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DON QUIXOTE or Don Kee-hoh-tay? 

by Peter J. Barnes (Britain) 

THE pronunciation of foreign names and words is always a vexing question 
and is especially so for the guitarist who has so many Spanish names 
with which to contend. Such words usually become Anglicized and then 

lose their intrinsic beauty becoming almost unrecognizable in the course of 
time. For example the "Elephant and Castle" is supposed to be derived from 
"Infanta de Castila" ! 

First a few words about the construction of names. The Spanish have 
two surnames, the father's surname being followed by the mother's surname 
with an and (Y) joining them. Torroba's full name is Federico Moreno y 
Torroba the y being pronounced ee. It is often omitted except on formal 
occasions. There are two sets of equivalents for Mr. and Mrs.-Don and 
Dofia which are used only with Christian names and Sefior and Sefiora which 
are used only with surnames. When the name is written in full both may be 
employed . Sefior Don Sancho Panza, Sefior Panza, Don Sancho Panza and 
Don Sancho are all correct; fi resembles ni in onion. The inclusion of de in 
a name invariably gives rise to the error of putting the de with the wrong half 
of the name whenever it is split up. De is always associated with the 
Christian names. So when referring to Manuel de Falla one either uses the 
full name or else just Falla, never de Falla. The double LL is pronounced like 
the lli in million and the A resembles the a in father . So Falla is pronounced 
Fa-llya. 

On the whole the five basic vowel sounds vary little according to position 
and stress. They should be kept short and not slurred . The remaining vowels 
are: - E- like a in late; I- always pronounced ee; 0 -as in hot; U- usually 
oo but sometimes resembles w and is silent in the combinations, gue, gui, que 
and qui. Seguidilla and Mahguefia which are pronounced Say-gee-dee-llya 
and Mala-gay-nya illustrate a number of these points. Usually there are as 
many syllables as there are vowel sounds but unaccented I's and U's do not 
form separate syllables. Hence Aguado is pronounced A -gwa-do and vihuela 
as vee-way-la. 

The question of stress is very important. Words ending in a vowel or 
n or s are stressed on the penultimate (last but one) syllable, all others on the 
last syllable. So no one need alter their pronunciation of Segovia or Granados 
but in Tarrega the stress must fall on the first syllable as the accent indicates. 
C before e or i and z are pronounced like our th. Hence Ponce and Albeniz 
sound like Pon-thay and A L-bay-neeth and Canci6n y danza is Can-thi-on ee 
dan-tha . In all other cases it is like a k- e.g. Coleccion sounds Kol-leck-thion. 
CH is treated as a separate letter like the eh in chick. D's are not so hard 
as in English and those at the end of a word are not pronounced at all 
although the mouth is shaped to do so. The name of the deserted girl in 
Falla's "La Vida Breve" (La Vee-da Bray-vay) Salud is therefore pronounced 
Sah-loo. 
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H is always silent while J resembles the English letter H in sound. To 
reproduce more exactly this sound one should make it gutteral by trying to 
say k at the same time but really this is a sound that can only pe learnt 
from a Spaniard. Aranjuez, Brujo, Jota and Joaquin are therefore pronounced 
Ar-rahn-hoo-eth, Broo-hoh, Hoh-ta and Hoa-kin, the q always being hard 
like k. The sound of qu in quick is rendered by cu. The G before an e 
or i is also pronounced like an h so Victoria de los Angeles is pronounced 
Victoria day los Ahn-hal-aze. 

K is usually only found in foreign words such as kodak, kilo, etc. and W 
is almost completely absent, being treated as a V when it is met with. All R's 
should be trilled like rrod especially RR. For practice try calling your worst 
enemy perro (dog) making it last as long as possible. Y before a vowel is like 
the yin yes. Yepes is thus Yay-paysh, the Spanish S being softer and broader 
than in English resembling sh. X before a vowel is like the English x, whilst 
before a consonant it is pronounced like an s. Don Quixote should tberefere 
apparently sound like Don Kix-o-tay but in Spanish it is actually spelt Don 
Quijote and is therefore Don Kee-hoh-tay. I prefer this pronunciation or the 
generally accepted Quix-sote. To pronounce an Anglicized spelling in the 
Spanish manner is completely wrong. Two blacks do not maker a white. 
Spanish is one of the simpler Eurooean languages so why not take the bull by 
the horns and follow up this article by learning Spanish? 

PARIS RADIO 

THE British times for listening to Monday evening Guitar Broadcasts 
presented by R . Vidal are now approximately 

9-45 p.m.-10 p.m. 

Wave-lengths are numerous:- 213, 218, 258, 280, 318, 359, 379, 445 and 
498 metres. 
Send a card to Radio-Diffusion Francaise, 118 Champs Elysees, Paris, 
France. 

SVEA HAMMARBERG-KRITSCHEWSKY 
by Sigvard Akerman (Sweden) 

BORN in the north of Sweden in Harjedalen, a county of big forests and 
bare mountains surrounding valleys and deep rivers , Svea Hammarberg 
was brougbtJ up on a lonely situated farm as one of many children in 

an extremely musical family. Her childhood was filled with folk lore and 
folk music and this music was the kind she played when she started to play 
the violin as a little girl. Still , a guitar was always brought whenever the 
family went ta the mountain dairy or when they went to work in the fields in 
summertime. So the girl bad to bring the guitar when she was sent to a music 
school in Arvika to study the violin for three years. 
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The creator of this school, Valdemar Dahlgren, was also a great f:Fiend 
of the classic guitar and when he discovered Svea's abilities on this instrument, 
lie wanted her to ·learn to play the guitar properly. 

