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Positions

In Book One of this Method, only the first
and second positions were exemplified. By po-
sition as here meant, is the place of the left
hand fingers on the finger-board, which is
determined by the fret at which the fore-
finger of that hand is placed. If it is placed
at the first fret, it is called the first position;
if at the second fret, it is the second position,
and so on, throughout the entire length of the
finger-board,— on any of the strings; and the
notes fingered by any of the other fingers,
while in a given position, are also understood
as being in that position. The extent of a po-
sition is four frets; as from the first to the
fourth, or the second to the fifth, or the third
to the sixth, and so on. Sometimes it is nec-
essary to extend one or more of the fingers,
(generally the third or fourth) beyond the giv-
en position; but without the hand leaving that
position, or being considered out of it: this
by license, is called extension. The second
position, which was shown in the keys of Dand
A Major, will here be reviewed; with the addi-
tion of two.other scales; each with a different
fingering. The importance and close relation-
ship of these scales and fingerings will be
apparent and more fully understood and ap-
preciated as we proceed; and it will also be

observed that the system of fingering in each
series, is the same throughout all the positions.
The scale of D Major, the first of the series
in the second position, does not begin on the
key-note, but on the lowest note in that posi-
tion; and so it will be, with all scales playable
with this form of fingering in any other position.
The scales of G and A Major, the second and
third series, begin, each, on their key-note;
and so it will be with all scales playable with
these fingerings, in any other position. These
three scale fingerings are the basis of all po-
sitions and bar-fingerings, and being uniform,
may be transposed at will. One way of prac-
ticing these scales and chords, is to place the
left forefinger across all the strings_at any
position — forming a grand bar, which may be
shifted up or down the finger-board, to any
other position: and each series fingered and
played in the same manner.The common Arabic
figures written before the notes, indicate the
left hand fingering; and the Roman numerals
placed under the staff and notes, the positions.
Observe, that four right hand fingerings ac-
company each scale;as indicated by the cross
and dots, written above and below the notes.
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Second Position

Scale of D Major
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Third Position

Scale of Eb Major

This copy provided by MeanTone.com
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Triplets

A triplet 1‘ a group of three notes played | groups, in Book One. Practice the following
and counted in the time of two of the same | exercise slowly at first, gradually increasing

value, or one of the next greater value; read | the tempo until Allegro is acquired.
the chapter on triplets, sextolets and irregular

TRIPLET EXERCISE
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Twilight Schottische

Introducing Triplets
1st, 2nd and 3rd Positions
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Fourth Position

Scale of E Major
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Fifth Position

Scale of F Major
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Meditation
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The Trill

The trill or shake is considered the most brill-
iant of all musical ornaments. It consists of the
rapid and regular alternation of a principal note,
and the note above it, called its upper auxiliary.
It is indicated by the abbreviation “#r” placed
above the principal note, and usually commences
with the principal note.

If the trill is to begin with the note above or
the note below the principal, it is indicated by a
grace note placed before the principal note. A
complete .trill, is one finished by a turn. An in-
complete trill, consists of the simple alternation
of its two notes.

The turn of a trill is formed by adding the
lower auxiliary and principal, to the last note
of the trill; and is generally indicated by two
grace notes written after the principal note:
but if they are omitted in the music, then the
performer must add them, provided the next
principal note is accented.

Trills beginning with the principal note, have
an unequal number of notes in the .last group;
caused by adding an extra principal note just
before the turn; which is done,to avoid passing
by a skip from the last of the upper auxiliary
notes, to the lower auxiliary: consequently the
three notes preceding the turn, are to be exe-
cuted as a triplet. Strictly speaking, ihe turn
ought to be said, to consist of the last four notes
of the whole passage; but as the first two of
these are only the ordinary notes of the trill,
it is more convenient to speak of the two notes,
which are added to them, as the turn.

A number of trills following each other are
designated chain trills, and performed without

17

or Shake

turns or embellishments — except, perhaps the last

which may have a turn at the close.

On the Guitar, the trill may be executed in
the five following ways.

First — By striking the note with which it be-
gins, once only, and slurring all the rest: as
marked above the notes, in the example at A.
The slur, over the “¥” and the fingering on
both sides of the principal note, indicates
this mode of trilling.

Second — By striking both the principal and aux-
iliary nofes, alternately, each with a finger;
or thumb and finger; as marked below the notes
at A. DUE DITA, should accompany this mode
of trilling.

Third — By striking the first note as oftenas it
recurs, or, at certain intervals, and slurring
it to the following note: as indicated by the
different slurs in the examples at B, D, E
and H.

. Fourth — By fingering the principal and aux-

iliary notes both at once, on different strings:
or, one of them may be an open string: and
striking them alternately:as indicated by the
cross and dots in the examples at C, K G
I and J. DUE CORDE, should accompany this
mode of trilling.

Fifth — By the combination of the trill and trem-
olo; which will be explained, after the tremolo
has been considered. Some of these ways
may be combined; and if the trill is of long
duration, or has an accompaniment, it may
be necessary to re-strike the note with which
it begins; in order to give it renewed force.
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An incomplete trill or shake is one without
a turn or ornament at the end. If it occurs on
a dotted note, the trill is continued directly to

the next principal note, at the same rate. of
speed; as in the following example.
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Sixth Position

The following Scales, connected by a brace,

: the same fingering answers i
are enharmonically related; that is, they have the e e

. _ series. See chapter on Key and Signature in
same sound, but a different notation: consequently | Book One of this work 7 ¢
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Scales of C# and Db Major

String: 6th 5th 4th 3rd 2nd 15t
Iy
ﬂ&'“ * P % 19 3@ T 2R 1
Rl gt } ! ! 1 r— X " ! 1 I
o W« L 0 i ! | +‘id_l' ! T 1 I I
=¥ L _"_ j‘_‘_’.‘.i I 1 I I 5
Mai 4 v
C# Major pd Joth
RN PR BN I Iy P T a
L —— i : | o s 028 41
i T 1 i ] } M + 09— = ! I 1 -+
—— e T = i ' '
1 1
'JJ)bMaJor U fotn
2nd 3rd 4th 5th 6th ~
e
PY | 1 | 3
3 9. % | | 1 ]
P F——1—+ i s X e =
D) ! foth e ‘T I 3'r' ‘r
+
I L o 11 2@ 2
ﬁ : Vl bl; i IPT"I' 1 1 I l %5 { { "}7 {
1 | 11 1 @3 i 4 ‘
J 10th o

v Pos. VI | ‘ |
mgia =

.%Jv 'ni_f: — 2_r s Z:
g L i TR L

“o “,,,_r_ ] 4.r~ T a-r—

e e e e
LQ‘)U 1 1 x




23

Andantino

Bar.

