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PREFACE

It is generally accepted that the partial, if not the total growth of an
individual, is closely related to the basic qualities which make up the

human belng Nevertheless, we cannot disregard the student’s matura- -

" tion process, a process Wthh could be ‘either positive or negative and
which has a direct bearing on a developing personality. Without a doubt,
the very future of the artist will also be a consequence of his or her
acquired experience. How important it is, then, that those elements
which are considered constructive be well-deﬁned so as to avoid those
|

The_unfolding of the history of the guitar presents us with a wide
panorama and an evolution that is logical and progressive. This history is
full of virtues and defects, both of which can serve as very important
guides: the virtues have laid out a sure path, one which we should follow
with determination; the defects, when examined, should arrest our
attention in order to discover how not to err in the same way again.

This book tries to answer the complex problems related to instru-
mental technique and to the recreative process of making music. Both
converging towards a smgle point, these concepts form so intimate and
subtle a bond that it is not possible to know where one ends and the
other begins. Before this unity could become a reality, however, a
learning period is required so that our knowledge might evolve into
something alive and musical.

The search for logical solutions to the problems encountered at the
outset is_bound to be barren if what is at one’s dlsposal is a set of
‘unsophisticated concepts ts and a lack of sufficient experience. How then
are we to obtain the proper orientation that can guide us towards acquir-
ing maximal results with minimal effort? A b te

The reconsidering and reworking of the fundamental shortcommgs of
the traditional guitar school are absolutely essential. I believe that
all those students who turn to the guitar with a desire to learn are in need
of a guide. Going through life both as my own apprentice and teacher has
convinced me of this fact, and has led me to collect material year after
year trying to devise a system that could stand on its own.

This book is a testimony of an experience lived over the years. My
pupils from different parts of the world (many of them are already fine
guitarists) have helped me with their questions—questions similar to
those I asked myself during my first developing stage. To them, my
thanks, for with them I have learned; and faithful to the pupil in me and
the teacher in me, I shall go on learning.

To conclude, I must add that all the work exposed in this book is the
result of a series of tutorials given to my distinguished disciple and
friend, Alfredo Escande, who generously collaborated in the development
and ordering of these chapters.

Abel Carlevaro
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FOREWORD BY THE TRANSLATORS

The importance of this book lies in the door that it opens and in the
break that it makes with barriers that have made very difficult the possi-
bility of seeing another reality.

We first met Abel Carlevaro in 1975 at the Rencontres Internationales
de Guitare in Arles, France. Further encounters in France in 1976 and
1977, and in New York and Madrid in 1978, led us finally to an interna-
tional seminar in Montevideo where we stayed on in order to expand our
knowledge of the new school. Through a regular and more intimate con-
tact with the Maestro, our desire to become fully aware of what his crea-
tion for the guitar world represents was fulfilled.

Putting the theoretical notions into practice by examining and testing
the concepts, strengthened our conviction that this school has a firm
foundation, that it is sound and true. Both its development and our as-
similation of it are supported by a dual reality, a conceptual one estab-
lished on theoretical grounds, and an empirical one obtainable through

i

daily inquiry. 101 £ vs o s

There is an urgent need to make this theory known to the guitar
world, for it opens a new path that has in addition to a tangible truth, a
reality based on strict logic, both with which a unified structure has been
constructed. We feel that this thoroughly rational approach to the art of
guitar playing is not only important but that it represents an indispens-
able stepping stone for the guitarist of today.

When Carlevaro expressed a strong desire that we personally take
charge of a translation of his book into English, we embarked on the work
with great enthusiasm. After analyzing the text in detail and consulting
frequently with the author, and especially after having been tutored
in this method by Abel Carlevaro himself, we became convinced that
we could offer the English reading guitar world a translation, faith-
ful both in text and spirit.

The work has not only presented us with a further opportunity to
delve even more profoundly into the concepts, it has also given us a
great deal of joy. Our sincerest thanks go to the Maestro for having
made our task possible.

o

Jihad Azkoul
Bartolomé Diaz
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CHAPTER 1

PLACEMENT OF
THE GUITAR

A. BODY POSITION
How to Sit

B. HOW TO HOLD THE INSTRUMENT
1. Placing and Balancing the Guitar
2. Stability
3. Points of Contact

C. BODY MOVEMENTS



A. BODY POSITION

The basic problem faced by the beginner is always linked to the balance
of the instrument in relation to his body. He and the guitar must create a
stimulating and anatomical complex that not only avoids a strenuous
posture but also facilitates instrumental technique. Holding and stabiliz-
ing the guitar without hindering body and left arm movements must be the
starting point for developing a guitaristic school.

