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The subject of this document is the embedded didactic purpose of concert 

pieces for the guitar written by Heitor Villa-Lobos that have been titled etude. 

The Twelve Etudes of Heitor Villa-Lobos are unique examples of virtuoso 

concert pieces that also serve as studies of numerous aspects of guitar technique; I 

will attempt to demonstrate how these didactic elements are contained within these 

works and how they can be used to improve technique by performing a brief 

pedagogical analysis of each piece. 

This document will be limited to six of the Twelve Etudes for Guitar written 

between 1924 andl929. The Etudes were first published in 1953. Each etude will be 

analyzed from a pedagogical perspective. A pedagogical analysis is the analysis of a 

piece to extract any didactic purpose the composer clearly had implied from the 

music; that is, not creating new exercises out of patterns or certain technical 

difficulties, but using the piece only in its original form. 

The existing literature concerning the Twelve Etudes for Guitar by Heitor 

Villa-Lobos has been limited to theoretical analysis and historical matters, with the 

exception of the work by Abel Carlevaro. The use of these pieces lies primarily in 

concert performance because of the compositional quality and technical difficulty. 

Also, any didactic intention of most of the Etudes is not easily seen on the surface as 

with many other collections of works titled etudes. Therefore, the need for a study 
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such as this is evidenced primarily in this lack of attention to the purely pedagogical 

significance of these Etudes. 
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CHAPTER ONE: INTRODUCTION 

The subject of this document is the embedded didactic purpose of concert 

pieces for the guitar written by Heitor Villa-Lobos that have been titled etude. The 

study will be limited to the Twelve Etudes for Guitar written between 1924 and 1929 

Vere first published in 1953^. Each etude will be analyzed from a pedagogical 

perspective. A pedagogical analysis is the analysis of a piece to extract any didactic 

purpose the composer clearly had implied from the music; that is, not creating new 

exercises out of patterns or certain technical difficulties, but using the piece only in its 

original form. 

The Twelve Etudes of Heitor Villa-Lobos are unique examples of virtuoso 

concert pieces that also serve as studies of numerous aspects of guitar technique. I 

will attempt to demonstrate how these didactic elements are contained within these 

works and how they can be used to improve technique by performing a detailed 

pedagogical analysis of each piece. 

The existing literature concerning the Twelve Etudes for Guitar by Heitor 

VUla-Lobos has been limited to theoretical analysis and historical matters. The use 

of these pieces lies primarily in concert performance because of the compositional 

quality and technical difficulty. Also, any didactic intention of most of the Etudes is 

not easily seen on the surface as with many other collections of works titled etudes. 

' Turibio Santos, Heitor Villa-Lobos and the Guitar (Gurtnacloona, Bantry: Wise Owl Music, 1985), 21. 

2 
Gerard Behague, Heitor Villa-Lobos: The Search for Brazil's Musical Soul (Austin: University of Texas, 

1994), 137. 



Therefore, the need for such a study is evidenced primarily in this lack of attention to 

the pedagogical significance of these Etudes. 

There is a wealth of writing concerning the Twelve Etudes of Heitor Villa-

Lobos. The subjects considered have included: technical and harmonic analysis, 

style as it pertains to Brazilian music and the treatment of newly discovered 

manuscript sources. Etude number four has been compared in nature to the guitar 

playing style found in choro groups, in which Villa-Lobos once played the guitar.^ 

Striking Afi-o-Brazilian rhythmic patterns can be found in etudes number 10 and 12. 

The three part texture of etude number five evokes the nature of the viola caipira, the 

folk style guitar of Sao Paulo.^ There is one reference to the possible pedagogical 

purpose of these pieces, made by Andres Segovia firom the preface to the original 

edition (1953) in which he states, "They contain at the same time formulae of 

surprising effectiveness for the development of technique for both hands..." He is 

referring here to the dual nature of the pieces as both studies for the development of 

guitar playing technique as well as concert level works. He had in fact recorded and 

played many of them as concert works. In addition, in 1988, Abel Carlevaro 

published a four volume set of study aides for guitar repertoire, the third being 

devoted to the Twelve Etudes of Heitor Villa-Lobos. In this Carlevaro uses his 

^ Eero Tarasti, Heitor Villa-Lobos: The Life and Works 1887-1959 (Jefferson, NC: McFarland and Co., 
1987), 242. 

^ Behague, 140. 
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specific ideas about the mechanics of the hands on the guitar to suggest fingerings 

and extract exercises from each Etude. 

Therefore it is hoped this document will fill a gap in the existing literature by 

beginning the exploration of these pieces from a pedagogical viewpoint in the form in 

which they have been written, without alteration for formation of exercise. 
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CHAPTER TWO: HEITOR VILLA-LOBOS, A BRIEF BIOGRAPHY 

Heitor Villa-Lobos was bom on March 5, 1887 to Noemia and Raul Villa-

Lobos. His grandparents, Francisco Silveira Villalobos and Maria Carolina Pereira 

Serzedelo Villalobos were originally from Spain. They moved to Rio in hopes of a 

better life in Brazil. Heitor's father Raul changed Villalobos to Villa-Lobos to 

conform more to the Portuguese language.^ 

His first encounter with Brazilian rural folk music was during the period 

when his father ran into some problems with the law. He was accused of stealing 

some books from the National Library where he worked. The family was forced to 

leave Rio in November 1892 or Raul would be jailed. They traveled around 

eventually to Minas Gerais where they hid out for a while.^ 

They were able to return in September 1893. Raul resumed his job at the 

library after the charges were dropped. Now back home, Raul would have nightly 

gatherings to play chamber music. Heitor began to show interest in the gatherings 

and in music so his father decided to give him lessons. He began with the 'cello, 

using an adapted viola because of his size at the time. Later he taught him the 

clarinet, his main instrument and his most prized possession.^ His father's music 

lessons were rigorous and strict. Heitor resented this at first, but later saw how the 

' David P. Appleby, Heitor Villa-Lobos: A Life (1987-19591 (Boston: The Scarecrow Press 2002), 2. 

^Ibid., 7 

'Ibid., 8 
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training was very beneficial. The music making in the Villa-Lobos house consisted 

mainly of the European classical style, primarily chamber music from the eighteenth 

and nineteenth centuries. Popular music though had a big influence on Heitor and 

drew him to leam to play the guitar, which he did on his own.^ 

Heitor began writing music at the age of twelve. His first compositions 

included Os Sedutores (The Seducers), for voice and piano and some short pieces for 

guitar.^ In that same year, 1899, there was a smallpox epidemic in Rio and Heitor's 

father became ill and died July 18 1899. His mother was seven months pregnant at 

the time and there only source of income became Raul's small pension. Heitor's 

mother gained employment ironing napkins and table clothes for a downtown 

restaurant to help support the family.^ 

In 1901 Heitor enrolled in a high school at his mother's insistence. She 

wanted him to prepare for a career in medicine. His interest in academics took a 

second place to music. He would frequently cut class and had the ambition to 

become a member of a popular music group he often heard playing on his exploits 

through the city. These musicians were called choroes and the music they played 

were choros. His mother strongly opposed his joining a choro group and forbid him 

going out to meet with these musicians at night. At 16 he moved to an Aunt's house 

^ Gerard Behague,. Heitor Villa-Lobos: The Search for Brazil's Musical Soul. (Austin: University of 

Texas, 1994), 3. 

