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CHAPTIR |

Getting Started

Holding your guitar in playing position, the strings are numbered from 6th to Ist with the
6th or lowest string being the one closest to the ceiling. Many beginning players don’t know
which end is up when it comes to the guitar. Since we are playing musical sounds, we refer
to high and low depending upon the height and depth of our notes. The first string may be
closest to the floor, but it is called the highest string because it is tuned to a higher note than
the other strings. Music is made up of notes. A note is a musical sound, or pitch, of a specific
degree of highness or lowness. Each note is given one of seven alphabetical names: A, B, C,
D,E ForG.

The following diagram shows that the strings are named E, A, D, G, B, E from 6th to Ist. The
sentence “Ernie’s Ant Does Get Big Eventually” may help you memorize these notes.

E <— |st String

E <— 6th String

Roman numerals are used
to number the frets

ROMAN NUMERALS

Here is a review of Roman numerals and their Arabic equivalents.

Chapter |—Getting Started 7



TIME

Musical time is measured in beats. Beats are the steady pulse of the music on which we build
rhythms. Rhythm is a pattern of long and short sounds and silences and is represented by
note and rest values. Value indicates duration.

Measures and Bar Lines

The staff is divided by vertical lines called bar lines. The space between two bar lines is a
measure or bar. Measures divide music into groups of beats. A double bar marks the end of a
section or example.

A —— One measure —

[ fanY
A\SV

. Bar lines 1 Double bar line 1

Note Values
The duration of a note—its value—is indicated by the note’s appearance or shape.

Whole Note o = 4 beats

J/ J
RN e
;]
\

>

|

J \=2beats each

Quarter Notes / \ / \ /

Eighth Notes ﬁ ﬁ ﬁ ﬁ ﬁ ﬁ ab = % beat each
A A Y A

scennNoes B W AN AR MDA -y e caen

= | beat each

)
/\

Time Signatures

A time signature appears at the beginning of a piece of music. The number on top indicates
the number of beats per measure. The number on the bottom indicates the type of note

that gets one beat.

Z _ 4 beats per measure
Quarter note ] = one beat

2 — 3 beats per measure
Quarter note , = one beat

g _ 6 beats per measure
Eighth note ,) = one beat

Sometimes a (3 is used in place of 2
This is called common time.

Chapter |—Getting Started
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Triplets Eighth-Note Triplet Quarter-Note Triplet

A triplet is a group of (evenly divides one beat) (evenly divides two beats)
3 3

three notes that divides A . 1T 1

. [>)
a beat (or beats) into ﬁ'—'_'_'_'_' 2 o—o—0o—po—p0—+
— 1 e —

three equal parts.

3 3

Beaming
Notes that are less than one beat in duration are often beamed together. Sometimes they are grouped
in twos and sometimes they are grouped in fours.

A Beamed eighth notes Beamed sixteenth notes

e e
o e ==
\ / \ /

Beams Beams

Swing Eighths

In the blues and jazz styles, eighth notes are usually not played exactly as notated. Rather,
they are interpreted in a “swing” style. This makes a pair of eighth notes sound like the
first and last notes of a triplet. Swing eighths:

A Sound like this... ...but look like this.
[>)
#—%—o:o—o—o:o—o
A\NV K
—3—\ —3—\ I I
I (& ah 2 (& ah | ah 2 ah

Repeat Signs
Repeat signs are used to indicate music that should be repeated.

Go back to the beginning and play Play the music between
these measures one more time. these signs twice.
| |

| ——

-*

) b
This sign A tells us to repeat the previous measure.
) )
A\NVJ i i ANV
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Online audio is included with this book to make learning easier and more enjoyable. The symbol shown
on the left appears next to every example in the book that features an audio track. Use the recordings
to ensure you’re capturing the feel of the examples and interpreting the rhythms correctly. The track
number below the symbol corresponds directly to the example you want to hear (example numbers
are above the icon). All the track numbers are unique to each “book” within this volume, meaning

every book has its own Track I, Track 2, and so on. (For example, Beginning Fingerstyle Guitar starts
with Track |, as does Intermediate Fingerstyle Guitar and Mastering Fingerstyle Guitar.) Track | for each
book will help you tune your guitar.

See page | for instructions on how to access the online audio.
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SHIFTING ACCENTS

As this piece progresses, the accent falls on different beats and different fingers. This is

another way of improving your finger control.

Q) SONG OF ASCENT
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Practice Tip: Shifting Accents
You may use the technique of shifting accents, demonstrated in the previous
exercise, for many of the examples in this book. For a challenge, practice with
the metronome clicking on the accents. In other words, in Song of Ascent, if the
accent is on the off beats, start playing just before the click, so that the click falls
on the off beats.
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