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SOR'S METHOD FOR THE GUITAR. 

INTRODUCTION. 

IN writing a method, I would be understood to speak of that only which my reflections and experience have made 
n1e establish to regulate my own play. If certain precepts are in contradiction to the practice heretofore adopted by 
guitarists who, through blind submission, and a religious respect for ｴｨ ｾ ｩｲ＠ masters, have followed their maxims 

without examining the foundation of them, it would be wrong to suppose in me a spirit of opposition. I have exalted 
no ruaxim into a principie, till after a due consideration of the motives for so doing; 1 establish nothing by authority 
nor by caprice ; and 1 merely indicate the route which I have followed in order to produce results from the guitar 

which have obtained for me the approbation of harmonists, people the most difficult to satisfy and to dazzle in regard 
to rnusic. 1 do not believe that my compositions for this instrument can be executed on different principies; I write 
therefi>re only for those who, bel ieving the execution to be almost unattainable, have the goodness to consider me as a 

phenomenon, whilst 1 possess no greater means than another person. Music, reasoning, and the preference which 1 

give in general to results before a display of difficulty, constitute my \vhole secret. 'fheir astonishment arises only 
from the manner in \Vhich they consider the guitar: while they say that this instrument is principally intended for 
acco1npanirnent, classing it therefore among the instruments of harmony, they ahvays begin by treating it as an 

instrument of melody; for their first lessons are ahvays scales, to which they accustom tbe fingering. 1'his fingering 
habituating them from the first to employ all the po\vers of the left hand for the melody, causes tl1em to experience 
great. difficulties 'vhen it becomes requisite to add a correct base, unless it be afforded by the open strings ( a ) , and 
still much greater difficulties when one or two intermediate parts are to be added besides. For them the fingering in 

this case is only a continua! deviation from the rules \vhich habit has established as a Ja'v; a11d to this Jet us add the 
inconveniency of finding thernselves 'vithout the least support for the guitar, because being obJjged to place the whole 

hand on the str.ings to make a chord, they cannot of course leave one half behind the neck, as .they do for supporting it. 
It is therefore quite natural that, by extencling results to which not only their fingering has no tendency, but ti·o1n 
wbich it misleacls them, 1 am gratified with the title of extraordinary ; and that persons, who ha ve never heard me, 
say it is impossible that I can play all that I write; hut in reality I am far from being a wonder. I love music, I feel 

it: the study ofharmony and counterpoint having familiarized me with the progression and nature of chords and their 
inversions, \Vith the manner of throwing the melody or air into the base or into one of the intermediate parts, of 

Í11creasing the number of notes of one or two parts, '\\'hilst the others continue their slower progression, I have 
required things of this kind from the instrument, and 1 have found that it yielcls them better than a continual ju1nble 
of semi and demisemi-quavers, in diatonic and chromatic scales. 

At first I took up this instrumer>.t merely as an instrurnent of accompaniment ; but, from the age of si:xteen 
years, I 'vas shocked to hear it said by those who professed to have but li ttle talent, " I only play to acco1npany" . I 

knew that a good accompaniment supposes in tbe first place a good base, chords adapted to it, and move1nents as 

1nuch as possible approximating those of an orchestral score or those of a pianoforte; things which, in 1ny opinion, 
aftorded a much greater proof of 1nastery on the instru1nent than ali those sonatas which 1 heard with long violin 

( " ) Son1e )lave thouglat to rcn1edy titis int'On\·euie1\ce Uy a(lcling a nu111bcr of covcrcd strings to the gt1itar; but, would it not be si111plcr to Jearn to en1ploy the six f-

Add ｲ･ ｳ ｯｵｲｾ＠ to an instrument whcn you ha ve dmwu every pos.iblc :idv;wta¡¡c from those which it olfers; but do not attributc to the iostrument what you should 

i11 1¡,ute to youriel\'t:.$. 

\ 
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6 IKTRODUCTION. 

pa,;sages, 1vithout harmony or evcn devoicl of base, excepting the base found on the open strings. Hence I conclude<l 

t i1al thcre " 'ere no n1aste:·s for ine, and I 1Yas confirmed in the idea that " 'hat was taken for mastery on the instrun1ent 

1va:; t1t\! very cause prevcnting its attain1ncnt ( b ) . By <lint of playing accompaniment, I found myself in possession of 

" s tock of positions; and as 1 kne"' 1vhat chord or 1vhat inversion I played, its contexture and derivation ( e ), in "'hat 

part the fn1ula1nental base "·as found, and "·hat ought to be the progression of every part for the resolution or transition 

about to be n1ade, 1 f'ound 1nyself prepared to establish a co1nplete system ofharmony on this instrument: this system 

1vas, it might be saicl, telegraphic; for every position of my four fingers representing a chord, I found 1nyself in a 

situation to see a figured base, ancl, 1vithout taking llp the guitar, to indicate the harmonic progression by the 

co11figurations alone. 

l n acco1npanying airs of Italian ·operas, I frequently met 1vith little meloclious passages in sorne instrumental 

part, nnd by endeavouring to execute them on the guitar, I founcl that the :fingering 'vhich 1 e1nploye<l for harmony 

'va:; the basis of lhat 1vhich I fotu1d necessary for the melody, and that the latter should be almost entirely 

depcndant on the former. Success having con1pletely cro,vncd my 'vishes, I wrote a fe1v pieces, 1vith little 

consicleration I acl1nit, which however prepared the route that circun1stances obliged me to follow, and ·which 1 11ave 

only hacl to exa1nine severely in order to correct 1ny manner of 1vriting since I have become a professor. Severa! of 

tlicsc pieccs "' oul<l ha ve never bcen exposed to tite public, hacl 1 been consulted; bnt sorne persons who had copies 

( 1nost of then1 incorrect) co1n1nunicated them to the editor, 1vbo, doing fa1r to mucb honour to my talents, seized 1vith 

plcasnre evcry thing that bore iny name. I-Iowever, since they are publishecl, they may serve to prove how many 

usefu l reflections I have inacle since, if compared with my t1venty-four lessons and my tlventy-four studies: these 

reíicctions 1 an1 no1v about to co1nn1unicate ancl explain to the reader. By examining them, he 1vill be able to judge 

'vhcther thcy are as useful as I think them, or 1vhether I am blind on the subject. Fa1· from pretencling to affect a 

n1odcsty 1vhich might appear liable to suspicion, 1 confess having been recently convinced by experience that he 

\V ho shoulcl tell me that tltere ctre sonie things to!tic!t !tow just soeuer tite,'! niay appea1· in tlteury, are not so by any 

111ea11s in practice 1v0Ldd find this observation disproved by lVIiss \iVain\vright, a young English Lady, \vhose accurate 

reasoning, rcadiñess of apprehension, the conviction that my precepts were the only ones that could enable her to 

obtai11 fron1 the guitar the desired etfects, ancl the little application that her other studies and the claims of societv 
J 

allo11·ed her, produced a result so flattering to me, that in t1venty-five lessons she playecl perfectly the six little pieces 

that ( havc dcdicated to her, and understood all my twenty-four lessons so 11•ell as no longer to require any person to 

en a ble her to disco ver the bcst fingering of all imaginable positions : her figure and her hancls are so placed as 

to serve as a 1nodel. It is true that she likes to find reasons for everything she does, and that I have never had a 

pu pi 1 posse:;sing scJ goocl a 1vay of stuclying nor so analytical a mincl. 

\Vithout doubt I shall be told that the reasons 'vhich I give for having established 1ny precepts rcquire for tI1eir 

con1prehension othcr kno1vledge than that of music, and tliat the present work is unsuited to an a1nateur 1vhose 

o1Jj<'ct is not the decp study of an instru1nent which, according to general opinion, requires a great deal of tiine ancl 

laliour. 'fhat remark may appear at first view to be just; but on refi.ection it 1vill be founcl of no force. An a1nateur 

is he \vho takes up the study of the instrumentas a relaxation fro1n his serious occupations. I-Ie has therefore learnt 

other tlungs, he n1ust have reasoned; his education has initiated him in the ele1nents of the sciences of which the 

kno\1' lcdge '"ªs indispensable to him; he should love reason and prefer it to authority; he ought therefore to 

co1nprehend n1e better than he 1vho has e1nployed his 1vhole time in studying 1nusic. As to professors, I do not 

prctcnd to give them lessons; and those 1vho may not be able to comprehend me will never say so; for the lloyal 

Library having its doors open, and the Encyclopedia being at the command of any 1vho 1vish to consult it, even if my 

"·ork dicl not deserve the trouble, they 'vould ahvays take a step interesting to their self-love and li·o1n 1vhich they 

1vould derive real advantage for the future. 

( h) 1\t 1hat time I had not heard of !llr. fredcric i\'lorcui. I heard one of his accompaniments perfornu:d by a fricnd of his, and the progression of 1he base, :u "ell 

ｾＧ＠ Ll1<· p11rts vftho lmrmouy which [ distinguished, guvc me a high idea of his merit. I consiclcretl him as the flamhcau which ｷ｡ｾ＠ to sel'l'C to illuminate the wandcring steps 

of ·:111t,,1·1 .. LS. 

( .- ) T l1c <lerh'nth·es signify quite the conlrary 10 1hat which l mean 10 say here. 

1 ｾ＠ Ｑｮｮｾ ﾷ＠ ｬｊｴｾ＠ 111:1cfu 1 to so1ne reaclers to rcm;1rk, lliat a cliorcl is (\ con1l>ination of rnusical sottn<ls cliffering in pitcl1, ;iC('l(lrding to the ｲｵ ｬ･ｾ＠ or harmony; tl1at one lctter, or 

11011·. in e\'cry d•ortl i• c:illed its root, or fundamental sound; :1111! that when the l'OOt is the b<L•c, or lowe"' sound, the chord is !O>id 10 be di1-ect, but whcn any othcr of its 

l.it•'«" m•dc thc lxL<e, thc chord is ｾｩ､＠ to be im·crtcd: thus a chord formcd offour lcttci:s muy h»·e ｴｩＱｾ＠ ｩｷ［｣ｲｳｩｯｮｾＮ＠ lnversions are soinetimes callcd derivativcs.-Tr. 
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PART l. 

TlIE INSTRUJlfENT . 

As I shall never say to the reader-This is wltat is necessary to be ckne, but tltis is wltat I fottn<l necessary to 

do, so neither shall I say how a guitar ought to be made, but how it should be made for me, and for what reasons. 

In arder that the belly or sounding-board may be set in vibration sufficiently by the impulse communicated by 

the vibrating string, it should be made thin and of very light wood. But being as thin as necessary for the prolong-

ation of the sound, the strong and continua} tension of the bridge \Vould compel it to give \vay in a little \vhile, and it 

,vould be pressed Íil\vards. 'fo prevent its giving '"ªY' the manufacturers have contrived ribs or bars inside. lf these 

ribs are strong enough to support tbe force of tbe bridge ( equal to the united tension of ali the strings, plus the impulse 

receivecl from the fingers of the right hand) they must necessarily hinder a great part of the vibrations of the sounding 

board ; and if they are \veak enough to enter into vibration themselves, they will not prevent the sounding board 

Fig. l. Fig. 2. 

fron1 gi,·ing "·ay eventuall)-. I think I can she"' that a bridge of the form represented by fig. 1, constructed of a 

single piece, and an inside bracket, made as seen in profile by perpendicular sectlon in fig. 2, would ans\ver the object 

desired. l!:xperin1ent has proved it in London, " 'here Mr. J. P anormo made sorne guitars under my direction, 

as \\'ell as Nlr. Schroeder at Petersburgh. But these facts do not allo\v me to dispense with the demonstration. 

Fig . 3. 

N r.r (} D F 

e = ........ . H ............ ............. :: ... ····--------·--·•m••------···-····--....... _ .. ［［ｊ＾＼ ｉ ＮＮＭＭＭ ﾷ Ｍｾ＠ < • "> 
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8 soa's A1ETHOD FOR THR GUITAR. 

that the po\ver and the resistance are in the arms of their respective levers, and that the point D is much more drawn 
tO\vards e, thau to\vards F. He \Vho would dissent from this conclusion would think it disproved by observing to 
me that the adhesion of the bridge to the sotmding-board by meaos of glue, and sometimes even by screws, is much 
n1ore po,verful than the tension of the strings ; but this objection would complete my demonstration. I have never 
observed that the solidity \vith which the bridge is fixed to the sounding-board so far exceeded the force of tension 
of the strings as to cause them ali to break, and I have often seen the strings pull off the bridge, an accident which 
1 can speak of fro1n experience at my own expense, for my right hand suffered from it for several days. But even 
supposing that might never happen, and that the t\vo powers were in the inverse ratio of the arms oí their levers, 
it is not the lcss true that in the obtuse angle C D E, the point D, which is impelled by two very powerful agents 
towards tbe point o, \Vill bear upon it \Vith the sun1 of the forces e D + D E, and that these two lines tending to 
become one line only, C E, with a force and tenacity which the sounding-board would not long resist, it must give 
way at the point O. As soon as the point E, becomes raised, it either separates, or rather, tending to ra.ise up the 
part E B, evcntually cracks the sounding-board.• 

Fig. 4, 

i\t . D ____ ｟｟｟｟ｅｾＭＭＭＭ ＭＭ ｆｚ［ｾ Ｍ ＭＭＮＬＭ Ｎ｟ Ｎｆ＠

-·· B - -. 
N E .. 

V 

O G 
The prolongation of the bridge D, E, F, fig. 4. coinciding with that of the bracket C, B, G, O, produces a líne of 

support E, B, much longer than the dístance O, E, fig. 3. so that the line D, B, may be. considercd as the direction of 
resistance. The angle M, D, B, being more obtuse, ought lo cause less pressure to become a straight line to which 
it 1nore nearly approximates. The point F, being more distant from the poiot E, besides con1prising more glued 
surface, cannot occasion .the part F B, of the sounding board to rise, being identified with the prolongation of' the 
upper part of the bracket C B; and the part N E, having no resistance to oppose, may be as thin as ,vill be suitable 
to the quality and continuation of the tone. 

"\i\Tith me, the most essential point has always been the form the direction and the placing of the neck. I have 
1thvays preferred a guitar with little tone and the neck placed as I require it, to a guitar with a full tone and ｴｨｾ＠ neck 
placed differeutly; because in the first case 1 can produce as 1nuch tone as it is capable of yielding, and in the second 
case I can produce only half, excepting witb the open strings. 

Fig. 6, 

1'he string A C, fig. 5. is incontestably more flexible at the point B, than at the points D, E, F, G, &c . 
. Now, in order that the finger which is to press it on the points D, F, l-1, &c. should experience the same rcsistance, 

it is necessary that the distance between the strlng and the finger-board should incrense in the <lircct ratio of the 
tlexihility. J therefore require that the heigbt of the nut shall have the same relation \Vith the height of the first fret, 
a-; the latt.er has with the second fret; for, in proportion as the frets approach the Jo,ver end of the finger-board, the) .. 
sliould progressively düninish. By this meaos I lind the sarne resistance eve1-y,vhere, and conscqnently tlie ｾ｡ Ｑｮ･＠

" f $h:dl 1uu Jlletlcllc ,,·ith this ''dc1nonstraLion'', ft1rtller tl1an to ｯｕ ｾ ｬＧｲ Ｇ Ｇｴ Ｌ＠ th:1t it c}1it'fly <'<,n<·E>n1s thc n1an11fi1ct11rer ｾ＠ ::tlt\I that ::in instrumt11t-111:•kt:r, to protit ｬ Ｉ ｾ＠ his. 
ｲ Ｑ ｩｾ ［ ﾷｲＺＮ ｾ ＱＱ ｣ ｣ Ｌ＠ ｾｬＧｯｴ Ｑ ｬ Ｑ ｉ＠ be an 3Ccurate mechanical ､Ｎｭｵ ｧ ｨｴ ｾ Ｑ ｴｬｲｵ ＱＬ＠ undcrstn11J tl1.: common J'fri11t:i¡1lc-s of ｲｵ･｣Ｚ ｬ ＱＺﾡＱ Ｑ Ｑ ｴｾＬ＠ tite ('(1n1¡ o::it1ao :\r.d re:f<>l1111011 of ÍOrl-es, :t11J tl•t l.1\\ 1 of 
Yil>rJ.t:r.g ｩｕｩ ＱＱ ｾＩ＠ :LJ1J surfuces:; l>ut these subjects 1nay bt ､ｩｳﾡｾＱＱｳＺｩＺｊ＠ '\\Ítl1 by t!J.c tuere J>trfur111cr, ruul are u>t:ful lO l1in1 0 111)· i11 t,."\l illi11g l1is juJgc1ne11t oí ｩｮＮｾｴｲｵＱ ＱＱｴＺ ｮｬ ｦＮＭ ﾷＱﾷｲＮ＠
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son's METHOD FOR THE GUITAR. 9 

facility in pressing the strings as the covered or spun strings, in proportion as they increase in depth of sound, are more 

rarely employed in very quick passages, the line of the bridge on \Vhich they bear must not be quite parallel to the 

plane of the sounding-board, but a little more elevatcd on the side of the sixth string. This elevation does not 

occasion any very considerable difference for the left hand; but it is very advantageous for the right hand, allo\ving 

me readily to produce stronger and rr\ore lengthened bases \vhen r equired. The bridge if too lo'v prevents my touching 

the strings properly, as 1 shall she'v \Vhen 1 co1nc to that article : the bridge too high, removing the string too far from the 

direction parallel to the sounding-board, the sound \Vould lose much of its strength and especially of its roundness. 

That the bridge may be of the proper height without removing the strings too far from the finger-board, 1 have the line 

N o divided into t\vo parts, B, N, and B, A, and fro1n the point B, it takes a direction towards the point X. This 
' ' ' 

deviation, besides greatly facilitating the play of the left hand, has a considerable influence or the tone of the 

instrument. The proofs of my assertion \vould give me the air of \vishing to instruct the guitar-1nakers, and it 

might be justly remarked that 1 \vas \vandering from the object of the present 'vork. Besides, they ought to kno'v in 

what the quantity and quality of the tone of the instrument consists, and by \vhat meaos the component parts 

contribute to them. The curve forming the convexity of the fi.ngerboard must not exceed an are of 18 degrees, and 

should at its extremities take very slightly the form of a semi-ellipsis. The part on which the frets are fixed should 

be a plane surface, for the reasons which 1 shall give 'vhen 1 come to speak of the left hand. The head containing 

the pegs should neither be in a straight line 'vith the finger-board, nor inclined back,vard so far as to form an angle 

greater or less than from 24 to 26 degrees. For the rest, having no relation with my subject, 1 should not speak of 

it, more especially as the manner of constructing the body of the instrument is almost everywhere understood extremely 

,vell, and most Neapolitan, German, and French guitars leave in this respect very little superiority to the Spanisb. In 

the goodness of the body or box, the Neapolitan guitars in general long surpassed, in my opinion, those of France 

and Germany ; but that is not the case at present, and if 1 wanted an instrument, 1 would procure it from M. J oseph 

Martinez of Malaga, or fro1n M. Lacote, a French maker, the only person who, besides his talents, has proved to 

me that he possesses the quality of not being inflexible to reasoning. This skilful artist is very frequently obliged 

to satisfy those \vho consider the instrtunent other,vise than 1 do, and makes guitars on which it is impossible to play 

my music or any other that has the base and other parts of the harmony al,vays proceeding correctly; but Jet a good 

instrument be ordered of him, leaving him at liberty to make it as he pleases, he \Vill make one for me, and he \vho 

on trying it might tind it defective, should attribute the cause to his \vay of employing it. 

T he guitars to \vhich 1 have always given the preference are those of Alonzo of l\1a<lrid, Pages and Benediz of 

Cadiz, J oseph and Manuel Martinez of Malaga, or Rada, successor and scholar of the latter, and those of ｾＱＮ＠ Lacote ,1 f 

P arís. 1 do not say that others do not exist; but never haviog tried them, 1 cannot decide on that of " ·hich I ha ve no 

knowledge. 1 ought to repeat that the faults which 1 have found in several guitars, 1 have not ahvnys attributed to 

the ignorance nor the obstinacy of the rnakers. These defects are frequently required by the guitnrists, \vho, inst(·nd 

of blaming their O\Vn \vay of touching the strings, blame the instru1nent, and \vould have it acco1n1notlate it>:elf to ｴｨ ｾｩ ｲ＠

play, instead of accommodating themselves to its nature. For my o"lvn part, 'vhen 1 have heard a string jar, I have 

examined fi.rst whether the fault proceeded from the bad confonnation of the instru1nent or fron1 111y ｩ ｾｮｯ ｲ｡ｮ｣･＠ in 

using it; secondly, \vhether the false direction \Vhich 1 might have given to the play of the r;ght-haud finger "·a-; 

the cause of it, or whether, by pressing that string \vith the left-hand, the force of the ar111 Ｑｮｩ ｾｬＱｴ＠ not hn,·e ad,'.. d 

to that produced by the pressure of the fingers against the thu1nb, and, in conscqucncc, tlie ｬｩｮ ｧﾡ ｾ ｲＭｨｯｮｮｬ＠ or r.eck 

having yielded back\vard, brought the string too nenr the frets. Very freqnently I have fo11 n<l ít proccc<l fro 111 one 

of these two causes, and 1 have endeavoured to correct myself of \Vhat 1 considered a fault. 
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POSITION OF THE INSTRUMENT. 
H a\·ing had no master, I have been obliged to reason before raising any niaxim into a fixed principle. 1 observed 

that ali 1nasters on the pianoforte agree in sitting opposite the iniddle of the key-board, namely the middle of the 

horizontal line passed over by both hands. I considered this precept very just, because, leaving both arms equally 

separated from the body, no motion would be confined. Hence I concluded that the middle part of the string 

( the 12th fret) should be found opposite my Fig. 6. body. This opinion I found supported by the 

form of the g uitar, which, describing the B __ - . ,. ･ ＣＮｾ＠ curve B e D A F, fig. 6, indicates the point 

A as that "·hich should be placed on the ＺｾｾＭＭＭ ｾ＠ · i : · Ｚｾ ｮ＠ ｾﾷ ｩ ｧ ｨｴ＠ knee ; ｢ｵｾ＠ as in this case the instru-

tncnt is too lo\v for the left hancl to be placed ... ｾｧＭｾｾｾ＠ •. · ; in the \vay wh1ch I find necessary, instead 
ｾ＠ ｾｾ＠ A ｾ Ｍ ＭＮＮｓＮＮ｟ＺＭ［Ｎ＠

of requiriog the g nitar-makers to make any ·- ＭＮｾＮＮ＠ innovation in the instrument, 1 saught a 

support for rny right foot \vhich, by keeping my knee higher, raised lhe guitar to a proper height for the left hand. 

Yet, in proportion as I have required more and n1ore of the instrument, I have found it necessary to have it better 

fixctl in its position, frorn vrhich it should not deviate but \vhen l \vishe<l. T o eífect this, 1 have found nothing better 

than to have before me a table, presenting one of its corners opposite the 12th fret, allo,ving me to rest the point 

41. ｾＮＸ Ｎ＠

··-· ｬＮＡ ｾ＠

B oí the instrument on the right knee a little turned out, and the point C on the comer D: By these means, finding 

rnyself placed in the position represented in figure 7. I am enabled to pass the left hand readily over the finger-board, 

1t not ueing obliged to support the neck of the instrtunent, because the guitar is not only supported by the knee and 

the table, but is fixed by the weight of the right hand, which I cause to rest entirely on the point E. 