At this time guitar interest in Sweden was on the whole very low, the 
instrument mostly being used in the Salvation Army and only for accompany
ing purposes, and thus the teachers of any ability were scarce. But Valdemar 
Dahlgren managed to get the girl a scholarship, which made it possible for her 
to go to Vienna for one year as a pupil of Jacob Ortner. 

From now on there existed only one instrument for Svea Hammarberg-the 
guitar. And back foom Vieona she started her hard and wonderful work for 
the renaissance of the classic guitar iri Sweden, real pioneer work, giving 
lessons, concert-touring and still cultivating her own playing. Thus she 
studies on occasions with Pujol jn Spain. 

The resl.ilts of her efforts are now showing, as guitar interest in Sweden 
is highly increasing, .and. she is giving her own concerts at the Concert Hall 
in Stockholm, she is on the radio and television and is teaching music circles 
at the colleges in Stockholm as well as private pupils. 

Svea Hammarberg-Kritschewsky plays a Bohlin-made guitar. The 
guitarmaker, Georg Bohlin in Stockholm, is considered extremely good and 
there are owners of Bohlin-made guitars such as Segovia, John Runge, Olga 
Coelho and William Clausen. 

Preferably Mrs. Hammarberg-Kritschewsky plays Bach and the classics 
from the fifteenth century. She also considers that the guitar ought to re-enter 
chamber music and she intends to start a trio , consisting of violin, viola and 
guitar, where she and her two brothers are to be the members. 

This Swedish guitarist is married to a violinist, Jack Kritschewsky, and 
has three children, still at school, so with this family of her own and her hard 
guitarwork her life is very, very busy. Her innermost wishes concerning the 
guitar are : the full estimation of this instrument, lots of talented players the 
world over and good contemporary guitar music for them to play! 

An ENTIRELY NEW range of STRINGS for the 
Classic Guitar 

Made from modern materials which suit the needs of 
this classic instrument. these new strings possess truly 

exceptional qualities of tone and durability. 

PROCESSED NYLON AND TERYLENE 
28 1 1st Processed Nylon 1/11 each 
282 2nd 2/3 
283 3rd ,, ,, 2/7 .. 
284 4th Wound on Terylene 2/10 ,, 
285 5th 3/1 

Catbtdral srrings 286 6th .. ,, ,, 3/5 ,, 
287 Set (I each of above) 15/11 per set 

Sole Manufacturers 

BRITISH MUSIC (GN) STRINGS LTD., 130, Shal'klewell Lane, London, E.8. 
ENGLAND. 
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AN ABORTIVE GUITAR 
by J. A. Burtnieks (U.S.A.) 

THE cittern alluded to as "a relative of the lute" (in a quote from Eric 
Blom's "Music in England" on page 10 of "Guitar News" No. 26) was 
evolved in the Provenr;al-Catalonian region in the 10th century by 

combining the box-like construction peculiar to the classic kithara with the , 
ovoid or pear-shaped outline of certain bowl-like instruments of Eastern 
origin. Its original name seems to have been citharola (or little kithara), 
later contracted into cithola, French cistre, Italian cetera, German zitrinchen , 
English cittern, cythren and the like. It was the first European string instru
ment with a neck and preceded the Renaissance lute ( of bowl-like construction) 
by at least 500 years as the latter acquired a neck about 1500 A.D. When the 
guitar was evolved in the same region about 1000 A.D. , it went under the 
Provenr;al name of viula, also vielho (derived from Late Latin vitula or fidula , 
another name for the classic kithara), which became viele in French, vihuela 
in Spanish, veel in Dutch, fiedel in German, and fiddle in English. This 
name of Latin origin was adopted for an instrument inspired by the kithara 
because there were already several European instruments deriving their name 
and certain principles of construction from the latter : not only the aforesaid 
cittern, but the much older Gaelic crwth, Continental chrotta (or cythara 
teutonica), etc. 

It was in Spain, where the ubiquitous cittern did not become POJ?Ular, 
presumably because of its Saracenic outline, that the noble name of gmtarra 
was first applied to the fiddle in its popular form, although the more pre
tentious variety went for a while under the Provenr;al name of vihuela. 

At present, Portugal and Brazil are the only countries where the guitar 
continues to be known under the original name, or its close derivative, as 
violao. For two hundred years after its conception, the guitar was a plucked 
instrument pure and simple. From about 1200 to about 1500 (and in Spain 
as late as 1600), i.e. until the appearance of specialized bowed instruments, the 
guitar was used ambivalently, i.e. either as a plucked or as a bowed instrument. 
The Encyclopaedia Britannica, out of decency, refers to the erstwhile 
troubadour instrument, prototype of the present-day guitar, as "guitar fiddle", 
to emphasize the fact that the fiddle (a highly misunderstood tenn nowadays) 
was really a guitar, and vice versa, and had nothing to do with the fabulous 
Moors. It was a purely European instrument evolved on European soil and 
as such was, destined, in the hands of the troubadours, to write the first 
chapter in the history of European music. 

The highly involved question of origins, hitherto obscured by the tragic 
fate that overtook the troubadour nation in the 13th century, forms the subject 
matter of a book I have been working on for years. To return to the cittem, 
now happily extinct, it may be regarded as an abortive attempt to create a 
guitar, or a worth while European string instrument with a neck, which nearly 
cost the latter its pr_esent name connecting it with the noblest musical instru
ment of, antiquity. 
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FRENCH WITHOUT TEARS, or 

"C'etait Une Emission de Robert Vidal. 
,, 

by Peter David (Britain) 

M Y French is atrocious. Somehow, I managed to stumble past school 
• cert. in the subject years ago-just how I shall never know. But of 

late, a certain awareness of a hitherto unknown linguistic ability is 
creeping up on me. I refer, of course, to the effects of week-after-week's 
devoted listening to "des Notes sur La Guitare". 

