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What they say about ‘‘Sight Reading for the Classical Guitar”'....

PROF. ELI KASSNER (Guitar Academy, Toronto): ..."Excellent, systematic and well thought out
...a very timely, necessary and useful contribution to the
pedagogical material available for guitar students and teachers
alike.”

LIONA BOYD: "“These are excellent sight reading books that will be of tremendous help to all
guitar students...a most valuable contribution to classical guitar in-
struction.”

DR. PETER DANNER (Sound Board Magazine): “Sight Reading for the Classical Guitar fills a void
in the literature that has remained empty for far too long. The
logical sequence of these pieces has been thought out with ad-
mireable care. Brief, yet complete; instructional, yet never patroniz-
ing; these short musical pieces will lead the student towards one of
the greatest gifts any musician can ask for: the gift of good sight
reading.”

NORBERT KRAFT (Royal Conservatory of Music, University of Toronto):..."The most complete,
direct system for improving the guitarist's comprehension of his in-
strument from a sight reading point of view.”

JAMES OLDENBURG (Olsen - Oldenburg Duo). “A valuable method, both conceptuaily and
musically.”

WILLIAM FRANK (Western Board of Music). “...a welcome appearance of a much needed
educational resource.”

STEPHEN BOSWELL (Vancouver): “...fastidiously compiled...an invaluable teaching aid, with
creative and beautiful musical material, and | give (the books) my
enthusiastic support and endorsement.”

MICHAEL STRUTT {(University of British Columbia): “...a substantial and much needed contribu-
tion...”

I would very much like to thank DR. RON PURCELL for his encouragement, and his contributions
to the study notes found throughout these volumes.

I would also like to thank many other colleagues in Canada and the United States who have en-
couraged and endorsed the sight reading books.

Robert Benedict




FOREWORD

This series of books for the classical guitar has been compiled to improve sight reading, an often
neglected aspect of musicianship.

With the guitar, musical components (scales, chords, arpeggios, etc.) may often be played in
various positions. While this is one of the reasons that the instrument produces such colorful and
interesting timbres, it also contributes to the difficulties of sight reading. Inspite of, or perhaps
because of this, it is important to develop facility in reading, recognizing the notes, as well as the
bar positions in which to play them, the fingerings, the rhythmic patterns, and any markings of in-
terpretation (dynamics, phrasing, articulation, etc.),

These books provide an orderly and systematic approach to the study of sight reading, based
upon standards for sight reading for the classical guitar found in respected schools around the
world. Preceding this volume are Levels One to Three, and it is recommended that these are
carefully studied before progressing to Levels Four and Five. T

Although the repertoire for students at Levels Four and Five is generally written in the lower posi-
tions, it is very important to develop both reading and playing in upper positions. For this purpose,
a supplement of position-playing examples has been included at the end of each level.

The compositions used for sight reading here are original, written in classical and more modern
styles, and they exemplify a variety of rhythmic and melodic, contrapuntal and harmonic
possibilites. Throughout the levels | have offered some suggestions, both within the pieces and as
footnotes, to help with one’s approach to sight reading. Only a minimal amount of fingering has
been added to the music, to encourage the reading of the notes themselves.

The reward for proficient sight reading will be found in the vast repertoire of beautiful music that
one can then appreciate in a musical career.

Robert Benedict

Royal Conservatory of Music,
University of Toronto.
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NOTES TO THE TEACHER

This work is designed for grade school of university-level in either private tutoring or class instruc-
tion, and is intended to be used by guitar students on a daily basis. The main goals of Sight Reading
~~for Classical Guitar (Levels One to Three) were:

—
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1. To prepare the beginning student in his third or
fourth week of lessons to sight read material
equivalent in difficulty to lesson repertoire and
technical proficiency, and

2. To improve reading in the student who has already
started guitar and has attained a technical level
equivalent to first year.

This volume, containing Levels Four and Five, will continue the study of sight reading, providing
material suitable for more advanced students. Both books can be used to establish a reading level
for students entering a new environment of guitar instruction, whether it be private tuition or class
lessons.