I made yct another reflection on the position ｯｾ＠ the guitar. I remarked that the French and Italians generallv 
v • 

held it in the v>ay represented in fig. 8 ; and that the line ll F \vas ahvays pnre1!cl to t!1c p1ane on which 

the 1nan appe:irs to the eye. Tl1at position (if I endeavoured to l<\ke it) \\'Culd obligc rne te advance the 

ri-;ht shouldcr in a constrained manner, My arm, having no suppor!, C)uld not detcrrrtine a ｦｩｸ･ｾＱ＠ position íor the 

· ia:i::l. 'fhe tcnclons acting cóntinually to keep the ar1n in an ｵｮｮｲＮｾｵｲｵｬ＠ position, such ｾＭｳ＠ thc angie B C D, \<rouid 

ni.tKt: nie ｦｾ｣ｬ＠ difficulty in moving the joints of the fingers, ail<l indeed cftt:ll pai:1. Ｏｾｴ＠ firsi. I sai<l to rnyself that this 

posit.uu cuuld only be compared to that of a pianist sitting at one end of the key-bourcl; that tbe left arn1 beiug 

1 
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raised for a long time, the circulation of the blood must be affected in the parts n1ost tlistant from the hody ; that 
the line C D, forn1ed by the fore-arm indicates its continuation D E as the natural direction of the right hand, and 
that the latter being obliged to rise to encounter the strings, the 'vrist must be in a continua! state of contraction in 

Fig. D. 

order to keep it curved. 1 establish as a principie that since on my left 1 should have only the hand beyond the 
line A B, fig. 9, whilst on my right, half the fore arm should be advanced, the line A B could not by any 1neans be 
parallel to the Jine C D, if 1 ,vished to prevent displacing my right shoulder, and the parallel could only be N B. 
Thus placed, I found that by letting my right band F incline naturally, it carne exactly in front oí the strings; that, 
from its form and the different lengths of the fingers, I could use to advantage the dimensions given it by nature, instead 
of modifying the1n in order to accommodate them to the proper distances; and that the point X, at the iniddle of the 
fore arm, serving me as a support, I had only to make a motion with the elbow to cause the arm oí the lever X Nl to 
act in the opposite direction to that \vhich 1 desired to communicate to the otber arm oí the Iever X F. 

RIGHT HAND. 
The line on which the strings bear at the edge oí the bridge, is a straight line, as \vell as that of the nut, 

consequently ali the strings are in the san1e plane. lf these strings \vere to be touched by keys or moved 
by quills, Irke the old harpsichords ancl spinets, ali the ham1n ers or jacks ( 'vhen not set in motion) ,vould be seen 
te fcrm a straight line paral!el to the strings 'vhich they 'vere to set in vibration; and when several ,vere made 
to act at once, they would always preserve a straight line parallel to the plane oí the strings, and this \vould be or:e 
cause of uniformity in thc quantity and quality of the so un el. From this truth I deduced that it is necessary for the encls 
of the fingers of this hand to be placed in a straight Iine in front of the strings and Fig. 10. R igl1t liand. 

parallel to the plane which they fonn, and I exa1nined \vhether my fingers were found in ･ ＢＮｾＭﾷ＠ F..-· 
that situation naturally. I saw that 1ny fingers did not allo\v me to apply a straight line to .r./ ('e:: 

Ｎｾ＠ ' .. touch the extremties of more than three of them, fig. 10, A B, and that if I \Vished to / '·, ,. / •·. / .. ' bring in the íourth, it \vould al,vays be at the expense of the t\vo which, being obliged to be A¡/' 1 -, Ｍｾﾷ＠
bent not to over-pass the line E A (the others continuing extended), "'Ould place ｭｹ ｾ ［ﾷ＠ .':\ / ¡ . / 
hand in a constrained position, on account of the difficulty 'vhich I ha ve '' hvays experienced 
in bending one single finger ( exccpting the thumb ), if the others ha ve 11ot a point of sup-
port, as happens to the left hand. 1'he joint of the thumb as \vell as its position cause its 
action to be in another direction different from that of the fingen;, and, besides the 

f. 1 , . '1 ¡' 

·>-. possibility of pushing the string, it can approach them or recede 'vithout deranging the Í' - · :;-".l 
ＮＨＲＧＮｾ＠ ,· 'f.' hand. It can slide on nvo succeeding strings "'ith such a velocity as to inake them ｾ ＭＭｻ Ｇ＼＠

both be heard together. I therefore establish as a rule of my fingering, for the right hand, to cmploy co·111n · n'.y 
ｯｮｬＩｾ＠ the three fingers touched by the line A B, and to use the fourth only for playing a chord in four part:; ot 

\vhich thc part nearest to the base leaves an intermediate string, as in examplc l, Plate l. 
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SOR'S METHOD FOR THE GUITAR. 

The fingers in front of the strings should not be more curved than those represented in fig. 11. The act 

Fig. 11. Right hand. 

J 

B 

ｾ Ｇ＠
'>· 1 
.., L.---,.___,! 

'""· ｾ＠ . . ¡ 

A 

of setting the string in vibration ought to be only the act of shutting the hand, without however shutting it entirely. 

'l'he thumb should never be directed towards the hollo'v of the hand, but act with the next finger as if going to 

inake a cross with it, going itself above the finger. To keep the line A B parallel to the plane of the strings, 1 

round it necessary to raise the hand a little on the side of the little finger. Many other precepts 1 iir.posecl on myself 

,vith regard to the right hand ; but as its position alone is the matter in 'question here, 1 shall speak of them when 

treating on the quality of tone and the manner of setting the strings in vibration. 

LEFT HAND . 
This hand has occasioned me to make many more refiections than the right. I observed that most guitarists 

had only half the hand before the finger-board, because it sustained the neck, with the summit of the angle formed 

Fig. 12. L eft liand, Fig. 13 
ＮＮｴ ｾｂ＠ CDE 

- -·-----· -·-.... - .. ¡ ·······-- -··--···r-·-···--i-
¡ ¡ 1 1 
' j • 1 
¡ ! 1 1 
¡ ! 1 1 
! 1 1 1 
¡ ; 1 : 

. ｾ＠

1 
¡ 
: 

i 
F ! 

hy the thumb and forefinger, fig. 12¡ that in this position I was obliged to contract the forefinger excessively to press 

f at the first fret of the smallest string¡ that the ends of my fingers not falling perpendicularly on the strings, 1 must 

rnake greater efforts to press them, and consequently it was almost unavoidable to touch the neighbouring string and 

to clamp a sound which I might want; and when I had to perform a note a semitone higher than that which was 

,vithin reach of my finger, it \Vas necessary to displace my whole hand, \Vhich I could not do \vithout displacing 

like\vise the fore arm ¡ and I could not acquire a perfect assurance of finding again the point desired, ｾｶｨ･ｮ＠ removed 

from it, if my whole arm was to concur in the action, because if I ought to be sure of taking the distances A B, B C, 

&c. ( fig. 13 ). exactly, I could never be so certain by using a stick E A, as by employing the small paír of compasses 

13 : the length of the former and the want of a point of support occasion the end of it to be more liable to variation 

than the points of the compasses. 

Ali these inconveniences were motives suffi.ciently powerful with me not to place my hand in that manner. 1 saw 

no reason 'vhy the thumb, which plays such an important part in the right hand, should do nothing in the left han<l, 

cxi.:ept on occasions \vherein nature having given it neither the suitable form nor dimensions for that employment, it 
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little curved as possible, for the folJo,ving reason :- by supposing A tl1e size of the string (fig. 18), the fore finger, 
in 1noving it, co1nmunicates the impulse to,vards the point B. 'l'he reaction 1nust take place towards the point C, an<l 
the alternate motion having been once establishcd, the vibrations \\·ould take place in a direction parallel to the plan(' 
of the sounding-board, as well as to that of the finger-boar<l, and the equi<listunce ''ould be ahvuys preserved, l t is 
true, that the roundness of the tip of the finger, which tends to n1ake itself a passage, causing tite string \l'hich presents 
itself as an obstacle to yield to its impulse, will compel it, through the curve D E, to takc, at the same time, thc direc-
tion to,vards F, which will produce the reaction F G ; but the space in 'vhich these vibrations \Vill take place is much 
smaller, and the first vibration meeting with no obstacle, the sound '"ill be pure, and will continue as long as the 
goodness of the string and the instrument will permit. 

QUALITY OF TONE. 
It is not sufficient that an instrument be well constructed; the strings must be of a suitable size for it, and must 

be tuned to the pitch ans,vering to its dimensions, in order to judge of the quality of its tone.* The guitar-maker, 
Manuel Martinez, of Malaga, on receiving an order for a guitar, after having made a note of the di1nensions desired, 
always asked: "Do you string it 'vith large or small strings '? Do you like a silvery or soft tone'?" And he regulated 
his proceedings according to the ans,ver. Thus I ha ve seen guitars which did not give satisfaction, but 'vhich, as soon 
as I had furnished them with proper strings, excited surprise by the favourable change. But I speak, in this place, 
ouly of the manner of producing the tone. 1'he stretched string offering more or less resistance, in proportion as the 
finger applied to it is nearer or farther from the bridge, the vibrations must be made \vith a different velocity ( not 
different frequency) in every point of the half of its length, and the resulting tone should be like,vise different. I 
thought that, in order that the instrument might yield 1ne ali the gradations of piano and forte, I might not make those 
gradations depend on the hand alone, and so avoid such inconveniences as touching one string instead of another, 
or playing t\VO strings instead of one, or missing those which I intended touching. I 'vishecl to take advant¡ige of 
that difference offered by the string on touching it in different places, and I establishecl the common place of the 
hand at one-tenth of the \Vhole length of the string from the bridge. At that point, its r esistance being nearly as 
powerful as the impulse given to it by my finger, without a great effort, I obtained a clear and lengthened tone " ·ithout 
its being violent. Vlhen I desire to have a more mellow and sustained sound, I touch the string at one-eighth pnrt of 
its length from the bridge, profiting by the curve A B, forming the inside of the extreme joint (fig. 19) to make the 
sound result from a kind of friction, and not from a pull. If, on thc contrary, I <lcsire a louder sound, 1 touch iJ 
nearer the bridge than usual, and, in this case, 1 n1ust exert a little more force in tonching it. t So111ctimes, indr<'d, 

Fig. 20. 

Fig. 19. 

ｾﾷ＠.•. 
ＢＢＢ［［ＧＢＢＢＭｾ＠ . .,,._ ..... Ｍｾ＠ ｾ＠. . ··" ... -.. .. V .::::: ............ ｾｾ Ｍ ............ F M,,,_ ............... ｾＺＺＺＺＺ［ＬＮ＠

... ..a. --, .. .,,., ..... 
n, ..... 

'vhen 1 'vould play with force a chord in which ali the six strings are employed, 1 slide the thurnb across then1 ali 
with rapidity, taking care that its direction be paru\lel to the sounding board, \Vithout. ''hich 1 shoul<l run lhc risk of 

• lf you tune o. liule guit:u up to concert pitch only, you will havc a real kellle. t Sec ｾＡＮ＠ Yow1g's Enquiry into the SounJ> uf Sir;ng>.-Tn. 
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n1is.;ing J.he J,1tter strings, if I took the direction of A B, fig. 20, or of forcing them too near the point X bfthe soond-

hoard E ｬｾＬ＠ \Vhich \voul<l 1nake them jar against the frets. I never make the quantity of tone, in this case, depcn<l on 

tite pressure of thc thumb against the strings. I kno\v that the blow received by aplane fron1 a solid body falling 

upon it, is more or less, according to the height from which it falls. This force is callcd, in statics ( dynamics ?), the 

quantity of 1notion; and this quantity of motion is the product of the \veight of the body, multiplied by the velocity 

( or the straight line passed over in its direction) in every point \vherein the body is found. This multiplication has a 

1nuch greater product than if I took the gravity of the ''"eight, and multiplied it by the total height, because the aug-

n1cntation is more than in arithmetical progression. Hence it follO\VS; that in this process, if I increase only one of 

the bvo factors, the quantity of ritotion will be always augmented. Considering my hand as the heavy body, and 

the line passed ovet by the thumb as the vélocity, the quantity of motion ( or momentum) will be the procluct of 

the one by the other. Instead of increasing the \veight of the han<lJ by adding the impulse of the arm, I so manage as 

to prevent that fron1 taking place : I Jea'i•e fhe wríst at liberty, a'Íld increase the velocity in passing over the Jine of 

u1otion, wlúch l begin <lt a much greater distance fro1n the sixth string than that whete I generally hold the thumb. 

The imitation oí sorne other instruments is never the exclusive effect of the quality of the sound. It is neces-

sary that the passage shoukl be arranged as it 'voulcl be in a soore f-0r the instruments I \VOuld imitate. For in::;tance, 

the horns n1ight very well perform the sixth exa1nple, plate 1; but that melocly not being natural for the second horn-

player, who would be obliged to employ his rigbt hand to produce B, it is written as in example the seventh. This 

phrase being already in the style, and, as it were, in the dialect of the instrunients that I would irnitate
1 

I have already 

given a direction to the illusion of my auditors; and the quality of the tone resembling that of the horn as much as 

possible, I increase that illusion to such a degree, that it adds whatever is wanting to the reality. I should avoid 

protlucing a silvery ancl tinkling sound, and, in arder to succeecl; I take no note 'vith the left hand an the string to 

\vh ich it first belongs, but on the follo,ving string contiguous to it, so that I do not play any open string. Iil the passage, 

exa1nple 8, I should never employ the first string: I should play E 'vith tbe second, C 'vith the tbird, &c.; and I should 

t-0ucb them a little farther from the bridge than the sixth part of the whole length of the string . 
. 

1'he trumpet has passages which are seldom given to any other instrument. These passages are com1nonly all 

in tlfe intonations¡ shewn in example 9; so that, in playing little pln'ases in the style of example 10, by touching the 

.first string with force, near the bridge. to produce a tone rather nasal; and by placing the finger of the left hand, ,vhich 

is to stop the note on the middle of the djstance, between the fret of that note and the one prececling, I shoulcl obtain 

a j •rrring noise, of very short duration, sufficiently imitating the rough souncl of that instru1nent. To obtain it; I rnust 

takc great care to press the string well against the finger-board; for every note that I play ; 

but, as soon as I have done so, I should diarinish that pressure a Jittle, that the fret B, fig . 

2 1, ncar \vhich my finger should be found in every other case, may allow a greater length 

of string to enter into vibration : then the string, M e, jarring against the fret B, \Vhich 

lirst made it produce the note, will yield a harsh sound at tl1e commencement; but that ｾ＠

harshncss will immediately cease as soon as the intonation or pitch is fixed (as happens 

\vith the trumpet), because the distance of the fret O B from the bridge, being con- [ 

siderably longer than B C, the latter cannot entirely prevent tbe vibrations of the string, \\ 

\Vh ich 'vould continue from the point B. _ Fig. 21. 

It woulcl be i1r..possible to imitate a singing passage for tñe hautbois, and I have never thought of venturing on 

any others than short passages in thircls, intermixing slurred and staccato notes. • 

1.? .. 
Ｍｬｩ￭Ｍ Ｍ ｬ￩ＭＧｾＭＭＬＭＭＱＢＢＭＭ

As the hautboy has quite a nasal sound, I not only touch the strings as near as possible to the bridge1 btit I 
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• 
-,vas tó play a very different part from that which was iritended for it. I therefore began by süpposing, as an 

established principle, that being shorter than the fingers; and having the power of aéting easily in t11e opvosite 

direction; it might be brought to meet them, and ofl:'er a point of support for the neck, the profile of which in section 

.B 

F 

Fig. 14 • 
. . 

is represented by the seg1nent A, fig . 14; so that the neck 1night not yiel<l to the pressure of the 

fingers. These fingers being to fall perpen<licularly on the strings, the position of the 
• • 

forefinger F gave that direction to the extreme joints. By unbending the finger indicated, 

I could, 'vithout the least difficulty, reach the point B. By placing the eittremity of the 

thilinb M on the point N, I could place that of the forefinger on C, without being obligecl 

.. to tontract the joint5 in so violent a manner as if the neck were supporte<l at the point O ; 

'--'l....l and; finally, I employed the tlnirnb as it is used on the pianoforte; narriely, as a pivot 

on which the whole hand changes its position, and which serves as a guide ii1 returing to the 

position quitted. Then it was that; astdnished that performers had not availed themselves of all 

these advantages, I inquired the reason of a guitarist of sorne celebrity, who replied, that the hand placed in the way 

that I indicated, was deprived of the use of the thumb for the sixth string, and, taking up the guitar, he played the 

phrase shewn in the second example, plate 1, saying 1 "how would you do this, 1vithout using the thumb for the 

first two notes of the base?" "I 1vould not play it in any way,'' I replied; "first, because I would never make the base . 
and the upper part proceed by direct octaves; secondly, because I should never ter1ninate a perfect cadence by an 

inversion, instead of the direct chord," as he had done; "ancl thirdly, because I could not press a string with the 
' 

thumb 'vithout contracting 1ny shoulder, without bringing my hand behind the neck ( and consequently annulling in . . 
a great measur'e the play of the ｦｩｮｧｾｲｳ＠ shortened by one half), and putting the 'vrist into a position far from easy, 

in order that the tendons which should actuate the jdints may have the rdom and directión suited to the liberty of 

their action." .. 
I-Ie answered niy fourth reason only, anci still In á ma:ó.ner which could by no means rectify my ideas, if 

\VI'Ong. " 'fhis is quite indifferent to rrie," said he; "every one has his º"rn way, and provided he plays well, it is 

no matter how he may set about it." " It appéats to me, however," I replied," that if my setting about it in the best 

manner shoulcl influence the facility of my play, that would be worth the trouble of fincling out. I am almost per-

suaded tbat I ha ve found it; but not presuming to be infallible, I earnestly seek for well-foundecl objections." - "Sir," 

added he, " I give ｬ ･ｳ ｳｯｾｳ＠ only to my scholars. Your knowledge of the scientific part of music, leacls yoú to distlain 

submitting to the precepts of a guitar-master. Besides, you are but an amateur, and whatever you may do will be 

thought charming in society, and genteel among artists ; but if you had in view to become a professor, you shoulcl 

take a m:i.ster ; and, if I had the honour of being selected, I should set you to practise the scale, requesting you to 

make no 1·e1nal'ks to ine on the rules established by men whose kno,vledge of the subject far exceeded yours, as 'vell 

on accouat of their long study, as of their experience ;" and he laid great stress on the last worcl. I perceived, 'vith 

regret, that D)Y first t'vo reasons had excited his displeasure, much more than if he had comprehended then1, and that 

he could not forgive my sixteen y-ears, for having allowed me time to occupy myself \Í' ith a thing to which he 'vas a 

stranger at forty. I added, again; that, persuaded the gentlemen of " 'hom he had spoken hacl not established their 

rules blindly, the best way of paying respect t<J the'ir merit would be to prove its superiority. Containing himself no 

longer, he said, " It is not at my age that one can be examined by a boy.'' The persons present blamed his precipi-

tancy. He felt the reflections made to hi1n in support of what I hacl said. I-Ie was convinced that he had been in 

the wrong, and he helcl out his hand to me. i\1:y tears fiowed for joy. Returned home, I encleavoured to correct the 

phrase which he had played to me, and I discoverecl the method of doing so without the assistance of the thun1b, in 

the manner exhibited in the third example. I contrived other deviations, and found that there are sorne "'h ich cilnnot 

be performed at ali with the thumb, such as those of the fourth and fifth e:x.amples, and which I playecl reaclily enongh 

\vith the hand placed as in fig. 14. This experiment induced me to establish it as a principie to place the thumb 

D 
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ah1·ays at half the \Vi<lth of the neck, facing the finger 'vhich answers to the second fret; never to displace it but for 

the purpose of harring, 'vhich I effect('!<l easily, if, instead of n1aking great efforts that all parts of the finger, fig. 15, 

should touch ali the points in the line A B (the width of the finger-board) with a force capable of pressing them 

Fig. lf> • 
.B 

·-

Fig. 16. 

i . )· .. . 

against the fret, 1 \vithdre\v the thumb to,vards the e<lge A, fig. 16, and giving the fore finger the direction of the straight 

line A B (a line 'vhich, by its construction, cannot be bent in the contrary direction ), 1 regarded only the support oí 

its extre1nity, B, and that of the thumb; and not to press, in any other case, the thumb against the neck, but 

that it might be the approach of the arm, which, conducting the hand beyoncl, might experience a check to advancing 

farther than necessary, by the obstacle which the thumb would offer in opening as far as possible. In fe,v \vords, let 

the thumb not seek for the neck, but let the neck meet the thumb. 

TIIE l\iANNER OF SETTING TIIE STRINGS IN VIBRATION. 

In speaking of the Ieft hand, I have said, that when a string jarred, before attributing the cause to a fault in 

the instrument, I examined whether or not the fault was in myself. I began by establishing a principle which nobody_ 

can dispute, namely, that a stretched string, as soon as any agent whatever causes it to quit the strait line, towards 

which it is strongly impelled by its tension, if that agent ceases to prevent it, will fly towards it with an impetuosity 

,,·hich will carry it beyond the line on the opposite side ; and this deviation will in its turn produce a similar effect, 

this alternation continuing in proportion to the difference between the force of impulsion received and its tendency 

to repose. I shoulcl, therefore, consider my finger as an agent \Vhich moves it from its natural position, and that the 

direction in wlüch my finger moves it will determine that of its reaction. By giving to my finger the form of a hook, 

iig. 17, the act of touching the string would be that of directing it to,varcls the point B. Reaction carrying it necessarily 

towards the point C, it would strike against the finger-board, and jar against the frets. This friction, besides being 

disagreeable, being an obstacle to the freedom of vibration, n1ust dilninish the number of vibrations, 

Fig. 17. Fig. 18. _,. 
'y ::---...,.,\ 
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or the duration 

of the sound. This induced me to establish as a principie from \Vhich I should never depart, to keep my fingers as 
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curve my fingers, and use the little n::ül I possess, to set t11em in vibration; and this is the only case in which I have . 
thought 1nyself able to employ the nail \Vi thout inconvenience. Never in my life have I heard a guitarist \vhose 
playing ,vas supportable, if he playe<l \vith the nails. 1'he nails can produce but very fe\v gradations in the quality of 
the sound : thc piano passages can never be singing, nor the fortes sufl'iciently ful!. Their perforrnance is, to mine, 
what thc harpsichord was in comparison to the pianoforte-the piano passages were ahvays jingling, ancl, in the fortes; 
thc noise of the keys predominated over the sound of the wires. It is necessary that the performance of i\1r. Aguado 
should have so many excellent qualities as it possesses, to excuse his einployment of the nails ; and he himself would 
have condcmned the use of them if he had not attained such a degree of agility, nor found lúmself beyond the time of 
life in which \ve are able to contend against the bend of the fingers acquired by a long habitude. }lis master played 
with the nails, and shone at a period \vhen rapid passages alone " 'ere required of the guitar, 'vhen the only object irr 
vie'v '''as to dazzle and astonish. A guitarist 'vas then a stranger to all other 1nusic besides that for the guitar. H e 
would not, indeed, hear any other. H e called the quatuor ( quartett) church-music ; and it \vas from su ch a master 
that Mr. Aguado received ali the principies \vhich have directed the mechanis1n of his play. But he felt good music 
11ünsclf, and, from the time \Vhen he ｾ･ｧ｡ｮ＠ to act without any otl1er guide than his own exquisite taste and his own 
understanding, he inclined, as · much as he could, to,vards a more musical style than that of other guitarists. Mr. 
Aguado had justice done him: he acquired a certain celebrity, which his excessive modesty induced him to think of-
very little ímportance. It was at that time that I became acquainted with him. H e no sooner heard sorne of my 

· pieces than he studied them, and even asked my opinon of lús playing ; but too young myself, to think of openly 
blaming the way of teaching of a 1naster of his reputation, I but slightly pointed out the inconvenience of the nails, 
especially as niy music was then far less removed from the fingering of guitarists in general than it is at present, and, 
by taking a little 1nore pains, he succeedecl in playing all the notes very distinctly ; and if the nails did not allow him 
to give thc same expression as 1 did, he gave one peculiar to himself, \vhich injured nothing. It \vas only after many 
years that \Ve met again, and he then confessed to me that, if he 'vere to begin again, he would play without using 
the nails. 

