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The standard hminj ﬁ Yhe jui?ar s
mjsiica\\j , very fymbo\ic. The 5%'595
rfzjyrc.sen% the nervous system of the jui’(ar.
The ju‘x’rar itself, is said to replicate the
jem'm'me jijure. The sound hole 15 the wonmd
jrom which the children —~ the musical notes-
are Yornt yresulting from Hee louily relation-
shi the musician and the i&jnic essence
of the )u\%&r.ﬁﬁfom jﬂaj'uy, the nervous
5jstcn1 (the s’rrinﬂs) must be )ﬂacea ina
harmonious state. This is Qone b) ac))us’c-

iy the head oj the jui’tar ,pbadsedon a
Hnowledje Ja'med bj a 109 acczuain%ance
with the cli)‘)‘eren’c j)oo's'lb'l’ries of :ﬁri:y—
harmonj re)a}ionsh}‘fs. /ﬁtroujh the  years
Phe system 9‘ ’(wliry has deve)?)aed irdo its



jfese)ﬁ’ jorm :

The two outer oh"mjs Cj the ju'll’ar
are the same note -k ; ):u’fje% L, there is
a broad expanse of ())i%ch between the
two. Fhese ouler 5’(1’195 represent Yhe
aoteric, yh stcal constitution ﬁ the

juﬂaré nervous emvodiment. There is much
to e\xjoeriencz Yehween these hwo :ﬁ'rhys)jei'
’chej are jre’(}j much Yhe same .

The next wo shri ngs, the Aand ¥he B,
rejaresen% a harmonj that requires consid -
eravle mental ejfor% To a)>)7recia%e, This
)1armonj ,a 5’(raye )1armonj ~nevertheless a
harmony = rerresen’w the mental -intellectual
a.sfects of the ju'ztar's musical qualities.
These J%rirgs are niore cmj ined than Yhe



outer 5}rirys - je% Hlej still cover 3 wide
range ?j ~ pitch. ﬁtey stimulate the mental

junc’rions n an ztﬁem)){~ Yo understan and
.’ilfj‘rrec'ta‘le theiy harmonj relation shija.
They seem Yo leave the listener inasory
of unrest, je-} this unyest 15 their
czualiy that 1s i;)pj)recia%ed..

= inanﬂ, Yo understand the rwo inner-

most stri ngs , one must have some Xnow-
ledﬂe ﬁ the construction (j the musical
scale. In the western musical scale , there
are lwo notes (the 4% and 5 &975 9( the
Sca)e) that ave called “))e)jec’c "notes,
This means that} %)uy are Y same jor both
the major and the minor scales. ’fhey are
chanjelws .. Secuye., ., and unajjec’(ed



)ﬁ chayec ?)‘ the other notes of the music.
ﬁze two inside 5%r’m}5 are in d reuo)uiuy
:‘}mjec’t” harmoty rela}ion,shif. The D
5*!"!;9 15 na ‘:)aerjecfﬁ")l = harmon} Yo the
Gsh‘iwy s whichis, in hoy, in a jmjed’(”’"
harmonj o the D sir'mj. These 5%‘{:35
mjaresent the {,})irﬁual core of he ju‘n’ran’s
nervous constitution, They are dee‘})lj
embedded in the center ﬂjﬂw neyvous
Sjﬁem ,and are it })egfec’c harmonﬂ ;
To ny )(nowledje . this re Uelaﬁonﬁ the

wtar’s hminj has never ))gfore Yeen
fresen’(ec\ ﬁ:})‘cyular Jcnd“inj.j ho}e
that this mjsﬂcal lmclers%andity 9( the
5u‘rl'zcrfs nervous gs’rem will be understood

by fl})}»‘ec'\a’tors 9‘ the Sfiri% of the juﬁan



The purpose twj this book isto Frouide the corvect
basic shills for Phj"? the Yuifar. This book can be ysed by
a student at any level 0)‘ abi?ifj to cleueb}) any shyle
of 31137‘&:’ })layin9. I can be used as 3 comylete
introduction 1o the 9uiTar,or it can pe used along
with one oj: the many “courses” Pat are availsble
‘l‘oday. Lt can be used as an easily understood guide
o the 9uﬂ'ar by the b@‘mner with no Previous
experience, or it can be used o improve the Technigue
of those zoho a)reacly Platj the quitar-

This book ,and the other books of this series,
use }Didure -c?iajrams and ex f)anah'ons , rather
than the standard musical notation.

my main concern , however, is o transmit +he

aﬁib‘}y 7o /p?ay the jaiz‘ar and leave the de uelofmenf
cf any particular style of };Jay:‘ay as unhampered



as possible. I is my belief that a student
should not learn b, rote ~ mechanical)y repeating
what is learned. J1 i5 a sad mis fortune that
many 1onj~z‘ime students can recite almost
any Ioiece ‘ff muysic, 7ef haven't eaxperienced
Hle)oy and freedom of ex pression found 7n
im)’rouisa?ion. It is )‘or this situation that
X have undertaken the task of writi ng his
book.

S
e



How 1o Use This Book
manj ]aeo]JZe }Dfay the yai?‘ar using

ncorrect form , this causes many
difficu)}ies that could be zvoided. This
booX 2:1) give you *he correct method for
])Iayi ng the yuh‘ar ; come as close to this
as f)ossible ~ it is worlh the effort.
Usin] the skills given here ’ })Iay along
with your fauorife music or create your
own .

First, siim ?hrou j" the whiole book in order
2o finc{ out what is in i?. Then, study each
section carefu”y. Jhe otker manuals of 2his
series will be very )18'1}7/11),' f/zey are -
" The Bar Chord System ”, “Lead Guitar
Pfayinﬂ “, and "R Ily thm Guitar P /ayilzj 2



For the bejinm’ly student P L recommend
j"inj to “The Bar Chord Sysfem " after
comj)lez‘i;y this book.

The diajram of e juh‘ar necK used in
this book is as if the jui}ar s )yinj
across gour view with the head oj the

(

jai?’ar 7o gour )eft".

W“‘\KU UK




Section 1: Erac‘l‘i cing

This section on practicing has been
Placecl at the beginning because correct
Prad‘icing S Pro]ml)ly the most neces-
sary ﬂfm’ for the beginning student Yo
learn. Practicing should be done as
carefully as Performing. Unfor‘l‘una‘l’ely,
very few courses say anyﬂlinﬂ about how

to Pracfice.
Pos‘l"ure and _Ezc}lnique

Before play in, that fir.sf naote y adjuST
your bocly toa 9ood Posfure and place
the 9u‘dar mn a firm and comforfaue
Position. Speciflc Poilﬂ's of fechnique
should be reuiewe«l; and perioclicauy ’
yposture and 'l‘ec}mique should be checked



So that bad habits wan't be allowed
to Creep in. pracficinj mn fron‘l‘ of a
mirror 5 Sometimes helpful .
SPeecl
JER T very im))orl‘dni' to beﬂin playing
an exercise or song at a speed that is

slow enough to stay free from any
mistakes. Considering the muscles

themselves; amf—werg-hﬂ-;.ftm——k—new
Hhat slow, controlled, more difficult
Mmoyements are wuch more bene~
ficial than rapid and often imprecise
movement.