The reading level of a student should not be more than one to two steps behind their technical abili-
ty. This goal is attained through careful scrutiny by the teacher in the progression of material given
to the student throughout his studies. You, the teacher, should ask the following questions when
presenting new material: Why am | giving the student this study or piece? Does it follow logically
what the student has learned? And, is the student ready for this repertoire? The degree to which the
teacher is prepared to answer the questions demonstrates the degree of responsibility to his/her
students. That is the ultimate basis of any teacher's reputation. -

Dr. Ron Purcell
California State University,
Northridge.
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LEVEL 4

Before Playlng carefully look at the Key Signature and the Time Signature.

Look at the complete line of music before beginning to play.

Play slowly, and read ahead.

When more difficult rhythms occur (sixteenths, triplets, dotted eighths, etc.), clap or play on an open
string the rhythm alone. Then begin to play the exercise.

In single-line melodies, use combinations of p, i, m, and a which are most natural and produce the
nicest tone.
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Use the left hand fingerings which are most convenient in order to play the passage at sight. Read
ahead and prepare for sequences.
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Think of the notes found in the scale indicated by the key signature (second position).
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Always sight read in a musical and convincing way,
using dynamics and shaping the phrases.



Before Playing carefully look at the Key Slgnature and the Time Signature.

Read glowly, and remember - one flat.
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Play the triplet group and feel it continue through the following quarter note.
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Feel the drumlike pulse of the triplets.
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Before Playing carefully look at the Key Signature and the Time 8ignature.
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Feel two strong beats in each measure.
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Feel the quarter-note puise withi;{the varying rhythms of the melody.
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Imagine the sound of the chromatic bass part before beginning to play.

0 -

%
L
}-

2
|
T

-

17

1Y) g — S ————

SR A A S

- -

Listen carefully to your performance of each sight reading exercise.
Hear the problems that you are having and make an effort to improve

in these areas (left hand, right hand, phrasing, etc.).
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Before Playing carefully look at the Key 8Signature and the Time Signature.

Learn to recognize these common four-note chord patterns. Play slowly.
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In two-part counterpoint, there is a natural tendency to listen to the more active part; try to hear the less
active voice as well.
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This is a typical classical staccato accompaniment. Before you play, try to imagine the rhythmic
effect of a pizzicato string orchestra! (See “stopped basses,” bottom of page 35.)

Before Playing carefully look at the Key Signature and the Time Signature,
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While playing the first four quarter notes, feel the sixteenth note rhythm. Play slowly.
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Common dotted rhythms can be made to sound more lively and light,
EL 2943 by making the dotted note longer and th= i "'.wing note shorter.




Before Playing carefully look at the Key Signatur

By reading ahead, you ¢

an recognize the broken chords and the most suitable fingerings.

e and the Time Signature.
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FORM: A canon occurs when a melody begins in one part and, as it continues,
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part.
Before beginning to play, notice the imitation in the bass of the upper melody.
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Before Playing carefully look at the Key Signature and the Time Signature.

FORM: A chorale is a melody or tune that comes from the sacred hymn literature, or that is to be played

like a sacred tune.
Read the fingerings as well as the notes and rhythms.

Very slowly and legato, as a Chorale
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The interval of a fourth is used here, harmonically and melodically.
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Think of the sight reading exercises as little performances .
in themselves. Prepare for cadences with ritards; use dynamics -
and varying articulations to give colour to your playing.



Before Playing carefully look at the Key Signature and the Time Signature. E
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Think of the chords as being joined by the melodic fragments.
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Before Playing carefully look at the Key Signature and the Time Signature.

Name the notes which are sharp before beginning to play. Think of all the notes in the scale.
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Let the indicated fingerings facilitate the playing of a piece.
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3 Before you play, feel the rhythmic groixps within a bar

o { Jw or . 3 ord 73, etc.). Then fcel how they combine with other
groups to make up the rhivthin. of the phrase.




Before Playing carefully look at the Key Signature and the Time Signature.
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Feel the quarter-note pulse and the triplets within.
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Learn to recognize the common chord patterns, especially in the more common keys for the guitar.
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Before Playing carefully look at the Key Signature and the Time Signature.
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Look at the complete line of music before beginning to play. See the arpeggio patterns as a group,
and read ahead to the next bar.
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Play gracefully, with a feeling of one beat per bar.
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Varying articulation enhance: a piece and gives it character. (See “stopped hasses”, bottom page 35.)
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Sight read as often as possible, choosing easier pieces
(approximately two leveis lower than your current technical
level). Play with expressicn. shaping phrases and using dynamics.
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Before Playing carefully look at the Key Signature and the Time Signature.

