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FOREWORD

This book is the first in a trilogy designed to encourage guitarists to become better all round
musicians. The second book ‘Pathways to Improvisation’ is concerned with the study of har-
mony and counterpoint on the instrument which cventually leads to improvising skills. The
third book ‘Technique’, as the title suggests deals with such matters as exercises and scales. It
also analyses the essence of technique in a non-partisan way in order to discover what good
players with differing techniques have in common.

All three books have a practical bias with the emphasis on learning through playing.

Oliver Hunt.

MUSICAL NEW SERVICES LTD.,.ZO Denmark Street, London WC2H 8NE
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CHAPTER |

No higher than Position |11
No accidentals

Crochet pulse

Single line

No shorter than crotchets
Eight bars

CHAPTER 1l

No higher than Position IV
1 sharp

Crotchet pulse

Single line

No shorter than quavers
Eight bars

CHAPTER 11l

No higher than Position V

1 sharp and 1 flat

Crotchet pulse, quaver pulse and
compound time

Two parts

No shorter than quavers

Twelve bars

CHAPTER IV

No higher than Position VIII

2 sharps 1 flat

Crotchet and quaver pulse (Compound)

Chords and arpeggios

No shorter than semiquavers, and dotted
notes

Twelve bars

CHAPTER V

No higher than Position X

3 sharps and 1 flat

Crotchet and quaver pulse (compound)

Chords and arpeggios

No shorter than semiquavers and half
beat rests

Sixteen bars.

CHAPTER VI

No higher than position X!l

4 sharps, 1 flat

Crotchet and quaver pulse (compound)

Chordal

Syncopation, three quarter beat rests,
duplets, and triplets

Sixteen bars
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CHAPTER VIl

No higher than Position XI]

4 sharps, 2 flats

Crotchet, quaver and minim pulse
Chordal

Further syncopation, and triplets
Twenty four bars

CHAPTER VIII

No higher than Position XV

4 sharps, 3 flats

Signatures with odd numbers of beats
Chordal

No shorter than demi-semiquavers
Twenty four bars

CHAPTER IX

Complete

4 sharps, 4 flats

Changing time signatures with a common
pulse

Chordal

Triplets and quadruplets across the beat

Thirty two bars.

CHAPTER X

Complete

5 sharps, 5 flats, atonal

Changing time signatures, with a
changing pulse

Chordal, atonal, natural harmonics

Quintuplets, sextuplets, and septuplets.

Forty bars

CHAPTER XI

Complete

6 sharps, 6 flats, atonal

Semiquaver pulse

Chordal, atonal, artificial harmonics
No shorter than semi-demi-semiquavers
Twenty eight long bars

CHAPTER XlII

Complete

7 sharps, 7 flats, atonal

Any, or any combination

Chordal, atonal, ornaments, and
abbreviations

All irregular groups, Notes no shorter
than demi-semi-
demi-semiquavers

Fifty bars,



MUSICIANSHIP AND SIGHT READING
FOR GUITARISTS

By OLIVER HUNT
B.Mus. (Dunhelm).,L.G.S.M_Hon.F.L.C.M.
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INTRODUCTION

This book has been written as part of a plan to broaden and integrate the various
skills that are required from a guitarist in order to help him become a good all-
round musician.

Teaching practice whether it be directed to the amateur or professional,
places far too much emphasis on the performance of set pieces at the expense of
such matters as sight reading, ear training and improvisation, which are given
only scant treatment.

Good performing is of course of the utmost importance, and will be
enhanced by the development of these other skills. Far too many guitarists think
only of their techniques; - the shape of their nails, or what kind of strings they
should use etc, as if consideration of these important parochial matters alone will
be sufficient to turn them into good players. | have heard guitarists play with’
broken nails, appalling techniques, and rotten instruments, who somehow engage
you by their sheer musicality, and make the instrument sing in a way that cannot
be explained by technique. The simple answer is that they have music in them,
which is largely due to the fact that they can hear as well as feel what they play.
When most students play, they do not utilise their senses and other mental
faculties nearly enough, and the fact that they are bogged down by technical
difficulties often means that they are not hearing what they do, and no amount of
hand exercises will improve this situation. It is therefore just as important to
develop the ear and the mind, and to explore such matters as.hearing and co-
ordination in depth, which is also technique, but in a much broader sense.

