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I Basic Harmony (Cont.)

Chords Using the Open Strings

We now wish to expand our knowledge of chord construction.
You'll recall that we defined a primary chord as a chord that could
be made in the open position, using at the most, three fingers. The
structures of particular chords were determined by the fashion in
which the notes of which they were constructed related to the open
strings of the guitar.

Let's look at the E major chord again. The notes of the E
major chord are E, G#, and B, The notes of the open strings of the
guitar are E, A, D, G, B, and E, respectively. This means that we
can play the 6th, 2nd, and 1lst strings open, and must stop the 5th,
4th, and 3rd strings in such a way (using notes of the open position)
that the notes played on these strings will be one of the three
notes E, G#, or B.

Hence, the E chord is made:

o] [o]

™
w|w|

Now we make the observation that since the lst, 2nd, and 6th
strings played open are included in the E primary chord, we can
leave these open, and stop the 5th, u4th, and 3rd strings at other
positions on the guitar neck to get other versions of the E chord,
as long as these alternatively stopped strings are, again, either
E, G#, or B.

For example, consider the E chord made by barring a C chord
at the fourth fret; i.e., E = C%:
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Suppose that we stop only those notes of the chord that are on the

3rd, 4th, and 5th strings:

m|
N

We see that this is still and E major chord; that is, all the
notes are either E, B, or G#. The notes of the open strings are,
because they are common to the E primary chord. The notes of the
3rd, 4th, and 5th strings are, because they are the notes of a barred
C at the u4th fret; hence, this chord is an E chord consisting of the
notes E, G#, and B.

Let us take another example. Suppose we start with the D barred
at the second fret, i.e., E = D*:

[ 003
ol 0] 3
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(We could play the 6th string open in this case.) Suppose we
only stop these notes of the 5th, 4th, and 3rd strings, as before,

(that is, the strings stopped for the E primary chord.) This will
give us the chord:

004

N My

The notes of this chord are again, with E, B, or G#. (This
chord could also be an Em, since it contains neither a G nor a G#,
and is composed only of the notes common to both chords.) The open

strings are common to the primary E, and the others are notes of
the barred inversion of E ( =D? ),
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Let us examine another variation. Take the E made by barring

an A at the 7th fret, i.e., E = A" : m

c) 1
G# ' 0] 4
' Q) 3
<] (T3] 2
E 1
B 1

Again, stopping only the 3rd, 4th, and 5th strings gives us

the chord:
Looe]
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The notes of the chord, again, are E, B, or G# (the same
consideration as the previous example holds - this could also be
an Em, as chance has it that none of the 3 stopped strings is a G

or G#.)

Now, the technique can be used with all the primary chords,
since with every primary chord there are at least 3 open strings
(and sometimes, as with E7 and Em, 4 open strings).

For example, an Am chord consists of the notes A, C, and L,
and the Am primary chord and has the open 1lst, 5th, and 6th strings
(i.e., F, A, and E, respectively).
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Consider an Am made by barring an Em at the 5th fret; Am = Em®

007

DIm|>
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Suppose we consider stopping only the strings of this chord
that are stopped for the Am primary chord; that is, the 2nd, 3rd,
and 4th strings. This will give us the chord:

008
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The notes of this chord are still A, C, and E.

(These chords will be indicated the same way as barred chords;
you'll be able to psyche out the open strings from the music. For
example, the above chord would still be indicated as Am = EmJ ).

These "open string” chords, made from combining the open strings
of primary chords with parts of inversions of these chords (made by
barring other primary chords in the appropriate locations) can give
a great deal of color and depth to a toque, as the sonority of the
open strings provides a sharp contrast to the high tension sounds of
strings stopped on the upper reaches of the guitar neck.

We also want to give two additional versions of E7. The first
is made by taking a B7 chord to the 5th position (the B7 is a
four-finger chord in the first position - we will use it with Alegrias
por Rosas and Granadinas). Here is the B7 chord at the open position:

4 = HIII!III
[»] o
3
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We take this up to the fifth position for an E7. Note that the

open 2nd string and the open 6th string are B and E, respectively;
hence they are notes of the E7 chord.

u
010

You can also remove your little finger, to add another E to
the chord (and take away a B).

011

If we move this E7 up one fret, we have an "F7", (The additional

open B makes an interesting discord, and you can also remove your
little finger for an even more discordant, but still flamenco sound.)

rer troual

012

i
=
2

(Do not play the open 6th string.)