A guitar wrongly placed, or a defective attitude in the manner of
sitting, will immediately generate difficulty in the action of the fingers as
well as hamper their freely evolving mechanical capacity. Besides, in
due time, a variety of aching sensations may develop, particularly in the
shoulder and back. If the guitar is placed in a way that obliges the right
shoulder to make any unnecessary effort (e.g., by coming out of its natural
position and moving forward when placing the right arm over the upper
side of the guitar), a back pain will develop in just a few hours due to the
uncomfortable and anti-anatomical position adopted.

The guitar must accommodate itself to the body, not the body to the
guitar. The instrument must remain still and firm and yet allow the body

move when required by some action of the arm or the hand. In this way,
movements can be executed without affecting the balance of the instrument.
Flexibility—and by no means rigidity—should be the outstanding feature
of a player’s position, which can be individualized only after he (or she) has
taken into account his (or her) own anatomical characteristics.

As a prior step to any other consideration, close attention should be
paid to body position and the stability of the instrument. One should,
therefore,

a. refuse to adopt a position that inhibits free execution (anatomi-
cal and relaxed attitude), and

b. make possible the use of free and docile movements that can
respond to the performer’s artistic demands.

How To Sit

When a person sits placing both feet forward (left foot resting on a

stool), the effort required to maintain the body in equilibrium is taken over ,

completely by the back. Now, if this forced state were suddenly to be freed . '~

from its tension the body would tilt backwards. We shall define this
situation as Unstable Equilibrium, which is only attainable through the
application of a constant effort.

The first step to be taken so as to avoid efforts that could prove harmful
is, of course, finding what shall be called Stable Equilibrium—a mechani-
cal condition in which the body can stabilize itselfon a supporting platform
(the chair) and be as neutral as the pointer on a beam balance. 'The
neutral state can be attained by using the feet as motor elements, one
towards the front, the other towards the back. These two motor ele-
ments provide for body balance and allow for mobility: balance, be-
cause the positioning of the feet can determine the presence or absence
of stable equilibrium that is necessary for relaxed playing;and mobility,
because the body (trunk) will be able to move backward and forward as
desired, depending on the pressure applied to one foot or the other.
The action is transformed into one as natural as walking,



Since the left foot must rest on a stool in front of the chair, the right foot
should be placed on the floor slightly behind the performer to create a
balancing mechanism in which the backward effect of the left foot could be
cancelled.*

Taking into account the above facts, it should be clear that both sitting
position and the placing of the instrument should form a “whole” that
works both for males and females. There is no sense in dividing playing
position according to sex.

B. HOW TO HOLD THE INSTRUMENT

1. Placing and Balancing the Guitar

Only after the guitarist has found a position that is based on the concept
of Stable Equilibrium is he prepared to consider how to place the instru-
ment. The guitar must accommodate itself to the human body without
altering this equilibrium, and without interfering with the performer’s
freedom of movement. At the same time, the placing of the instrument
should comply with a series of prerequisites that a good performance
dictates. The criteria used in determining just how the guitar is to be
placed should be of a generic and conceptual nature. They should under no
condition be taken rigidly but rather as flexible and adjustable elements
that are adaptable to the physical characteristics of each individual.

A bad guitar position can harm the guitarist and, consequently, his
music. The performer would have to adopt a defective physical attitude
incompatible with his anatomy, and one very likely to impoverish his
technique and musical expression.

Correct placement of the instrument would allow for the greatest
freedom of movement in both low and high registers. The left arm should be
totally free and able to move in order to aid the hand and the fingers in
every way. At this point, it may be mentioned that the efficiency of the
fingers is always dependent on the attitude of the arm and is never an
isolated event. Every movement derives from some other and only through
a complete understanding and control of the “motor complex” would one be
able to attain the best results. o et

The body should be able to move without hindrance, forward and
toward the left (as shall be seen), so as to put even the highest register of
the fingerboard within easy reach of the hand. The right shoulder should
not be forced forward (Fig. 1a) or upward (Fig. 1b) in order to set the
arm over the upper part of the guitar.

* If one sits in a normal fashion, i.e., in the center of the chair, the front right leg of the
chair could interfere with the free movement of one’s right foot or leg. (Logically this
statement refers only to common four-legged ones and not to one-legged stools and other
variants). The guitarist should sit, therefore, on the forward right corner so as not to impede
the movements of the right leg and foot.
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Consequently, the instrument, leaning on the left leg should be |
s’ ‘., bevelledinrelation tothe body, with the upper side close to the right breast i« >
L and the guitar neck pointing outwards (Fig. 2). The two drawings in
Fig. 3 illustrate incorrect ways of sitting.

