k=
.



Omit C+ whole-tone scale

@ 1o © © Ay o 4
e 1 1 —
- o ) e (1)
0 o O Fe N ;Lﬁc : "1 ;9
o K o] e b he [ &) o b‘\ [ &) K
'& Py < o> 4y VvV € [ 6]
o - -
o)
Omit Co C+ @ Cmaj7 @
¥a) to
v 4 - | © O gv
oo ——§© pry o %I
% #" h L) ) © 114.“ bl
o ©
C13 Cm?7 @ Cmaj7 @
f)
a 1.
:@ —fog—o— b' © #u L — fy— V2
Y bo © Lo bo © © o © Y L
07
Cc7 @ Cm7 @ 3 .
A (enharmonic)
- 1 1 1 |
% 'y o DO 1 Py o 2 1 ho I
O PIY ® ) - 94‘-'\ pIL & ] B he [ ® ) sl
b-o o O e b-o o U v hs O o O 7
Include inversions.
Apply all fingering and position principles.
2 note scales
Cmaj
2nds 3rds
s
" A O [ ®)
m O (®) p S Ty
e T8 5 8o —
&0 —°
4ths Sths 6ths
v 4 € o O o O ~
ﬁ 4P O LY © [ %] bl © [ &) O [ ® ) ] © L3
o S &~ P P ® ) P [ & ] L] < [ & ]
VO ¥ ~ €9 =~ e O [ & ] R & [ & i
[ o O e O v o O ©
7ths octaves <
fa) . o © = N - o © 29 —
|V 4 o> [ &) Rl )” 4 © < b
P L o o 49 e ) Py <
b= P < e O © —
O [ ) ~ %7 O L R
g F-= r'e) < - © ©

Apply similar procedure to C Harmonic, Melodic,
Natural minor; Dominant, Diminished and whole tone
scales making necessary interval adjustments.

Extend scales to 2 octaves.

Include 9ths, 11ths, 13ths.



Arpeggios with figurations

5 ) = 1
© " — 1
[J)] - & & & &
9 1 == e T o
6 S s =S5
) - [ -+
:\9 T i e :z I ) I =
6 Tlietas 2
L e

n — ﬂ’lﬁg T——
¥ 4 - & =

— [ = = Y
6 - =
[, & ] -

=

T T EE
&5 *®
[a) T [_J I
% ] .l; ] £ — 1—;‘-1[ Y
L) o * — = _‘1L P ‘IL )
[a) Y il e
=== ? =
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]

\

Y /

A N
ML

" M V
ol / ol L
JI I
__ \
Y w

A R
N . mvﬁ

Triplets

»

Y

Y
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3 -
3 - j
1 . = ﬂ
= T — ' —
_‘_ v ,— -‘u.
3 _-ﬂ =
T »
4 ’
%{ -3 el | S [ \\
3
3 —ﬂ : o 1
1 : T oa
) et 3 —~ -6
3 3 7 —
| | = ']
Q - -j E 1L i "F !
&1 ——
® L - -
3 3 v
o L T o I
ﬁr t o — " £ E——ad
i o
e) g | Sestasey - )
3 3
- D
n * N il l
3
3 ]
é— — 7 [ g.‘-
| =
e) & ) [Ecsae =] — NJ o &

Repeatusing Cm , C° , Cct triads.

Apply all fingering and position principles.

Apply m, m

and m
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Altered chord arpeggios

C major ob
- s ]
JQ P © © © - <5 [ & X —
gé - VO = — %e — _— DO desc.
Y o - ©
- O
N o — o — —
)” 4 1 ©— ol | [ & ]
ﬁ P —a desc. = o 2 desc.
-5 —©
- O
- = © —
h 2 § £ o- —_ A o n —_ _
A\ ?e - O 74 ]
ﬁ — © desc. o desc.
&
N ©
) 4 [ ®)
% . 12 desc. A
LD
E'S ) O
Repeat with +6 , -7 , -9 , +9 | +11 , —13.

Apply similar procedure to C Harmonic, Melodic, Natu-
ral minor; C Dominant, C Diminished, C whole tone.
For present purposes, omit altered tones which are al-
ready present as enharmonics.

eg -3 t9 , —13 +5

Student should experiment with 2 or more altered
notes simultaneously.