We can also make an E7 in the following way:

(oR)
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(This uses a version of the four-finger D7 chord of the open
positions

(K]

ojo

but using open strings to good advantage.)

These ways of building chords are often used in falsetas,
especially in connection with arpeggios. Try making up others,
using primary chords and adding notes of the Phrygian Mode for
various discords. Also try different fingerings to see if you
can make chords in different ways. And, especially, listen for t
the sounds that your effects produce, and their relations to the
other chords for the toque.

Here is a falseta using some of the chords mentioned in this

section: m
1
L
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(Note the use of the ring finger and ligado on the third and sixth
counts in lieu of the standard arpeggio. We'll use this later on,
as well,)

IT Alternative Resolution Phrases for Soleares

Up until now, we've concentrated on the main phrases of falsetas,
and we've used the same resolution phrase for counts 10 - 12, 1In
fact, however, there are many variations of this final phrase, and
we want to discuss a few of them as our last toque of the Soleares.

You'll remember that we emphasized that the music resolved to
the tonic (i.e., for Soleares, the E major chord), and that the
phrase was in doublets. This phrase can be varied in several ways,
both rhythmically and harmonically.

The phrases can be varied harmonically by using the E chords
of the other positions, and by substituting other chords (e.g., E7)
that are closely related to the tonic. They can be varied rhythmi-
cally by using the various technlques of the right hand, together
with ligado.
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For example, the falseta in the previous section used an E =
and an arpeggio as part of the phrase.

Al

It'1) be handy to know

resolution phrases at the other positions, as you'll have a place

to go on the 10th count, if you're improvising there,
We'll first give several variations in triplets and quadruplets

in the open position, and then a sampling of possible resolutions

at the other positions.,

Triplet Variations ~

l. Here is a variation using a new arpeggio technique:

iz
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2, You'll hear this falseta and the next (or variations of them)
often; usually only the thumb is used, but we have included index
fingering as well for the student who wishes to develop this
technique, 015 |
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3. You can add an F to the E7 to make a different sound:

A

Mold Er ' E» =
e 2 3 T -.1 '
4 > L ) JL T 37
3 =
P i p— L IR B < pip—
4. Here is yet another variation of the "E7" above: 017/
'r'. ,
' "
- ) 2!
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Quadruplet Variations
Here are quadruplet variations, using various techniques:
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0f course, we can have different combinations of note groupings in

the phrase.

Here are two variations of the traditional falseta of

Lesson 3.
022
l' :—1".9'—-' rﬂl” '; 'M7 (] E > 1
s O B L
A= o - ——— 1
A\J = =
[ )
t{h" at ‘N’ll)
E Fs7 e’ ] E— 1
1 () = | HiET
# - Q o Tr_,'? Q9 ? 0 = ;an ] EQB'
[ a - Y o o -y i i
- < i k
Q? 4= e > -


cwww.flamencochuck.com/files/The Flamenco Guitar/Lesson4/4_018.mp3
www.flamencochuck.com/files/The Flamenco Guitar/Lesson4/4_019.mp3
www.flamencochuck.com/files/The Flamenco Guitar/Lesson4/4_020.mp3
www.flamencochuck.com/files/The Flamenco Guitar/Lesson4/4_021.mp3
www.flamencochuck.com/files/The Flamenco Guitar/Lesson4/4_022.mp3
www.flamencochuck.com/files/The Flamenco Guitar/Lesson4/4_023.mp3

Lesson 4
Page 10

Finally, we give sample resolution phrases at the positions at
which you're likely to be improvising:

At the 2nd position:
| ()24
Ams Dt —G D%  Fe0’ — ot ,
n_B Weni Bl casMuialhs: A A SH B 3
+3 e ; ——x r 4 = <
[ [ A b3 £ L -t
| 7 ’1 " [ - | ) -3
J
At the 4th position:
C'!' 'r,ac’ 'Fcc’. ‘Sac’ ]
AU ?r'? ;:[gﬁ&l T}r B e L [Is 797+ 1 ] |
e - 2 T — s =t
&€ T ™ — —— 2 I S—
At the 5th position: ‘-
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oW s Ml s s B - g 5 i 2
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At the 7th position:
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s ;
s 'i Q 'l I = ] /0
¥
= a2 i7 '2...4@'1 vg :

This concludes our study of the Soleares for now., We turn to
a set of toques that are closely related rhythmically to (but different

harmonically from) the Soleares. The most important rhythm of the
group is the Alegrias.
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IITI Introduction to the Alegrias

We now begin a study of the Alegrias, which is one of the most
traditional dances. The word "Alegrias" comes from the Spanish word
"Alegria" which can be roughly translated as '"gaiety". The toque
is closely related to the Soleares in compas, but it is played in
the major scales (with a traditional falseta in the harmonic minor
of the same key). Hence, in this lesson and the next, we will ex-
tend our discussion of harmony to include the major and harmonic
minor scales.