Fig. 2 Correct
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Fig. 3 Incorrect
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The right-hand fingers must perform perpendicularly to the strings
since ghdlngalong them'is very likely to produce noises that would detract
from the music. To obtain a perpendicularity of attack, the wrist need not
be curved in an exaggerated form; instead, one should search for the ideal

inclination of the guitar, raising and lowering it, rotating it between both

legs, adjusting it until the fingers can effect the most efficient stroke as !

naturally as possible.

2. Stability

Involuntary and unforeseen movements of the guitar will disorient the
remain motionless even when the body _ngg\Les dué to technical or musical
demands. This does not mean that the guitar must never be moved: it may
become necessary to adjust its position during the course of a performance,
but these movements must always be voluntary—marrying, so to speak,
guitarist and instrument. Unexpected and surprising movements must at
all cost be avoided.

Controlled stability of the guitar is a result of body balance (correct
sitting posture) on the one hand, and of establishing logical contact points
with the instrument on the other.

3. Points of Contact

The guitar has five contact points in relation to the body.In order of
importance these are: (a) the left leg, (b) the right leg, (c) the right arm, (d)
the left hand, and (e) the right side of the body (and never the left).

The first four are active contact points and through them the instru-
ment can be firmly held. The fifth contact point is passive or neutral, i.e., it
does not participate in holding the instrument. Just three active points of
contact, however, are necessary to maintain and control the stability of the
guitar.

a. Left Leg

This contact point has the following characteristics.

i) Basic element in holding the guitar.
ii) Firmest contact point (all the rest are movable).
iii) As a consequence, a reference point for all body movements.
iv) Central and stable contact point coming ahead of and related to
all the other contact points.
Given the bevelled position, the curvature of the lower side of the guitar
could prove somewhat awkward when trying to accommodate it to the left

leg. The problem of imbalance that may arise could be overcome by using a -

cushion (Fig. 4) that not only helps m mold the shape of the guitar to the
leg, but also prevents the instrument Trora eventually sliding.*

* The first objective is attained by making the cushion out of sponge, the second by using a
slip-free material (e.g., latex) for its upper side (i.e., the part that would touch the guitar).



b. Right Leg
Only after the guitar has been placed on the left leg should the right one

be brought into play. This is done by allowing the right thigh to come into = - .

natural contact with the flat surface of‘the side of the guitar rather than
merely to touch the corner of it (i.e., where the back meets the side), and
should result in effective balance and control while maintaining the
bevelled position.

Fig. 4

c. Right Arm

The right arm should rest over the upper side of the guitar letting its
own weight contribute to balancing the instrument (see Chapter II).

d. Left Hand

There are a number of situations (to be mentioned later) in which the
right arm must be lifted—it is in these cases that the left hand becomes the
third essential contact point with the guitar (neck).

e. Right Side of the Body

The body as a contact point plays a totally neutral and passive role and
does not belong to the group of three contact points essential for balancing
the instrument. Still, it is imperative to remember that the natural contact
with the guitar is always against the right and never against the left side of
the chest. Placing the left side of the chest against the guitar must be
considered defective because it could harmfully force the right shoulder
forward. One should, therefore, avoid this from the very beginning.

The fifth (neutral) contact point is established when the guitarist
himself moves forward in performing attitude, and not because the guitar
is made to lean against him.

”



The sequence of events in placing the guitar can be summarized as

follows:

!
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1. Place the guitar over the left leg (with the cushion) taking into
account its bevelled position relative to the body.

2. At the same time, separate the right leg moving it backwards so
that nothing obstructs the instrument from the very beginning.

3. Bring the right leg well into contact with the side of the gui-
tar in the manner described above.

4. Place the necessary contact point, the right arm, by resting it
over the upper side of the guitar as in Fig. 5.

Fig. 5

N. B. Listed here are some of the more common, but by no means

exclusive, situations which do not require a fixed contact point for
the right arm.

(1) Certain harmonics performed with the right hand: the contact point
is moved or the whole arm is freed.

(2) Pizzicatos (some).

(3) Muted or dampened sounds (exceptionally).

(4) Dynamic resources that require arm movement.

(5) Some strokes of the thumb along the six strings in arpeggiated
chords (with or without contact point).