^ Appleby, 10. 

® Ibid. 12. 
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and was free to pursue his musical interests. In 1903, he began organizing his own 

music concerts playing the 'cello and conducting.^ 

In the company of many choroes, Villa-Lobos' sldll as an improviser increased 

and he gain much experience with the popular music forms of Brazil. He played 

'cello, clarinet and guitar in these choro groups during his teens.^ He became quite 

skilled at playing the guitar and his guitar playing was described by the famous 

popular composer Donga (Ernesto Joaquim dos Santos, 1889-1974) in the following 

light: "ViUa-Lobos always played the choros weU...He always played difficult classics, 

things with a lot of technique. He was always a technician."^ 

The period 1912-1917 was one of intense compositional activity and the 

forming of what would be his compositional style. He composed over one hundred 

works by this time including his Suite Popular Brasileira for guitar.'® The first concert 

exclusively of Villa-Lobos' works was held in Rio, November 13, 1915. It took place 

at the Saldo Nobre do Jomal do Comercio. Music tastes were conservative at that time, 

favoring European music styles and reviews were mixed. His music was criticized 

for his use of "modern effects"." This was formal the beginning of Villa-Lobos' 

career as a composer. 

^ Appleby, 14. 

' Ibid. 19. 

' Behague, 4. 

Ibid., 8. 

" Appleby, 35. 
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Villa-Lobos became influenced by Darius Milhaud during Milhaud's two year 

stay in Rio, from 1917-1919. They spent much time together, exchanging ideas. 

Milhaud wrote a review of Villa-Lobos' music in 1920 for the French periodical La 

revue musicale stating "a youth of robust temperament, filled with boldness", being 

enthusiastic of his nationalist elements. During this same period Villa-Lobos 

becomes acquainted with the pianist Arthur Rubinstein. They met in 1918, and 

Villa-Lobos played some of his compositions for him. Rubinstein liked A prole do 

bebeno. 1 and agreed to include it on his concert program.'^ This began Villa-Lobos 

habit of captivating great performers with his compositions, and them in turn 

spreading his art. 

Not long after his encounter with Rubinstein, Villa Lobos chanced a meeting 

with the great guitarist Andres Segovia in 1924 in Paris. There are two accounts of 

their first meeting, one recounted by Villa-Lobos and the other by Segovia. Each has 

their own unique perspective. Villa-Lobos gives this account: 

"I first met Segovia in 1023 or 1924, (I can't remember exactly which year) at 

the Home of Olga Moraes Sarmento Nobre, in Paris. There were several 

distinguished people there. I saw a young man, with long hair surrounded by 

women. I thought he was rather crass and arrogant, but at the time, likeable. Costa, 

the Portuguese violinist, asked Segovia if he knew ViUa-Lobos, but without telling 

him that I was there. Segovia replied that Miguel Llobet the Spanish guitarist, had 

Appleby, 39. 

" Ibid., 46 
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told him about me and had shown him some of my works. I had written a Valsa 

Concerto for Llobet (unfortunately the score is lost). Segovia remarked that he found 

my compositions unsuitable for the guitar and that I had used some elements which 

were alien to the instrument. Costa replied, "Well, Segovia, Villa-Lobos in here". 

So I went straight up to him and said, "Why do you find my compositions unsuitable 

for the guitar?" Segovia, rather surprised-after all, he couldn't have imagined that I 

was there-explained that the little finger on the right hand, for example, was not used 

on the classical guitar. I replied, "Is that so? Then we'll see about that!" Segovia 

still tried to protest, but I came up closer and said, "Give me your guitar, give it to 

me!" Segovia would not lend his guitar to anyone so he put up some resistance to 

my request, but without success. I sat down and played till the party finished. 

Segovia came to ask me afterwards where I had learned to play. I told him that I 

was not a guitarist but that I knew all the techniques of Carulli, Sor, Aguado, 

Carcassi and others. Segovia put on his coat, placed the guitar in its case and rushed 

out. 

The next day he came to my house with Tomas Teran. I told him that I was 

not able to see him just then as I was going out to dinner and would be back late. He 

went away, but returned later and we took turns playing the guitar until 4 a.m. He 

asked me to write a study for the guitar-the friendship that was bom between us was 

so great that instead of there being one study, there were twelve."'^ 

Segovia gave this version of their first meeting: 

"Of all the guests that evening, the one who made the greatest impression 

when he entered the room was Heitor Villa-Lobos. Despite his shortness of stature, 

he was well proportioned and his bearing was virile. His vigorous head, crowned 

with a wild forest of unruly hair, was erect and his forehead, where Providence had 

Turibio Santos, Heitor Villa-Lobos and the Guitar. (Gurtnacloona, Bantry: Wise Owl Music, 1985), 
17. 
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sown a profusion of musical seeds that were to ripen later into a splendid harvest, 

was broad and noble. His eye was lit with a tropical spark that became flame as he 

joined in the conversation about him. 

I had heard scarcely any of his works at that time but his name was familiar to 

me. Paris had taken him to its heart and his fame was spreading to other countries. 

When I had finished playing, Villa-Lobos came to me and said in a 

confidential tone, "I too play the guitar..." "Wonderfixl!" I answered. "Then you 

must be able to compose directly for the instrument." Holding out his hand, he 

asked me to let him take the guitar. He then sat down, put the guitar across his knees 

and held it firmly to his chest as though he was afraid it would try to get away from 

him. He looked sternly at the fingers of his left hand as though imposing obedience 

on small children; his eyes then shifted to the fingers of the right hand, as though to 

warn them of punishment if they hit the wrong string, and when I least expected it he 

attacked a chord with such force that I let out a cry, thinking the guitar had cracked. 

He burst out laughing and with childlike glee said to me, "Wait, wait..." I waited, 

restraining with difficulty my first impulse, which was to save my poor instrument 

from such vehement and frightening enthusiasm. 

He made several attempts to begin playing but then gave up. For lack of daily 

practice, something which the guitar is less ready than any other instrument to 

forgive, his fingers had grown clumsy. Despite his inability to continue, however, 

the few bars that he did play were enough to reveal, first, that this stumbling 

performer was a great musician, for the chords which he managed to bring out were 

full of intriguing dissonances, the melodic fragments original, the rhythms new and 

incisive and even the fingering ingenious; and second, that he was a true lover of the 

guitar. In the warmth of that feeling a firm friendship sprang up between us. Today 

the world of music recognizes that the contribution of his genius to the guitar 

repertory has been a blessing both for the instrument and for me.^^ 

Behague, 136 
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However this meeting took place the result was the Twelve Etudes for Guitar, 

completed by 1929 and first published in 1953. 

