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"What shall I find when I return to Spain? "asked :Mrs. J. R. Maitland in" Gnitar 
News" ro. 11. She recalled the popularity of the guitar in Malaga (Andalusia) when 
she lived there as a girl. · 

Professor Jose avas, who is now in charge of guitar instruction at Malaga Conser
vatoire, where Mrs. Maitland gained her diploma, replies to the question in the following 
article, which was translated from the Spanish by Mrs. Audrey Rodziszewska. 

* * * 
WHAT WILL YOU FIND? 

by Jose Navas 

THIS is the question, is it not, concerning the guitar in Malaga that you 
wish to have answered ? · 

The traveller who comes to Malaga or any other place in Andalusia, 
wishing to find out something about the present state of development of the 
guitar in those parts, will observe the enormous ascendancy of the instrument 
in the field of popular music known as flamenco . No other instrument has 
been found to be so adaptable for the accompaniment of flamenco singing. 

How useless it would be to require from the violin or piano the sweeping 
chord or rasgueado needed in a ' soleares ' . This can be accomplished only 
on the guitar, an instrument which gives a note duration four times as long 
as that of the other instruments. 

In this marriage of guitar and flamenco singing there is no separation. 
An Andalusian, as soon as he sets eyes on a guitar associates it with flamenco, 
even if he sees it in the hands of a concert artist as great as Segovia himself. 

If one takes into account the fact that from the time of the appearance 
of flamenco singing at the very beginning of the nineteenth century, when the 
accompaniment was one of simple plucked chords without the least pretence 
of execution, up to the present time when the folk-guitarist of Andalusia has 
created a great variety of flourishes of considerable musical interest-a 
multitude of little 'falsetas' (a sort of instrumental interlude) all more or less 
emotive and charming opportunities for embellishing and responding to the 
voice of the singer, as Montoya or Angel de Baza would do-then it can be 
appreciated that there has been a great evolution in the art of the popular 
Andalusian guitar. As long as the guitar attends upon the steps of flamenco 
its ascendancy in Andalusia will suffer no eclipse. It would never fail for 
lack of talent (Albeniz, Falla, Turina). 

On the contrary, with the awakening of interest in the folklore of the 
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people (an interest aroused thanks to one of the great British novelists_, Sir 
Walter Scott) the importance of the Andalusian guitar increased. Its emot10nal 
value is self-evident. There is nothing academic about this. And if you ask 
whence come those contrapuntal arabesques and 'falsetas' we can only say 
that we do not know. 

Several years ago, the last time the great guitarist Llobet passed through 
Malaga, I asked him, " What do you make of flamenco, Don Miguel ? ", and 
he replied: " I cannot explain it, I do not know how it came about." But 
there are gaps and absurdities. Andalusian music is a popular music and like 
all popular music it is topical, and the repetition of its topicality opens the door 
to the ignorant guitarist. The art of flamenco playing is the art of accompany
ing the singer-and no more. When the flamenco guitarist plays a solo its 
folk-music charm almost always turns into musical ignorance. He tries to 
imitate the classic guitarist, but except for rare occasions he cannot avoid 
cutting a ridiculous figure. 

The same thing happens to the flamenco guitarist as happens to the 
compositor in printing, who, because he is associated with letters and ink, 
ends up by writing a novel or even a drama. So with the flamenco guitarist. 
By dint of appearing on the scene so many times with a guitar in his hands, 
the day comes when he wants to give a concert. 

There are good classic guitarists in Andalusia; but they always live in 
rather a reduced musical field. Segovia and Sanchez Granada are Andalusians. 
The great guitarist America Martinez lives in Seville, and in Malaga there is 
another performer of great repute, Celedonio Romero. 

Andalusia has two great guitar makers, one of whom is Miguel Rodriguez 
of Cordoba and the other Francisco Dominguez of Malaga, the sole successor 
in the line of Antonio de Lorca. 

The guitar class at this Conservatoire has been held since 1948. It always 
has plenty of pupils. I have 21 at the present moment, three of them on the 
way to become great guitarists. I do not use any 'a priori ' method. I take 
from each book and each author what is most useful and needful for the student. 
I am a teacher of the instrument and I am convinced that a method by itself 
does not solve the many problems that a guitarist has to solve. The class is 
divided into 6 courses. The students study Harmony, Aesthetics, History of 
Music, General Culture and all the things necessary to a good musical education. 
In order that the guitar should in future have its own literature (as the piano 
and violin have) I lead them into the paths of composition more firmly than 
into those of transcription. 

The teacher of the classic guitar, either outside or in a Conservatoire must 
exercise a certain political and psychological tact in pointing out to the Andal
usian student the universality of the guitar, for the Andalusian student is 
absorbed in his own musical vernacular, the ' cante flamenco.' 

A recommended book on Flamenco (in Spanish)-" Arte y Ar tistas 
Flamencos" by Fdo. el de Triana (Madrid) , published 1935. 
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GUITAR BUILDING BY AMATEURS 

by H. R. Kenworthy 

DURING 1949 two members of the Sydney Society of the Classical Guitar, 
Mr. George Russell and the writer, finally despaired of obtaining good 
finger-style guitars of concert size in Australia, and resolved to attempt 

to make their own instruments. The precedent had been established by the 
foundation President of the Society, Mr. R. S. Adams, who, faced with the 
same problem a few years previously, had attacked it in the same way and had 
built for himself a very fine instrument. 

As a preliminary move it was decided to combine efforts and to build an 
experimental model, and then to proceed individually to build two more 
guitars. Materials having been collected (incidentally this is the major 
difficulty) work commenced at the beginning of August, 1950, and by the end 
of November, 1950, the guitar was finished. It was a concert-sized instrument, 
the workmanship was very uncraftsmanlike, but to everyone's surprise it 
proved to be an excellent instrument, superior in tone, volume and action to 
any guitar in the Society at that time. 

Greatly encouraged, the would-be luthiers set to work on their own 
instruments, and these also turned out very successfully. Now the writer is 
working on his fifth guitar ; three other members of the Sydney Society of the 
Classical Guitar have each built one and two other members have instruments 
under construction. 