As to harmonic sounds, 1 do not think that they can always imitate the fiute, because the ftute cannot pro-
duce sounds so lo\v in pitch as the guitar ; and, to imitate an instrument, it is requisite for the imitating instrument 
to be at the same pitch. No 1nan can well itnitate a wo¡nan's voice, if he does not sing " 'Íth a falsetto, because the 
two natural voices are at the distance of an octave apart. 

M usic for the guitar is \vritten in the G clef; but, unless devoid of every degree of reasoning or accuracy of 
ear, nobody \vill dispute that a string of the same size, equally stretched, and half the length of another, \vill souud an 
octave higher; ancl every person admits that E of the open first string of the violín is not that of the first string of the 
guitar, 'vhich has ·the same size and tension, and double the length. 'fhe real E of the guitar is that of the first line of 
the staff in the G clef. But, once admitted that it plays an octave lower than the notes, that makes no difference in 
regard to performance. I t is necessary to pay attention to the notes to \vhich the harmoriics correspond; for if I 
would imitate a flute, I shoul<l never succeed by producing the passage as it appears in example the eleventh, but by . . 
producing it at the height of e:xample the t\velfth-not such as the guitar con1monly yields the notes, bnt such as they 
are in the general scale or clavier. 

Buffed sounds, or sons étouffés, I rarely en1ploy. I havc always too much regretted that there \vas no 1nethod 
of giving more sound to the instru1nent, in order that I n1ight occupy 1nyself \Vith the methods of di1ninishing it; yet, · 
as these sounds, properly e1nployed, 1nay produce a good eftect, I have endeavoured to distinguish them from the full 
souncls : the latter have only the resonance dan1ped, while the former are da1nped in the very act of moYing the string. 
'l'o clamp or check the sounds, 1 have never employed the right hand ; but 1 have placed the fingers of the left hand 
so as to t.--ike the string on the fret which determines the note, pressing it with less force than usual, but not so lightly 
as to makc it yield an harinonic sound. 'fhis 1nanner of damping, or buffing, requires great accuracy in the <listances, 
bu.t produces true suppressed sounds. ' 

¡¡ 

• 
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For staccato sounds, also, I do not more employ the right hand, but I merely cease pressing the finger-board 

with the left hand, without quitting the string as soon as it has been played : I do not impose even this task on the 

>vhole hand, the thumb alone ans\vering the purpose, by a slight effort, almost imperceptible. 

Lastly, to imitate the harp ( an instru1nent of sünilar tone), 1 construct the chord so as to co1nprise a great 

distance, or interval, as in exarr:ple the thirteenth, plate l ., and I touch the strings at one-half the distance from the 

t\l"elfth fret to the bridge, taking great care to have the fingers which play them dcpressed a little bet\veen the strings, 

i11 order that the friction of the curve D E, fig 18, may be more rapid, and produce more sound; it being understood 

that the passage is in the style of harp-music, such as that of example the fourteenth. 

1\.ll these differences in the quality of the sounds produce a good effect, if not employed too profusely ; and, 

\vith respect to learners, I \vould advise the1n not to practise then1 at al!, until they havc acquired great certainty 

with the common quality, as \vell because those varieties have always been for me exceptions to the fundamental 

' 
rules \vhich I have established for my right hand ( and it is only the stabiliment of the rules that can prevent my 

being misled in the exceptions) as because these exceptions themselves would not produce the desired effect, ｷｩｴｨｯ ｾｴ＠

the assistance of the rules. 

I should not, perhaps, have spoken of the imitation of instruments till thc end of this \vork ; but it appears to 

rne that I ought to insert in this article every thing relating to the quality of tone. If 1 have not spoken of harrnonic 

sounds, it is because I considered that I ought to treat of them in a separate article, having much more to say 

rcspecting these sounds than the others. Besides, the fingering of the left hand, and the order in \vhich the intona-

tions are produced, being entirely different, I did not practise them till after having acquired the principal habitude ; 

aud 1 again repeat that I by no means say \vhat must be done, but only 'vhat I ha ve done, and for 'vhat reasons. 

IiNO"\'VLEDGE OF TIIE FINGER-BOARD. 

I suppose the reader to be a musician, otherwise he will find many things unintelligible in the folJo,ving expla-

nation. I make a great distinction bet,veen a musician and a note-player. T he former is he who, considering music 

as the. science of sounds, regards the notes only as conventional signs representing them, and which by the sigbt 

convey tbe result to the miod, as letters communicate words, and ·words ideas. The latter is he who considers it the 

science of notes, who attaches great importance to their names, the real acceptation of which is unknown to him, and 

'vho \vaits to be able to understand them for the period when he shall stucly harmony ; mean\vhile seeing them only 

as so many orders to play such or such a key of the pianoforte; to press such a string 'vith such a finger, in such 

a place, on the violin, violoncello, guitar, &c.; or to open or shut such a key, or so many holes, of the clarinet, tlute, 

&c. ; and it is the instrument \vhicb first conveys to his head, through the ear, the result of all the combinations of 

notes. The note-player succeeds, by dint of practice, in making an acquisition, which is to music what the motions 

of a rope-dancer are to dancing : he considers an isolated souncl, how it is named, and to wl1at key of the pianoforte 

it corresponds ; but, \vlüle guessing at it, frequently it bappens that he sings out of tune, as it 1night happen to a rope-

<lancer that, with all his equilibrium, he 1night not be able to make a regular pirouette on the floor. I shall, by no 

rneans, undertake to give a treatise on music : 'vhat I might say respecting it, in a work 'vherein I should principally 

kcep in view a different object, would be insufficient to form a musician. Besides, explaining merely the reflections 

'vhich I havc made for my own guidance, as 1 was a musician before making those retlections, and as i t "'ªS music 

tltat servetl me as a basis for all those I am about to publish, I ought to suppose thc reatler in the saine situation as 1 

\vas myself. 

The frets are wires crossing the finger-board at regular intervals, whicl1, by shortening the string one-seventcenth 

of its length, raises the pitch of the sound a semitone higher. No,v, by kno,ving ho"' thc guitar is tuned, the kno\v-

le<.lge of the intervals of the diatonic scale should indicate to me the place \vhere I should press the sh·ing to find the 

intermediate sounds bct,veen thc two open strings. Example the fifteenth) plate II. 
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The clef not being accompanied by any sign that takes away tite character of the fifth * from the note to which 
it gives this name, I consider it under this relation, and I perceive that the sixth string E (1ni) is the third note of the 
scalc of the key in which 1 am. From this note to the fourth (F) is a semitone, then by pressing the string at the first 
fret, it will produce the F ( or fa). From the fourth to the fifth is a 'vhole tone: every fret being only a semítone, 
l 1nust shorten the string two frets for a \vhole tone; I must, therefore, press the string at the third fret to produce it, 
and the diatonic intervals between E and A being filled up, 1 shall follow the same reasoning, having for basis the 
arrangement of the diatonic scale, which will enable me to find tl1e frets in all the keys, " 'ithout being obligcd to load 
my memory ,vith all the f\ats and sharps at the clef. See the application of it in the sixteenth example, plate II. 

By the preceding example, it is obvious that, the first note once determined, I have only to observe the propor-
tions of the intervals, and as the flats and sharps with which the clef is accompanied have no other object than to 
preserve the sam.e proportion in every key, it is found that, by a single operation, 1 obtain a result for which I should 
have required twelve different ones, if, insteacl of thinking about what I was doing, namely, playing the scale, I thought 
about the names and the modifications of the notes composing it. 

The true knowledge of the scale is the key to all musical knowledge; but it must be observed tbat to under-
stand it thoroughly, and merely to be acquainted with it, are two different things. That knowledge is indispensible in 
regard to harmony ; but, although this science furnishes me with great resources for the formation of rules, I wish to 
avoid everything that could be comprehended by harmonists only ; and I shall confine myself to writing what will not 
require greater knowledge, in regard to the scale, than tbat of the proportion of the intervals. See the arrangement 
of them in the seventeenth example, plate III. 

This arrangement exhibits the scale divided into two halves, of four notes each, wherein the order of the intervals 
is the same in both. These t\vo parts are separated by the interval of a tone, and their last intervals are a semítone. 
'fhe eighth note serves me as first in ascending, as the first serves me as eighth in descending; and I find everywhere 
the same proportions. From these circumstances, I infer 'vhere I am to find my notes, and the rules for fingering . . 
them. For example, I would run over the whole extent of the instrument: having four fingers in front oí the fingyr-
board, and my little finger being shorter in regard to its neighbour than any other finger, 1 cannot employ it for con-
tinuing the line A B, fig. 22, not being parallel to the strings; but, being able to Fig. 22. 

tL5e it in the continuation of the lines C D, E F, 1 consider itas a very useful means 8- ----

of keeping in position, since it can, 'lvithout displacing the hand, stop all the notes 
that the third \vould have to stop by shifting. 1 therefore reckon but on three 
fingers to proceed over a straight line, 'vithout shifting the position of the hand: 
l st, 2nd, and 3rd, or lst, 2nd, and 4th. These fingers include but two interYals of 

1 

a semitone; and by adding that of the open string to the first fret, I haYe three .• J 
ínter.vals of a semitone. Hence I establish the general rule always to use the !?;C/;f>-----_f,if r 
irnmediate finger for a semi tone, and never for a tone, and to rnake the fingers / ; ( 1 1 

follow the arder indicated by the frets. Example the nineteenth, plate III. ｾ＠ \ 

e 
E 
ﾷﾷ ﾷＭ ｾ＠

By this example it is evident that I advance but one finger when the string ascends a senütone, and t"·o ｦｩｮｧ･ｲｾ＠
when it ascends a whole tone. I t is likewise obYious that "·hen the string is to yield more than three notes, my haud 
cbanges position, and, at every change, it is found that, my fingers embracing three intervals of a semitone, I employ 
the1n according as the arrangement of the scale requires. 

FINGERING ON THE LENGTH OF TIIE STRING. 
As a sound of the same pitch may be produced by a lonrer string than that n·hich I ba\·e indicatcd in the 

preceding example, I think it useful, in arder to become perfect in the hT,o,Yledge of the finger-board, to acquire the 

• 
• Thc significution ofthe word rol (or C:), in thc reil lanzuage of music. 
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halJit of passing over every string for the whole length, consideríng the open string under different relations- namely, 

ﾡＱＮｾ＠ tonic, or first note of the key, as second, third, &c. by practising the following exercises : example the ninetcenth, 

platc III. 1'he fingcring 1narked in thesc cxerciscs is not the only kind 1 make use of ; but, no matter in what other 

1nanner I finger, the hand being once in position, the order of the fingers al,vays follows that of the frets, unless t.here 

be a 11ecessity for making three notes, including two intervals of a tone, upon the same string. I n this case, 1 finger 

lliem l, 2, 4, to make the extension from 1 to 2, rather than from 3 to 4. 

By playing these excrcises \vith facility, but without rapidity, not only is a knowledge of the finger-board 

acquired, but also another great advantage quite disregarded in the modern way of sol-fa-ing, \Vhich leaves the care of 
• 

it to the harmony, the only master, as it \Yould appcar to me, in sohnisation at present existing, as 1 understand sol-

1nisalion : this advantage arises from considering evcry note with respect to its place in the key, and notas an isolated 

¡¡ountl, of which 1 have no idea indicating any musical relation other,vise than by ear. 

USE OF TI-IE FINGERS OF TIIE llIGII1: l IAND. 

I have already explained, in the first part, the reasons n-hich indnced me to lay down, as a general rule, to 

en1ploy con11nonly but three fingers. In consequence, 1 ahvays hold 1ny hand elevated, so as to enable the thumb to 

pass over four strü1gs, and the other two fingers in front of the other two strings, so that, n·ithout shifting the J1and, 1 

1nay fincl the strings 'vhich are to produce the notes of the t'ventieth exan1plc, plate V., \vhich is only the detailed 

cxpression of a chord. 

'Ihis fingering has for its object, not only to econo1r.ise as 1nuch as possible the nurnber of fingers, but to make 

iny opcration conduce to the expression of the musical accent, "·hich is nothing else than the co1nmencement of each 

of the aliquot par ts of the measure. The exercise, example the t\venty-first, as inusic, differs in nothing from the 

preccding ; but, if my opinion were referred to, 1 should very particularly reco11Jn1eud the learner not to practisc it till 

ailcr huving acquired great certainty in the other, because the tv•o fingers having nlready acquired the habit of ahvays 

ans"·ering in a uniform manner to the motions of the thumb, \\'ould experience greater difliculty in choosing the 1noment 

v:hcrein each should ans,ver to it. B ut that habit once acquired, the other exercises "' ill no longer appcar difficult. 

1 shall speak of the use of the fourth finger \vhen I shall have developed ali the resources lhat I hnYe discovered 

with the three. 

FINGERING "\'VITH BOTII I-!1\NDS. 

}Javing in view, in the fingering for the left hand, not only the distribution of the fingers, but to hold the hand 

in a position to facilitate the performance of chords 1Yith it, 1 have made the latter my principal object. 

l propose to myself the progression of harmony in the t''enty-second exa1nple, and by disposing the hand in 

conscqucnce, I find rnyself prepared to play the six exercises of that example. 

'\-Vith rcspect to the right hand, tl1ere 'vould be a great nun1ber of diiferent combinations to be mude, but I haYe 

purposely suppressed them, first, because 1 here present only the 1nethods \'rhich lead others to play as I do, and· 

'. ;ecausc combinations, like those of the t'venty-third example, lead from, instead of to\va1·ds, the desired object, antl for 

th i.:; reason-1 must not only have employed the fourth finger, but very frequently, although the weakest, it would 

!i:1vc beeu obliged to play the accented notes ; in the second place, because 1 ccnsider the 1nultiplicity of notes in the 

rüntinuation of a chord only as a method of supplying the " 'ant of duration in the sountls of the notes composing it, 

c: r of imitating an orchestral passage, every part of which rnight have its intonaticns divi<led into s1nall fraclions, 

;; .; in cxample the t\Yenty-fourth, plate VI. 

I employ this method, also, for imitating passages wherein the air or principal melody procee<ls in notes, eacli 

of \vliich constihites, at roost, a time of the 1neasure; the base accompanying it \vi th notes of the same or less value, 

.. 

• 
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while the intermeditate part tnarks the (ractions of every time of the measure by notes completing the harrnony. I n 

example the nventy-fifth, thcre is no essential note that is not rendered by the guitar. 

In general, all those variations of chords called Alberti bases, or batterics, íf they reprcsent nothing but them-

selves, have always appeared to n1e to produce the effect of a continucd rolling, insupportably monotonous. Even 

,vhen performed with true musical expression, so as to imitate the ｾｶ･ｮｴｹＭｳｩｸｴｨ＠ example, they 'vould only offer me 

something that has no cxpression by itself-an accompaniment; and it is only by adding the air, 'vritten above the 

first violín part, that these arpeggio passages can produce a good effect. But still it is neccssary that he who plays it 

should himself forget, as it 'vere, that he is playing an air, and should bear in inind only the object 'vhose portrait he 

,vould present to me, namely, the score, other,vise the resemblance cannot possibly be found in it, all his attention 

having been engaged on the position of his hand, and the number of the strokes of his pencil. I mean that he must 

think of the score as a painter thinks of the object that he would represent, supposing him to know how the painter 

ought to consider the subject ; otherwise he might paint a very correct figure, and inake, at the saine ti1ne, a very bad 

portrait. 
" You \vish, then," sorne one will say to me, " that, in order to learn to play on the guitar, I should previously 

learn to compase for an orchestra ?" 1 wish nothing whatever. 1 state ho'v I have reasoned in order to guide myself 

alone, and my playing is the result of my reasoning. At the age when 1 made all these reflections, I had not written 

any work for tbe orchestra, but I rcmarked that the movements which the guitar could render, by the arpeggio passages 

before mentioned, were never those oí the first violín, but almost aJ,vays of the second ; that the celebrated Diissek had 

the texture of the orchestra in view 'vhen he wrote for the pianoforte the passage in example the t\venty-seventh, plate 

VII.; and, finally, that very frequently the orchestra itself <lid not, in the movements of the second vio1in, produce so 

many notes as I heard in thc arpeggios of guitarists. These passages, to a certain point, I forbid. Am I wrong or 

right in doing so? I know not, but I have done so; and the reader may judge better than I can, by my last compo-

sitions, whether that prohibition has been favourable to me or injurious. I f what he may find in them is not equivalent 

to what may yet be wanting, certainly I have been in the wrong. Yet, as this work bears the title of a Ñlethod, a 

title which engages the author to give his opinion on whatever the instrument can produce, even though he might not 

execute it himself, I pro1nise the reader to give him advice on the subject, \vhich 'vill direct him towards the end he 

may wish to attain. 

It is by being fa1niliar ized with the preceding exercises that I think it proper to commence practising the 

diatonic scale to the extent of one position. For instance, in the scale of C, example the t\venty-eighth, by fixing the 

third finger on the base, the first, second, and fourth will be very naturally in the scale up to G, without deranging 

the hand. 

As to the right hand, I have never aimed to play scales staccato, or detached, nor with great rapidity, because I 

have been of opinion that 1 could never make the guitar perform violin passages satisfactorily, while, by taking 

advantage of the facility which it offers for connecting or slurring the sounds, I could imitate some,vhat better the 

passages of an air or melody. For this reason, I play only the note which commences every group con1posing the 

passage. In the passagc, example the twenty-ninth, I play tbe first of t11e slurrecl notes, and as I hold the fingers of the 

left hand in such a position that the extreme joints may fall perpendicularly, their sudden pressure occasions, (be:;ides 

the state of vibration in ' vhicb the string is found,) that the stroke against the fret made w·itb force, in consequence of 

that sudden pressure of the finger, still encreases the vibration, whicb continues after the new lengtl1 of string has 

been so determined, producing the note which 1 required. I confess that 1 should not have been sorry to practise 

the fingering which produces the detached notes, at the tin1e when I 'vas forming 1ny principies: the n1otiYe preventing 

my doing so was, that, being obliged to n1ove my \vhole hand ovcr the w·iclth of thc fingcr-board, I shonld have 

established a systcm of shifting cntirely in contradiction to principies of 'vhich thc rcsults gave n1e no cause for 

dissatisfaction. 1'o play thrcc scales detachecl, exa1nple the thirtieth, using the fingeriug of guitarists, I n1ust have 

F 

' 
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the first and second fin.,.cr on the first string, afterward on the second, thlrd, and so on successively to lhe sixlh strin:;, o . 
so that my hand v.rould be found quite out of reach of the strings, as represented in figure 23. I could not take this 
position 'vithout displacing the arm, ( and by so doing increasing the difficulty of returning again with certainty to the 

Fig. 23. Fig. 24. 

A 

----
;E 

position wanted,) or by bending the wrist, in the manner represented in fig 24, which would render it impossible to 
play the string without the action of pulling it up, because the direction of the :fingers in their natural play is not ｩｮ､ｩｾ＠
cated by the line B A, but by the line C D, and before making the finger act in a direction lateral to that which is 
allowed by the joints, I must make the \vhole hand act, in order to give it the necessary direction for setting the string 
in vibration. Neverthelcss, as it \vould be possible, by dint of labour, to succeed in acquiring facility in recovering 
that of the two positions 'vhich I had quitted, I forbicl the latter only ( either accorcling to figure 23 or fig. 24 ), because 
I derive incomparably greater advantages from that exclusion thau from the exclusion of that which I have adopted. 
I kno'v that the fingering for detaching notes is reduced, to employ two fingers alternately on the same string. Some-
times I thus employ them, but never on other strings than the first, and, very rarely, the second ; and never but for a 
single repetition, and on unaccented times of the measure, reserving the thurob for the accented notes. See example 
thc thirty-first. 

Should the reader wisl1 to learn to detach notes with rapidity in a difficult passage, I cannot do bctter than refer 
hiin to the Method of Mr. Aguado, who, excelling in this kind of execution, is prepared to establish the best rules 
respecting it. 

OF THE ELBOW. 
The Jeft elbo'v has, likewise, been the object of my reflections, because its position having a great influence on, 

ur rather being the cause of, the direction in which the fingers press the strings, I have judged it proper to gui<le it uy 
rnethodical and well-founded rules . . 

The position \vhich 1 commonly give to it is such thafthe fore arm líes in a direction_ which, from the point 
'vhcnce l observe it, appears perpendicular to the neck. I t requires no more than to be initiated in the elements of 
geometry to co1nprchend that, if one straight line cuts another, the alternate angles are equal, the interna! equal to its 
opposite externa), and the two angles of the saroe side equal to the sum of t'vo rigbt anglcs. * 

1'he joints occasion the :fingers to shut in the same direction as they open, and this direction being the continua-. 
tion of the fore arm, can only be perpendicular, as well as the extreme joints of the fingers in bending to,vards the 

ｾ＠ Thc cstnblishmcnt of this principie should be allowed me, :is well ns whatever proves other kinds o( knowledge than those composing the educntion o( a 
mu•ician: thcse hnve enabled me to rcason, and I communicnte my reasonings to the reader. It hns ncvcr been considered ridiculous in the authors of various music:tl 
dictionaries to 611 thcir ｣ｸｰｬｮｮｾｬｩｯｮｳ＠ wilh radical signs, 

3 
.¡ ub+cr, 3 ./!!E x.r, &c. they migl11, p<!rhaps, cmploy nnothcr method oí explanation; as for rny º'm p:i.rt, I havo 6 no 0U1cr mcthod. 

• 
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:-:trings, This, again, was a rea.son for n1y forbidding the position of figure 8, page l O. In order that the extreme joints f)f the f.ngcrs might fall pcrpendicularly, it was necessary for me to raise the elbo\v to a height at which it was iinpos-sible for me to support it more than t\vo minutes. I f I depressed it, the fore arm rnaking an acute angle with t11e 1icck, the direction of thc fingcrs ( the co1nplc1nent to trio right angles) fonned an obtnse angle. The joints causing fhc fingers to bend in thc line of their direction, they fell on the strings in un obliqne direction, fonning, with the upper part of the finger-board, an acote angle, equal to its alternate angle, made by the fore ann antl the finger-board. 'fhat inclination deprived my fingers of their power, because the articulations exerted their resistance in a lateral direction ; and if I 'vished to increase the pressure, I \Vas obliged to bring the elbo\v close to my body (which J coul<l never do without contracting the shoulder ), and the greater \vere my efforts, the Jess power I possessed in n1y flngers ; for the alternate angle becoming more acutc, by the approximation of thc elbo\v, and the line of the fingers deviating more from the perpendicular, the pressure was \veaker. 'fhe elbow, as I cominonly place it, allows of being moved from or t.owards the body, acco.-ding as the chord may require. In the second half of the sixth measure, plate XXXI, I am obliged to bring it near tbe body, that the little finger may be found naturally near to the sixth string, to press it at the fourth fret. In this case, the second finger is the pivot on which the hand turns. For the commencement of the following measure, I not only direct the elbow towards its usual position, but raise it higher, that the tips of my second, thírd, and fourth ñngers, may be found naturally in a line parallel to the frets. "t.1ost passages that appear difficult, cease to bave that appearance as soon as the elbow takes the proper position. To bar, for example, I must vary according to the position in 'vhich I bar; for the object being to give the first finger a direction parallel to the frets, and the action of its joints not allo,ving it any other motion than towards the thun1b, which I hold facing the second finger, I must necessarily close the angle formed by the fore arm and the neck, and, consequently raise the thumb towards the first finger, in order that the latter may form a line parallel to the fret. Thís line is so much the more nearly parallel, in al! its points, as the tinger presses the strings a little more laterally. Sorne person \Vill say, " It is oot worth while to tell me \vhat I do already \vithout thinking about it, nor to use for explaining it all this train of mathcmatical expressions." A language is often spoken, and spoken sufficiently weJI, \vithout the speaker's being a grammarian ; but as soon as it becomes a question to examine its principles, it is necessary to have recourse to grammar, and especially to logic, if the OQject is to teach it ; for without a good classification of ideas, there can be no perspicuity, nor precision, in thc explanation. The citizen gentleman had made prose during forty years, without being aware of it. 'fhis idea, which "t.1oliere employed very appropriately, is, unfortunately, too often interpreted in a way to encourage and perpetuate ignorance. It was not science that "t.'1oliere designed to turn into ridicule, but pedantry, ｾｲ＠ rather those "'·ho, confined and isolated as to mechanisrn, and entirely strangers to the purpose, attach a great importance to their minute knowledge. The other interpretation is in fashion, because it is the only arm that ígnorance employs against reasoning. 