Over a period of time,each exercise
should graduaﬂy become faster ~ but

never sacrifice control or tone to achieve



9rea’ter speed. An audience would much
rather hear a simple song playecl well ,
than a complicated song played poorly E
JMistakes

Mistakes should never be tolerated .
If you are maling many mistakes ,
slow down or stop te compose yourself
and atart again. In most pieces of
music, there is at least one certain area
that 15 harder than the rest. These
areas should be practiced an extra
number of times by themselves.

If you develop a habit of pr‘acj‘icing
with mistakes, you are more 1iKely 1o
perform with mistakes . Remember

these ’rhings and remain misfake~free.



~ Smoothness and Tone

The su‘at‘lr i5 @ unique inslrument in that its
tone quality s very versatile, By striking the
3tring near the bridge;a sharp metallic sound
i5 produced. And by striking the slring over
the soundhole near the fingerbuarcl 54 heavy
hass sound is preduced. Start experimenling
with these things now, because experience
is the best teacher o)( such ﬂ\ings.

L oudness 15 ancther characteristic of Sound
that can be used to excite or relay the feeling
of the music. Undersfandabh} ,a Jouder volume
creates excitement. leays,ﬂ\ough, a firm
definite nole is required to Procluce 900& tone.
Tost beginnin, quitarisls Play too Sofﬂy; watch wak
for this, but be careful not to play too loudzs well



Tremolo is 2 leff hand. fechniclue that c‘[ffeds
the qualii’y of the sound. | here are two fgpes
of tremolo ~ slig}d and ](un s 3139}\1‘ tremolo
15 produced by waving the hand in @ motion
parallel tothe strings while the finger does
not move on the s'l“r'mg. Fall tremolo is
made with the )‘-inger moving the Sh‘ing
back and forth gcross the fingerboarcl-
Kxperience will show how they are used .

Tlost wmportant 1s the clarity of The notes.
Jo be a good guitarist, yon must tune your
ear to the instrumeunt and learn 1o listen
to every sound thal is made. Many fail
to hear the smaller, more subtle sounds
of 5frin9 noise 3 notes thal ring foe long ar
too short; and variations of rhythm, tone,



and volume. ]Tlaﬂery of all these sounds is
necessary to be able 1o perfect your command
of the instrument and the music being played.
Posture

Posture is imPor‘I“a nt for more reasons than
just the Plaging of the instrument. From
playing the guitar since the age of sever, I
developed a serious back problem that could
have been Pveventecl ])y us‘mg the correct
posture.

When playinj the quitar, the bady must be in
good posture so that a lon, practice won't be

iirm,. T here are several general posih‘ons

for differeni‘styles of Playiny = but the main
thing is that the shoulders, hands,and arms
Sshould be able to move freely.



Classical Position (best)
]Jlace middle of . the head of the

uitar should be
h:;iamﬂl\n le%e] u:tfboghe head

of the P ayer
the ﬂmfal‘ i5 held close
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T hese Posﬂ‘ ions are 9eneraliza’ﬁons of
the optumum conditions for P]ayin’ the 9uiiar‘.
l}ou can make minor adjustmerts teo suit
wdividual tastes, but Jarge variations are
almost always r‘esh‘ic’\‘ing >
Concentration
Concenltration can be a difficult concept
for somne Peo):xle to grasp, but it ﬂays an
tmportant parl inany aspiration ~whether
it be musical or ctherwise. In the practice
period ,a]ways try to hold your undivided.
attention towards your work for greater
lengths of time.
Rhyﬂlm and Tfming
T is best to star? practicing with thythm
at the earliest opportunity . Rhyihm 15



one of the most important ingredien'ls of
music. When })laying alon9 with other
mstruments , it i5 absolutely necessary
for each instrument to be in the same
rhythm and timing for the music to be
correct and understandable.

From the very starl, each exercise
should be played in relaxed rhythm with
a T'eyular, constant tempo. Work ta
ayoid slowing down for difficulf areas
and speeding up during the easier parls.
The difficuH‘ passages should be prac‘ficed
seperately . Especially , remember not to
burden your.se]f by })r‘ac'hcing too fas‘h

Pracficiny Exercises

Rn exercise has a definife purpose~



cleveloping some Parh‘cular skill . T his
Should be ke}:'l‘ in mind whle workin? on
any exercise. you should know what
particular abilities are 9ainecl frem each
exercise. nen, when you have a difficulfy
because of weakness in some skill s d
corresponding exercise should be reviewed.
Xn this booK , an explanation of each
exercise is given for this purpose.
Exercises are limited . A basic S}(in 1S
transmitted to the student, but this sKil]
5 uselless until it becomes a matter of
“habit * or “second nature”. T hen, what
taKes oyer is the inborn melody that the
player is thinking. The skills of quitar
P)aying are the tools to voice“this melody.



Section I : T;cl'mitiue

‘Ec}mique mnvolves how ﬂﬁnss are done.
It imPor'l'an'l' to use correct fechnique S0
that when a difﬁcult maneuver 5 retluired,
the )‘in?ers will be able to perform it. Good
fec}mique allows you to Play even the most
difficult passages without having to shift
or alter the positions of the hands. Good
‘Pedmique also allows for ease of

movement, Ieauing no wasted motion.

Bacl»‘t’echniclue causes you o tire ?uickly
because of so much wasted motion and

internal resistance of one muscle acting
against aunother. If you are })lagued with

cramps and i‘iredness, incorrect fechni?ue

15 Probably the reason. Jrouble Spofs



vary with each person, but the more
frequent areas are the thumb and wrist
of either hand. Remember this when you
s‘hldy the mechanical aspec'ts of ]‘orm
and fechnique later in this 5ection.
Lefi Hand Rc}miclue

JERDS necessary to hold the quitar in
such a way that the left arm is not
extended Away from the body So far
that it restricts the movement of the hand.
For this reason, you should have the neck
of the guilar close to your bochh slanﬁng
Upwards .

many people will hold the neck of the
quitar in position. T his is harmful because

tt Kee pS the )‘inyers from mouing freely.