There have been no failures, so far, each instrument being a good guitar 
in tone, volume and action, in spite of the fact that in some of them the work
manship was very amateurish. 

The peculiarity of these instruments is that they are all quite unorthodox 
in construction. The writer had to devise a simple method of construction to 
make it possible for unskilled amateurs, knowing only what they required in 
the finished instrument and working only in their spare time, to tackle the job 
in easy stages. This inevitably meant that traditional methods and ideas had 
to be abandoned in several instances. 

The essential divergence from the usual method of construction is that 
whereas an orthodox guitar is built in a mould into which the sides are steamed 
and bent-the body being made as a box to the fore-end of which the neck is 
attached-in the writer's method a structural frame or "skeleton" is con
structed out of three pieces of ply-wood (the writer uses waterproof five-ply) 
and then all the parts are attached to this frame. The mould is unnecessary 
and the body frame becomes in effect a pair of built-in templets (or shape
formers) positioned by struts. Thin ply-wood, which can be bent easily 
without steaming, is used for the sides and back, but other materials are 
orthodox. Casein cold water glue is used instead of hot glue, giving one a 
working margin of about 20 minutes, which is most important to the unskilled 
worker. The procedure is as follows :-

1. A central ' keel ' or spine is cut with a coping saw out of five-ply 
sheeting about 5/16ths of an inch thick: This spine p~sses right through the 
guitar from the tip of the machine head, through the neck, down the middle of 
the heel and through the sound-box (i.e. attached to the back) where it is 
about three-quarters of an inch deep-or slightly less as far as the rearmost 
face of what would normally be the lower end block. In this system both end 
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blocks are therefore laminated. At the lower end block a vertical fin , an 
integral part of the spine, forms the central lamination. 

2. The end blocks, each consisting of two pieces of quadrant moulding 
of half inch radius, are glued each side of the respective portion of the spine. 

3. Two templets are then cut out of similar plywood to the required 
shape of the guitar on plan, less the thickness of the sides. These templets 
are cut as closely as possible to the finished shape with a coping saw, then 
they are clamped or screwed together and the pair of them " faired-off " 
(worked) together to the exact final shape with sandpaper wrapped around 
a cork block. This ensures that the curves will be concentric (in line) top and 
bottom. 

4. The top templet then has an inside area cut out with a coping saw 
to leave a 'rim' or frame about 5/16ths of an inch wide. The soundboard 
will eventually be glued to the upper surface of this rim. 

5. The bottom templet is similarly treated, but in addition all cross 
braces are also cut out of the plate, as also is a central longitudinal strip about 
three-quarters of an inch wide, to the upper surface of which the spine will be 
glued. All the above are in one piece with the rim. 

6. The spine is glued on top of the longitudinal strip of the bottom 
templet ; cleats consisting of narrow sections of quadrant moulding being 
used to position the spine at right angles to the plane of the bottom templet 

7. The neck is now glued on in two half-sections, each side of that portion 
of the spine forming the central lamination of the neck. When set the neck is 
shaped to its finished form and surface. The neck should finish at the nut, 
the machine head being a separate unit fitted later. 

8. The top rim is now attached to the framework, being glued to the 
lower end block and to the upper end block (inward extension of the neck) 
which is rebated to allow for the thickness of the rim. 

9. The next process is to fix the two rims at the correct distances apart. 
This is done simply by inserting light struts or spacing pieces (about ¼" by¼" 
in section) between the two rims about four inches apart all round the instru
ment. These are glued at the ends to the top and bottom rim respectively 
with nitro-cellulose adhesive which sets in a few minutes. The outer surfaces 
of these struts will eventually be glued to the sides of the instrument and so 
should be set flush with the outer edges of the rims. When this is finished 
the structural frame or skeleton of the guitar is complete. This construction 
has such inherent strength that if completed without sides and back it could 
be strung and played without any damage or distortion. 

10. The sides are now attached. These consist of two pieces of ply-wood 
not more than l/16th of an inch thick. In Australia veneered two-ply l/16th 
of an inch thick and aeroplane three-ply in thicknesses of 0.8 mm., 1.0 mm., 
and 1/16th of an inch, all waterproof resin bonded, are readily obtainable and 
all have been used successfully. The writer prefers the two-ply, one thickness 
of fine figured timber and one of a hard backing timber. The material is quite 
flexible and is merely fixed firmly at the upper end block or heel (one side at 
a time, of course) glued at points of contact with the frame, bent around the 
frame and clipped on with large numbers of clothes pegs, clamps, string and 
cunning devices ad lib. The sides should be cut wider than required and when 
set should be trimmed back ot the levels of the surfaces of the rims with a 
sharp knife. 
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11. Make up the sound-board separately, attaching all braces required, 
at this stage. Leave the soundboard roughly shaped and about ¼ of an inch 
larger all round than the proposed finished size. 

12. When the soundboard is firmly set it is glued to the top rim of the 
framework. When set trim back to the surface of the sides. 

13. The next processes in order of priority are :
(a) The shaping and gluing on of fingerboard. 
(b) Finishing fingerboard. 
(c) Frettin5. 
(d) Making up and gluing on machine head in two halves. 
(e) Fitting machines. 
(f ) Making up and gluing on nut. 
(g) Making and gluing on bridge. Finish completely before 5luing on to sound

board. 
(h } Stringing up (with back still off) and checking action. 

(14} Finally the back (same material as sides) is glued on. The whole instrument 
sandpapered smooth and it is ready for French polish ing. 

The above description is necessarily sketchy, but the writer would be 
delighted to assist anyone interested by more specific details. In conclusion 
it must be emphasised that it is not claimed that this method .is any better than 
or even as good as, a craftsman's traditional methods. All that 1s claimed ,is 
that this method does produce a good guitar and enables the amateur to build 
them in easy stages and with the very limited facilities available. 
Address: Mr. H. R. Kenworthy, 52 Mabel Street, Willoughby, N.S.W., Australia. 

