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^tr',tr5receding two installments of this column,
Alison Bert and Richard Provost provided us with their
insights into the righbhand ?lanting kinciple.' As
discusse{ benefits to be gained from this technique
include increased acerracy, a greater awareness of
articulation (with resulting effects on tone and {ynam-
ics), and the reduction of exbaneor:s noises otherwise
caused by undisciplined fingers. Additionally, one of
the foremost benefits of planting is the potential for
inreased playrng velocity and endurance. Most people
have the abiliff to move t}eir fingers quickly, but it is
the time needed (1) to release tension after plucking a
shing and (2) to reposition the fingers for plucking
again that limits one's ability for sustained speed
without fatigue. Planting enables the guitarist to
position two or more fingers together ("simultaneous
plant") or to position one 6nger while another finger is
playrng fsequential planf); therefore, less time is
needed for preparation and more time is gained for
muscle relaxation. Pepe Romero has compared this
controlled qynchronization of the filgers to the firing of
pistons in a finely h:ned engine.-Tire hand firnctions as
a machine operating at peak efEcienry. the reader is
referred back to the hro articles by Ms. Bert and Mr.
hovost for specific applications of the planting prin-
ciple with varior.rs combinations of the fingers.r

Any guitarist unfamiliar with Studio per ln
Chitana, Opus 1, by Mauro Giuliani would then be
well advised to purchase a copy of this impoftant work
since it contains one hundred and twenty useful arpeg-
gio patterns for practice.2 According to Andr6s Segovi4
'lhese exercises for the right hand by Giuliani, while
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they do not exhaust all possibilities, do very skillfully
make use of the greater part of the arpeggios which
milht occtr in compositions written for the guitar.
they are enormor:sly helpfir[ and they should there
fore be practiced every day.a

Dotted rhyt}rms in arpeggic
One of the most useful procedures to develop veloc-

ity in arpeggros is to practice dotted rhythms. lhis
permits the guitarist to experience the sensation of
high velocity playing on selected suMivisions of the
beat thereby e:rposing possible weaknesses of individ-
r:al fingers. It also aids in sharpening muscular im-
pulses by highlighting the sensations of exertion and
relaxation (Example 1).

Example 1.
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Short bursts in arpeggios
The next step is to practice small groups of notes in

speed bursts. The number of notes in each group
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should then be increased gradually to develop endur-
ance. By changing the startingpoints and accents of an
arpegio paHern, weaknesses in individual fingers can

again be deternrined and o,ertome (Example 2).

Examph 2
I r:'-'-€ i
/'.--'

P!ac'-i,cedt
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Notes on a aingle string
Similarly, repeated notes on the same shing may be

practiced in dotted rhythms and in short speed bursts.
Use all righUhand finger combinations with both rest
stroke @poyondd and free stroke Girqndd. As before,
gradually increase the number of notes in each group
(Example 3).

tlample 3

&ample 4
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r}] r 3{ ETC.
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Stacatto artiqilationt
When practicing Example 4 above, the guitarist will

likely find that peak velocity is significantly slower
than was possible in Example 3. the problem lies in
coordinating the le&-hand finger placement prior to
plucking the strings with the right hand" The sohrtion
to the problem is again thrcudr right hand prcpara-
tion (previowly discussed as part of the planting prin-
ciple in arpegios), this time as applied to consecutive
notes occurring on the same string. Unlike planting on
alternate shings, planting on the same stoing will
prduce a degree of, silence before each note (Example
5).

hample 5

Prcpar€ Prep.r!

Pl.y PI.y PIaY PIaY
I
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An excellent oppoilunity to practice singleshing
bu$s in a musical settingis througlr.Lepzl@( tOpus
31, No. 191by Fernando Sor (the piece will be found at
the conclusion of this article).{ the right hand finepr-
ings and the number of repetitions may be varied as in
Example 3 above for sfirfo.

Cmrdination between the hands may be developed
by practicing short bursts on the same string while
changing pitches of the individual notes with the left,
hand. As before, use both rest and free shoke, use dl
possible right-hand finpr combinations (as well as

left.hand combination.), *d progressively inoease
the speed of the note groupings @xample 4).