The 9ui1‘ar should rest in the correct
Pos'ﬂ'ion while net eyen ‘l‘ouchin9 it with
the left hand . Instead of ho}din9 onlo the
neckK, you Should place the fingerlips on the
fingerboarcl and use the thumb for support
in aj:}»lzjing pressure. JThe palm or any -
other parl of the hand (except in certain
cases) should notl touch the neck of the
quilar. T he very tips of the fingers
should press againsf the Sfrinys. The
finyers should be curved and sepera?ed
and mnot allowed 1o lean on each other.
The fingers should be placed closeto the fre,
but not on the fret:
= = | _F e

: | 1_
Q_k IT%t =T




Jo beableto }ﬂay the bass strings more
easﬂy 5 the secret to s\'reic}ﬁng across the
neck is in the wrist and thumb.

for the treble strings:

Tiormal Playing Posiﬁou

fgr the bass Siritg_s_:

roll thumb
across neckK

bend wrist
lean touwards the quitar with leff shoulder
Examine your hands in the mirror Yo
see how closely they resemble the illustrations.
If ﬂley ave very &iffereni, correct the
differences wn order to avoid trouble when

you are r‘ead, for more diﬁicuﬂ fhyiny.



Exercises for the Lefl' Hand

First, ready yourself by checKing the jposture
and positions of your hands and arms—then,
Play the exercises. Start Slow\y , grad uauy
deueloying speed , bul never sacrifice form
or tone. And do not tolerate mistakes.

On a single string § | |

Start by Playin9 the open slring:

°®

T hen 5 Play with the fiPST fin’er on the firs'lfreh

‘9




next, ylay the second frei' with the secand )‘inger:

nen, Play the third J(ref with the third finger:
P

Finauy, pla(] the fourﬂ'- fre'l‘ with the fourﬂ-l finjer3
v ~ .—

And S0, Yyou have this exercise:

0182 J 5. .=

I‘l‘ 3hould be repeai‘ed mam’ fimés on each
sfrins ~ and a]ways in r]'ly’H'lm.



For the next exercise, reverse the order of
the previous exercise
41-382 9 O %
Rgain, repeat many times on each shring.
For the last exercise = combine the two

Pt‘euious exercises -
G W E S S P e RGN
J he more advanced 9u’d‘arisf may not

think thalt these exercises are necessary, but
maKe sure that you Can do them well before
goinj on. KRemember to siart slowly ,9raduauy
getting )‘asfer. Eueml note should be P’ayed
clearh, and with 900«3 tone. Each note
Shoulqd flow &irecﬂlj into the next "‘H\ey
should be smooth and not * Ch°)’P7 %



Ri,h‘l’ Hand ‘Echnic‘.ue

There are several diﬁeren‘f ways of
Pickin9 the strings. They usualhj go a\om)
with a parlicular slyle of music. The right hand
styles inthis book are: plectrumn shyle; folk
style (there are many different ypes of folk siyle
Pickin9 , this booK deals with mainly the
Pos'ﬂ'ion of the hand ); and dassical s’hj]e.
L1 is best for a well rounded 9uii’arisT 1o be
familiar weth every s}?)e of Pid(ing as each
shﬂe giyes a clifferen‘]' feel to the inshrument

and the music.

Plectrum St L}\e

Plectrum is the name used when phying
with a )‘lai PicK. T he prct should be held
with orJ’ the thumb and the wndex finger.



The Pick should be helq at an am]le to the
str ngs and Pulled across the strings
smoothl y

\

T he wrist and hand lie even withor
below the si’rings. The fingers and thumb
angle upwarcls ’ Puning the PicK in towards
the hand.

For more volume 5 pressure is appliec]

inwards —~ towards the 9uifar-2

}+

For SOfi’ smooth tone g the sirings are

struck nearer 1o the nedk of the 9u.i‘l‘ar.



Siriking the slrings near the bridge creales a
louder , harder ” sound . lWhen Playing near
the bridge, the heel of the hand often vesls
on top of the bn'dge- W hen the hand i5 brought

towards the strings, it can dampen the sound,
causing a mated” effect which can be used
effediue.ly :

The u})sirol{e 13 made withthe hand in the
same position — the only difference is that the
‘direction of the picking is reversed. The pick
actually qoes slightly underneath the string
and Puus upwards and outwards.

downstroke gP_sh‘oke

:\'l /!

i I\




Exercises for Pledtrum S ‘}yle pickin’
The St’mbols for downstrake and uPsh—oke
dre® downsiroke= V VV ,upstroke= AAA .
For the firsi exercise, on a single string ,
'Pick all downslrokes in an even l“}tyﬂlm
stead:ly getting fasfer.b.)hen you start

makin9 m‘tsTaKcs ) S’ou) doun‘l or S:('aﬂ' again.

Do this on all s}vinjs A
VVVV...

For the second exercise, P)él’ all upstiokes in

an even r}:yﬂnm sTeadilg ﬂeﬁing faster.
AAAA . ..

Finaﬂ, s allernate wp and down siroKes:
VAVAVAVA .. .

Here, }im‘ma becomes esPeciang imparant,

because almost everyone Plaz/s the downslroke



fa ster than the upstroke

down .. .. up-down . . -eup-down «..elc.
when it should be:

down ... up ... down « . -up- .. down ---
S0, be very careful when Playing alternating
up and Qown 3troKes atl an even ’remyo :

T he more advanced guitarist miam Hhink
these simple exercises are unnecessary;
but in my experience of teaching, L haye
foand that almost every 3uiiar P)azler (even
some very 900& ones ) lacks precise canirol
of their ri9l~d hana. 30, test yourself on
these exercises, and see if you can da them
well and (luickhj ~ you might be su.Prised -

next, it is 9oocl to worK on accznhng

differenf stroKes of a series. Jo accent a



note is to P]a'} it louder than the cthers. J1is
usua”y given the sign, >, d‘rrecﬂ’ above.

Here are some accent exercises:

a four-no}e downslrdKe series, accenﬁn9 the 1:
S
vV V v V

4 2.3 % 45

next, accent the 1 and 3

> >
V¥ N"Y
1234000

then, accent the Z and 4 -

> D4
VMg Y

T R e
Do these same accent exercises using
al upsireKes 3 and then, using allernating
up-and-downstrokes. Remember to repeat

each exercise many Himes.



Here i5 ancther 9ooc\ exercise :

with a three note series, Pid(inﬁ the
alferna‘?ing up and down stroKes, accent
the 1 , (notice that it is uys’troke one time

and then downstroke the next):
> >

Vo W - AN A
BT S el i
These exercises are hcl};ful to anyone
who wishes o master the plectrum style
of guitar Plal’ing . T"\et, are exerciszes
that the more advanced quitarist might
use to warm-up - Thecl are es’mcialh}
imPor1an’f for those wheo Pla" melocl9 or
leaq Suitar b
For more syecific work n this avea, |

refer you to ™y manual  Lead Guitar Playing o



F‘olK“S}yle an9er Pﬁckiny

This right hand technique uses the same
Posiﬁonin9 of the hand 1o P)ay Py (I'I)j‘ereml
rbrﬁhms and pallerns. Some pallerne use
the thumb and three fingers, while oYhers use
on]y Fwo fin?ers or even onc finger and the 7humb.
Howeuer) the Posiﬁ on of the hand is the same
for all. This booX does not ea PIain all the d{ﬁ‘emm‘
51‘7195, it explains how the move ment of picking is
performed and leaves the development of
f)arhcu)ar sz‘an 7o the individual.