Key F#

|+

PosVI

L 3
i
P
S
pvs \cﬁ &
#\ e
: ﬂyl+
3
: | 4+
EIRE
* ,H 1+
: e +
e
Ad (e
Y| |8
b |’ ll+
. N
S FRAL YO
«N <
: L+
o LS
-t Fl+
| e
—

|1d 1d

T

Pos.VI

p3

—

X
8
<
~
L} 8
<
LS
+
+
|
l_l1+
«N
)

E»
Aty




4

Prelude

gt 4
¢ s P LY 4 ry
r J[ L) II' ‘H' Ul f y & f O
T l 19 . I 2. |
‘1
2 . 2
v 4 1@ — —t > 4 i
2 . J
£ 1 £ k3 1 E3
3 |

Andante

>0 - ‘&H:“:Eé:é'—ﬁ-i—*&“ | 1‘4'424 P %4_4_:%_%'_
€ 0 D 4+ & 0 D <.,

== = —— = =

o Pos.VI + + T

b
N
PR SE e 20

CL

+..Ji—

x

o % 1l-y

.C.al Fine




Seventh Position “

Scale of G Major
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Dancing Waves
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STUDY IN POSITIONS
(IN THE FIRST SEVEN POSITIONS)
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Eighth Position
Scale of Ab Major
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Ninth Position

Scale of A Major
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In passing from one position to another, it by a cipher (0), placed before the note: as in

will often be expedient to make the change | the following examples.
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(Glide - Glissando - Slide

The Glide, indicated by an oblique line placed
between the notes, is performed on the guitar by
sliding the left hand fingers over the frets,from
one note to another: the first of which is struck,
and the second heard, only from the continued vi-
bration of the string. It is necessary of course,
that the fingers while sliding press the strings
firmly: in order that the principal notes be dis-
tinctly heard. Furthermore, unless the glide is
to end in a principal note, it is written as lead-
ing from a principal note, to a grace, or glide
note: and the notes following it to be struck
immediately after. The time of the gracé, or
glide note, “contrary to the usage of musicians’]
is taken from the preceding principal note.
Glides of two, three, or more notes are performed
by sliding the fingers on as many strings —
all at the same time. In performing the double
glide, it is sometimes necessary to change one
of the sliding fingers; in such cases, the change
or substitution, is made at some point between
the principal and glide notes; generally, at the

next fret above or below, Where the glide begins.

The substitution of the sliding fingers should
be accomplished without affecting in the least,
the vibration of the strings. The explanations of
the examples which follow, will serve as a guide

At A, the glide is from one principal note to
another, and ends in the principal note.

At B, it is from a principal to a glide note;
the principal note following it to be struck
immediately after. Observe the substitution
of fingers in the third measure.

At C, the glide is from a grace to a principal
note, with substitution of fingers in the second
and third measures.

At D and E, it is double: being from prin-
cipal to principal under D;and from principal
to glide notes under E. Substitution occurs in
the last two measures.

At F, the long glide on the D string, is ac-
complished by the substitution of fingers: indicated
by the figures on either side of the principal

- note E.

At G, the contraction and expansion of the
fingers, is to avoid substitution while gliding

At H, the glides consists of three and four
notes; with substitution of fingers in the third
measure. ‘

At I, the glide is from an open string as-
cending, and from a fingered note to an open
string descending. This in reality, is a com-
bination of the slur and glide.

in all similar passages. °
EXAMPLES OF THE GLIDE
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The five following pieces are for the practice of the glide.
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Expression

LEGATO

By expression in music, is meant the proper
rendition of a piece, with regard to the differ-
ent degrees of speed and force. The smooth
connecting and blending of tones, by means of
Legato, and the separating and severing of
tones, by Staccato. Principal ideas accentuated,
and less important ones subordinated: as for

STACCATO

VIBRATO

instance, in the case of a melody with an ac-
companiment; the melody should be prominent,
and the accompaniment somewhat subdued. To
do all of these,a correct analysis of the compo-
sition must be made; and all marks of eXpression,
tempo, acceleration, retardation, and all
changes of movements carefully noted.

LEGATO

Legato is the smooth flowing of the tones
into each other, without interruption; giving
each, its full value. It is often indicated by the
slur or legato mark, placed above or below the

notes. On the Guitar, it can only be properly
performed by carefully sustaining the notes
for their entire time; whether accompanied
with, or without the slur mark,

STACCATO

Staccato is the separating or shortening the
notes of their time value, introducing rests be-
tween them as it were. It is indicated by the
word staccato or its abbreviation, stacc.; and
by dots or points over or under the notes. The
several kinds are the following: Pointed stac-
cato_the notes being held one jourth of their
time. Semi- staccato, indicated by dots_the notes
being held ome half of their time. Legato -
staccato, (also called Semi-legato), and indi-
cated by a slur and dots_the notes being held
for three fourths of their time.

On the Guitar, staccato is performed by
. stopping the sounds, by letting the same fin-
gers fall back on the strings, which set them
in vibration: or, by placing the palm of the

right hand across them: or by the fingers and
thumb, and lower part of the thumb, by letting
them fall on all the strings at once. The last
way is preferable to the others, as the position
of the hand is not displaced, and there are no
sympathetic vibrations from any of the strings;
as all the notes are stopped at once; whether
one or more are being played. Sometimes the
Legato and Staccato styles are united in a
Guitar Solo, the melody being played Legato
and the accompaniment Staccato. In such
pieces, the notes of the accompaniment are to
be stopped by the fingers which strike them,
while the finger that strikes the notes of the
melody must be held off from the strings.