Read the bar indications tirst; the other fingerings will follow.
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Before Playing carefully look at the Key Signature and the Time Signature.
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Feel the lilting rhythm of this piece before you begin to play.
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Melodies which are chromatic should be read very slowly.
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Feel the character of the piece before playing. Much of
your ability to sight read depends upon your emotional

interpretation and approach.
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Before Playlng carefully look at the Key Signature and the Time Signature.

Before playing, look carefully through the complete line of music.
Notice how the moving triplets are alternated between the parts.
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Before Playling carefuny look at the Key Slgp
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POSITION-PLAYING SUPPLEMENT

-~

This supplement is a continuation of the study of the second, third, and fifth positions. In Level
Three of Sight Reading for the Clussical Guitar, only the notes found on the first three strings in these
positions were used. Here, however, the second and fifth positions will be extended to include the

notes found on all six strings.

THE FIFTH POSITION
The fifth position is the most often used upper paosition, because

5th

position ~ |

DIAGRAM B

!

music written in the common keys of C major and A minor is AD L é '3 A
easily played here. More than two octaves of the natural notes fall
into this position. In this way it is to a degree similar to the first
position. Other keys, that require sharps of flats, also fall easily ﬁ
into the fifth position, and some of these will be used in this
supplement.

Method of Study: For each position, study each note in Diagram
A, naming it out loud, and then locate and play the note on the
fingerboard, with the help of Diagram B. Treat each note as a
separate sight reading exercise. - :
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* ‘B’ is actually out of the fifth position, but
can be played with a stretch of the fourth finger.
DIAGRAM B
THE SECOND POSITION ond
position” [ [~ ["[T1771°
These are the most common notes which are played in the second g3 u E A Q% BF
position. At a glance it can be seen that these are the notes found
__in the scales of D major and B minor.
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DIAGRAM B
THE THIRD POSITION 8d bbb
position
In this supplement, the sight reading exercises played in the third ' D G
position will require only the notes found on the first three strings.
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“pos.” (position) indicates the position in
which the left hand is to play the exercise.

After a thorough study of page 16, slowly play the following melodic fragments (examples 70 to 74)

in the positions indicated.

Examples 75 to 82 are all to be played in the fifth position. Bass notes are to be played open.
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FIFTH POSITION (continued)

) #

He

\_—__’/

e

e

3

1

.
\lT

5

£
1 ) g
 —

0
1
)
i O

ko
138
T

11
=

r+

i 0 |
1
1

T T /]

82m'nr

T
1t

position on the first three strings

Look at all the natural notes found on the fingerboard in the third
(see page 16}, and study them carefully before beginning to play.

3rd pos.

-5

2

Hi

IR

AN




Examples 85 to 91 can be played in more than one position?
Think of the notes in each position before beginning to play.
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HARMONIC INTERVALS In the FIRST and FIFTH POSITIONS

Harmonic intervals have been included here
should be treated as a separate exercise in si
Name the two notes out loud, and then transpose an

study the finger patterns of each interval.

Major
1@,’-‘,‘1’0, FIRST POSITION  FIFTH POSITION
Thirds g v*
o AH 31!
188 L L
o
$H—18 28
94 rj'wm ] [
3,
% %9;2 8 8
Major
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Minor  FIRSTPOSITION  FIFTH POSITION
Sixths " gv
" a—% - ie
98 W—o He
)
n
)" 4 4+-O— LYo
100 By— —
) 4 4
0
P —
102 @ XY X ® ]
eJ 36 io
I;E?{ffti? FIRST POSITION ~ FIFTH POSITION
i 3o 4
I = .
SV
)
0
. A 1 P
106 ﬁ R ] R ® ]
Y 4311 _4‘

* Bar, with index finger, three of six strings at the fifth fret

P L2043

to further our study of the fifth position. Each interval
ght reading. First, play the interval in the first position.

d play them in the fifth position. Take time to

93

95
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FIFTH POSITION
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22 RHYTHMS

Clap, or play on an open string, the following rhythmic patterns, as well as the rhythms of the
preceding pieces, counting out loud.
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Look at the complete line of music before beginning to play.
Play slowly, and read ahead.

When more difficult thythms occur, clap or play on an open string the rhythm alone. Then begin to

play the exercise.

