The secrets of Flamenco, that 'wonder of natural art' as Manuel de Falla called it, have hitherto
been hard to learn without personal lessons from an expert teacher, and such teachers are rare
indeed outside Andalucia or Madrid. Yet nearly everyone who plays or wants to play the Spanish
guitar would like to learn at least something about how those exciting sounds of Flamenco are
created. Here now is a book combined with a cassette tape-recording in which a top-ranking
flamenco soloist and recording artist reveals the very essence of the flamenco art of the guitar.
Juan Martin's playing of his music on the cassette, along with the many photographs and
details in the text, vividly demonstrates the essential techniques, rhythms and toques of Flamenco,
His Method also contains longer solos, daily exercises for developing technique and invaluable
information about the flamenco guitar and its music.
The Method has been designed for the player of any standard. You may be an absolute beginner
with no previous knowledge of music or the guitar, or you may already play the guitar quite well.
Your ambitions may be just to be able to enjoy yourself playing some Flamenco, or they may
reach much further, perhaps even so far as pursuing a professional career with the guitar. Whatever
the case, the Method will provide the basis for you to advance greatly your skill and understanding,
so that you find in the joys and sorrows of Flamenco something more of that capacity for expressing oneself through the guitar which Juan Martin so excitingly demonstrates.

Juan Martin is a virtuoso of the flamenco guitar
with a rare combination of talents. He is a
phenomenal player who has established an international name for himself as one of today's most
exciting and most creative performers of
Flamenco, in addition, he is an inspiring teacher
with a passionate enthusiasm for communicating
his enjoyment and knowledge of the art to
others. Such generous commitment of energy
to this labour of love is especially remarkable
because flamenco guitarists tend by tradition
to be very reticent, even secretive, about how
they play,
Juan Martin's artistry has evolved in the very
purest traditions of Flamenco. From his early
years in Malaga, one of the great historic centres
of Flamenco, he went on to gain wide experience
playing with many of Spain's leading singers and
dancers before attaining his present eminence as a solo recitalist and recording star. In London he
has given many recitals at the Queen Elizabeth Hall and the Wigmore Hall and he is often asked to
play on television and radio. In Madrid he has played to a very large audience in the prestigious
Palacio de Congresos and he is now in demand for concert tours in many parts of the world.
For a flamenco guitarist to achieve such distinction, he must have more than just brilliant
technique. In the art of Juan Martin one can quickly identify that extra-special magic as an
uncompromising 'flamenco-ness' which comes from the soul. His compositions for the guitar show
an exceptionally wide-ranging mastery of rhythm and expression and a profound respect for the
oldest traditions and origins of Flamenco. A deep understanding of the flamenco Cantet a rare
distillation of experience which inspires much of his music, is a special hallmark of his style,
as was memorably demonstrated in his famous London concert with the legendary gypsy singer,
Rafael Romero. Above all, his playing is powered by an earthy intensity of rhythm and emotion
(or, to put it simply, duende) which is the true heart of Flamenco.