This book concentrateson sight reading in conjunction with aural training.
It is also concerned with co-ordination, and is designed to make the student far
more aware of his fingers. The book is divided into twelve chapters which cor-
respond very roughly with an average student’s development from Grade |
through various Diplomas to the fully fledged professional. Experience has taught
me that there are certain aspects of sight reading which must be learnt system-
atically, and by so doing skill can be acquired far more rapidly than by haphazard-
ly reading through vast amounts of music. These aspects may be summarised as
follows:-

(1 Knowledge of the fingerboard.
(2) Knowledge of key signatures and the handling of
accidentals within them.

3) Knowledge of time signatures and rhythmic groups.
4)  The reading of both fingered and unfingered music.
S)  The reading of chords and arpeggios.
6)
(7)

S —

The interpretation of expression marks.
Learning to read ahead.

Since this is not a text on rudiments | have assumed in order to save space,
that the student is familiar with them. It does however put knowledge of rudi-
ments into practice, and if the student is not acquainted with them, there are
many good text books which deal with such matters.



Before launching into the substance of this book | should also like to offer
some advice on sight reading in general.

(1) Make sure that the side of the fingerboard is marked on the V,VII
and X frets, as these landmarks are of great assistance to begin with. | have also
found that it is helpful for the guitarist to place the music stand on his left, which
enables him to cut down the amount of head and eye movement, if he needs to
look at his left hand before sliding into a new position. It is only the advanced
player that can afford to do without these aids. There is therefore no stigma
attached to using them.

(2) Since it is difficult for a beginner to read both accurately and in
time, he should not try to do so at first. Instead he should deal with these prob-
lems separately as follows:- on the one hand reading out of time, working out
note positions and fingerings before playing, and on the other, reading in time
inaccurately if necessary leaving out or editing passages that cause difficulty.
Both these approaches lead eventually to the art of reading ahead.

(3) Reading in the higher positions may be practised informally as
follows:- If the top E string is not used, the student is compelled to think of
alternative fingerings on those parts of the fingerboard which are not often
used; a certain amount of editing may be necessary however.

(4)  Familiarity with remote keys is best acquired by selective readings
of music for other instruments, such as clarinet parts, or lute and keyboard music
which necessitates a knowledge of bass clef.

(5)  Alternative tunings such as (6) = D and (3) = F sharp, should only
be practised when the student is thoroughly familiar with the normal tuning. It is
not however necessary for him to select music written exclusively with these
tunings in mind. Both the exercises in this book and guitar music in general will

serve as practice material even if a certain amount of editing is necessary.

(6)  Transposition should also be practised when the student has devel-
oped a degree of fluency in normal reading.

(7) Ensemble playing is a sine qua non for all guitarists, quite apart
from the pleasure it gives, it helps the student to play in time and listen to the
other performers.

(8)  Last but not least, reading for pleasure. Taking a leaf out of the
enthusiastic amateur’s book, it is not a bad thing to read through pieces which are
beyond the scope of the student provided that this is not over indulged, and that
the music is not ploughed through in a slipshod manner. Many excellent though
gifted sight readers have acquired their skill by this means alone.

Most students will ask how long they should spend practising these
exercises and their sight reading in general. It is difficult to give an answer in
round figures to such a question, but there are certain difficulties which should be
recognised. The initial stages are by far the hardest, i.e. the problem of simultan-
eously counting, singing and playing which forms the basis of the practice method
in this book. The initial stage should be taken slowly, at first spending about ten
minutes per day on one or two exercises. As the student gains confidence, the
time may be increased to half an hour a day. When the student can perform the
examples in a particular chapter fluently and effortlessly the time may be reduced
with a greater proportion of it spent on general sight reading. The accurate
performance of irregular groups is another area where the time may have to be
temporarily increased. Regular practice is vital, it is far better to spread it thin
over a long period than to practise in fits and starts. Finally, I should like to pay
tribute to Paul Hindemith whose Elementary Training for Musicians, was the
inspiration behind this book, and to all my students both past and present, whose
difficulties enabled me to come up with these solutions.
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The practice method for Example 1 and similar ones in later sections is as
follows:—

Call out the name of the noté, the left hand finger, the right hand finger,

then play the note. Calling out impresses information on the memory, gives more
control and enables the student to learn more quickly.
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When the scale can be called out and played by heart, practice the note row in the
same manner,

Position I, note row without fingering.
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By this time the student should know where to find the'notes, and which fingers
to use.