The butt of the hand rests on the bria’je of
the jm'far. The fi:yers fic)( by maKing a cur)in}
motion, while the thumb lies almos? parallel

o the Sfrinjs and the side csz)ze thumb

moves jn & horizontal rmotion across



the sfrings. T he thumb lies abouY one inch
m front of The fingers, this maKes it Possible
for the thumb and the index )‘in9e:r Yo worK

close Tojeﬂ\er withoul getling in each others

walf -
Pick‘zn molion 0)‘ )‘ingers

7( curl) [4
\

thummb should be ﬂ,§

an inch in front Of fi ngers \
=SE

,)id(i ng (r;lzii;) ;lst)af ﬂ\nn}}? \\

butl of hand yests \

anthe brid9€



Rxercises forFo\K Sitjle Pickin_g
For ﬂtrvee-fin9er pi c.kin? , the fingers are often
abbreuvialted liXe this:
T = thumd
1 = index finger
4 = mddle finger
= rim) fin?er
The thumb picks the )(ourﬂaj fifth, or sixth
Strings ; the index finger usua“, picks the
third siring; the middle finger usuany picks
the second string § and the ring finger usually
picks the first s}rim] .
Practice these exercizes while holdim) a
simple chord liKe G o C . The thumb can
pick any string that fits wnto the chord being

wsed. Remember Yo start al a slow, constant tempo.



g2 .-
e A
3 3. 2 -

Play many re})ei'iiions of each one
before joiny orn.
Ilext are some exercises thatl have

tweo 5fr'mjs j:n‘cked al the same time:
e 2. . =

T e -
e
/foer some progress is made and these

exercises are well under control, gou should
start alle rna?‘inj the s?riny Yhat the thumb
/vic)(s, between the foar:‘b ] fifﬂz - and sirth
strings (defendinj on what chord is beinj
flayed ~ some chords are not J'a?aﬂed on the



sixth or even the fifth and swxth s?rin,s) 2
In this next exercise 4 the thumb alternales
between the fourth and fifth shrings
4 S-———— Aumber of string
At - g -
I this exercise , the thumb alternates
between the fifth and sixth strings ©
5 G
b2 3 V170 e
Nows 39° back Yo the earlier exercises
and play Yhem with the thumb alternati ng
the bass nole .5}rin73 e Remem))er, as in earher
exercises, these should be J)raci iced slowly at
firsf. And alwau,rs % ﬂm[ should be Playecl very
Carejuu’ and cor*redl-j — and above an,i}lcy
Sheuld be ﬂayed a relaxed | regular tempo.



nexf, we hauz sonte two ’fin9er exercisaes -

T .2

T2 1 4.

1T 1.3 - %

ﬁnany , alter nate the thumb :

4 > = A

T 1 250 b), @ 1 2-FF)
4 5 = 2

L2d T2l . o 1T 2T ls.
B = .
S L FZ . .o2FT 1 T28

Hotw is a 5ood time 1o P?ay alony with some
of gour favori}e )QIK Songs u.sin} the skills

you'ue jasz‘ learned.



Classical Rijbf Hand Echnitlae

Classical shjle (on the classical 9ui¥ar) is
Prbbablj the most difficult way of Play’my
twhen 1t is dene well. The hand is susPended
from the m’ul*forearm 5 Tuinj the finjers'
more power and freedam while demancliny
more efforf and precise control of Posi?ion.

Hngone ser‘zoushf s}udyin, classical 9uﬂ'ar
should be workim’ closely unth 3 Yualified
instruclor. Semetimes 5 ﬂ?ouﬂ'u y tnstructors are
miSf}uicled ﬂwmselues, and infturn misguide
their students. One main rule ¥ remember
is that a jood technigae should be nalural.
That is, the movements should not confb'd‘ with
the natural movemen?s that the hand is yced
to ma)(iny.



T he hand should be the same as if it
were hang'mg at gour side , SusPenaled by the
mid—forearm on the face-corner of the side of
the 9113% ar. | he forearm should be r‘es'}ing
even with or in fron’r of the bridge. A 5159}zf
curve of the wrist should brin9 the fingers 2o
rest 73977?[7 on the 5irin?5. T he fin,ers
should be sePerafed so that each one cam act
}ndeFendenN’ of the others. | he kand should
fopm an afproximafe), 75" anﬂe at Hie
Ie‘”‘?é Knuckle. T he movemen? of picking is
at this Knuckle - this 7iye$ ]enyﬂz and power
2o the finyers. The thumb iskeld at least one
Inch in fron% of the index finjer.



ITL Classical 5”12 9 H‘!ere are two differerﬁ‘
luays oj sin’Kinj the sTrirg - Flrs:l' 5 there is what is
Known as the hammerstroke. LF is 3 loud,

5’[ron9 & haauj stroXe used main17 )‘or 3n 97e
nole passages - Jn more advanced Playing ,it
1s }ﬂayec) ina chord ts give the melody nole ertra
volume while Yhe other neles of e ckord are
Pplaged in a different fashion. A difficult trick,
T he hammerstroke is executed by coming down

upon the si’rinﬂ ana Coming }o rest upon the
next sfring "

Hammerstroke

@ ——\ S e ﬁ
- e

4




The other %9Pe°f stroke is called the

escapement stroKe. J1 is used in all
7

iypes oj ):)layin9 5 but mainhj for chord
playing. It is a lighier stroke, it has less volume,
and a slijlnﬂy more Freble Fone. L3 is execuled
by starting the stroke at the s?ring and
Pu?b’nj oulwards.

Escapement stroke
== LY § 2

® %® .;D

This hammersiroke “escafemeni’ stroKe
princt pal can be aflzlied o the f[edram gquilar
also. One learns how either stroke ic used by
experience ; but usually, the /oledram

downstroke is @ hammmers?roke and Hhe /D}ech'am



tl}>$‘}ro)(e 15 gn escapement stroke. U hen Yhe
downstroke is ylaged with an escapement shroke,
it produces a hard, sharp, percissive nole that
ishmited in speed bu) can be used forits
Par?icu)ar effect.

