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In Part 1, we laid the groundwork for learning a new song: 

1. We set up our practice space. 
2. We learned to choose reliable editions of the piece we are going to learn. 
3. We learned that it is essential to listen to dozens of recordings and watch dozens of videos to 

hear the big picture as we learn a new piece. 
4. We learned that it is important to study and analyze our score(s). 

In Part 2: 

1. We learned how to make a game plan for practicing our piece. 
2. We learned why it is so vital NEVER to practice mistakes and the neuroscience behind it. 
3. We learned practice strategies to master small elements, including "The 10 Levels of Misery," 

which ensures we don't practice mistakes. 

In Part 3: 

1. We learned where to start practicing in a new piece. 
2. We learned that it is vital to master small elements first. 
3. We learned the two most fundamental practice tools—The Feedback Loop and S-L-O-W 

Practice. 

In Part 4, we learned how to use the "Slam on the Brakes" and "STOP—Then Go" practice strategies to: 

1. Correct errors 
2. Improve technical control 
3. Reduce tension 
4. Improve memorization 

In Part 5, we learned how to practice with the right alone to: 

1. Apply planting or double-check the precision of your planting technique 
2. Correct or improve the balance between the melody, bass, and accompaniment 
3. Apply or improve string damping 
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4. Master passages with difficult string crossings 

 

In Part 6, we learned how to practice with the left hand alone to learn, improve, and master: 

1. The "lag behind" technique 
2. How to lift fingers to avoid string squeaks 
3. Left-hand finger preparation 
4. Synchronization of left-hand finger movements 

 

In Part 7, we learned more on how to practice with the left hand alone to learn, improve, and master: 

1. Shifts 
2. Pre-planting the left-hand fingers 
3. Collapsing (hyperextending) the tip of the first finger going into and out of a bar chord 
4. Difficult chord changes without tiring, injuring, or "locking up" the left hand by practicing with 

light finger pressure 

 

In Part 8, we began learning how to practice with Altered Rhythms. We learned the benefits and six 
specific strategies: 

1. How to practice the most common altered rhythms: dotted rhythms 
2. How to lengthen a particular note within each beat to alter the rhythm 
3. How to use extended pauses in altered rhythms to reduce tension in the hands 
4. How to lengthen a particular beat in each measure to alter the rhythm 
5. How to insert a very long pause (fermata) and play the following notes as grace notes to alter 

the rhythm 
6. How to change the accents to alter the rhythm 

 

In Part 9, we concluded our discussion of practicing with Altered Rhythms. We learned: 

1. How to apply altered rhythms in divisions of 2 to a scale 
2. How to apply altered rhythms in divisions of 2 to a passage from a piece (not a scale) 
3. How to apply altered rhythms in divisions of 3 to a scale 
4. How to apply altered rhythms in divisions of 3 to a passage from a piece (not a scale) 

 

In Part 10, we began learning about a very powerful tool—practicing the individual voices of a song, 
section, or measure. This section is a prologue to using the tool and takes a deep dive into voices, their 
terminology, and notation. We learned about: 

1. Four-part harmony, the notation of choral music, and how that applies to the notation of voicing 
in guitar music 
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2. The multi-dimensionality of music moving vertically and horizontally 
3. The limitations of guitar notation 
4. The notation of voices in guitar music 

In Part 11-A, we began our exploration of how to practice the voices of your music and learned how to 
improve three items using this practice technique: 

1. Practice the individual voices to learn to play the melody as the prominent part. 
2. Practice the individual voices to learn to find and fix flaws in the accompaniment. 
3. Practice the individual voices to learn to adjust the balance between the voices. 

In Part 11-B, we continued our exploration of how to practice the individual voices in a piece to: 

1. Separate the music into its component voices so that you can examine the independent rhythms 
of each part and hold the notes for their correct duration. 

2. Practice the individual voices to learn to eliminate choppy playing and detect bad fingering. 
3. Practice the individual voices to help you choose whether to play a voice as a pure line (only one 

note ringing at a given moment) or to allow notes to ring together. 
4. Practice the individual voices to improve your tone quality. 
5. Practice the individual voices to improve the clarity of the notes within the voice (eliminate 

buzzes and muted notes). 
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PART 11-C 
In Part 11-C, we will focus on contrapuntal music and explore three more huge benefits of practicing the 
individual voices of your music. 

