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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
su perlative performa nce.

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.

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.

ln the time I have spent teaching from this text, I 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

414-41142
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THE TECHN!OUE (OH 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 f inger style.

BlGHT HAND

Right hand hanging at side, f ingers 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 f lat 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).
lnverted 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 f inger pro-
trudes beneath thumb. (Notice tip of pick protrudes
slightly more than tip of 1st finger). Pick from elbow

LEFT HAND

ln 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).ln 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.

lf 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 mathematicaI format. lt
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.

ln 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 f irm, solid sound.

Emotion emanates from the aesthetic potential, not
muscular effort. A larger hand or f ingers 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.



ALTEHNATE 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

Finger
Pick V etc.

|..l etc.

vn)
etc.

5

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-
f icient movement to obtain a solid sound).

4- vn
V NV

o
4

@
A

@
Chromatic

( l'l V then

R everse

Exercise



Studies on Diatonic and Chromatic Fingering

@@
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Apply to every string using the above as a model. Concentrate on
the notational aspect of each study. Avoid a mechanical approach.

etc.

etc.
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etc.
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etc.

Appty JI] .no I]. ,o all 2 note studies.

Open String Gymnastics
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(Follow same fingering)
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Extended Open String Gymnastics
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Begin on each string.

I

Stopped String Studies

Student is encouraged to develop further exercises
using open and stopped strings. The previous studies
will serve as models.

l2{13142
12lt4142
13112142
134121{3
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Studies on Diatonic and Chromatic Fingering
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A study in Triplets
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212 A 2 3143 232

Combined Fingering in Triplets

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.

4 a 2 | 4 3 2 t I 2 3 4 1 2 3. 4t 4 g, 2 I 4 3 2 I I 2 3 4 |

123{12341 Z g 4 I Z A 4 1.2 3,,{ I 2 3 { I 2 3 {,1r2u3 !

o@@@@@@o

o@o@o

2 3.2 3r { 3.2.A.2

Studies in Shifting

@ o @
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Studies in Chromatic Shifting

Slide 1st and 4th
1l

Play on every string.

Slide 2nd and 4th
t2

Slide 3rd and 4th
t2

Combined Fingering Studies

Extend to each string

12 A 2 432 | 23 4

I 2 I 2 A 2 g 2 3, { S 2 3 2 3 2

-lr- ^ -.htl- t ^ -b* .))^ - - )
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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. lt is also an important factor
in definitizing the power and consistency of the up
stroke.

Use the tip of a hard, regular 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

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.

Apply the following picking sequences to the above
pattern of open strings.

nn
VV
-V
VN
nn
\/n
iln
VN
nn
-V

nn
VV
lrV
VN
VN
-V
NV
VN
nn
nn

nn
VV
FV
VN
NV
-n
NV
nn
VN
nn

nn
VN
NV
NV
VN
NV
NV
nv
Vil
NV

n-
11n
l'1 -
nn
nn
VN
NV
VV
VV
VV

NV
nn
\/n
NV
VN
VN
VN
NV
VN
VN

NV
VV
nn
NV
n11
nn
NV
nn
VV
\/n

VVVV
V V VN
\/n\/n
nvnn
VVNN
VVVN
V V N-
VVVV
V V NN
nnnv

The author considers it imperative to develop
variations of the above.
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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
stri ngs.

rl

-

Reverse.

Play all double stop fingerings as single notes.

-
l-1

@t-
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Apply similar procedure to the following:
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+
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2
3@\

/-\ A(,

Student should experiment in combining double stops
including stretches wider than 4 frets.

Play all studies in diatonic and chromatic fingering with
2 string barres.

o
3
2

o
3
2

@?
I

o
3
3

<>
4
4@?

I
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Stretch Exercise

I 2 S 2 etc.

\t, @

Play the following on every string - then reverse.

@

l32l 2123 321

o

3113

Reverse

1313

I 3 43

o

l2a2134

l2n 242l 2112 | 2.3 2

312

431
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C major scale - 2 octaves
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A melodic minor scale - 2 octaves
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The preceding fingerings are suggested not dogmatic.
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Scale Studies in !ntervals

C major scale. Employ multiple fingerings.