As a guitarist, Villa-Lobos can be placed in the Spanish school of Miguel 

Llobet (1878-1938), himself a student of the originator of modern guitar technique, 

Francisco Tarrega. As stated in the above account, Villa-Lobos had a professional 

relationship with Llobet that, along with his friendship with Segovia, solidified his 

knowledge of the Spanish guitar tradition of the nineteenth and twentieth centuries.'^ 

Behague, 138. 
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CHAPTER THREE: TWELVE ETUDES FOR GUITAR, 

A PEDAGOGICAL ANALYSIS 

No. 1, Etudes des arpeges 

Etude number one subtitled eatudes des arpeges, is a study in right hand arpeggios. It is 

in fact titled in the original edition Etude des arpeges. The pattern in the right hand 

remains the same throughout the piece as in example number 1.1. 

Ex. 1.1, Etude no. 1, m. 1. 

(Right hand fingering: p - thumb, i = index, m = middle, a - ring) 

There are only two exceptions, the first at measures 24-25 (Ex. 1.2), and next at the 

end in measures 32-34 (Ex. 1.3) 

Ex. 1.2, Etude no. 1, m. 24-25. 

Allegro non troppo 
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Ex. 1.3, Etude no. 1, m. 32-34. 

Lento 

'TT 
rail. 

The pattern is a study of several different right hand finger combinations. The 

first is the alternation ofp, i. This takes place between the E, D, A and G strings. 

The alternation occurs twice at the beginning and end of each measure (Ex. 1.4). 

Ex. 1.4, Etude no. 1, m. 1. 

Allegro non troppo 

I  ^  I  p m i a m a i m P i i 
P P 

This pattern then, occurs 120 times without repeats and 216 times with repeats. This 

gives the player extensive practice of this alternation ultimately increasing its 

accuracy and velocity. 

The next finger combination can be seen in a number of different forms. First 

i t  i s  t w o  f o u r  n o t e  p a t t e r n s ,  p m i a  , { D , B , G  a n d  E  s t r i n g s )  a n d  i t s  r e v e r s e  a m  i p  

separated by a single m on the B string (Ex. 1.5). 
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Ex. 1.5, Etude no. 1, m. 1. 

Allegro non troppo 

5 1 
T, 

i ^ i p m i a m a i m P i ^ i p p 

The two patterns occur together 56 times with repeats, p m i  a  occurs twice more by 

itself for a total of 58 times. 

Next, the combination can be broken down into three three-note patterns, p m 

i (D, B, G), ama(E, B), and imp (G, B, D), (Ex. 1.6) 

Ex. 1.6, Etude no. 1, m. 1. 

Allegro non troppo 

f i i p m i  a m a i m P i ^ i  

The three patterns occur together 56 times with repeats, p m i and am a occur twice 

more without imp for a total of 58 times. This gives extensive work on all three 

patterns, the most significant being a ma, a. commonly weak combination. 

In conclusion, this etude is a premiere right hand arpeggio study. It provides 

practice on a number of small right hand finger patterns as well as one larger pattern 



encompassing one full measure. The number of repetitions of each specific fingering 

provides a more than adequate exercise for right hand development. 
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No. 2, Des arpeges 

Etude number two subtitled Des arpeges, is also a study in arpeggio patterns, 

but for the left hand. Each measure is repeated as in Etude number one to give 

added practice on each pattern. The elements that are focused on here are the 

execution of the arpeggio patterns and the resulting position shifts and slurs, a three 

octave scale pattern and the extended application of the bar. 

The opening arpeggio pattern is on an A major chord and is one frequently 

seen in guitar literature. It requires an opening slur from A to C#, continuing into a 

hinge bar over E and A in second position, with the following C# to be taken by the 

second finger. The shift is a lengthy one to the ninth position accomplished by 

moving the left hand while playing the open E and using the second finger as a guide 

finger from the C# on the B string to the A on the B string in ninth position. A 

second slur is indicated between the high E on the twelfth fret descending to the C# 

(Ex. 2.1). 

Ex. 2.1, Etude No. 2 m. 1. 

a 
Allegro 

0 
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This opening pattern gives training in two standard root position triad shapes. The 

first in second position from the open A string following through to the open high E 

(first) string. The second in ninth position A C# E, with the second first and fourth 

fingers. The shift is another technical consideration in that it gives training in the 

smooth execution of a far shift. The opening slur is an example of a slur from an 

open string, in this case to the relative far distance of the fourth fret, a common point 

of technical consideration which can be efficiently addressed here. The first shape is 

useftil to develop the hinge bar as an integral part of a fast passage. That is, after a 

slur from an open string and directly preceding a shift. The second pattern can be 

transposed moving the root, second string second finger, to change the triad, when 

given diligent attention to here; it can be transferred when seen in another source. 

The second arpeggio pattern is on an E seventh chord. This arpeggio begins 

with a wide slur from the low B on the A string to the D on the fifth fret of the A 

string, then a move to the D string with the second finger on E then forming a first 

position E seventh shape (first finger on G#, open B, fourth finger on D). Next, 

there is a shift on the open E string to the fourth position to play the G# to the B. A 

descending slur is played on the return from B to G#. The descending pattern 

changes here from the ascending pattern. On the open E there is a move to third 

position, the D is played with the first finger now, and the B is on the third string 

fourth fret and the G# on the D string. This descending fingering puts the hand in 

the second position to finish on a slur between E, second fret on the D sfring, and 

open D and ready to repeat the arpeggio more efficiently (Ex. 2.2). 
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Ex. 2.2, Etude No. 2 m. 2. 

142 1 0 4 0 1 4 10 1  ̂  4 I Q 

This pattern first gives exposure to a slur spanning one lull position from the first to 

the fourth finger. The move to the first position then becomes a consideration as a 

descending shift requiring the quick reorientation of the hand which occurs 

frequently in guitar literature. The next shift ascending to the fourth position is one 

requiring the hand to again cover an entire position from the first to fourth finger. 

This gives training in moving the hand with all four fingers in a disposition ready to 

cover a ftill position at all times. The descending pattern further requires the hand to 

maintain the span to then cover third position and finally second once more. Thus 

proper attention to these shifts gives training in keeping the hand in the four finger 

position while shifting. 

The third arpeggio pattern is on a C# diminished seventh chord. It is 

accomplished in the first position without shifts. This pattern begins with a slur 

covering the first position from A# to C# on the A string. The arpeggio proceeds 

from there in the first position. It begins its descent with a slur to an open string; 

from a G third fret to an open E, continuing on there is another slur to an open string 

from A on the G string to an open G (Ex. 2.3). 
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Ex. 2.3 Etude 2, m. 3. 