(6) Exceptional transversal displacements of the other fingers, from
first to sixth string or vice versa.

(7) Certain thumb strokes that require ‘fijacién” (fixation).

(8) Non-traditional tone colors and percussive effects employed in con-
temporary music.



C. BODY MOVEMENTS
(Without Affecting the Instrument’s Balance)

Movements of the body are necessary when certain technical demands
are placed on the left hand and arm. Most of these displacements
have their origin in and are controlled by both feet as motor elements.
Each foot is then a lever which uses the ground like a platform in order
to transmit a force that will directly act on the movements of the body.
The body itself need not make any effort whatsoever.

When left-forward movements of the body are required, the right foot
comes into action. (This foot, incidentally, should be quite free to move.)
Contrary body motion is executed by applying slight pressure to the left
foot which is stationary (on a stool); in this way the trunk can return to its
original position.

The use of the vertebral column as the only motor element is counter-
productive, and hence must be discouraged. In addition to being harm-
ful, bending the spine forward obstructs mechanical freedom.

How can these movements, in which the trunk and the guitar are
sometimes separated, be performed while maintaining instrument bal-
ance at all times? Were the angle formed by the right elbow to remain
constant and rigid, the guitar would be dragged with the body whenever
the latter moved backward. Once the concept of governing the stability of
the instrument is fully grasped (i.e., that there are three necessary and
sufficient contact points), and the function of the right arm is understood
(i.e., that its own weight keeps the guitar steady), all that remains is to
allow the right elbow to vary its angle graciously when required and thereby
acquiesce to the movements of the body. In this way, the guitar can remain
in its desired place, unaffected by the displacements discussed.

It is recommended that these operations be worked upon separately
until a fair amount of dexterity in the movements of the body is
achieved.



CHAPTER I1

RIGHT ARM

A. FUNCTIONS
B. CONTACT POINT
C. RIGHT HAND DISPLACEMENT

D. RIGHT HAND ATTITUDE
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A. FUNCTIONS

The right arm has two well-defined and clearly differentiated functions
that must form a harmonious unit. It is true that there may be occasions
when each function acts separately; in general, however, they work as a
combined system, and never should the specialized mechanism which
characterizes one of them be allowed to interfere with that of the other.
This double function of the arm involves certain subtleties that are essen-
tial for the guitarist to understand and assimilate completely.

The principle function of the right arm is in its role as a contact point:
a great deal of the stability of the inistrument depends on“it. Any part of
the arm touching almost any section of the upper side of the guitar should
be able to hold it in place.

The other function directly relates to the unit it creates with the hand,
a unit that is vital and that depends on its location for responding effec.
tively to each and every demand of the fingers. It follows that just where
this point of contact between arm and guitar is made must be variable
since it will determine the precise placement of the hand and fingers. It is
for this reason that there cannot exist one single point since the arm may
have to be displaced for the purpose of transferring the ﬁngers to their
precise spot. It can be said to be performmg passively when it is used to
displace the hand, and actively when in its more competent capac1ty it
serves specific ends (for producing radical dynamic changes, percussive
effects, etc.).

These two functions clearly differ, but they should complement each
other in order to converge in a unit that favors the net mechanism of
the hand.

B. CONTACT POINT

In determining not only where along the upper side of the guitar the
arm is to rest, but also that part of the right arm which is to come into
contact with the instrument, one has to take into consideration the fol-
lowing.

1. The fingers must always attack the strings perpendlcul(Lﬂy S0
as to avoid the Triction and scraping that couH"ieoparEhze ob-
taining a perfect sound. Ve T2

2. The hand must be displaceable so that the ﬁngers need not
have to strétch to reach the strings with precision. There is an
area of action in which each finger is capable of producing its
maximum output—if this range is overcome by stretching, the

capacity of the finger tends to diminish.

10



What are the conditions that favor the most effective action of the
fingers? Firstly, there is their location and secondly, there is the attack in
itself, determined by the muscle or muscles used. However, this second
condition is always subordinate to the first: careful placement will assure
that after striking, the trajectory of the finger- w'II not 1nterfere with an
adjacent string.

Fig. 1

Placement of the finger is thus determined by the mobility of the right
hand. As a visual reference point, the knuckle line (not the finger tips,
which are movable elements) should be able to surpass both the sixth and
first strings when the hand is moved up and down (Fig. 1).

It is somewhere between the elbow and the wrist that the arm has its

contact point, the location of which need not be affected in order to dis-
place the hand from the first to the sixth string and back.