Position |, sharps and flats.
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Practise the above sharps and flats which all lie under the hand
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In this rhythm exercise, all the main beats are counted out loud, and the notes are
sung and played for their correct duration. The student should either play the
bottom E string with the thumb, or the top E string with alternating i and m,
taking care to damp the rests. The rests must also be counted, but with a normal
speaking voice,

MELODY

The following fingered and unfingered melodies should be practised in a similar
manner to the rhythm exercises, i.e. they must be sung, played and counted
simultaneously. This method trains the ear as well as the hand and leads towards
anticipating the sound of the music. It is'also important at this stage to develop a
high degree of awareness of both hands to ensure correct fingering. All fingered
examples should be practised in the following ways. (1) Playing only. (2) Count-
ing and playing, (3) Singing and playing (4) Counting, singing and playing, (5) Call-
ing out right hand fingers, singing and playing (6) Calling out left hand fingers,
singing and playing. By practising with this degree of rigour at the beginning
stages all the essential foundations of hearing and co-ordination are laid, and
much fruitless practice time is spared.
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A beginner is bound to find it difficult to perform all these mental and physical
gymnastics at once, and Example 18 shows how the problem may be broken
down into constituent parts, which in themselves are easy. The first line
represents the rhythm only, which should be practised first, the second, the
pitches which may be performed in a free rhythm, and the third, the two com-
bined to produce the original melody.
TEST EXAMPLE
Moderato
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Progress may be checked by reading the test examples at the end of each chapter.
They should be performed in the normal way (i.e; without singing and counting
etc.) but care should be taken to follow the expression marks.
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' CHAPTER Il

The practice methods from now on are fundamentally the same as for Chapter |.
In the rhythm exercises the verbal patter is placed underneath the notes and
should therefore be self- explanatory.
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The above sharps and flats are all to be found on the fourth fret.
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In scales and note rows other than the first position, the fret on which the note is
to be played is indicated by a roman numeral written above it and from now on it
is the position rather than the left hand finger which should be called out.
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Compound times may be counted in two ways, depending on the tempo of the
music. If it is at a slow or moderate pace, all six beats should be counted; and if it
is fast it should be counted as two dotted crotchet beats each divisable by three
as illustrated above.
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TWO PARTS

In order to combine ear training and co-ordination, the following examples may
be practised in a number of ways. (1) When two or more notes are played at the
same time, it is best to establish the convention of reading from the bass upwards.
This will eliminate mental dithering. (2) The top part may be practised in all the
ways explained in Chapter |. (3) It is good practice to sing the bass line also. In
all three cases both parts are played simultaneously which may cause a little
difficulty at first, but it is excellent aural training.

i imimalmimi m

—
n%lw T

17t
e U . R
Cr o=

cr
1

m
1
.
7z
l
m i i - .
ﬁ-—l—J—iL}""“D_A‘J_v_i .J“Q | ™ K
#;:“:!: s e > 7T = w 0-¢ figj :
P ‘r | 2

._.
—
'

i m i rln i m a m i m 1 a m I a m i m i
! o P p
p— 4 h |
e ' ‘ s T
2 + oot +& ! - } —
98 15 : T ——— -
U PS § ) I] Lo, of ¢ B O
— !]' <L
er o b T T
m a m i m im{ m i m im i m i m a i m i m
| ' N Z ~
4 4 { 4 ] | 4
-0 . > |2 - lio: 1 1
| : 1 lg 29 0 o | 0 ! R 4
Y gJrd =




H
o
ﬁnFa
Un
L 18
1“ =
|

S~ 1‘___‘___

\J
e
B
)
’_;

| Y —

Nl
WI l
' trH
v
B
n
-
|
i

I
""‘IF _
“{J
'i‘“ 1.
|
|
L
'3
O R

~ 4|
|
s

1k
)
K
3|
—|
)

