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INTRODUCTION

Welcome to my new video series! It can help you to play flamenco guitar whatever your present level of
skill.

Many people who would like to play flamenco on the guitar tell me they are discouraged by the apparent
difficulty of the techniques required. | want to try to change that, because the marvellous art of flamenco
is much more about feeling and rhythm, those essential components of aire and compas, than always about
sheer speed or amazing technique. The exciting challenge for me has been to arrange and compose music
which includes classic elements with more modern sounds and rhythms that will capture for the student the
true essence of flamenco guitar right from the very start, without sounding too simplified or lacking that
characteristic flamenco sound.

The solos in this project are in a progressive series of grades, from an initial Grade 0 up to grade 8. This
book, CD and video, the first of two sets, contain the pieces for grades O to 5. The grades are intended to
be in line with the levels of musical advancement required for the grade examinations of music colleges for
any musical instrument. This is a new kind of challenge for flamenco, but the art is now becoming so
international that | believe it is time to see flamenco guitar as an art that can be learned in a progressive
way by anybody who has the necessary devotion, understanding and determination.

To many devotees of flamenco the idea of a formal graded approach, possibly subject to examination,
may seem quite alien and even unwelcome. | want to look to the future, however, and to join with others
who now nurture the growing world-wide interest in this precious art and the need for systematic methods
of teaching. The essence of flamenco is so strong and distinctive that | do not believe its future is threatened
by the increasing numbers of people who find in its soul what they want to express and to enjoy in music,
any more than the music of the Mississippi Delta has been impoverished by the world-wide interest in the
art of the Blues. There are no formal standards or guidelines in flamenco that are widely established to mark
the student’s stages of progress. In this project, therefore, | have given much thought to what | believe
should be the appropriate levels of skill and musicianship necessary for achievement of the grades which
can mark the advancement of technical ability and musical understanding. The book contains more details
about the contents and requirements of each grade.

I have been greatly encouraged in this project by my young son Carlos, whose need for interesting music
to play from the start of his learning the guitar has given me a valuable purpose and focus in preparing the
music, particularly with the earliest grades.

There is bound to be disagreement about whether a piece is right for the grade assigned, or whether it
is too easy or too difficult. | think that sort of argument is both unavoidable and not really very helpful. |
have tried to present a logical development of musical understanding and of techniques for the right and
left hand, but the important thing is not to be too rigid about the sequence of grades. Students and players
have to differ in their capacities and needs. The music always matters more than anything else! More
advanced players will be able to incorporate the music of the video in their own arrangements, and they
should find things worth learning at any grade.

My aim is to give the student music which he or she will enjoy playing and which will reward the effort
to practise and learn. This is not primarily a project to explain technique, but | have included some brief
notes about the individual pieces.

| hope you will share in the enjoyment | have had in undertaking this project with my good friend and
former student Patrick Campbell who has again worked hard to communicate my playing through video,
the CD and the printed page. | would also like to thank Bill Bay and his team for their invaluable advice and
encouragement with what we believe to be a new advance in learning methods for flamenco.

jViva el arte - y vamos a tocar!

W /] cdin.

June 2001
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THE ELEMENTS OF FLAMENCO GUITAR-PLAYING

THE AURAL TRADITION _
The music of the flamenco guitar has evolved as an aural tradition in Andalucia, learned without using written
notation. Historically, the role of the guitar was primarily as an accompaniment for singing (the flamenco
cante) and dancing (el baile), and its emergence as a solo instgument is more recent, owing much to the
virtuosity of such great artists as Don Ramén Montoya (1880-1949). The music has now attained an
extraordinary degree of technical virtuosity, employing a great variety of techniques and rhythmic forms, with
an increasing range of scales and harmonies. The origins of flamenco in Spain stem from an amalgam of many
ancient musical cultures; its continuing evolution has progressed with great rapidity in recent years, with
influences which range from composers such as Falla to North African music and to jazz.

Traditionally, the Andaluz student of flamenco learns by direct imitation of his teacher and other players.
More recently, as the learning of flamenco has extended beyond Andalucia, records have been used as source
material, and students of the guitar have employed a simple method of tablature known as cifra. This provides
a bare outline of the music by means of numbers on a six-line staff, where the six lines represent the strings
of the guitar and numbers indicate the fret positions at which the left hand fingers stop the strings.
Representation of flamenco in staff notation is now occurring more widely, usually in conjunction with cifra.