Lhen Playiny in Yhe classical slyle, you
Shoeuld be fam'ﬂiar with both stroKes so YhaY
ﬂ\e’ can be used * Yheir funesi aduan?“age-
In dassical quitar music, the cli)(feren'l'
Usices of the music need 1o be plalled at
d‘rﬁ:even’l’ strengths ; the two 1‘1Pes of stroKes
aKe this ?oss'\ble.

T he finyers are abbreyiated :

P- thumbd

1 = mnAdex
m = rmdadle
A= annular



Exercises for Qlassical S}yle
you should begin exerc-is'm9 witha single
alfernaﬁng stroe , occasionany chanjiny the
finﬁer-s and the shjk 0)( stedKe. Correct thythm
s a]ways gssential 1o deuelop 5mooth P)ayiny.
On a sim]le s\‘tr'nu} ) Using hammersiroke,
and res?iny the thumb onany of the lower

sh-’m()s ; P)ag Yhese exerases (‘no)lice e accqn‘}s):

e = > o
tMIimim, Lo TR PN v o o
25 T > 7 =
MdMIMIecee ATNAMAIAITN o o «
B > > Ty, S

EL A0S o oasaaa . v

T hen , after P\acfim} many reyd'i?ions‘,
Plaq, the same exercises using escapement
stroke, Bej'm Placj‘my them on different
slrings ,and Aon't jorje’r r)v’)‘hm s



ﬂffer much worK is done on Yhese
exercises q bajin exercis‘m, the thumb.
First, on a single S‘)r'my “PPP--- Do his
on each of The lawer s%r‘.n9s 5 Then siart
]ﬂacj‘mr’ on all Yhree S the lower strings in

Secluence .
pP T
‘}hen, reverse the order *
P
P P---

Now be(_)’m alternah ng the Yhum)» with
the fmojers (on serera}e sl‘rin’S) .

- e ¢

PPP"" "r'r’
mem?m... 1\1)7-m?nly--.
-PaPa’Pa-.. 'ay 3? 8?--‘



Mext; wehave three note raﬁerns ; the
thumb picks hammerstroke while the finyrs
ficl( escapement stroKe. With the ]ef% hancl,
hold ang familiar chord that covers the
3}rin7$ that you 3re P\atj'wny :

2 5 T
fim ?im... Pmu?rn'c...

> P pg 7
P‘la?iao-o Fai?a'l...
> 7 b P
Pma?ma. ke 'Pam Pam--.

. 7 = 3

7)‘1 Pmpa ceo }:)a?mf)z...

Rﬂer these exercises are under comnhrol,
bejin chancjinj The thamd J(rom one S)rina
to another. Also, be95n chan53n9 the Ieﬁ
hand chor in t'l\‘}fltm with the ri?h? hand.



Next, we have fom“no?e patterns. ﬂjain,
use hammerstroXe with the thumb apd
QscapemenT stroie wii’h the fin93rs.

> >
lea Ptma...
> >

ParniPami...

2 3>
Pmia})mia-..
> >
Paimfaim...
7 >

PiamPiam--.

Next, using all escapement stroKes,
begin sfr':Xin’ two s?rinjs at the same
¥ime. J he thumb can ]ﬂal{ am[ ofﬂ\e three
lower strings. Holclim, g constant tempo here
can be very d'zfjic.uﬂ’.



Re})ea* eadl exXerclsSe man’ times:
> >

Pl am™a U ma=. ..

> £

Vi Wmas Tawi nt - - -

> g

%ia f’/mia-.-

> >

s mam Hmam...
> >

P ivom A
> >

e Ral i g 1. e
p P
y%nap‘ma...
7 Ve
?%l})%z...
7 7
y%m})‘%m...
’2 V%
Pz%})i'y.--



> >
Pa%aPa'%‘a..-
;m%m;m%m..-

This is a lonj list of exercises, but
Persisfence. and )Da?ience wall Py of f-
A well })Iimned Sysfem of exercises
conyeys the needed sKills to all the fingers
evenly 5 avoid; ng weakness in Some areas
and too muck s?ren]}h in dther areas. L1
requires hard worX , bul you learn better
when learnin9 by 2 system of erercises.
Once you gain mastery of the skill of })Iaying
the quitar, you are free to develop the
slyle of music that gou wish fo};’latj.



Nection T2 Basic Music me.ory and Scales
unc{erd‘faydiny The stracture of scales is
necessary for ﬁorozzj)r Knowledge of mlody
and cliord formation. In all music, Zhe melody
znd chord instruments must be in ayreeab)e
scales. Scales constitule Phe /ramework )‘rom
which e me)oa?j 5 hords , and chordal
ymovements are created. Xn order 7o understind
Scales, gou must first learn the basic Zools

Ha? are used.
Intervals. An in?erval is the dis?ance from

one nole 7o gnolher. In mos? scales , infervals
are either kalf~ 5)‘e}>s or whole —s??s. Hab‘-sfeps
@re e dislance of one fre? on the _9uifar, and
w}lo?e—de}x are 1he dis?ance of two fre‘}s.



For al! practical purposes, there are wo
J»ﬁeren? scales — the major scale and Yhe minor
Scale . (hat ds s}}njais}zes te major scale Srom
7he minor scale is the hialf-step fwhole-step
fa?l‘ern of either one. There are exght 5?9:5
n & scale (DO, RE , MI, FA 50,1A,TE ,D0),
with the eigth slep (Do) beirng the repedidion of
fhe firs? (i} 55 cled the oclave). Both scales
haye oo ﬁaﬁ‘s)‘eps each, the res? of Yie steps
are wh o]€~sfef>5-

The half -steps of 7he ingjor scale are
flaced between the third and fourﬂa noles
(MIand FA) and between the seventh and
aigh?h notes (TE ad DO) of the scale. ANl the

rest are whole"-s?‘e})s :

v 4 ha)f-sfep‘} 5 % 7ha]f-5‘}ep 8



For the minor scale, the half-steps are
placed between the second and third notes
(RE and MNT ), 2nd belween the fif th and sixth
notes (SO and JLA) of Yhe scale?

1 2 half-note3 4 Shalf-step &6 7 3

For a major scale , starting with the first
note (DO ), go up a whole-step (2 frets) 1o the
second nole (RE), go up another whole-slep o the
Rird nole (mI), Phen Pep g ha Ij*S’IeP (1 )‘m%) o the
fourﬂ\ note (Ff), g0 up another w):ole—shz); Jo the
f!f”l note (30) go up another whole-step 1o the
suth note (LR) ; another whole-step to the seventh
note (TE), and finally a halﬁs}e)a b the octaye (DO).