ECHOES OF SOR 

by Ricardo M.unoz 

FOR many years, in my guitaristical and! historical preoccupations, I have 
explored everything concerning our instrument. Sor,! for example, has 
been a special subject for ;my constant and profound study because of 

his musical and guitaristic importance, his pedagogical character and virtuosity 
and his success in spreading his art and his instrument throughout Europe 
during his lifetime. 

These values are well-known to those wh0 have studied his work, which 
still attracts succeeding generations. It has moved me to think of using the 
cinematograph to bring before the peoples of the world the story of this idealist, 
so that they should know more of his history, art and musical outlook and 
hear his music played. 

Having finished the first part of the script for this film, "His origin and 
family," I began the second part, "His education". Since he was educated 
at the Convent of Monserrat, I wrote as follows :-

" 2nd June, 1951 : To the Reverend Senor Prior of the Monastery of 
Monserrat, Monistrol, Barcelona, Spain. 
Dear Senor Prior : 

. . ... and this excellent artist, born in Barcelona 17th February, 1778, 
entered this historical Monastery in 1790, leaving it in 1794. During his stay 
he studied music under the padre Rector Don Anselmo Viola. Sors was a 
chorister and played the violin and the guitar. It is said that he finished 
composing in one night a chanted Mass which the said Rector was unable to 
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finish as he was seriously ill. To help me in preparing the film in which I hope 
to portray this famous Spanish artist, I beg you to be so kind as to send me 
the following photos or prints :-

J. The child J ose (Pepe) Sors. (' Sors' was his original name but in later years 
be signed himself' F. Sor' . -Ed.). 

2. The cell or room in which he dwelt. 
3. The yard or passage which led to his room. 
4. The exterior view of the historical convent especially the entrance and vestibule. 
5. T he principal view of the chapel and its main altar. 
6. The padre Rector Don Anselmo Viola. 
7. A copy of that Mass, with organ or orchestral accompanin1ent which was 

finished by Sors." 
Having received this letter the present Maestro Director of the Monastery's 
School, the padre Don David Pujol, replied to me on eptember 3rd, 1951, as 
follows :-

. " .... . unfortunately our reply must be negative. We know no more 
of Sors than we have read in the French Encyclopaedia. You will be astonished 
at this lack of documentation, but there is nothing more natural. Our Monas
tery was destroyed, burned and robbed many t imes during the first half of 
the last century, especially in the Napoleonic invasion ; it has lost all its a•t 
treasure, literature monumental, archive and library which had been collected 
during nine glorious centuries of existence. 

There are no pictures of masters, nor of pupils. The present buildings 
gave no idea of the ancient ones. In the musical archives there are some com
positions by ancient masters, among them some by padre Viola, but not the 
Mass of which you have spoken." 

From that letter we see that the biographical antecedent of J ose Fernando 
Macario Sor has all disappeared completely-not even a semblance of the 
ancient monastery building remains. 

This was my first great obstacle, regrettable, but I am continuing to work, 
slowly, within the limits of possibility . 

When will the day come when the science and arts of Humanity will not 
have to 'thank' War for such a misfortune. 

(Trans. by Jose Heidrich. ) 
CONTEMPORARY GUITARIST (No. 10) 

by Juan Perrin 

ALBERT VALDES BLAIN was born April 10th , 1921, in Havana, Cuba. 
His descent is Spanish and French and the guitar quite naturally had 

, for ,him that attraction which it has especially exercised upon the Latin 
peoples. His family moved permanently to New York City when he was still 
at a. very early age, and, while this was a distinct disadvantage due to lack of 
a well-developed guitaristic movement in the United States at that period, 
it later proved beneficial since it became the motivation for his extra.ordinary 
;md extensive research into the instrument from all aspects, which would nnt 
have been as necessary had he exerted his early efforts in a more congenial 
atmosphere. This inspiration, Mr. Valdes Blain says, he owes to the early 
concerts of Segovia in New York, but he remained for the first two years nf 
his guitar studies almost completely self-taught. 

The eminent Uruguayan concert guitarist Julio Martinez Oyanguren, who 
spent some years in New York, became his first formal teacher and two years 
Jater he and his brother Roland were playing extensively over various radio 
sta tions in the New York area, playing both solos and duets, joining their 
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two guitars to form the most applauded classical guitar duet team in North 
America. These extensive radio recitals continued for a period of three years 
<luring which time he also studied piano and composition with Eduardo 
M::isP.ras. 

The scene of th eir formal concert debut was Carnegie Chamber Music Hall 
in New York City, where they again played a mixed programme of solos and 
duets. The critics the following day warmly welcomed the two guitarists, 
commenting on the fine individual musicianship and precise ensemble work. 

In 1943, Albert entered the Army of the United States, serving in the South 
Pacific battle areas, the Philippine Islands and J apan. Naturally, his guitar 
was always with him, even under the most difficult conditions. He also played 
in numerous concerts for the entertainment of troops. 

Immediately following his discharge in 1946, he resumed studying compo
sition and piano at the Julliard School of Music in New York. He continued 
his public performances and appeared in several t elevision programmes. The 
Valdes Blain Guitar Studio was once more established and all the ties that 
were· broken by his long absence were again firmly cemented. Mr. Valdes 
Blain later attended the Greenwich House Music School for a period of three 
years, where he studied composition and allied subjects with Mr. Frederick 
Werle, a celebrated composer and pupil of Nadia Boulanger of Paris. At the 
termination of these studies, Mr. Valdes Blain received his diploma as a Teacher 
of Music. 

In 1950 he travelled extensively in France and Spain for six months and, 
in Spain, he met the foremost concert guitarists of that country. Mr. Valdes 
Blain, who considers Madrid his artistic home, is a great " aficionado " of good 
flamenco music and counts among his friends some of the greatest artists in 
that field. 