It all started soon after I wrote that articl~ on "Hunting the Guitar 
Recital" a few issues back. I suppose that putting pen to paper, as it were, 
broke some sort of spell, for until the article appeared in print, it seemed 
impossible for me to pick up anything but the last few minutes of a broadcast 
guitar recital. Then came my discovery of M. Vidal's excellent broadcasts, 
and with it the knowledge that my old French teacher was right when he 
advised an assiduous study of verbs, regular and irregular, as a means to a 
Fuller Life. 

Had I listened to his counselling, I would probably have understood 
those early broadcasts much better. But as it was, M. Vidal's comments were 
to my ear a meaningless string of syllables, punctuated by a few words and 
phrases ("Guitare" and "Segovia" to name but two) which stood out as islands 
of comprehension in an unintelligible sea. 

But as the broadcasts are intended, and indeed paid for by French 
listeners, I told -myself not to grumble. Anyway, whatever I was missing 
through my inability to understand the subtleties of the French language (my 
O.F.T. phrased it rather differently I remember), I was most certainly 
captivated by the music itself. 

"Nine-forty-five, a definite must on Monday evenings", I scribbled in a 
note pad which I promptly lost. A feast of guitar music (consumed in weekly 
instalments of 15 minutes duration) was not a thing to keep to myself. "Tell 
it to the guitarist world", was the cry, and with this in mind, I started to 
scribble out an article for submission to the Editor of this magazine. Unknown 
to me, the Editor was already aware of "des notes sur la Guitare" (an 
appraisal of which appeared in print before my article was finished), so M. 
Vidal still does not know that this humble guitarist waits with baited breath 
for each broadcast. 

Clearly the situation cannot continue. "Thank you, M. Vidal", let me 
say, "not only for bettering my knowledge of the guitar and its music, but 
for improving my French to boot". 

I may say that as week succeeded week, my understanding of M. Vidal's 
comments improved little by little. Perhaps that is understandable, for con
centrating on a set subject, one slowly begins to build up a vocabulary, or so 
I am told by those in the know. What is surprising is that M. Vidal has 
SU(?Ceeded where my O.F.T. failed- in the improvement of my pronunciation. 

"C'etait 'des Notes sur la guitare'; une emission de Robert Vidal avec 
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le concours de la guitariste, Ida Presti . . . " All good stuff, you will agree. 
It rolls off the tongue like nine o'clock. 

There is only one thing bothering me. At times my colleagues at work 
have been known to congregate in small groups and discuss what they imagine 
to be some peculiarity in my make-up ... and I'm not so sure that there 
isn't a grain of truth in their suppositions. 

After all, one does not go about embellishing that magnificent "Rrrr" on 
the end of the French pronunciation of "guitare", and extolling the virtues of 
Luis Maravilla and "les grands musiciens du dix-septieme Siecle" all in one
and-the-same breath. But then my colleagues do not realise what they are 
missing ... 

Well , there we are. M. Vidal has something. I've learned something. 
Here's a toast to "Des Notes", and Bob's your uncle. 

TWO JULIAN BREAM RECIT ALI 

W E had the pleasure of attending two of the many recent recitals given 
by Julian Bream in Britain. On November 8th his recital at Wigmore 
Hall, London, though arranged at comparatively short notice was 

nevertheless a great success. Amateurs of the guitar made up quite a large 
part of the audience, so there was a very understanding appreciation of the 
musical feast which this brilliant guitarist provided. 

The programme appeared rather short at first glance, only five composers 
being represented, but actually the recital was full-length-and full value in 
the musical sense. 

It opened with Romanesca and Fantasia by Alonso de Mudarra, placid 
sixteenth century music which was interpreted with perfect restraint. Then 
followed Sarabande and Gavotte by Handel, classical music admirably suited 
to the guitar. Julian Bream selected two exceptionally pleasing compositions 
from the music of Ferdinand Sor for this recital-Adagio and Rondo. After 
the interval Five Preludes by Villa-Lobos were played as a 'group'. This was 
quite a 'tour-de-force' and gave a much better idea of the music of this great 
Brazilian composer. It was played brilliantly with a wealth of tone colour. 
A few passages suffered from 'string-whistling'-a problem which is in urgent 
need of solution. 

After a two minute rest Julian Bream took the platform for the final item, 
Moreno Torroba's Sonatina in A major, a gloriously colourful work which 
was applauded with great enthusiasm by the audience, with cries of 'encore'. 
Many times the guitarist bowed acknowledgement of the ovation-four times 
he re-appeared with his guitar and played another solo. Then there was a 
movement of distinguished people and friends and admirers to the artistes 
ro9m to offer personal congratulations while the audience departed. 

* * * * 
The other recital was in a very different .setting. It took place on Nov

ember 19th in the beautiful, gafleried ball of Westonbirt School, Gloucester-
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shire, but although students were present, the recital was organiz~d by _the 
Westonbirt and District Music Club. As before, the Hector Qume guitar 
(with Augustine strings) was used. 

The recital opened with a Bach Gavotte followed by Sarabande (Handel), 
Rondo (Sor) and the Moreno Torroba Sonatina. Then Valse (Ponce), 
Serenata (Malats) and Fandanguillo (Turina). This delightful music seemed 
to give special pleasure to the audience which was less tense- more relaxed
than the London audience. It seemed to inspire the guitarist to a greater 
degree of musical sensitivity and he played superbly. 

Prelude No. 1 and Choros No. 1 by Villa-Lobos, Three Catalan Folk 
tunes and Tarrega's Study in A major completed the programme. 

