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Preface

Matteo Carcassi, famous guitar virtuoso, teacher and com-
poser for the guitar, was born in Florence, Italy in 1792, died in
Paris 1853. Little is known concerning his early life beyond the
fact that he was a skillful performer at an early age and that be-
fore he was twenty, was already considered a virtuoso of the
classic guitar in his native country.

Carcassi possessed a rare combination of musical gifts:
that of performer, teacher, and composer, all to the high-
est degree. His remarkable insight as to the technical prob-
lems involved in mastering the guitar is quite evident
throughout his entire method.

The purpose of the revision of this famous guitar meth-
od is two-fold: (1) to modernize the fingerings for the right
hand, based on the principles of the Spanish master, Fran-
cisco Tarrega(2) to organize the contents in a more logical
sequence for study and teaching purposes. All exercises and
pieces are in their original form. No notes have been
changed or altered in the process of revision.

Carcassi, at the close of the original preface for his
method states:; “I can assert that any intelligent person who
will attentively study this book from beginning to end will
acquire a perfect knowledge of the mechanism of the guitar”
Those words are as true today as when Carcassl wrote
them-well over a hundred years ago.

Much credit must be given to Joseph Castle for his

painstaking effort in the editing of this volume,

Mel Bay

COMPILED AND ARRANGED BY MEL BAY

Many thanks to Joseph Castle for helping to edit this

text.
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Elementary Principles of Music

Ry S BUNE R L AFe i By 1= 1 1 R W W, N 1 7} Music is the art of combining and expressing sounds.
TRENUT )R S A AR T HERR . A succession of various agreeable sounds produces Melody.
B P [R) s o) 2 Of i P AL A Sounds so combined that they are heard simultaneously
produce Harmony.
R A BERIIC S bR A& BN S AR AT To express sounds, signs called Notes are used; they
b ALk 5420, are written on five parallel lines, and in the spaces between
the lines.
IX FAR 2 PG A (R 4 i R These five lines and four spaces are called the Staff.
H Tk R S AR LR A A W8 e 77 2R B As the Staff is not of sufficient extension to express all
A s FRATTAE 1% 2 1) L 16T 5% 17184 Jon & 18] the sounds in Music, additional or Leger lines are intro-

duced, above and below the Staff, when required.

S ENEH s EREH
Notes on the Lines Notes in the Spaces
%ﬁi&\ 5th line
LLE: N 4th —— glﬂ”’rﬁ]]\ } ;Ejh space
%E?ﬁ— . 3d -- =[] — | =z
ot e ! 2d-- il L Ii 2d--
s/ ' Ist-- R ' e
LR B
ledger lines above the staff
» o £ £ E
o - i — =
1
v < 3 o =
. e
7 TR T M *
ledger below the staff
A THE NOTES
HARHEE G B AT EAN S F B 44 AL B Music is composed of seven notes, which are named af-
C.D. E.FMG, HBdHEEH -MEHF CIEBGELN A ter the first seven letters of the alphabet: A, B, C, D, E,
B E M. F, G; by repeating the first note, C, a succession of eight

notes is formed, called the Scale.

CBRAEH
Scale of C Natural
C D E F G A B C

el
L

Do Re Mi Fa Sol La Ti Do
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THE CLEFS

The CLEF is a sign placed at the commencement of the
Staff to determine the name of the notes. There are three
sorts of Clefs used in music. The TREBLE, or G Clef,

— which is placed on the second line only. is made use

Y of in compositions for the Guitar.

CHARACTER AND VALUE OF THE
NOTES AND RESTS

There are several forms of Notes, each having a different
value, By the value of a note, is understood, the duration of
sound which it represents; this duration is determined by the
form of the note itself. Each of these notes has a Rest or

silence, which corresponds with it in value or duration.

M EER IR
n .
Whole Note Whole Rest

FTHANOEF g S5
) -
Which is equal to 2 Halves Half Rest
SRPUAN Yo AT P NI
)
= r %

-+
or 4 Quarters

)\ EFF

Quarter Rest

I\GH R IEAF

L

1

or 8 Eighths

Eighth Rest

OB AT N K TSRS
= T =i Ch
— ; E l 2 :

or 16 Sixteenths

W= A A

Sixteenth Rest

o e, 7 N

—

or 32 Thirty-seconds

~££!