The experience of Mr. Valdes Blain in every field of guitar playing is 
extensive : Concert Hall, Television and Radio audiences have heard the 
beautiful tones of his guitar. His favourite repertoire consists of music by 
Bach, Handel, Scarlatti, Weiss, Mozart, Mendelssohn and Sor ; also the 
modems Ponce, Castelnuovo-Tedesco, Turina, Torroba, Alheniz and Granados. 
He has composed and arranged works for · one arid two guitars as well as 
unpublished pieces for the piano, quartet and orchestra. 

His teaching, based on an extraordinary and thorough understanding of 
the difficulties of guitar playing, has been extremely successful. He has. 
taught in the capacity of artist-teacher at various conservatories including 
the Greenwich House Music School, the School for Musical Education and the ' 
Brooklyn Conservatory of Music. At his own studio in New York he and his.. 
brother Roland have developed one of the most significant centres of classical 
guitar culture in North America, where many professional musicians, guitarists. 
and teachers, as well as distinguished pupils, meet often to discuss the different. 
problems of their art. 

In closing, I would like to say that I have been associated with Mr. Valdes 
Blain for a number of years as both friend and fellow artist. In my opinion, 
he is one of the very few acclaimed masters of the guitar who combines with 
his outstanding artistic ability a thorough, formal musical education. Besides 
having studied the piano, his constant association with pianists and violinists 
has contributed a rare completeness to his artistic achievement. F or this 
reason, his musicianship is characterized by the greatest purity and highest 
ideals and, although still a young man, his contribution to the field of classical 
guitar playing and teaching has been among the most important of contem
porary guitarists. 
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LEFT HAND TECHNIQUE ON THE GUITAR 
by Albert Valdes Blain 

FIRST of all let us consider the natural function of the left-hand fingers 
as applied to the guitar. Theoretically, this function is very simple
to press and hold down the necessary notes to conform with the music 

to be played. In a fundamental motion, such as playing C on the first fret 
of the second string with the first finger, no difficulty will be encountered. 
However, as soon as the student is required to place more than one finger on 
the different strings, greater and greater difficulties are found which are in 
direct proportion to the number of fingers used, the speed in which they are 
to be placed and the distance on the fingerboard to be covered. Looking at 
the fingerboard we find that it is usually made of ebony with a flat surface, 
tapering gradually towards the head, with the minimum width on the first fret 
and the maximum on the nineteenth. Metal divisions called frets are imbedded 
into the wood and placed with mathematical precision ; the distance between 
the frets becoming smaller and smaller as we approach the bridge. Because 
of these peculiarities we find that the fingers of the left hand must constantly 
adjust themselves to conform with the physical differences to be found in each 
position and no two positions are exactly the same with regard to the distance 
between the strings or the distance between the frets. 

Now we all know that the strings and fingerboard do not move. They are 
fixed. But the fingers and arm can and will move. They are not fixed. It is 
true that the actions which are used in guitar playing are all very simple, but 
they are not what are callE.d "hereditary movements." They are new to us, 
and they cannot be learned without mental analysis of their nature. In 
addition, the guitarist has to combine and re-combine many such movements 
with great rapidity, clearness and directness of purpose. Therein lies his 
chief difficulties. How then can we learn to combine moven;ents of the left 
hand and arm with comfort, ease and security and obtain independence, 
accuracy and speed of finger-action? 

Pressure of the left-hand fingers-application of the 
dynamic concept on the fingerboard 

The " Law of Opposites," which is the fundamental law of all art, is also 
,directly applicable to the laws of muscular control. We see that Forte to 
Piano actually means Great Power to Delicacy and in terms of the left-hand 
technique-Great Pressure to Lesser Pressure. As a rule, therefore, the 
pressure of the left hand should conform with the amount of energy used to 
:set the strings in vibration by the right-hand fingers. A softly played passage 
will require less pressure from the left-hand fingers than a loudly played passage. 
It is true that we must learn to use and conserve power wisely, but we must 
also know that the guitar can be played dynamically. At least, the guitarist 
should be capable of applying sufficient pressure with his left-hand fingers 
to play the guitar loudly yet clearly whenever the music demands. 

Relaxation and Rigidity 
The term "relaxation" is used and very much abused in teaching. We 

do not play the guitar with complete relaxation-some degree of rigidity is 
necessary. But rigidity does not mean stiffness-it merely implies a lesser 
degree of relaxation. In rapid passages the less energy used for pressure, 
the more energy available for speed. As every good guitarist knows, the hand 
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and arm must be " relaxed " for rapid articulation and quick movement. 
Remember also that every movement must be conserved as much as possible 
and any extra effort only tends to lose time, thereby impairing the velocity in 
fast passages. A direct contradiction to this rule is the lifting of the fingers 
too high off the fingerboard or hitting the strings in hammer-like fashion. 

Let us now look at the transient change of positions, involving a rapid 
succession of shifts. The hand remains in one position only for two or three 
notes and then shifts further in the same manner several times in succession. 
It is an almost universally accepted custom to practise such shifts in jerks 
and to stop the hand completely on reaching every separate position. How
ever, an intelligent observation of such passages played by a first rate instru
mentalist will show that there are neither jerks, nor absolute stops of the hand, 
en route to the end of the passage. On the contrary, the hand travels in one 
sweep which faultlessly carries the fingers where they belong. It is radically 
different from manipulation of the same passage, if such were a part of a slow 
piece, in which case the complete stops in each position would be imperative. 
This proves conclusively that velocity passages must be practised differently, 
because satisfactory results could not be expected from a rapid succession of 
jerks and stops over the distances. 

The only practising for velocity in this case would be such as would 
absolutely reproduce, in a slow motion, every detail of the uninterrupted 
sweep of the hand over all positions that are to be covered. In other words, 
one must give a slow reproduction of the rapid playing, which is radically 
different from a slow passage containing the same progression of notes. 

The sole object of the vibrato is to enhance the beauty of an already 
existent sound; but the moment the vibrato obscures the true sound of any 
given note, it becomes an ugly nuisance. The true and beautiful vibrato is 
the rapid alternation of correct and flattened pitch. Anatomically and 
mechanically, the proper method of producing the vibrato is by swinging the 
forearm and hand from the elbow with somewhat reduced pressure on the 
fingers to allow greater freedom. In brief, the correct vibrato is a rapid 
movement from the elbow which begins in the direction away from the bridge. 