While playing the first four quarter notes, feel the sixteenth note rhythm.

=l

Before Playlng carefully look at the Key Sighature and the Time Signature.

i - P 00 N - r
orr o P FT I T F
At a quick glance, notice that all tfxe intervals are the same.
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Identify the common chords in a key, recognizing the chord patterns (scale of D major).
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{n two-part counterpoint, one often tends to listen to the more active part; try to hear the less active

yosice as well,
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Play musically. Approach a piece in the character indicated by the expression marking.
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Avoid the tendency to rush when playing slurred passages.
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The beauty of individual melodies is enhanced when they
are combined with each other to provide counterpoint.
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Before Playing carefully look at the Key Signature and the Time Signature.
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ORNAMENTS are used to embellish or decorate a melodic line. One type of ornamentation, the trill,

is used most often at a cadence. Look carefully at ornaments before playing. Feel how they will be

naturally incorporated into the piece.
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Read through the complete line of music before beginning to play. The stopped basses (all A’s) esta-
blish the character of the piece. (See “stopped basses”, bottom page 35.)
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Before Playing carefully look at the Key Signature and the Time Signature.

»

Scherzando
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Chords and melodic fragments.

Dolente
) [2d L d pil B
21 o c—hp—2 18]
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Name the sharps before you begin. Think of the scale notes in the key.
X "vzmv } —F} Jl 13-4 +—1 %i L & v
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Try to feel the character of a piece by reading it through before you
begin to play. Enhance the chara-ter with various techniques
(arpeggiated chords, different ar~  -ions and tone colours, etc.).
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Before Playing carefully look at the Key Signature and the Time Signature.

This fragment uses lower mordents which, unlike trills, are more often found throughout a melodic

line.
Ornaments should sound relaxed and improvised. Play very slowly.
e

o : M
fo1 N | J fJ.-_, B ‘f’_l ) . » ! I !
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Look at the complete line of music before beginning to play. Avoid watching the repeated arpeggio

notes; look for the notes which are changing. Read ahead.
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Before Playing carefully look at the Key Signature and the Time Signature.

At a quick glance, notice a pedal in the upper part - read ahead on the lower part.
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Play musically. Approach a piece in the character indicated by the expression marking.

I

Imaginatively
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Concentrate on the moving part.
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| 1 l 1
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Try to dynamicallv balance pieces written in
two parts. Listen « ~-fullv to vour plaving.
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Before Playlng carefully look at the Key Signature and the Time Signature.
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Before playing this little piece, feel the rhythmic accompaniment parts and imagine the legato melody.
Feel two strong beats per measure.
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Before Playing carefully look at the Key Signature and the Time Signature.

Look through the complete piece. Before beginning to play, prepare in your mind the performance of
the ornaments. Notice the upper mordents at the beginning of the line.
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Play as legato as possible, slowly, and in a chorale, or church-like style.
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Look for the little things that are frequently giving you
problems (barring, ornaments, accidentals, etc.). Work on
- these areas to improve your playing and reading. Play slowly.
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gerings will help with the reading.

String indications and fin
-~ 4

g carefully ook at'the Key Signature and the Ti

me Signature.
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Look for sequences. Prepare for the dotted rhythm before you begin.
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See “stopped basses”, bottom page 35.
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Before Playing carefully look at the Key Signature and the Time Signature.

Read the bar indications first; the other fingerings will follow.
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Notice the three separate parts or voices.
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The nature of this piece is found in the contrasting staccato and legato notes of the bass part. Read
slowly. )
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By studying staccato playing with the thumb, learn to control the
bass parts. Almost any piece can be used as an exercise to learn to
stop basses. Learn to avoid harmonic 4ths and 5ths, which occur .
when the strings continue to vibrate. With this, sight reading -~
improve because the overall performance will always be be: -



Before Playing carefully look at the Key Slgne.turé and the Time Signature.

In single-line pieces, read as far ahead as possible.
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“Play” the rests by stopping the chords.
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Yty Laleiuny 100k at the Key Signature and the Time Signature.
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The offbeat accents in the accompaniment provide the characteristic feel of this piece.
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“Ticult a piece appears at first sight,
~#Zully it should be approached.
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Before Playing carefully look at the Key Slgnaturq and the Time Signature.