 

 

Autograph manuscript of the Fugue from Prelude, Fugue, and Allegro (BWV 998) by J.S. Bach 

 



9. Practicing the individual voices is perhaps the most powerful tool you 
can use to improve the execution of contrapuntal passages and 
contrapuntal pieces such as fugues. 
 

Many songs consist of a single melody or voice supported by a chordal accompaniment (the harmony). 
However, some songs, especially those from the Renaissance and Baroque periods, replace the chords 
with additional melodies (voices) with independent rhythms that overlap, interrupt, and support each 
other. Sometimes these melodies (voices) are complimentary, and other times they are not, but they 
still work together. Music written this way is called contrapuntal or counterpoint. The term originates 
from the Latin punctus contra punctum meaning "point against point," or in the case of music, "note 
against note." It's a fascinating, attractive sound. 

At its most basic, contrapuntal music is that which contains nearly independent melodies or voices that 
are of equal importance. Rather than a single melody (voice) that has more weight than the chordal 
accompaniment (the harmony), contrapuntal music introduces two or more voices in independent 
rhythms that are equally important. Thus, the piece's texture is not created by supportive harmonies but 
by the interaction between the sometimes competing and sometimes complementary voices.  

In the most basic terms, think of contrapuntal music as two or more separate tunes we play or sing 
simultaneously, such as "Row, row, row, your boat" or "Frères Jacques" in staggered entrances as a 
round. 



 

Listen to "Frére Jacques" as a round. 

For those who wish to split hairs, and I know you are out there, the word "counterpoint" is frequently 
used interchangeably with "polyphony." However, polyphony generally refers to music consisting of two 
or more distinct melodic lines or voices. But counterpoint refers to the compositional technique 
involved in handling these melodic lines or voices.  

Good counterpoint requires two qualities: (1) a meaningful or harmonious relationship between the 
lines (a "vertical" consideration—the harmony) and (2) some degree of independence or individuality 
within the lines themselves (a "horizontal" consideration—the melody).   
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Composers, especially the great ones, focus on three horizontal aspects:  

1. The movement of the individual melodic lines  
2. The long-range or overall relationships of musical design and texture (the form or structure of 

the piece) 
3. The balance between vertical and horizontal forces that exist between these lines. 

The complexity can vary from two people singing "Row, row, row your boat…" in staggered entrances to 
the grandest four-voice fugues of J.S. Bach in The Art of the Fugue. 

When you play a piece containing two or more distinct parts, especially one in counterpoint, it can be 
difficult to hear how well you are playing voices other than the upper one. We tend to focus on what we 
are familiar with, usually that upper voice. Many guitarists pay scant attention to the other voices and 
have no idea how well or poorly they are playing them. For instance, are you playing the middle or lower 
voice smoothly or chopping off notes that should connect? Are the inner rhythms correct? Are you 
rushing some of the notes in a voice? Are you cutting off notes that should ring or letting notes ring that 
you should damp? When you practice a contrapuntal piece, you must be aware of all these items.  

The best way to do this is to practice each voice by itself. In the case of pieces in three or four voices, we 
can also practice pairs of voices. Finally, we can apply the practice tools we have already learned about 
to make the interactions of the voices crystal clear. 

We will begin with an example most guitarists play or are familiar with—the Bourrée from Lute Suite No. 
1 BWV 996. By the way, I notated the ornament in measure seven as a cross-string trill. Example #302: 

 

 



 

 

A conventional left-hand fingering might look like this. Example 303: 

 

 

 

Remember that counterpoint consists of two or more LINES moving independently. You will recall our 
discussion that when we play a melody, we have a choice of playing it as a pure line (only one note rings 
at any given moment), a campanella where all the notes ring together as much as possible, or anything 
in between. In a contrapuntal piece, it is essential that the melody or voice be a pure line. When we 
allow notes to ring past other notes in the same voice, it implies a new voice. We don't want that to 
happen. In this conventional fingering, if we allow the open strings to ring, we end up with a mess.   
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Example #304: 

 

 

Listen to the confusion when I play both voices and allow the open strings to ring in Video #60. 