The principles of all technique should lean towards the utmost in simplicity. 
The left-hand fingers of the guitarist are the mechanical heavy workers, there
fore they must be firm and true ; while the right hand is the artist. However, 
the tendency of the past thirty or forty years has been to give more and more 
study and attention to the right hand and less and less to the left. Space 
does not permit me to explain the why and wherefore of this trend, but the 
intelligent student will realise that as long as the left hand is responsible for 
playing the correct notes at different speeds and comparatively great distances, 
as represented by the rather large fingerboard of the guitar, it must be the 
hand of primary importance with actually greater difficulties to overcome. 
To have a full, clean tone without fuzziness or buzzing, of absolute clarity (due 
to correct pressure application and fingers which move with suavity and ease 
of action) is a goal which will take many years of patient and conscientious 
labour to reach. Furthermore the beginner is cautioned not to be over-much 
concerned with the exact manipulation of the right hand fingers until he is 
keenly aware of how to use and coordinate the fingers of the left hand. I 
realize that the opposite is advocated in some methods. However, the correct 
mental process of well-placed left-hand fingers first, then right-hand plucking 
afterwards whould be taught at the very outset and is the only proper 
physiological and psychological procedure. 
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VICTORIA KINGSLEY 

VICTORIA KINGSLEY - with 
songs and guitar-is now back 

in England. Broadcasts and recitals 
are being arranged, including a 
recital at the Wigmore Hall, London, 
on May 11th. She has just com
pleted a world tour via U.S.A., 
Mexico, New Zealand, Australia, 
India, etc., with such success that 
on June 4th she departs for Australia 
and a round-the-world tour in the 
opposite direction. 

NEW GUITAR SOCIETIES 

WE are delighted to hear of 
several new guitar societies 

being formed or contemplated. In 
order to prevent confusion (such has 
already occurred) it would be .ad
visable to avoid using the words 
'Classic Guitar Association' (C.G.A.) 
even with a place-name. 

The words ' society ', ' circle ' or 
' club ' are suitable for local organiza
tions-and, by all means, use the 
words ' classic guitar ' in the title. 

MEMBERS' ANNOUNCEMENTS 

Every member may have a 25 word notice inserted free in " Guitar News" for each. 
subscription paid. Extra notices may be included at the following rates : up to 25 words 
2/6; from 26 to 50 words (maximum ) 5/-. 

GUITAR MUSIC for sale or exchange. Also wanted: chamber music (com
plete with parts) for guitar and strings. Quartet in D (Haydn), Quartet op. 9 
(Gragnani), Trio op. 105 (Diabelli), Quartet (Schubert), Trios op. 9 and 16 
(Kreutzer), Quartets op. 4 and 5 (Paganini) . Petit, 2 Prospect Cottages, 
Oberlands, St. Martins, Guernsey, Channel Islands. 

SPANISH GUITAR CENTRE: Spanish Guitar tuition in the method of 
Tarrega-Segovia by Len Williams. Courses for advanced players and begin
ners. 12/13 Little Newport St., London W.C.2.(Tel. GER 6457). 

"FANTASIA". Perfect Nylon strings for guitar or lute in any desired gauge. 
R. Esenbel, Roca hani cad. 1/10 ,Cagaloglu-Istanbul, Turkey. 

"METHOD FOR THE GUITAR" by Ranieri, Part 1 (6/-), an easy approach 
with studies by great masters, recommended for self-tuition. Part 2 (8/-) 
gives more advanced instruction, concert studies and solos. Both parts in 
English, French, German and Italian. Cranz & Co. Ltd., 17 Berners Street, 
London W.l. (Please note new address). 

GUITAR LESSONS : Elements of technique, music and harmony after 
Tarrega, Llobet, Pujol, Segovia. Few vacancies. Chesnakov, 24a Cathcart 
Road, London S.W.10 (Tel. FLA 4354) . 

NEW YORK FOLK-GUITAR CLUB, Irmgard Lehrer-Carle, Director, Box 
23,420 W. 119 St., New York 27, N.Y., U.S.A. Instruction in Folk and Classic 
Guitar-special methods. Publications" 20 Easy Guitar Pieces for Beginners," 
$1; "6 Folk Songs with Guitar accompaniment," $1.25; "3 Easy Dances for 
Guitar," $1.00. Bi-monthly Newsletter $1 per year. Specimen free. 

"GUITAR NEWS": Earlier issues (Nos. 4 to 11) at 9d. each (plus postage). 
Also Guitar Music for sale (for C.G.A. Funds). The Hon. Organiser C.G.A. 
(International), 47 Clarence Street, Cheltenham (Glos.), England. 
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AROUND THE GUITAR W ORLD 
ARGENTINA. Senor Don Ricardo Mufioz gave an eloquent address 

on " Francisco Tarrega " at the centenary commemoration organized by the 
Asociacion Guitarristica de Rosario-one of the largest guitar societies in the 
world. After the lecture a young and charming guitarist ,Sefiorita Fanny 
Castro, gave a recital which consisted mostly of compositions by Tarrega. 

From the many interesting programmes of guitar recitals received from 
Buenos Aires it would appear that there is more guitar playing in that City 
than in any other in the world. A very wide range of music is performed by 
the concert guitarists there--ancient music, Bach and other classics, guitarist 
composers (Sor, Tarrega, Shand, etc.), modem music (Ponce, Villa-Lobos, 
Castelnuovo-Tedesco, etc.) and, of course, the characteristic music of Argentina. 

AUSTRIA. Karl Scheit, professor of the Academy of Vienna, was 
recently honoured by being appointed 'State Professor.' He continues to 
give frequent pe i:formances of guitar music as solo recitalist, in duets with 
Else Gerstl and also in chamber music ensembles with other instruments. 
Not only is his time occupied in teaching and arranging music for the guitar 
but he contributed an erudite article on that instrument in " Musikerziehung ". 
An article about Prof. Scheit (with portrait) also appeared in that publication. 