1

¥ &

Do RE mI Fa So LR TE bo



for the minor scale 5 starti ng with the first
note (DO), go up a whole-s?e)u o the second
note (RE), then go u)> a half-step fothe #hird
note (M), 9o wp ancther whdle-step o the four?).
note (FR)y up another whole-step 1> he fifth
note (50), then o up 2 ha)f‘s}ep to the sixdl,
note (LA), go up another whle-step 7o the seventh
note (TE) y and ﬁnany another w}lo)e-s?eP fo the
octave (DO).

- |22l 4 = L6 7 g |

Do RE mx T 50 (»nB TE pbo

Chord Formation from Scale Structure
As there are two &iffcrcn‘l ?5 pes of scales,

there are lwo aifj evenl ?’9 pes of chords —
major and minor chords. A chord is buly



from the basic unit called a triad (Friad = three)
Al triad is the first , third , and fifth notes

(Do, M1 ,50) of a scale ~whether it be major
or minor.

R major chord is made from the first, third,,
and fifi‘h notes (DO,MT, 50) of the major scale ;
and the minor chord is made from the first, third,
and )(:fﬂz noles of the minor scale.

The important nate here is the third -MT . Lf
you fake the C major scale and the C minor scale,
the firs? and fifﬂl notes are the same for either
scale ~ C and G; but the third rote (ML) is a
ha/f “sfe}; lower jn the minor scale than it is in
the major scale.

Cma)or =€ F oG
C minor = C E?, G



ﬂn}/ normal chord is consrucled from the
re,oe?ih‘on af Hhese hree main notes. We'll
use The F chord 25 an examﬂg ( F-35)ands Jor
F major). It has Yhe notes F, A, and C .

Alll¢H
¢.

As gou see, it has 3 F5, 2C% jand 1 A.
Tn order 1o make the different chords like the
sixth’s , Seventh’s , ninith’s | elc ; gou add another
nole of the scale Fo the Friad or aller ?he hriad
N 50/ME WA - Trere are a Sfew rales in doinj this.

Here are 2he more common ones:

1) £ 7% chord is made 17}( ac{a'inj the sevenih
nate ¢f He minor scale (sometimes called Ye |

dominant seven) m:fe) 1o eidher a m:?jor or &



minor Friad. (Jhen ke seventh is added 7> a
major driad, it is plainly called 2 7* chord ; and
when the sawme nole is added ?» a nzinor Yriad , 17"
26 called a sminor 7% chord.

2) A major 1% chord is formed by adeling
the seventh nole of t%ie major scale 7o a major
#riad.

3) A 62 chord is made 17 addin7 the sixth
note of the major scale 1o either a major or a
minor ?riad. LJhen the sirth nole is added # a
major triad it ;5 called f?ainl] 7 G2 chord ;5 and
when the siath note is added o a minor }rzd, it
i5 called 3 minor (2 chord.

%) To gugmenl means o raise. An augmen led
chord is made by raising the fifth note (50)
sf 7he major Priad by one fre}.



5) Jo diminish means #o lower. A diminished
chord is made By lower'ing the fif th note(50)
of a minor triad by one )‘ref and addinj a
dominant seventh note 1o Yhe hriad.

©) A ninth chord is made by adding the
9% note of the scale (it is actually one octave
above the 22 note RE | 3nd i is The same for
both m2jor and minor) Yo a triad. A minor 9%
chord i5 made )’7 aJJiny the ninth note fo 2
minor i‘riaJ; and 2 reju\ar pinth chord (the
major 15 mplied , 3s in GY9)is made B} adding
the ninth note To @ major trigd.

DI s }‘)ossi)ﬂe o add #wo (or more) of

these eatra noles 1o a riad at the same time;
as m E‘?) or Cm“?,

Remem Ler H’lese ru)es So ﬂ‘la‘l you can



better understand the structure of the chords
you will use in the next section which deals
with bar chords.
Bar Chords
Instead of merely listing a number of

bar chords }olearn y Leoill teach gou g system
of “bar chords” where you construct chords
rather than memorize them. Bar chords
can be put into a sim)ﬂe system in which
onl’ the names of the notes ontwo strings
and a few chord forms are memorized.
Bg wordinating these two factors , two
different wags To })lay any chord are easily
and (luid(l, fou‘nd.

The first ﬂ\ing to Ao i5 o learn the names
of the notes on the two bass slrings, E and fl.



Jearn these notes well , because ﬂ'le(l will
need 1o be remembered clu'tc)d, So as to not
waste time when other 'H)i)lgs are ))eins worked

on.

aFE’B c P> ele |F |f% a [ A lde
E e |Fe A 818 lcid®p v E |&

Mext s You need to memorize a few of the

basic chord forms. These may be somewhat
clif)‘ica?f at fz’rs?, but here again, }Jaﬂence
and persistence are well rewarded. ﬁze,
are divided into #wo groups, the reason
for this will beex})?ained later.

The first group of chords is called
the G S}rin7 group ; because ’Hzey are
})laced on the neck according 1o the notes



on the 6G* .s’h*in,.
6"‘1 Sfrina Chord Forms

major mMmineor 7t‘h
)/ - l -
2 = 5
37 . 2
4
minor 72 o* g
] 4 / ly X
p 2
3 B : ;
L : i lr 2




Nexf, we have the 5tk 5}1‘}117 7rau/) cfbar
chords. These chords fonow the S* 5?riny nofes
/Gr heir f))acc ment pn the ]’injerboam?.

5% S?‘riny Chord Forms

mar/'ar minor 7%
J e R = ===
239 34 FAR S
minor 7t£ (9 = 7'}.
= 7 — i / {
311 - _ 7
¥ T
auqmerded major 1R
s Y




[low you have two d.nffercn‘T fOrms for each
chorad exce))‘l‘ the ma)or 7!!')’ To (tﬁs}rin7 chord

is given for this chord.

(lowr that You have the basic Tools with whick
o work , qou need o understand how to put the
notes of the tewo shrings }7.,%),0,- with the chord
forms 7o form all the different chords.

First we need  look at the name of a chord.
For an e,ramfle] we'll yuse F7;

there ave two far}s 7o Yhe name F and 7

ﬂle leter name st m'ﬁ'e: this rarf of ﬂ'le name
where the chord s tells which cherd foﬂn
/>7c7cea’ on 2he nedk 3: use bLug g; clléesn r
Il zahich cho
F 7 to us 87&41)
F 5 nd on Hle mﬂ\er C]\Ortl ’735 d
6-'5)! 73))%.9 ”ffnm,ﬂpe
} and on e xsed w:ﬂ« ﬂif

}Ile 5fr)n7 af )’@

f‘e? = ry n0le ; and the 6/5T ring

)‘orm wn‘ ’- ‘Hw '5157@

nzole




When playing the F’ with the 5% string group chors
place the chord 2oifh 7he bar on the 3’7":% e
Fouola is o the S% shing. Lilgrsise , when using the
¥ string group cherd form for T¥, ploca the bar
on the 1< fret where the F mote is on the G slring.