Look through the complete piece before beginning to play. Clap and feel the rhythm.
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Notice the right hand finger pattern which is established in the first measure.
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It is most important to understand the musical nature of a piece
befcre beginning to play. If no expression marking is indicated,
study th- risce alittle before starting. Is it rhythmic,
conti. . .., a melody with accompaniment? etc.
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Before Playing carefully look at the Key Signature and the Time Signature.
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Clap the recurring rhythm of the first two measures. Imagine the steady quarter notes below.
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Before Playlng carefully look at the Key Signature and the Time Signature.

Listen for sequences.
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Here we have a strong feeling of two beats to a measure. Practise clapping the shift from triplets to (2)

eighth notes.
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POSITION -PLAYING SUPPLEMENT

4th position - -

G ¢* B B I

THE FOURTH POSITION

At a quick glance it may be seen that there are more than two
octaves of notes from the keys of E major and C# minor found
here. Melodies, chords, fragments, etc. from these keys are there-
fore often played in this position. We will frequently find the
open bass E and open subdominant A used in conjunction with
the fourth position.

41

|

Method of Study: Play each note in Diagram A, naming it out
loud, and then locate and play the note on the fingerboard, with

the help of Diagram B, Treat each note as a separate sight reading
exercise.

The second, third, and fifth positions are reviewed again in Level Five; read over page 16 in Level
Four to be thoroughly familiar with the notes. In this supplement, some less common keys have been
_included, which fall easily into these positions. For example, fifth position - Eb major, C minor, Bb

major, G minor, etc.

DIAGRAM B
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“pos.” (position) indicates the position in
which the left hand is to play the exercise.
Play the following melodic fragments (examples 64 to 67) in the positions indicated.
1st pos. 3rd pos. 5th pos.
MW,%islzii{?‘ji_j;i%%i%’:{ ‘r%;lgljzlg,i%;
o7 o 1 3 Ty 1 3 41 ’ 1 3 1 2 4
® N €
1st pos. 2nd pos. 4th pos.
1 i I b 1 i 3 giﬁ
1 L
65 % 1 3 -1 % 4 1 % }' 1 I % i’ 1 % l' 1 1 ; ])
o 1 3 o T 1 ! 2 4 4 1 5 42
1 3 4 1
® ®
1st pos. 3rd pos. 5th pos.
f o - . o
66 B— i T 3 T 3— 1% 1 =i —1 1 ¥ : ‘3 T ! T T 1
U T 3 1 o é 1 4 3 1 3 1
®
1st pos. 2nd pos. 4th pos.
4 l {
+ — ?——f———‘:“—F :E——:—F—P’—Z‘:F: ~ —
67 e o s S e o S e — e e e
AR A 1 T, L 4 ! s 5 2 1
® ®
FIRST AND FIFTH POSITIONS
Play each of the following scales and melodic fragments (examples 68 to 75) in the first position, and
then in the fifth position. Before beginning to play, lock at the key signature; try to hear the tonality
(major or minor), and think of the notes which make up the scale. Use a fifth position bar if necessary.
C Major
Fa) < TR
68 - S Y 3 1 1 1 : . +———1
I8y FeY XY — e - 1 1 M
T o o o g
1st pos. 3 o 2 3 3 2 ) 1 3 2 o
5th pos. 4 3 4 3 4* 1 4 3 1
A Natural Minor
#£- e = )
6 Ty == ococo = sS=E==
U 6 U ’19 U hil Y )
* The fourth finger expands or reaches for thx ‘B’
The left hand itself should remain ir th- 7~ ~osition.
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FIRST AND FIFTH POSITIONS (cont'd)

F Major
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G Natural Minor

v

2

—O
<>

Eb Major

C Natural Minor

—-

A



44

SECOND POSITION

Play each of the following scales and melodic fragments (examples 76 to 83) in the second position
only. Before beginning to play, lock at the key signature; try to hear the tonality (major or minor),
and think of the notes which make up the scale, Use a second position bar if necessary.

C Major
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* Keep the left hand over the secor -

SECOND POSITION (cont’d)
*
D Major
P 1 - ) AP {
i’ e et ot
80 o—o—*o = g 3
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Play the following melodic fragments (examples 84 to 92) in the positions indicated.
1st pos. 2nd pos.
A\ } \% T —— [ {
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1st pos. 2nd pos.
He TN, JE— . 1 R ’ ﬁj\ i —
o & 7z + 1 el = 1 1 1 T 7 1 1 . -~ T 1 .
85 4 3 L. ! ; 1 ! ! p 3 ——
B e
1 1 1 N——— T
J o 2 o 2 5 1 4 3 1 4 1 3 4 38 4 1 4
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Sth
et~

5th pos.