I have detailed, in this sccond part, ali the refiections that I made, ancl the reasons which led me to establish ' the principies \vhich have ahYays served me as a ground-work ; but I have not yet said anything r elative to music. I have observed that most methods begin "''herc I begin the third part, 'vithout treating at all on the two articles \vhich form 1ny first t\VO parts, excepting the table which exhibits the sonnds of the open ｳｴｲｩｮｾｳＬ＠ and the frets \vhere the others are found. I can attribute this oinission only to a desire to reserve explanations, which 1 think indispensiblc, in order to give them to learncrs only orally. For my part, seeing ､ｩｦｦｾｲ ･ｮ ｴｬｹＬ＠ I think a pupil 'rould be less dis-couraged by reading vvhat he should do, and, in the absencc of the master, to beco1ne his º"'·n guide, than to b(' interrupted every mon1ent during the lesson by such observations as, " Dend the left arm. Do not contract the shoulder. Your left hand fingers do not fall sufficiently perpendicular : those of the right hand are too 1nuch bent. Y our guitar is turned too much: you <lo not touch the string at the proper point, &c.' ' 'fhe instruction would be somewhat slower at the commencement; but, after a very little while, it.v;onld procecd with rapi<lity. Tt is ti·ue that there are scholars who consider him the bcst master who has to make observations 1nost constantly: " J·Ie takes so 

-
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much trouule !" sar they; but I do not in the least doubt that even they \vould be much better pleased to have it in 

their po1ver to say-" I-Ie has nothing to correct but mistakes in fingering, or in the manner of considel'ing this or. 

that phrase." 1'he 1naster, on his part, besides having much less need to put his patience in requisition, '\Vould derive 

greater credit from his labour, and, I believe, even more profit; for if a scholar attained, in less time, sufficient skill t o 

do without taking bis Jessons, the example \VOuld encourage those who hesitate to begin, through fear of being fatigued, 

for a long period, by arid principies and exercises, the real object of \vhich they cannot perceive. Rules, not given 

from authority merely, but 'vith the reasons for 'vhich they were established, malee a better iropression r eceived 

by persuasion than by memory; for, certainly, to say," I do such a thing, because I have been told to do so," has not 

the same force as to say, " I do such a thing, because in being advised to do so, I havc been she\vn the reasons for it, 

and I perceive its intention and utility." I have ahvays said to 1ny pupils, \vhether in singing or on the guitar, 

" Whcn I direct you to observe this or that precept, never rely on my authority merely, but inquire the reason ; and 

if I have none sufficiently convincing to satisfy you, it should greatly düninish the confidencc with \Vhich you honour 

me in regard to the science. 

OF THIRDS, TlIEIR NATURE AND FINGERING. 

Beginning 'vith the deep strings, the diatonic intervals between the sounds of the six open strings are three 

fourths, a major third, and another fourth; and, as by pressing two or several strings at the same fret, they should 

include the same intervals as the strings do \vhen not stopped, I conclude that, since by pressing two strings at the 

same fret they produce a fourth ( excepting the third and the second, 'vhich produce a n1ajor third), if I raised the 

lo,ver of these two strings a semitone, by pressing it at the next fret, I should produce a majar third ; and, by pressing 

it again at the follo,ving fret, I should produce a mino1' third. I therefore tried to play over the scale in thirds, by 

cstablishing one mode of fing.ering for the major and another far the minar thirds, and I considered that of example 

the thirty-third, plate VIII. the best. Besides the advantage of kecping the hand always well placed, I also found 

that of playing the scale in thirds in every key, without tbinking about the notes \vhich I \vas playing, or of the flats 

and sharps by which sorne of them were affected. For example, the scale in D flat, major key :-lhis note, once 

determined, I knew that its third ( F) could only be majar; the second note shoul<l be a tone from the key-note, and 

its third sbou]d be minar; the third note sbould be again a tone from the second note, and its third be minar also ; 

1 he fourlh note should be a se1nitonc from the third note, and its third be mnjor, and so on. Now, when the key-

11ote is on the second string, the third above it being on the first string, I fix in 1ny mind the formula which follows 

: he exan1ple referred to. 

This formula is invariable, as long as the tonic, or key-note, is found on the sccl)nd string: by placing my second 

finger on it, and my first finger on the first string, I have only to follow the orcer of thc diatonic intervals for the 

distances from the first finger (which ought to slide along the string), and to prc::is the second string with the second 

finge r, if the third is major, or with the third finger if it is minar ; for the sharps or flats at the clef having no other 

object than to enablc me to find the diatonic scale everywhere, in all its proportions, as soon as I considered the notes 

under their musical relation, I should find my thirds more promptly than by considering them under a 1nechanical 

rclation. To know the nature of them, it is unnecessary to learn that thc majar third consists of two tones, the minar 

third of a tone and a half; that the diatonic scale, in the majar mode, has thrcc majar thirds and four 1ninor thirds; 

lhat the major thirds are produced by the tonic, dominant, and subdominant, and the minor thirds by the submediant, 

1ncdiant superdo1ninant, and leading note. It is necessary merely to kno'v the proportion or the scale, and, by 

examining tbe thirty-sixth example, it will be seen that the thircl, which includes one of thc small intervals, must be 

n1inor rclatively to the third, 'vhich contains wholc tones. All the learned cntechism just mentioned will be for the 

rcader but a natural consequcnce oí 'vhat the example offers to hi:; vic\v ; and, as he 'vill hünself discover it, his 
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memory will receive a more lasting ünpression, for conviction has a very po,Yerful infiuence in making it. Let a long speech, in Latin, be given inc to learn by heart, I should be 1n uch longer befo re being able to recite it, than if it \vere in French, English, Spanish, or Italian, becausc it is a language \vith \Vhich 1 an1 less acquainted. Not being sure of comprehending the meaning oí every phrase, I sltould lear11 most of the \Vorcls like a parrot, and my 1nemory receiving no aid from the understanding, might very readiJy be found at fault; but Jet a good latinist explain to me the con-struction and the meaning, and I should experience the same facility as in the other languages. 

For the thir<ls pro<luced by the third and second strings, the relation of the fingering should be different, because these two strings are tuned a major third to each other: ali the major thirds will be produced by pressing thern at the same fret 'vith two fingers, or with one finger only; and the fingering employed in producing the major third on the other strings, \vill produce thc minor third on the strings in question. 
By example the thirty-fourth, it is seen tltat it is only requisite to direct the attention to the distances to be passed over with the second finger, which never quits the third string, and to give every note its corresponcling third. I f the same notes \Vere found in the key of E tlat, I should not at all embarras myself with the notes which must be played a se1nitone lo,ver, and those \Vhich 1nust be natural : I should perceive that G is the third of the transposed key, by considering it u11der this rclation I should say that its third, being required to be minor, cannot be played on the second string, and I should play n1y first two notes after each other ( supposing, in this case, that only the t\VO strings in question are under con:siclcration ), the follo,ving note is then the fourth, and its third is major. The fourth note being only a semitone from thc third, I should fiud it at the first fret, as \vell as its tlúrd, &c. Thus, by following the order of the intervals, anti tlic natnre of their thirds, 1ny fingel'ing will enable me to produce the notes properly modi-fied, \Vithout my being obligcd to stop to consitler thc 1ninutiro of their modification, and I should play in the manner indicated in the thirty-fifth exan1ple, plate \ TIII. 

For the thirds 'vhich occur in the compass of the fourth and tl1ird strings, or oí the fifth and fourth, or of the sixth and fifth, their 11atnl'e antl thc <lisposition of thc hand have ah,·ays she\vn me the rigltt fingering, by observing the principie of employing, only in very rnre cases, t\VO follow·ing fingers for a minor third. But, before exhibiting the general table of thirds in :;ll thc k<'ys, I ougltt to co1n1nunicate to the reader an exercise which I prescribed for myself, as soon as I was fully co11,·incecl of tite necessity of acquiring the fingering of thirds. This exercise, as soon as learnt on t\VO strings- thc seconcl an<l first- is lcarnt on ali those \vhich are tuned to the interval of a fourth. It is recluced to considering thc sound of thc Jo,vest in every relation to the scale or key, and, consequently, to continue along the whole length of the fi.ngcr-board. See the thirty-seventh example. 
Having once accounted to myself for this fingering, I experienced not the smallest difficulty in establishing that of the scales in thirds, in ali keys, and throughout the \vhole compass of the instrument, as will appear in the table, e:,;ample the thirty-eighth, platc IX. 
After perfectly comprchending the preceding table, a fe\v exceptions, in regard to the fingering of thirds, remain to be explained, and I shall, in this article alone, have already explained half the theories constituting 1ny syste1n of fingering, as far as concerns chords. 
Minor thirds, the fingcring of \vhich is denoted ;, should someti1nes be fingered !, if they are acco1npanied by a base \vhich requires the second finger, ancl ¡, if the base requircs the first. A trial of the thirty-ninth and fortieth examples, plate X, \vill she'v by the natural position of the b.ancl, that I have ahvays consulted the length, the forn1, and the articulations of the fingers. 
When the thirds are among thc deep sounds, it is sometin1es neccssary to use the fingering ｾ＠ for a 1ninor third, if the little fingcr is en1ployed at a considerable distance from the first ¡ for the third being shorter and \veaker than the scconcl, it is more natural for the secoud to extend fron1 the first, than the third fron1 the fourth. In the second strain of the religious 1narch in l\1ozart's l\ilagic Finte, (Zauberflotte ), a passage occurs, exa1nple the forty-first, in \vhich the thirtls should be fingered according to exan1ple thc forty-second ; but, as the little finger is obliged to sup-port A, I ha,· ;; been obligcd to finger <:lccon.ling to examplc lhc forly-third. 

G 
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There are still other cxceptions, but I have promised a faithful explanation of the progressive steps by which I 

havc obtained from this instrument results \\'ruch have deserved the approbation of connoisseurs; and l have never 

ventured oo too bold exceptions, till after having contracted a habit of the general rules, and, as it were, having iden-

tified myself \Vith them. , 

OF SIXTHS. 
I kne\v that all plain chords contain a tlúrd at least, ( either bet\veen the base and one of the upper parts, or 

between bvo uppcr parts ), or a sixth, excepting the discord of the fourth and fifth, 'vhich I consider as a retardation 

of the thircl. 

1-Iaving cstablished n1y syste1n for thirds, no more was necessary for me to do than to establish one for six.ths, 

in order to ha ve a positive rule for the ñngering of all chords imaginable. I shall not relate all the reftections that I 

made on the subject, because I should not be understood but by har1nonists,. ancl because, as long as 1 can avoid a 

languagc not comprehensible by every body, I shall not employ it. 

I sa\v that t\VO following strings gave me a fourth, or a major third; and that each of those which gave me a 

major third, fonnccl a fourth 'vith the string next to it: see example thc forty-fourth. No,v, by leaving an interme-

diate string, thesc four strings form, in consequence of the 'vay in \Vhich they are tuned, two major sixths : e:xample 

the forty-fifth. Consequently, if I play together the fourth and the secon<l, the thircl and the first strings, open, or 

stopping them at thc same fret, no matter whicl1, they will produce major sixths ; and by raising the lower note a 

seinitone, namely, by stopping a fret in advance of the highest, they 'vill produce a minor sixth. I observed that the 

conformation of my fingers savecl me the trouble of seeking for the fingering; because they were found naturally 

arranged, and all that was to be considered was to pay attention to the kind of sixth belonging to every note of the key. 

'fhis kno;vledge gives the grcatest facility to him who would in sorne degree know music, as music, nan1ely, as 

t.he sciencc of sounds. He kno,vs that the octave includes two intervals, one smallcr by half than the other ; and that 

these s1nall intervals are between the tiürd and fourth and bet\veen the seventh and eighth notes. The sixth, because 

including six notes, must so1netimes co1nprise one, sometimes both, of the s1nallest intervals, according to the notes of 

tbe scale forming thc sixth; \vherefore, having the construction of the scale as a point of cornparison, ":e can never be 

<leceived as to the nature of the sixths. 'fhe sixth \vhich includes one of the s1naller intervals, will be 1najor, * and 

that 1vhich includes two \vil! be minor. See example the forty-sixth. 

l\1y fingers, placed naturally, offer me the fingering of a rninor sixth and of a major sixth. 

If' the phrase, example the forty-seventh, contains four of the1n, it is because I profit by those which are pro-

tluccd by the open strings. Now, by employing this fingering, I am enabled to play over the scale through the whole 

e:xtent of thc finger-board, ancl I shall do so as it is fingerecl in the forty-eighth exatnplc. 

J f n1y attention be directed towards the lo\ver part, I ha ve only to consider what note of thc key it is, and what 

kind of sixth belongs to it; and, if carried towards the upper part, what it is, and above \Vhat note is it a síxth : J 
then pass over the scale musically in sixths, in every key, with the same facility as in thirds. 

On the practice of thirds and sixths the whole of my fingcring depends ; ｾｮ､＠ 1 cannot too strongly recommend 

the study oí it to thosc who 1vould execute my music without the appearnnce oí difficulty, a display of which is for-

bidden by good taste, For the rest, to move the fingers too 1nuch, by scparating the1n farther from the frets than is 

necessary to !cave thc string at liberty, is to augment the di:'riculty; antl I havc ahvays preferre<l hearing it said of a 

perfonnance, "}le appcars to be doing nothing, that appears so easy ;" th:ln to hcar it said, " Oh! how difficult that 

n1ust be ! for he appcars to have given proofs of it." This is one of thc rcasons 'vhy thc greatcst pianists \vill never 

foraet Cra1ncr, I?ield, I<.alkbrenner, and Bertilli. o 

• 
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Plates XI and the following contün exerciscs \vhich, \VCli studied, ｩｮ｣ｾｵ､･＠ my \vhole metl1od in regard to 
harmony. 

APPLICATION OF THE TIIEORY OF TiIIRDS AND SIXTHS. 
The reader will have remarked that the fingering for thirds and six.ths differs someti1nes fro1n that \vhich I 

have indicated in the general table. On playing those passages he 'vill tind the reí\Son which determined me to make 
that difference. I·l c \vill perceive that I have endcavoured to f\void, as 1nuch as possible, the transition from one string 
to another \Vith the same fingcr, and, in particular, that I hu.ve been sparing in the shiftings of the hand. 

H e who shall have adoptcd my mcthod, and, haYing approved 1ny reasons, learnt to play the preceding exer-
cises, may be certain of posscssing evcry thing that serves as a foundation for the perfonnancc of 1ny music. It migh t 
be considered that I advance too mucb, if I did not prove niy assertion by thc analysis of sorne musical piece, and 
that task I shall undertake. In these exercises, although he !'hould have already perceived how inany useful results 
proceed from this 1node of fingering, he will perceive still more on studying the exercise, plate XVI, containing both 
methods of fingering. ｾ＠

1 cannot in the least doubt but that this ex.ercise \11ill fL1lly convince the reader that, with the knowledge of 
thirds and sixths, it \vould be possiblc to finger all the 1nost d ifficult guitar music,_ and, consequently, perfortn it in 
such a way as to indicate that lhc base and othe1· parts of the harmony proceed in a regular manner. I return, there-
fore, to speak of 1nyself. :\s soon as I found n1yself in a state to play thirds and sixths through the \vhole extent of 
the finger-board, I endeavoured to ｾｰｰｬｹ＠ thern, by proposing to myself a succession of chords. See example the 
forty-ninth, plate X,1II. 

I perceived that for thc first _ t\•:o chorcls I had only to make the hase and its octave for the first, and the upper 
part for the second, bccausc tite other notes belong to the open strings. In the third chord I observed a major sixth, 
B flat, I fingered it ｾＮ＠ and t!1e seco;id finger fell naturally on E . In the fourth chord I fingered ｾ＠ the sixth, A l", and 
the third finger wilh the seco111l n1ade 1ne the thi rd, F A.. In the fifth chord, I observed a n1ajor sixth, C A, \vhich I 
fingured ｾ［＠ and ｳ｣ｾｩｮｧ＠ E fl;;t ｾ｜｢ｯｙ･＠ C, fonning a 1ninor third, and having already the third finger on the third string 
for producing C, I had only lo !et lhe second finger fall to m::ike tbis third, and the first finger was prepared to stop 
the F sharp, \vhich is the hase. t In thc sixth chord, I obscrved a 1ninor third, ]3 D, belonging to the third ancl second 
strings, and I fingered it ｾＮ＠ 1 like,vise observed a n1ajor third, G B, the upper note of which was already made on 
the third string ; the fourth strin¿ was, therefore, to sound the untler note, and I n1ade it with the third finger, as 
she\vn in the general table. Por its octave, G, fortn ing the fourth above D, \Vhich I stopped with the fore finger, I 
had only to take the first string ; and as it is when an open string, the fourth above the second string, being pressed at 
the saine fret they must preserve the same interval. 

The seventh chord is like the fifth, only it is a tone higher in pitch. 
1'he eighth chord contains the inferior third, A D, "·hich is minar, and belonging to the third and second strings; 

I should, therefore, have fingered it ｾＮ＠ and the first string open \vould have given me with the second string the 111"Jor 
third, C E; but this first string being e1nployed in inaking the lo,ver A, I 1nust take the thirds on lower strings: I 
took A e on the fourth and third, fingering tbem ｾ［＠ E being the major third above e, which I stopped \Vith the 

• I shall not for¡;et thc aoalysis which I ha,·c promised; but o.s in a piecc of music there is melody, :md o.s the fingcring cmploycd by me is almost olways 
dependan! on that which should sen·e me (or harmony, I shall speak a liule more at large on the laUer, and afier having explaincd the rules which I myselí ob•erve for 
1110 rormer, 1 shnll keep iny wor<l. • 

t llaving pro1nised to employ only such expre:<$ions os :tr• uut cxdusi,·ely rcrerved for barmonisl3, l sball not here mention the names oí the chords; but shall 
•pe>l.: GÍ t:1em whcn { coinpose ｾ＠ ｬｲ･ｾｉￍｓｃ＠ on ｨｯｲｭｯｮｾﾷ＠ O\•rlicable IO the SllÍlar. 
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first finger, n1ust be found on the saine fret, as 'vell as its fourth A. Novf, by taking the three strings \vith the first 

finger, I produced the chord in question. 

'fhe ninth chord contains the major third A flat C. Having to play the C an octave above that which forros a 
third ｾｶ ｩ ｴｨ＠ the Jo,vest note, I took it' first \vith the fourth finger, after,vards I fingered the base and its third ｾＧ＠ and the 

third finger very readily madc thc note l" a n1ajor sixth above the base. 

The tenth chord contains the major sixth, D B, \vhich I fingered ｾ Ｎ＠ F is the minor third from D, wlúch I held 

with the third finger on the third string, I had, therefore, only to let the second fall naturally upon the second string, 
and 1 had al! the parts of thc harmony of G, a base which the first finger made easily on the fourth string. 

The eleventh chord offered me the major sixth, F D, to which 1 applied the proper fingering, ;, and the second 

string open gave me the note B. Not being able to give G in the same \vay, because the third string was employed 
in producing I<', at the tenth fret, I produced in on the same fret with the fifth string, 'vhich, yiel<ling its octave A at the 
t\velfth fret, should necessarily produce 1ne G at the saine frct \vhere I 1nade F D. 

In the t"'elfth chord, thc minor sixth, E C, and n1ajor tliird, CE, inclicated to me their fingering, according to 

the general table. 

The thirteenth chord is like the seventh, and the fourteenth like the eighth. 

'fhe fifteenth chord contains the minor third, E G, wbich 1 should have fingered ｾＮ＠ if 1 had not had any note to 

slop \vith the second finger ; but being obliged to employ it for making C sharp, I fingered the third !, and for B 
flat, as the G \Vhich 1 held \vith the first finger is its major sixtb, I extended tl1is finger and made that sixth 'vith it. 

The sixteenth chord contains the major third, D F sharp, thc fingering of which should be ｾ［＠ but the first finger 

heing e1nploye<l for A, 1 used 5, and the fourth open string gave me the base. 

The seventeenth chord is like the fifteenth, but a tone lo,ver in pitch, and the eighteenth is like the first. 

The nineteenth chol'<l contains the major sixth, B flat G, and by fingering it \vit!1 t the second finger was naturally 
placed on e sharp, and the sixth open string gave me the base sound. 

1'he t'ventieth chord contains a minor tlúrd, D F, \vhich 1 fingered !, because my second finger 'vas not only 
cmployed with the first in making the minor sixth, A F, but because the first finger being obliged to bar, in order to 

produce the F of the base, causcd the hand to advance n1uch more, and, consequently, the fourth finger was better 
prcpared than the tl1ird to press the second string. 

'fhe 1'venty-first chord contains the minor third, B D, \Vhich belongs to t\vo strings, narnely, the second and 

third, and should be fingered ｾＮ＠ Tlie other two notes being found at the saine fret, \vhel'e l held the second string 
'vith the first finger, I had, thcrcfore, only to bar all the strings, by keeping the second finger on B, and I produced 
thc cliord. 

For the last chord, the minor sixth, E C, and the major third, C E, inclicated to me the proper fi ngering. 

I have entered into ali these dctails to prove to the readcr thc truth of my assertion, that the entire key to the 
mastcry of the guitar (asan instrument of harmony) consists in the kno,vledge of the thirds and sixths. W ithout 
this kno,vledge, I believe tl'iat I shoul<l have succeeded in producing only a poor irnitation of the violín or rather of the 

111andoline. I say ¡Joor, because 1 shou ld have been destitute of thc g reat advantage of the formcr of these instruinents, 
that of prolonging, increasing, and dimínishing the sounds ; a!ld ol' the brilliancy of the latter, which being, as well as 

the former, tuned an octave above the guitar, gives passages \vhich the latter can but very itnperfectly imitate, at least 
in my hancls. 

FINGERING OF TIIE LEFT II.t\ND JN REGARD TO ll1ELODY. 
As it is very rare that I cnn detennine to leave unprovccl any thing that I adYance, 1 am about to state \vhy it 

is that 1 ahnost al\vays n1ake the fingcring \vhich I en1ploy for 1nelody clepencl on that \Vhich I use for harmony. 
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I consider the scale, no matter in what key, as the perfect chord or triad of that key, co1nmenced by the base 
ascending, or by the upper part in descending ; and sounding successively, not only the parts composing tliat choru, uut 
likewise ali the notes that íill t1p the intervals bet\veen those parts. The fiftieth example, plate XVI, will show the . 
reader that, by having the left hand placed for inaking the chord, the whole scale is found under the fingers without 
the necessity of shifting it, excepting the scale should exceed the compass included by the chord; and that it is the 
open string, or the fourth finger, 'vllich produces the complement to the parts fingered for the chord. 