TEST EXAMPLE

Andante
i

h
o 3
‘SJ
: :‘;

m m i m . i
P

a 1 m a 1 m .
p i p
| A [ 4 2 1
L\_ 1 o %q‘,’{' j

7 B T

allargando



CHAPTER IV

PITCH
Position V, Scale

v VI VIl V vo vol v vo viod v vo VvV VI vio © VI \gl
2
L G 1 B . y
A= ———— e e e . i
32 g ’ + * T B“_“’H : 1 R |
TR |
Position V, Note row
o g e e ek DS
53 12y = > — = g
oJ - ‘ L4 =
RHYTHM
A ; L A : ; | [—— A
— ? ™ 1 ; JAY 1 1 ! : X
" Z] 1 18 1 )8 [ | )i 1 i i
54 \ﬁ = y - & I3 a8 [® ]
2 4 1 2and 3 4 1 2 3 and 4 land 2and 3 4and 1 2.3 4
ol R — ]
- A — —— t - = e .
S5 (74 —— ,
o 1l erand er 2 and er 3 er and 4 ander 1 2 3 4
— A . e ,

P j &g LAY T R > . -y J,
56 [% - e — i S—"——" — —" " —" 7 —" i
. 6 1 2 and 3 4 5and 6 and 1 2 3 and 4 5 6

pi | % 1 \ L] ’ . \ ' '
P-4 & WEENEA 1 o R : ; N = : 1 }
ST Iy tw——w"w—o—a—u- T S— i S E——— w-
and 1 and 2 and and 3 1 and 2 and and 3 and 1 2 3
MELODY
PositionAl
58 —L;ﬁ% ; = e ’ > L S w 3 R
i T s m—— — ——— S — s 2 ‘ *r— 4
e 1 | 4 N | — e v
4 — b - F & 2
T - - — | S— - - e
59 & S E %rfTr ; { l‘L _;_;_—;——L l——“ ‘_-_-—_- [{ _.—_«
ﬁ. R
o l " ] e TE g



Position 11

>
i

1

t

s

) #

_ 1

-

I..'.

D>

\igi

) G Sodn
'
|
AL
[ -E
o1
au
> ¢
s W
K
IS
ﬂ
¢
s
N
. _

204

-

> g o2 o

o°
T

-

L

O

2

S
4

& *

v




i s

‘—— _HL -
52t | b
3 ; — e ———, e
a o ,___'—‘ i . P 4 0
= R g ) ;:4. r - L g - N’

e
tvr
| YB3
I
\F” Y
o]
i
\

o 2o s 3 4 /\¥ e— v 1o N
> T bl 1§ [
—4.—3 - byl W —T - I
?K%L‘ " Loch A — D4 & ny ) — b ot
F %:J LT —— -
A 56 L ——— e
7 G A T Jo——+ " T A& & 7
[ R = = ——
=2 Y T ; 4 : 14
Y] - = e ;i;v s an?®
~—
HARMONY

The following examples are in three or four parts, and enable the student to learn
the fingerboard throughly. Here the emphasis is not on rhythm, and the counting
procedures should be dropped. It is however excellent ear training to sing the
inner parts as well as the bass and treble, taking each in turn. If the number of

parts is inconsistent, the nearest note in another part may be sung as an
alternative,
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ARPEGGIOS
Vith this style of writing, singing should be dropped. It is very important however
that the student learns to look ahead; the positions and fingers of the left hand
must be found before the right hand is engaged, otherwise the result is utter
contusion.
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A former student of mine invented this ingenious verbal patter for triplets, and |
have used it ever since. Care must be taken to space the notes evenly, and a steady
beat must be maintained. If any difficulty is encountered 2 metronome may be of
assistance.
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This exercise involves the problem of thinking across the beat, and | have devised
this method to aid the student in spacing the notes correctly. With any irregular
~group, one must first find the lowest common multiple between the main beat
and the group, and think of it mentally, while performing the latter against the
former. Example 99 should make this clear.
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CHAPTER Vi1l
PITCH

Since the first twelve frets complete an octave, it is easier both visually and

~ mentally to think of positions XIlI, XIV, XV and XVI as being positions, I, 11,1

and V. The student should therefore call them out in this way.
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RHYTHM

By this time the student should have developed a sufficiently strong sense of
rhythm to be able to dispense with some of the verbal patter. When the number
of sub-divisions of the beat is large as it is in Ex 139, calling out every subdivision
becomes an unwieldy task and is in danger of interrupting the flow of the music.
With these examples and from now on it will only be necessary to call out the
main beats; but if as in the case of Ex 139 the main beats are subdivided into
many units calling out the half beat as well may be useful.