BRAZIL. The enthusiastic society of guitarists rn Campinas 
organized their first GUITAR WEEK during September last. It opened with 
a broadcast from Radio Educadora de Campinas in which Alberto A. Heinzl 
gave a talk on The Guitar, followed by Segovia's recording of the Castelnuovo
Tedesco Concerto. On the 22nd two guitarists, G. Santos and J. A. da Silva, 
gave a recital ; on the 23rd there was a broadcast by Prof. Jose Ferreira Filho 
and his pupils ; on the 24th a special Film Show ; on the 25th a recital by 
Prof. Milton R. Nunes and his pupils; on the 26th Prof. Nunes broadcast 
a recital on Radio Brazil-and on the 27th a special meeting, followed by a 
recital by Prof. Alfredo Scupinari. A full-page report of this Guitar Week 
appeared in " Messidor." 

The Sao Paulo newspaper "A. Gazeta" of January 7th contained a long 
and well-written article on the guitar from the pen of Ronoel Simoes, whose 
broadcasts of guitar music have now passed the total of 345 programmes
nearly 1,200 items by 140 guitarists. The Brazilian guitarist Raymundo 
Lobao gave a recital on December 27th. 

BRITAIN : A Christmas Party with fancy dress, music, games, etc. 
was arranged by Cheltenham Classic Guitar Circle on December 27th. One 
of the games took the form of a ' card quiz ' devised by Miss Joan Prior to test 
guitaristic knowledge. Guitar solos were contributed by Miss M. Hamilton, 
Mr. R. Douglas and Mr. E. Dance. Mr. W. M. Appleby also gave the first 
performance of a new work by Albert Valdes Blain-" Air with Variations
in the style of Alessandro Scarlatti". 

Carcassi Centenary 
The Circle met on January 24th to commemorate the hundredth anniver

sary of the death of Matteo Carcassi. The President, Mr. L. T. Bridell, gave 
a short biographical sketch of this famous Florentine guitarist. Then followed 
a programme of Carcassi's music which included seven of the concert studies 
from his opus 60. The players were : Mr. C. E. Robins, Mr. R. J. Hall, 
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Mr. L. T. Bridell, Mr. Rupert Douglas, Miss Maude Hamilton, Mrs. Kay 
Appleby and Mr. W. M. Appleby. A report of the meeting appeared in the 
·" Gloucestershire Echo " and this, together with the article on Carcassi by 
Vahdah Olcott Bickford in " Guitar News" No. 10, was sent to the Mayor of 
Florence (Carcassi's birthplace), Prof. Giorgio La Pira and graciously ack
nowledged by him. 

FRANCE. Under the auspices of the Spanish Society in Paris (Ateneo 
Hispanista) homage was paid to Francisco Tarrega on March 7th at the 
·Sorbonne. The gathering was addressed by the well-known musicologist 
Andres-Maria de Carpio, who paid tribute to Tarrega as the founder of the 
modern school of classic guitar playing. Then followed a recital of Tarrega's 
music by a brilliant young guitarist, Carmen Gonzalez of Barcelona. Senorita 
Gonzalez is a pupil of Josefina Robledo and Emilio Pujol. On Feburary 6th 
·she and Narciso Yepes visited the meeting of" Les Amis de la Guitare" where 
she played several unpublished works by Pujol. Narciso Yepes, who had come 
io France to play the guitar in the Concerto de Aranjuez at the Theatre des 
•Champs-Elysees, also played at this meeting the music which he played in the 
:film "Jeux Interdits" (recently shown in London). Other guitarists who 
bave visited France in recent months were Segovia in December and Angel 
Iglesias in January. In February Maria Luisa Anido was heard on Radio 
Francais in a recital of guitar solos. Rich tone colour and finely played 
embellishments were a feature of some very beautiful ancient music in the 
early part of her programme. 

GREECE. A long illness during the past year prevented Professor 
•Charalambos Ekmetzoglu from giving recitals until November, when he gave 
:a broadcast talk and recital of Tarrega's compositions, as reported in our last 
issue. On February 28th he gave a concert-recital which included works by 
Haydn, Schubert, Bach, Chopin (a Nocturne), Sor, Areas (Theme Varie), 
Mertz (Fantasia), Fortea (Dialogando), Bensadon (Estilo), Torroba (Fandan
:guillo), Albeniz (Torre Bermeja), Granados and an original composition. 

HOLLAND. Nicolas Alfonso had a successful concert tour in Holland 
.at the end of 1952. Olga Coelho was heard on Radio Hilversum during 
February. 

ITALY. The Venezuelan guitarist, Alirio Diaz, was beard in a broadcast 
irom Rome on February 20th. He played Tarrega's arrangements of a Minuet 
by Haydn and a Bach Fugue, Choros by Villa-Lobos and Study by A. Barrios. 
Alirio Diaz has been studying tbe guitar at Madrid Conservatory under Prof. 
R. Sainz de la Maza and has also attended the Segovia Courses at Siena. 

The Society Amici della Chitarra of Milan has arranged an outstanding 
programme for the year 1953. In addition to the recent recital by Sanchez 
·Granada there will be recitals by the Spaniard Manuel Cano Diaz, Alirio Diaz 
.and other famous concert guitarists. During October and November there 
will be a special ' Improvement Course ' under Professor Maria Luisa Anido 
,of Buenos Aires Conservatoire. 

The Italian weekly magazine "La Settimana Incom Illustrata" recently 
contained an article headed " Corbino and the Guitar." Epicarmo Corbino 
is a famous economist and politician. Evidently during the facsist regime 
Corbino turned to music and became expert not only on the piano but also 
-on the guitar. 
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JAPAN. The classic guitar has been played in Japan for many years and 
still has many ' aficionados '. The leading organization is the " Asociacion de 
Amigos de Tarrega ", with headquarters in Tokio, directed by Mr. S. Ogura. 
It issues a printed publication" Guitarra Nova" (in Japanese) the first number 
being dated 1950, and bearing a picture of Aguado on its front page. 