In addition, the Alegrias has many traditional chording compas
sequences that relate to certain steps of the dance. The cante of
the Alegrias is relatively easy to accompany,but unless you know
the chording phrases of the accompaniment to the traditional steps,
you. will be at a loss to follow a dancer. Learn these phrases;
they are most important. Although we cannot send a dancer with the
lesson, when you encounter one, ask her to perform the step that
goes with the phrase; you'll see how they fit together.

Structure g£ the Dance

The dance of the Alegrias is performed in two basic ways; the
old style and the new style. The 0ld style emphasizes the arms and
grace of the upper carriage, while the new style is more dynamic,
with much more heelwork. Generally speaking, they have similar
structures, but the old style uses an ending called an "Ida", finish-
ing off with the Bulerias. The new style generally Jjust uses a
llamada instead, again finishing off in Bulerias.

The Alegrias (as a dance) usually begins with a few chording
compases and/or an introduction. This is followed by several coplas
of the cante - during this time the dancer performs a minimum of
footwork, concentrating on arms, so as not to compete with the
singer, Then a few chording compases again, followed by the
desplante. This is one of the traditional chording compas sequences

of the dance. This desplante is followed by several more chording
compases, building up in dynamics to the llamada. The dancer poses,
and the guitarist plays a traditional falseta in the minor scale,
which resolves to the major at the end. Then comes the taconeo
(heelwork) by the dancer, accompanied by a traditional melody on
the guitar. (This section of the dance is called the Escobilla.)
After this has been developed a bit, there is another llamada,
followed by the Paseo Castellano, whlch terminates with yet another
llamada.

The dancer begins taconeo again, accompanied by the same (or
similar) melodies,. building up again in dynamics until she signals
a final call. The dance then goes into Bulerias for dan01ng, which
is interspersed with desplantes; and the dance ends with a final
desplante,
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Hence, the dance structure is:

1. Introduction

2. Chording compases

3. Cante

Part I 4. Chording compases

5. Desplante

6. Chording compases

7. Llamada (and Pose)

8., Paseo with Minor Falseta

9. Taconeo and Accompaniment (Escobilla)
Part II 10. Llamada

11, Paseo Castellano

.12. Llamada and Pose

13. Taconeo and Accompaniment (Escobilla)
Part IIT 14, Chording compases, building up to climax
15. Llamada

L
_ New Style -or- 0ld Style
16, Bulerias 16. Ida
17. Desplante 17. Bulerias
. 18, Bulerias - 18. Desplante
Finale 19, Desplante 19. Bulerias
20, Bulerias 20, Desplante

21, Desplante

Various sections, of course, can be left out, according to the
tastes of the performers, and sometimes a solo heelwork section is
added. :

We will return to the baile por Alegrias (dance of the Alegrias),
but let us first discuss the major scales and chord progressions

upon which the Alegrias is based.

IV Basic Harmony (Cont.,)

The Maijor Scale

You'll recall that, in the first lesson, we presented the
C major scale as our first example of the concept of scale. The
notes of the C major scale were

Cc D EF G A B C

As before, the most important factor relating to the major
scale is the existence of the interval relationships between the
notes that make up the scale,

Definition - The major scale is defined by the interval
relationship:

1, 1, 1/2, 1, 1, 1, 1/2
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Primary Keys of the Major Scale

Just as with the Phrygian Mode, there are certain "playable"
keys, determined by the notes of the open strings of the guitar.
We refer tc these as primary keys of the major scale; they are:

Note of open string

' r ko 1 ] " not included
A Major A B.CHD E T GhA ¢
C Major c D E F G A 3 C
D Major D E F#G A B C#D
G Major G A B C D E F# G
F Major F 6 A A# C D E F B

The notes in the scales include all, or almost all, of the
notes of the open strings of the guitar.