The most efficient way to zero in on the problems (and hear them) is to practice each voice separately. 
First, let's fret both voices but pluck only the soprano (upper) voice. Without any string damping, the 
open strings ring across the other notes in the soprano voice. This destroys the linear or horizontal 
dimension of the music.   

https://rumble.com/embed/v13b3tn/?pub=e2otb


Example #305: 

 

 

Listen to the mess I create in the passage by allowing the open strings in the soprano voice to ring in 
Video #61. 
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But, I can make the upper voice a pure line if I apply string damping. Example #306: 

 

 

Now listen to how clean the upper line sounds when I damp the open strings in Video #62. 

 

 

 

 

 

 

 

 

https://rumble.com/embed/v13ky43/?pub=e2otb


Now let's follow the same process with the bass voice. Fret both voices but pluck only the bass (lower) 
voice. Without any string damping, the open strings ring across the other notes in the bass voice. Again, 
this destroys the linear or horizontal dimension of the music. Example #307: 

 

 

Listen to the mess I create in the passage by allowing the open bass strings to ring in Video #63. 
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But, I can make the lower voice a pure line if I apply string damping. Example #308: 

 

 

Now listen to how clean the bassline sounds when I damp the open strings in Video #64. 
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Once I master the string damping in each voice, I can put the two voices together and apply the 
damping. Now, I'm playing two pure lines, and the counterpoint is clear. Example #309: 

 

 

On a side note, if you can avoid open strings, you can eliminate some string damping. That may be a 
good choice for intermediate players to make a passage easier to play. However, for advanced players, 
the sound should always come first. If a note sounds better open, play it open and use damping. Don't 
play it closed just to make it easier. 

In Video #65, listen to me apply string damping to the open strings in both voices of the Bach Bourrée. 

 

https://rumble.com/embed/v13kyqv/?pub=e2otb


10. Practice the Individual Voices to Learn to hear each voice and how 
the voices interact with one another. 
 The goal is to increase your awareness of the voices in your music so you can hear and appreciate the 
intricacies, uniqueness, creativity, and wonder of the composer or arranger's work. That awareness will 
permeate your playing, and your listeners will also sense and hear it. 

I think one of the best ways to do this is to play one voice and sing another. Let's begin with a 
straightforward example. In Fernando Sor's Study No. 2 (as numbered by Segovia in his Twenty Studies 
by Fernando Sor), we have a distinct melody in the upper soprano voice. The accompaniment, which is 
called an "Alberti Bass" pattern, consists of the alto and bass voices. Example #310: 

 

 

 

 

 

 

 



A great way to hear the interaction between the melody and accompaniment is to play the 
accompaniment only and SING THE MELODY. Example #311: 

 

 

As I point out in the next video, you are free to fret all the parts as you sing the melody or fret only the 
accompaniment and sing the melody. I prefer the latter because it emphasizes the independence of the 
two parts in my mind, hands, and fingers. 

Watch me demonstrate the passage and why I'm strictly a guitarist and not a singer in Video #66. 

Applying the practice technique to Sor's Study No. 5 (as numbered by Segovia in his Twenty Studies by 
Fernando Sor) is more challenging but even more instructive. Here are the first 16 measures. Again, I 

https://rumble.com/embed/v13kz47/?pub=e2otb


separated and color-coded the three voices. Note that the alto and bass voices combine to form the 
accompaniment (the notes with their stems pointing down). Example #312: 

 

 

Once again, we can best hear the interaction between the melody and accompaniment by playing the 
accompaniment only and SINGING THE MELODY. If I separate the melody from the accompaniment, it 
looks like this. We have the melody to sing and an arpeggio accompaniment to play on the guitar. 
Example #313: 



 



Not all passages or pieces naturally lend themselves to this type of practice, but it is always worth trying. 

Watch me demonstrate the passage in Video #67. 