2nd pos.

2nd pos.

P

/‘\

3rd

1

1st pos.

89

&‘j\//\\

+

4th pos.

4th
#£ 4 o

1st pos.

st pos.

bl

i
o
L~
H -
-+ «
N
T al
e |
e ¢
-
¢
| 150N
A”J‘l ot
—t—y 2
S
4-4-4 -
e «
£
b
Al
-t
o

4th pos.

i
i AR
<1
9 R—
A
% ) -
& R
e
9|11
=T
e M
1Ty
S H
= HR-
¥¥
5

92

!

ot

A4

4.

R

1] -



Use a full bar (&) in the fitth position.

2 3 =

3 - >
no e T rr e
Use a half bar (3 ) in the fourth position.
& |
v LALLM IT 5,558 00 By ym /.
M ? +—1 —f—p—>» w5
e +——= T ——— 3 =
Lo 2

QP
qii|

Fxamples 95 and 96 use two different bar positions, with an open string accompaniment.

m— V—

| Yo
L

- : : . — :
g . % o g - .
¢ ‘7 F’

lxllplf - 2

o

4444

#xamples 97 to 102 can be played in more than one position.
“hink of the notes in each position before beginning to play.

‘Opos.
Y & et 1 =
. - = < Py 3 74 = 7 T -
& . 3e (<4 - Lt o- . 3
\-/
#4 pos,
A I N Y
g § SSSEESESE==s = ——=—=5 =
4 ¢ 17 e < g - - -
’ - Q &
S ———

It

v
o
b}
+ -1
- 1
i |
o
oL +
L VaE
| WEP
L 1N
44
Q-'»—T-
Dh

&l
u




98
a)

b)

99
a)

b)

200
a)

b)

4

.l

.l

,,,,,,ﬂ‘ Ny ) 4&4_414—4:33
A P P P

—»

.l

2nd pos.
£ N
1= + {'_"1'—;—*!‘?_1' - {g
— e ===
— 4 2 3 4
4th :
pEee == *
s el = p——T 5 |1 7
> — T ! +— s 1 + ‘_—EHJF v/ £
T_g;—‘l-— 4 3 4 1 9

s
v

4th pos.
Awxtt 4 3 3 2 ' 4
PR s e e g e
¥ s { At
=
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102
a)

b)

103

104
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2nd pos.
1 3 ﬂ
P N W e
U 1t
) LI § - B e 0
Trrres Xrr Xrrerer
7th pos. (This example serves as a very short exercise in the 7th paosition.)
Vil———— 4 vil————
e ¢ ‘ J——J—J——J-—-.l gl: é: Tap———T
S xR - — 3
{ of 7 { Fr &rr

Trrerer
™

2nd pos.
4 D
;9'_5”&2_—4—_:_@.:_ — { 41 | J |
S e <1
F Ff Ff FF F F T
4th pos.
2 P —
ﬁh—i‘&i—_ﬂ - ‘J ‘J——Jr:}__ =
1 s —— E==co=
¢ ¢ f P F F F °F
HARMONIC INTERVALS
Each interval should be treated as a separate exercise in sight reading. First, play the interval in the
first position. Name the two notes out loud, and then transpose and play them in the upper position.
Take time to study the finger patterns of each interval.
FIRST AND FIFTH POSITIONS
Play the following intervals (examples 103 to 112) in the first and fifth positions. Use bars where *
necessary,
Examples 103 to 107 use only notes which are natural (without accidentals) and found easily in the
fifth position.
Major and Minor Thirds
=’ ] Yy
&8 = B — 8
3] 8 e
Perfect Fifths
0 o
1’ - X
G 5 o o - o o =
g P o = —
n Major and Minor Sixths ~ -
- XX © - 3 |
&= e— ——tur o 3 o s— —
) o o
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FIRST AND FIFTH POSITIONS (cont’d)