Portraits of Mr. Ogura show him to be a gentleman of culture and refine
ment with two fine modern guitars. A programme of a recital given by him 
in 1934 included Sonata Clasica (Ponce), Sonata Tercera (Ponce), Polo Gitano 
y Panadero (Parga), Granada (Albeniz), Jota (Tarrega), etc. The programme 
of a guitar concert in Tokio a few years ago contained twenty-three solo items 
played by eight guitarists, two of whom were ladies. 

SOUTH AFRICA. Jorge Ryss broadcast a programme of guitar solos 
on Johannesburg Radio on January 14th. They included Adelita and 
Recuerdos de la Alhambra (Tarrega), Feste Larriane (Mozzani), Romance de 
Amor and Solea (Vicente Gomez) . 

SPAIN. In Barcelona on January 26th the Society Pena Guitarristica 
Tarrega held the last of its series of recitals in honour of the Centenary of the 
Birth of Francisco Tarrega. This was in the hands of Carlos Santias, winner of 
the 'premio Francisco Tarrega, 1951.' After playing a programme of music 
by Tarrega, Senor Santias presented two films : " Centenario de Tarrega" and 
" Huellas de Tarrega ". The former was made during the recent centenary 
celebrations and the latter is a 'documentary' on Tarrega's life (Footsteps of 
Tarrega). Background music was provided for both films by Juan Ruano. 

Segovia again visited Barcelona in December for recitals at the Palacio 
de la Musica. 

Radio Malaga broadcast a special programme on November to mark the 
Centenary of Francisco Tarrega. After an address on Tarrega by Prof. Jose 
Navas, compositions by Tarrega were played by Prof. Navas and some of his 
pupils-Antonio Garcia Azuaga, Evaristo Puje and Ferdinando Gonzalez 
Sanchez. The latter also gave a successful broadcast recital on January 12th. 

In Valencia a society" Amigos de la Guitarra" has been formed. Manolin 
Cubedo of Castellon, Valencia, is only fifteen years old but he has already 
quite a collection of printed programmes of guitar recitals he has given. He 
is a pupil of Emilio Pujol and plays in the pure Tarrega tradition. Technically 
speaking the guitar holds no difficulties for him, and his musicianship is good. 

During December, at the French Institute in Barcelona, Fernando F. Lavie 
gave an interesting recital consisting of two groups of songs with guitar-16th 
and 17th century and folk songs-and a group of guitar solos by de Visee 
(Suite in D minor), Bach, Sor, Debussy and Albeniz (Rumores de la Caleta). 

SWITZERLAND. At Berne, on November 10th, Jose de Azpiazu 
(guitar) and Lotte Stricker (soprano) gave a concert in which guitar solos 
alternated with songs which were accompanied by the guitarist. 

TURKEY. Panoysti Devedjis (pupil of Prof. A. Paleologo) played at 
a concert on November 23rd in an Istanbul Theatre: Soleares (Fortea), 
Procis:ao-Tremolo (Duarte Costa), Alegrias (V. Gomez). In a recent broadcast 
Prof. Paleologo played Two Minuets (Sor), Sarabande (Bach-Segovia), Danza 
Espanol, No. 5 (Granados -Llobet and Recuerdos (Tarrega). 

U.S.A. The Society of the Classic Guitar commemorated the Centenary 
of the death of Matteo Carcassi at its meeting at La Zambra, New York, on 
December 8th. Karl Noell gave a short biographical sketch and music by 
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Carcassi was played. At another of its meetings Julio Prol played a group of 
guitar solos and Julie Andre contributed songs with guitar (Feb. 9th). 

Rey de la Torre gave a successful recital at Boston on January 18th and 
also at New York Town Hall on March 15th. Olga Coelho's recital at the 
Town Hall was on February 15th and Segovia's second recital on March 1st. 

A particularly interesting programme was that of the Seventh Meeting of 
Students of Alexander Bellow on October 19th. 

The First Classical Guitar Duo of Boston-Guv B. Simeone and Horace G. 
obb-presented a programme of duets and solos at Boston Y.W.C.A. on 

January 6th. 
Chicago guitarists and friends enjoyed a Dinner and Bal Masque on Decem

ber 30th at the Columbia Yacht Club-afloat by the shore of Lake Michigan. 
This was organized by C.G.A.C. (The Classic Guitar Association of Chicago) 
which issues a lively quarterly bulletin-" Chicago Guitar ". This gives news of 
Chicago activities and personalities. A Guitar Ensemble has been formed 
under the direction of Richard Pick and this gave its first performance at the 
Bal Masque. A column is devoted to Irvin Burgess, a useful member with a 
fine repertoire of folk songs and ballads, which he sings to the accompaniment 
of the classic guitar. " Chicago Guitar " can be obtained for one dollar a year 
from Mr. Vernon Broe, 4449 Johnson Avenue, Western prings, Illinois, U.S.A. 

SEGOVIA 

THE Town Hall, New York, was filled to more than normal capacity 
for the recital by Segovia on January 17th. Even the platform was 
used to seat some dozens of people who otherwise would have had to 

share the disappointment of those who were crowded out. The programme 
included Tansman's Cavatina-first New York performance-as well as music 
from Frescobaldi and Weiss to modem composers-and a generous group of 
'encores'. 

