The following three measures (nine through eleygapare the ear for what might considered
the B section of the piece. They offer no chalemnthat require discussion here. The next extegins
the B section at measure twelve. The open sixihgskE allows for (rapid) finger placement in wia
first seems to be an odd harfthpe but is actually a combination of two very fiianihand shapes. [Th
excerpt includes measure twelve through fourteen firoceeds directly to measures nineteen thr
twenty-one.] The hand shape produced to execute measafeetis repeated inach measure as it
moves one hal§tep at a time to an open position chord in measueaty-two. Observe that mar
performers accentuate the note that falls on thergksixteenth note of beat two and the first andth
sixteenth notes of beat threélhese notes are all plucked by the r-hand middle fingerm). This
becomes problematic for many players when theyeiat the seventeenth where the fretted E on-
string, which is accented, is accompanied by amtaposed with the open E strinplucked witha
finger.) The accent is often obscured. The playeuld be mindful of this technical phenomenon
ensure that the accents remain consistent. Iiss @istomary two perform each measforte the first
and atpiano on the repeat. | doot pass any judgment on this performance pradtickservewhat has
become a common process.
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Another issue is transitioning between each measitt®ut generating finger ‘squeaks’ on :
wound strings. It is all too tempting to slide th@nd down the fingerboard one hadtep each measure
without releasing pressure. Those open sixthgthis on the downbeat of each measure are whe
strings should be releaseadne should not attempt to release presbefore this E is plucked. Se
below:
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Not here...

By releasing pressure and carefully lifting allgars when the open sixth string has k
sounded, the possibility of finger ‘squeak’ is dhe@educed. The guitarist should practice thisgaae
slowly, making certain that the preusly mentioned accented notes do indeed carry treeat
articulation (the notes that fall on the secondesirth note of beat two and the first and fourkesinth
notes of beat three) and that the desired dynahainge between repeats, whatever iuitarist may feel
this may be, have been executed. Gradually inerspsecafter the passage can be performed flawle
at any given slower speed.

The next problematic passage occurs at the coropleti the descending chromatic pass:
occurring in measures thirty and th-one. The original edition is fingered as it appdsaiow.
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While this fingering works and is not to be disctathout ofhand, the area that affords the nr
difficulty is strangely left unfingered. Measutgrty-one can be fingered in a number of different w
but | have found that some work less well than i@theA fingering | have found works well is sho
below.
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There is a sense of cadence towards the end ofuneettsrty when the first high e is plucke
While not to be treated with total rhythmic licensevery slight breath pause can be considered
before beginning the descending tstep legatos. The student must keep two things in mind during
execution of the final beat of measure thirty amaléntirety of measure thi-one:the even sixteenth note
rhythm pattern must be maintained. There should be no noticeable decrease in tampalaticn to the
rest of the piece. There cannot be asyncopation’ inherent to the poexecution of the hamm-on
legatos between the half-steps.