Introduction by Juan Martin
This is a book for those genuinely interested in learning the marvellous art of the
flamenco guitar. I have tried to convey in my method the exact way traditional
technique is built and the purest playing style achieved. The rhythms and melodic
variations (falsetas) are the very basis upon which all good professional flamencos
base their style. I have taken particular care to show in the music the correct fingering for both hands for this is often the problem for players learning by ear from
recordings. (The book starts at the very beginning and assumes no knowledge of
Flamenco or music on the part of the beginner). The music contained is also written
in cifra which is explained at the start for those who do not know or wish to learn
music. The transcription of the music, together with the preparation of the text and
of the photos showing the way I play, has been undertaken by my good friend
and guitarist Patrick Campbell; an exhausting task completed with great love.
The great and ancient tradition of Flamenco is a broad and deep current formed
from many sources, I would like to dedicate this book not only to all those new
aficionados I hope it will encourage but also to all those many unsung players of the
flamenco guitar whose playing continually enriches and extends the tradition of
Flamenco. There are so many working guitarists in Spain and elsewhere whose
accomplishments may never gain wide recognition, yet it is they who make up the
basis of the living art that is Flamenco today.
j Viva el Artel
Juan Martin.
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WRITING DOWN FLAMENCO
Flamenco is an art-form which traditionally does not use written notation.
Many readers must, therefore, wonder about the authenticity and accuracy
of the transcriptions of Juan Martin's music into staff notation and
tablature (cifra). The approach adopted here was designed to preserve as
much as possible the vital spontaneity of Juan's playing and to avoid
simplification or distortion in showing how Flamenco is actually played.
After the main outlines of the Method had been decided upon, he
played and tape-recorded the pieces impromptu, most of them in just one
very inspired session. In this way he linked together many melodic falsetas
and rhythmic passages of rasgueo into pieces suitable for a progressive
introduction to guitar techniques as well as for solo performance. Next,
the music was transcribed from the tape-recording into notation and cifra.
Some further sections were recorded and transcribed separately in order
to complete the coverage of basic techniques and essential toques. Working
now from the basis of the transcriptions and the recordings, Juan
memorised the pieces as he had originally played them and re-recorded
them for the cassette to go with the book. Both during and after this
re-recording at EMI's studios the transcriptions were checked through again
note by note to ensure that they correspond as exactly as possible to the
final recording you will hear.
P.C.
'ELEMENTS OF FLAMENCO'
The pupil who learns with Juan Martin receives much more than just a
personal initiation into flamenco music and guitar-playing. He is also introduced to a whole world of Flamenco as Juan emphasises and demonstrates
the essential musical values which give the music its unique strength and
appeal. In order to convey these more theoretical aspects of his teaching
the book includes, among the sections called 'Elements of Flamenco',
discussions of key terms used in Flamenco and a brief outline of the
history of the art, along with other, more practical details about the guitar,
These sections, listed below, are presented separately at the end of the
earlier Lessons in the book.
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1.1 The traditional flamenco way of holding the guitar, supported on the right thigh.

LESSON 1

Getting Started

Tuning the guitar
The flamenco position
Introduction to rasgueo
A first-day solo

The musical illustrations recorded on the
cassette follow the sequence of the printed
text. The symbol
indicates points in the
text at which it is appropriate to switch on
your recorder to hear the next item on the
tape. Each item is introduced by a brief
announcement on the recording and is also
named in the text.

In this first lesson we start by learning to tune the guitar. We then look at how to sit and hold the instrument
in the proper flamenco position, and from there you can quickly progress to playing flamenco rasgueos and a
short sequence of a Malaguena.
The only assumption at this point is that you have a Spanish type of guitar with nylon strings.
You do not need a special flamenco instrument to begin with, so the question of how to choose the right sort
of guitar is left until further on in the book (p. 50 ). Buying an expensive guitar before you know what to look for
and what sort suits you best can turn out to be a costly mistake. Better, therefore, to make a start with even a
very modest instrument before you commit yourself to major expense.
If your guitar is not already fitted with golpeadores (tapping-plates) you will need to buy some self-adhesive
ones from a guitar shop, but they are not necessary for the first lesson. Once fitted, they may not be removed
easily without risk of damage to the surface of the guitar.
Flamenco guitarists traditionally do not read music but learn by imitation and by ear. You, too, will not need
to understand musical notation to learn the music in this book. Other simpler methods of representing the music
recorded on the cassette will show you what to play. If you do want to learn notation, however, Appendix A
contains a brief introduction to the subject.