THE ROLE OF IMPROVISATION

The art of flamenco is improvisatory to the extent that the player is free to draw on his repertoire of music
rather than adhering to a written score or standardized composition. The student starts by learning passages
of rhythmic strumming (rasgueo) and melodic sequences (falsetas) which are pieced together to form solos
and accompaniments. As the student progresses, he will learn a growing repertoire of these passages in an
increasing number of rhythmic styles (palos) and keys. The more gifted player will add new elements and
variations of his own invention which may be copied and then further varied by other players. True
improvisation, in the sense of creating new music during a performance, is not a common occurrence in
flamenco, but it is likely to become so, perhaps in the near future.

FLAMENCO soOLOS

The creation of flamenco solos usually occurs within the strict forms and structures of the palos. The guitar is
used in both rhythmically percussive and melodic ways, and the skilled player needs to acquire many right and
left hand techniques, which encompass all the skills of the ‘classical” guitarist in single note runs, chords and
arpeggios all over the finger-board, together with the distinctive and varied strumming techniques of rasgueo
and some other characteristic flamenco techniques such as the thumb up-strokes of the alzapua, the five-note
trémolo and the tapping techniques of the golpe.

CompPAs AND AIRE

Compas and aire are fundamental to flamenco music. The first term, compas, literally denotes a measure of
rhythm and hence the pattern of beats and accents of a particular rhythmic form of flamenco (a palo). In its
wider sense, however, compas means the rhythmic drive of flamenco music, an essential quality of metrical
precision and propulsion which gives form and momentum to the music. It is expressed on the guitar and in
singing (el cante), in dance (el baile) and hand-clapping (palmas), the tapping of feet (taconeo) or the beat of
other percussive instruments such as the cajon (box) or the baston (stick). Sometimes it has a metronomic
regularity, while at others, particularly in accompanying, it encompasses an ability to vary the pace and timing
of the rhythm in subtle ways within the overall structure in order to add emotional emphasis and variety.
Aire is the other essential element of flamenco. Literally meaning ‘air’ or ‘atmosphere’, the word denotes
the quality of expressiveness, the characteristic regional flavor and the feeling of a performance, a feeling
which can range from the tragic and profound of flamenco jondo to lighter, exuberant and carefree in tone
(flamenco chico). Aire is also the word used to denote the unique expressiveness of an individual performer.
Without a real understanding of compas and aire, and the capacity to express these vital qualities on the
guitar, a player will be imitating flamenco, perhaps even in a virtuosic and technically dazzling way, but his
music will never come alive as the real thing. His toque (playing) will lack true musical value and will never
greatly move the emotions or achieve those special moments of duende when flamenco touches the soul.

PaLos

Flamenco has many rhythmic forms, over 20 in number, mostly derived from a smaller number of basic forms,
which include Soleares, Fandangos, Tangos, Bulerias and Seguiriyas. Each of these forms is called a palo (or
sometimes a toque, though palo is the more flamenco term); it is characterised by a particular kind of metrical
structure (its compas), and the use of one (or sometimes more) of the three main types of scale. These are the
‘Spanish’ or ‘Andalusian” scale similar to the Phrygian mode, or the major or minor. Most palos are said to be
a compas, because they have a recurring pattern of beats and accents. Some, mostly derived from the



Fandangos in different regional variants, arc played without a regular beat throughout. These free-form styles
are the toques libres. Traditionally the different palos are played in characteristic keys and left-hand positions on
the guitar, whose pitch can be raiced by the use of the flamenco capo or cejilla, which acts as a movable nut.
Originally used to allow the guitarist to adjust to the favored key of a singer, the cejilla is now very widely used
in flamenco playing to impart a particular tone and pitch to the guitar.

GRADE APPROACH TO THE FLAMENCO GUITAR

The main aim of this book is to give you a progressive series of pieces of flamenco music to play and enjoy -
and to learn with. It does not aim to provide a complete teaching course, so you will not find a detailed
description of techniques demongtrated in the video, nor of other important issues relating to the flamenco
guitar, its music and history. A bibliography in the appendix at the back of the book (on page 160) provides
details of the Juan Martin guitar method, £l Arte Flamenco de la Guitarra. It also has details of another video
series, La Guitarra Flamenca, which explores techniques and the individual palos.