Although there were no shouts of 'encore' the persistence of the applause 
was just as eloquent and brought the recitalist back with his guitar for extra 
items. 

Several members of I.C.G.A. from various towns in Western England 
were present at this gathering of music-lovers. 

* * * * 
With Julian Bream to demonstrate the sensitive guitar and occasional 

visits from Segovia and, we hope, other leading guitarists, the guitar in Britain 
seems to be entering a golden era. 

RONOEL SIMOES 

WITH amazing regularity broad-
casts of recorded guitar music 

are heard from Radio S. Paulo, 
Brazil. There have been about four 
hundred of these broadcasts, and 
regular listeners would have heard 
some 180 different guitarists playing 
more than 1,700 items. 

All these broadcasts have been 
presented by Senhor Ronoel Simoes. 
and one can imagine the difficulties 
in collecting so many recordings, for 
they have been gathered from many 
lands. For instance, the national
ities of the guitarists presented in 
a programme were Greek, Turkish, 
Japanese, Spanish and Paraguayan. 

Moreover, Senhor Simoes contri
butes regular column articles on the 
guitar to the Brazilian newspaper 
'A Gazeta'! 

No wonder the guitar is popular 
in Brazil! 

K.H.A. and W.M.A. 

NYLON STRINGS FOR THE 
CLASSICAL GUITAR 

Y.. orld's finest strin gs. Used by 
load .ng erti!.lS. H a n d made fo r 
utmost p recision . A" a i l& b le i n 

,:. il -.er µlated o r 5-, u r e ~il V d r 

w ir e. 

E. & 0. MARI, INC. 

t 

Manufacturers of Musically Better Strings 

Since 1600 

38-01 23rd. Avenue 
Long Island City, 5, N. Y . 

U.S.A. 
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MANUEL VELAZQUEZ 
by Alexander Bellow (U.S.A .) 

S EVERAL years ago, over a heated game of chess, Rey de la Torre told 
me about a luthier whom he had found. And while we played our game 

' he described the following incident: -
His Simplicio guitar was in need of repair and he had been searching for 

a guitar master, in whom he could have confidence, to do the work. Rey had 
heard about a little-known guitar master named Manuel Velazquez, and, with 
some misgivings, turned over his treasured guitar to Velazquez for repair. 
When he returned for his instrument, he was so grateful for the superb job 
that Velazquez had performed, that he was at a loss as to how much to pay 
him. He emptied his pockets and gathered together $76.00 but Velazquez 
would not take it, because he did not want to take money from a good guitar
ist. After a big argument with him, Rey just left the money on the table and 
went out. 

After I heard that story, Rey and I decided to help Velazquez since he 
was not devoting all his time to making guitars. Therefore we started to 
look for orders for him and insisted that he open a better workshop, which 
he did in New York in 1950 and became a great success. We sent many 
students to him who wanted very good concert guitars. Manuel Velazquez 
started to make his wonderful instruments and steadily improved his work. 

Manuel Velazquez was born on December 11th in Puerto Rico in 1917. 
His father was a farmer and had a farm of 180 acres . After finishing school, 
Manuel started training as a cabinet finisher. He studied blueprinting and 
worked with George. S. Latimer, one of the world's largest custom-made 
cabinet makers. At this time he became interested in guitar making and 
began experimenting. He made his first guitar at the age of 16, but was not 
satisfied with it, yet he continued to experiment. Rubiano, the string orchestra 
conductor, saw his work and encouraged him to continue. Manuel Velazquez 
sold his first guitar when he was 18 years old for $65. He was very happy 
and excited that his first instrument was good enough to be used, and this 
stimulated him to continue working on guitars. He had occasional orders to 
make guitars for the string orchestra and for Mr. Rubiano's students. 

Manuel Velazquez came to New York in 1943 and established permanent 
residence here. His grand parents came from Spain and his mother was a 
cousin of Santos Hernandez, the famous Spanish guitar master. This explains 
in part why Velazquez had liked the guitar from childhood. 

I ordered my first guitar from Velazquez in 1950. When it was ready it 
seemed to me that Velazquez was at the time by far the best master in the 
United States. But Velazquez himself is never satisfied with the quality of 
his work and keeps improving it. The guitars he makes to-day, in 1955, are 
much better than those he made in 1950. 

When Andres Segovia saw his instruments he said that they had perfect 
balance and show a consistent excellence. 
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Many of New York's best guitarists play Velazqu~z guitars . Rer de la 
Torre used one in his last Town Hall concert. Meanwhile, Velazquez 1s busy 
filling orders from all over the world and at the same time devising means to 
improve his work constantly. 

For his ingenuity, patience and devotion to his art, all guitarists every
where owe a debt of gratitude to Manuel Velazquez. 

NEWS FROM AUSTRIA 

D URING July Karl Scheit (Professor of the Guitar at the State Academy 
for Music in Vienna) gave an intensive course in guitar-playing for the 
participants in the "Week of the Muses" at Baden, the important spa

town just outside the capital. The high spot of the whole week was, by 
common consent, his concert devoted to "Lute Music of Four Centuries". 

This year's "Internationale Musiktage in Oesterreich" took place in the 
middle of August at Schloss Trautenfels (Styria). A wide range of instruments 
was employed among which the guitar and the double-course lute naturally 
played leading roles ('naturally' because Karl Scheit was in charge of this 
ten-day meeting). A high standard of musicianship was evident throughout, 
and a glance at a list of the foreign nations represented in the guitar section 
alone (America, Czechoslovakia, England, Germany, Holland, and Sweden) 
shows straight away the international character of this event. 