3 
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The opening of this pattern gives further practice with the first to fourth finger slur. 

Now there is a slur to an open string another particular consideration for guitarists. 

The execution of this slur without buzzing the note and maintaining an otherwise 

good articulate sound is a point at which hand position and proper attack of the 

finger must be maintained. 

The fourth pattern is built on a G# minor seventh chord. The arpeggio begins 

in second position with a first to fourth finger slur from B to D. The next two notes 

require stretching the fingers out of position. That is, while playing the F# in second 

position with the third finger, the player must stretch the first finger back extending 

to the first fret for a moment to reach the G# in order to play it without a melodic or 

rhythmic gap. Next, there is a shift to the fourth position on an open B string. At 

this point it is required that the player hold a pattern in fourth position using the 

third, fourth and first fingers to complete the pattern, and execute a fourth to first 

finger slur to begin the descent. The pattern remains the same on the descent with 

one fingering change, using the fourth finger to execute the final slur from F# to 

open D (Ex. 2.4). 
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Ex. 2.4, Etude 2 m. 4. 

Again there is a four fret slur to begin the pattern. Next there is the first instance 

requiring the four left hand fingers to cover more than four frets, in this case the first 

and third fingers are stretching to cover four frets instead of three, thus disposing the 

hand over five frets. The next movement of the hand again requires a stretch 

between the first and third fingers, this time in the fourth position. This maneuver 

happens frequently in literature of this level and will be well developed with proper 

attention beginning with this pattern. 

With measure five we see the first repetition of the pattern on the A major 

chord from measure one. Measure six follows the same pattern idea as measure five 

with the proper adjustments to make it an A minor chord. To do this the opening 

slur from the open A string is maintained, but this time to the third fret. The bar is 

replaced by an open position A minor chord shape leading to the shift on the open E 

string. The shift is to the ninth position again, but this time it is required that the first 

finger stretch back to the eighth fret to play the C natural after playing the A on the B 

string in ninth position. At the descent of the arpeggio there is a slur from high E at 

the twelfth fret to C natural at the eighth fret, a slur with a span of five frets which is 
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one fret larger than the normal four fret position. The completed descent is identical 

to the ascent (Ex. 2.5). 

Ex. 2.5, Etude 2 m. 6. 

This arpeggio pattern begins again with a slur from an open string, this time to the 

third fret. Moving from this slur to the open A minor shape is another maneuver 

combining a slur to an open string in conjunction with a chord as in measure one, 

this time with a new chord shape. At the top of the pattern there is a stretch out of 

the four finger position, in this case extending the ninth position back to the eighth 

fret. The resulting slur on the descent is a particular technical consideration, slurring 

from the fourth finger to the first finger in the span of five frets rather than four. The 

main points of proper execution being; the clarity of the note produced by the slur, 

which is effected by the accurate touch of the fourth finger as well as the steadiness of 

the first finger and the ability of the fingers to stretch back from ninth position in 

order to play the slur effectively. Attention to these points will help in development 

of this type of slur. 



29 

The arpeggio pattern in measure seven is built on an E major chord. The 

ascending pattern begins with an open position E major chord shape starting on 

second fret B on the fifth string. It continues to a shift on the open E string to the 

twelfth position, then requiring the second finger to play G sharp, twelfth fret on the 

G string and a one third bar to play B and E. The descent of the arpeggio begins 

with a slur from G sharp, twelfth position on the high E string to E twelfth fret on the 

high E string. The continuing descent is identical to the ascent (Ex. 2.6). 

Ex. 2.6, Etude 2 m. 7. 

The ascent of the pattern requires a far shift from the first to the twelfth position. 

This gives the player opportunity to first work out a far geographical shift, which 

ends in a partial bar at the twelfth position. This presents to technical problem of 

positioning the hand to play a bar where the neck meets the body of the instrument 

and consequently be ready to play notes beyond this point. The slur on the descent is 

another particular technical consideration in that it is to be done the span of a full 

position beyond the neck-body joint and will need attention to be accurate and clear. 

This is great experience playing at the twelfth position. 

cxn 
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Measure eight is built on an E minor chord and contains the same 

considerations as measure seven, with the exception of the descending slur being 

from a G natural (Ex. 2.7) 

Ex. 2.7, Etude 2 m. 8. 

The arpeggio pattern in measure nine is built on a B dominant seventh chord. 

The opening requires a slur from first to fourth finger beginning on the second 

position B on the A string extending to the sixth fret D sharp. Continuing the ascent, 

the third finger plays F sharp on the D string, and then the first finger plays A, 

second fret on the G string, proceeding to and open B. There is then a shift to the 

fifth position where D sharp, F sharp A are accomplished to complete the ascent. 

The descent begins with a slur from the seventh fret B to the fifth fret A. The 

completion of the descent is identical to the ascent (Ex. 2.8). 
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Ex. 2.8, Etude 2 m. 9. 

The first technical consideration is the opening slur. This is a slur stretched one fret 

farther than normal position, developing this type of action will strengthen closer 

position slurs. In addition, it positions the hand in a stretched attitude, in this case 

making it necessary to have a farther than normal gap between the fourth and third 

fingers when proceeding to play the F sharp on the D string directly after the opening 

slur. This gives the hand beneficial training in accomplishing arpeggios when the 

notes fall outside the normal four fret position. The shift is problematic in that it is 

arrived at from the end of fifth position, on the seventh fret, instead of at its 

beginning. Here, the fourth finger must be set accurately on the D sharp after an 

open string shift, a good opportunity to increase the accuracy of this maneuver. 

Measure ten is an ascending E dominant seventh chord arpeggio pattern that 

arrives in measures eleven and twelve at a descending A major scale pattern (Ex 2.9). 



Ex. 2.9, Etude 2, m. 10-12. 

The three octave A major scale is the important consideration here. This is an 

excellent opportunity for development of this transposable three octave major scale 

pattern. 

Measure thirteen is the second repetition of the arpeggio pattern in measure 

one. Measure fourteen is built on an F sharp minor chord. A fiill bar is placed over 

the second fret to begin the pattern. A first finger to fourth finger slur opens the 

ascent, then followed by a standard minor bar chord form through to a G sharp at 

the top of the pattern. The descent begins with a slur from fifth fret A on the high E 

string to the G sharp; from there the descent is identical with the exception of the 

final slur from C sharp to open A (Ex. 2.10). 
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Ex. 2.10, Etude 2 m. 14. 

CII 

Here is the first instance of the application of the full bar in this Etude. The pattern 

begins with a full position slur from F sharp to A on the low E string that is to be 

done with the full bar in place. This in itself would be a sufficient exercise in 

working with a full bar, but the entire pattern is to be accomplished with the bar in 

place. This makes this pattern a great exercise in performing a series of notes, with 

and without slurs with a full bar in place. Appropriate pressure on the bar must be 

maintained to have the second fret notes sound, and sufficient dexterity developed to 

play the moving notes. 