3rds

(descend)

6ths

(descend)

octaves

(descend)



A Harmonic minor scale

2nds

25

descend)

A Melodic minor scale

2nds
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SHIFTING FINGERS (EXTENDEDI

This procedure involves the shifting of individual
fingers between consecutive scale notes. (Avoid more
than one consecutive shifting of any individual finger).
The technique of extended fingering permits of nu-
merous possibilities and the student is encouraged to

C ma1'or scale

experiment according to the structure and response of
the left hand.

To facilitate mastering these principles, this procedure
will be based on C major and C Harmonic, Melodic and
Natural minor scales.
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C Harmonic mi. scale
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C rnelodic mi. scale
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C Natural mi. scale
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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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CHORDAT TECHNIOUE

Left hand still in recommended position, f ingers pois-
ed above board, playing muscles used with only suf-
ficient pressure to produce firm sound. Touch is em-
phasized eliminating all superf luous effort. Use of
thumb as an "extra f inger" in forming chords is not
recommended as the position of the hand is disrupted
necessitating superfluous muscular effort. The appar-
ent advantage of the left thumb as an "extra finger"
in forming chords is not feasible as virtually all chords
necessitating use of the left thumb can be formed by
either covering 2 strings with any f inger or by curling
the 1st finger at the 2nd joint for an "extra fingerl"

a. position - placing of guitar on right or left thigh

CHORD FAMILIES

The strings will be divided into five combinations:
1) 1234 21 2346 3) 2345 41 1235
5) 3456. This will assist the student in eventually

C7 inversions

is optional as both have a contrasting advantage.
Author advocates adaptation to both.

"practice" procedure - according to tempera-
ment and capacity for stamina:

25 minutes 5 minutes respite

50 minutes 10 minutes respite, etc. (optional

with student).

Perform rather than practice at a tempo slightly
slower than maximum tempo. The result is a
musical performance that eliminates inaccuracy.

acquiring an extensive chord vocabulary and a fluency
in adapting the top or soprano note of his melody and
chords to any string.

b.

c.

From C7 lower E to Eb = Cm7

From C7 gb to Bh = Cma17

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 gth (optional).
Note: Also used as sus 4th chord.

Chords of the 13th From @, raise G to A.
13th chords may include the 9th and/or the 11th (optional)'

Apply gth, 11th and 13th to 7 majT , m7
chords.

C7 inversions

ratse

c7c7 rnverstons

Apply the procedure to CmajT and Cm7 chords.

C7 inversions



35

Chords

From C7:

G to Gb, E to Eb, gh to abb becomes Co7

G to Gb, E to E b becomes go(-7)

G to Gb, E to Eb, Bb to g becomes go(L7)

C to D becomes 6o7(9)

Omit alterations which are equivalent to chord partials

+9 and -3 +11 and o5

From C7:

G to G$ becomes C+(-7)

G to Gfi , Bh to B becomes c+(L7)

C to D becomes C+(9)

E to F becomes C+(1 1)

already present e.g.

-13 and +5

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

(L, 2, 3, 6 strings)

(2, 3, 5, 6 strings)

Since the size and response of individual hands differ
and emphasis being on playing repertoire, student

C7 inversions

4, 5 strings)

should avoid unusually difficult chord fingerings that
are impractical at rapid tempos.

Note Substitutions
Major: maj7, maj6 - 9th for root, 11th for 3rd, 13th for 5th.
Minor: 17,m7, m6-samefor9th, 11th, 13th.
Dominant: 9th for root, 11th for 3rd, 13th for Sth.
Diminished: Whole tone above any note of Co chord. Co scale includes L7, gth and 1lth.
Augmented: Whole tone above any note of C+ chord.

Alterations
Major: 05, +5, -9, +9, +1 1, - 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), bwer or raise any note/z step in the diminished chord.
Augmented: -7, -9, *9, *11, +13 (in C: Gf to Afl).

(1, 2, 4, 5 strings)

C7 inversions C7 inversions

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

The following section presents the harmonization of
major, harmonic and melodic minor scales in 7th

7th Chords on Scales

C major scale

chords. One position in each chord family has been
notated. Apply to the remaining positions.

CmajT Dm7

<>

66t 7 Bm7o5

<>

Em7 FmajT

ro. {>
Am7 Bm7o5

+ {D.

Erl

G7

rQ,

A Harmonic mi. scale

CmajT+5 DrrrT

A{>

E7

(l

FmajT
-e

Gil07
{L
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A Melodic mi. scale Descends as natural minor scale (change Fil and Gfi to Fh and C! ).