Here, we have the F 7 chord in dodh forms :

s 7/
—_— y
A
2
7 £
6&6”1‘3!\’ 7"".'c}|,6rd 5ﬂ 5’1‘1’7‘7 7!" C)lbn)

L/*m must be very careful not Fo get These crossad
ouer by }nd}in? asd ’i‘s%n‘n? chord form with 2 62
5ring no?e ,or vice versa.

There are #wo chords which need some
atlention here, they are the 5% string Al chords and
He 67 5/7:‘:1} £ chords. lohen f?ayin} these chords



itnajinc tha? the 1 2 /in]er is barrin] on Yhe other
Side of ke zero fret (some?imes called he nut, or

ﬁec){ iridye _) -

oA
the é"]"sh‘ 3

E C\'\oram? —
3

7

}/
&
fhe 5 ﬁsh‘u‘nj 73
A C)\O\"c] 2

/

E xercises for Rar Chords
Find the 6™ string bar chord and then the 5%
string bar chord for these chords : ( l/ou can check
yourself 1’7 the sound of the }wo chovds - they sheuld

Sound somewhat sim',)ar.)



G®; Cm (the m stands fir minor) 5 F (major
5 wnderstood) 5 F*7 5 Am?” 5 Cmaj? (5% sting
form only) 5 E7; G aug or G 5 BE B
ez /7, By ; 56 % G" D? Ze
D 5 omd A.

some of #ese chords are guite difficult, take
your hime and make sure that you are correct, Jocw
s @ jdc’d ?ime o g0 o Some :f gour faoorz?e
music booXs and f?a y famz?zbr s0gs usz‘nj
Bar chords nstead of reg ular open chords. A
51:7777‘ fro&)em (s encountered in clecicliny which
chord is bedler 7o use a3 5% shing chord or
2 6 sz’rzty chord. The Des?t sodudion 2o i 15 i5
7o f’?}( whichever chord ;s easies? 7 je?’/b-

T /inJ out more abont s bar chord sysfem ;
sce my manual entitled : ““The Bar Chord Sqstem .



Section IV : Scales and Marmonies
.Bcfone je)‘h'nj oo deey)y irwolve in Scales,
it is no’cessary > workon the ajili?’j of the
finjers- Jo do this 5 several exercises liKe the
ones used in Yhe Secion on left hoand Tec bm'?z(e
are very Zef;:fu). THake sure }he rij’n‘/land s
opera fiﬂ? corred)j. JHemorize the })aﬁern and
while refeah'nj it many mes , concentrate on the
contro) and the }ec);m'f ue of the left band fin gers.
These exercises wil) }ze)P Yo develo op &) of e
fitjlescony
gifred 11L& 1. =
024272 3HTE ...
Ol 3 2 3953 .3, .
OFd 19 T 38 o
B SV 320 e ™



OFL + 04 L4
e e e

On each 5}rin9, repeal each eaercise many
7imes .

= very note should sound dearly ,and each
nole should f/ow direc})y ang smooth 17 into the
nex?. Kemembper #» f:?ajr at @ cennstant z‘em/)o =
ana Com‘inaallf check the po sidions of the hands.

Kere ave 150 exercises o pracliee cbanyiny

S}rinjs Ym'cl(lf :

9om7 u}) 7oinj clown
y4 Zf y 4 et AT “I
~ s 4 =y L= TN [
’1 o 7 § P ¥ = G e
' v
1= Il 4 g{i '1 e - .
= I T i =Y C
==t
l, - j? S =
F £ ,Lg V4 k_-—_?
1/ TR [ 4 \* 7
I —
=i 7

L}

Iﬂ ﬂu’s LOoX? {9iwyau ‘}wo di)(fct‘enfﬂ;ﬁi'ﬂs’ :
}Gr both 41’1&85&7[&5‘. The scales gre located in Hhe



Same way as the bar chords.

First 5 for the minor scales , one form 15 used
in the same flace as the G string bar chord.

This scale haPPens to be 2 ,_,G__ﬁminor scale:
(netice the momcn:l‘anl Jhijf of })os'zhon on the 32 sh—in?)

=
iZZP
B v <
|
'Q’T ﬁ
1 o~ 5
' - S [' o
| | 2D | &
] o | J
i ==y
L = |

The )‘irsf inger is Placecl where the bar of a
A s}ring QG chord wou)ld be )a]aced'-ﬂlc 3 )‘rei'

onthe G2 stri ng.
[lext » T will j’n ve the other Paﬂern for Yhe minor

scalc. nis })aﬁern 15 P}aced Ii)(e 515ﬁ 5??'51:} bar
chord~accordiny Yo the note onthe 5 ﬁs‘friry. Jhe scale
93081! here is,again y d G minor scale. you rucst be

very carefuI not to 99? the finjeriry ]:iaﬂ“ern



for one scale ]:lacecl on the neck acoorcling to
the sfring for the other scale. Here is the

jx’mjering Paﬁern jor the 55 si'rinj G minor

scale:
JA | z ~>
| A~ /
iy g7y [’4
V4 A I 4
3
: y
ey { 3 A

]'(ere, the }(‘trsf finjer s Placed on the G note
of tHe fij”l an’ng, which s at the loﬂfref.

How, let’s c)wn?e these two scale patterns 1o
another Ke = H\e Key of Bminor. Sojfor B minaevy

we have these two Posi‘?ions;

T

i \

£ 0} < =g

7 P~ { 2 ?

o 32 g ! ¢

7 ~ 4 f KN §

=2 ey,

7L 7 [ L 3

o i LY 7 2 =
[ 7 [ 4 7 Py

y i
R\ ‘/ G e L
S5 v —

5 L"s)frily scale 6&57‘»’[:7 scale



Jearn bot hﬁygcale Posi‘l‘ions well , and Pr'ad'ice
PR
them in-other )(eys :
Hext we have the ™major scale Paﬂerns. (e have

the same silustion in /))acin7 the scalec as we did

n e minor scales exc ef)f that ?he second fh?er s
usecd }%r ﬂaCi"3 he major scales. Firs?, we have

Zhe J(inyarinj f‘?ﬁer" f,,. the 5 L 5}17‘”7 7‘n(;jor

scale : e
¥ e s
[ P '
9 | g
~ 7 \r F 4
— 34
g Sy 4
i 3
314
i "4 |
”
5 ”67’:-;;7 C scale

This ?ari‘iculer scale starls on 2 C nole , 50 i isa
G major scale . If is 3 5 b .5?:-51? C scale because

e C note is on the 5% sfrin].