VIBRATO

One of the most beautiful effects in Guitar
music, is the Vibrato, indicated by a wavy line
(m) written over a note or chord, and executed
by a tremulous motion of the left hand, extending
to the finger on the string, and producing the ef-

fect of a slight deviation, from true to false in-
tonation. To acquire a good vibrato, the hand and
thumb should be free from the neck; the finger
of the left hand firmly pressed on the string,
and the hand and finger, or fingers, made to quiver.



MUSICAL EXPRESSION MARKS

Explanati.ons of the marks, .

words and abbreviati i i iti
> 7 ‘ 1ations used in musical compositions may be
found in the dictionaries of musical ; ’

terms. The more important of the signs only, will be here noticed.

Degrees of Power

e B T e T e B e Bt adat ot T TSt S

Pianissimo  Soft as possible,. Abbreviated pp
Piano Softly, ‘

Mezzo Medium, i . . . £ m
Forte Loud,. . : : . . o f
Fortissimo  Loud as possible, . . . i ff

Certain combinations or modifications of these degrees are often met with, as:

Mezzo piano Less force than Mezzo, Abbreviated  mp
Mezzo forte  Greater force than Mezzo, . ; ‘e mf
Forte piano Loud and immediately soft, : X Jp

Abbreviated c¢res. or =

decres. and by

Crescendo, . Gradually increasing in force,

Diminuendo, or, Decrescendo: Gradually decreasing in volume of tone, “
the sign ==

Swell, Gradually increasing and diminishing the volume of tone, Indicated by cres. and decres. or

dim., and by the signs ——— —

Forzando, or, Sforzato, With sudden force. Abbreviated by fz or
> 0r A.

.gﬁ. and the marks of accent,

To show that the time of a piece is to be quickened, the terms, Accelerando, (Accel), Piu mosso,
or, Stringendo, (String.) is written over or under the part so affected. To indicate that the time
is to be slackened, the terms, Ritenuto, (Rit), Slentando, or Rallentando, (Rall.) is used.The term

Calando, (Cal.) indicates a slackening of pace and decreasing of the volume of tone.

Examples of Legato and Staccato
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EXERCISE FOR STACCATO AND LEGATO
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The f;h\hﬂlowing pieces are for the Practice of the positions, glides, and bar.
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By Minor
(RELATIVE OF Db MAJOR)

Scale Melodic Form
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The three Minor Scales which here follow, are enharmonically related, each
| same fingering is applicable to both, viz: Eb to D§, Ab to Gf, and Aé to Bb minor.

Eb Minor

(RELATIVE OF G MAJOR)
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Enharmonic with D Minor.

Scale Melodic Form
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At Minor
(RELATIVE OF C§ MAJOR)

Scale Melodic Form
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THIRDS - SIXTHS-OCTAVES - TENTHS

In executing scales and passages of thirds, sixths, | when ever possible: and without producing the effect
octaves and tenths on the Guitar, the fingers are | of the ghde The fingerings as here given, are not ar.
moved smoothly from one fret or positiontoanother, | bitrary and may be altered tosuit a particular passage.
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SCALES IN SIXTHS
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SCALES IN OCTAVE
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SCALES IN TENTHS
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Harmonic Sounds

Without entering into the theory of harmonics,
excepting to remark, that these peculiar sounds
emanate from a vibrating musical string, when
divided or sub-divided into equal parts,_ from

two to twelve, or more. On the Guitar, these

vibrations or sounds may be produced in several
ways. The Natural Harmonics, the first to be
noticed, are made by touching the string very
lightly with a finger of the left hand, at the
moment of striking it with the thumb or a finger
of the right hand. The place of the left hand
fingers in touching the strings to prodice har-
monics, is at, or near the fret, or between the
frets. The frets of course, have nothing to do
with the sounds, they merely serve as a guide
in locating the exact division of the string.
The manner of writing and indicating har-
monics and their place on the string, is not
uniform with the writers of guitar music:  some
simply number the string and fret on which a

Harmoniocs on the

required harmonic is to be played; others write
them, as all notes of the guitar are written,
one octave higher than their true pitch; others
again, write them one octave below,—at their
true pitch. Undoubtedly it is more consistent
to write them as all other notes of the guitar
are written, _ one octave above their true pitch;
yet, there is some advantage in writing them
at the lower octave or true pitch; especially for
simplifying the reading of the notes of the
higher sounds. Therefore, in the following
lessons, both methods will be pursued: and in
some instances, in order to be as consistent as
possible, the octave sign &2, will be written
above the notes to indicate their pitch and
position. The first or fundamental harmonic
on each string, is made at the 12th. fret, fol-
lowed by those occuring at the 7th, 5th, 4th, be-
tween the 3rd and 4th, the 2d and 3rd, and the Ist
and2d frets; as illustrated in the following example.

Bass E String

va--cmtm
“u.# o r ) ore 'ﬁ* =
o W @
7.
= (2
ra
Fret 12 7 5 4 3 2 1

In the above example, the vertical bars rep-
resent the frets: the black dots the notes; and
their place on the string is shown by - their
relation or nearness to.a particular fret. The
octave sign, 8% signifies that the harmonics
sound an octave higher than the written notes.
To produce them clear and bell like, strike near-
er the bridge than usual, and immediately remove
the left finger from the string. It should be un-
derstood that harmonics on all the strings are
found at the same places as in the above example:
and it may be remarked, that some of them have

a number of duplicates at certain other frets or
divisions of the same string; and also, that some
harmonics are common to two or more strings;
and furthermore, that ¢ll harmonics on each
string, are duplicated in moving from the 12th
fret toward the bridge, and in the same ratio
as in moving from the 12th fret toward the nut.
For practical purposes, the only available har-
monics are the seven first on each string. These,
written at their true pitch, and also at the oc-
tave above, (as represented by the black and
white notes), are the following.
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TABLE OF NATURAL HARMONICS
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HARMONIC EXERCISE

Written at the lower octave, with 822
a note indicates the left hand finger.