The internationally-recognised grade system for other instruments, organised by the various music colleges
and academies, includes technical exercises, such as scales and exercises in sight-reading, and other theoretical
material, together with solos which are arranged in groups to allow candidates choice in their selection of
pieces for performance in the examinations. This book offers an appropriate range of solos but not the other
technical material. The student is not required to improvise or to add additional or alternative material for the
performance of these grades.

A flamenco guitarist will learn to play in many different palos, but it cannot be expected that every palo
should be included in every grade, The Soled is a palo of such fundamental importance that it has been called
“the mother of flamenco”. It is included here in every grade as an integral starting-point which defines the
minimum technical requirements of each grade. These essential requirements are listed on a title-page for each
grade, Other requirements may be listed as essential, generally if they occur in three or more of the other solos
for that grade. Each grade includes six other solos besides the Solea. All are worth studying and learning, and
they introduce other technical elements which are listed as optional elements. The student is advised to master
the Solea and at least three of the other six pieces before moving on to material of a higher grade. Requirements
listed as optional elements for one grade will become essential requirements for a higher grade. Other
suggestions about appropriate requirements and options for each of the grades are included on the title-page
of the grade.

In every grade musical values are of pre-eminent importance. The technical elements are always means to
an end, the creation of beautiful music which can move the emotions, a music with ‘soul’. Such qualities are
very obvious to the listener but not always easy to explain in words. The need to develop the capacity to play

in a truly musical way is an important priority in the progress of technique, and is an essential requirement for
every grade.

THE IMPORTANCE OF BASIC TECHNIQUES

In general, guitarists whose main interests lie elsewhere than in flamenco can gain much from a study of
flamenco techniques, since they demand very careful attention to correct technique in both hands and a feeling
for rhythmic structure, accuracy and propulsive energy not familiar to many musicians. Flamenco skills exploit
both the percussive and melodic capacities of the guitar. They demand the adoption of good habits in both
hands at an early stage. For this reason it is important to introduce right hand techniques such as picado (the
alternating use of index and middle finger supported strokes in scale passages), rapid arpeggios and melodic
passages with the thumb. In the left hand the use of the fourth finger is encouraged from the start to establish
an appropriate “square-on” hand-position with the knuckles parallel to the fretboard and a relaxed wrist (which
differs from the wrist position, sometimes using the thumb to stop notes on the sixth string, commonly used by
rock and folk players), so that finger actions do not waste energy and are fast and efficient.
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SYMBOLS AND NOTATION

NoTATION The music is transcribed in both standard staff notation and guitar tablature (cifra). For the
sake of clarity, time-values of notes and details of fingering are indicated only in relation to
the staff notation and have not been duplicated in the cifra.

Pitch is notated as relative to the capo (cejilla) where the latter is used, not as the actual

pitch.

FINGERING Left hand fingering is indicated by numbers beside notes, with 0 denoting an

open string and the fingers numbered 1 to 4, e.g for an E major chord position:
2
2 0
4 3 1 ;M . Right hand fingering:
e p = thumb (pulgar)
14 i = index finger (indice)
m = middle finger (medio)
a = third or ring finger (anular)
e = little finger, in rasgueos (menique)
Left Right

PosiTion Ringed numbers beneath notes indicate string to be played: e.g. @

Roman numerals above the staff indicate fret position relative to the capo (cejilla). C before
a roman numeral denotes a first finger barré, e.g. CV means that the left index finger stops
all six strings at the 5th fret. Small numbers written as a fraction before the C show the
number of strings stopped by the first finger if the number is less than all six. Thus 4 CV
indicates that the top four strings are stopped by the first finger.

CIFRA The six-line staff represents the six strings of the guitar with the first string at the top.
Numbers on each line indicate the fret at which notes are played on that string, relative to
the capo (cejilla) if the latter is used. o denotes open string.

RASGUEOS Rasgueos are strummed strokes.

T A down-stroke, (towards the first string from bass to treble) is indicated by an arrow
pointing upwards on the page.