Instruction and discussion during the day gave way each evening to 
practical music-making. Of particular interest was the number of works in 
which the guitar was used as a continuo instrument. A Sinfonia for two 
violins by Salomone Ross,i, and a Sonata for treble recorder by de Konink have 
both now been published in Germany by Hobler (Landsberg) as part of the 
series "The Guitar as Thorough-Bass Instrument" with the continue elaborated 
in each case from the original figured bass, while a third work, Greensleeves 
to a Ground (from an anonymous book dated 1706 in the British Museum), 
showed the possibilities open to the guitar in realizing a simple ground bass. 
Further there were sonatas by Telemann including one in which the guitar 
was the principal continuo instrument against obbligato recorder and 
harpsichord. John Dowland, too, was strongly represented. Not only many 
of his solo works, but also several of his ayres were performed, the latter in 
various combinations of singers and instruments as was the practice in his 
day. Contemporary music was not neglected. We heard excellent perform
ances of works by Alfred Uhl, and by J. N. David-the fascinating Variations 
upon an original theme, op. 32, No. 2, for flute and guitar (Breitkopf and 
Haertel, Leipzig). The greatest treat of all, Haydn's Quartet for guitar, violin, 
viola, and 'cello, was reserved for the public concert given on the final evening. 
In this five-movement quartet the guitar is used mainly as an expressive solo 
instrument against a background of string tone. A most rewarding work, 
which we hope Professor Scheit will not delay foo long in publishing. 

The next meeting will take place from 5th-15th August 1956. 
D.H. 
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The Passing of 

PIERO SA~SALVADORE 
by Wilfrid M. Appleby 

P 
IERO SANSAL V ADORE was born in Turin, Italy, on April 8th 1892. 
He was attracted strongly by both the visual and aural arts, so that at 
one time it was very difficult to decide whether his career should be 

linked with the violin or the easel. He choose the latter, but took up the 
guitar to fill his need for music, after having heard Segovia. About 1930 he 
came to Britain to buy painting materials, but he became fascinated with the 
'greys' in the British landscape and worked out a technique to express his art, 
using the palette-knife on wood instead of canvas. 

He remained in London during the war and made use of the guitar in 
some B.B.C. broadcasts ; but he was always very modest about his guitar play
ing, though it was really quite good, and few people heard him play. 

He collected guitars by famous makers-Ramirez, Lacote, Gennaro 
Fabricatore, etc. A letter from him dated March 21st, 1945 says: " ... it is 
quite an absurd and extravagant thing to do, bufi you know how things 
happen; one instrument has some good points that the others have not, so 
gradually one is tempted in every direction". 

I was able to introduce Piero Sansalvadore to other guitarists and soon 
after this he met Alexis Chesnakov, the London guitar teacher, whose know
ledge of modern guitar technique was a revelation to him. He became friend 
and pupil of Chesnakov and was thus able to give valuable advice to the 
father of a remarkably talented boy, Julian Bream. 

* * * * 
That was ten years ago. A card from Turin 'In Memoriam of Piero 

Sansalvadore' showed that this friend of the guitar had died on July 27th, 1955. 
Many guitarists knew him and held him in ·high esteem and affection for he 
was a man of artistic sensitivity and clearmindedness to whom beauty and 
truth were two aspects of the same thing. 

FRETI AND FIGURII 
by Hector · W. Quine (Britain) 

A N article published in "Guitar News" No. 23 dealt with the subject of 
fretting on the guitar, and advocated the use of a system of fretting 
by harmonics which, the writer claimed, gave vastly superior results 

to the traditional "18" system. This article has aroused a certain amount 
of interest amongst guitarists and luthiers, and various opinions have been 
expressed, some favouring one system, some the other. One opinion given 
by a mathematician suggests that the "18" system is in reality, the more 
accurate of the two. 

Now I intend to add to the confusion by introducing yet another system 
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-one which I claim is the only possible correct one. But first let us deal 
with the traditional method of fretting. This, I may say, is still widely used 
by luthiers, and quite recently was explained for the benefit of intending 
guitar-makers in a series of articles in the "Woodworker" magazine. W~at
ever the origin of the "18" system may be I do not know, but of on~ thing 
I am certain; that is that it has no foundation whatsoever of musical or 
scientific theory, and cannot therefore be correct even when accurately 
executed, which is seldom. 

The harmonic system on the other hand, has (in spite of one very serious 
defect) a quite logical basis, though it is not, of course, by any means a new 
idea. The "Giulianiad", published in London in 1833, mentions a Colonel 
Thomson as the "inventor" of the "enharmonic guitar", and makes the 
following comments : "It is to be hoped that professors will examine the 
construction of the instrument, not in a vein of querulous captiousness, but 
in a spirit of emulation and inquiry. To condemn it merely because it is new, 
and because the frets deviate from the regular distances of those in a common 
guitar, will show that teachers are impervious to improvement. We see much 
difficulty to overcome when the instrument is required to modulate, but surely 
practical men may suggest a remedy for this . In the meantime, it is but 
justice to the inventor to state that the harmony procured on this instrument 
in the key in which it is made mathematically perfect, is charming to the 
ear- " This guitar was almost certainly fretted either by harmonics or on 
what is called the "mean-tone" scale, of which more later, but whatever the 
system used, its inherent defect is obvious from the last two sentences in the 
above quotation ; namely that it was unable to play equally well in all keys. 

To understand why this should be so, it is necessary to delve into the 
mathematics of music, but, as it holds the key to the entire question of 
accurate fretting , it must be faced. 

Two rules which it is important to bear in mind regarding the musical 
scale, are that an octave note has double the frequency of its root and that 
a fifth has one and a half times the frequency ofi its root. These ratios 
arn fixed by natural law; the two notes (octave and fifth) being the 
second and third harmonics respectively of the fundamental or root note. 
For example; if C is the root, C an octave higher will be the first harmonic, 
C an octave higher still will be the second harmonic, and G an octave and a 
fifth above the root will be the third harmonic. You can test this out for 
yourself on the guitar, by playing the natural harmonics at the 12th, 5th and 
7th frets on any string. 