109

above the notes, to indicate their proper place. A figure before
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Harmonic Exercise on the 1st, 2d and 3rd Strings

_Written 'at the lower octave or true pitch, with 872 above the notes, to indicate their. proper place.
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, Sixths, octaves and tenths are to some extent, playable on the guitar:

Double Harmonics in thirds

as in the fo]lowing.
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Right hand harmonics are properly made by
resting the side of the right thumb very lightly
on a string, twelve frets from an open or a fin-
gered note; and striking with either the first or
secoqd finger, and immediately raising both thumb
and finger off the string. The notes are written
as if they were to be played in the regular manner;
leaving it to be understood, that harmonically, their

Chromatic Scale

RIGHT HAND HARMONICS

real position is an octave higher. Th,'_e‘f left hand
fingering is indicated by the figures placed
before the notes; and the fret at which the right

thumb is placed, in making any one of these har-
monics, is shown by its numeral written below the

note. With this method, all notes of the guitar are
playable in harmonics; even the natural harmonics

may be thus executed.

All of the above— or any other right hand har-
monics — may be sounded an octave highen: by plac-
" ing the right thumb lightly on the string five frets

String 1st
;9 6th —  5th ,  4th , 3rd — 2d
—— Tt —t—7
2o} — e e T T e o e s e
e i o ¢ < g 2T 34 ' R
o 1-‘%#4[8#*## o® 1#‘“" ¥ 23415 16 12 314 15 1213 M15 16 213 U115 16
Fret 12 13 1415 16 12 B M5 16
A 1 , 3rd . 4th . 5th . 6th :
¢ I =t N — |
e e e e e e 2 R T ST e e e : i
o T 1 tb—r”‘z‘i’ibi r C L
n 1615 14 4 2T
B12 1615 141312 1514 1312 61514 B12 5T 1633 b14 11?3012
Melody
for the practice of right hand harmonics
Moderato N
= t e T T 1Y t T T t 3
0 ) 104 Y 1 ! 1 ¢ 1 ) (N 104 ©
Fret 4 12 13 15 13 12 2 15 14 22— 14 12 13 15 13 12
- _l T i 1 | | A t
e T etthr s T e L 1
ry) ' 1 T e —— ¥ T 2 1
1214 1314 13 16 4 12 13 1513 12 15 14 12— 4 12 B 12
12 15 14 12
3 'D'J: 3 —> I lggg i 3 ";g
T8 { } { T O o : 1 © -"F—zﬂ 1 1 1
XD . kA& 1 - — t ] =
J 15 13 Z—'16 12 15 12 13 V) 5 12 13 14 2 16 4— 12 13
1 N | l lT " ”2 < |
Y 5 § 1 B 1 X 1
;@#cg' Fee? TG == ¥
[y ! - v * u-r = * *
= 5—1n1 55 ¥ 12 15 1413 16 12 14 3
12 15 12— 1? 12 15 14 12
| N ; ;
/1 ; } 1 O I lf > = 1 I L _3.?_._*'_—‘——
= :vl‘ st r N L .9.4°_£__#_0.‘: {F. iz 1 i t
% 12 18 15 13 12— 15 ¥ 12— 4 2 1B 12 15 13
P‘ [N | L=
[ A | S % T i T . —
e e e e e T E
1 | - (Y 1| 1 1 I Y T
T T ] - T z’g !
27— 16 2— 15 1§ llz“l‘g { 4 58— B— 15 14 1B 15 14 5 13 4—
1 : - 1 t = 4]*; — - = T 177)
:
e . e
— 15— 13 1B 15 14 B3 1512 4— 12 15 13 l’14 Bovee P 15 12
&
# EE —4-— } ) - 3 r ”i '#pm
1y ! f ! ,i it:ttq 1 T T i 1%%@
e 1 T 1 T 1 T ? =
B 15 12 B 12 1B 4 5— B— 15 12 15 13 8171513 12 13 15 ,;E
poco a poco rit. . . . - -13

from the fingered note: or, by placing it at what
would be, the twenty-fourth fret from the fingered
note and striking the string with a finger.
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the f(‘);]]()“'i?g piece_Silvery Sounds Waltz__ | are the harmonics; those with stems up the ac-

exemplifies right hand harmonics played with | companiment: the latter, fingered and played by
an accompaniment. The notes with stems down | both hands in the regular manner.

Silvery Sounds Waltz
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ARTIFICIAL

Artificial Harmonics are so called and dis-
tinguished, from the manner in which they are
made: which is, by firmly pressing a stringat
any fret, with the first finger of the left hand;
and then touching it lightly with the third or
fourth finger of the same hand, (as may be re-
quired), at the 5th, 4th, 3rd and between the
2nd and 3rd frets from the one at which the
first finger is placed; and striking the string
in the usual manner, with the thumb or a finger
of the right hand. The harmonics thus produced,
correspond_relatively__to those made in the

HARMONICS

natural way, at the 5th, 4th, 3rd and between
the 2nd and 3rd frets. In the two examples
which follow, the lowest or black note, indicates
the fret at which the first finger is firmly
pressed; the second, or middle note, the one at
which the third or fourth finger lightly touches
the string; and the highest note, the harmonic
sound. A1l harmonics occuring between the frets
are found by experimenting, as it' is not always
possible to note the exact place of the left hand
finger on the string. The harmonics sound an

octave higher than the written notes.

4th °

String — 6th 5th. o ©
O —_— —
Sva o © b o = 2 a B8 =2 ==

s o %“ : —

8th
l;'fnger 1“' W
Pos. V . 1st

g 214 re EO o Cfo . Ghn (E)
0 — — = —
= = = = 1othg 9th#1-9 Sthbl-? 7-83 7'8§'

Diatonic and Chromatic scales may be played
with the above method, by moving the first and
fourth fingers at the same time; each, to the

next note or fret, above or below: as in the
following example.