If the scale were required a se1nitone higher, example the fifty-first, the act of barring being nothing else than 
making a f1·et, against wbich the first finger presses the strings serve as a nut, 1 consider that I have only three fingers 
remaining disposable; aod the majar sixtb, A flat E, ( wbich this nut enables me to produce) serving for the chord, 
I finger for the minor sixth, F D fl at, ｾ＠ instead of ｾ［＠ for my second finger becomes first, and my thlrd finger second. 
I observe that this F is a major third above the base, and I make it with the fourth finger, \vhich is become third. 
The fingering for the chorJ once determined, the fingering for the scale becomes perfectly natural, and \vill serve me 
from semitone to semitone throughout the \vhole length of the finger-board, if the tonic ( or key-note) is produced by 
the fifth string; but, as it is desirable to take advantage of tbe open strings, I have established other modes oí 
fingering \Vith that intention. 

In tbe scale in the major mode of D, example 52, as the fourth string sounding the base cannot, at the same 
. time, sound the F sharp, I place the chord over the note which gives its first inversion ( or chord of the sixth and 

third), namely, over F sharp. I finger the third, F sharp, A, in the same manner that I finger all the minor thirds, ｾ［＠
I straighten the first finger and produce with the first string the major sixth above A, which I hold with the extremity; 
my second finger is enabled to make D on the second string at the third fret, which is nothlng more than the 
fingering of a majar third between that string and the first string. 

In the scale of E flat, I employ the fingering according to the extent \vhich I am to pass over. If I \vish to 
play only ten notes, I employ the fingering of No. l, example 53; if I wish to play to twelve notes, I employ that of 
No. 2 ( which is nothing but the chord of C in example 50), by considering that my second note F, rr1y fi fth B flat, 
my seventh D, and my tenth or third G, being found at the third fret, this fret becomes the nut, ·and the first finger 
being obliged to make these notes, the second, third, and fourth fingers are to take the places of the first, second, and 
third, in arder to play all the notes of the chord at once. 

In the major key of E, by establishing the third, E G sharp, according to the fingering for a major third, the 
sccond and first string open give me the complement of the chord, and 1 finger the scale as shewn in example 54. 

In F, I observe the minar sixth, A F, which I finger according to rule t and my thlrd finger can produce, with 
the second finger, the majar third, F A. For the note C, forming a minor third with A, I use the extremity of the 
first finger, \vhich being employed on the first string at the same fret, takes the two strings very easily. My chord 
thus completed, the fingering of the scale becomes quite natural, ns shewn in example 55. 

ln the key of F sharp, the chord once for1ned (No. l of example 56), 1 find myself obliged to depar t from the 
general rule of fingering, to make the interval from F sharp to G sharp ; but 1 prefer this deviation to quitting 
the principal position which I :must take ngain to make the A sharp, and I finger the rest nearly os in F natural. The 
scale in G flat being at the same fret, requires the same fingering. See No. 2. 

In G natural, the third ancl second string being the first two notes of the perfect chord, or triad, of G, nnd having 
no.string between the second and first to produce D, I suppress it, and I make the octave G with the fourth finger. 
My hand thus placed, I find my fingers \Vithin the reach of the notes 1 require, and, without the smallest motion of the 
wrist, I play the scale as fingered in example 57, plute XVIII, No. l. I can also n1ake the ftngering depend on the 
chord D, A, C, F sharp, by considering the notes G, B, D, as intervals to be filled up, as in the examplc, 1\o. 2. 

Being able to make a perfect chord uncler tlie note 'vhich 1 have takcn for a point of departure in the t1vo 
preceding numbers, l can fil! up a doublc extent, and make 'vhat severa! profcssors of thc guitar call thc g rand 
chord. See No. 3. 

• H 
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By fingering the base G, ancl its nearest third, B, " 'ith lhe fingering of a major third, ｾ Ｎ＠ tll.e fourth string open 

giving me D, I add the position No. l ; and as soon as I have used the position of the hand for the first octave, 1 place 

it for the fingering, ｾｯ Ｎ＠ l, up to 1" sharp, which I n1ake "' ith my first finger, in order to prepare fingers for the notes 

up to D, applying one finger for a sen1itone and two for a whole tone. 

In A flat, I see only the chord of G a se1nitone higher ; 1 must thcrefore imagine that the first fret becomes the 

nut, and I reserve the first finger for all the notes "1l1ich, in the scale of G, are found on the open strings. 1 use my 

second, third, and fourth fingers as I should n1y first, second, and third, and the fingering of No. 1, example 58, is 

the result. lf the scale is to begin an octave higher (No. 2), and is not to exceed an octave in extent, 1 consider it 

as the scale of G, No. 1, example 5í. A scmitone higher, 1 take the three strings with the first finger, 1 likewise 

place the fourth finger at the fourth fret, and the chord, once forrned, I employ the fingering No. 2, example 58. 

I f thc scale is to exceed the octave, l take ｴｨｾ＠ chord \Vilh the same fingering that 1 used for all those chords, 

the base note of \Vhich bclongs to the fourth string, beginning \vith l", and I establish the fingering No. 3. 

In the majar key of A, 1 stop the notes as they occur under my fingers \vhcn the hand is regularly placed; but 

as, after G sharp of the third string, no note is found at the first fret, \vhcn I require the second fret for G sharp, 1 

slide the whole hand a sen1itone, employ the first finger (example 59, No. l), and make the following notes depend, 

up to A, on the fingering No. 2. (preceding example) with tlús ditference alone, that it is placed a semitone higher ; 

and 1 take advantage of the notes produced by the open strings. lf I wish to lay the chord on the fourth string ( No. 

2.) , nothing more is requisite than to do, at the pitch A, ""hat I have done in example 58, No. 3. 

In the inajor key of B flat, example 60, the first finger to the base and the fourth ñnger to its octave, with the 

fourth string open, give me a position which enables tny hand to p:iss easi!y over all the intervals co:nprised in that 

extent. ' :Vhen 1 exceed this compass, the act of sli<ling the first finger fron1 C to D makes me advance a tone higher, 

and finding myself in the same case as \Yhen at the tcnth note of the scale, No. I, example 58, I haYe only to follow 

the same procedure. 

Lastly, in the key of B natural, the major third, B D sharp, which I ｦｩｮ ｧ･ｲ ｾＬ＠ gives me the proper position for 

passing over the diatonic intervals up to B, the second open string . ÍlS that string has only the first string hcfore it, it 

cannot be the base of a chord, because a chord shoulcl be composed of at Jeast three notes. 1 continuc the scale, 

therefore, thinking of the narure of tbe intervals only, for a knowleclge of the frets and the ｳｵｩ ｴ｡｢ ｬﾷ ｾ＠ distribution of the 

fingers, and hence results the fingering in example ＶＱ Ｎ ｾ＠

AH passages of melody have not the same con1pass, the same direction, nor the same series of intervals, nor 

have they the same point of departure ; consequently, it \Vas necessary for 1ne to acconnt to 1nyself for wbat I was 

about to do, before occupying myself about the means by which 1 should do it mor<: e'.\Sily. But how can a passage 

of melody be explaiued, \vithout having recourse to harmony, at a time when solfaing is no longer the scíence of sounds'? 

/i1i, sol, do, si, re, fa, mi, 1·e, do, plate X IX, example 62, were anciently the exclusive non1enclature of this melody ; 

but, at the present day, the same n1elod y has onl y to change its place ( or pitch) to change its nomenclature ( making 

seven names for a single thing), and this nomenclature, in its tllrn, becoming the expression of a g rcater number of 

differcnt things, modern solmisation \'rants precision in its musical ideas, and is exclusively the science of notes, so 

that the explanation which I might give being fettered by the deprivation of a great many mcans of rendering myself 

intelligible, 1 should be oblíged to employ circumlocution to exprcss ideas \Vhich, for that reason, n1ight appear 

complicated. 

Tbe only method that I see is, to request the reader to pay great attention to t\VO vcry essential points in regard 

• Thc rrodcr will have found me too minute, perhaps, in this articlc, but I reque.st him to ｌｾｫ･＠ into consi<lerntion that, í.úthful lo my principie, to establish ｮｯｴ ｨｩｮｾ＠

by authority, l owc :\n cxplnnation of whatcver I propose, and l think to shcw him !(rcatcr rcsncct hy submitti11g to bis ju<lgcment the reasons which I havc had {01 

establishing this or that maxim, than by telling him, " 'This ought to be done, lx.>cause it is my >.dvice." 
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t o music : first, that mclouy, exa1np!e 63, is lhe samc, not\vithst:u1ding that all thc notes con1posing it be different, 

(see example 64 to 65); second, thRt the same notes 1nay exp;·css a great number of dif:erent things, anJ that thc 

-object may change place, but not form ; i.df1oagh notists 1nake no differcncc in the way of considering thc:n, unl::ss 

it be the dfficulties with 1vhich thc iina.gination is loadcd, in or<lcr to convcrt the mintl into a machine. 'l'his n1ay 

appear contradictory; but it will he found, on reflection, that the 1vhole ｵｮ､ ･ｲｳｭ ＺＱ＼ｬｩｮｾ＠ being cxclusi1·ely cngagcd in 

.cutting the stones composing a building, only a machinc remains for the conccption of the general architcctural plan. 

I t will be objected to me, that, as the general plan bclongs to the a:·chitcct, and not to the stone-cuttcr, so ｴｨｾ＠

knowledge which I require belongs lo the harmonist, and not to the mere reader of inusic; but in this case he shoultl 

be called a notist, and not a musician, because rnusic is the sciencc of sounds, ancl I shall never call him a musician 

whose ear is his sole guide in the n1usical part of his solinisation, but him \vhose sohnisation is the art of classing, and 

·rectifying the ideas which shoulcl guide the car. 

The fi.rst thing that I examine in a passage of melocly is, "'hether it skips through such intervals as are found 

between the parts of a chord, or proceeis by conjunct degrees, ascending or descending; whether it ascends by groups 

-0f two or three descencling notes, or falls by ascending groups. As soon as I perceive notes forming a broken chord, 

I place the fi.ngcrs for that chord. When the notes are otherwise disposed, I finger them agreeably to theil' progTes-

sion, according to the examples plate XVII antl XVIII, and 'lvben notes succeed in the order of the scale, I observe 

the fingering she\vn in exa1nplcs 65, 66, 67, 68, and 69, of plate XX. 

Moreover, I see that 1ny first finger placed on the second string, no n1atter at which fret, so disposes my hand, 

that the fourth finger falling naturally on the first string, produces me a minor sixth, and, by extending ita fret, it easily 

produces me a major sixth. I havc, therefore, a positive clatum for establishing this position for aU passages of n1elocly 

that do not exceed that con1pass; bnt the fingering of the intern1ecliate notes being changed, according to the note of 

the scale made by the first finger, the employment of the other fingers depends on the \vay in which that note is con-

sidered. I cannot convoy my reasoning as a n1usicían, because I should not be certain of being generally comprehend-

ed by saying, 1 bzgin 'vith do, 111i, &c., when thc reader \vould see B fiat or C sharp, ;.i 

I should therefore clctail the different co1nbinations, by presenting the note made by the first finger undcr every 

relation that it can have with it.s tonic, and poínting out the fingering, examplc 72. 

In the passage, exan1p!e í3, I take the first t\vo notes on the third string, to prepare myself in the position of the 

fi.rst finger on D (the fifth note of the key ), in order that I n1ay have all the passage as far as B under n1y fingcrs. 

After1vards, I treat the F sharp according to its relation with the key note, I place my first finger on it, considering it 

as seventh or leading note, and finger the follo1Ying notes consecutively. 

I n a passage which should be executed rapidly, it is very useful to take advantage of a position to produce the 

greatest numbers of notes includecl ín it; but, in a singing passage, I have founcl it preferable to seek the notes \Vhere 

the vibrations will be of longer continuance. G produced by tbe first string, at the third fret, is mucb n1ore du;·able 

than if producecl by the second string, at the eighth fret, or by the third string, at the twelfth. Tbere are h1•0 reasti::s 

why there should be that tlifference : first, the parts of the string set in vib1·ation are shorter ; and, s2co!1d, t!1eir dia-

meter increases in the ratio of their diminutíon in length.t 

• Su'pposing I hal'e to ma'ke the chord, No. 1, example 71, pinte XX, nnd Lhnt l misL1ke by playing No. 2, sorne person. wishing to corrrct me, -.onlJ ><•:·, " ｾｨ Ｇﾷ ＠

a sharp." Jf I ｳｵｰｾ･､＠ bim to be a musician, I should play No. 3; but ií mcrely a notist, l should under;tnnd him not to •rt"'k of tite sooi:d, l•ut e>i th,• me.:han:sm 10 

produce it, and I should play the chord No. 1. A harmonist would say to me," illake an augmcnted (or exircme shar¡i) fiíth," and 1 <houlJ rn.1ke no ｭｩＧｬ｡ｫｾＬ＠ ｦｾｲＬ＠ in 

the solícggi wbich I hn"e learnt, that wou ld signiíy," i\Iakc G (or wt) a scmitone higher;" ami, as forme $ol wou ld mean the f1fth note oftltr ma,¡or kcy in whkh 1 am 

playin¡¡, l should comprehend the h:irmonist, el'cn without hadn¡¡ lcarnt hannony . 

t Ir, on making tria!, lhe G made with the ｳｾ｣ｯｮ､＠ string is heard ,·ery much ｰｲｯｬ ｯｮｾ､Ｌ＠ the c:i.usc must not be allributed to thnt •trin;:-, hut to thc rNcno,ce of 

tnc third slring, which having the oame note below, is set in "ibrolion a.s soon :u :mother strin¡¡ yields a note which is found in ｩｴｾ＠ rcson:ln<'C, Cl1•e<i;1U.1· 1110 ﾺＢｾ Ｂ ﾷ ｾ＠ •nd 

tl:e l\fth . 
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I therefore prefer changing position frcquently, in order to produce the melody with the second and first strings, 
rather than to produce notes on tl 1e third antl fonrth strings at the 1011rcr part of the finger-board, 'vhere thc vibrations 
would only be prolonged in case they wcre rcpeated by the resonancc of the deep strings, \vhich could not occur for 
all notes; and the notes, so prolongcd, would render thc dullness of the others more remarkable. The .fingering of my 
Fantasia for t\vo guitars, called L' Encourage1nent (published by Pacini), she,vs, in the scholar's part, hovv 1 put in 
practice \Vhat has bcen just mcntioned. It 'vill be seen ho\v far I take advantage of the open strings in the cantabile, 
that the sounds may be lasting, and, in quick passages, to avoid shifting. 

I have found it of great consequence to accustom myself to take a position embracing at need the distance of a 
mé\jor third on the same string \Vith the first and fourth fingers, so that the intermediate note shall be made by the 
second finger, 'vhich, by its length and action, is more capable of separating Íl'Om the .first than the thil'd is from the 
fourth finger. 

To pretend tl1at everything imaginable in music can be performed on an instrument, is, in my opinion, not at 
ni! to kno\v the instrument. The Pianoforte, offering so many resources, could not render the effect of my twenty- · 
fourth study for the guitar without changing its texture, because it is not \vithin its system of fingering. It might 
indeed be exactly performed \Vithout displacing a single note; but that would belong to the category of sleights of 
han<l. It should not therefore surprise, if I have not sought rules for things which I consider not \Vitnin the domain of 
the guitar. Let another writer mnke them, let him astonish; so much the better, if he finds the means to avoid 
sacrificing to the things of this kind what the instrument posseses of a more advantageous and ageeable nature. For my 
O\VO part, 1 have not felt the force of those things, nor \Vished to occupy myself with that whích I could not think pro-
per to acquirc, until after being quite certain of possessing a mastery over everything in the style wl1ich 1 have thought 
peculiar to the guitar.• If 1 hear difficulties of certain pianists, I discover immediately that they have made an almost 
exclusive study of them; but \vhcn 1 hear them from Cra1ner, I\.alkbrenner, Bertini, ancl others of their class, I at 
once perccivc that they have not given themselves up to such difliculties till aftcr having engaged for a great length or 
ti1nc in 1nore solid studies. 

FINGERING FOR "FHE RIGH'Jl' HAND. 
' l'he common position of my fingers places my first belov1 the sP.cond string, the second below tl1e first string, 

nnd the thumb 'vithin reach of all the other strings, \vitltout displacing the hand. lf tl1e mclody is lower than the 
note of the open tirst string, 1 pass my first and second fingers to the tlúrd and second strings. I touch every base 
note forcihly \Vith the thumb, "'hich 1 likewise employ very frequently to play notes not belonging to the base, but 
which n1ark an accented part of the measure, or the commencement of an aliquot part. If thc melody is doubled in 
sixths, 1 remove a little my second finger frorn the first, elevate the hand a little ( not by contracting the \vrist, but by 
slightly depressing the elbo'v ), and my first and second fingers are found each by its respective string. If the inter-
mediate pnrt has more motion than the upper part, and the interrnediate string is to be playe<l, 1 always employ thc 
first finger, because my fingers have less facility of action in proportion as thcy approach the fourth. It is for this 
rcason, that, 'vhen l have a succession of sixths to make, \vithout being accoropanie<l by a string, I use the thumb for 
all thc notes belonging to the fourth string, and even for severa! of those belonging to the third. 

When it is question of a staccato passage \Vithout accompanimcnt, 1 have heard severa! guitarists ( antl chietly 
Mr. Aguado) \vho make them with surprising neatness and velocity, by employing altcrnately the first and second 

' A description oft1ll lhc sleights of l1and and e:<lrnonlinnry tl1ings ｰ ･ ｲｦｯｲ ｭｾ､＠ on the violi11 hy thc cclebr'Jtc<l l'ugani11i was givcn in rny prcscncc, whcn sorne pcrson 
inrJ11ircd," Ami how docs he pl:•y on thc violin simply without ski¡;hts af lmnd ?" " Pcrfcclly," 11·plit..J lhc vcry compclcut jutlgc, to wl1on1 the <¡ucslion w·..s ad<lrcssc<l. 
From lh:tt time l COrL<i<lcrcd lhc arlisl as a r.);1! t'Olo..sal talent, worlhy of hb ¡;n:;11 rcputalion. 

' 
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or lhird fingcrs. Tiut having consulte<l thc cons(rt1<.:ti0n of lhe hund, 1 bave fo11nd that \vhc:n tlte seccnd fi1 ¡;cr is in 
action, if the thumb is at rcst, it is the Jo,.,er part of th..: hanú \vhich acts, an<l \vuen J set tlie thu!llb aurl forcfing-er 
alone in 1notion, it is the upper part that acto>. I a1n aw<lre of thc reusen ; but instcad of n1aking a paradc of thc slcn-
der knowledge 1 may havc in anatomy, I refer to tl1e judóe1ncnt of anatomisls as to n1y as:;ertion. 1'hc rc.i<lcr n1ay 
muke the experünent, by playing one string rapidly severa! tin1cs ulterrnltcly \villi the íi r:;t and sccon<l fi11gers. líe \vill 
see that he cannot do so, without moving the third and fourth; but !et hi1n perfonn the saine operation \Vith the 
thumb and first finger, and he 'vill perccive the Jo,ver part rernain ' vitliout any other 1notion than lhat wliic!t the 
thumb communicates to the whole hand. This observation <letcnniBed rne to execute passages of that kiB<l \vith the . 
thumb and first finger, and \vith that vic'v l made rny nincteenth lessoll f(nd 1ny fifth sludy, to habituate Lhe lcarner 
to this mode of playing. Besidcs, it is easier to 1ne to find quickly the lo'v string 'vhic:h l 1nay \Vant i1n:ne<liatcly 
aftcr the passage \\rith the thu1nb, having only to open the han<l \Vithout tlisplncing it, titan tu pass fro1n the position 
indicatecl in figure 23, page 22, to the position in figure 11, page 12 ; for 1 ah\·ays preserve the line A B, figure 
11, parallel to the plane of the sounding-board. Son1cti1nes my left hancl con1es to the assistance of the rigl1t 
in descending groups of three notes, and I finger the three at once. The finger \Yhich stops tite highest, which 1 play 
with the right hand, instead of quitting it by rising, takes the form of a liook, and bcing 'vithdra,vn to\vards the p :ll1n 
of the hand (\vithout varying the position of the whole hand) produces tlte next follo\ving note, ,vJüch is foun!l already 
fingered. 1 do with this finger what I dicl with the other, and it produces me the third note. From \vhat havc 
just explained, the reader rnay easily infer that, if I rarely use the third finger of the right hand for harmony, 1 forbid 
it entirely for melody. Such are the foundations on which I establish the play of my right hand. The exceptions to 
the rules \Vhich I observe do not occur but when the music requires them; but then the way of \vriting indicates the 
fingering that I use, unless it be in a phrase of hannony. Example 74, plate XXI, after what I have said, should be 
performed by passing the first finger, 'vhich has just played A of the third string, to the fourth string to make E. 
But by \vriting itas No. 2, it is obvious that the same E makes no part of the rnelody forrned by the minims, but a 
separate one whose notes do not coincide with those of the base ; I can therefore employ the thu1nb alternately for 
the base and for that part, keeping my hand well placed. When, in a passage in three parts, the middle part has 
more notes to be played than the chief 1nelody or air, and these notes require t\VO strings, I observe \vhether the 
musical accent be on the h.ighest or lo,vest ; if on the highest, my thumb plays the lo,vest, but if on the lowest, I play 
both with the first finger, which 1 pass from one to the other. See the same example, in \vhich the numbers inark 
the fingers of the right hand. As the thumb is not reckoned on tbe left hand, seeing that I never haYe it on the 
finger-board, I use the sume nun1bers for the fingers of the right hand, and denote the thumb by a small cross x . 

Sometimes 1 employ the little finger, pressing it perpendicularly on thc sounding-board belo'v the first string, 
but take cure to raise it as soon as it ceases to be necessary. 1'he necessity for that support arises frou1 passage.,; . 
requiring great velocity of the thu1nb to pass from base notes to those of an intermcdiate part, whilst the first a11d 
second fingers are occupied in co1npleting the fraction of thc 1neasure in triplets, or other,,ise, when I could ne,·er 
be certain of keeping iny fingers exactly opposite their respective stríngs : the little finger then rctains iny r.-holc 
hand in position, and I have only to attend to the motions of the thu1nb; but, as so·:>n as my hand can propcrly kecp 
its position \vithout that support, I cease to use it, in order that the elevation of the lo,ver part of the han<l n1ay allo'v 
me to attack the strings \Vith the fingers curved the leust possible . 

• OF HARMONIC SOUNDS . 
These sounds are so called, because they are the rcsult of different intonations, produced hy thc \' ibralion of lhc 

sonorous body. A stretchcd stri11g set in vibration 'vill give these sounds, corresponding to nlic¡uot pa;·ts oJ' ils lcnglh, 
thc 1norc distinctly as its pitch is lo\ver. On touching alone thc last finger-kcy of a six-octa,·c pi:aioi(,; te, i<s uco.ite 

r 

© Biblioteca Nacional de España



34 son's METHOD FOR THE GUITAR. 