 

Crank it up a notch: sing the counterpoint 
Once you get the hang of it, singing the melody of a song while playing the accompaniment is very 
doable. But in a contrapuntal piece, singing one line while playing another can be pretty challenging. 
And, to play contrapuntal music well, we must learn to hear both the individual voices and how they 
interact. Of course, playing the individual voices is helpful, but playing one voice and singing the other is 
a wonderful way to hear that interaction. So let's have another look at the Bourrée from Lute Suite No. 1 
BWV 996. Example #314: 

 

 

I mentioned earlier that our ears tend to focus on what we know. Guitarists who play this piece or have 
heard it can probably sing the upper voice of the first eight measures from memory. But what about the 
lower voice? Can they sing it from memory? Probably not. Can they sightsing it while looking at the 
music? Doubtful. When they play the piece, they probably aren't listening to the lower voice and have 
no clue how well or poorly they are playing it. That is unacceptable. 

  

https://rumble.com/embed/v13kzfl/?pub=e2otb


Let's start the easy way. We extract the upper voice. Play and sing this voice. Example #315: 

 

 

After several repetitions, try singing the line without the guitar. Wherever your singing falters, play the 
uncertain note on the guitar to get back on track. Keep practicing until you can sing the correct pitches 
in rhythm without help from the guitar. 

 

 

 

 

 

 

 

 

 

 

 



Now comes the hard part. Sing the upper voice but play the lower voice on the guitar. You will probably 
need to play slowly. You have two options. Do whichever is easiest. Option #1 is to fret both parts but 
pluck only the lower voice as you sing the upper voice. Try to apply the string damping to the lower 
voice. Example #316: 

 

 

 

 

 

 

 

 

 



 

Option #2 is to play only the lower voice on the guitar (don't fret the upper voice at all) as you sing the 
upper voice. Example #317: 

 

 

Once you cease to struggle with the coordination issue, you will become more aware of the lower voice, 
hear it better, and become more aware of the feel and sound of the interaction between the two parts. 

Watch me demonstrate the process in Video #68.  

 

https://rumble.com/embed/v13kzor/?pub=e2otb


Then we begin the challenging part of the process, which is learning to sing and hear the bass line. We 
extract the lower voice. Play and sing this voice. Example #318: 

 

 

After several repetitions, try singing the bassline without the guitar. Wherever your singing falters, play 
the uncertain note on the guitar to get back on track. Keep practicing until you can sing the correct 
pitches in rhythm without help from the guitar. 

 

 

 

 

 

 

 

 

 



Now comes the hard part. Sing the lower voice but pluck only the upper voice on the guitar. You will 
probably need to play slowly. You have two options. Do whichever is easiest. Option #1 is to fret both 
parts but pluck only the upper voice as you sing the lower voice. Try to apply the string damping to the 
upper voice. Example #319: 

 

 

 

 

 

 

 

 



Option #2 is to play only the upper voice on the guitar as you sing the lower voice. Example #320: 

 

Once you cease to struggle with the coordination issue, you will become more aware of both voices, 
hear them better, and become more aware of the feel and sound of the interaction between the two 
parts. 

Watch me demonstrate the process in Video #69.  

 

https://rumble.com/embed/v13l04b/?pub=e2otb


Now that you genuinely know both voices (and can sing and hear the lower voice as confidently as the 
upper voice), play both parts together again. 

1. Focus on listening to the bassline.  
2. Then, play it again and focus on listening to the upper voice.  
3. Finally, play both parts and switch back and forth from singing the upper part to singing the 

lower part until you feel totally comfortable with the process.  

This practice procedure will enable you to hear your piece in a new light. You will now be able to hear 
and appreciate the intricacies, uniqueness, creativity, and wonder of the composer's work. That 
awareness will permeate your playing, and your listeners will also sense and hear it. 

 

 

11. The Mystery of Hidden or Implied Voices 
 

 
 
Hidden or Implied Voices in Contrapuntal Music 
In your daily life, if you told a friend, "I hear voices," they would be rightly concerned about your mental 
health. But in music, hearing voices is a strength! That is especially true in contrapuntal music, 
particularly that written for solo violin, cello, and even lute music. 



On the surface, it seems that music for solo violin or cello has to be one line or voice. After all, you 
usually only play one note at a time. Yes, a skilled violinist or cellist can play double, triple, or even 
quadruple stops (one, two, three, or four notes together), but that is not typical. These multiple stops 
also don't usually extend over several measures, so literally playing two or more voices simultaneously 
as we can on the guitar is seldom done. 