Chromatic Scale in Harmonics
according to the above method

String — 6th 65th 4th

f g 1L o "A 3 c (\“ u#n 1'110
1L s 4% e e o

Fret 8th4-© 934, © 1 1o 1 _ ;
o Finger 19 1 4## 1t T4 o om Y Vi vili m v v v VI

Position III v v VI 2 p it

_ - s -
o - e .o
9 #n loco it s 124#:5 8+e 94# 1041! U T
. ' —
v v VI VII I v v vi VI




UNIFORM FINGERING OF MINOR SCALES

The Minor Scales as here presented are uni-
form in their fingerings; and each given in two
positions; as indicated by the Roman numerals
written below the staff and notes. The form is
mixed; the Melodic ascending and the Harmonic
descending. The Nut position_ in the Scale of G
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Minor, is so named because the first finger of
the left hand is placed on the nut, as if the open
strings were really to be caused by that finger,
instead of the nut. In general, this scale would be
fingered in the first and second positions, in-
stead of the nut and second.

A minor
Melodic Harmonic Melodic
& e —— Y [ O |
== |
el B 2 & 18
. o . 1 -
& o 1#33 ¢
b II
Bb minor : : .
f. ¥ (Same fingering as A¥minor) 1@; 2."‘4!’3@1hﬂ, 5
2 Y ) - t —H_JL H ——H— o i .
) s ¥ l =ty s#¥ a0
Pos. IIl——  V 111
B minor

i

é» 2042204
Lt . - I [ Y]
1 1 1 = ' 1 1 1 1 1 ) : }:‘_
Lt 1 = 1= 4 L ! —1 — . S
J ay T [ .

Pos. IV— oo VI

v
L H ¥

. R
/.. /A U

Pos, V——VII

A\’
C8# minor ﬂ# !4£$—'1#P3hf
e =t=—————c=
D), o3 L ﬂilﬂ;,:d“"' 239
Pos. VI —VIII VI
D minor 20482 b
4| 1 93
spthahe e g
e e e L E= ﬁ
D] £ 3
Pos. VIl ——1IX VII
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T | B
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G# minor (same as Ab minor)

1§ EV 1]
—r =

=2 B 1 i1 1 1  § ]
2 NPT {fﬂ

Tt 4 4 5 2

Pos, | — 111 1 1#'81 :
Gm1|nor - . . . e
#": e —— oo

o 2y 0 1 o ]
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Uniform fingering of Minor Scales_continued

The fingering of the following: minor scales | extension of the fourth finger for some . of tl?e
differ from the preceding, in having the left | notes; and it may also be stated, that .Wlth .thls
forefinger bar across all the strings and each | method, both the Melodic and Harmonic Minor
scale fingered in the same manner, without the | forms are playable in their entirety.
hand moving from its position: this requires an

A minor
Melodic Harmonic
Grand Bar 130 %
g ,IW RS e N 1-r IV 1?
Pos.¢
Bb minor o

)3
R T
O S PO o e ) R ——

Pos. VII

C minor.

.-f‘-'__---'-
£.. VAR SN OIS N SRV ten
LYV AR LA M

(oW of 31
- o
(o 12 &'1]

1
Pos. VIII

i)

" 4
C# miner #if‘#l ]

el ol
Pos. i X T Vi IX

o, 1 ! |
+ EETRA

=2
Pos. III

I  III

F§ minor ; A
I TEETTT =
Pos. II 1 1

F minor




Time "

All deszcngtfons sz tirfxe,.are only derivations
from the z, 4 and j varieties: as explained and
illustrated in Book One. In addition to the ex-
amples found therein, there are many other
divisions and sub-divisions, which occur fre-
quently enough, to warrant some explanation of

them; as in the following. 12‘ time, composed of
two measures of % time, is counted four to a
measure; one for each half note or its equiva-
lent. Measures may contain one Breve, or double
whole note: made thus; |o|, ||o]|, or E; or any
combination of notes, of equal value.

Count 1234 12 34 123 4 1 2 3 4 12 3 4 & 1 2 34 &
a—" t —2"

N — T — e — #Trp—_?i J 1

o 7 ' i - === 1

? time, composed of two measures ofg time, has three whole notes or equivalent; and counted
three to a measure: one for each whole note.

Count 1 2 3 12 & 3 1 2 3 12 & 3 1 & 2 3 123

—T%WV: [ @) [ 8 ) © o= 7 H— 4 — — = o 11’) [ 8 ) = ? (9 S s
1 1

S, ; !

% time, is counted two beats to a measure, one for each eighth or its equivalent.

Count 1 2 12 1 &§2& 1 2 1 2 1 2 12 anda 1 2

1\% 1 1 A{P 1 1 }] 1 1 L] 1 4 171 .7 .

PY) - r hﬂg |4 _3:

‘% time, has six sixteenths or their equivalent in each measure and counted like

or six: according to the speed.

g time, two

Count 1
quick 1 2 12 12 & 2 & 1 2
SE=—— S====
_JL;)TI ) 1 1 . D 1 { | 1 [} 4T__4 D
?2},‘,’;‘1 2 3 4 5 6 123 456 123 45 6 1 2 3 45 6 12 3 45 6

l% time, is counted like g time, three to a measure, comprehending three sixteenths or their
equivalent to a count.

Count 1 2 3 1 ‘E 3 1 & 2 3 & 1 2 3
== e A i o o e e |
® ‘.[] L J'I ? 1/ ‘, (] * 1 | |

{% time, is counted like

equivalent to a count.

Count 1

2 3

185
S A §

4

1

2

AN

-r.

-r’.‘

‘1? time, four to a measure, comprehending three siXteenths or their

3 :}‘j
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Compound measures of five and seven beats
are sometimes encountered, and according to
the style of the composition, begins with either
the even or uneven portion of the count.'Ztime,
is composed of § and 3 time: § time, of § and

g time: Z time, of g and 2 time: g time, of g
and% time; and each kind beaten in accordance
with the division of the notes, as shown by
the dotted lines in the following example.