Tuning the guitar
We begin by tuning the 5th string, which is the middle one of the three bass strings wound with a covering of wire,
to the note A. This note is heard as a continuous tone at the very start of the cassette.
Adjust the machine-head or tuning-peg (see photo 1.2) to
bring the 5th string to the right degree of tension, so that when
the string is plucked it sounds exactly the same note as the A
note on the cassette. Once you have achieved this, you can use
the 5th string as the basis for tuning all the other strings, as is
described in detail on page 2.
At first you may find it difficult to be sure when two notes
(initially the note on the cassette and the note of the 5th string
and, later, notes on different strings) are exactly the same.
Practice, however, will make you more confident about doing
this accurately. If it sounds right then it probably is right.
The quickest method for tuning any string is to tighten it
progressively so that you always tune upwards in pitch towards
the correct pitch, rather than downwards by slackening the
string. If you overtighten so that the string sounds sharp, that
is higher in pitch than the exact note you are aiming for, loosen
it off just enough to let you approach the right note from a
lower (flat) pitch by tightening the string again.

7.2 Adjusting a tuning-peg. Right hand braces the neck of the
guitar.

1

For the beginner: details of tuning
The basic method of tuning, starting from the 5th string, can be summarised by a diagram. The dots show at
which frets the strings must be pressed against the fingerboard to obtain the note to which the next higher 'open'
string is tuned.

When the 5th string is stopped at the fifth fret, it gives the note D to which the 4th string is to be tuned. To
'stop' the 5th string at the correct fret, a finger of the left hand presses it firmly against the fingerboard behind
the fifth fret. The fingertip should be immediately next to, but not on top of, the fifth fret on the side nearer the
machine-heads or pegs. Sound the note by plucking the string with a finger or thumb of the right hand and then
tighten the 4th string until it produces exactly the same note.
Repeat the same procedure on the now tuned 4th string to find the note, G, for the 3rd string. The note is made
by stopping the 4th string at the fifth fret.
The next step is different. To find the note, B, to which the 2nd string is tuned the 3rd string is stopped at the
fourth fret — not the fifth fret this time. For all other adjoining pairs of strings the difference in pitch (the
'interval') between them is five semitones, equivalent to five fret spaces, but between the 3rd and 2nd strings it is
only four semitones.
The note for the 1st string, E, is found by stopping the 2nd string at the fifth fret.
To tune the 6th string to its note of bass E, the lowest note on the guitar, you need to make the note from this
string when it is stopped at the fifth fret the same as the note of the open (i.e. not stopped) 5th string, the A we
started from on the cassette. This is slightly more complicated than for the other strings because the 6th string has
to be stopped before a note on it can be compared with the same note on another string.
If you have any doubts about the correctness of the tuning, recheck each string in turn against the adjoining
ones. Also, the E of the 1st string should be exactly two octaves higher than the E of the 6th. Once you have
learned to play chords you will find it helpful to check the tuning further by playing the main chord or chords in
the piece you are about to play to hear whether they sound absolutely right.
New strings will quickly lose their pitch as they stretch when first put on the guitar. You will need to keep
tightening them often up to the correct pitch until they settle at a stable intonation after a few days.
To get the best sound from your guitar and the right tension in the strings, the strings should not only be in tune
relative to each other but should also be at the correct 'concert' pitch overall. The tuning note at the beginning of
the cassette will start you off, but soon you will need a pitch-pipe or tuning fork so that you can tune anywhere,
unless you have a very good memory for pitch. An A tuning fork will give the pitch of the first string stopped at
the fifth fret, and a C one the note at its eighth fret.
Notes of the open strings in musical notation
The strings of the guitar, ascending from bass 6th to treble 1st, are tuned to the notes E A D G B E. In musical
notation for the guitar these are written as follows:
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It is a convention that guitar music is written in the
treble clef an octave higher than it actually sounds.
If you were tuning a guitar from a piano, therefore,
the notes of the strings as written for the piano
would be:

For the more advanced player: further aids to accurate tuning
To obtain maximum accuracy in tuning, the use of natural harmonics can supplement the basic method already
outlined. These pure, bell-like notes are produced when the whole string is vibrated in a special kind of way,
in fractions of its total length. This is done by lightly touching, but not stopping, the string exactly over an
appropriate fret and then lifting the touching finger away at the moment the string is plucked by a finger of the
right hand. If, for example, the string is touched this way by a left hand finger exactly over the 12th fret, which
lies midway along its length from nut to bridge, the string is vibrated in halves, so that the harmonic produced
sounds an octave higher than the open string. (An alternative method of playing harmonics is to touch the string
with the right index finger over the appropriate fret and to pluck it with the right thumb, lifting the index away at
the instant the string is sounded).
When the guitar is in tune, the harmonic sounded when the touching finger is placed over the fifth fret on the
6th string is the same note as the harmonic sounded on the 5th string when it is touched over the seventh fret.
A similar relationship holds for the next two adjacent pairs of strings. Then, after checking the tuning of the lower
four strings in relation to each other in this way, the B of the open 2nd string is obtained from the B harmonic
sounded by touching over the seventh fret on the 6th string. The E of the open 1st string is obtained from the E
harmonic sounded with the touching finger over the seventh fret of the 5th string.
The final test should still be to check the sound of the chords of the piece you are going to play.

Holding the guitar: the flamenco position
The traditional flamenco way of holding the guitar is to
support its weight on the right thigh. This is very different
from the 'classical' position, which is not suitable for
Flamenco. Try to imitate the position demonstrated in the
photographs as closely as you can, and check your position
by sitting in front of a mirror, preferably a full-length one.

Posture
First you need a chair without arms, of the right height for
your legs. It should allow your thighs to be parallel to the
floor or, better still, slightly inclined with the knees rather
higher from the floor than the hip-joints, so that the guitar
can be securely balanced. If the thighs slope at all the other
way, that is downwards from hips to knees, the guitar may
tend to slide forwards. Place the feet, which may be together
or slightly apart, so as to get maximum height of the knees
from the floor. The knees are relaxed and allowed to incline
outwards. Keep the back as straight and upright as possible,
in a relaxed posture to avoid strain. The shoulders stay square
and level. The basic posture is shown in photo 1.1.

1.3 Holding the guitar on right thigh, balanced entirely by weight
of right arm.

Balancing the guitar
The larger curve of the guitar is now placed on the right
thigh, usually on the outer side of the thigh. The right upper
arm rests on top of the guitar as shown in photo 1.3, the
pressure downwards of the weight of the relaxed arm being
all that is required to balance the guitar at the correct angle.
Neck and shoulder muscles should stay relaxed. Gravity alone
maintains the position of the guitar.
To bring the right hand into the playing position, the
forearm is raised by bending the arm at the elbow until the
hand, which stays relaxed, lies over the strings of the guitar
between soundhole and bridge, as shown in photo 1.4.

1 .4

Right hand brought into basic playing position.
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As shown in photo 1.5, in which the left hand is shown stopping the
strings, the back of the guitar should be just about vertical to the floor.
Its neck is inclined slightly forwards, away from the left side of the
body. This brings the neck into a position comfortable for the left hand
and also limits the extent to which the back of the guitar is pressed
against the chest. The back of the instrument must not be muffled since
it reflects the sound and projects it forwards.
To summarise, 4 main points should be kept in mind while you are
getting used to the flamenco way of holding the guitar:
1. The weight of the guitar is in no way supported by the
left hand, which must be completely unencumbered
in its movements.
2. There is a gap between guitar and chest.
3. Your back should be straight with shoulders level.
7,5 Neck of guitar inclined forwards away from
left side of chest. Note straightness of the spine.