There are two important exceptions to this rule. One is the
fact that there are no flamenco toques played in F major (due to the
difficulty of making the primary chord progression); it is used as
an auxilliary pattern to the other keys. The second is that the key
of E major is sometimes used, because of the ease in making the
primary chord progression, and that four of the open strings are
usable. Here are the notes of the E major scale:

Notes of open strings
y T ; " not included

" Yo W ]

E Major E TF# G#A B C# D#E

Of these keys, the keys of A, E, and C are the most important,
with the others acting as auxilliary patterns, except in the few
cases when they comprise the key for a toque (e.g., occasionally
in Sevillanas). The concept of tonic that we developed for the
Phrygian Mode applies equally here,

Patterns of the Major Scale

As before, the notes of these scales form patterns on the
guitar neck., We first examine the notes and patterns of the open
position., We circle the tonics, as before.
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E ek
A K1
5
E F"é e
Notes of the Pattern of the
G Major Scale 8§ Major Scale
E G
1@
A | A* ® |
®
c . JENN )
ERBE] IG& ®
Notes of the Pattern of the
F Major Scale I Major Scale

We can relate these patterns on the guitar neck, just as we did
for the Phrygian Mode. If we begin with the key of A, for example:

E [t [l 7] B c* E [ d B c*| D E
5 1 1 0 7 0 N 1 A |

r2d EL |F% .ﬁ_’.‘ﬁ B TR e
14 e' ‘;E E Fg = GTIAY < c: D

C*|.D E J<] E G
2 STy ST —ats R v
® ® ole ® | ® ® o ®le [

i} e Tela e e ek

i i et
%1@ ) 3K ) ® ® ] ® K] [
l | |1 | I | | L} | | ]
A G F E D c A G F E (o] c A

Hence these patterns form a relation characteristically
backward down the guitar neck, just as with the Phrygian Mode.
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Relation between the Major Scales and the Phrygian Mode

Now let us note that the notes of the C major scale are the
same as the notes of the E Phrygian Mode. Therefore, their patterns
are the same; and the only thing that has changed is the positions
of the tonics.

Furtﬁermore, we note that to every major scale pattern
cor-esponds a pattern of the Phrygian ﬁode. Thus, by practicing
the Phrygian Mode fingering of the left hand, one is also practicing
the major scale, and vice versa., The patterns of notes are exactly
the samej; what has changed are the positions of the tonics.

Correspondence 2; Patterns

@
@ (@
[ )
¥ s
o o
E Phrygian Mode Pattern C Major Scale Pattern
@ ' ® % ®
jmm
L.
K [ ]
o @
C# Phrygian Mode Pattern A Major Scale Pattern
.
!t [ ]
ra r®
[ ] ®

B Phrygian Mode Pattern G Major Scale Pattern
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F# Phrygian Mode Pattern D Major Scale Pattern
[
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[
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A Phrygian Mode Pattern F Major Scale Pattern
el | L
@
o 1o .
o @l ®
G# Phrygian Mode Pattern E Major Scale Pattern
Relation of Patterns
Major
-— C A G FIIE. p IC /I“ IG IF —
| | I | |
@ | ) L BK ] ( K ] [ J [ | @
SEJI. ole [ ] e O0\® [ ] ole| |@
IE Jl“i K J (] @ !E = K3
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Hence, the relationships between the patterns you memorized
for the Phrygian Mode are exactly the same as for the major scale.
What has changed is the key designation and the tonie. (Of course,
since the tonics occur in different places, the nature of the music
is different for the two scales.) The important point is that the
physical movements of the fingers of your left hand will be the same
for both!

Primary Chord Progression

As for the Phrygian Mode, there is a set of chords associated
with the major scale. The major scale has three chords, called the
tonic (as before, the major chord of the key in which you are playing),
the sub-dominant, and the dominant 7th., The main thing of importance,
however, is the interval relationships between these chords., For
example, in the key of A major, we have:

Tonic Sub~-dominant Dominant 7th
A D Ey
a’la I !

Definition - The primary chord progression for the major scale
is defined by the interval 177, L. T%e first two chords are major,
and the third is a 7th.

A typical progression of these chords for the key of A major
might be:

DA BT A | o

which resolves on the tonic A, as before.
With the relations of the major scale in mind, we can begin
our discussion of the Alegrias.

v The Alegrias ~ Structure of the Dance (Cont.)