Am7L7 B*7 CmajT+S Gf, m7o5

$-o.
-{> 'D

Follow same procedure for A natural mi. scale.

E7

o.
D7

.O

rilm7o5
+

A.
B.
c.

Apply to C dom. scale (change B to B flat).
Repeat procedure using 9th, 1 1th, 13th chords.
Apply alteration procedu re.
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CROSS PICKING AS APPLIED TO CHORDS ON
SCALES

Em7 FmajT G7

The following studies are based on strings 1 2 3 4. The
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.

Am7 Bm7o5

Apply all picking procedures.

Reverse

CmajT





CHOBO PBOGHESSIONS BASED ON ROOTMOVEMENTS

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

Diatonic

Apply procedure to
other than thirds.

any scale, any fret. Use intervals

position of strings 2 3 4 6. The student shou ld 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.

40

Scales (3rds) on Chords

Barre across 8th fret.

BtoBb
EtoEb

EtoEb
EtoEb

II
II
II
II
II

trvI
mwII
ryv I
VI
vI vllosv
vIIm vI

uIvI II
ryv I
VI
vI vllos v
vIIv I

- Dominant

, A to Ab - Harmonic mi

- Melodic mi (desc. Natural mi)

, A to Ab B to ab - Natural mi.

Practice the following first as triads (3-note chords).
Then practice as 7th, gth, 1 1th and 13th chords.

v
m
UI
m
ilI
m

IIv
ryv
VI
uil
vIIv

ryII v
rymII
ryv I
ryuI
ry VIIV

ilry
mtr
ryru
vII
VII II

v
v
v
v
v

I
I
I

Yntr v
vtrItr ry
vIIry v
VIIV I
VII VI I

I
il
I

I
tr

I
I

I
I

uII
utrI
uryuv
vIvII

I
v
I

v
tr
v
I
v
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Augmented Chrom. cont'd.

I I+ II V I I VIIb Mb vlh IIb V I
I I+ III VI7 II V I I V[bVIb V I
I I+ IV VIIOsV I
rr+vrrrbmbub[bvr
I I+ VI 17 IV IYM I IIb ryf VIIOs I
I I+ VIIOs V I Ub V I

IIbubvI
Diminished IIb vIIb mb vlb ltb I
IIOUYI
rromvnilTvIItrbfibvr
I IO IV III II V I IIIb IVfi YIIO5 I
I IO V I rub Vb VUOsV I
rrouIIvlmbvlbllbr
I ro vllos v r mb vIIb vlb IIh r

IIilOilvllvilIIbVI
I Iilo m Yn t7 v r rvf mb lIb r

IlilorvvlrvfrvowItvI
IIilOvIIvilvI
I Iflo vtz 17 v7 I IVfl vI vllos v I
I IfiO vIIOs v I Iv# vIIoS v I

I ilo II v I v ilb ry II vllosl
I IIO IIIT VI II7 V I V IT]7 IIIO II I
I IIo ry II v I v ryilosmb ub ilb I
IIIoVmYlTll7Y7 IVVIWhUhI
I tlo u t7 IV IVm MlIb VIb tIb I
IIIoYl7 17y7 I
I IIo vllosv I vlb ilb vh vIJ7 v I

VIb mb VIm II I
Chromatic VI b IYm V I
I17 IVIVMIIIItrOIIVIVIbVIIbI
I ilb V I VIb VIIb IIIb I
I mboll v I
I mb vrb IIb v r vIIh IIb v I
I Ivil vIIOs I VIIb rub VIb Ivil IIb I
r vb IIb r vub ryf vllos r

r vrb rrb t vubv IIb r

vtrbvlb ilb v r

For minor progressions change all I chords to minor. Compilation of possibilities based on any
Each degree of the scale has its dominant. ln the Key of C chord resolving to any other chord.
the secondary dominant of II is A7. Explore other possibilities.
Each degree of the scale has its neapolitan. ln the Key of C
the neapolitan of I is Db, II is Eh, etc.
IIb7o5 is a substitute for V7o5.
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Rhythm Studies

Apply to chord scales and root movement progressions.
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- -a 
d 

- 
d

333
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BAR RE

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.