ｭ＼ｾｪｯｲ＠ third aln1ost excecds in distinctness the generating sound; but as \ve pass up the key-board, the farther \ve 

advance to,vards the middle, it is perceived that the more the generating sound comes forth disengaged from every other 

sound. I have heard harmonics, which in Spain are called fl.ute-sounds. I have also heard another quality of tone diffe-

rcnt from the fluty sounds, but these \vere of very short continuance, and being ahvays accompanied by the noise pro-

duced by the violent action of the finger on the string \vhich opposes its passage, 1 could not conceive \vhat relation there 

could be bet\vcen tlús noise and the sound of a flute; to me they had ruther the effect of the Indian Marimba.• l 

observed also that they \vere never produced but upon the seventh fret, on the fifth very rarely, but very frequently on 

thc t1velfth; that on the latter the tone was more pleasing, and ofa little longer duration than on the two others ; and 

that the latter sound which they produced was the clearest. By refl.ecting on these effects 1 discovered the cause of 

them. I kno1v that a stretched string gives me a determined sound. I f 1 puta moveable bridge, first at halfits total 

length, the string 'vill produce, by each half, the octave above the original sound; if 1 place it at one quarter ofthe length 

Lhis quarter will produce the double octave above, and the three-quarters on the other side of the bridge \vill give me 

the fourth above the original sound ; again, if I place it at one third, this third part will give me the double fifth, and 

the t1vo thirds on the other side, the single fifth above: 1 deduce from this theory that the part of the string \vhich 

affords me an harmonic sound, is not that wh1ch I touch with my right hand, but that \vhich is bet\veen 1ny left hand 

and the nut; that it is for this reason the sounds ascend as 1 shorten this distance, and, the vibrations dying away 

sooner on account of the diminution of the length, the more my hand approached the nut, the less pure and durable 

\vere the sounds. I perceived that the same firiger of the left hand that had determined the aliquot part of the string 

\vas an obstacle to the vibration, and that the sound once determined, if the string was quitted immediately, it \vould 

not in vibrating produce the generating sound, but would prolong the sound produced by the aliquot part. Guitarists 

1vithdra\ving the finger from the strings immediately after the last sound, this 1vas the only sound, unless they made it 

expressly, that experienced the result of the described process ; and my O\vn observation led me to establish itas a 

rule, first, not to press the string too lightly at the point determined, but so that I could feel it " 'ell under my finger; 

secondly, to let the action oí attacking the string with the right hand be follo1ved im1nediately by that of raising the 

left, to quit the string and leave it perfectly at liberty to vibrate; thirdly, in proportion as the sounds to be produced 
' 

1Yould require a position nearer to the nut, to make the action of attacking the string more violent, and the pressure of 

thc left-hand finger more po\verful, without however compelling the string to approach the fret. 

After having acquired the habit of producing the sounds in a pleasing manner, I regretted that there were not 

harrnonics for all the notes. I heard of a process by \vhich they might be produced, but, as soon as 1 became 

acquainted "·ith it, I perceived that the contrivance could scarcely succeed. I t consisted in determining the half of 

cvel'y length of string between the point " 'hich was to produce the sound and the bridge, by a finger of the same hand 

that attacks the string, whilst the other hand is e1nployed in fingering the notes of1'rhich the harmonics yield the octaves 

above. Besides the double task which was imposed on me, in being obliged to measure very accurately the distance 

for both hands, 1 found the inconvenience of being forced to employ the whole of the right hand to play a single note, 

and that every harn1onic 1 wished to produce, not only cost me a motion of the \Vrist, but of the whole arm too, and 

having no point of support, it was nearly impossible for me to direct my finger with certainty exactly to the middle 

point of every distance. At first I attributed this to a want of practice, but sorne time afterward, 1 requested the 

pcl'son \vho had co1nmunicated this discovery to me, and who said that he used it with advantage, to play me sorne 

passages in this "'ªY· I observed that he experienced the same difficulties that 1 did, that he played very slowly, and 

• Pieces of very compacl wood nnd progressi,.cly differing in length. A cord on cach siete holds the ends and keeps 1hcm pnrallel. Il is a lndder, of which the cord 

altnchin¡; the top is long enough to allow lite performer lo pass his head within it. Thus ｳｵｾｰ･ｮ｣ｬ･｣ｬ＠ from thc ncck, he takes thc otl1er exlremity in his lell. hand, n<h·ancing 

i1 so that the pieces of wood sl1all be suspended in the air, wbile a ftexible rod, with a solid ooll al one eod, is held in the right hand to strike tl1c picces of wood, which yielcl 

d1ffere111 notes. 
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that the pressed string discontinuing its vibrations sooner than the open striog, the harmonic sounds procluced by this 

metbod must be less sonorous. This greatly thwarted my wíshes, for { earnestly desired to be able to produce ali the 

sounds. l t occurred to me to employ the same method as on the violín, by determining the note "·ith the fore-finger 

and doing 'vith the little finger at four frets' distance, what I did wíth another finger on the fourth to produce the 

double octave. This method 'vas a little more promising, but I ahvays found the inconvenience of being obliged to 

contract the distance between the two fingers in proportion as my hand approached the body of the instrument; and 

even when 1 had succeeded in acquiring the habít of progressive contraction, I always found myself in a state of uncer-

tainty, when the melody proceeded any otherwíse than by successive degrees. I t 'vas at this period that 1 askecl myself 

the follo,ving question: " Are not all the notes of the <liatonic scale found in the vibration of the sonorous body ? 

Why should I not endeavour to intérrogate nature, by determining on a deep string the aliquot and even the aliquant 

parts of its length ?"-I made the tria!, and foLlnd that the fourth string, for example, g-11 ve n1e the follo1ving notes :-

At the twelft fret • . •. .. •..... .. .. the octave.... . . . . . . . . . . . . . . . . . . . D 

At the ninth •••.••• . •........... the tenth, or major third. . . . . . . . . . . ｬｾ＠ sharp 

At the seventh .•.• . .. . ...... .. .. the double fifth.. . . . . . . . . . . . . . . . . • A 

At the fifth . • • • . ...... . ...... . . . the double octave . . •. . .. .. ....... . D 

At the fourth . . • ••• . . .... . . .. . . . the double majar third . . . . . . . . . . . . . F sha1:p 

A little belo'v the third . •......... the triple fifth. . • . . . . . . . . . . . • • • . . • A 

A little above the same .... . . ..•.. the triple minor seventh. . . . . . . . . . . . C 

Belo'v the second ......... . ..... the triple octave. • . . . . . . . . . . . . • . . • D 

On the second fret • ... . ....... . . the triple ninth. • . . • . . . . . . . . • . . . . . E 

All fuese notes are not equally distinct on all the strings. Their clearness is in the direct ratio of their greater 

or Iess gravity. But, sin ce every string affords me the same results relatively to its lowest sound, 1 can find on one string 

sorne note ,vhich may be \vanting on another. I formed for myself ilie table represented by example 75, plate XXI, 

and I saw ho\v many harmonic sounds I could arrange by the common method.e As sorne of them are almost 

inappreciable, I have avoide<l them as much as possible in my compositions; and, seeing that it was impossible for n1e 

to execute them with rapidity, in a passage of melody, without my performance bearing too conspicuously the seal of 

difficulty, I extended my vie,vs to,vards the ｣ｯｭ｢ｩｾＱ｡ｴｩｯｮｳ＠ of harmony. When I play in a key the next to that of the 

sixth string, I tune it up or clown to the tonic, or key-note, and then the harmonic sounds, preserving their relations 

,vith the generating sound, should yield precedence in regard to those of the other strings, and 1 find in D or F the sounds 

indicatecl in example 76 ancl 77. r l aving severa! places 'vhere I can fincl the same note, I take advantage of this 

circumstance to play in t\vo or even three parts in harn1onics. It would be useless to mark the fingering, because I 

never ,vrite the resulting note, but the string to be played and the number of the fret where it is to be pressed. The 

reader will see, in one of my twenty- four sh1dies, that, by following the numbers, he 'vill produce the three parts. 

I shall ho,vever present him with another instance in ex.ample 78, plate XX III, in case he shoulcl not have my studies 

befare him. 
Sometímes I take advantage likewise of the violin-method, already mentioned, but very rarely, and with great 

caution. In one of my variations on Paesiello's theme, Nel cor J>Íl¿ no-n 1ni senlo (rl ope told a fiattering ta!e ), I 

termínate both strains by two sixths in harmonic sounds, example 79. It is seen that, for the latter, I fix the first finger 

on the fifth string, at the tlúrcl fret, to determine e properly : tl1is fret becomes the nut, and if, at five frets' distance 

I should produce the double octave above the open string A, I should produce at the octave (become fifth), the doub!e 

octave of C. I produce the double octave of E 'vith ilie seconcl finger, on the ñfth fret \vith the sixth string, and both 

• I t should not be los\ sigll\ of, thnt thc f:!Uitar being tuned an oeta1·e below the music written in the G clcf, thc h;1rmonics are exactly al 1he pitch where ;¡ ha1·e 

,.rillen thcm. See pinte XXIII. 

• 
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notes t ounJ \'el')' cJistinct 1 }": lhÍS Y:lrÍation, however, is SlO\VCl' than the Others. 1 do not say that, \Vith a great <leal Of 

practice, Ｇ ｡ ｴ ｣｣･ｾ ｳ＠ might not attend the mcthods mentioncd for playing harmonics, 'vith greater rapiclity than I can. 

fn this case, I shall nhvays rejoice at being snrpassed, for ít 'vill be a proof of the utility of 1ny rescarchcs. 

ACCOltJP ANill1ENTS. 

fn this article 1 cannot expJain myselfin the samc manner that 1 have J'Casoncd \Vith myseJf, havíng promised 

to use only terrns comprehcnded by evcry reader. 1-Iannony ancl counterpoint have becn 1ny guides, but 1 ought to 

avoitl \Vhatever \Voul<l assi1nilate me to thosc 'vho prefer not loosing an opportunity of e1nploying technical ter1ns 

(e ven if thcre \ve re othcr tcrn1s less mysterious ), tó makíng themsel ves intell igible. 

J.':vcry nccorr1panin:ent supposes, in the fi rst place, a base and at least tlvo har1nonious parts; consequently, the 

cl i fferc11t 11otcs corr1posi11g \vhat is generally called arpeggio ( or batterie ), must not be consiclered as the expression 

or a :;i 11glc par t. 'fhat l 1nay be able to impart to the accompani1nent the expression of that \Yhich it represents, 1 
111ust 1nakc 1nysclf' acquuinted \vith the object that 1 desire to i1nitate. '!'he base 1narks forme the commencement of 

U1c aliquot parts or the 1neasure, the musical accent; but these accents are more or less numerous, according as the 

111usic has bccn co1npose<l. l"or instance, in an air in common tiine, counting tour ti1nes in a mcasure, all marked by 

tlic base, and \vherein the notes of the parts of the harmony being of the sarr1e value \VOuld ali strike together, 1 should 

consider t\VO notes accentcd, namely those designated by the odd numbers, one and three; so that the first and tbe 

tl1ird \vould be the accente<l, and the second and fourth the weak or unacccntccl. And, when 1 have merely two 

acccnted times in a 1neasure, the second should be less marked than the first. I n general it may be established, that 

a base has half the number of its notes accented, and that cvery note in a mensure occupying the place of an even 

11umbcr, cven \Vhen it \YOuld be accente<l \Vith regard to the parts of the hannony, would not be soras base. For this 

rcason, I took great carc to accustom myself to play the base as I require it to be done in an orchesb·a whicb accom-

panies, ancl to give the other parts of the harmony the same degree of po\ver as 1 shoulcl require oí the violins, and . 
11ot rnore ; in other words, that the base should be more marked, and the parts succeeding it should be heard so as to 

he distinguished as dependant on the base, in like manner as resonance is less po,verful than the sound producing' it. 
'fh is refers only to the manncr of playing an accompaniment. 1 should Iike to explain ho\v I reasoned with myself in 

order to lonn accompaniments; but, besides its being impossible, 'vithout using terms \vhich I ought to avo id employing, 

lhis ratlier belongs to the trea6se 'vhich I intend to publish, On /Jarnuin.I/ <tpplie<l to tite Guitar. I shall, ho,vever, 

poi11l out cverything that the simple kno,vledge of thirds and sixths may render intelligible. 

A pianoforte accompaniment, if \Vell made, should be constructed like an orchestral quartett or trio. No,v, by 

taking that accompaniment as a pattern, 1 can, thereby, regulate that of the guitar. Comparisons greatly assist the 

co1nprchension, and 1 requesl the reader to allow me one to prove, that if the guitar <loes not give the same notes as 

tlic orchestra, either in quantity or pitch, the accompaniment 'vill not be less the same. If a portrait be made as 

large as life, it may exhibit all the smallest details that are observed in the original : this is the orchestra. Let a 

copy he made of this portrait in dimensions only one third of the former, a great part oí the little details will be 

suppressed: other parts, which in the full size were developed, will be represented perhaps by a single point-the 

relative proportion of the features will always be the same, and although each will receive fewer touches of the pencil, 

the same object \vill be seen : this is the pianoforte. If of this copy anolher be made again reduced one-third, it will 

he ncccssary to make many more suppressions. A small circle of the original may be rcpresented by a point, and yet 

produce the effect of the small circle; so that the means of seizing the resemblance being fe,ver in detail, the likeness 

\vill be perfect if the features preserve the same relative proportions; and this is the guitar. This truth established, I 

sha 11 give the acco1npani1nent of one of iVIozart's airs, first reducecl for the pianoforte, in a \vay to render the author's 

intention according to his orchestral accompaniment ( exa1nplc 80, plate XX V.). 1 observe that, as far as to the first 
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tirue of the fourth measure, the left hand plays me the base as it is in the orchestral score, and the right hand strikes 
the unaccented times, as they are written in the score for the violins and t.he tenor; but, in the rest of the fourth 
measure, 1 see three descending thirds in the right hand and a holding note, \Vhilst the left hand, besi<les sus-
taining the base which has marked the time, makes three thir<ls in contrary motion to those of the right hand. The 
'vhole of this passage is performed in the ｯｲ｣ｨ･ｾｴｲ｡＠ by 'vi11l-instru1nents. After\vard the same alternate play is 
resumed, an<l continued to the eighth measure, where there is again another phrase of wind instruments. l\ly first 
care, in adapting it to. the guitar, is to e1nploy notes of the same value, to preserve the identity of 1nove1nent; afterward 
to examine vvhat thirds and sixths are found in thc chords, in arder to take them as a Jounclation for my fingering. 
I f, for example, 1 find rnyself in the last chortl of the second measure, where the minor third, F sharp A, being fingered 
! on account of D sharp, wbich should be made by the second finger, cannot be accompanied by the B. which is found 
between this third and the base, \vithout cmploying the second and fourth fingers for the third, the first for B, on the 
third string, and the third finger for D sharp on the fifth ; this not being an easy position, 1 consider whethcr I cannot 
suppress one of the three notes, without destroying the effect; and 1 find that the voice continuing the B till it coincides 
with the base of the chord in questioo, 1 complete the whole by answering with two notes only. The end of the third 
measure is a chord having the preceding B for base : here 1 observe the third F sharp A, and the lower third D sharp 
F sharp, 1 finger the latter !, and for the other I consider A F sharp, instead of F sharp A, 'vhich is its inversion. This 
sixth, being minor, should be fountl at the same fret, and because F sharp is made at the second fret 'vith the first 
finger, I have only to bar and it \\'ill produce me, not only the A, but also the B of the base, 'vhich is to be struck first. 
In the fourth measure, I perceive six parts, an<l, not being able to play all of them, 1 ought to ascertain \Vhich consti-
tute the essential part of thc phrase. If 1 play th.e descending thirds correctly, the gi.útar does not allow ine to play 
the other three in contrary 1notion; and to suppress them 'vould be to remove the expression resulting from that 
approximation, 1 therefore make the three lowcr thirds, fingering them i, i, ｾＮ＠ and only the highest part of the three 
descending thirds, and not being able to sustain the acute E, I make the open first string to be heard after each ｯｾ＠ the 
three notes. 'fhe resonance of' E, \vhich 1 played at the begining of the measure, making part of the chord to which 
every one of the three thirds belongs, augments their vibrations and connects the sounds, 1 ought, consequently, to 
touch them gently, but with bolclness, to produce the effect of the instruments '''hich the pianoforte is to imitate. 

The reader may conceive, from the manner in whjch 1 have been obliged to reason for this little piece, whether 
I had not cause to be astonished '"hen sorne one told me " 1 play only to accon1pany myself." If accompaniments 
a1ready made are played, that supposes a theoretical knowledge of the instrument considered as an instrument of har-
mony. If the accompaniments are rnade by the performer hin1seit: iu th.is case much more still is supposed, e\-en 
were the accompaniment to contain only plain unbroken chords, 'vith a correct base ; 1 shall therefore carefully forbear 
promising that, \Vith a fe,v superficial notions of the harmonical catechis1n, I shall afford the n1eans of ｣ｯｮＱﾡＱｯｳｩＱＱｾ＠
easily good acco1npaniments to ali imaginable airs: I shoulcl not be able, by any means, to keep n1y 'vord. l\'lozarfs 
air, Voi che sapcte ｣ｨｾ＠ cos' e a111or, \YOuld compel me to entcr into longer and deeper explanations than those "-hich I 
employ for example 44 ; for that analysis refers to the fingering only, "·hilst that of the other accon1paniinent should 
have .reference to its formation , its progression, to the reasons for considering th.is or that chord in one ,,·ay rather 
thán in another, and to the manncr of substituting adroitly an inversion for a cli rect chord, or vice vers<t. 'fhe forn1ula 
of chords on the notes of the scale would be insufficient for acco1npanying in a reasonable 1nanner the 1nclody of these 
four lines :-

Rice1·co un bc11c 

Fnori cli n1e, 

Non so clri il tiene; 

ｊＮ ＬｾＰＱＱ＠ so dov' e. 

And yet it ,vould be absurd to say that the trnnsitions employed by the nuthor, to express thc anx.iety and agitation of 
K 
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the heart of Chérubino are cleviations from the fundamental rules. On the contrary, they prove that 

r1obody has observed tbe rules n1ore constantly than Mozart; but he knew all their consequences, he possessed, 

as it "' ere, a11 the resources, and ali the oratorical turns of the musical language; and, to be able to translate 

it well, it is necessary to uoderstand at least how to read it properly, 'vhich would already suppose more extensive 

kno\vledge than I could co1nmunicate in a score pages of t2xt, and six, or perhaps ten, of examples. l t requires an 

intímate acquainlance \vith a language to comprehend its double_ and triple meanings. The discord of the diminished 

seventh, • with its inversions, is, in music, nothing else than a source of calembourgs ( or puns ), for example :-
• 

Diminishecl 7th. 1st inversion. 2nd ioversioo. 3rd invcrsion. 

-.. ' • 

ｾ＠
-- . 

• .. • -, . • • • • . •• t: .. V 

• , ' 
.. ". ｾ＠.. ｾ＠

t 

1'he same sounds may be considered in different relations. If 1 am in the key of F, and instead of giving the 

chord of the diminished seventh its resolution in the key, I consider itas its first inversion, I am in D mioor key. 

l f 1 consider it as the second inversion, 1 am in B 1ninor; and if 1 take it as third inversion, I am in A flat major 
• 

or rninor key. The chord of the dominant seventh, and the chord of the augmented sixth, are likewise synonimous, 

and it is only their resolutions that determine their true acceptation. 

I have been told that 1 required too much in regard to accompaniments, but it was not remarked that I did so only 

for airs composed to be accompanied by an orchestra or pianoforte; nor indeed that, if the accompaniments 'vere simple, 

1 ever thought of making them complicated by increasing the number of notes, or by harmonizing them in a more 

finished manner than the author had. The air of the Molinara, N el cor ]Jiu no1i 111i sen to, has the greatest simplicity 

in the accompaniment, I woulcl not, therefore, make any other than that of example 81, plate XXV; but how can 've 

sin1plify the chords which succeed in Cherubini's beautiful romance, from the opera of the D eu:1: Jou.rn ees, without 

suppressing a great part of its merit '? The voice-part is simple, touching, and perfectly suited to the situation. The 

orchestra has not a great complication of notes, but the texture of them is very beautiful; and considerable knowledge 

and tact are necessary to ascertain 'vhich notes may be omitted with least disadvantage to the ･ｦｦｾ｣ｴＮｴ＠ I have al\vays 

been of opinion, that to arrange any piece \Ve please for an instrument which cannot render it properly, is rather to 

derange it; and instead of saying "arranged " for such an instrument, the expression should be "sacrificed to" such 

an instrument: 1 play the figure \Vith a double subject in B flat in the oratorio of the Creation, by rlaydn j but 1 should 

never venture to undertake Mozart's, in the overture to the Mysteries of Isis ( the Zauberflotte ), nor 1ny o\vn in that of 

the ballat of H ercule et 0111pliale, because the guitar being by no means suited to the nature of the subjects, nor to the 

treat1nent of them in inverted double counterpoint, 1 should be able to present but a skeleton. 

l f an air is composed to be accompanied by the guitar, 1 am the greatest partisan of siinplicity in the accompan-

i1nent; because, in tlús case, all the effect should depend on the air, and the accompaniment has no other object than 

to mark the measure and indicate fue harmony required by the base. f But \vhen an air, 'vritten for an orchestra, is 

to be accompanied, 1 endeavour to arrange itas the reader 'vill see in the portien of H aydn's Creation, ( exa1nple ·84, 

pi ate XXVIII . and the following) or I give it up. This is the piece of music in 'vhich 1 shall analyze \Vhatever concerns 

the guitar, agreeably to my promise on page 27. 

• I do not forget myself by entering into explanations relati>·e to hnrmony. 1 use them only to prove that, if I do not give rules on the subject, it is berouse 

thc knowlcdge of them supposcs others much more profound, and becauS<l my wook abilitics do not furnish me with thc means of developing them properly in a fe-. 

ｲｾ ｧ ･ｳＮ＠ Dy auempting it, I should incur tite risk that thc render, haYing lc:1tnl nothing from my explunation, would concludc me to be ignorant mysclf .,rwhat I pretcnd 

to tcach. 

t See examplc 82, plate XXVI. : See my Ariette, in examplc 83, pinte XXVII. 
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ANALYSIS OF TlIE ACCOillPANIMENT OF PART OF HAYDN's 

ORATORIO, TlIE CREATION. 

The commencement of the symphony is a phrase without accompaniment, the first three notes of \vhich proceed 

by thirds descending, the first a minor and the second a major third. 1 finger the second ｾＧ＠ and my little finger is 

prepared to make the upper note of the first. The E being pro:luced by the open first string enables me readily to 

take C sharp with the first finger on the second string, and after having made the E following \vith the first string, 1 

find myself already prepared to begin the second measure. 1 stretch out the little finger on the first string, \Vhich 

produces A, I bar all the strings with the first finger at the fret \vhere it is found, and in that position the D sharp is 

found within reach of the third finger, \Vhich I slide to make E, 'vhose majar third G sharp requires the second, 'vhich 

I slide again to make the slurred B. 1 take the D 'vith the fourth finger, and find myself already \vith one of the 

_notes· commencing the third measure. Among the other three notes that begin the first chord, there are t\vo, A of the 

base and the B, which are produced by the fifth and second strings open; I have therefore only to make G sharp on the 

fourth string \Vith the first finger, and by sliding the little finger one fret, to pass from D to e sharp, l let fall the second 

at the next fret, \vhere l hold the first, in order to produce the A on the sarne string. For the last tbree notes of this 

measure, and the first of the follo\ving measure, although they have no accompaniment, it is still the harmony which 

directs my fingering. 1 place my han<l for the minor third G sharp E sharp, which I should finger ｾＮ＠ The notes 

preceding each of these, at the distance of a semi-tone only, become very easy to me '"ith the second and fourth fingers. 