2 3 3 2
4 + 5 gy
erT 2 g i 2 3 2 :123 T 2 3 i1 2 123 12
3 |
! { —f—jt[ J - e s o S ™ £
g . et l
2 3 3 2
Beaten 8 2 +'13 3 12 123 ? 2 3 -!-‘1; 2 123 y 12
lﬂ.—} - —= e
G - — ! F = |3 =3
1 H . '
3 4 4 3
Be ten4 +4 4 +4
1 2 3 11 2 3 a 123 11234 1 2 3 4 i1 2 3 1234 123
TPt e o o
SEREEEESS e B =
3 +4 4 +3
B 8 8 8 8
eaten 3 3 1 2 3 4 123. 1234 1 2 3 4 :11 2 3 1234 : 123
i e e e e —_——
U i ¢ 1 ) | | S——— | I i 9 : 1 T 1 T i’ ! : ‘%7 1
ACCENT

Accent, as briefly explained in Book One, is
the emphasis given to certain notes, and indi-
cates their place or position in a measure.
There are two kinds of accent, the Natural and
Expressive. The Natural accent is the basis of
all rhythmical motion; it isthat unconscious force
which falls of its own weight on the same part,
in each recurring measure. In musical compo-
sitions the Natural accent is never marked; but
in order to indicate the place of the different
degrees of accent in the illustrations, the fol-
lowing signs will be made use of: (A) for the
chief or strong accent; (=) for the secondary or
weak accent; and (-) for the tertiary or lower
order of accents. In measures of two beats,
such as, % ,% % time, the accent falls on the
first note of each complete measure: viz.—

A A A A A A
Srliel PP EEd ad
In measures of four beats, there are two accents;

the chief accent on the first,and the secondary,
on the third member of a measure: viz, —

$0430134301%3434134741
In measures of three beats, such as i g time,

there is a chief or strong accent on the first,and
a secondary or weak accent on the second mem-

AT AT A -
ber of a measure: viz. § E_U”%r Fr "g FPF I
If the notes of a measure are converted into those
of lesser value,the number of accents are increased
in proportion to the number of notes; as:% 51;1 |

AT A .T i A.T.A.7T. A =
TRGRN TNTR| FREGRFRR R38R
In measures where the notes are divided into groups
of threes, such as triplets and those found in i g 52
}% time, the accents are governed in the same manner
as for triple time. When for special effect the accent
is transferred to a part that regularly isunaccented,
we then have what is called the expressive accent.
This frequently occurs in syncopation, or when it
is intended that a particular note or chord is to be
prominent. No set rule can be given for its intro-
duction, as each composer or performer is governed
by his own feeling. Furthermore, the marks of ac-
cents should accompany all such transpositions.
Much more detail concerning accent might be
added,'but in a work of this kind, it must, of ‘neces-
sity be curtailed. Its introduction here, is mainly
for the purpose of acquainting the student with
the manner of interpreting the divisions and sub-
divisions of the various kinds of time; and the
more thoroughly the subject is understood, the
better equipped one will be, for reading, com-
posing and performing the music.
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Dance
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The Tremolo

By Tremolo is meant a more or less rapid
repetition of the same note or chord, and is
Pf’ffoﬂned on the guitar by various methods of
right hand fingering. Thus,there is the one,
two, three and four finger styles of tremolo.
The regular one finger style of tremolo, is
exclusively a finger action; and may be de-
S(.:ribed as a swinging motion, operating prin-
cipally from the second joint. The tremolo is
executed by striking the strings forward and
backward with the end of either the first or sec-
ond finger; and requires the careful training
of both fingers, in order to develope their
independence in this style of tremolo. In this
connection let it be said, that on account of the
greater length, strength and flexibility of the
second finger, it will sometimes be more avail-
able than the first. However,the choice of fingers
rests with the player, who should school them,
so as to be able to change from the one to the
other without the least inconvenience; thus re-
lieving the strain, consequent,when one finger
alone is used; especially in passages of long
duration. The forward movement is performed
by striking the strings with the fleshy part of
the finger, and the backward movement by strik-
ing them with the nail: and, as the speed is
increased, the tendency is to use the extreme
end of the finger.

Another form of the one finger tremolo, is
to place the thumb across the first finger_as a
support, and strike the strings down and up,
with the end of that finger, using a loose wrist
motion, similar to that employed on plectral
instruments.
The two finger tremolois executed .by strik-
ing the strings alternately, with the fxr:ct and
second fingers; or, the second and third fingers;
or, the first and third fingers; or, the thumb and
one of the fingers: beginning each, in t?xe order
named, or the reverse: according to requxren'lef]ts.
The double tremolo is performed by.strlkmg
two strings at the same time with the. flr.st and
second fingers; each striking a string 1f the
manner described for the regular one finger
tremolo, at A .

The three finger tremolo is performed by
‘ striking the strings alternately, in the follow-

ing ways: with the first, second and third fin-
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gers: with the third, second and first fingers:
with the thumb, first and second fingers: with
the first, second, third, second, first, second,
third _ and repeating in this order until the
passage is completed. It will be observed with
the last way of alternating, that the second fin-
ger follows the first and third, striking twice,
to once, each of the other two fingers. This
manner of fingering is especially desirable for
rapid and even tremoloing. It is not easy and
will require much practice before it can be
brought under absolute command.

[F] The four finger tremolo, is performed by
striking the strings alternately,with the thumb,
first, second and third fingers; and repeating
in this order as often as required.

The combination of the tremolo and the
trill_ mentioned in the chapter on the trill, is
executed by tremoloing rapidly and alternately,
the principal and auxiliary notes of the trill.
The tremoloes best adapted and most effective
for this purpose, are the regular one finger style,
“explained at A} and the last mentioned way of
the three finger style, “explained at E”

With all the tremoloes_ excepting the one fin-
ger, plectrum style, (explained at B), the right
hand and wrist is held as quietly as possible;and,
without resting any of the fingers on the top of
the instrument: though occasionally, the thumb,
or one of the fingers, may rest on one of the
strings _ at the discretion of the performer.

The tremolo may be indicated in three ways:
1st, by writing out the notes in full: 2d, by ab-
breviations; (see page 9 in book one): 3d, by the
slur mark, accompanied.with the word tremolo.