The point or section of the upper side on which the arm should rest can
be located near the i lmaglnary upward extension of the bridge, taking into
account that the fingers, in their natural contraction, attack the strings
perpendicularly. If, however, this point is moved to the right, as in
Fig. 2, the attack becomes slanted and the fingers will slide on the
strings owing to their oblique trajectory.

TP wed e g
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Fig. 2

N. B. The arm might be naturally and correctly placed with
respect to the shoulder yet incorrectly placed in relation to the
strings. As a consequence, the thumb in its trajectory is very like -
ly to interfere with the index finger (Fig. 3).

C. RIGHT HAND DISPLACEMENT
Fig. 3

In this case, the guitarist must understand that the problem lies in
just how the instrument is placed; once the position is corrected—by
lifting the neck slightly and adjusting the right leg to the new
situation—the strings may be struck in a perpendicular fashion (Fig. 4).

12



Fig. 4

Now it can be seen that the complex is satisfactory in all of its parts
and that the mistake was due to the incorrect placement of the guitar, not
to a wrong position of the arm. When one of the factors that makes up
this harmonious complex is disturbed, the rest is also likely to be af-
fected.

The correct placement of the right hand and a perpendicular stroke on !

the strings by the fingers will be achieved by interacting three different
elements: point on the arm that touches the guitar, point on the upper
side on which the arm rests, and the degree of inclination of the instru-
ment. These elements should be combined in the way that best suits
each guitarist.

The right hand can be displaced in three different ways, and each way
permits the fingers to be positioned comfortably so that they need not

stretch to reach the required string. The first two maintain the contact . -. -

point of the arm and correspond to what shall be called “Natural Posi-
tion,” while the third refers to the cases in which the contact point either
has to change or can be done away with altogether.

NATURAL POSITION (N.P.) shall be defined as the situation in
which the right arm is employed not only as an active element in balance
(contact point), but also as an important factor in hand and finger tech-
nique. These two features should form a unified structure in which
neither of them is permitted to interfere with the other. The effective
performing region of the right hand corresponding to the N.P. is situated
around the soundhole and comprises an area limited by the natural reach
of the hand and subject to the aforementioned contact point.

/1./ Displacement Type One

The arm remains equidistant to the soundboard as it is displaced over
it, describing part of a circle which has its center at the contact point
between the arm and the upper side. Taking this point (and not the
elbow) as the axis, the arm is transformed into a lever of the first kind to
displace the hand from the first to the sixth string and back.

13



To make sure that the fingers always strike the strings perpendicu-
larly, the lateral angle formed at the wrist must be adjusted as the hand
moves towards the bass strings: this angle becomes more pronounced as

the forearm tends towards parallelism with the strings (see Figs. 5
and 6).

Fig. 5 (1st string)

If this adjustment of the wrist were not made, the attack would be-
come slanted, the fingers producing undesired noises as they scrape
against the bass strings. o

What has been said applies to the index, middle, and annular (ring)
fingers which perform in their natural contraction; the perpendicularity
of attack by the thumb is not affected by this hand displacement.

t

Fig. 6 (6th string)

14



Fig. 7

/2/. Displacement Type Two

The hand describes a line perpendicular to the strings without re-
quiring the arm to slide over the side of the instrument. It can be seen that
the wrist will move away from the soundboard without affecting the
contact point of the arm; for this, it would have to fold inward, changing
the angle formed by the palm and the inner part of the forearm. As the
hand travels from the first to the sixth string, the fingers approach the
basses without difficulty (see Figs. 7 and 8).

Fig. 8

/3,/ Displacement Type Three
Situations in which the contact point is not employed (as mentioned in
Chapter I) require that the arm temporarily change or even abandon
contact altogether. The motor mechanism linking the arm, hand, and
fingers should function as a harmonious complex that has its outlet in the

fingers. The arm should be conditioned to the hand, and the hand to the

S EPEN P N
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fingers. In the first two types of displacement—which make use of a fixed
contact point, a situation that has been referred to as Natural Position—
the double role of the arm, in its mechanics and in its capacity to keep the
instrument stable, functions as an integrated unit.

The third type of displacement varies or abolishes the contact point
and is governed entirely by the mechanical demands of the fingers:

a. when R.H. (right hand) movements must exceed the range cor-
responding to N.P., e.g., for performing certain harmonics at
the twelfth fret with the right hand; sulla tastiera or sul pon-
ticello effects.

b. when the arm itself becomes directly involved as a performing
element through the use of different kinds of fijacion:* as re-
quired by special cases of dynamics (ff attacks), articulation
(staccato), percussion effects (tambora), different timbres, and
contemporary sound effects, to name but a few.