4. The whole posture should be as relaxed and tensionfree as possible.

People vary in the ease with which they can manage to hold the guitar in this position to start with. You are
quite likely to believe, the first few times you try it, that it is going to be impossible to balance the guitar securely
without it slipping about. But like everybody else you will be able to master it with perseverance. Keep trying to
play in this position at all times. If you have very great difficulty, however, and are beginning to despair, you may
have to lower the guitar so that the hollow between the two curves of the body of the guitar rests on your right
thigh. But keep trying the flamenco position so that you can gain greater comfort and confidence in it. The logic
of it lies in the straight posture it allows the spine, the strength and control it gives to the right hand and the ease
of access for the left hand in playing at frets high up the neck of the guitar.
You may see flamenco guitarists varying the position of holding the guitar, sometimes even changing while
playing. But it is important not to complicate things at this stage: other positions will be described later. The
ability to play in the traditional flamenco position is a must for every flamenco player.

Two chords
With the guitar now tuned and in position, we can bring both hands into play by learning two important chords,
E major and A minor. These chords are played here with all six strings of the guitar, helping you to familiarise
yourself with the richness and strength of sound your instrument can produce.
Listen to Exercise 1 on the cassette and you will hear four beats of the
chord of E major alternating with four beats of A minor, played with downstrokes of the right thumb. Before you try to play this we will look at what
is required of each hand in turn.

E major: the left hand
Photos 1.6 and 1.7 show the position taken up by the left hand fingers
for the chord of E major. The position can be represented by a chord
diagram, which is simply a diagram of the strings and frets with the
number corresponding to each circular dot showing which finger is
placed where:
The fingers of the left hand are
indicated by numbers as follows:
1 = index finger
2 = middle finger
3 - third or ring finger
4 = little finger
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E major chord diagram

1.6 E major chord position from above.

The E major chord can be represented in musical notation as follows:
Numbers alongside the dots of the notes again show which
finger of the left hand stops a string to make the corresponding note. The O's indicate that the notes which they are
adjacent to are made on open strings.
Try to copy the way the fingers are placed in the photos,
noting, if you can, the points mentioned in the caption.
Watching the left hand fingers
To place the fingers of the left hand behind the correct frets when you have
the guitar in position you will need to look at them over the top of the
guitar. There will be a temptation to pull the left hand nearer your body in
order to get a better view, but you should resist this, since it will bring the
back of the guitar against the chest. The plane of the front surface of the
guitar stays upright or nearly so. See photo 1.5.
The right hand
To sound the chord, strike firmly downwards towards the floor across the
strings with a deliberate sweep of the right thumb. The fleshy edge of the
tip of the thumb contacts all six strings in rapid succession. The movement
of the thumb is shown in photos 1.8 (a) and (b).
Repeat the movement to produce a slow steady rhythm.

7.7 (above) Left hand position for E major chord.
Fingers 1, 3, 2 stop the strings. The fingertips are
close to the frets without pressing down on lop of
them and are nearly at right angles to the fret board.
The knuckles of the left hand are parallel to the
edge of the fretboard. The wrist is in a relaxed
posture.

1.8 (left) Downwards sweep of the thumb across
all six strings.
(a) start of stroke.
(b) end of stroke.

A minor
Photo 1.9 shows the position of the left hand fingers for the chord of A
minor, shown in chord-diagram form as:
and in notation as:

A minor chord diagram

You will see that the fingers are in exactly the same formation relative to
each other as in the preceding chord of E major. The only difference is that
they stop strings 4, 3 and 2 instead of 5, 4 and 3.
Sound the chord with downstrokes of the thumb, repeating them in
rhythm as before.

1.9

Chord position of A minor.
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Changing chords
Having learned to play the chords of E major and A minor, your next step is to be able to change smoothly from
one to the other.
Start by playing repeated thumbstrokes on the E major chord in a slow and regular rhythm. Beating time with
your left foot will help to keep the rhythm even. When you have got the rhythm going steadily, move all three left
hand fingers holding down the chord across together to take up the position of the A minor chord. The fingers
move as one since, as already noted, the two chords use the fingers in identical formation. You will need to play
very slowly at first so that there is no detectable delay in the rhythm as you change chords.
Having changed to A minor, keep the rhythm going as before with the thumbstrokes and then, when you feel
ready for it, change back to E major, again without holding up the pulse of the rhythm. Keep doing this again and
again until you can change chords easily.
You can now proceed to play Exercise 1, which is simply four beats of E major alternating with four of A minor.
Counting aloud will help you make the change-over at the right moments. Written out in chord diagrams and
notation, Exercise 1 looks like this:

Some symbols
To Indicate the kind of thumbstroke just described, the exercise above uses the symbol
A stroke by thumb or finger of the right, hand moving from bass to treble downwards towards the floor is called
a 'downstroke' and is shown by an arrow,
. In notation the arrow refers to the chord which immediately follows
it. An arrow in the opposite direction,
, is a stroke from treble to bass, an 'upstroke'.
At first sight, you might think that these arrows look the
wrong way round, but you will easily avoid any confusion by
relating them to the guitar, as shown in the diagram (right).

DOWNSTROKE

The arrows are drawn the way they are because of the order in
which the strings are struck: in notation the higher notes are
nearer the top of the page than the lower.
A wavy arrow, , means that the chord is played in a spreadout way, with the individual strings heard in quick succession.
The straight arrow is used where the stroke is made so rapidly
that the sound is a single beat.
The letter beneath each arrow shows which
finger of the right hand makes the stroke. Here
it is p for pa/gar (thumb).
Other letters used in the book are:
a for anular (ring or 3rd finger)
m for medio (middle or 2nd finger)
i

for indice (index or 1st finger)

e for menique (little or 4th finger)

1.10 Symbols for the fingers of right and left hands.
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p, a, m and i are standard symbols widely used
in guitar music. Use of the 4th finger (in
rasgueos) is special to Flamenco and there is no
standard symbol.

Introducing RASGUEO
Switch on the cassette to listen to Exercises 2, 3 and 4. These
demonstrate your next objective, which is to play the E major chord
using flamenco 'rasgueo', the exciting sound most characteristic of
the flamenco guitar. The exercises will be discussed step by step.
The word 'rasgueo', which embraces all strumming techniques using one or more fingers of the right hand, is
pronounced 'rachayo' in the language of Flamenco, with the 'ch' guttural as in the Scottish 'loch'. 'Rasgueado'
(from the verb rasguear) is an alternative term.
Here we meet two of the commonest kinds of rasgueo, the single stroke with the index finger and the longer
roll of the 4-stroke rasgueo.
Index finger RASGUEO
(i) Downstrokes. Place the right hand in the position shown in photo 1.11 (a), with the thumb resting lightly beside
the sound-hole of the guitar on the rosette. This stabilises the hand, which stays relaxed. Flex the index finger from
the knuckle so that its nail nearly touches the base of the thumb. From this position flick it forwards, striking
downwards across all six strings to reach the position shown in photo 1.11(b). The movement is as if you were
flicking a small object lying on the 6th string across the strings to just beyond the 1st. Do it quite gently to start
with. The line of movement of the stroke is straight across the strings, at right angles to them.

1.11 Index finger downstroke — thumb resting on rosette of guitar (for index stroke
across all six strings).
(a) start of stroke,
(b) end of stroke.

Do it again and again in a slow steady rhythm, beating time with your foot. With practice you will achieve a
shorter, crisper sound. Exercise 2 can now be written as follows; count the rhythm aloud in 6's this time rather
than 4's.

Ex.2

etc.

(ii) Upstrokes. Once you have started the rhythm going steadily with downstrokes of the index finger you can
begin to introduce upstrokes after each downstroke. On each upstroke the index flicks back towards its position
at the start of the downstroke [shown in 1.11 (a)], hitting the higher-pitched strings so that only the first four
(strings 1, 2, 3 and 4) are sounded. You should try to get a 'spring' in the movement in order to give crispness
and an elastic sort of 'bounce' to the rhythm of alternate down- and upstrokes heard in Exercise 3 and written as:

E major

Ex.3

etc.
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