To be effective, the tremolo must be executed
rapidly; yet, in keeping with each particular style,
and also with the character of the composition.
The number of strokes to be played, are not al-
ways indicated; but if the time is accurately
counted, the strokes will take care of themselves.
Naturally, at first, the practice must be slow;
gradually increasing the speed until the greatest
rapidity is attained. If the tremolo occurs on a
pause, it is prolonged beyond the time of the
note, and a slight break, or stop made, before
proceeding.

When a bass note or an accompaniment is
played with the tremolo, it is performed by

B
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the thumb; and the mode of attack is of prime
importance; for sometimes a bass note or chord
precedes the tremolo, but so closely connected
with it, that it really becomes a part of the
tremolo. Again, the bass or accompanying part
commences with the tremolo; in such cases, the
parts are to be struck precisely together.
When ever a chord is tremoloed, the finger,
or fingers, each in its order, according to the
style employed, strikes all strings included in
its structure; and as rapidly and evenly as

possible. The various styles of the tremo]Q for
guitar, has never before been fully explained;
and the manner of their execution has largely
been left to the imagination of the player; there-
fore, hereafter, on all compositions of the
Author, for Guitar, introducing the tremolo,
each style will be indicated by its fingerings,
or its particular style name. '
Letters accompanying the tremolo exXercises
and pieces which follow, refer to .their cor-
responding style in the explanations.

The following examples,“marked A” are for
the practice of the regular one finger style
of the tremolo. The forward movement is

A .

marked V, and the backward movement M. The
dots indicate the finger to be used, each of
which, is to be practiced separately.
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Lento X simile
£ Vv
4 zZ =z éi z Vk 4 1J ' | A
= ) o oo &
L

TTTTF 5 P T TT
TREMOLO

Example of the first finger, plectrum style; as explained at B

B Andante
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TREMOLO

Examples of the two finger style of the tremolo; as explained at‘C." Observe the different fingerings
for right hand; marked above and below the notes.

Allegretto
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TREMOLO

The following, “Reverie,” has six right hand fingerings marked; as indicated by the dots
above and below the notes, in the first three measures. Practice each way separately.
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Reverie
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DOUBLE TREMOLO

In the following, “Melody,” the tremolo is executed with the first and second fingers; as indicated
by the dots above and below the notes; and in the manner explained at “D”

Melody
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The following piece, “Arioso)” is executed in the three finger style of the tremolo; as explained

in the first two ways at “E”

Arioso
Andantino Bag
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The following piece exemplifies the three finger style of tremolo, according to the last men-
tioned way explained at “E”

Rapid even tremolo

Twilight Dreams

Andante Ballad
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THE TREMOLO TRILL

In executing the above combination, the trem-
olo and trill are performed simultaneously: that
is, the trill is played in the usual manner, while
the tremolo alternates from the principal note
to the auxiliary note of the trill. It is impor-
tant, of course, that the tremolo be rapid and
uninterrupted for the time value of the note
that is trilled; and regardless of the number of
notes played tremolo, on either the principal
or auXxiliary. When occuring om a pause, or
the time is retarded, both the tremolo and trill

are prolonged, in accordance with the effect de-
sired.

The tremolo - trill, is indicated by dashes, _“t"
represent the tremolo and by the abbrevia-
tion “¢r” to represent the trill. The dashes,
(generally three or four), are placed through
the stems, or over, or under the notes; but they
do not always express the exact number of notes
to be tremoloed; as this is governed by the speed.
When the trill is finished with a turn (1), or fol-
lowed by a flight of notes (2),the tremolo is re-
leased before the expiration of the time of the
principal note; so that these extra notes may be ex-
ecuted within time lengths.When a pause ora caden-
za, or both, are introduced, the regular time is sus-
pended (2).

G | TREMOLO TRILL
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When the tremolo - trill is performed on a note by beginning it slowly—without the tremolo —and
with a pause, especially at the end of a phrase, | gradually increasing the speed, followed by a rapid
passage or composition, the effect is intensified | tremolo trill; and finishing with a very slow turn.

Example
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C Major

REVIEW OF THE MAJOR AND MINOR SCALES

in the Different Positions
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An Easy Road to Harmony Land

Armstrong’s Harmony

for
Fretted In$truments

A NEW SYSTEM OF HARMONIZING AND ARRANGING MELODIES

FOR GUITAR, HAWAITAN GUITAR, UKULELE, TENOR BANJO, STAND-

ARD BANJO, PLECTRUM BANJO, MANDOLIN, AND ALL FRETTED
INSTRUMENTS.

LR

The clearest, brightest and most lucid presentation of harmony ever conceived.
ARMSTRONG’S HARMONY lights up the dark places, unfolds the simple beauty

of the study and opens an easy pathway to success.

ARMSTRONG’S HARMONY is a text-book of which the fraternity may well be
proud. For the teacher it will be invaluable, for the professional artist a refresh-
ing change from old-style methods, and for the ambitious student it offers a safe

road which he can follow with confidence.

Hundreds of melodious examples and exercises are given, many of them showing
five or six different ways of harmonizing a melody.

ARMSTRONG’S HARMONY consists of two parts bound together in one vol-
ume. The parts are not sold separately. Part I deals with the theory of the art

and Part II the practical side as applied to all fretted instruments.

x Sl n}
VITH A NEAT COVER
HANDSOMELY BOURD b kaien v corors PRICE $3.00
(Sl B
Published by

WM. J. SMITH MUSIC CO., New York City
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ASK YOUR DEALER
FOR THESE

WM. J. SMITH MUSIC CO., Inc., PUBLICATIONS

THE Most THOROUGH GUITAR METHOD PUBLISHED

WILLIAM FODEN'S
GRAND METHOD

FOR

GUITAR

ALL the elements of music made clear; the different h

———

kinds of time minutely explained, with wonderful

DUETS FOR TWO GUITARS

BY

WILLIAM FODEN

THE increasing popularity of the Spanish guitar, and the de-
mand for music in duet form for it, has induced Wm. Foden,
the celebrated guitarist and writer, to compose the following

new and original music.