Here is The (ot&ﬁrinj form of Yhe major scale:

2
L S

== 7
I B L 21 &4
[ = 4
/] Y
4 4
(19 4
¢ 7~ [

2

7 T

(oths}rinj C scale
Il ow, let’s Pu% these two scale faﬁems
:)‘Ojeﬂler m ano}))cr ){ey = G majo,—- -

S
—~ L —- 5 —

Si-AERY 2+ 1Yy |

7 "/ 71 'lg,
e B 4 y 4 bt J ! y

7 [ V4 A~ ‘7

Hal e 24

2 q i l |
N #h
G s?rmj G scale > ”sfrity QG scale

Exerci.sea for ?Aese scales can 2>G ma«?efmm
your ]LJDD)'}*C }’O]ﬂl)&r Sbny.‘»’ or )as" sim))IC Fines

?'?737 y:)l/ mal’e ly’ yourself %/ main szorkm:c | vy

is Pat Jou use the finyenry f e scales =inslead




of ﬂtmkiny oul” the June on 3 siny?e s}n‘ny wi?h one
or 7wo f:‘ryers. Don't be SujJrijcd g‘ you jincl
noles that aren’t in the scale ~Were are exce})?ions

2o almost every rule .

)wrmomes , I have wndfen 2 book enlited

“lead Guitar Playmj . Tris self -explanalory
and showld be very bel})fa’ :



A Few Fxtra UJords

Jhis booK is Qirected mainly Towards the
beginning quilarist, but it has some valuable
informah‘on )‘or the advanced 9uifarisf as well.
TIn these last paragraphs, X have a few words
)(or all guatarists.

The guitar is one of the most respousive of
all instruments % the Youch of the P?ayer. This
gives it certain characleristics all of ils own.
Besides consiclen'ny the notes themselves , one
must work almost as enthusiastically atthe
subjective "air * of the music . This requires
2 verg delicate balance oj emotions used in
conjunction with the menta lidy re?aired /or the
executions bein9 made. Jhis balance could

be called “ex/)resse‘on =



To Q'eueIO/) this expression reguires an amount
of Jechnical siGl) ., awareness and conirol of the
subjective fee)injs , and the experience that
comes with the hord work of as piring towards
unrealized 5c>a15. The musician wi?h an
over-abundance of technical skidl is usually
in e recital hal? or the teacker’s chair. The
musician with a ?reaz‘ awarenpess and control
(3)( subjechve ]‘ee)in95 is often the “romantic ”,
the high energy ; or the ‘dreamy ” type of music
f)ayer. The last iy}:e of })layer would be the
blues ﬂayer. He has much experience of +he
hard worK of s}riuinj 1o reach somc?):ing that
he just can't ?uﬂ’e attain . This is net % s2y that
there are onlj these 7“7})% of musicians, bul that

every musician has these 1raits in vargin9



deﬂrees - thus making the individual personalities
of the individual musicians.

L was a)ways Puzz)ed bj offen seeing
excellent technicians bore an audience yand
poor17 skiled musicians hold an audience spell-
bound. Jhis observation led me to believe that
there is an unnamed “essence “ that is the ey
fo the communication of music. fhere is a
Certain mediym of communication %)le_ﬁ The
musician and the audience must bé absorbed
i to have 3 o‘uccessfu.] exohangc. 1 believe
that Hhe musician should P)ay o Yhe audience.
Not r&ci}ing , Not paying abention only o the
music 5 bur, concentrating on handin7 each nate

to the audience wrayyed in Packaje o_)‘ care and
e ffor‘]‘. A concert should be as much of a



treat 7o the ?erformer as it is 1o 2he audience.
This is my dea of 2 true musician.

X1 is %o the people who wish to experience
the true essence of music that L dedicate
this book. 1 am an Instrument used Yo teach Phe
willing s control an instrument 3 so that they,

7’007 mij);f learn to become an Jnstrument.



A Word About This Book

by Jeff Foster, guitarist

The author/artist of this book, Stanley Garrison, is a multi-talented fellow. For present purposes, I'll bypass his
business acumen, fine woodworking and inventive luthier skills, and focus my attention here on his musical
accomplishments, their influence on me as a young musician, and how | came to be in possession of Stan's original
manuscript.

| first met Stanley Garrison back in the early 1970s when we were both young men. He worked as a guitarist in our
hometown of Muncie, Indiana, and taught guitar at Rocky's Music Center, where | had recently begun my own
teaching career. | was still a teenager at the time, and Stanley had already had a dozen years of jazz guitar
instruction under his belt, was gigging constantly in successful bands, and was widely considered the most versatile
and accomplished guitarist in central Indiana.

Stanley had developed into a skilled classical guitarist, as well, and used his formidable fingertstyle technique in
conjunction with his jazz skill to play in a style inspired by fingerstyle jazz master Joe Pass, predating the appearance
of Charlie Byrd, Earl Kiugh, Tuck Andress and others.

Stanley was also a multi-instrumentalist, playing tenor, plectrum and 5-string banjos, bass, mandolin and Irish fiddle.
To a younger guitarist seeking to expand my horizons, Stan was a true inspiration, and I'm proud to say that he
served unselfishly as a mentor to me. We came eventually to be bandmates, working as a duo who each played
multiple instruments, covering an extraordinary range of material (as such, we were extremely hard to categorize, and
thus difficult to book).

Reflecting his intellect and interest in life, philosophy and spirituality, Stan delved into areas of thought that
tangentially influenced his approach to the guitar. One such influence was Eastern philosophy... which included the
study of zen calligraphy.

It was during these days that Stan gave me the handmade manuscript you see scanned in this PDF. He had inked
the entire work by hand on traditional parchment paper. A glance through the work reveals that it wasn't quite a
finished work — Stan had scratched out the occasional word or sentence, pencilling in corrections, and killing an
entire paragraph at one point.

Clearly he was passing on the product of many many hours of painstaking work, taking a pass on fulfilling his original
vision of it. Why had Stan given the manuscript to me? Perhaps he felt that he had taken the project as far as he
wanted... perhaps the entire point of the work was as a way to practice his calligraphy... perhaps he was simply
inspired by some new interest and feit that he had given the book all the time it deserved. | may never know the
answer to that.

Nonetheless, | felt honored by the gift, and have safeguarded it all these years. With the advent of scanning
technology years ago, the idea of producing a PDF of the book came to me, but it took many years (and just
happening to run across the manuscript in my file cabinet on a day when | had time to finally scan the pages one by
one) for it to happen.

So here you have a gifted guitarist’s vision of the instrument as it was in 1975, when he was still in his early 20s. | can
say with confidence that Stanley’s awareness of the guitar, of music, and how he would communicate all that has
evolved greatly in the ensuing years. Nonetheless, this manuscript stands as a timeless and accurate presentation of
the basics of the guitar, and also as a work of calligraphic art in and of itself.

Please enjoy this work... | certainly have for many years.
~~~ Jeff Foster
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