Altered scales

Apply all fingering and position principles. Tonic and
3rd unaltered to retain tonality. Ultimately, any note
can be altered.

IncludeEfI, E-Lr r gand Lu

Ja)
v 4
| & 1 Pas [®]
| o> [ ¢ ) = 1 P [ o] By
© [ &) B | P O fonci
% T o 1’
N
v A L 1
g 1 © 1 1 O L ® )
i & L) il Na LI e
<7 “} QP VvV
-©- ©- O
4 ,
- A ! i
| o> e O L %4
ﬁ L. L&) R o ¥
© L & ©- L —
e - O - ©
s} |
4 ] 2 <
% O b © O- [ ®) VJ'
A Py () L o (3] o T
¥ e © = e © !
Repeat with C Harmonic, Melodic, Natural minor;
Dominant scales. Include inversions. Student should
extend to all types of scales.
Combined alteration (2 or more notes)
s
z : ]
T poy = X o) © T b—O © b
- I ’[ © 9o - ve
- - V
[a) g
K 1 — O
1 o © + — Db —©
= e e
- o V
2 r :
W .6 1 Yy Pas 1 12 [ ® )
Pl — I O L © A2 Vl’
o) -© Vj - ©- po—© N

Extend to other scales. Repeat to include 3 or more
altered notes. Include inversions.
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HARMONICS

2 categories: natural and artificial

Natural harmonics obtained by touching string lightly
with 4th finger (opt. any finger) of left hand while
plucking string with pick or finger of right hand. 4th,
5th, 7th, 9th, 12th, 15th, 16th, 19th frets are com-
monly used. (Student should experiment with other

Natural

Fret: 12th 7th Sth Sth 12th

9th

frets). Natural harmonics can be obtained at every fret
dependent on the instrument and students ability. The
author has included an Oriental (Japanese) minor scale
to assist the student in melodic application of har-
monics.

Sth
=

12th

-

N
7
©
D)

Artificial

QC?Q
® T~

Example. Stop note with 1st finger left hand; touch

EMBELLISHMENTS

® O) ®

Extend to inversions. Apply similar procedure to 2
strings. Extend to 3, 4, 5 and 6 note chords.

note 1 octave higher with 1st finger right hand while
simultaneously plucking string with right thumb or
pick. Apply procedure to any note on board with ap-
propriate left hand fingering. Repeat procedure with 2
strings. Extend to 3, 4, 5 and 6 note chords. Play all
scales using harmonics.

Apply all fingering and position principles to the fol-
lowing examples. Since this is a purely aesthetic evalua-
tion, student should do research on theoretical signifi-
cance of all embellishments.

Glissando Gruppetto
5 ) - —
& = g—c i o omfE, w1
v P ad 1 Il { » 1 1
e " ol T T 1 T T 1

3 3

Mozrdent Trill Slur (legato)

n__aw n o r 0 S

7 N

-

vibrato — slight fluctuation of pitch produced by oscil-
latory motion of left hand.

vib.

%‘?



Harmonization of altered chords on scales

C major scale

Cmaj7°5 Dm79°5 etc. Cmaj7 +5 Dm7 +5

Extend each exercise to octave.

Omit +9 for m7  chord
Cmaj7 9 +11 -13
N | .

Hﬂﬁ —0 0y =2 — o
S po—=2 Fo—— ¥
© © = - b o ©

Opt. 9, -9 , +9 forroot, 11 , +11 for 3rd

Apply to all chord families.

Repeat for C dominant scale, lowering B notes to Bl’

E to Eb
E to EP for C Melodic minor scale
E to EP , A to Ab

Student should notate all exercises.

Study on chord shifting

Procedure: root of initial chord becomes 3rd of 2nd
chord, 5th of 3rd chord, 7th, 9th, 11th, 13th of sub-
sequent chords.

(c., AP, F  Dbmaj7 . b g
eb13 )

Perform exercise using all maj 7 chords. Repeat
using 7th chords; then m7, , diminished and aug-

Chord families

Apply all chordal procedures to the following chord
families. Student should extend material to include re-
maining chord families (1456) (1346) (1246).