Foben’s GuiTAr DUETS

FopbeN’s Guitar Duers

lessons and pieces in the various keys.

PusLisHED IN Two VOLUMES

Book No. 1

Price $1.25

Book No. 2

$1.50

Price

Book No. 1 Book No. 2
For first year players For second and third year players
CONTENTS CONTENTS
Flowery Dell Waltz Allemande
Piccadilly March Sarabande
Swiss Dreams Menuet
Spanish Carnival (Bolero) Gigue
Silver Seal ‘‘Fox-Trot" Courante
Panarama Mazurks Gavotte
Buccaneers Polka Bouree
Mmt:,:::.s;::m and an extra number “PETITE
Cantilena OVERTURE” for three guitars.
Price, Book No. 1 Price, Book No. 2
75 cents $1.00

—

SMITH'S SONGS FOR GUITAR

Tuis collection of FIFTY-NINE songs includes many old
favorites and a number of comic songs both new and old, which
have never before been published with guitar accompaniment.
The accompaniments range in difficulty from the very simplest
suitable for first-grade pupils, to those requiring considerable

skill.
CONTENTS
Abide With Me My Oid Kentudty Home
Alasbama Oh! Dem Golden Sli
Aloha Oe Oh, My Darling Cl.emmdnc
America Ohl
Angelina Baker There Was an Old Geezer
Annie Laurie Old Black ks
Auld Lang Syne Oid Uncle Ned
o Oree: Two. “Three B
‘WO, ee, Four

Comin® Thre the Rye Over the Bamister
Dixie Land Paloma (La)
Drink to Me Only ’-rod&d
Far Aw.& Poor Slave
God Bsy nhld‘ You guﬂ P it e))
Good Bye, Lover, Good Bye ustic uty e,
Good Sw: f Santa Lu
Holy Night! Silent Night! Soomian Cavaliey rightest

t t t valier
I Dreamt That I Dwel Star S; ed
1 Sing to Thee Sweet
Jingle Bells Then YoullRemember Me
Lather and Shave This Blue Forget-Me-Not
Lauterbach Those End Young

Ua Like No A L
ten to the Mocking Bird Vive L’Amour
Aoon Soni)ov Whoa, Mule, Whoa
(E il e Song) Who's Dat ?
a's (Foster) When I Had But Fifty Cents
Boy When the Corn Is Waving
e
Price, $1.00

——

POPULAR SONGS OF OTHER DAYS

EsPEcCIALLY ARRANGED

FOR

GUITAR DUETS

RevIVE old memories with this most unusual collection of pop-
ular songs of other days. We invite you to obtain a copy of
this folio and enjoy the rhany happy moments it will bring you.

CONTENTS

Let Me Call You Sweetheart

The Sidewalks of New York

Silver Threads Among the Gold
Mandy Lee

Say "Au Revoir’’ but not *“‘Good-bye"
On the Banks of the Wabash

Red Wing—“lntmnezzo"

You're the Rose of My Heart

I Love Only One Girl

Way Down Yonder in the Cornfield
When the Blue Sky Turns to Gold
Uncle Josh's Huskin' Dance
Whistling Rufus—*‘Cake W

Andk several other old favorites you will love to play, are in this
boo
Price, 75 cents
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““SMITH?’S’’ for the Best in FRETTED INSTRUMENT MUSIC
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SMITH

presents--

REMICK,S e \'.- PR 3 - 13,:’ o A " H
HAWAIIAN GUITAR FOLIO | . 2 = W 40k

Solo, Notes and Diagram,
with Reg. Guitar Acc.

Price 75¢ \ 5 . g f A 1
I'\" ANGED AS ._T;
REMICK’S r—— "
GUITAR FOLIO Pick Style .j % £
Solo & Accomp., with Piano Accomp. ' ;
pric‘ 75c ” ‘i SOLO AND ACC(’;;:‘P::%E:’: E—’:&i’l"l’Yl'(LEIANO ACCOMPANIMENT o
REMICK’S
TENOR BAN]JO FOLIO
Solo & Accomp., with Piano Accomp. i
| ACOLLECTION OF 15 OUTSTANDING
Price 75c¢ HITS OF Tuelnmngo LONG AGO [ ¥
DOLIN 7 B ot
MANDOLIN FOLIO SIEEL Y DT ON YOUR OLD GREY BONNET"
Solo & Obbligato, with Guitar Accomp. ; .| "CANADIAN CAPERS"
AR *I'M FOREVER BLOWING BUBBLES" ;g
Price 75¢ _' s CENTS
REMICK’S o s = €O
PIANO ACCORDION FOLIO f:: - AT e
Bass and Treble Cleff

Price 75¢

Each Folio Contains 15 Standard Hits

* Japanese Sandman

Till We Meet Again Canadian Capers

Shine On Harvest Moon Pretty Baby

Sunshine and Roses Memories

Garden of Roses In the Shacie of the Old Apple Tree
Put On Your Old Grey Bonnet A Little Birch Canoe and You

My Buddy I'm Forever Blowing Bubbles
Chinatown My Chmatown Madelon

truly MODERN PUBLICATIONS
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presents--

THE HOT
GUITARIST ricxsme

® From the pen of WILL D. MOYER -- considered by many as
® the foremost Authority on the Guitar to-day . . . . . -

CONTENTS
—————————-———
JAZZING OR BREAKING UP A MELODY,
; JAZZING OR BREAKING UP AN ACCOMPANIMENT
~ ARPEGGIOS THE BASIS OF ALL FILL-INS COVERED IN ALL THE KEYS AND
% VARIOUS CHORDS
) THE “FILL-IN" and “HOT LICKS"
TIONS ALL MODERN AND MUSICAL. NOTHING “DEAD".
EXAMPLES OF BEAUTY. EVERYTHING EXPLAINED.
'O DATE INVENTIONS. ALL TYPES AND RHYTHMS INCLUDING EVERY MODERN

- - .-
¥

S MLUSTRATED

f ThcseStandard Classics.

“LUCIA DI LAMMERMOOR". |