The bar can be released to begin measure 15, whose pattern is built on a C 

sharp dominant nine chord. The pattern begins in third position and after a first to 

fourth finger slur. A short shift to the fourth position is required on a one half bar. 

The descent begins on a fourth finger to second finger slur; the completion of the 

descent is identical (Ex. 2.11) 
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Ex. 2.11, Etude 2, m. 15. 

CIV 

4 I 3 

The shift is another good example of quick reorientation of the hand in a close 

position shift which is equally challenging on the descent. A nice fourth to second 

finger slur at the top of the pattern gives more practice on this common maneuver. 

Measure 16 is built on a D sharp half diminished seventh chord and requires a 

bar across five strings (high E to A) (Ex. 2.12) 

Ex. 2.12, Etude 2, m. 16. 

This begins a passage where the ftill bar is applied for an extended period. Including 

the five string bar in measure 16 (which is long enough to be considered technically 

on par with the full bar), the full bar is held for five measures while changing 

positions. The arpeggio pattern stays the same however, from measure 18 to 

measure 20. The pattern in measure 17 is a C sharp minor seventh chord in fourth 

CIV 
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position. The pattern in measure 18 is on a G sharp ninth chord, then the pattern 

remains the same and is shifted to the ninth and then the second position (Ex 2.13). 

Ex. 2.13, Etude 2, m. 17-20. 

17 CIV TTi—l Civ-

This extended application of the bar is a great strengthening tool for the bar, 

especially taking into account its use in combination with the representative slurs and 

shifts. 

In measure 21 there is a repeat of the B seventh pattern from measure nine, 

which gives way to a similar pattern on a B ninth chord in measure 22 (Ex. 2.14). 

Ex. 2.14, Etude 2, m. 22. 
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Measure 23 is built on an open position E ninth chord, proceeding to the third 

repetition of the A major pattern from measure one (Ex. 2.15). 

Ex. 2.15, Etude 2, m. 23. 

Measure 25 is built on an F major seventh chord with a nice extended first to fourth 

finger slur to begin the descent. Measure 26 begins with the final A major arpeggio 

pattern in triplets, the last beat of measure 26 is a unique instance of double 

harmonics. These are accomplished by fretting the upper notes while simultaneously 

slurring a whole step behind each of them on the same string, this produces the 

harmonic notated underneath with the diamond note head. The actual notes 

produced are D sharp, D and C sharp (final measure) (Ex. 2.16). 

Ex. 2.16, Etude 2, m. 25-27 

25 
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No. 3, Allegro moderato 

Etude number three subtitled allegro moderato, is primarily a study in left hand 

slurs alone and in combination with a bass line melody and block chords. Measures 

one through six illustrate each of these elements (Ex. 3.1) 

Ex. 3.1, Etude 3, m. 1-6. 

Allegro moderato 1 2 12 2J 2o 0 1 
-^ 0 4 0 — 

4 2 4 22 14 0 

2 2 2^44'— M/.,. 
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The opening measure exploits the half step (one fret) slurs occurring between 

all four left hand fingers. The measure begins with a block chord using all four left 

hand fingers which must be quickly moved in order to begin the slur figure. This 

opening figure engages each finger as a form of warm up to the rest of the Etude. 

Measure two starts on an open string chord with the first finger on an E sharp 

with the first finger on the first string slurring to an F sharp. This repeats for two 

ascending half step slurs with first and second finger that on the second beat reverses 



to a descending slur, second to first finger producing a micro-study between these 

two fingers. The next three slurs are towards open strings presenting the technical 

problem of accurate placement of the fingers to perform the slur with no unwanted 

noise and a clear sound. 

The opening of measure three requires the player to hold the third finger on a 

C sharp, fourth firet on the A string, while slurring firom the open E string to an F 

sharp with the first finger. This slur is a particular technical consideration. 

Producing a slur from an open string requires a very accurate attack to produce a 

clear sound. This measure, in combination with the next two, adequately addresses 

this technical aspect. The second beat contains two fourth to second finger slurs in 

succession. This combination in a slur tends to be problematic and here is a good 

opportunity to develop some strength. 

Measure four, as in measure 3, begins with two slurs from an open string, 

fixrther reinforcing this maneuver. This opening slur combination is ftirther 

complicated by the chord being held underneath. It requires the use of both the third 

and first fingers to be held down through both slurs. The first finger being in close 

proximity requiring proper placement of the first fmger so as not to interfere with the 

open string. The next beat contains another fourth to second finger slur, this time 

while holding a bass note, B second fret on the A string. This requires coordination 

between the left hand fingers to properly place the first and fourth fingers to begin the 

slur to the second finger. The hand must be extended the span of four frets while 

reaching across the fret board from the fifth string to the first string, ftirther 
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complicating the slur and increasing the value of the maneuver as an exercise with a 

four-two slur. The last beat of measure four contains the first instance of a 

descending third to second finger slur to be accomplished with an open A string bass 

note underneath. The final slur is to an open B firom a D sharp with a low B bass 

note underneath. This measure as well is the first appearance of the bass line melody 

aspect which is continued into measure five. 

Measure five begins with two slurs from open strings again, with a chord 

underneath. The first half of beat two contains a similar arrangement of the four-two 

slur as measure four, with the bass note being held on the sixth string F sharp. The 

second half of beat two contains a second four-two slur with an open low E string 

bass note. The final beat contains a three-two slur and a slur from G to F sharp in 

the high E string with an open D bass note. Then a slur from A, fifth fret on the high 

E string, to open E with a C natural, third fret on the A string, bass note. The bass 

note melody becomes important here as in measure four. Balance must be 

maintained between this bass line and the slurs. The concentration of the player 

must be split between the proper execution of the slurs and the maintenance of the 

bass line. Attention to these details here will greatly increase the player's skill in this 

area. 

Measures 19 through 21 present a reversal of position between the slurring 

figure and then chord feature. The slurs occur on the lower strings, fifth and sixth, 

and the chords are in the upper part (Ex. 3.2) 
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Ex. 3.2, Etude 3, m. 19-21. 

19 
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This presents the challenge of maintaining an even sound with the slurs in the lower 

part while giving proper emphasis to the chords creating a melody with their top 

voice. 
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No. 4, Des accords repeth 

Etude number four subtitled Des accords repkes, is a study in the repetition of 

block chords. The main elements include the repetition of the balance of the voices 

within the chords, balance with an opposing bass line and the repetition of the chords 

themselves. 

Measures one through thirteen exemplify the main aspects of the chord 

repetition (Ex. 4.1). 

Ex. 4.1, Etude 4, m. 1-13. 