Basic Chording Compas

The basic chording compas of Alegrias is in 12 counts, resolving
to the tonic chord on the 10th count, as in the Soleares. 520

AT

e
n— =

@ A

F F

7.ul'?.4 9 wd
K F F

e | A (%) awd 5 a0

F F F F F

(The accentuation is related to the llamada of the Soleares.)
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The E7 on the count of 2 should be made:

and cn the count of 3, add your little finger to make:

The accents on 3, 6, 8, and 10 should be strongly emphasized,
especially that on the third count. (The added D note provides an
extra brilliance to the E7 chord for that count, in contrast to
count "2",)

Accompaniment of the Cante

The accompaniment of the cante (and the phrasing you'll use to
accompany the corresponding steps, when there is no singer) is two
compases long for each phrase. You'll hold an A chord for the first
8 counts, resolving to E7 on the 10th count of the first compas, and
you'll hold the E7 until the 10th count of the following compas,
resolving to the tonic A chord on that count. Hence,

W ——) 4 4
1 ) |
] 1 f : -
v ! -
o
A
Es Ly . ¥
p—— F o | |
‘géizg__;=;__== = == e L ;
—
| ]
b ol

o
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Of course, you can use rasgueados,

For example:

n A &7 —
= = y i
3 i —4 T
| fan WP/ 1 X
A\2 Vi wi t
o
E7 1A 3
3 =55 £ —
& ] T =
45—
We note here that many of the falsetas in Alegrias follow this
way of phrasing. Later on, we'll give some examples, but let us

stick to the kinds of chord phrasing for the time being.

Desglante

desplante,

TR

e considered to actually begin on the 12th count of the compas
preceding it. :

Usually following the cante is a traditional step called the
This has a traditional chord accompaniment, and should
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technique coordination) when we discuss the Bulerias.,

We shall encounter the same desplante (but with different foot-

Following the

desplante usually come a few more chord compases and the llamada.
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Llamada #1

The llamada has the same function in the Alegrias that it did
in the Soleares; it serves to signal a "break" in the structure of
the dance; either a pose or a change in pace. There are two types;
we shall discuss the first now and the second in connection with
the Paseoc Castellano and the transition to Bulerias.

This llamada has phrasing similar to that of the Soleares

chording compas: 033
D 'Y, — Er tA
——— S 4 E_ i L
j -~ 1 4 t ¥
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J 1 and 2 end 3 4 od & snd é 7T e T andD T ave /0 (r) {(1¢)

Following the llamada, the dancer poses. The guitarist changes
pace by playing a slow traditional falseta sequence in the minor
scale (this will be covered in the next lesson) and the dance changes
mood accordingly. The falseta sequence resolves to the major again
on the 10th count of its final compas. The dancer then begins her
footwork (taconeo), recognized by a traditional melody. But first
let us pause for a moment here and introduce a new technique.

VI Basic Technique (Cont.)

Triplet Rasgueado

This triplet rasgueado is difficult to perfect, but once mastered,
it 1s one of the most effective rasgueados of all flamenco. It is
performed by an upstroke with your thumb, on the accent, followed by
a downstroke with your middle and key fingers, together, (simultaneously)
and concluded by a downstroke with your thumb. ~Hence,

= A L A A

e

1 wtazodaiare 4 weas wao gy
P (moYP P (ma)P P (wa) P P ()P P ) P =

(Note that after the downstroke with your thumb, your thumb will be
in position for the next upstroke beginning the next triplet.)

The feeling of the rasgueado is a circular motion, with the
thumb circling toward the bridge on the upstroke, and toward the nut
on the downstroke. Remember, the really important aspect of the
technique is to feel the accent on the upstroke. 1his 1s a difficult
rasgueado, and will seem awkward at first, Dut it can be developed
into a very strong, crisp technique, and will add life to all your
toques.,
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We will use the technique in the Paseo Castellano, to be covered
in the next section. Here is an alternative llamada, using this
technique:

035
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VII Structure g£ the Dance (Cont.)

Taconec Falseta

After the paseo in the minor key is completed, the dancer begins
a section of heelwork, which shows off her ability to perform intri-
cate syncopations and counter-rhythms., The guitarist plays a tradi-
tional melody, with melodic phrasing like that of the accompaniment
of the cante. You should play this exactly in rhythm, as you'll
provide the rhythm base on which the dancer will build her solo.

If the dancer is doing counter-rhythm, it is not wise to vary
the falseta, as, for example, a triplet falseta will not "go with"
a dancer when she is doing counter-rhythm (which is essentially in
doublets or quadruplets).