A propos of the above, | should like to make a comment about teaching
practice in general. It seems that there are two schools of thought, apparently
diametrically opposed, which are both trying to achieve the same end. One school
works from the general to the particular, and the other from the particular to the
general. The generalisers tend to think in larger units. The famous piano teacher
Matthay believed that a good piano technique could be acquired by the use of
various big gestures and arm movements, whereas the opposing schools based
upon C.P.E. Bach believed that it could only be acquired by exercising the fingers
individually. These opposing views can be extended much further and embrace
one’s whole musical outlook. In the case of rhythm, the Matthay school would
encourage the student to think of a musical shape consisting of many smaller
units as a whole. The C.P.E. Bach school would maintain that the larger shape
could only be executed properly when the smaller units were thoroughly master-
ed;i.e, that if a phrase contained a smaller unit that consisted of a dotted crotchet
followed by a quaver, and it was that latter part of it that caused difficulty, no
amount of thinking of it as a whole would help the student to get the part right.
So far it should be apparent to the student that | fall very much into the C.P.E.
Bach camp, but this is not entirely the case, because | believe that both outlooks
are valid, and it is more a question of the time that they are introduced rather
than the fact that they are at loggerheads which is significant.

| believe that the detailed approach is valid for beginners, and that as soon
as some degree of co-ordination, clear thinking, and hearing has been achieved,
the student should gradually turn to the more generalised approach, when he
really does have the skill and perception to think in larger units. The ability to do
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‘-Lh:s wnll glve,hxs readlngs that breath of l:fc WhICh is thc’hallmark of a true
mus:cxan. Anyonc who has had experience of teaching begmners particularly if
they have a small talent, will realise that the Matthay approach is far too exalted

" to be of much practical he!p
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PITCH
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TRIPLETS AND QUADRUPLETS ACROSS THE BEAT
The practice method for these irregular groups is fundamentally the same as
explained in Chapter VI, in each case the verbal patter or mental aid is given on
the second line (see below)
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Ex 178 and 179 consist of time signatures with a common pulse, but differing
numbers of beats. This should cause no difficulty since the relative duration of

the notes remains constant (i.e.; a crotchet in 5/4 has the same duration as a
crochet in 4/4)

HARMONY

Some of the following examples are rather awkward to play but it is essential
that the student should come to grips with the problem of reading and playing
in high positions at this stage of his development.
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CHAPTER X
PITCH
Natural Harmonics

The reading of natural harmonics needs special attention due to the ambiguity of
their notation. In some editions they are written as they sound (see the first line
of Ex 187), but more often they are written as they should be played (see the
second line of Ex 187, which shows all the alternative strings and positions which
will produce one sound). In this example the notes and positions in the second
line will produce the sounds written above them in the first line.
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In this chapter more common irregular groups are introduced; since none are
across the beat, they should not present any difficulty, provided that the
rhythmic pulse is strong and care is taken to space them accurately.
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Changing Time Signatures
In these examples both the pulse and the number of beats change, but this
still does not affect the relative duration of the notes (a quaver in 4/4 is the same
length as a quaver in 6/8). In these cases the main beats and the smallest average
units common to all time signatures should be counted,unless the student has a
sufficiently strong sense of rhythm to dispense with such aids. The next two
examples should make this clear.
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CHAPTER XI
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Position | Artificial Harmonics

Artificial harmonics are always written at pitch, and therefore require no special

comment.
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The author

Oliver Hunt was born on June 26 1934. He studied the guitar at the Guildhall
School of Music under Madam Kramer in 1958 and subsequently with Julian
~Bream privately. He continued his studies in theory and compasition at the Royal
Academy of Music uhder Sir Lennox Berkeley and James Iiff, later winning the
William Wallace EXhLbI[lOﬂ for composition. )

-

.. His compositions which include solo works for guitar, piano, organ, and

harpsichord as well as choral, orchestral and chamber music, have been performed
and recorded in both England and Europe.
" His teaching methods are a synthesis of such diverse elemems as Yoga, the
.tone production of Julian Bream, and computor programming techniques — the
latter as a result of an informal collaborqnon with Or John H. Clark, now Senior
Lecturer of Psychology at Manchester University who helped him with the idea
that certain aspects of music could be taught more scientifically by using pro-
gramme Iearnmg techniques.

Presently he is Professor of Guitar at The London College 6f Music.
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