Now, if we start from C (for example), and progress by fifths until we 
come back to C again, we shall have covered 12 fifths (the intermediate notes 
being C, G, D, A, E, B, H, C#, At,, Et,, B t, , F and C). If, on the other 
hand, we start from the same C and progress by octaves until we reach the 
last C mentioned above in brackets, we shall have covered 7 octaves. So, on 
the face of it, it would seem that 7 octaves are equal to 12 fifths . Un
fortunately, this is not the case, as, remembering our first rule, we find that 
1 multiplied by 2 seven times equals 128, whereas 1 multiplied by 1 ½ twelve 
times equals 129.75. (For simplicity, I have taken the frequency of the root 
note C as being 1). It will be seen then, that a difference of 1.75 arises over 
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seven octaves. This difference is called the "Comma of Pythagoras" after 
its discoverer, which shows that at any rate, the problem is by no means new. 

Although the range of the guitar is nothing like seven octaves, being just 
over half this, the discrepancy still exists. Over seven octaves, the 1.75 
difference represents just under a quarter of a semi-tone, and over a lesser 
number of octaves this will, of course, be proportionately reduced until the 
difference between the harmonic fifth and the actual fifth (based on the octave) 
in a single octave, is only 1.13 parts in a thousand . This may seem a very 
small discrepancy until one realises that it applies to every fifth interval within 
the octave, (e.g. C to G, F to C, D to A, Et, to B t,, etc) when the resultant 
discords become highly unpleasant. 

A great deal of thought has been given to this problem since the time of 
Pythagoras, and many systems have been invented in attempts to overcome 
it. One of these was the "mean-tone" system which I mentioned at the 
beginning of this article. This consists of a sharing out of the 1.75 difference 
equally over the 12 fifths of the seven octaves. Without going too deeply into 
the workings of this system (as it is only of academic interest), it suffices to 
say that it is unsatisfactory in practice, as a scale based on it always has a 
"wolf-interval" between Et, and G#, this being equal to only 4.4 semi-tones 
instead of the correct 4½. 

The system of "equal temperament" which was evolved about the time 
of J. S. Bach and advocated by him for the tuning of keyboard instruments, 
was very slow in being adopted, but is now accepted as the only possible 
solution to the problem, and all modern pianos, organs, etc. are tuned to it. 
Bach's book of 48 preludes and fugues for the "Well-tempered Clavier" were 
written by this great musician to demontrate that an instrument so tuned 
could be played equally well in all keys. To digress for a moment, I would like 
to mention that the "well-tempered" fretting described in the article on 
harmonic fretting is, in fact, the exact opposite of well-tempered, as will be 
seen from the foregoing explanation of the laws of music. 

In describing the workings of the system of equal temperament, I would 
first like to make it clear that it is at best, a compromise, as indeed all such 
systems must be. The basis of it then is simply that the octave is divided into 
12 equal semi-tones, each of which is very slightly out of tune with the 
harmonic fifths. In this way, the discrepancy of 1.13 parts in a thousand is 
divided by 12, each chromatic note of the scale having an equal share of the 
difference. It may seem that this sharing of the inaccuracy is, in reality, no 
better than having some notes right, and others wrong, as is the case with the 
harmonic system, but this is not the point. The real advantage of the equal 
temperament scale is that, all semi-tones being , equal, it is possible to play 
in every key with the same degree of accuracy, whereas this is not possible 
with harmonic fretting due to its inaccuracies occurring in different parts of 
the various scales. • 

Here are some examples which I have worked out to show the difference 
between the three systems of fretting. They are based on a 25½'' scale-length, 
and, although showing only three places of decimals, were in fact, worked out 
~o six places. S_uch_ a deg~ee of accu_racy _as this (to a ~illionth of an inch) 
1s, of course, qmte 1mposs1ble to achieve m actual markmg out and cutting 
frets, but is necessary for 100% correct calculation of the distances. 
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12th Fret. 
5th Fret. 
7th Fret. 
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"18" System 
12.842 ins. 
19.161 ins. 
17.091 ins. 

Harmonic System 
12.750 ins. 
19.125 ins. 
17.000 ins. 

DEC., 1955-JAN.; 1956 

Equal Temperament 
12.750 ins. 
19.103 ins. 
17.019 ins. 

It will be seen from this table, that the harmonic and equal temperament 
systems agree over tihe positioning of the 12th fret, which is hardly surprising 
as this is the octave. But there the similarity ends-all other frets placed by 
the harmonic method being incorrect. The "18" system on the other hand, 
does not even place the 12th fret correctly, being almost a tenth of an inch 
out. Several other conclusions can be drawn from this table, one of which 
being that the harmonic system is all the time closer to the correct scale than 
is the "18" system, which, after all, is only to be expected. 

Another very important point which is generally ignored by luthiers in 
marking out fingerboards, is the necessity for avoiding accumulative errors. 
These are bound to occur if the marking out is done in the customary manner 
(i.e. by dividing the scale by 18 and marking the first division, then dividing 
the remaining length by 18 etc.), but even this illogical method can be made 
less inaccurate if the distances are first calculated arithmetically, and then 
marked on to the fingerboard, always using the bridge as the point from 
which to measure, and not a previously marked fret. (e.g. 25.5 divided by 18 
times 17, equals the distance of the first fret from the bridge). 