Stretch Exercise (Barre)

=
@

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

Double Stop Exercises (Barre)

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

Open String Gymnastics (Barre)

Barre 1st f inger 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.

30{04

@o
I

o@
Student is encouraged to experiment with fingering
possibilities.

o
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(Reverse)

0

o
0

o

0

o
0

@

o

@
0

@

Barre Scales

Barre 1st f inger behind nut

Barre 1 st finger across 1 st fret

Barre - 2nd fret

Barre

4
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Barre th fret
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Barre - 7th fret

Barre - 8th fret

1

c
2

c
I

@
Oth fret

I

I

@

2

@

ret, slide to 'l

I

@

I

c
I

@

I

@
Barre - 8th f

I

@
Barre - 12th

I

o

I

o

fret

I

c
I

@

I

c
t

c

l

c
I

e
2

c

Barre - 13th fret

Barre - 14th fret

Barre - 1Sth fret

2

c
2

@

t

@

t

o

I

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

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

l

@

2

o
I

c
I

@

2

o
3

@

2

@
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Scale Study Extend scales thru 2 octaves with necessary f ingering
adjustments.

Dominant scale

Diminished scale

Whole tone scale

Chromatic scale

Blues scale

Jazz scale

Variations: D, F$, A

Variations include D, A, Bb

Variations: any 5 notes

Pentatonic scale

Hexatonic scale

Variations: any 6 notes
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Single String Scales

C major

I

Apply each set of fingerings to every string.

@
C dominant

CN
o

atu ral

I

@
Harmon

I

c

C

o
Melodic

ic minor

mrnor

4
<>

@
C Diminished

t .t
hg

@
Whole

I

Descend:

Chromatic
1

I

@

I

@
De

@
scend: s21 1821 43211
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I
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@
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I

o
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@

I

o

I

@

Single String Scales

C maj. scale

C Dominant scale

C Natural mi. scale

C Harmonic mi. scale

for descending natural minor optional.

l3

@
Fingering

I

@

I

@
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C Melodic mi. scale

C Diminished scale

C Whole tone scale

Chromatic scale

I

@

I

@

I

@

1

@

I

@

l

@

t

@

I

@

I

@

t

@

I

@

Student should experiment with fingering possibilities.
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2 octave overlapping fingerings
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3 octave overlapping fingerings

C maj. scale
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3 OCTAVE SCATES

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

Triad Arpeggios

Major

Diminished

Arpeggios on Malor Chord

Arpeggios on Minor Chord

1, complete third octave on the same string. lf 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 f ingering.

Minor

Follow similar procedure for the
7 note arpeggios.

following 4, 5, 6 and

Arpeggios are based on Harmonic minor scale. Repeat
using melodic minor scale (include Natural minor
scale).

Arpeggios on Diminished chord
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Arpeggios on Augmented Chord

Note: Augmented triad permits minor 7th interval

( gb ) as well as major 7th interval ( B )

Repeat using 3b for B!

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

Also triplets

Appry U-J , AI ,L-A uno LLf
2

Diatonic Figurations

C major scale
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Apply Jl-J .no n. to figurations in sroups
=r-'r Tn .no fll-J to f isurationsApptyaal,a

in groups of 3. of 2 and 4.



J.so triplets

- 

--

- --



57

ryiTt--, iT,F,
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Study based on C tonality Each sequence played u ni nterru pted ly empl oy i ng
every finger on every C. Apply to every key.

Apply to every key

=:-j 
i-: 

-

Apply )J J, JJ) andJ JJ



Rhythm 12 Bar sequences) Apply to: a) chord progressions b)

59

single note and chord themes
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6'l

OIATONIC AND CHROMATIC PASSING TONES
(CONNECTING CHORDS)

Diatonic

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

*Above fret 12, any chord may be dropped an octave.
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Apply to all string families.

Minor

(omit E ! )

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

4th finger posi

1)4
@

4 t.p. to 2

2)4,@
4 f.p. to 1

3)4
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6)3,@
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?):
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2

B)
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9)2
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10) I,@
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e)<>
4f.p.to3
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2 f.p. to 3

8)2
@

2f.p.to4
2e)@

1f.p.to2

10) I,@
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EXOTIC SCALES

Algerian

Arabian (dim.)

