DvD R s

PPS

KEIRFR - BItg TiE
Michael Langer SPECIAL

BAZFM  Modern guitar
WEHE playing methods
A i#AE  clearly explained

12 MfEE  12easyto
FhRMEREERY  moderately difficult
| @ )Doblinger Hfl compositions
‘ iamxﬁgﬁmﬁm M e for solo guitar
' 1R{ERRAY

@SMPH

BB FREMRM

.~ WWW.SMPH.SH.CN

e BT



BHERRE (CIP) 8iR

HHIRITHIT 522 / R EIRIR - BREHRE.
— L. F#EFERHMEE,2009.11
ISBN 978—7—80751—561—6

1.3 Ok MNEXE-FE: 1V.J623.26

v E i A< B 51 CIP Bl (2009) 35171916 5

PR FRTRILDSES
HE. KEKRR - BB

o A BREE
RERE: B X
EREE: T K
HmERit. BRE
BFEk: FBx

ERBERURMBIR. &7

Mt EBTHANGE 745 HB4. 200020
s HERAHREE. www.shwenyi.com
PSR ERIEMLE. www.smph.sh.cn
BF{=5. smphmail@163.com

Rl EBXZTR—ERHRAT

FFA. 640 x 978 1/8 EpdK. 7 RiS6E
20094 11 A 1R 2009 % 11 B 1 RENF
EN¥. 1-3,000 fif

ISBN 978—7—80751—-561-6/J - 511

Efr. 28.005 (K DVD —3K)

HikE. NEAFEHARRGERS HEERER
W% 021-64310542



KEIKRR - B8 B8
Michael Langer SPECIAL

BREM
WEWE
A B b i %

R2EMEH
B ch R e ERY
&t
e

Modern guitar
playing methods
clearly explained

12 easy to ,
moderately difficult
compositions
for solo guitar

£BE KR H MR



HERR - B

- MESHAERESE R, Heal. BERONTERREE—E, M@
KR ECHEREHNEOASHRERNEDR. FA-TERR, HERE "X
EEBEEMITRT" N—%X, AEEK (SHEFK) £2FRA "AHAKSH
IEHERR" ‘

EA—BHIT (KEHRR - PRENTHRRATNHERNT RARNELRE
RERBAETATMNES ), MAERFURRTERNTATHENBZELNT
BET,

EZXTHHNBEE. SR, SESURIGENGEEREN MW .
www.michaellanger.at
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Damping the sirings at the bridge

With the Paim f%, ute effect, yvou damp the
with the ball of the hand.

This results in 8 difference in tone colo
upper and lower voices.

bass strings

hetween the

The lower voice (in the music note slems pointing down)
of many gultar ragtimes is played on the three lower
strings; the upper voice (note stemns pointing up) s played
on the three higher strings. Exception: D maior and O
minor and neighboring chords, where the alier
bass s often played on the 3rd string (see lines
Hairdresser's Hag)
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The musical origin and model for the necessary indepen-
dence of voices is the planc ragtime: the pianist’s left
hand plays quarter-note basses on the even-numbered
beats (= guitarists thumby; his right hand plays the strongly
syncopated melody {guitarist's Index, middie, and ring
fingers).

Try to place the %:sz@ii of your hand s precisely on the bridae
that the lower strings are shightly damped, but so that the
upper strings can vibrate and sound freely. The d““’f erent
tone colors {imbres) give two instru
ments playing together,

the impression of

An agreeable secondary effect: the bass notes sound
shorter {;sbzrzw all on the open strings). The prolonged
sound no longer has to be controlled by the left nhand.

On the DVDH play the first part fivst four lines) with Palm
Mute, the second part without damping the basses,
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) % = HIFICS: BB BITHE,
Damping sigr: the 3rd fingery touches the 4th string and damps it
) F = FIEEE, FEFFENREFRBIMNER LB, ( KEFERIRBISRTHBRNA—FET )

End of the palm mute effect, 1ift the ball of the hand from the strings again,
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FIFILS: M PALHITHE,
Damping sigruthe 3rd finger touches the 4th string and damps it
BEHE, BEFFERNKARERINTZEBH,

End of the palra mute effect, Hift the ball of the hand from the strings again
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Familiar terms from classical music

S5HAERPHARIEHER:

— Legato - Staccato = Portato = Akzent
%k, EFE Wiz, REMBENEE, Wrigd, RS- BE, BIBES/
B R R E5E Z BRI LM/ ST ERFIME 2 8/ emphasis
smooth and notes short and clearly sustained - between
connected separated from each other legato and staccato

accent
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MREN: XUMTOHR Ghost Notes: Percussive Effect
LAER/TIPP
HE— A ERDESOTH CRERTER) o Articulation possibility (from pop music} for an unac-

cented note.

kRig ai (A, ESOHNMT) FFRTRENNE, The symbol -:l (Tablature: number in brackets) shows
FHROZMHER, BRTERREERL; GFERRE, the playing position. The playing finger does not press
HERBRSEH AR ESOMESE. the string onto the fingerboard but only touches it
lightly; the right hand plays normally. The resultisa

percussive sound of the approximate pitch.

E 2RI T A EEE TS EE RS FNRI.
Lick 2 shows how one can insert Ghost Notes into a

melody.
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Two voices with rhythmically and
melodically independent voices

The music in a two-volced piece such as Blues for Kurt”
becomes lively if you play the melody like a lead quitarist
and the bass line like a bass guitarist would play it if both
voices have melodic characters {always indicated with
shursg, e, g bars 3 and 4), this quickly becomes a veal chal-
fenge.

First fearn the melody and bass lne separately, and dis-
cover how you can play each one alone with the most
expression {articulation, dynamics). Then put the two voices
together again. A very good practice method is the
simultaneous singing of one voice and the plaving of the
other. it clearly appears that polyphony is actually an ear-
fraining; vou have to be able not only to play both voices
rogether, but also to hear them both,
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Simultaneous playing of two (or more)
independent rhythms

Baiao is a musical style from northeastern Brazil. You can
easily recognize the basic rhythm 3-3-2 in the bass,
while the upper voice moves in regular eighth-notes.

T

SREMNERATEVEN, FTEANBNE LI ES
RERRNTREARFERB TN EEXERAFER, &
EERENRE—E#RE,

BAE: WRRETFFIEREFRNRFERE, R
TLH% REFNMESE, SETEN/\DZHFU—TAHL
SBE,

When the bass and melody have different rhythms, it
again makes sense to practice these rhythms separately
and to bring each one to "groove". Then put the two
voices together again.

Upper voice: You can produce the staccato best with
your right hand by gquickly retuming the fingers to the
strings. The predominant eighth-notes receive a clear
accent.
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Lower voice: This is the basic rhythm of the Baido. The
three notes on the D-string should imitate the sound of
the surdo, a Brazilian bass drum. Play the first two basses
rather short, the third long and with an accent.
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