The phrasing uses a traditional figure that is the counterpart
of the one we used in the Soleares, that is,
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We use an A major chord.

The basic variation is the following: m
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You'll hold the chord with your first two fingers, and make the
desired notes with your little finger. Of course, you can use the
arpeggio or tremolo techniques between bass notes if you wish.
This is repeated over and over again until the dancer signals
another llamada.,
This is usually the second type of llamada, which is played,
strongly accentuated.

LLAmADA #2 037
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Paseo CasTerLAno

Then comes the Paseo Castellano, which is similar to that of the
Soleares. We also note that as in the Soleares, the dancer often
feels the step as commencing on the accentuated 12th count of the
preceding compas. Because of this, you may want to strike the A
chord on the 12th count instead of resting in the llamada, as well.
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(You will notice that the last compas is our first kind of llamada.)

At the end of this, the dancer poses again.
She resumes her footwork, and you'll accompany with the taconeo

falseta.
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Taconeo Falsetas

We'll now give falsetas that can be used in accompanying the
taconeo sections, as well as in solos, or accompanying singers,
(When accompanying the Escobilla, however, it is important to
remember that each falseta must be two compases long, as the phrasing
of the steps follows the A B A B pattern of the cante.)

Here are scme falsetas that will acquaint you with the major

scale in the open position. m
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Here is a falseta using ligado and picado. 040
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You'll often hear the following falseta.
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Here is a short falseta using octaves and the chromatic scale:
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Here is a traditional variation using arpeggios, tremolo, and
picado:
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Notice the variations of D (

= A% ) and A (
very different fingering in the arpeggio section of the falseta,
and also the phrasing of the first section of the picado falseta.
Finally, here is an arpeggio/picado falseta similar in concept
to the one we gave you for Soleares.

E® ), but with
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Notice that the phrasing of these falsetas is very similar to that
of Soleares.,

At the finale of the Escobilla the compas builds faster and
faster, accentuating counts 3, 6, 8, 10, and 12 and perhaps chording
in the following way:
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This is played at high speed, so you probably won't be able to
coordinate your foot on the counts, and you'll have to rely on your
innate senses of rhythm and compas.
at which point the dancer will perform the second type of llamada.
Depending on style, new or old, she'll either go directly into
Bulerias, or perform a step called the "Ida" and then break into

the Bulerias.

This will build to a climax,

We will cover these in the next lesson, and continue

with the Alegrias, as well as introduce the other toques of its

family,
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VIITI Practice Exercises

1, Practice maklng up alternative compases to the Soleares
and the Alegrias, using all the various rasgueados given so far.
You'll find the trlplet rasgueado especially effective where speed
and power are required.

2, Here is another quadruplet rasgueado, using the upstroke
with the thumb:

3
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This can be used instead of the guadruplet rasgueado effectively

when you really want to emphasize the first beat of the quadruplet.
Remember, accent the upstroke.

3. TFor the Alegrias, learn where all the A's, E7's, and D's
are on the guitar neck, as these are the chords you'll continually
be using in this toque. Practice changing these chords in compas,
using various rasgueado combinations. Then use arpeggios and
tremoclos and listen for their sounds. Notice that the phrasing of
the chord changes is like the second type in'the Soleares.

4. Practice the pattern of the open position for the A major
scale, and then the patterns for the key up the guitar neck, using
a full bar. Emphasize the tonics for the major scales this time.

E2]

5. The root is the most important note of a chord; it occupies

the same place in the structure of a chord that a tonic does in the
structure of a scale., Begin learning where the roots are in the

various kinds of chords you practice. A melodic phrase often resolves

on the root of a chord.

6. Keep trying for a clear positive sound of notes on all your
techniques. Always try to initiate a technique from a distance away

from the string (i.e., do not rest your fingers on the string to
begin a stroke.) If you can learn to strike the string from fairly

arbitrary distances, your right hand will become more free, and your

fingers independent of each other.

7. Practice hammer strokes whenever possible (except when the

thumb and fingers strike adjacent strings. In this case, the string

will be stopped from vibrating prematurely and the technique will
"thud", You'll find that free strokes will serve you better here.)
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8. Try to make up little melodic phrases that use repetitious
quadruplet and triplet figures, up and down the scales. E.g.,
Triplets
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Falsetas will often contain phrases similar to these.
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IX Written Lxercises

1. Make up nine versions of primary chords, three of each
type, using at least two (and possibly more) open strings as integral
parts of the chord.