D. RIGHT HAND ATTITUDE N

The most convenient attitude that the right hand can take when it is
presented to the strings is one of repose, one free from any stiffness. It
should be slightly concave, with the knuckle line somewhat parallel to
the soundboard. When the hand is held in this proper attitude, the fingers
can perform to their fullest capacity (from the point of view of intensity,
timbre, and rhythmic precision) in total freedom and without obstructing
one another.

As the most natural way to strike the strings is perpendicularly, the
first problem that arises relates to the most advantageous use of the
thumb. If the thumbnail were allowed to grow unrestricted,** the gui-
tarist would be obliged to distort his R.H. position—the thumb, drawn
into the palm and presented perpendicularly to the soundboard, would
interfere with the activity of the other fingers (Fig. 2).

Fig. 9
All the same, separation alone of the thumb is insufficient.
* A Spanish term literally meaning “fixation” which will be defined and discussed
thoroughly in Chapter III.

** See Chapter IV, Section D.

16



The path along which each finger moves must be free from any inter-
ference; as index, middle, and annular perform in the same direction
(one opposite to that of the thumb), it is very unlikely for them to get
in each other’s way. The thumb, however, could be obstructed if it
were allowed to act within the range of the other fingers: positioning
it perpendicularly to the soundboard has, therefore, to be rejected. The
uest way to assure a clear course for the thumb would be to separate it
laterally (Fig. 10) so that is could be activated at its base by its mus-
cular aggregate (a concept thet will be duscussed in Chapter IV).

Fig. 10 (with lifted thumb)

With the thumb lifted away from the strings, the stroke becomes
slanted and creates an annoying sound caused by the friction against
the string.

Fig. 11

17



An alternative would be to bring down the whole palm, allowing the
thumb to reach the required string each time it has to perform.

In the first case, a defective sound is produced, while in the second, the
hand unnecessarily loses control. (There are situations, no doubt, in
which the hand moves to assist the thumb; but they are justified by
more important and clearly defined motives related to the use of the arm
by fijacién, a concept already mentioned and to be defined later.)

The thumb, separated laterally, should be presented to the string with
a slight inclination of the hand, and carried to its precise position until it

makes contact with the string. It is in this way that the problems men-
tioned above can be avoided (Fig. 11).

The index and middle fingers should be slightly curved so that this
tilting of the hand will not affect the annular’s anility to reach the
string.

In this manner, the hand is in its N.P. and is ready to perform be-
cause:

1. The thumb can play laterally on the basses (and even on the
third, second, and first strings exceptionally), without encoun-
tering any obstacles whatsoever.

2. Index and middle fingers may also perform freely without
hampering or being hampered by the thumb.

3. The annular, the “singing” finger which often carries the so-
prano voice, takes on a slightly straighter attitude allowing
for better sonority as shall be seen in the chapter that deals
with foques, the different types of strokes available to the
right hand.

The guitarist must by all means avoid “dropping” the hand to the
right side (i.e., towards the little finger) as this action would force the
annular to bend and thereby restrict its mobility. By closely examining
Fig. 12 and especially by attempting the task oneself, it can be dis-

covered that the free movement of the thumb becomes impaired and . ...,

that the annular produces an annoying and disagreeable sound, one
completely lacking in quality.

18
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LAXATION

F. SOME SITUATIONS THAT REQUIRE FIJACION



A. TECHNIQUE AT THE SERVICE OF ART

One of the major concerns in mastering an instrument has always
been technique. Rather than being a mere outcome of the activity of the
fingers, technique should be conceived as a process that is under the
complete control of the voluntary system of the cerebrum: it should
never be an unmeditated state. oo

| There is one thmg that has to be learned: the trade but there is

, something else that is our very own and that no one can teach us.

' A performer is always faced with two problems. One concerns the
purely mechanical difficulties contained within a musical work, the
other the interpretative and expressive aspects of the music. It is

- highly advisable to tackle the latter problem first, for the artistic domain
should be entered from the very beginning. Is it conceivable to plunge
into a piece before knowing what is to be expressed? This is a point that
should never be lost sight of since without it would come the risk of
distorting the very nature of art. Were the trade, in its literal sense ever

to become the main goal, the outcome would be dev01d of art 1tse1f s

former in that he orients himself primarily around the mechanics of
playing and keeps apart from everything else in order to highlight his
digital juggling (which he treats as if it were a precious gift) and gives
his techniqlie” personality, autonomy and value, characteristics that
clearly do not pertain to it. Through this power of which he is proud,
he hopes to obtain the desired traits of the virtuoso.