Consider Charles Durcan's comments on how these
"staccato artiqrlations'may b usd to coordinate the
two trands

You may harre noted...that the preparation of
the right hand finger coincides with the fall
and placement of the left'hand finger. This is
one of the clearest instances of what "coordi-
nation" means in guitff playrng. Remember,
it takes hro impulses to play any given note
with full right hand control: a pupare im-
pulse, and an qnule impulse. By phasing
the left-hand attack to coincide with the

a
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ridrbhand preparation impulse, we coordi-

rri't the hands by overlapping the impulses:

ImFIse I: ImPulse 2:

Right hard pr€paEs Right ttand o(ecutes

Irft hard 6nds noe

Any discrepancy in timing will confuse the
clarity of this pattem by splitting the first
impulse. The consequent tlufte/ behveen
impulses hastens the breakdown of acaracy
at higlr speeds, where we can no lonpr con-
sciousty coordinate the movements of the
hands.6

To sharpen the tactile sensations of the two im-
pulses, b€gin with a very slow tempo; however, do not
associate the tempo with the speed of attad<. A fast and
fluid finger movement should be utilized regardless of
whether the temp is adagb or prcdn. At a slow tempo,
however, the length of the staccato articulation in-
sreases relative to the length of the note, thereby gving
the left hand more time to prepare. As cmrdination
improves, the tempo can gradr:ally be inoeased and
the staccato effect will become less significanL

It should be noted here tlrat improper application of
this technique can result in muscular tension of the
riglrt hand through restricted freedom of movemenl
T'his will not happen, however, if the preparation
impulse is perceived as a release of tension from the
play impulse. After plucking the string the nahral
recoil of the finger should bring the fingertip back to its
optimal position, just in ftont of the shing so that it
may prepare again.

String soss'lngs
Sbing cmssings should also be practiced with short

bi!:rsts using ail finger combinations. As in Example 3
abwe, progressively incr€ase the nr:mber of notes in
each group. Begin with open strinp or with the left
hand in a fixed position @xample 6).

eample 6

Because of the hand's confguration, im, ma, md ia
ombinations ane more nabaral for ascending shing
crossings whereas mi, ann, and ar are better suited for
descending crossings. Nevertheless, the so+alled tn-
verted" crossings carurot be avoided entirely in per-
formance and must therefore be practiced as mtrch as
the preferred combinations

Short bu$ts in scales
When practicing scales in short hrrsLs, the guitarist

is conftontBd with yet another problenq left-hand
Bhifts. Again, slow daccato practioe will help to coor-
dinat€ the hvo hands bV efndrcdzing the strift with
the right hand preparation impulse. Attention should
also be given to developing the most efrcient move'
ment possible through the utilization of guide fingers
and proper alignment of the hand. As control is gained,
the tempo and the number of notes in each group
should gradtrally be increased @xample 7).

&ample 7
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An opporhrrity to play scales in short bursls is pro-
vided by Dionisio Aguado in his shrdy No. 16 from the
New Guito.r Mdhd (the complete piece will be found
as it appears rn the Tecla edition at the conclusion of
this article).8 fuirado apparentJy was very much
ayare of the value in practicing short bursts as indi-
cat€d by his orample in thirty-second notes at the end
of his shrdy. @rettably, Aguado-s useful sr:gestion
is often omitled in other modem publicadons of this
study.)

Rhythmic pattems in scales
Extended scales may be practiced in different

rhythmic patterns so that selected sequences of notes
are played athigh velocity within a managuble tempo.
Begin with quarter notes and progressively subdivide
the beat while keeping the tempo constanL The pah
tems may also include scale tones that are repeated in
various combinations to develop greater physical and
mental flexibility. Benefits to be gained include a
refined sense of timing throrgh the development of
physical and mental flexibility (Example 8).7

ETC
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Examph t

Condudirg remarf<s

While speed for its own sake has no musical value,
a certain level of velocity is required to gain access to
the more difficult repertoire. For some, the ability to
play fast is a natrrral phenomenon; for others, it is
gained only thror:glr diligent and methodical practice.

Nevertheless, the potential for improvement is avail-
able to everyone. The steps listed above provide a
systematic approach through the development of
mental control, articulation refinement, and hand
coordination. A varieff of other techniques exist of
course, some of which may be explored in fuhrre Peda-
gogr Forum articles. Yor:r input is most welcome.t

fuizona State University
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