Oriental

Chinese - Mongolian Pentatonic

Hungarian Gypsy (Persian)

Hungarian Gypsy

Japanese

Japanese

Persian

Neapolitan Egyptian

BaLinese
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Hindustan Whole-tone

Raga Hanunat Todi

Ethiopian

Spanish Gypsy

Byzantine

Ethiopian

Raga Todi

55

Ethiopian

Hungarian Minor

Javanese

Hawaiian

Japanese (Hyojo)

Japanese (Banshikicho)

Malakh)

Jewish (Ahaba Rabba)

Japanese (Oshikicho)

Jewish (Adonai

Jewish (Magen Abot)

Apply all f ingering and position principles. Student is

encouraged to do research on all types of scales.
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lnversl0n lnv.

rnv. inv.

Altered scales on chords ( +4th infuses synthetic I tonality)

CmajT(+4th)

(altered) Cm7 (altered)

+

C whole-tone scale

(Start on 2nd inversion to avoid note repetition)

c7@

"r@

Cma;Z @

cmz @

c+o

cma37 @

cmaiz @

c070

c+o

cmz@

co7 0

c*@

C 9th

cma3z @ c1l
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co@

"r@ c-i @

cmaiT @

c*z @ cmajT@

lnclude inversions.

Apply all fingering and position principles.

octaves

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

Extend scales to 2 octaves.

lnclude 9ths, 11ths, 13ths.

c.@

"r@ C,,?@

Omit C+ whole-tone scale

CmajT

Omit Co

c13

2 note scales

Cmaj
2nds

Tths
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Arpeggios with f igurations
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Triplets

#+
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Repeat using Cm , Co , C+ triads.

Apply all f ingering and position principles.

Apply ffi , fn ana f-IJ
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Altered chord arpeggios

C major o5

Repeat with +5 -7 -g , +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.

e.g. -3 +9 -13 +5

Student should experiment with 2 or more altered
notes simultaneously.
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Altered scales Apply all fingering and
3rd unaltered to retain
can be altered.

position principles. Tonic and
tonality. Ultimately, any note

rncrude U-l ,Ll ,a-A rn6 [l J

Repeat with C Harmonic, Melodic, Natural minor;
Dominant scales. lnclude inversions. Student should
extend to all types of scales.

Combined alteration (2 or more notes)

Extend to other scales. Repeat to include 3 or more
altered notes. I nclude 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,
sth, 7th, gth, 1 2th, 1 sth, 16th, 19th frets are com-
monlv used. (Student should experiment with other

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.

Natural

Fret: l2th 7th 5th

Artificial

Example. Stop note with

EMBELLISHMENTS

Glissando

Mordent

Sth l2th

1st finger left hand; touch

Gruppetto

Trill

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 f inger 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.

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

vib.
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Omit +9 for

CmajT +9

chord

+ll

o
forroot, 11

Harmonization of altered chords on scales

C major scale

CmajTo5 Dm705 erc. CmajT +5 pp7+5

b=

Extend each exercise to octave.

-13

mented chords. Repeat entire exercise using 3rd of
initial chord as pivot then Sth, 7th,gth, 11th, 13th.
Apply procedure to altered notes i.e. root of initial
chord becomes minor 3rd of 2nd chord

(o5, +5, -9, +9, +11 -13 )

Extend thru all keys. Apply to all chord families.

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

m7

opt.

tt <>

9-9+9 +11 for 3rd

Apply to all chord families.

Repeat for C dominant scale, lowering B notes to Bb

E to Eb A to Ab for C harmonic minor scale

E to Pb for C Melodic minor scale

E to Eb A to ab B to Bb forCNatural minorscale.

Student should notate all exercises.

Study on chord shifting

Procedure: root of initial chord becomes 3rd of 2nd
chord, sth of 3rd chord, 7th, gth, 1 1th, 13th of sub-
sequent chords.

(c , Ab, F , Dbmait , ehg Gl1

ebrg )

Perform exercise using all
using 7th chords; then

maj 7 chords. Repeat
m7, , diminished and aug-

Chord families

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

C7 inversions
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C7 inversions

C7 inversions

Rhythm sequences. Apply root movement progressions. Apply to all posi
tions and chord families.
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3
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Extended studies based on principles of chromatic and
diatonic fingering.

Reverse

Reverse

Extend the following sequences.

Reverse
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,a'\

AA

44n

AA
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333

,
J

r-!r sr J

lnclude J Ja, J)J and Jl I
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