Segovia is reaching much vaster audiences than those of his New York 
Town Hall and other recitals. A letter from Mr. Guy B. Simeone of Roxbury 
gives his impression of Segovia on television on February 22nd. " Last night 
Segovia was televised playing the Variations on the " Magic Flute" theme 
by or. Can you just imagine sitting in the living room and having a large 
moving picture of the hands of Segovia, with their impeccable technique, 
actually touching the strings! How many of us here discussed that right-hand 
virtuosity ! It was a most excelling performance. I wonder if it can be true, 
but each time I hear and see Segovia he seems to make the last performance 
seem less finished by comparison. Can it be possible that God has given this 
mortal the power to always excel himself? " 

Among other places, Segovia recently visited Boston, Mass. His perfor
mance included Aria con Variazioni (Frescobaldi), Suite (Weiss), Four Studies 
(Sor), Chaconne (Bach), Alba (Haug), Cavatina (Tansman), Tarantella 
(Castelnuovo-Tedesco) etc. The applause was terrific-the entire audience 
was a cacophony of Ole, Bravo, Bis, Encore, Bueno, Muy Bien and ' Viva 
Segovia '. After the recital a brilliant young composer, Halim El Dabh, 
presented Segovia with Three pieces for Guitar (Tocata, Rhythm in Space 
and Parallelism). 
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NAT ALIE BELLOW 

THE classic guitar was heard in 
New York "Voice of America" 

broadcast on February 13th in two 
solos played by Natalie Bellow
Romanza (Pujol) and Catalonian 
Song (Llobet). Natalie Bellow plays 
on a fine Velazquez guitar. She is 
fourteen years old and shows great 
promise. For three years she has 
b~en studying under the guidance of 
her father, Mr. Alexander Bellow, the 
well known New York teacher of the 
classic guitar. 

GUITAR MUSIC 

S ECTION No. 3 of the general 
catalogue of Ricordi Ameri

cana, Music Publishers, Buenos 
Aires, Argentina, bears the title : 
'Musica para Instrumentos de 
Rasgueo '. It consists almost en
tirely of music for the classic guitar
nearly 40 pages of it-originals, 
transcriptions and more than thirty 
duets for two guitars. There are 
representative groups of music by 
Maria Luisa Anido, Casuscelli, Del 
Valle, Iparraguirre, Prat, Josefina 
Robledo, Sagreras, Sinopoli, Tarrega 
and many others. 

RADIO IN BRITAIN 

SEVERAL recordings by Segovia 
have been heard recently in 

B.B.C. broadcasts. Julian Bream 
took the guitar part in Boccherini's 
Quintet in D and also in Haydn's 
Quartet in D for violin, viola, cello 
and guitar. Both these chamber 
works were performed with a bnl
liance that made them quite exciting 
listening. Julian Bream's army 
duties leave him less time for solo 
broadcasts but on March 4th he 
played solos by Tarrega, Bach and 
Albeniz as guest artist with Eugene 
Pini's orchestra. 

John Runge gave a recital of 
Folk Songs with guitar on January 
17th, prefacing his singing with 
interesting remarks. The songs in
cluded an ancient English modal 
melody in 5/4 time-" Searching for 
Lambs " and other songs from Spain, 
Brazil, Italy and the West Indies 
(a calypso) . 

GUITAR STOLEN 

IT was reported in the press on 
March 6th that a guitar was 

stolen from outside the London 
home of Julian Bream. The in
strument is valued at £600. 

Vfe understand that the guitar 
was recovered within a short time. 

" GUITAR REVIEW " 

" G UITAR REVIEW" No. 14 
was issued during February. 

It can be obtained from 409, East 
50th Street, New York 22, N.Y., 
U.S.A. for $1.25 or six issues for six 
dollars (non-U.S.A. subscription 
$5.00 or single copy $1.10) . British 
subscription 37 /6 through Foyle's, 
119-125 Charing Cross Road, London 
W.C.2. 

GUITAR IN THE ORCHESTRA 

JACQUES IBERT'S Symphonic 
Suite " Le Chevalier Errant " re

quires the guitar in the third of its 
four movements, so when the Chicago 
Symphony Orchestra presented this 
work on November 27th, for the first 
time to an American audience, it in
cluded a guitar also for the first time 
in its history. 

The suite is based on Ibert's ballet 
on the theme of Don Quixote. The 
guitar is first heard in a solo passage 
and then with violins and violas. 
The guitarist on this occasion, and 
in a repeat performance on the 
following day, was Richard Pick. 
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SEGOVIA COURSE AT SIENA 

AT the Chigiana Academy, Siena, Italy, the special summer courses for 
1953 will be from July 15th to September 15th. These include the 

course for guitar (chitarra classica) by Andres Segovia. For particulars write 
to Accademia Musicale Chigiana, Via di Citta 21, Siena, Italy. 

The course will include training for both hands, transcription from other 
instruments, works by Sor, Giuliani, Paganini and Tarrega; also contemporary 
guitar music and ensemble with Guitar. 

CLASSIC GUITAR ASSOCIATION 
(INTERNATIONAL) 

( A non-profit-making Organisation) 

President: L. T. Bridell, M.A. 
Committee: Miss Maude Hamilton, Mr. Eric Dance, 

Miss JoaI1J Prior, Mrs . Kay Appleby (Hon. Treasurer), 
Mrs. Audrey Rodziszewska (Spanish Translator). 

Hon. Organiser: Wilfrid M. Appleby, 47 Clarence Street, Cheltenham 
(Glos . ), England, to whom all communications and subscriptions should be 
sent. 

This organisation has been formed to make the classic (Spanish) guitar 
better understood and appreciated, to prevent it from bemg confused and 
associated with its no71elty variants (jaez, Hawaiian, elect.ric, etc.), and to 
maintain the essential character and nature of the legitimate guitar and its 
music. Those who agree with these aims are iTl!Vited to join the C.G.A . 
(International). 

Foundation Member : 20/- a year (U.S.A. $3.00). 

Member (ordinary): 5/ - a year (U.S.A . . 75 cents.) 

AU members receive "Guitar News" without further payment. 

"GUITAR NEWS" Bi-monthly Copyright reserved. 

Non-members' subscription to "Guitar News" 5/- (6 issues). 

U.S.A. Payments: A dollar note covers ordinary membership fee or 
subscription for a period of 16 months (8 issues of " Guitar News"). 

Dollar notes or International Money Orders are much more convenient 
than bank drafts. 

London Agents: Messrs . Schott and Co., Ltd. , 48 Great Marlborough Street, 
London, W. l. , from whom .single copies may be obtained, price 9d. 

Gloucester Printers Ltd., Blackfriars Press, Ladybelle1111tc St., Gloucester 