Un peu modere 
(Poco moderato) 
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The pattern of repeating the chords at the division of the sixteenth note is established 

in measure one and continued throughout. The primary technical aspect here is 

taken on by the right hand. Balance between the melody in the top voice of the 
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chord and the rest of the chord is the concern here. All four right hand fingers are 

being used the majority of the time, which presents a unique problem in maintaining 

this balance. The Etude in its entirety is an excellent study in this aspect of guitar 

playing. 

The chord fingering established in measure 11 continues through measure 16 

and reaches its highest point on the first beat of measure 15, the highest position 

possible on the guitar (Ex. 4.2). 

Ex. 4.2, Emde 4, m. 15-16. 

Meno 

This chord fingering is shifted up the neck, and at this point the chord shape is at the 

highest fi'et of the guitar producing its highest notes. The right hand must 

compensate for the left hand's increasing proximity to maintain a consistent sound 

and again, proper balance. Also the addition of a separate bass line in measures 15-

16 further complicates the issue of balance. 
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No. 5, Andantino 

Etude number five subtitled andantino, is a study in balance between ostinato and 

melody. Measures one through twelve exemplify the overall focus of the etude (Ex. 

5.1). 

Ex. 5.1, Etude 5, m. 1-12. 

Andantino 
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The main ostinato is established in measures one and two and stays constant through 

these measures. The main melody is introduced in measure three. The consistency 

of the ostinato and the balance of the melody against it is the main concern. The right 

hand must separate the two voices. The melody &st appears in the upper voice, then 

in both the lower voice and the upper voice in measure five and six. This switching 

right from the start presents the added challenge of rapidly switching focus from the 



emphasis o the fingers, a and m, to the thumb to bring out the melody. Also, the fact 

that there are three voices involved at this point is a significant technical point. In 

measure five the open high E is the continuation of the opening melody played with 

the introduction of the bass line melody beginning on the open A string with the 

ositnato in the middle. The ostinato must be played in different positions and still 

retain the same character and balance. Measure ten has the ostinato in fifth position 

with the full three voice texture. This is an example of the extent of the guitar's 

ability to play multiple voices and effectively separate them. Etude five is an 

indispensable study in this aspect of guitar playing. 
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No. 6, Poco allegro 

Etude number six subtitled poco allegro, is a study in rapid block chord 

movement. Measures one through eleven exemplify this aspect (Ex. 6.1). 

Ex. 6.1, Etude 6, m. 1-11. 

Poco Allegro 
C II-
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The chord movement is straightforward, with the melody implications in the bass 

and upper part clearly defined. Vnia-Lobos quickly establishes left hand chord 

shapes to guide the movement of the left hand from measure six. At measure 28, the 

chord movement is complicated by the addition of a sixteenth note bass figure. This 

figure is added to the same chords used in measures one through 27 (Ex. 6.2). 
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Ex. 6.2, Etude 6, m. 28-31. 
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This bass line gives added dimension to the issue of balance between the melody in 

the upper voice and the bass. 
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No. 7, Trhanime 

Etude number seven subtitled tres anime, focuses on the playing of two and 

one octave major scales, maintenance of a melody with arpeggio accompaniment, 

the extended application of the full bar, and finally it contains a unique trill study. 

The first eleven measures contain three two octave scales and two one octave 

scales, each preceded by a two sixteenth note anacrusis. The first two two octave 

scales, E and A , are each separated by a three measure chord-melody figure. The 

two one octave scales, B major, are separated by a two beat figure; and the third two 

octave scale, B major with a flat seventh, by that same two beat figure (Ex. 7.1). 

Ex. 7.1, Etude 7, m.1-11. 

CII cm 4 

4 



The opening E major scale is a useful example of a scale encompassing the entire 

range of first position. With each repetition of the opening of the Etude, facility in 

this range will be enhanced; alternating between rest stroke and fi'ee stroke at the 

repetition can serve to increase facility with both techniques. The second two octave 

scale in A major can be fingered in a commonly used transposable one position two 

octave scale pattern once familiarized here in second position, it can be applied to 

other pieces. The two one octave patterns are also transposable patterns useful in 

developing facility with a shorter scale. The final two octave pattern, B major flat 

seventh, round out this extended display of scales once mastered, leaves the player in 

good standing to handle long and short scale figures in future repertoire. This entire 

section is repeated in measures 31-40 and since the etude is intended to be played 

twice through, these scales receive adequate reinforcement. 

Measure 13 begins a thirteen measure section requiring control over a melody 

with an arpeggiated accompaniment. Measures 13-15 exemplify the requirements of 

this section. The left hand chord shape remains constant throughout the section. 

The fourth finger maintains the melody on the high E string, with the arpeggio on 

the A, D, G and B strings (Ex. 7.2). 



49 

Ex. 7.2 Etude 7, m. 12-15. 
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This is a study in balance between the melody and accompaniment. The consistency 

of the chord shape helps to facilitate concentration on maintaining the volume of the 

melody. The melody shifts position to occur underneath the accompaniment at 

measure 22 (Ex. 7.3). 

Ex. 7.3, Etude 7, m. 22-25. 
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This gives the player the opportunity to develop the skill of maintaining a melody in 

the bass, requiring the thumb of the right hand to play in the foreground where in the 

previous measures it was the reverse. 
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The piu mosso section beginning in measure 41 begins five measures of almost 

constant application of the full bar (Ex. 7.4). 

Ex. 7.4, Etude 7, m. 41-45. 
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The bar is only released twice during this section, the third beat of measure 41 and 

the third beat of measure 42. The bar is played over the entire fret board including 

the twelfth position. This gives more than enough practice in the clean application of 

the ftiU bar. In addition, the bass of the chord is indicated to be emphasized as a 

melody which complicates this technical maneuver musically ftxrther enhancing its 

value. The chord shape on top of the bar remains similar throughout the section. 

Measure 46 begins the nine bar section of constant trills. Throughout the 

section a one half bar is maintained as the chord underneath the trill, with the open 

low E string as the pedal bass (Ex. 7.5). 



Ex. 7.5, Etude?, m. 46-51 

The trill is between the bar and the third finger, a distance of a major second. This 

interval is generally more difficult to execute a triU over. With adequate attention 

here, not only will this trill be strengthened, but also the major second slur between 

the first and third fingers. The maintenance of the one half bar is another technical 

complication, which in the same way the full bar in the previous measures here, and 

in etude number two, will help the on half bar become stronger. 
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No. 8, Modere 

Etude number eight subtitled modere, is a study in melody with arpeggiated 

accompaniment and a short right hand arpeggio pattern. The melody is first stated 

in the bass part in the opening of the piece, the accents highlight this line (Ex. 8.1). 

Ex. 8.1, Etude 8, m. 1-16. 

Modere 

The melody is continued in the soprano with the accompaniment figure, exemplified 

by measures 17-26 (Ex. 8.2). 