When I first mentioned the system of equal temperament to the writer 
of the article on harmonic fretting, he pointed out that one uses harmonics 
in guitar music in addition to stopped notes, and that these would not agree 
on a well-tempered fingerboard. This, of course, is true enough, but I believe 
that the number of occasions on which such a contingency would arise are 
negligible. By far the most frequently used harmonics are those (natural or 
artificial) which are played alone. These would not clash, as it is only by 
comparison that a discord is heard. Occasionally, it is necessary to play 
harmonics with an open bass string accompaniment, and here again, no 
difference would be apparent, as the open string is in tune with the harmonic. 
Only when using harmonics in conjunction with normally stopped and plucked 
notes, would there be a discord. This must surely occur so rarely as to make 
the matter relatively unimportant compared with many advantages of using 
a fingerboard which is correctly fretted. Of all guitar music which I have 
seen and played, I know of only one piece which required harmonics and 
stopped notes to be used together. Perhaps some reader knows of more? 

.Anyone who has followed my somewhat lengthy discourse this far, is 
probably interested enough to want to know more of the equal temperament 
system of fretting, and I shall therefore be pleased to give more details to any 
guitarist or luthier who cares to write to me, enclosing a stamped envelope. I 
would only ask that patience be exercised if a reply is not immediately forth
coming because, as can be imagined, my time is strictly limited by my guitar 
making and repairing, and teaching activities. 

In a later article, I hope to be able to discuss the mathematics of string
gauges and coverings. Although this is a matter over which the average 
luthier or guitarist has little control, I believe that it is of as much general 
interest as the question of accurate fretting. 
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CLASSICAL WORKS FOR 
GUITAR 

GRAGNANI, F. 

edited by 

HEINRICH ALBERT 

Sonata, Op. 8, No. 1 for Violin and Guitar . . . 6s. 6d. 
Sonata, Op. 8, No. 2 for Vi?lin and Guitar . . . 6s. 6d. 

KREUTZER, J. 
Trio for Flute (Violin), Clarinet (Viola) & Guitar 8s. od. 

CALL, L. de 
Trio, Op. 1 34, for- Flute (Violin), Viola & Guitar 6s. 6d. 

BOCCHERINI, L. 
Quintet No. 1 in D for 2 Violins, Viola, Cello 

and Guitar 8s. 6d. 

NICCOLO PAGANINI 
COMPOSITIONS FOR GUITAR & STRINGS 

Great Sonata for Guitar Solo with accompaniment 
of one violin . .. 

Sonata concertata for Guitar and Violin ... 
T erzetto for Violin, Cello and Guitar 

The above works by Paganini have never 
before been published and are edited from 

his posthumous manuscripts by 

ERWIN SCHW ARZ,REIFLINGEN 

7s. od. 
6s. 6d. 
8s. od. 

NOVELLO & COMP ANY LIMITED 
160 Wardour Street LONDON, W.1 
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PROGRESS IN PRAGUE 

IN Czechoslovakia jt is now pos
sible to qualify as teacher of 

the guitar by State Examination. 
The leading College for Teachers 

now includes the classic guitar in 
its curriculum. The teacher is Miss 
J. Poctova, a pupil of Professor 
Stepan Urban. 

Miss Poctova also teaches a guitar 
class in Prague with about twenty 
pupils. 

Jiri Novak, another pupil of Prof. 
Urban, gave a concert in Prague on 
October 9th. The most interesting 
item was Carulli's Concerto in A for 
guitar with small orchestra of 
strings and two horns. 

Stepan Urban's Instruction Book 
for Beginners has just appeared in a 
Fifth Edition of 10,200 copies. He 
has compiled an Album of Music 
all of which was written by Czech 
composers for the guitar. It is now 
in the press. 

NO SEGOVIA! 

W ITH what enthusiasm did we, 
in Vienna, greet the news that 

Andres Segovia would be giving a 
recital in Germany on July 25th. 
Broadcasts and the available record
ings certainly do pot do full justice 
to his playing. Since 1936 Austria 
has had no visit from the master 
and our memories were badly in 
need of refreshing. Here now was 
a splendid opportunity of renewing 
personal cpntact. 

As part of the annual Bach-Week 
in Ansbach, Segovia was billed to 
give an evening of works by Bach 
for the lute. We were, it is true, 
dubious about the statement in the 
festival prospectus that Segovia 
would actually perform on the lute 

(justifiably dubious, for, on arrival 
in Ansbach, we found that all the 
posters had been carefully altered 
from "Laute-Andres Segovia" to 
"Gitarre- Andres Segovia"), but 
what did that matter! The rare 
pleasure of hearing Bach's lute
music would still remain unaltered. 
Enquiries about the detailed con
tents of the evening's programme 
were, nevertheless, somewhat con
fusing. Although it is no lute
work, we were pleased to find that 
the Chaconne was included. It was 
however difficult to discern any 
single complete lute -work by Bach 
in the rest of the programme. True, 
a "Suite" was announced, but its 
movements and the order in which 
they were arranged betrayed no 
resemblance to suite-form as recog
nised by Bach scholars. All this 
(and an overnight journey back to 
Vienna) we were prepared to accept 
if only we could hear Segovia in 
person. All in vain! Some four 
hours before the concert was due to 
begin a telegram arrived to say that 
Segovia was ill and would not be 
coming to Ansbach after all. 
Anxiety for his health kept us occu
pied during our 300-mile drive 
home. 