This is an up-stroke, from treble to bass.
The arrows are drawn this way to show the order in which the strings are struck.

The letter beneath each arrow in the notation and in the cifra shows the right hand finger
which makes the stroke. The stroke of each finger is

r—
shown separately, in both the notation and the cifra. st L

Time-values are shown in the notation. This allows an e

accurate representation of the rhythm in different forms # :

of rasgueo. In the example (right), for instance, the i e ami |
accents fall on beats 1 and 2. . S—, .

A slur above the staff and above the cifra links the strokes

of the rasgueo. i e ami i

A double arrow indicates a stroke made with two fingers (m and a) simultaneously:

A wavy line before a chord indicates that it is played as an arpeggio from bass to treble,
so that the strings sound one after the other.

Here the wavy line has an arrow and the letter p beneath it, indicating that the arpeggio
is played as a single stroke by the thumb from bass to treble.

S A A



Sometimes an arpeggio chord with the thumb is preceded by a fast rasgueo eem—

with the fingers, for example (right): e
¢ =
Licapos A dlur (a curved line) Iihking notes of different pitch indicates that the e %ami p3
notes following the first note in the group are played only with the left hand # .
by “pulling off” (to sound a lower note) or by “hammering on” (to sound a
higher note). Ligados occur in many solog, including the first, e.g. (below right) J
e am: P

[Slurs for ligado are shown in both the notation and the cifra. A slur P

linking two notes of equal pitch, shown only in the notation, indicates W;é
that the time-value of the note first sounded is prolonged by the
duration of the second, following usual notational convention] i

Gowre The golpe, a tap on the golpeador (tapping plate) made with the ring
O finger, a, of the right hand, is shown by a square symbol above the beat in both the notation
and the cifra. The tap may be made by itself or combined with an index finger or thumb
down-stroke, as shown in the notation.

Supes A short sloping line between two identical left hand fingering numbers in the
music notation (or, in the cifra, between two different numbers on the same string)
indicates that the second note is sounded by sliding with the left hand finger,

i

without striking the string again. An example occurs near the end of the first solo, 0;

Primera Solea, where the slide is made with the 4th (little) finger on the second ———o—slide——

string, from D sharp at the fourth fret up to F at the sixth (see right): —
Foms et G

APAGADO Apagado is the technique by which the sound of a chord is abruptly silenced
by damping the strings with the right or left hand, immediately after a chord has been struck by a
rasgueo stroke. When this is done by the left hand, the little finger is brought down lightly
straight across the strings, thereby stopping them from sounding. When performed by the right

hand the palm and palmar surface of the fingers stops the sound as the hand is brought down
across the strings.

Apagados are indicated in the notation and the cifra by a vertical bracket across the staff

immediately following the chord, with a 4 above it to indicate the 4th finger of the left hand, as

shown (right): 4 R
Right hand apagado has R above the bracket:

CONTINUOUS RASGUEO The continuous rasgueo at the end of the Zapateado on p.113
is played by very rapid repetition of the four-stroke rasgueo (e,a,m,i, consecutively). The
many strokes of each finger are not shown in the notation or cifra. Instead the rasgueo =
is shown by the chords to be played, with a triple slash on the stem, as follows: :gz

Capo. Jim Dunlop model
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PLAYING NOTES GRADE 0

THE GUITAR

The diagram below shows the standard tuning of the guitar. For the Sevillana in Grade 1 the 6th (bass E) string
is tuned down to D. It will be helpful if you have a tuning fork, pitch-pipe or electronic tuner to help you obtain
the correct pitch, tightening the string until the note sounds the same as the tuner. You will need a nylon-string
guitar but not necessarily a special
flamenco model to start with. You

\‘{ﬂ\ui pE= | I will also need a capo (cejilla), which
= \’ﬂlgf 1 Gyl acts as a movable nut to set the
tuning of the strings to a higher pitch.
When one is required, the fret
position for it is indicated in the
Frets music. You will need to protect the

face of the guitar with a tapping plate or golpeador when you play the golpe taps. [The diagram shows a
traditional flamenco head with wooden pegs. The head design of each maker is unique. The head shown is of

\ Strings

a 1974 guitar by Gerundino Fernandez of Almeria].
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