Ex. 8.2, Etude 8, m. 17-26. 
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The continuation of the melody begins in measure 17 on the B, seventh fret on the 

high E string. The accompaniment is an arpeggiated C sharp minor seventh chord. 

The issue here is balance between the melody note, which is held the entire bar, and 

the accompaniment. The accompaniment figure remains similar throughout creating 

a consistent rhythm. 

The right hand arpeggio study is exemplified by measures 27 through 32 

(Ex. 8.3). 

Ex. 8.3, Etude 8, m. 27-32. 
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The right hand pattern is p,i,m,a,m,i and remains the same throughout the section. It 

is complicated by the addition of a bass line melody which must be maintained in 

balance with the arpeggio. This is a good short study in this often used pattern. 
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No. 9, Trespeu anime 

Etude number nine subtitled tres peu anime, has several elements to consider; 

maintaining a melody in the lower part with the thumb, balance of a melody line on 

an inside string, left hand arpeggio and three octave scale in combination and left 

hand slurs with arpeggio. 

The basis for the etude is a melody built on a gradually descending F sharp 

minor scale with a double-stop chord accompaniment that is above the melody. The 

melody must be maintained with the thumb (Ex. 9.1). 

Ex. 9.1, Etude 9, m. 1-4. 

Tres peu anime 
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Proper attention must be made so that the strength of the thumb stroke does not 

overpower the accompaniment and both voices remain in balance. Developing skill 

in maintaining balance between parts is very important; this etude contains valuable 

practice in this skill. A second balance issue is present beginning in measure 11. In 

this seven measure section a countermelody line in introduced on the G string with 

i 
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an open B in the accompaniment directly above it. The melody begins on an A 

second fret, then to C natural and so on , serving as a counter to the bass line melody 

as established in the opening. In measure 13 the countermelody begins on E fiat on 

the G string, then proceeds down a minor second to a D, then up a minor third to F 

natural and so on combined with the emphasized bass line. The left hand chord 

shape underneath keeps the same fingering through measure 16 (Ex. 9.2). 

Ex. 9.2, Etude 9, m. 11-17. 
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This is often encountered in guitar writing, that a melody is in the top voice on a 

fretted note on a lower string with an accompanying note on an open string that is 

lower in pitch, but on a higher string. Therefore proper attention is needed in order 

to bring this melody out. This section gives good opportunity for practice at this 

technique. 
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At two points in this Etude there is a one octave E major sixth left hand 

arpeggio pattern followed be a three octave E major scale. The first is at measure 10 

and the second at measure 39 (Ex. 9.3). 

Ex. 9.3, Etude 9, m. 10. 

This is another opportunity for scale and arpeggio work. 

Measure 30 to the end of the etude is a section where the main melody is 

accompanied by thirty-second arpeggio figures that each finish with a slur into an 

eighth note (Ex. 9.4). 

Ex. 9.4, Etude 9, m. 30-35. 
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This section presents the problem of balance between the melody and the arpeggio 

figure, which conveniently follows the chord pattern from the opening 

accompaniment. This consistency makes the technical work more productive 

because the hand will already be familiar with the chord shapes. The proper 

execution of the slur is a consideration as well, due to both its rapidity and location. 

The slur must be quick and articulate, both are difficult propositions at the apex of an 

arpeggio. The location as well affects the difficulty. In measure 35 the slur is to be 

played beyond the twelfth fret which, in combination with the arpeggio, is 

particularly difficult and will develop added strength to this type of maneuver. 

The arpeggio becomes complicated farther when coupled with the chord 

shape that begins in measure 13. This requires the slur to be placed on the B string 

with the fourth finger. The slur is from the open B string to which ever fret the fourth 

finger is at present, and back to the open B string (Ex. 9.5) 

Ex. 9.5, Etude 9, m. 42-45. 
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Slurring to and from an open string is a particular technical consideration and is 

treated to an extreme in this case. The arpeggio begins in the third position moves 

up the neck and reaches the thirteenth position resulting in the slur being placed as 

high as the fourteenth fret. Producing a clear sound in all positions is the goal, and 

once reached will prove beneficial in ftxrther instances of this unique technical 

consideration. 

Etude number nine covers arrange of technical aspects. The consistency of 

the left hand chord fingerings throughout the different sections aids in the 

concentration on these aspects. The addition of the left hand arpeggio and scale 

make this one of the most well rounded etudes of the set. 
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No. 10, Tresanime 

Etude number ten subtitled tres anime, is a study in left hand slurs in 

combination with a bass line melody. Measures 21 through 30 exemplify the left 

hand slurring technique in involved (Ex. 10.1). 

Ex. 10.1, Etude 10, m. 21-30. 
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The slurring maneuver in measure 21 establishes the pattern that continues through 

measure 56. It is a four note slur, one whole step above the starting pitch finishing 

on an open string. The key elements in the slur are to have an accurate attack on the 

upward slur to produce a clear note, and enough strength in the slur to produce the 

two descending notes. The last note is an open string and needs additional attention 

in order to blend in with the fretted notes by having the slurring finger placed on the 

position on the fret that will not produce any unwanted noise and have a clear 

sound. This slurring pattern is complicated in measure 22 by the addition of a bass 

line melody. This requires the player to hold a stationary note on the fourth or fifth 

string while performing the slurring pattern. This is excellent training in control of 

the slur and balance of the pattern with a melody. This not only strengthens the slur 

but increases the skill in moving the left hand fingers independently. 

The close of the Etude introduces a striking rhythmic figure in the bass against 

a chordal figure in the upper part (Ex. 10.2). 

Ex. 10.2, Etude 10, m. 66-68. 
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This figure requires once again proper control over the thumb in order to have the 

correct volume to be emphasized over the chordal accompaniment. 
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No. 11, Lent 

Etude number Eleven, subtitled lent, begins with a unique study in an 

expressive slur in combination with a portamento, next it focuses on the balance 

between a melody on the lower strings with the thumb and an open string 

accompaniment. This leads to the main feature of the etude, an extended passage 

using the right hand arpeggio pattern p i m a m i. 

The opening of the etude contains a melody on the D string and A string with 

a chordal accompaniment from measure 1 through measure 13 and again at the close 

of the etude, measures 86-100. The melody uses a unique device combining a left 

hand slur with a left hdcndportamento (Ex. 11.1). 

This is a unique expressive device that requires a slur at the apex of the portanento. 

The left hand finger must land accurately in order to articulate the top note of the 

melody. This maneuver develops accuracy and control over the placement of the left 

hand fingers. In addition it produces an expressive quality to the melody which 

cannot be duplicated by removing the slur. 

Ex. 11.1, Etude 11, m. 1-3. 

Lent 

mf 
Bien chante et tres expressif dans ta corde D 
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The next technical consideration is the issue of balance between a melody on 

the D and A strings and the open G and B strings. This begins in measure 16 and 

concludes in measure 48, then reappears in measures 69-85 (Ex. 11.2). 