Perfect Octaves
0 O ©
. 4 XY ©- Y
6 &y 7 O
Y & sl X
U © Ls ] © _0..
Major and Minor Tenths
0 o O
o * 4 © XY — cL
N = ,«%
(D) e o o hd
Examples 108 to 112 include accidentals. Name the two notes out loud before transposing them into
the fifth position.
Major and Minor Thirds
9 py{e) 1T & 32
) @8
¢ —" s 8
N LK) <>
wp—= - = : @
2 {
0
g;f 28— 3 L= — ¢ ﬂ
o ° 533 '8 tg
Perfect Fifths
T -y —
09 ¢ — P XX oy Ssm—
© E & ) O
Y s
1
—_— (o] T KX
LT Ax 1‘: !i_i“lj o _:_:_.:‘{ ’f’ Lo
M &

.‘-
]
T

:

o e
i P WD ), e R TR DA i e et
w———- ——— —— Q- ewNshar (Sl .

L

>



FIRST AND FIFTH POSITIONS (cont'd)

Major and Minor Sixths
£ T & —
110 fy— =22 o = )
e e BU
$——o o n o =
oy—=x 58 1 048 § I ©
Y o bo
e © T
9 59 3 Ln Y
.. it | —_—
£ k9] b 13 -
LY & X —
o) o
Perfect Octaves
;g Q o e s
111 €&y row — T
) hd *
0
- — to o
F &an ! v £y
o e
bor © e
Major and Minor Tenths
g - - s - :
112 &y v
g5 =3 o o
i Ty —— o To- fo e =
b fon - T
Si , ° e
L4 o Mo ‘&
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Play the following fragments in the first position,

necessary.

and then in the fifth position. Use bars where

| . }
4
3 T 1 t — T —1
I M i i & r
_q)—Thirds b) Sixths ¢) Tenths
| ] ] | _
=== ; ==
1 F v o P &
d) Fifths e) Tenths f) Octaves
| ‘e ] . 4 ] ° t'— I
2 ‘ - | E! 4 | ' '
g) Sixths h) Octaves i) Thirds
0 | | J | | . | 4 ] | |
il 1 o I i }
1 += + p
NV 1
() ;t 3 L 9 |
j) Tenths k) Fifths 1) Sixths
Play the following triads in the first and fifth positions.
[a o
4 —a =y 3 4 o Eﬁ 1 .
U Y 2 had Ly ] [® ]
C Major C Major F Major F Minor A Major A Minor D Minor
(first inversion) (second inversion) (second inversion)
1st pos. 5th pos.
i I & i } I
' o 21 o 2 1 1 t ' 3 7 1 4 2 K

P s

R v




_ SECOND POSITION

Play the following intervals (examples 116 to 120) in the second position only. Some open notes may
be used. Use bars where necessary.

Major and Minor Thirds
116 @y g 8
D) g {é 23
0 0
- . 8 S 48
1 —ax = hriat @} T
SV _Us) &> b oI
oJ 76
0 o [P0
s " 4 1 - bat ® )
A 179 > 4 S
8% Y — .
o 8 *5 ;
0
" 4 3.
—p— A ® J
188 [®] T iX —
v > - [ & ] [ ® |
o © ,;8 b
Major and Minor Sixths
£ o
117 (&y—x Y O — —
[y © o e S
0 " o o
A O e i =
&0\ %X - —) +—
A % .4 Uiy
(3] A ©

Efl)

a1
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SECOND POSITION (cont’d)

Major and Minor Sixths (cont’d)

g - t o =
e —i———=
co o g
o O
<
A o
41y HO- XX
TYST - i3 f iX Aok ® ) &>
e e —_— v — e
53 © - 4
Perfect Fifths
2o #0
7?‘“ - ‘: JITTI
118 &y © — u ©
o I¥ ©
ke g
é ©
52 O
X ~&>
o Ty = Hry
[} e = A
O
e ©
é’ =
Y O
X LY -
L @ § 7 o2 O
35 13 <
g © X "
gl
Perfect Octaves
= = %2
119 & e — — T -
= = = e
g > o
T
O o
— XX Ty S
@y 'S =" o o e
[D) < wit o k —_
= " ‘ ©




‘ , SECOND POSITION (cont'd)

Major and Minor Tenths
g Y = oy —
{120 T X - — X
: oJ g — }’——ii o b L]

|
{

il
:
'
1)
|| b
o||[F
21119

¢
¢
g

l Play the following fragments in the second position. Use bars where necessary.
[ ' 5. - — ]
P =——=———c=——=——=—
" ( ¥ I I -
\ a) Thirds b) Fifths
!
1 1 ] | | pa {
1 A 4