However, when a genius such as J.S. Bach writes a solo piece for the violin or cello, he can skillfully write 
music that implies multiple voices, even though we don't see them on the page. To show you what I 
mean, we will study the opening measures of the Prelude from Bach's Cello Suite No.1 in G major, BWV 
1007.  

Anna Magdalena Bach, Bach's second wife, was an invaluable aide to J.S. Bach's duties as Kantor of 
Leipzig.  Example #321: 

 

 

She copied and transcribed the reams of music he wrote for the city's five principal churches.  A number 
of his manuscripts exist only in her hand. For example, here is page 1 of her manuscript of the Cello Suite 
No. 1. I enjoy viewing old manuscripts. They are almost works of art in themselves. Example #322: 



 



 

If you are interested, you can download her manuscript of all six cello suites here. 

As beautiful and historic as they are, manuscripts can be challenging to read. So let's look at the first 
four measures in modern notation for the cello. Note that it is in G major and in the bass clef. Example 
#323: 

 

 

For our purposes, let's transcribe that for the guitar into the key of D major in treble clef with some 
conventional fingering. Example #324: 

 

 

  

https://douglasniedt.com/images/tech-tip-how-to-learn-a-piece-on-the-classical-guitar/Bach-Cello-Suites-Complete-Anna-Magdalena-Bach-Autograph-Manscript.pdf


On paper, it is hard to tell if there are multiple voices. But when we play it, we clearly hear three voices. 
Example #325: 

 

 

Listen to me play the passage in three voices in Video #70. 

 

 

Measures 1 through 4 are a clear example of how a passage can contain implied or hidden voices. But 
look at measures 22-24 from the same Prelude, where it looks like some scales and nothing more. 
Example #326: 

 

 

https://rumble.com/embed/v13l0d7/?pub=e2otb


But in reality, as in the opening four measures of the piece, we have three voices, although the bassline 
does not enter until the last three notes of measure #24. So we can re-notate it in three voices like this. 
Example #327: 

 

 

  



If we carefully re-finger the passage and add some fundamental dynamics, we can differentiate the 
voices more clearly. Example #328: 

 

 

Listen to me play the passage as three voices in Video #71. 

 

The bottom line is that this entire Prelude is in three voices. Even though the cello is not an obvious 
choice to perform a contrapuntal work, with Bach's genius and the cellist's choice of bowing, phrasing, 
and dynamics, a cellist can give a strong impression that the piece is indeed in three voices. For us 
guitarists, it is much easier. Finding the implied or hidden voices and carefully fingering them as 
independent lines makes the piece sound obviously as Bach intended—a composition in three-voice 
counterpoint. 

Hidden and implied voices occur throughout Bach's and other composers' works. An excellent example 
of a guitar (lute) piece with hidden or implied voices is Bach's Prelude from Prelude, Fugue, and Allegro 
BWV 998.  

 

  

https://rumble.com/embed/v13l0hx/?pub=e2otb


Hidden or Implied Voices in Non-Contrapuntal Works 
Hidden or implied voices occur in other types of music, not just contrapuntal works of the Renaissance 
and Baroque periods. Keep in mind that the principles of finding the voices in a more musically complex 
or advanced piece are the same as in beginning studies, such as those by Sor and Giuliani we examined 
earlier.  

But in advanced and intricate pieces, we will frequently come across measures or passages in which we 
can interpret the voice leading in different ways. Voices may be hidden or implied. The interpreter must 
find them. There may also be two or more solutions to questions such as, "Where is the melody?" or, on 
more specific levels, "Is this note part of the bass voice or the accompanying middle voice?" or "Is this 
note part of both the melody and the alto?"  

We can play the piece much better if we know the answers to these questions. If we play a passage with 
no differentiation of the voices, the music will sound like a jumble of notes. Your listeners will have no 
sense of the wonderful multi-dimensionality of the piece. 

To demonstrate how a non-Renaissance or non-Baroque composer might use hidden or implied voices, I 
will take you through part of Variation No. 6 of Variations on a Theme by Handel, Op. 107 by Mauro 
Giuliani. Giuliani uses shorthand guitar notation for much of the piece. In the second half of Variation 
#6, we have this passage. Example #329: 

 



 

At first glance, it looks like a passage of arpeggios and a scale. If we played it as such, it sounds okay but 
rather flat or one-dimensional. 

Listen to its one-dimensionality in Video #72. 