It can even be asked, What purpose would a technique that requires
so much sacrifice serve? What possible justification could such hyper-
trophy have? It is absurd to pretend to be making music this way. With
technique as the main goal, void of all else, art can be only dehumanized.
' Beware of that monster! Once created, it must be tamed and made to
serve the pure values of art, for otherw1$e only the contrary and irrever-
sible effects would be obtalned

_Spirit and substance are two forces that must be Jomed in the
creation of art. In this way, substance would become somewhat spiritual
and the spirit would somehow take on material form. Art pertains to
the realm of the soul, and technique belongs to that of reason. Through
the happy union of these two elements is born an artistic manifestation, a
real symbiosis created by man.

B. WHAT IS SIMPLE DERIVES FROM AN
INTELLIGENTLY COMBINED COMPLEX

The gradual acquisition of mechanical ability, or technique per se,
has to be linked to various stages of development during a specific
period of study. At first, the different elements are studied in iso-
lation as though they were the only objective to be attained. At a
more advanced- stage, all the isolated elements can then be related to
form a proper technique, a genuine mechanism.
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From each movement is born every other: without complete know-
ledge and mastery of the motor complex, the to}:al agqulsltlon of these
movements is not possible, and it would be useless to pretend other-
wise. Each activity of the fingers is made up of a number of different
movements that work together in association and converge in order to
culminate in one precise action. In other words, a simple activity as
such does not exist; rather it should be thought of as a complex from
which the mind intelligently selects the combinations which will be
used.

Total mastery is the result of controlling individual elements, and
making correct use of it depends on the choice of the different combi-
nations.This means then that technique must be responsive to conscious
work that is thoroughly effected, and that other concepts relating to
natural aptitude or, worse yet, to clwance should be rejected. Ay 0 0,0«

Analysis in itself, along with the aid of a developed and deflned logic
with respect to the movements to be made, must not in any way be
construed as an attack upon our intuitive impulses. In fact, the Emo-
tional and the Subjective come fully alive, just as they should, when
analysis is allowed to serve as a firm platform for the free express1on of
emotion. [ i P

Let us bear in mind that. real work is done onl when isolated exer-
cises are prepared in"advafice and that the outcome is positive and ef-
fective when these are properly put together. Speed and freedom of
movements, or professional ease and dexterity, are engendered in all
that has been said. The combination, the correct interrelationship
between different actions, will give us in the end the perfection and
precision we seek. e

In the first phase, in order to overcome a given difficulty, it is im-
portant to divide and isolate the different components and to work on
them separately Once this stage has been assimilated, a correct execu-
tion would consist of the sum total of every simple and partial move-
ment submissively responding to the stimuli sent out by the brain.

Upon reaching a higher stage of development, simple movements as
such no longer exist. It should be added, however, that these move-
ments may appear at {irst sight to be simple, but that in reality EACH
APPARENTLY SIMPLE MOVEMENT IS THE RESULT OF THE
INTELLIGENT COMBINATION OF SEVERAIL PARTIAL MOVE-
MENTS OF ITS COMPONENTS.

From this we can conclude that the mechanism employed and the
mental representation of what is to be effected have a direct bearing
o1 the precision of each movement.

Intelligent use of the different elements of the motor complex (arm-
hand-fingers), and the active (direct) or passive (indirect) participation of
these elements through exact fijacién (see below) at a determined mo-
ment and place, lead to precision in instrumental execution. As such,
PRECISION IS DIRECTLY RELATED TO THE LOGICAL AND REA-
SONED BASIS FOR EVERY MOVEMENT AND FIJACION PER-
FORMED.

C. MUSCULAR FATIGUE

Consider the following. The accumulation of useless hours of
machine-like and unintelligent work; the lack of a theoretical founda-
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tion from which to choose the appropriate m:chanism; the almost
exclusive employment of the fingers for each determined end while
ignoring strong and more capable elements; the erroneous but fashion-
able belief that the main factor in the education of the student can be
measured by the number of study hours-—all these are counter pro-
ductive and inevitably lead to general and muscular fatigue. In the long
run, negative habits will develop, habits that con turn into an almost
insurmountable barrier that would stand in the way of the redevelcp-
ment of the well-intentioned instrumentalist. A negative habit can be
defeated and abolished only througn the employment of another
constructive, but cpposed and stronger habit, one capable of undoing
the old one.