Thirty-second Rest



5 = THE DOT

JAE &5 FF BRI A5F 5 1 1) B A, 367 7 BRIV I4 Jim L ERH{EL 1K) The Dot, placed immediately after a note or rest, in-
—H, H, M A EEFET A S EA. A creases its value one half. Thus, a dotted whole note is
TP EM ST A ERE B T AN equal to three halves, a dotted half is equal to three quar-

BERF, — TSN\ EFET AT A0 EF 5%, ters, a dotted quarter to three eighths, a dotted eighth to
three sixteenths, etc.
[6F A5 )5 58 =N B A, 2 s 388 I aiy T B S 2 . When a second dot is added, its value is equal to half

that of the first.

MR AeER =, < i B A DY 43 5 B R\ & FF MATAERF KA =288 MAUMRLR
D O . 7 v ASY
(o) 2] 175 Y 7]
e P V¥t £ F_§ t.
Dotted Whole Dotted Half Dotted Quarter Dotted Eighth Dotted Sixteeth Dottec-! Tl"hirty—second Dotted Rests
T oM TIME
T R SR R EE B, FEA =F8 TIME is the division of any piece of Music into parts of
F U =T A orERF . HA A ER equal duration. There are three principal measures: the
X =MIA IR R RO SR F. measure of four beats, of three beats, and of two beats in a
bar; all the others are derived from these three, and are
called COMPOUND Measures.
AT E T, B ICE S E S R E AL, A EUT The Measure, or Time., is marked at the commence-
NS VIR SR 55 HLAE . RS ok — sl 4R TPk, ment of every piece of Music by signs or by numbers, indi-
IXSEHE FH LR/ . IS/ Z R AR NS . cating the subdivisions of the measure. The Staff is divided
by vertical lines into separate parts, called Bars of measure.
M 95 TIME SIGNATURES
TR SR TP R A M — NS, E BT 3R At the beginning of every piece of music is placed a

RENT RS TN ERER UL S48 E—. 5 time signature. The top figure indicates the number of
. T RO 4, FoR A5 5 C ) h—30; F s counts per measure. The bottom figure indicates the type of
FR 8 FRUNSEHFCN ). note that receives one count. If the lower number is a 4, a

quarter note ( J ) has been chosen to represent one count.
If the lower number is an 8, an eighth note ( J)) has been

chosen to represent one count.

ASHBIF
Example of Time Signatures
—9 9 - N A A A
_k ) X ) N X
{e5—) B — L Hr— m——
oJ oJ oJ oJ P oJ oJ

* R R ZHURBER P BN TR =R . —— R EIE
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THE SHARP, FLAT, AND NATURAL

The Sharp (#) is a sign which raises a note a semitone.
The Flat (h) lowers it a semitone; and the Natural (8) restores
a note, altered by a sharp or flat, to its original sound.

A sharp or flat placed before a note, is called an Acci-
dental, and acts only in the bar in which it occurs.

When these signs are placed at the commencement of a
piece of music, namely, at the Clef, to point out its key, all
the notes which are on the same line or space, on which
these signs are placed, are affected by them.

There are as many sharps and flats as there are notes;
the sharps are placed, beginning with F, by fifths ascending
and by fourths descending.

The flats are placed, beginning with B, by fourths as-
cending and by fifths descending.

The double sharp ( *) raises the note one tone, and

the double Flat (hbp) lowers it one tone.

INTERVALS

The distance between two sounds is called an Interval.

B
Example
I B —E = 1133 1 NE L I\E
A
7
)
@ - @ - s
J e - o > - - - -&- -
Unison Second Third Fourth Fifth Sixth Seventh Octave
o B SCALES

PEBATPIR . LA S BIACE BB ol T 2 R
P EHE FUE 1 TE R RO FT R E B,
AW T 2 R PR — A\ BERE A
THOAEE RN EEE

FE FUAR & B b AP 35 B2 HEAE S = B A 3 RS
LA EZEEREER . ML L A
FER B A ZE] L NAER .