In the three follo,ving chords, and in the t\vo beginning the other measure, 1 observe a rnajor sixth in each, and these 

sixtJ1s are alternately a semitone fro1n each other. lf there \Yere no base to be played, or if the base were found on 

the open strings, I should finger the sixths ｾ＠ i ; ｾ＠ ! ; but the notes of the base being to be made on stopped strings, 

and the sixths belonging to the thir<l and first strings, \Yhich form a major sixth as open strings, the first finger, by barring 

them, will always produce sixtJ1s of the siune kind; I therefore make the sixth A F sharp with the first finger, and the 

base, to 'vhich A is a minor thir<l, must necessarily be made \Yith the third finger. The first finger, which by taking 

three strings ahvays keeps the third and first strings in a ｭ＼ｾｯｲ＠ sixth, has only to slide a ｾ･ｭｩｴｯｮ･＠ to make G sharp 

and E sharp, 'vhich forro the sixth in the following chord, and the fourth finger can make the base C sharp. I bar 

all the strings for the last chord, although 1 require but thrce at the second 'fret, not only because my first finger is 
l 

already found in the proper place for the other half of the 1neasurc, but also because it has already taken the form 

necessary for pressing the fifth and third strings at tl1e san1e fret, to produce B and t\: my thir<l finger then rnakes D 

sharp, and the second and fourth remain disposable for the motion of the intermediate part. The notes composing 

three-fourths of the following measure are those which fonn the major chord of E. The highest is an open string ; 

G sharp is the major third of E, which I should finger ｾ［＠ but as it is like\\•ise the 1ninor sixth of B, 1 finger that sixrh 

i and make E with the third finger, which falls on it naturally. 'fhe chords thus arranged, I stretch out the little 

finger \vhen 1 require G sharp on the sixth string, and and raise it for E. The t\VO notes constituting the last quarter . 
of the measure, and the two commencing the following, are all at thc <listance of a third apart. The last of these four 

notes being an open string, 1 examine \vhat are the t\YO intervals of a thir<l comprised by the first three notes, and I 

perceive that they are minor thirds. My four fingers contain one; no'v 1 have only to take D \vith the fourth finger, 

and the first finger would naturally be found on B, I have therefore only to complete the fingering of the 1ninor third, 

namely, to place the third finger on the second string, two frets more advanced than that where I keep my first 

finger, and 1 should produce G sh\}rp. As 1 should be prepared to take D again at the end of the measure, to re-con1-

mence the phrase, instead of making D, Il, G sharp at the high part of the finger board, 1 take D al the se,·enth fret 

on tJ1e third string, with the second finger; 1 find B on the second open string, and G at the the sixth fret on the fourth 

string. During E, \Vhich 1 make \vith the first string open, my hand has time to shift from the sixth to the tenth fret, 
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to take with the l ittle finger the note D, which begins the phrase again twice follovving. The G sharp commencing the 

second half of the tenth measure to which it is equal in duration, 1 make with the first finger: 1 turn iny hand upon it 

and curve a little more than usual the second finger, ;vhich makes F sharp on the first string, '"aiting in position till 

sounded by the finger ,vhich has made the apogiatura G sharp. For the beginning of the eleventh measure, observing 

a minor sixth e sharp A, 1 apply its fingering t by sliding previously the first finger one fret, because it \Vas found 

on G sharp and is to make A. 'fhe open first string and afterwards its note A produced with the fourth finger will 

enable me to finger the second half, by inerely following the order of the intervals of the diatonic major scale. In the 

twelfth measure I observe four notes in succession, the first three of which belong to three successive strings pressed 

at the second fret. 1 press them with the second, third, and fourth fingers respectively, in order to reserve the first . 
finger for G sharp, \Vhich I require after the rest, commencing the second half of this measure. The following measure 

begins \vith t\vo notes that I could make by barring, which would prepare me for the following chord; but as 1 endea-

vour to save exertion as much as possible, 1 extend the first finger to F sharp, curving the second to make A at the 

same fret, and after\vards I finger the rninor third F sharp A ｾＧ＠ which prepares my second finger to make D. Instead 

of quitting this position, 1 retain the second and third fingers in their places : the first finger, 'vhich held A only, takes 

f'our strings at the same fret where it is found, and by makíng the upper A 'vith the fourth finger on the first string, I 

have under rny fingers, not only the last two notes of that measure, but have also the hand placed for the \vhole of the 

n1easure follo,ving . In the other measure, there is but one part to be fingered, e:xcepting in the last quarter. I finger 

this part according to the arrangement of the diatonic scale, by sliding the second finger from D to E, and the first from 

G sharp to A, in order to be able to make D sharp of the base with the second finger. I might explain this phrase 

again by the harmony ; but 1 have promísecl not to employ any terms belonging to that science, \vith the exception of 

thirds and sixths, \vhich are the keys to iny " 'hale fingering. In the foJlo,ving measure, I slide the little finger as far 

. as e sharp, and the t\VO notes E and e sharp being at the distance of a major sixth, which I should finger at the same 

fret, ancl consequently t if I were to make then1 with the fourth and seconcl strings ; but as, holding the fourth finger 

on the first string at the lower rart of the fingerboard, 1 shoukl seek for E and C sharp on the fifth and thircl strings, 

and these t\VO strings open including a semitone more than the fourth and second, and than the third and first, I should 

e1nploy for a major sixth the fingering \vhich I should use on the others for a minor sixth, and I finger the first half of 

thi.s measure ｾＮ＠ I observe that a major sixth D B commences the other half; but the B being preceded by the small 

note C sharp, and giving place to A sharp to return again, I do not finger the sixth i, but ｾＮ＠ in orde'r to manage \vith 

the first and second fingers for the other t\vo notes. I slide the third finger on the first string to n1ake E at the twelfth 

fret, and I ascend to take the n1inor sixth C sharp A, which begins the lastroeasure of the sy1nphony, ancl \vhich prepares 

1ne for inaking the l\vo thirds following. 

1\fter the con1mencement of the voice-part, the accompaniment is nearly l ike the symphony as far as to the last 

quarter of the sixth n1easure, plate XXIX, in which 1 consider the six semic¡uavers as only an exhibition of the parts 

separately, \vhich forro the chord at the pause. This chord offers me two 1ninor thircls, B D, and G sharp B, and 

belo\v them there are t\vo E's octaves to each other. 'fhe two thirds e1nploy four strings, and I have only two strings 

ren1aining for the t\vo E's, consequently the higher of the tv.•o can be taken on the fifth string only. I take it \vith the 

fi rst finger at the seventh fret, where, by barring, I fincl D and B forming a major síxth ; and I \Vant D G sharp, which 

f'onn another. If I 'vere not oblíged to end >vith D, 1 should finger this sixth ｾ ［＠ but, the fourth finger being ,vanted 

for D, 1 finger the sixth, B G sharp, ｾＮ＠

The fi ngering of the last three notes ín the rn.easure is obvious, as \vell as that of the first note of the measure 

f'ollo,ving. I use the fotuth finger on G in order to prepare myself for the fingering of the minor sixth, A F, !. The 

third finger is found naturally on the base-note F, 1 pass it to the fifth string to make C, the only note that is not an 

o¡)en string in the last chord. This change is reper,ted in the foJlo,ving n1easure ; but instead of passing the third 

fi nger back ngaii1 frorn C t.o F, l remain on C and make F with the fourth. The first chord of'the following measure 
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contains a major sixth, F sharp D sharp, \vhich I should finger t if C natural 'vere not found between the tv;o notes; 
" but as 1 must make the C \vith the third finger, I finger the sixth Í· 1'he second chord contains a minor sixth, G sharp 

E, and a minor third, B D, the sixths bclonging to the sixth and fourth strings, which, when open, form a seventh, cannot 
ha ve the same fingering as the sixths on strings tuned to a major sixth, I consequently finger this sixth ｾＧ＠ and the third ｾＮ＠

The E, ,vhich l hold \Vith thc first finger, allo,vs me to press the next two strings, at the same fret, to make A an l 
C sharp. I quit this position to take advantage of the open first string for the E; and as the three following note > 
ascend by thirds, I finger the first t becausc it is major, and the little finger being already prepared for E, a minor 
third above C sharp, I ha ve all that the measure contains. I see but two chords in the next: the first of these contains 
the major sixth, D B, \vhich I should finger ｾＮ＠ but for the intervention of F sharp; this note is the major third 
above D, so that these three notes, having the same relation as the third, second, and first open strings, should be found 
at the same fret. I should take the1n with the first finger, if I had to make higher notes afterward; but the follo\ving 

4 
chord being situated lo,ver, I finger them ｾＧ＠ and reserve the first finger for taking the major sixth, B G sharp, of the 
following chord, to 'vhich I add E \vith the second finger on the second string, making ｾ＠ for the fingering of the major 
third, E G sharp. The fourth finger, on the fifth string, 1nakes the base-note E. The follo\ving measure begins with 
a 1ninor sixth, \Vhich 1 finger ;. I-laving to tenninate the 1neasure \vi th the same sixth, and not having any other change 
before it than the major sixth, E e sharp, this E being a rninor third above the other e sharp \Vhich 1 hold with the 
second finger, I take E and A at the same fret with the first finger, on the second and first strings, and instead of 
Shifting the \Vho}e hand tO finger thÍS Sixth ｾＧ＠ { CXtend the little finger to C sharp, finger it 1, and have only tO raise the 
little finger to have again C sharp A ｾＮ＠ \Vith the fingering ｾ＠ on the third and sccond strings, I make the third, D F 
sharp, commencing the other measurc, and I 1nake on tbe fourth and second strings the sixth, found in the second chord, 
the first finger readily stopping the base on the fi fth string at the seventh fret. By this fingering, I find myself at the 
proper place for producing the minor sixth, \vhich begins the follo,ving measure; and, by taking A on the first string, 
1 also press the second, which produces E. A n extension of the little finger gives me the frrst of the three notes, \Vhich 
complete the upper part of this measure ; and the reader ought to perceive, that the third, made by the second and first 
fingers, is the foundation of this position. I begin the ncxt measurc by sliding the first finger from A to G sharp; 
1 do not ho,vever slide the hand, but mu3t reta:n it in position, to make the major sixth, D B, t for \vhich the fourth finger 
should be placed from the com1nencc111ent', that it m1y be struck with the open string B. It is only at B of the uppcr 
part, that J quit this position to takc up anothcr at th<? t\vclfth fret on thc second striflg, which enables 1ne to play ali 
the phrase near E, beginning the follo,ving 1neasure; descending by thirds, antl the first being minor, the fingering ! 
\vill make it without displacing the hand, as 'vell as the A on the sccond string \vith the second finger. The thir<l 
finger falls naturally on the fourth string at thc eleventh frct, and ,v:th the second I finger the minor sixth, C sharp A. 
The upper part of the four follo\ving- measures, proceeding gradually to\vards ｝ｾＬ＠ on thc first string at the t'velfth fret, I 
avoid the high part of the fingerboard, that I 1nay find rnyself less distunt from thc object in vie,v, and the figures \vill 
show the reader the method \vhich I constantly employ with the assistance of the flogering of the thirds and sixths. 

By analysing all the phrases of this acco1npani1nent, I shonld be o1>liged to rcpeat myself too frequently, and the 
reader's attention would be fatígued in vain. \ ll/hat 1 havc \vritten thus far oaght to convince hirn that the knowledge 
and practice of thirds and sixths constitute the whole secret of my play ; and l shall therefore explain in a fe,v places . 
only hereafter. 

The second 1neasure of plate XXXII is nothing but a chord ( \Vi th its notes ｳ｣ｰｾ ｲ｡ｴ ･ ､＠ for the right hand), thc 
position of which is founded on the 1ninor sixth, i, G E flat, which places thc first f.cger \vhere it bars five strings, 
au1ong which are co1nprised C and G. The little finger prcsses the third string by thc sidc of thc fourth, ancl produces 
me the C 'vhichis found bet\veen G and E. By thís means 1 avoid ull 1notion of tite lcft l'.and, and the souncls ha ve more 
resonance. I t is for this reason that 1 fingcr the follo\ving tneasure as pointed out by the figures. 

K 
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In the fifth measure ofplate XXXIII, as soon as the descending semitones have made me employ the first fi nger, 
• 

J bring it down by diatonic clegrees to have it on B, which is the minor sixth of D sharp, the fingering of which ｾ＠

enables me to finish the phrase \Vithout deranging the hand. In the sixth 1neasure, 1 find it easier to slide the second 

fingcr fro1n C sharp to C natural, leaving time for the first finger to prepare itself for D sharp, than to employ it for C 

nntural, and make· it pass suddenly to D sharp. For the same reason, I cause the second finger to slide on three notes 

in thc fifth measure of plate XXX'' I ; but as the G sharp in the following measure is found an octave higher than the 

prece<ling G sharp, I finger the passage differently. 

For the rest, I may simplify this analysís by mentioning the basis of the fingering of every positíon. In the fourth 

m<'asure, plate XXXVIII, the sixth, C sharp A. In the sixth measure, although I observe the sixth, G sharp E, 

thcrcin, I take advantage ofthe first and second strings open. I n the seventh of Plate XXXVIII, I keep the same 

ｰｯｾｩｴｩｯｮＬ＠ because ít is the saine chprd produced by the same notes. 

In the eighth, I again meet 1vith the third C sharp E, and the sixth, C slrarp A. 

I n the first of Plate XXXIX, the major tbird, D F sharp, and minor third, F sharp A. 

In the second, the minor sixth, C sharp A, and 1najor sixth, B G sharp. 

In the third, the minor sixth, C sharp A, and afterward it is a repetition of the sixth measure, plate XXXV, as far 

as to the last measure of plate XXXIX, where the foundation of the positíon is the thii-d, B D, or the minor sixth, B 

G, ,vhich I bar in order to take the base-note G, 'vith the saine finger. I n the first measure of Plate XL, the third, 

B D, having become major by the sharp before D, the fingering ｾ＠ guides n1y position. 

I n the second it is still the minor sixth, C sharp .A., which occupies half the third measure, and the other half 

is the major sixth, D B. 

The fourth measure of plate XL is again founded on the minor sixth, C sharp A, to the last quarter, which is a major 

third, A C sharp, of which the fingering serves me as a guide and point of support for three quarters oí the fifth 

1neasure. The last quarter of this mea$ure contains the major sixth, D B. The sixth measure is like the second The 

first quarter of the seventh measu(e is the result of the fingering of the preceding measure; the second quarter is 

the major sixth, E C sharp, or the major third, A C sharp ¡ and tbe last, the minor third, G sharp B, or the major 

síxth, D B, 'vhich I bar, in order to make the E, 'vhich is found at the same fret. The first chord of the eighth measure 

contains .the minor sixth, C sharp A, and the major third, A C sharp. The second chord is founded on the major sixth, 

n G sharp, made on the fourth and second strings ¡ the first chord of the ninth measure, on the major third, A C sharp, 

,vhich the necessity of making A on the fourth string at the seventh fret obJjges me to finger ｾＮ＠ The second chord 

has for the basis of the fingering the major sixth, B G sharp, mude on the fourth and second strings, with íts proper 

fi 
. 3 

ngenng, 4 • 

The final chord is the first of the seventh measure. 

I thínk I have completely provcd that the kno,vledge of the thirds and sixths is the foundatíon of the whole 

ｦｩｮｧ･ｲｩｮｾ＠ in regard to harinony. l shall not cease exliorting those \vho \vould devote themselves to the study of the 

guitar, t9 endeavour to acqnirc this kno1vledge. A guitarist, \vho is a harmonist, \Vill ahvays have an advantage over one 

1vho is not. -Even a tolerable player on the pianoforte (the first of instru1nents to produce harmony), has already acqui-

retl vcry use ful 1nusical habits in regard to the guitar.* A tolerable pianist cannot be abad guitarist. A few years ago, I 

• Desides the young lady mcnuoned in 1hc inlroduction, l ha,·e recemly had a proof of wbat l ha"e just said, in the rapid progress of i\Iiss 111AllY J.<:<E 

Drnnr.TT, (daugh1er oí ;\Ir Annn:n l.lunor.TT,) a young lady ""º plays well on thc pi:uiofor1c. Engaged in completing her education, sho devotes berself to se\'cral 

kirnb oí ,1udy at once, as well thc necess:iry as thc azreeable, and consequently cannot give up her time exclusi"ely to the study of lhe guitar. illy principies, and thc 

dorection whirh her ideas ha.-c taken, from being habituated to the progression anti conlcxture oí pionoforte-music, have enabled her, in twenty..eight lessons, to play my 

]"1111¡11¡,¡,, opera 40, which 1 ha"e dedica1ed to her,-:1 ri!SUlt which 1 ha,·e ne,·er \Je(;n r1blc to obtain in so few lessons írom other pupils, who did not play on the piar.o-

ｦｯｲｬｾＬ＠ and who, with 1hc best inclin:uion, dcvotcd thcmsch·cs exdusi.-ely to the study oí the guitar. J l is true, they had prcviously acquircd habits wbich prevented a ｦｲｾｾ＠

SI) le oí playin¡;, an1, unfortunately, thcy had beeu mught to FCrcch·e only notes, wherc it was necessary to sce music. 
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sa'v sorne \VOrks for the guitar, writtcn by an author whose talents enjoye<l a certain degree of reputation. I n these 1 
discerne<l the n1an \vhose musical education ha<l been acquired on an instrument of melody. In other works \vhich I 
have seen 1 found sufficient regularity in the progression of the base; \vhen the parts of the harmony are incomplete, 
the author almost ahvays suppresses the part 'vhich ought in preference to be omitted: in short, 1 observed in them a . 
plan and management. The reason of this is because the author plays on the pianoforte, and it is to the habits ｡｣ ｱｾ￼ ｲ･Ｚｬ＠

by the execution of the music for that instrument, that he º'ves the reputation he so justly enjoys Never having hearl 
him myself, I speak \vithout hesitation after the testimony of persons 'vhose opinion 1 consirler of great weight. 

"You require then," 1 shall be asked, "that a guitarist must be a harmonist? Again 1 say, that 1 require nothing 
at all; but it "'ould be desirable he should be so, since the guitar is an instrument of harmony. '' But so is the 
pianoforte to a much greater degree: the music performed on it is much more complicated than guitar-music; and 
yet it is not necessary to be a harrnonist in order to play on it." The music given to be studied on the pianoíorte, 
simple anu easy as it 1nay be, is \vritten correctly, almost ahvays 'vell composed, and the pupil acquires a habit of 
correctness, of a regular progression of the base, natural transitions, chor<ls "' ell prepared and properly resolved ; but 
unfortunately all guitar-tnusic is not of this kiud. Generally the easiest is the least correct, because it has been agreetl 
to call correctness difficulty. I t is this 1nusic 1vhich forms the ileas of learners, antl consequently has given occasicn 
to connoisseurs, on hearing a poor, faulty, monotonous, and insignificant orchestral accompaniment, to call it a guitar 

acco111pani111ent. Let the easiest \vorks for the guitar be correct; Jet a pupil 1vho is learning a piece in two parts only 
feel their progression, distinguishing in his n1ind the one from the other; then I believe that he may, 'vithout being 
a harmonist, play '"ell. A chiltl, 1vithoút any natural defect of organisation, acquires the pronunciation, an<l even the 
manner of speaking, of the'persons \Vho converse \vith hün continually. This is no hypothesis, but an indisputable fact. 
Give him, far a few years, a preceptor 1vhose pronunciation is defective, and let him in earnest take his teacher as a 
pattern, he \vill believe the pronunciation to be proper, and \vill pronounce the same. If later in life he may v1ish to 
correct hin1self, supposing he may succcc<l, it " 'ill only be with much ｬ｡ ｾｯ ｵｲ＠ and trouble. 

Yet 1 think the day will co1ne "·hen learners of the guitar 'vil! form their ideas by correct music. I am not the ' 
only one that 1vrites such music. 8till mo;·e 1vould be met with, but for that insuperable reason-an autlior 1nnst /i;;e! 

When I arrived in France, people sairl to me, " :?dake us sorne easy tunes : " 1 was very " 'illing to do so; but l 
discovered that easg n1eant incorrect, or, at leust, inco111¡1l<-te. A very celebrated guitarist told me that he had been 
obliged to give up \Vriting in my manner, because the editors had openly declared to him, " It is one thing to appre-
ctate compositions as a connoisseur, and another as a music-seller: it is necessary to \vrite silly trifles for the public. 
1 like your \VOrk, but it would not return n1e the expenses of printing." 'Vhat was to be done? An a11thor 111ust liue! 
And he composed works from \vhich 1 never could have guessed lt is mer:t, if I ltad not had other means of forming a 
better opinion of him. Others, who are very far from being comparable ｾﾷｩ ｴｨ＠ hiln, \vil! \\'rite sorne trifle that can be 
played in three lessons; and the scholar's self-love is interested in thinking it pretty. I-I:s maste r will make a present 
of it to a publisheí-, provided he is allowed a score of copie:;, for !te ＱＱＱＱｴＮｾｴ＠ n1al.·e ｬｴｩＱＱＱ Ｎｾ･ ｬｦ＠ la1.ow11. H e perforn1s it in 
parties, is applauded, and presents a copy to the lady, whose acquaintance l1e itnagines can procure hin1 pupils. 1'!te 
publisher, on his side, is interested in over-praising it, to cover the expenses of printing : he is !ln excellent con1po5er 
as to sale; and then he teaches very well, for he has enabled a pnpil in thrcc lessons-to play the picce "·hich he pe;-forins 
himself. Pupils increase in number, and he takes goocl care not to make the1n acquaintccl "·ith any othcr music than 
his O\vn, or than music of a similar nature. He is a teacher and n1nst also be an anlhor. H e 'vill take a kno,vn 
fashionahle air, employ it as a subject with a base made by the open strings, or a fe\v notes made "·ith the thumb above 
the fingerboard; the theme divided into notes of half the original value, \Till be the first variation, into triplets the 
second. lle 'vill make a piece of the same number of 1neasures as the the therne, an<l call it the 111i11ore, becnu5e 
it \vill in<leed be in the minor mode, in which he \vill introduce a great 1nany coufcs and gli<·cs Ｈ ｳｬｩ､ｾＺＺ［＠ or 
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gliclings'it ), that the execution may produce a more e)(pressive and touching effect. This minore is to be played 

son1e11•hat slo,vly, the better to contrast \Vith the grand arpeggios in the major mode, reserved for the most showy part 

of the follo,ving variations, \vhich, if desirecl, may be the last. I-Ie is no"' an author, and nlust write a Method: nothing 

is casier. It is but to copy a fe1v elements of solfeggio-the A B C, and include in six pages 'vhat everybody knows-

the value and names of the notes, to write fingered scales in the keys he may have practiced, t a few passages or 

arpeggios, which he will adorn 'vith the title of Exerciscs, and especially a great many airs. 