2. What are the primary chord progressions for the major keys of:

(a) C
(b) D
(c) 3
(d) F
(e) E

3. Why are no toques played in the key of F major?

4, Write out the following falseta. (%) '
5. Write out the following falseta., (%) m

6. It is important to be able to tell at what position the
capo is. The following falsetas are all in the open position in
relation to the capo. At what fret iz the capo?

(a) ()
(5) () ST

(c) (*)

(d) (*)
7. Write out the following falsctu. (%) E
8. Write out the following falseta., (*)

9, Make up a simplc falseta for Alegrias and write it down,
using what you have learnzad so far about technique, rhythm, and
harmony.

10, Make up a simple falseta for Soleares and write it down,
using what you have learned so far about technique, rhythm, and
harmony.
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X Script
1. Here is the sound of the E chord made by barring a C at
the fourth fret. (*)
2. Here is the sound of the E chord made by forming a C at
the fourth fret, but leaving the first, second, and sixth strings

open., (%)

3. Here is the sound of the E chord made by barring a D
at the second fret. (%)

4. Here is the sound of the E chord made by forming a D
at the second fret, but leaving the first, second, and sixth
strings open. (%)

5. Here is the sound of the E chord made by barring an A
at the seventh fret., (*)

6. Here is the sound of the E chord made by forming an A
at the seventh fret, but leaving the first, second, and sixth
strings open. (%)

7. Here is the sound of the Am chord made by barring an Em
at the fifth fret. (®)

8. Here is the sound of the Am chord made by forming an Em
at the fifth fret, but leaving the first, fifth, and sixth
strings open. (%)

9. Here is the sound of the B7 at the open position. (%)

10. Here is the E7 at the fifth fret. (%)

1l. Here is the alternative E7. (%)

12. Here is the sound of the "F7" chord. (¥#) And without the
little finger. (%)

13, Here is the falseta in the text. (%)
14, Here is the falseta in the text. (%)
15. Here is the falseta in the text., (%)
16. Here is the falseta in the text. (%)

17. Here is the falseta in the text, (%)
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18. Here is the falseta in the text. (%)
19. Here is the falseta in the text. (%)
20, Here is the falseta in the text. (%)
21. Here is the falseta in the text. (%)
22, Here is the falseta in the text. (%)
23, Here is the falseta in the text., (%)
24, Here is the falseta in the text. (*)
25. Here is the falseta in the text. (%)
26, Here is the falseta in the text., (*)
27. Here is the falseta in the text., (%)
28, Here is the sound of the chord progression in the text. (%)
29, Here is the basic chording compas of the Alegrias. (%)
30. Here is the phrasing for the accompaniment of the cante. (%)

31. Here is the phrasing for the accompaniment of the cante,
using quadruplet rasgueados. (%)

32. Here is the desplante for the ..legrias, preceded and
followed by a chording compas of Alegrias. (%)

33. Here is llamada #1 for the Alegrias. (*)

34, Here is the triplet rasgueado (on the A chord). (%)
35. Here is llamada #l, using triplet rasgueados. (%)
36. Here is the taconeo falseta, repeated twice. (#*)
37. Here is the llamada #2. (%)

38, Here is the Paseo Castellano. (*)

39, Here is the falseta in the text. (%)

40, Here is the falseta in the text. (%)

41. Here is the falseta in the text. (%)

42, Here is the falseta in the text. (%)

43, Here is the falseta in the text. (%)
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44, Here is the falseta in the text. (%)

45, Here is the finale of the Escobilla, building until the
climax, and ending with llamada #2. (%)

The next nart of the tape refers to the practice exercises.

1. (Exercise Q) Here is the sound of the quadruplet rasgueado.

2. (Exercise 4) Here. is the pattern of the A major scale at
the open position (*), at the 2nd position (%), at the 4th position
at the 5th position (*), at the 7th position (¥*).

3. (Exercise 8) Here are the triplet figures of the exercises:
(a) ()
(b) (*)

Here are the quadruplet figures of the exercises:

(a) (*)
(b) (*)

The next part of the tape refers to the written exercises.

Exercise 4 (%)
Exercise 5 (%)
Exercise 6

(a) (*)

(b) (*®)

(c) (#)

(@) (*)

Exercise 7 (%)

Exercise 8 (*)

(*)

(*),
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