* X LR R /N PR

There are two kinds of Scales, the Diatonic and the
Chromatic. The Scale is Diatonic when the five whole tones
and two semitones which compose it, succeed each other
regularly and in the natural order, whether ascending or de-
scending. It is Chromatic when the five whole tones of the
Diatonic Scale are divided into semitones, so as to form
twelve of these in the compass of the octave.

In the Diatonic Scale, the two semitones are found be-
tween the third and fourth, and the seventh and eighth de-
grees, in the major mode; and between the second and

third, and the seventh and eighth, in the minor.
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KEYS

The Key of a piece of music is indicated by the number
of Sharps or Flats which are found at the Clef. Each Major
key. which I shall call the principal key, has its relative Mi-
nor key.

It is called relative, because it is marked at the Clef by
the same number of Sharps or Flats as its principal key; ex-
cept the key of C major, and its relative A minor. which
have no signature.

The relative key is a minor third below its principal

key, as the following table shows.
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To shorten the study of the foregoing tables, and to
know in which key a piece of music is, it is necessary to
know that when there are no flats or sharps at the Clef, it is
in C major or A minor; with the # , the major key is one
semitone above the last sharp placed at the Clef; and the
minor key two semitones below it; with the b , the major
key is five semitones below the last h in the signature, and
the minor key four semitones above.,

To know whether we are in the principal key of the
major mode, or in its relative minor, it is necessary to ex-
amine whether the fifth of the major key is accidentally al-
tered by a sharp or natural; if not, we are in the principal

major key; if it is altered, we are in the relative minor.
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MANNER OF HOLDING THE GUITAR
AND THE POSITION OF THE HANDS

To hold the guitar well it is necessary to be seated,
preferably on a chair of average height, the left foot resting
on a guitar foot-rest or small stool of a height proportioned
to the seat. For most adults the footrest should be adjusted
to a height of six inches. For children or persons of small
stature, the height may be raised to seven or eight inches.
The footrest is placed close to the left chair leg. The per-
former should sit on the front part of the chair seat.

Held in this manner the guitar is supported at four
points: the left thigh, the right thigh, the underside of the
right arm and the chest.

This position is preferable to all others because the in-

strument is held securely and does not require the support

of the hands.

CARE OF THE FINGERNAILS

Proper care of the fingernails is essential. Nail clippers
and a good quality metal fingernail file are recommended for
this. The file should be two-sided, one side for shaping the
nails, the other side (fine grain) for finishing.

The nails of the left hand must be kept short in order
that the fingers may be placed on the strings in such a way
as to produce good, clear tones.

The fingernails of the right hand should be allowed to
grow approximately 1/16th of an inch beyond the flesh, as
They should also be

rounded and shaped in accordance with the contour of the

they are an aid in tone production.
fingertips.
OTHER SUGGESTIONS
The student should provide himself with: (1) a music

stand (2) a guitar footrest (3) an A-440 tuning fork (4) re-

placement strings.
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THE LEFT HAND

To attain a good position of the left hand, place the
thumb underneath the neck of the guitar directly behind the
2nd fret. Then place the first finger up to, but not on, the
Ist fret. Then in like manner, the second finger 2nd fret,
third finger 3rd fret, fourth finger 4th fret. This procedure

automatically sets up the left hand in the required position.

THE RIGHT HAND

The right forearm should rest on the edge formed by
the side and the sound-board. Then place the thumb, in-
dex, middle, and ring fingers on top of string six (the thic-
kest one) with the thumb well in advance of the fingers.
This procedure immediately forms the hand into a correct
playing position. (see photo, on page 10).

It is well to remember that the thumb can play on any
of the six strings, and that the fingers can also play on any

of the six strings.

MANNER OF TOUCHING THE STRINGS

In playing the Classic Guitar two types of touch are
employed by the right hand fingers.