-

- =

A Dboe = b =
) O 1

—

V™Y o -

© - bo - -

A to Ab for C harmonic minor scale

B to Bb for C Natural minor scale.

mented chords. Repeat entire exercise using 3rd of

initial chord as pivot then 5th, 7th, 9th, 11th, 13th.
Apply procedure to altered notes i.e. root of initial

chord becomes minor 3rd of 2nd chord

(o5 , 6, =9 , +9 , +11 , —-13 )

Extend thru all keys. Apply to all chord families.

Optional: Extend to 5 and 6 note chords (include
triads).

C7 inversions



C7 inversions

DO
PO

bo

<

v

[

76

R
ok

1/

*

VA

iV

=

17

1

VA

Apply root movement progressions. Apply to all posi-

tions and chord families.

?

C7 inversions

7Je

V)

[ )

DO

alp

b o

&\‘Il
)
DENG) b§

CJORI(

Rhythm sequences.
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i w—;
V)

(Vi
1

i

17

IV
14

1L

1/
14

TSR

9] e
~ : N
f
Cre
||
L -
|
_ |
e
Sl
]
mﬁd ,QI
1
|
B i
~ |
i i
i
i
|
| il
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Extended studies based on principles of chromatic and
diatonic fingering.

)
1 1
1 | 1 1 I 1 P_‘ ™ Y
. )| 194 - o
- i " Fa—
]I} j ‘ T 1 1
?ﬂ P Reverse
L
A 1 )|
6} 1 ) o— N 1 1
= e e b -
¢ 4 o+ V¥ 4 i ® - R
T[} 1 1
P e @ etc. Reverse
& t
fa)
1J ; { jL J 1 J
B
@ ,—‘bd——,—a—ga_{u_t
(3 #-J- = - @ #' ‘
N !
- o —— be— > —® etc
0. %o 14 b F -] Reverse
Extend the following sequences.
N /8
AV A B” 4
ﬁ‘} +—— etc etc. 1
@ -oﬁ—o & e s -«
[a 4
é— efc. ! etc. ]
> #4— ‘q-o ﬁi- - & o ¢ #-c-
5 9
é etc. § - : | fretc H
¢ ﬁ-a- < g & #; - e =
A A A
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etc.

e

.‘.. .

N

7
etc. JHey
<

etc.

ul
!
o

=

==

€lC.

etc

elC

etc.

¢ 4 #—0- ‘A#_'_h—'?'

elc .

¥

- etc

5o

-c»f—a- ]

L))

etC

I
]

etc.

i

be

T etcC.

5o

etc.—m

)

etc—

|

etc.

be

elC

]

5 plry,

etC.H

o be be o be

be &

b

N
|V 4
etc. —--@
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+etc.

4

&

relc.

i

-d#—a—

Ja)
4 4
 ax)
Uj

oV

D

(@Y

etc.

LetC o[

vv#_‘_

-c#—o-q

&

* 4
Y 4%
Bj ﬁ-‘

—+etC

—tetc.

ey

etc.H

.‘_'

retc]

I\

-oﬁ-o-j

etc.

+

be

9
T O]
=1
& -
s
1 ™
4 ™
I
f.l ™
AL
g 1
vl |l
N
Tl
N
N
g
()
.Pﬁi
ﬁ Dol
Do)
J
oy
e}
N
o
AX@U

b)h
1
3

= etc. {
]

I

b
3

n _beas

etC .

B
)|

Ag_hp
©

etc.

be P® b

V + %
L (an)

etc.

I
T

1
-

be

.o be

be

etc.

etc.

obe

and Jj 3

5. 7l

Include
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DENNIS SANDOLE

Highly regarded as a master of the modern guitar,
Dennis Sandole has devoted his life to the advance-
ment of modern guitar techniques. His extensive expe-
rience as a professional musician includes stints with
various name bands that include Tommy Dorsey, Ray
McKinley and Charlie Barnet, studio work in New York,
and teaching and working with advanced students at
workshops and clinics. Counted among his students
are such musicians as Pat Martino, Harry Leahy (Phil
Woods), Mike Santiago (Jerry Mulligan), Ed McFadden
(Jimmy Smith Organ Trio), Tony Ventura (Ben Vereen),
Ben Bridges (Stevie Wonder), Tony DeCaprio (Dianna
Ross and Ann Margret), Mike Warren (Helen Reddy),
Ron Parker and Bob DeVoe (Chico Hamilton). As a
composer, Sandole has written music for ballet, a jazz
opera and avant-garde music.
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