In what corresponds directly to instrumental technique, it can be said
that work in which the mind does not .participate actively should be
considered harmful and noxious for the real development of the technical
faculties.

Taken as a habit, the chronic repetition of automated mechanical
defects in a passage containing technical difficulties would develop into
a vice that requires an obstinate and useless increase in the amount of
work. Besides the unfortunately insufficient improvement, the inevitable
consequence of this approach will be exhaustion and general fatigue.
What is lacking is a knowledge of how to arrange ‘every movement intel-
ligently, allowing the superior will of the mind to determine the means of
action that can comply w1th the principle of maximum results through
minimum effort.” - - EY

It must be understood that general and muscular fatlgue cannot be
attenuated solely through repetition which is not impelled by a purpose
that guides all of the movements, and that THE ISOLATED WORK
OF THE FINGERS IS THE MAIN CAUSE OF MUbCULAR FA-
TIGUE.
~The selective and conscious use of fijacién can yleld a radlcal change
that eliminates gratuitous and useless fatigue and that transforms the

difficult into the easy and the impossible into the completely feasible.-+' o

The resultant eloquence comes from the use of a technique that works
on the interest and not on the capital of one’s maximum resources.

D. FIJACION

Fijacion (a Spanish term literally meaning fixation) will be defined
as the VOLUNTARY AND MOMENTARY NULLIFICATION OR
IMMOBILITY of one or more articulations for the purpose of allowing
stronger and more capable elements to perform in a particular way.
Fijacion is, therefore, a voluntary act which controls a specific arti-
culation and temporarily cancels it in order to permit a movement or
a force to be transmitted through it. In this way, the articulation can
function as a bond or a bridge.

Depending on the dynamic level, timbre, speed requirements, or any
other performing nuance, it is through ﬁjacwn that stronger muscles that
are called upon will be of service. The work of the fingers could
thus be taken over by the hand, the wrist or the arm; this mechanism
applies, of course, to the activity of both hands.
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It must be pointed out that nullifying an articulation never implies a
state of rigidity. Furthermore, fijacién must not only begin just when
necessary, but must stop immediately when its need has terminated,
with the articulation in question resuming its flexibility and readi-

ness for any other mechanical demands.

E. LOGICAL SOLUTIONS AND HARD WORK:
MUTUALLY EXCLUSIVE? THE NOTION
»o~777  OF RELAXATION

e e A

For his complete development, the guitarist must have a concrete and
conscious attitude towards his instrument (THEORY) and a correct
digito-mechanical formation (TECHNIQUE). Theory is a premeditated
mental attitude based on reasoning while technique is the application of
that theory. Correct playing is the result of appropriately combining
these two over a period of time.

Tiredness or muscular fatigue cannot be reduced, and even less made

to disappear, by working daily and repeatedly on an exercise when the
- real cause of this fatigue lies in the defective use of technique, and if what is
lacking is the awareness of the various movements and their associations
that can be made through fijacién.

One of the precious faculties of a true performer is knowing how to
select his movements. SELECTION IS THE MARK OF THE CRE-
ATOR, a faculty that belongs to the mind, and the hands are those ex-
ternal elements at the disposal of the guitarist.

Fatigue is most efficiently avoided by knowing how to employ
stronger, fitter elements for each determined goal. That is to say, that
when a finger cannot perform a certain movement or movements natu-
rally and with ease, fijacion must be voluntarily called upon in order to
delegate a component of the hand-arm complex to do it. This is why it is
indispensable for all the parts of the motor complex to be completely
trained. TRAINING OF THE FINGERS CANNOT BE CONSIDERED
COMPLETE WITHOUT THAT OF THE HAND, WRIST AND ARM.

Although every action culminates at the fingertips, very often it does

not have its origin in the finger itself; rather, the impulse is momentarily
allowed to come from somewhere else. It is in these moments that the
fingers execute a function similar to that of the nails: they act passively
and are directed by other elements.

GENUINE STUDY TAKES PLACE DURING SHORT INTERVALS

AND IN MOMENTS OF GREAT MENTAL CONCENTRATION. Its

value should be measured by the level of concentration that correct play-

ing requires and never by the number of hours employed. N6t only might
fatigue and exhaustion serve as a good indication that cramming is un-
suitable, but it is clear that a reservoir of energy is necessary for much
‘of the technical work to be done.

This is how to avoid the unconscious and automated development of
skills, and to do away with the absurdity of repeating, with inappro-

priate means, the same parts or passages of a piece. The choice of the
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