(1) THE REST STROKE (Apoyando)

This type of stroke can be employed by any finger or
the thumb. It is generally used in scales, scale-like passa-
ges, or to bring out the melodic line in compositions. Alter-
nation of fingers is a basic principle. No finger is used twice
in succession if it can be conveniently avoided.

The fingers are most often used in pairs, particularly
the index and middle. Only the tip end of the finger is
placed on the string. The finger action is somewhat like
“walking on the strings” with a pair of fingers. The tone is
produced by flipping the finger to the adjacent string. The
amount of volume is determined by the amount of down-
ward pressure of the fingers.

(2) THE FREE STROKE (Tirando)

The free stroke is employed in playing chords, arpeg-
gios, and when neighboring strings need to vibrate simulta-

neously.
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The right hand fingers and
thumb should operate as though

The

playing on a flat surflace.

hand should retain a quiet posi
tion. Always avoid “hooking un-
der” the strings when sounding

them. The volume of tone is de-
termined by pressing down on
top of the strings with the tip

The

the more tone.

end of the fingers. more
pressure.
Shown above is a rare pho-
tograph of Francisco Tarrega,
the famous Spanish guitar virtu-
oso. This photo is a classic ex-
ample of how to hold the classic
guitar,
The

the following points in particu-

student should notice

lar: (1)that the left leg is elevat-
ed by a footrest, thus slanting
the fingerboard of the guitar up
ward about 45°. In this position
the left hand has easy access to
all the notes on the fingerboard.
(2)that the knuckles of the right
hand form a parallel line to the strings, forming the hand
into a perfect playing position. Notice also that the thumb
is placed well in advance of the fingers. This avoids inter-

ference with their movement. (3) that the left thumb is
completely out of sight and that the wrist curves slightly
outward. In playing the classic guitar the thumb must al-

ways be kept on the backside of the guitar neck.

REPEAT SIGNS

The REPEAT indicates that the part is to be repeated.
When the dots are before the bar, the previous division is to

be repeated; when after the bar, the division following.

=
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DA CAPO, or D. C., indicates that the piece is to be
played again from the beginning.

The SIGN & indicates that the piece is to be repeated
to the word FINE.

SIGNS INDICATING THE DEGREE OF POWER

piano or P means soft. M feeserserssrensesssass bl loud,

PP eeeenn very soft. P TTT T — suddenly £
Soeeeees loud. crese, —T==—= eeee- Increase.

§ 4 ZETIRTE very loud. dim, ——— -+ decrease.

MANNER IN WHICH THE GUITAR
IS STRUNG AND TUNED

The Guitar has six strings; the three first of which are
gut, and the three others of silk, covered with silver
wire. * They are tuned by Fourths, with exception of the

third string, which is tuned a Third below the second.
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An A tuning Fork is used in tuning the Guitar, to which
the 5th string, A, is tuned; then press the finger on the same
string at the 5th fret of the finger board, which will then give
D; to which the 4th string is to be tuned in unison. The finger
is then to be placed upon the 5th fret of the 4th string, which
will give G, to which the 3d string is to be tuned in unison:
then place the finger upon the 4th fret of the 3d string, which
will give B, to which the 2d string is to be tuned in unison;
place the finger on the 5th fret of the 2d string, which will give
E, to which the 1st string is to be tuned in unison. The 6th
string, E, is then to be tuned to the 1st E string, but at the dis-

tance of two octaves lower.
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CAUTION: Notes on the guitar sound an octave lower
than written.
After having tuned the Guitar it is well to prove it by

sounding the following octaves.
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The following are the signs used by most authors who
have written for the Guitar, to indicate the fingering, and

which are adopted in this work.
THE LEFT HAND

0, open string; 1, first finger; 2, second finger; 3,

third finger; 4, fourth finger.
THE RIGHT HAND

i First finger; m second finger; a third finger; p

thumb.

THE POSITIONS

There are as many positions as there are frets on the
Finger board. It is the 1st finger that determines the posi-
tion in which the hand is; thus, when the 1st finger is
placed on the 1st fret, the hand is in the 1st position, and

so on with the other positions.