But even as you listen to me play all the notes as equals, you can hear that there is more going on than 
just bass notes and arpeggios. If I rewrite the passage in advanced guitar notation (stemming the notes 
of each voice independently), you can easily see the three voices. I color-coded them to make them 
even easier to see. Example #330: 

 

 

Now, listen to me play the passage again, this time playing it in three voices by differentiating the 
relative volume of each part in Video #73. 

 

https://rumble.com/embed/v13l0l9/?pub=e2otb
https://rumble.com/embed/v13l0pz/?pub=e2otb
https://rumble.com/embed/v13l0pz/?pub=e2otb


I think those measures are straightforward. Most players would catch on that the melody is embedded 
in the arpeggio. However, the following four measures, 18-21, are not so obvious. Here is the original 
notation. Example #331: 

 

 

The first time I studied the passage, it looked like more arpeggios and a scale. But after playing it for a 
while, I began to hear three voices. Example #332: 

 

 

Listen to me play the passage using some simple dynamics to bring out the three voices in Video #74. 

https://rumble.com/embed/v13l0tl/?pub=e2otb


Measures 22-25 are similar to 18-21 with arpeggios and a scale. Here is the original notation. Example 
#333: 

 

 

  



In my opinion, this passage is also in three voices. I say "in my opinion" because when it comes to 
hidden and implied voices, the answer is "in the ear of the beholder." Another guitarist may interpret 
the passage differently. For example, here are two interpretations of this passage. Example #334: 

 

 

Listen to me play both versions in Video #75. 

 

 

 

 

 

 

 

 

https://rumble.com/embed/v13l0z5/?pub=e2otb


Going on, here is the original notation for measures 26-29. Example #335: 

 

 

And here it is, as I hear it in three voices with two options for measures 26 and 28. Example #336: 

 



Listen to me demonstrate the options in Video #76. 

 

It takes experience, critical listening, and sometimes some guesswork to find hidden or implied voices, 
whether in contrapuntal or non-contrapuntal music. But once you discover the multi-dimensionality of a 
passage, you can bring an otherwise mundane phrase to life.  

It is essential to be aware of the voices in a passage and which notes belong to which voices in the early 
stages of learning a piece. Then, you can practice it with the correct balance between the parts and use 
dynamics, tone colors, and articulation to communicate that magic to your listeners. 

 

SUMMARY 
You learned that finding and practicing the individual voices of your music has these benefits: 

1. The most obvious benefit is that knowing which notes form the melody will help you practice 
playing those notes more prominently than those in subordinate voices. Usually, making the 
melody prominent is key to making a piece sound its best.  

2. If you can identify the voices in your music, you can use some advanced practice strategies in 
which you practice the voices separately to improve several elements of your playing. 

3. You can learn which notes form the accompaniment and practice it independently. That way, 
you can easily hear any flaws in your playing of the accompaniment and fix them. Practicing the 
accompaniment alone also increases your awareness of what the accompaniment sounds like 
by itself.  

4. If you know which voice is which, you can adjust the relative balance between two or more 
parts with great precision. 

5. Separating the music into its component voices allows you to see the independent rhythms of 
each part so that you hold the notes for their correct duration.  

6. Practicing the individual voices of a passage shines a spotlight on flaws in fingering and 
execution. 

7. Practicing the individual voices helps you choose whether to play a voice as a pure line (only 
one note ringing at a given moment) or allow notes to ring together. 

8. You can improve the tone quality of a voice. 
9. You can improve the clarity of the voices (eliminate buzzes and muted notes). 
10. In contrapuntal music, you can learn to hear the individual voices and how they interact. Then, 

you can apply practice tools to make those interactions crystal clear. 
11. An awareness of the voices of the music enables you to hear and appreciate the intricacies, 

uniqueness, creativity, and wonder of the composer or arranger's work. That awareness will 
permeate your playing, and your listeners will also sense and hear it.  

12. You can go even further by finding hidden or implied voices in both contrapuntal and non-
contrapuntal music. When you differentiate these voices, you will give the piece the lifelike 
multi-dimensionality the composer intends it to have rather than a dull, colorless, one-
dimensional sound. 

 

https://rumble.com/embed/v13bdtu/?pub=e2otb
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