Instead of studyi11g the mcthod of 1\11. Carulli, he will mutilate the text of it; by making an extract, in order that 

his 'vork, being less voluminous, may be reputed more simple, and that a publisher may make fewer difficulties in 

purchasing it. An autlior 1n11st liue ! T f any one makes observations to hiin on his 'vork, he will take good care not 

to pay attention to them, nor to discuss the subject. His whole reply \vill be, " Every one has his o\vn way ; " but 

the cue is, " An author must live ! " A learner 'vill say to hi1n, "1 have heard l\1r. N. H e played a fantasia on the 

air N-Ah ! 'vhat a pretty piece ! 1 shoulcl like to ha ve it ; is it published? Sbould 1 be able to make it out? " Then 

the ans,ver is quite ready-" Oh! certainly, it must be an excellent piece. He has \vonderful talent ! but that exceeds 

all limits-; it is a different style; § and it is rashness to pretend to play his music. H e \vrites for himself alone, there 

are continua! barred notes and deviations, it is no longer \Vithin the fingering or powers of the instrument. H e writes 

that for the pianoforte, and incleed l do not believe that he plays all that he "'rites : there are a great many notes merely 

for the eye. However it is a pity that lie does not giue Lesso1i1" for he would either tell us ho\v to play them, or we 

should see \vhat notes he omits in perfor1nance. But, is it a 'vonder? All great talents have a spice of folly. IIe 

no longer cares about the guitar. H e has a \vhim for \vriting for the orchestra, and a rnania for travelling, which 

occasions him to remain but for three or four month-s in a place." 1 f the spirit of that reply is, " A inan must live," I 

<lo not think that he generalises: " 1 must live" >v0uld perhaps be more significant. But this must tertninate: those 

who \vrite properly prove that it is possible to be both easy and correct. 'fheir \VOrks will become the only ones that 

• ¡ bclieve it i.; thus that thc action is cnllcd of passing one finger for the whole lcngth of the finger-boord, along a string playcd at the point of dcpru-ture, so that 

ali thc scrnilones are heard, giving thc music a peculiar ¡;mee, and repose lo the performer. lf l mistake the meaning of tite word, I beg a little indulgence in favour of 

thc sinccrity with which 1 confess my ignornncc of :ut article too imporlant for me to ruo the risk of leadiag into error the rcadcr who should kindly believe me on my 

\VOrcl. 

t Ilc will altribule to thc instrumcnl the difficu lly thal he will experience in the olhcr keys. 

¡ J l should be said 10 him who cmploys this proccdure, "Endca,•our first to play likc him, and when you shall have acc¡uired his skill, you will be allowcd to 

reason on lhc nccessity which you appear to supposo of a change or simplific:ltion in his system of tcaching.'' 

§ This cxpressioo leads me, perhaps, beyond lhe bounds whicl1 I had la id down for myself. A diffcrcnt style ! Is it possiblc thal beings of this class can imagine 

thal their own is one ! I have always thought thai •tyle was thc application of fundamenL'l principies, on which lwo artists are agrecd, to different objects. I see 1hat 

thc stylc of Piron was not 1ha1 ofil<1Cine, but thcy wcre both poets, tl1cy wcre •grced on thc <1m1litic:s requisite io a sonnet, au ･ｬｾＬ＠ an ode, &c.; and it migbt ha,·e been 

said of onc, withoul offending the othcr, that he-had a 1/fOcrent style. Potier, Talmo, and Otlry, "ere three true actors. llogar1h nnd llaphael had tl1e same principies 

of desi¡¡n nncl of optics, and their productions, thou¡¡h in different styles, pro,·c that they were in accord as to the truths of that art. Dut whnt shall we say of him who, 

having llC\'Cr reasoned on the proportions of thc human botly, and withottl any other princirle¡ of ､ｲｾｷｩｮｧ＠ than a habit acquired, by din! of praclice, of placing nearly right 

thc ontlinc of a figure, should have lhe impudcnce to oxhibit onc of his pniotings, anti, whcn spokcn lo aboul the Gu ido of Gucrino, should rcply," It is in anotlier stylc 1" 

Gucrino would laugh at it, becauso he knows thnt thc pnblic would do thc snme; but, unforlunately, the public are not so clear-sighted in music ns in paintiog ; and" it 

is in :molhcr style" is more frequenlly pronounccd than I shoufd have thought, a:nong a11 illuslrious· people. Ignomnce and kna1·cry have combincd to mislead them, and 

J am surprisc<I at the ｳｵｾ･ｳｳ＠ of their undcrtaking. For my owo part, 1 coultl not hclp saying: " As long as you design for yoursclf alonc, 01· for tl1ose wl1ose judgment 

is in relaúon with yours, do wh:i.t you piense, nobody h:is anything to say ag;1ins1 it; but if you would expose your productions to the public, consult cormoisseurs 10 

a<certain lJeforchand if they are worthy of it; and, especially, if you compose a didactic work on tlte art in whicb you think yourself leamed, be certain that you know 

"hat you cngage to spe:ik of. Uespcct tite public, and do 1101 relldcr thcm tite dupes of your ignoronee. If you are obliged to teach, follow one of the methods that 

pro,·es lhc author to ha,·c reasoned wcll : your modesty will make you play a mu ch more honourable part titan that wbich you prep:ire for yourself by the foolish ,-anity of 

prctcnding to havc crc.lt-d 11 sty/c. 
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'vill for1n scholars. I know so1ne that are extren1ely useful,* but the manner in \vhich they are considered, by son1e 

persons, destroys all advantages that might be derived from them : t this is not the fault of the author. 

ON FINGERING WITH TI-IE RING-FINGER. 
I promised on page 2.0, to speak of the employ1nent of the fourth finger of the right hand; t and although in 

the piece, the accompanilnent to which I ha ve just analysed, it should be employed in certain cbords, I have previously 

said nothing respecting it. My n1otive was, that, in the article Rig;ht 1-lan<l, stated on page 11, what \vas 

the case \vherein I used it; and, as in the accompaniment in question, it is not employed otherwise, l thought 

it useless to return to the subject. In this place I should remark that, in a succession of chords, the upper part of 

\vhich forros a melody which ought to predominate, as the finger, which is to produce it, is vreaker than the others, I 

curve it more in the act of touching the string ; for being shorter than the medius it cannot encounter the string so far 

ti·o1n the bridge ; and it impels it at a point offering greater resistance than the deep strings of"er to the other fingers . 

I have therefore found it necessary to make it acquire by its curvature the po,ver refused to it by nature, as 'lvell from 

the construction of the bones of the hand as fro1n the derivation of the nerves by 'IVhich they are actuated. § 

In the 85th exa1nple, Plate XLI, the upper notes form a melody requiring the employ1nent of the fourth (third ) 

finger in the manner indicated ; but when the upper note is not accompanied by three others, I never use more ·than 

three fingers ( the thumb and t1vo fingers ) . The 1veakness and the difference in length of the medius and ring-finger 

(the second and third) render it incumhent on n1e to be sparing in the use of the latter. By using it, I depart in sorne 

degree from the principle \vhich I have laid clo'lvn, namely, to keep the hand quiet, and avoid the action of pulling np 

the strings. I not only remove the finger a little, but I give it another motion, that the object of this removal n1ay be 

attainecl only in regard to the string played by the finger in question. This motion consists in turning the hand a little 

in a <lirection contrary to that in which I observe it turned by sorne guitarists. Instead of separating it on the side of 

the thun1b, I separate it on the side of the little finger, so that the extren1ity of the medius ( or second) being consideretl 

as the centre of this motion, the thu1nb and fore-finger approaching the strings as much as the ring-finger (third) and 

little finger re111ove from them, this approximation coirpensates for the removal of the hand; and hence· my three 

principal fingers remain in their places. 

CONCLU§ION. 
I never could conceive ho'lv a Method could be made 'IVith a much greater quantity of examples than of text. 

In half a page of \Vriting all the rules of g ra1nmar are e1nployeJ., and a volu1ne scarcely contains them. I have seen 

Metl1o<ls for singing, the text of 'lvhich •vas reducecl to teaching ｴｾＱ･＠ na1nes of \vhat 1vas to be clone, such as volata 

a¡>¡1oggiatura, grupetto, niordente, 1nesa di voce, l'orta1nento, trillo, &c., presenting after,vards gradually all the results 

to be proclucecl ancl the clifficulties to be overcome ; so that it contained 1cliat 1cas to be s1tng : 11 but I ha ve never seen a. 

,;; Ccrtain Duos by Cnrulli are of the number. 

t They think that, by having the finge1·ing mal'ked, they are acquainted with the metl1od. 

t In every other case I should cal! this the thil'll finger, to employ the saine nomenclature as for the left hand. (Foreigners generally reckon the thumb as the 

first finger, our first as the second, &c.-Tn.) 

§ Examine the ramifications of the nerves of the arm, the arrangement of the bones of the hand, ar:d the cause will be found of the weakness and stiffness of the 

ring-finger, as well as roy reason for holding the thumb of the ｬ･ｾ＠ hand opposite the mediu$, or second finger. 

11 I compare those who teach in this way to quack doctors, whom they ridicule, perhaps, without pcrcciving that to prescribe a medicine accor<ling to this or that 

symptom, without understanding anatomy or chemistry, and consequently in to1al ignorauce of the nature of 1he simples whose mixture they prescribe, of their mode of 

action, and of the process by which they are to produce in the animal ecouomy the intended effect, is exnctly tite same thiug :\Sto make scales, swell and climinis'i 

souncls, &c. witl1out having previously questioned nature as to the w_ay of proclucing, changing, :.md modif)'ing 1hose so1111ds to make use of which thcy are to teach, only 

q1tia. ita 11olueru1il 'prior<t. Reaso11 'vitll tl1en1, a11tl tl1ey '"ill beco1ne angr)t, or lt1r11 yot1r rcaso11ing into riclicule. l\.[;,, i1f,1c.'>lro .fi1cc'tit1 Ci>sl, is tlteir sl1ielcl; ancl if thc-y 

avoid discussion on the subject, it is because their pretended principies are all derived from prnccice, :rnd not in any de-31·ee from analysis, or from rcasoning on observation<. 

I have not contented myself with what experience has taught me,-that all my fingcrs havc not thc same Jlº"'Ct' n;ir frcedom of molion. I have consulted a 

treatise on anatomy and a skeleton to know thc cause; and it was af(J)r obtaining that knowledge that I e>tablishcd my principies. 
M 

, 
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single l\T cthocl \vherein the author, having consulted tite action of the lungs and the conforn1ation of our organ, as wcll 
as thc proccss by which it 1noclifies the column of air to 'vhich it offers a passage, tells 1ne ho\v I ought to proceed to 
pcrfonn \vith less trouble 'vhat I see '\Vritten; for, in fine, nature must have a procedure ans\vering to \Vhat \Ve call 
,/ing·11ri11g 011 instrurnents, l\1an has \Vrung from her the secret of the planetary motions; and because a celebrated 
pliilosopher has sai<l that the speak ing voice is the result of a process different from that of the singing voice, I must 
stop herc, an<l call iclle talk the rea!:ons founded on a kno,vledge of the organs. It was probably from this cause that a 
singing master sai<l to me ( apparently thinking to say something clever ), "You should ad vise students of surgery first 
to learn rnusic, since you 'vould have a singing master learn anatomy." I am of opinion that, \Vhen the matter in 
qncstion is to mcthodize an action, it is essential to know the agents of ít in order to establish rules for the purpose of 
c1nployi11g thern in the manner most analagous to their functions. Musical examples tell n1e clearly enough what I am 
to <lo; but the text should tell me ho\v I am to do it, and should teach me all the \Vays of employing iny po,vers, make 
thr tn kncnvn to me, make me sensible that he \Vho prescribes rules speaks advisedly- ,vith kno\vleclge of the subject, 
and tltat these rules are the fruit of his conviction and not of his belief. Blínd submission of the reason degTades the 
hurnan mind, 'vhen it occurs in other instances than those of religious faith . But, I shall be tol<l, experience is a great 
1naster. Yes, 'vhen 've reason on what we perceive; but \vhen facts only serve to fill the mcmory, presumption occasions 
a \VOrse progress than feeling in the dark, for it inspires rashness 'vhen it is necessary to have caution and prudence. 

1 have supposed that he \vho buys a :Yiethod means to learn it. I have thought it my duty to make him acquainted 
'vith all my reasons for establishing the fundamental principles of mine. H e who desires to have only a collection of 
nu1nerous progressive airs, 'vill do \vrong to purchase a \vork \vhic:h I never should allow myself to use as a means of 
selling productions which I could or could not dispose of other>vise. For the explanation of a theory or the application 
of a rule, ít is unnecessary to multiply examples: a single exa1nple is sufficient, if \Vell explained. An author should 
give his \vork an appropriate title: 111etl1od, exercises, lessons, and studies are by no ineans synonimous «< 

If, in the explanation \vhich 1 have just given, the reader finds me too diffuse, he should forgive it on account of 
the rectitude of my intention. 1 might, under shelter of the opinion \vith which Europe has kindly honoured my name, 
have inclicated rules superficially, and made a great volume of musíc, 'vherein had been found a collection of arpeggio 
passages, under the name of exercises, a collection of 'valtz and dance-tunes, a great many romances, ali with nearly 
the same accompaniments. 1 should have avoided \Yhatever requires refiection, and I think too that I should have 
found, as 'vell as another, means to clazzle the learner who should have desired to study my method, by enabling hiro 
immediately to play pieces which \Vould induce him to believe that he had learnt something, \vhilst I should only have 
prevented his becoming acquainted with the ínstrument, by the fal se manner in which I had caused him to study it. I 
have never lost sight of the true meaning of the word 111ethod. lf several siogiog masters call method that which I call 
style, and if they call style tuste, that is no ground for my giving the lie to the dictionary in their favour; nor for my 
reasoning at present other"Tise than I <lid at the time when I cligested the thoughts which I have communicated to the 
reader. 1-Ie \vho \vishes to follo'v me \vill find that the object of 1ny theories is to teach and persuade, sínce I establish 
nothing by authority. These are not precepts "'hich I give, but researches \vhich 1 communicate. Those persons 
\vhose stucly and practice have becn directc<l a\vay fro1n \vhat is rnore siinple and natural, say that rny guitar-music is 
extrcmely difficult, \vithout percciving that ali the secret of 1ny playing consists in t\vo scales in use vvith all guitarists. 

• JlfclhtJ<I, a T1·eatise on the cstablishc<l principies 011 which the rulec; are fournlcd, which ought to guide the operations. 

};,·.-rcisrs, pieces oí music, each ha>'ing for iu; object to m .. ke us familiar with the "l'l)lication oí the rules. Exercises are 1hc prnclice oí 1heories established by 

llie method (which l consideras the speculath·e ｰＮｾｲＱＩＬ＠ ns the use of the square for rnising a perpendicular is ll1e resull of a cerlain geometrical demons1rntion. 

/ ,,..,,..,,, pieces of music, each ha>'ing for iu; objt-ct uot the exercise ora single rule mcrely, l.mt al:ro of 1he rules employed in tbc lwons preceding, and even tbe 

i1,1tiatir1g of tl1e leamcr in sorne cxcep1ions. 

Stuclic::, cxerci,cs on CXL'e}':tioJ•s, antl UJJ rults offcrirlg grcatcr diflic:t1l tics i11 lhcit a1>1•li<.·a1io11. 
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It is true lhat they have stu<lied to ren<ler thcin diffic:.ilt, by fi11gcring the1n in a 1nanner directly OJ)posed to that \vhich the construction of tite hand indicates by thc difTercnt lcngths of the fingers. Do I then write \Vhat is difficult, or is it the rooted habit of proceeding in a contrary <l irection \\•hich occasions it to be d ifficult to proceed straight for\vard? If I keep constantly in a half-darkencd roo1n only for a month, the first time 1 shall afterward see moderate daylight I shall fin<l it too strong, l>ut shall not say so. I shnll sny it produces thnt effect upon me, because 1ny eyes have lost the habit of secing the full quantity of light which nature has enabled them to support; and if I find any fault, it \vill not be 'vith daylight, but with him by \\•hom 1 \Vas induced to renounce the free exercise of my visual faculty ; and still much 1nore, if in the co1n1ncncement I had had a great <leal of trouble in doing so. What beginner does not suficr exceedingly in the \Vrist, if the 1naste1· 1nakes hirn support the g uitar in the way rcpresented by figure 12, page 12? Is there anything more co1nmon than to hear it said, " I have practised very hard to-e.lay; 1 have broken my \vrist and have ulisters on all my fingers, and particularly at the root of my fore-finger." 

1 conceive that music, 'vritten to be fingered by the fingers at full length, must be difficult with fingers shortencd one half; but is it one of the commandments to holtl one half of the hand behind the neck? Are \ve not often obligc<l to break that commandment, if it be one? H o'v else can thc 86th example be performcd? "But you give us church music and counterpoint. Give us guitar-music. Co1ne out from your strong-hold. Speak to us in the language most in use." I will do so 1nost \villingly. 
Even \vhen the thumb is uscd for G in the base co1n1nenceing the 87th example, plate XLI, and it is made 'vith the sccond finger ( or more probably 'vith the third), a player cannot do other\vise than place the hand in my manner for the sccon<l half measure, and particularly for the first ch )rd oí the second half. Ali those who play on the guitar do the sarne, because there is no othcr \vay; but phrases constructetl entirely in the manner of that example are not found in my compositions, and it is a<lmittc<l, that it is my na1r.e only that will give it the stamp of difficulty, because it has been thougl1t propcr to call the position, \vhich appears to me to be the mo:;t natural, a cleviation, and to call lhe contraction of the 1nuscles and lendons the natural position. Shall I be in th.e right in saying that the hancile of a fork is too short, and that it is very <lifficult to use it, bccause instcad of raising the arm to carry it to the mouth, 1 choose to stoop my hcad do,vn to 1n y hand? Where is then thnt great difficulty attribute<l to my works? iVly Duo, in the tnajor key of A, L e.y Dcu.i· A111is, is extremely easy in comparison with the works of other amateurs, \vho have the reputation of 'vriting easy 1nusic. 'fhe part of Mr. Aguado only has a very r apid variation, but it is in single notes and in the style most ｫｮ ｯ｜｜ﾷｮ Ｎ ｾ＠ 1\'f y part is the least complicated of \Vhat 1 have hitherto done. My object \Vas to produce the best effect at the sn1allcst expense. 

riiy t\venty-four exercises are the eas1est that can be \vritten in that style. I allow that, in my nventy-four lessons, I had not sufficient patience, an<l that the difference from one to another is too striking: it was necessary to give the learner as mucl1attentionas the music; but, after having learot the cxercises, these lessons become in consequence easier. I h ave now explained ali that constitutcs the ｾｉ ･ｴｨ ｯ､＠ \vhich 1 \vrote for myself. It is the result of many years of observation and reflection. I macle 1nistakes, and have been in.debted to them for a multitude of refiections which I never should have 1nade perhaps \Vithout the necessity of self-correction : so true it is that, \vhen \Ve reason, we can derive advantage from lhe involuntary errors \Ve may have com1nitted. 1 request the reader to examine \vell my reasons, and not to sanction them 'vithout j udging of their validity. I may decei ve myself, being no more exempt fi:om error than another person; but I am for plain dealing, and, because 1 endeavour to prove what 1 advance, I can never admit a contrary opinion but by virtue of sufficient reasons. A s1nart saying, raillery, quoting an authority, 'vill not amount to proof, and I have a right to require a just reciprocity . 

.. Dcforc rlaying Ilummel'sTTio on tl1e&n1itiellc witl1 i\Icssrs. lhrnz:ind LArO!<T, l was obliged 10 nrnkc thc gnit:tr-\•;11 iatio1i, ex: mple 88, platc XLll; becnusc the one fouucl in 1hc trio ¡nesclllcd much gtealcr difficultics titan mine. Afier this confession it may be secn, 11.at, if 1hc ¡>rr11/i11r ｳｴｾ＠ le uf thc p1it:1r is that oí thc \-ariation in fJ.\1e,1io11, 1 am not so skilíltl 011 1)1at instrun1c11t as t11e \\triter. l ooul<l perfor111 it; 1,ut it ''Ottlc.1 be tlt tlic ･ｾ＠ ｬ ｾ･ Ｑ Ｑｩ［Ｌ･＠ oí Jlri11c.:illlt•s f1v1 11 ＧｲｾＱＮｬｩ ｴ＠ 1 c1 tt lc.J nc\'l'1' \\ .lli111.. I; lft·1 ·:11 f. 
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I shall conclude this explanation by a sun11uary of general 1naxin1s, '"hich 1 observe, as the result of ali that has 

been saicl.-

First.-To regard the effect of the n1usic more than the praise as to skill as a performer. 

Second.-To require more from s/,·ill than from strengtli. 

Third.-To be sparing of the operations called barring and shifting. 

J'ourth.-1'o consider fingering as an art, having for its object to 1uake me find the notes 1 \Vant, \vithin reach of 

the fingers that are to produce them, without the continual necessity of making deviations for thepurpose of seeking then1. 

Fifth.-1\'evcr to make any ostentation of difficulty in my playing, for by doing so, 1 should render difficult what 

is the least so. 

Sixth.-Never to give \vork to the 'veakest fingers, whilst the strongest are doing nothing. 

Seventh.-Not to fall into a too com1non error, which proceeds from very accuTate reasoning in regard to the 

pianoforte, but is very ill applied to the guitar, na1uely, not to hold a finger tlo\vn longer than the duration of the note 

v;Juch it is to produce. As long as the finger presses do"rn the key of the pianoforte, it allo\vs the wires to contin1:e in 

vibration, and the sound, blending with that of another key, woulcl produce an effect incompatible \Vith purity of 

performance ; but t\VO or three consecutive notes being rnade on the same string of the guitar, if their progression be 

ascending, the second damps and terminates the sound of the first, and the tilird that of the second. If by letting fall 

t:ic finger 'vhich makes thc second, 1 at thc same time raise the finger 'vhich stopped the first, l make t1vo actions 

instead of one, and even run the risk of raising the finger a moment too soon, and making the open string sound, \vhich, 

instead of rendering my performance purer, "'ould give it less purity. If the notes are descending, instead of \vaiting 

for the 1noment in 'vhich the note ought to be produced, to press the string, I have the finger already upon it, and have 

no other action to perform than that of raising the finger '\\rhich stopped the highest note. This again spares me one 

1notion, and besides a display which 1 have never approved. 

Eighth.-Toº avoid a lateral motion \vhich sorne guitarists think graceful, namely, to leave the parallel direc-

tion bet\veen the line formed by the ends of the fiugers and the line of the strings. For example, in the successive 

notes A ( on the first string), G, F sharp, E, D ( on the second string), on making A they have the ends of the fingers 

in an excellent direction ; but as soon as the little finger quits A, it goes off the finger-board, G quits it in turn; and 

";hen the first finger remains alone on F sharp, the line of the ends of the fingers 1nakes an angle of 45 <legrees 'l'l' Íth 

tlic stl·ing, or rather all the hand is removed behind the neck, because they have made the \vrist do that whích, being 

clone by the fingers, would give facility to the second to u1ake D on the secon'd string, without the \Vrist's being obliged 

to inakc a motion to replace the hand before the neck, unless the D be produced with the flat finger, which requires 

mn::h 1nore force, and l kno\v not ho'v it conld be done witlrout pressing t.he first string also on G, \vhen, perhaps, I 

should " 'ant it as an open string immediately, and 1 should be obliged to mnke a motion agaín to leave it at liberty. 

"\Vhen my hand is iu a position, and the passage <loes not form harmony, 1 place the 'vrist so that a straight line ､ｲ｡ｾ＠

from the fi1·st finger to the fourth shall be parallel to the string. I hold the 'vríst motionless, and keep my fingers over 

thc place where they are to act. 

Ninth.-"\i\Then it is a question of a great distance in the \vidth of the finger-board, and the little finger holds one 

of the ex.tre1nities, to take the other extremity with the longest finger. 

Tenth.- v\'hen a difficulty of position occurs, to consult the least inconvenient situation for the weakest finger, 

and to lay the task on the stronger. 

Eleventb.-When it is necessary to give to the line of the ends of the fingers a direction parallel to the fret instead 

of the string, to make this change depend rather on the position of the elbo'v than on the motion of the wrist. 

T'velfth and last.-To hold reasoning fer a great <leal, and routine for nothing. 

FIN IS. 

ｃｉｒｴｾｃｴｓｔｅＮｕＺ＠ ｐｒｊｾｔ｛ｄ＠ BY \VILLfA)l l ()\\1LER. 
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