Ex. 11.2, Etude 11, m. 15-23. 
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This section is a good opportunity to develop balance between the two parts and in 

keeping the accompaniment even and its rhythm consistent. This is a particular 

concern since the accompaniment remains on the same two open strings throughout 

and are the basis for the rhythmic pulse. It is also a study in the execution of a 

melody with the thumb, in particular one that is made up of major thirds on the D 

and A strings. The thumb must be trained to clearly articulate both notes at all times 
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and work in balance with the accompaniment which is written in eighth notes 

covering every beat. In addition there is an interesting right hand arpeggio figure in 

m e a s u r e  1 9  t h a t  c a n  b e  f i n g e r e d  t w o  w a y s .  T h e  m o s t  c o m m o n  f i n g e r i n g  \ s > p  p i r n  a  

on the ascent and from the open E string rake the a finger to finish the descent 

rapidly ending on the thumb to emphasize the low E string. The second is to finger it 

the same as the first on the ascent, but on the descent articulate each note 

individually with mipi p. The second is more difficult, but can yield interesting 

results (Ex. 11.3). 

Ex. 11.3, Etude 11, m. 19. 
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This section is complicated fiirther when the melody is brought to the higher 

positions. The thumb must leam a different position in relation to the sound hole to 

maintain a consistent tone. Also, the right hand's approach to the arpeggio figure 

must be adjusted in the same way due to the fact that the open strings relation to the 

notes on the D and A strings change. When the lower strings are fretted in the 

higher position, the relatively even plane of the strings over the sound hole is more 
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widely broken, forcing the right hand back closer to the bridge to find a more even 

plane to strike making it easier to accomplish an even arpeggio (Ex. 11.4). 

Ex. 11.4, Etude 11, m. 24-27. 
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The extended section with the right hand arpeggio pattern begins in measure 

5 0  a n d  c o n t i n u e s  t h r o u g h  m e a s u r e  6 7 .  T h e  r i g h t  h a n d  a r p e g g i o  p a t t e r n  p  i  m  a  m i i %  

maintained throughout. The thumb's role is key in maintaining a melody on the A 

string with the open low E string constantly underneath as a pedal point. The 

addition of the open D string to this combination happens as well in measures 51-52, 

measures 56-57, measures 61-62 and measures 66-67. The left hand maintains the 

same chord shape and fingering throughout (Ex. 11.5). 
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Ex. 11.5 Etude 11, m. 50-55. 
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This section is an example, like etude number one, of an extremely effective right 

hand arpeggio study. The section will develop this well used right hand pattern to a 

high degree and allow it to be used in combination with a complex melody in the 

thumb. In addition, the left hand receives a stretch exercise, keeping a five fret span 

in position over the entire fret board. 
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No. 12, Anime 

Etude number twelve subtitled anime, is a study in the rapid movement of 

open position chord shapes over the fret board and two right hand i,m alternation 

studies. 

The etude begins on an open A minor chord whose shape and same fingering 

is instantaneously moved to the fourth position and then sent shifting back to its 

original place with an added F natural. From here the chord shape begins its journey 

over the entire fret board, the thirteenth position being its highest point (Ex. 12.1) 

Ex. 12.1, Etude 12, m. 1-7. 

Anime 

f 

This exploration of the fret board with a single chord shape promotes stability of the 

left hand position. Because of the rapid rate of motion, the left hand must be trained 

to hold its shape while stUl being pliable enough to be moved from position to 

position, and adjust for the increasingly smaller spaces between frets as it moves up 

the neck. In addition, while moving, the hand must still maintain the portamento in 
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between each slur. This difficult task, once mastered, will give the left hand greater 

stability when playing passages requiring rapidly moving chords. 

In measure 12, the A minor chord shape is given an alteration by the addition 

of a note a fifth above the top note of the chord. This is to be played an eighth note 

after in alternation with an A major chord shape and the same fifth to form a rapidly 

descending figure from measure 12 to 13 (Ex. 12.2). 

Ex. 12.2, Etude 12, m.12-13. 

This rapid alternation of the two shapes gives good training in moving in and out of 

a chord with the help of having a guide finger, in this case the fourth, to lead the left 

hand through the practice. 

The first of the two i,m alternation studies begins in measure 22. The left 

hand fingering remains static for the right hand to play three notes on a string 

continuously through measure 29 (Ex. 12.3). 

12 
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Ex. 12.3, Etude 12, m. 22-29. 

etc. 

28 1 0 3 2 1 

The passage is written in sixteenth notes beamed in groups of four, implying the 

usual emphasis on the first of each group. Since the notes are written three to string 

it forces to player to go against physical intuition, which would be to play the notes 

in groups of three. This is a good opportunity for training the index (/) and middle 

(m) fingers on the right hand to maintain the proper and even inflection of a scale 

passage. In addition, since there is alternation of an uneven number on each string, 

backwards crossings will naturally occur and can be practiced effectively. 

The second of these right hand alternation studies occurs in measures 39 

through 69. This passage requires the playing of the low E and A strings 

simultaneously with i and m . The low E string serves as a pedal, while the A string 

contains a melody which must be heard (Ex. 12.4). 
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Ex. 12.4, Etude 12, m. 39-50. 
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Since i and m are required to play rapidly over two bass strings either additional force 

must be used or a more appropriate angle of the nail must be found in order to 

effectively maintain the melody and the pedal. The left hand in this passage should 

effectively use portamenti to shape the melody in imitation of a 'cello as Villa-Lobos 

most certainly intended. In either case alternation between the index and middle 

fingers will be appropriately strengthened. 

Etude number twelve in its entirety is a test of endurance due to its perpetual 

motion. Along with its specific technical studies, it remains a premier workout. 



70 

CHAPTER FOUR: CONCLUSION 

The Twelve Etudes for Guitar by Heitor Villa-Lobos cover most of technical 

possibilities on the guitar. When seen through the lens of the pedagogical analysis, 

these technical aspects become the tools a serious player can use to further his or her 

facility on the instrument. 

There is a specific focus to each Etude when taken into proper consideration, 

will yield the intended result. In Etude Number One, each section of the right hand 

pattern should be considered in order to strengthen the movement of each finger. 

Each scale in Etude Number Seven can be developed with the intent that the patterns 

can be remembered and transferred to other repertoire. The unique left hand slurring 

section in Etude Number Ten can serve to not only strengthen the left hand 

movement but also eliminate the need for superfluous studies for training left hand 

stability. These few examples just skim what the complete etudes offer. The Twelve 

Etudes when learned in their entirety are a definitive prerequisite for mastering 

modern guitar technique. 

The intended purpose of this pedagogical analysis is to serve as a guide for 

focusing on the implied purely didactic intent of each of the Twelve Etudes. 
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