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In the two diagrams that follow, notice how the same principle applies to the left hand.

The stratghter the wrist, the more Bending your wrist too much makes
dexterity your fingers will have. it a otruggle to play.

As for your left-hand thumb, it’s generally
wise to keep it positioned just under
your second (middle) finger. This creates
somewhat of a vise, and allows for an even
distribution of pressure throughout the hand.

The body should also be in a relaxed state. While seated, try stretching your neck and spine upwards
towards the ceiling, pulling your shoulders back slightly (just enough to keep them from drooping forward).
Now, relax your muscles so that your body sort of freezes itself in that position. This is a good state for
the body to settle into. Your shoulders should not crunch upward into your neck. Take a look at the
illustrations in the following section about holding the guitar.
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#2

Now we will deal with moving two fingers and fixing two fingers. The same principles apply here: rooting
the two fixed ﬁngers through to the back of the neck, while keeping the two movable ﬁngers as ]ight
as possible. You'll find there’s more potential for strain here, so take it slow and focus on the stretch as
you extend your fingers, and then on the opposing motion as they pass each other. Finally, sustain the
second bass-note as your next ﬁnger travels up to the treble, and then hold the second treble-note as you
switch to the bass, etc.
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Shaping the Nails
Always use a file, as opposed to a nalil cutter, to shape the fingernails of your right hand. Nail cutters
leave the fibers of your nails with jagged ends, even if you polish with sandpaper afterwards.

Always file your nails with your fingertips facing you. Position the
file underneath the nail at a slight angle and look down the surface of
the file. This gives you the ideal view of the edge of the nail. Try to

create a straight line as seen from this angle, as illustrated on the right.

Ideally, the file will touch the edge of the nail evenly across its width,
and fit securely underneath it without rocking around. If the shape
of your nail is too round, you will notice a rocking motion as the file
moves around the nail’s edge.

The line illustrated to the right will only be seen from this particular
angle. The nail shape is not actually straight or flat. It will still appear

rounded, although possibly not as round as the ﬂeshy ﬁngertip.

These ideas for shaping your nails are only suggestions. There are many variations on the four nail types
discussed in this book. While I have found that the corresponding shapes suggested here work well
consistently, experimentation is encouraged. Find out what works and feels best for you.

Angle and Placement

In order to achieve a full, or “fat” tone, we must give special attention to the angle of the fingertips to the
strings. Note that when the fingers are initially placed on the strings, only the flesh makes contact. The
nail makes its contact when pressure is applied. The illustration below shows an advantageous angle.

When a finger moves straight back into the
palm from this angle, it is actually moving
over a healthy portion of the string surface
(as the string uses the nail as a “ramp”) which
enhances the tone. This angle, however,
creates a scraping sound on the wound bass
strings, and should therefore be adjusted to
a straighter angle for playing on the fourth,
fifth and sixth strings.
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These are great exercises for developing your finger independence. They involve standard finger

combinations in the context of awkward string crossings.

Practice using free stroke, with a full sound. Wherever string crossing is involved, make sure you prepare

the next note immediately after releasing the last.

If you are one of the multitude of players who have difficulty playing a thumb rest stroke while doing
free strokes with your fingers, this is a good opportunity to work on that technique.

Take your time. It is best to work on a few of these during a practice session, and become comfortable
with them before moving on. You don’t necessarily have to play them all every day.
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* Let all notes vibrate, except 5th & 6th string melody notes (stems down). These melody
notes should not ring through each other. In addtion, 5th string melody notes that are
followed by a rest are dampened by lifting or using the backside of thumb.

** With this rest, the composer is emphasizing that the previous bass note should be stopped.
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This table of contents is designed to help you use this section as effectively as possible. Not only will it
give you an “at-a-glance” tour of what the section contains and help you find the specific piece you seek,
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pieces appear in order of difficulty. The categories of technique are shown across the top. The boxes
checked next to a piece tell you which technique(s) apply to that piece. The technique categories are
taken directly from the first section of this book. — Nathaniel Gunod
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CHECKLIST:

v Be very attentive to tone production.

SNOWFLIGHT

A lovely, easy, arpeggio piece, this is one of § Dwcernments by York.

Take this opportunity to feel the independence of each right-hand finger.

Andrew York Track14

v
v Don’t move your left hand off of any chord before the right hand finishes the arpeggio.
(4

Follow the indicated dynamics.
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CONTENTS

This table of contents is designed to help you use this section as effectively as possible. Not only will it

give you an “at-a-glance” tour of what the section contains and help you find the specific piece you seek,

but it will also help you find pieces that relate to the specific areas of technique you wish to study. For

the most part, pieces appear in rough chronological order, with exceptions here and there to avoid un-

necessary page turns during pieces. The categories of technique are shown across the top. The box(es)

checked next to a piece tell you which technique(s) apply to that piece. The technique categories are taken
directly from the first section of this book. We hope you enjoy it. —Nathantel Gunod
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