-3

| i
—& —
ég s &

¢) Octaves d) Sixths e) Thirds

£H—p 4o 4{ e s
&—F— 36 —® &%
g 1+ e
f) Sixths g) Tenths
0 — se | - L | 0 g
1 { _}' - o 1 J ﬂ:[:'

h) Fifths iVTonths POc



RHYTHMS |

Clap or play on an open string, the following rhythmic patterns, as well as the rhythms of the
preceding pieces, counting out loud,

NP PRI R
PRI PR R PR

P BRI e
Wi ARV e s iER vl ]
e, dDIFI YIFENIITE ML L]

o § 5. L iR, BT B s |

Ny AR IR V) FFRld
3 S H) B FFRl) 1

Wi RSl ) N FRSI
wi) PRV ISEREN) RS AR IFRIRES)N

T DerrPi i ree i P rer P rer PP PR l
wi RV RN

13)44 4444& ‘f—if—i. td—aoﬁ:ﬁm ﬁ;—-ﬁa “

wiF MRE I A AR ARSI ISRl
g BT SIEFRL 1) b b

i

Cwey = SR IFRIE

e=ravoe  wa—

17){43.'*“::%,-«1 ’ca ade ’——ma’_j!:rjj—-




S ————— %

wi) o |) Fell v 1 F) )
w9 3 ) FRNFRAIN)  FRIJA] I

0 §J T RS JIFET) M)l

b ininbrilwl:--I R el inlw iR PN
i) J IR NER

Y Ow: Rl e i P PR
wil /) FROOI BB BB

20§ J XT3 13031

w8 ) STHAFRL P 7 AT

 § ) D ITIITRL T )15 |

mt) e IO FRI B I A |
mi) 31 FR) VISR 5353 )
W33 130

Wi I3 L L M

WEF) BIUTTIRINN D) DIAL L

s S 33 I > WTINI ») -

3

w3 TSI U1 S
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w§ T S T DTN L
) § BT 0 J WTFR IR RiIWTI RN
i) rRU R s TR

sy 3 ) 3 ) N

i) FFRI) v 1 2R

w1l SO LT

PR wirPREPr P R PRI R A
@4 ) Ry by FRIVREIDL

43>Sﬁiuaﬂjlfﬂ1ﬁl > ) > IIFFRd L

wil ¢ TR s e

w3 IR I S )

Wi S A DASAl LI mAm Oy FRLL

Wy TR AT RY ) IFF A 1L
wi) Sl bR
@i 0 S T

v ) FHJ 41 A M LM

s0g ST AR IR, 0 =20 RITI)N




i/ RS U FEm LR
33 2SRy 3N RN

Wi ) IATI W T

Wil ) SIFF) L DRI

w1l S 3 FRI ARSI A

sniS L ) D) N FRBN

w8 = BT\ BT UTRITRIIL |

593, ¢ 1 FIl) v 1By

i) 2 FTII ST S T
51)3;"5'?.1 v fhﬂ:'lu } J'j"'JIJ. I

ef., 2 VIITFFRI VIR FI AT
6] T eed 41t J IS 33T )

e 4 ST Ll e TN e

658, e, 4 L TR NIRRT

T AT TN Y1 MITTRM )

il DIFIIIRT AT )

iR RIEL L RIVFROSR) )y TR

B o U




EXPRESSION MARKINGS

The following is a short list of some of the more common Italian expression markings, many of which

have been included in this book.

agitato
animato
cantabile
con moto
con spirito
delicato
dolce
dolente
espressivo
facilmente
furioso
giocoso
grandioso
grazioso
maestoso
marcato
mesto
pesante
piacevole
placidamente
religioso
scherzando
semplice
solenne
sostenuto

tempo rubato

teneramente
tranquillo

vivace

excited

with spirit

in a singing style

with motion

with spirit

delicately

sweetly

with sorrow

with expression
easily, without strain
furiously

playfully

grandly

gracefully
majestically, dignified
emphasized

sadly

heavily

pleasing, agreeable
peacefully
religiously, devotedly
playfully

simply

solemnly

sustained

in ‘robbed’ time, flexibility and
freedom with the phrasing
tenderly

calmly, quietly

with life

y