DAVID HERMGES 

AUGUSTINE 
Nylon strings; as used and 

endorsed by Segovia. 
1st 4/6 4th 9/-
2nd 4/8 5th 9/6 
3rd . . . 5/- 6th 10/

Per set . . . £2/2/0 
The Finest Strings ever made for 

Spanish Guitar 

* BIGGAQS 
127 Douglas Street, Glasgow, C.2 
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HOW WE SHOULD START THE STUDY OF THE GUITAR 

By Miguel Abloniz 

Part VITI 

17' 

T HE diatonic scales. In these articles, being concerned with the technical 
side of the guitar, I will consider that the students are already familar 
with the theoretical formation of the various scales; tliose who happen 

not to be should study them in any text-book of 'Theory of music'. 
I wish only to mention that our musical system consists of twelve notes 

(number of semitones contained in an octave) and that since from any one of 
them it is possible to start either a major or a minor scale the diatonic scales 
are 24, i.e. twelve of the major mood and twelve of the minor, the latter one 
being practised in its 'melodic' form. 

On the guitar (with its extension of three octaves plus a fifth) 16 out of 
the 24 scales are practicable on a maximum extension of three octaves and 
are the major keys of: E , F , F sharp, G, A flat, A, B flat, B, and the minor 
keys of: E , F, F sharp, G, G sharp, A, A sharp, B. The remaining eight scales. 
are l?racticable on a maximum extension of two octaves and are the major 
keys of: C, C sharp, D , E flat, and the minor keys of: C, C sharp, D, D sharp, 

Having had the o pportunity to examine the diatonic scales in a consider
able number of books and methods for guit ar (some not of remote publication) 
and notic ing that they might have been presented in a somehow more· 
'simplified' way for the beginner, who should memorize them with little effort 
and practise them daily, I have reduced the 24 scales into four types, with the 
resuh that the student by learning only four scales knows automatically how 
to play all 24 (by a simple 'transposition' and without any change of fingering, 
as we shall soon explain). 

As in various instances, on the guitar too, one may start from a certain 
point and reach another one by following different directions. When playing 
a scale, the easiest and shortest way to take is the one involving such a 'fingering' 
where the left hand changes 'position' as little as possible. By 'position' here 
I mean the placing of the left hand so that the four fingers occupy four con
secutive frets, each finger serving one fret (as is the case of the 8 exercises 
described in article V). 

Each new posit ion should be taken: in the ascending part, nearer to the 
bridge, whereas in the descending part, nearer to the nut. The upward or 
downward direction of the notes should be accompanied also by the 'nearer 
to the bridge' or 'nearer to· the nut' picking of new positiops by the left hand. 

Right hand: Fingers i.m.a. used two by two, give us the six combinations 
we already know. Practise then the scales playing 'apoyando', with apy of the· 
two-fingers combination (same fingers for ascending and descending), alternat
ing finger all the time and as Segovia advises: with a slow and vigorous touch 
at first, and soft and light after. 

It is also advisable to play scales by using i.m. in ascending and a.m. in 
descending, or vice-versa; any two-fingers combination in ascending, involving 
in descending the finger which did not participate in .ascending. 

It is also possible, for exercising, to use combinjltions of three alternating 
fingers. 
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RHYTIIM. There are various rhythmical combinations: 
(A) The easiest and mostly used js when all the notes are of equal value, 

played in good rhythm and without repeating ,the highest note, i.e. when 
playing many times the same scale strike the highest and lowest note only 
once. 

(B) In, each octave, the key note as crochet and the remaining six notes 
as quavers (all the time: one crochet-six quavers), resulting in a square rhythm. 

(C) Considering the scale to be written in 'triplets', accentuating thus 
the first of every three notes. 

(D) In 'quartets', accentuating the first of every four notes. 
(E) Fiµally , by using the dot either for the odd or for the even notes. 
Note: I think it advisable for :the students who will like to practise these 

scales, to write the four types in music and add the fingering. 

TYPE I: major scale of a maximum two octaves extension. 
As 'model' we take C major, practicable in one 'position', fingers 1, 2, 3, 4 

playing all the time on frets VII, VIII, IX, X respectively. 
Ascending part: fingers 2 and 4 are used for notes C and D, on the 6th 

string; 1, 2, 4 for E , F, G, on the 5th string; 1, 3, 4 for A, B, C, on 4th string; 
1, 3, 4 for D, E, F, on 3rd string; 2, 4 for G, A, on 2nd string; 1, 2 for B, 
C, on 1st string. , 

Descending part: exactly same notes, same fingering, backwards. 
I have preferred the present fingering to some other for these reasons: 

(1) the guitarist practises on all six strings and (2) because it certainly is 
easier for the beginner to use his left hand in one 'position' than in two or more. 

By starting the scale of Type I from one fret higher (i.e. finger 2 on C 
sharp, fret IX) using same fingering and intervals, we obtain the scale of C 
sharp major; starting from fret X we get the scale of D major; from fret XI the 
scale of E flat major. 

For exercising purposes, the scale of Type I should also be practised 
gradually 011 the entire fingerboard, by starting it (always with finger 2) from 
frets VII, VI, V, IV, III, II and from XII, XIII, XIV, etc. 

TYPE II: major scale of a maximum three octaves extension. 
As 'model' we take F major, practicable in three 'positions', indicated 

here by the numbers and corr~sponding notes in thicker print. 
Ascending part: fingers 1, "3~ 1, 2, 4 are used for notes F, G, A, B flat, 'C, 

on the 6th string; 1, 3, 4 for D, E, F, on 5th string; 1, 3, 4 for G, A, B flat, 
on 4th string; 1, 3 for C, D, on 3rd string; 1, 2, 4 for E, F, G, on 2nd string; 
1, i , 4, 1, 3, 4 for A, B flat, C, D, E, F , on 1st string. ' 

Descending part: exactly same notes, same fingering, backwards. 
By starting the scale of Type II from frets II, III, IV, V, VI, VII and 

using the same, fingering, we obtain the major scales of F sharp, G, A flat, A. 
B flat, B respectively. 

Important note: In Type II, when going from the first position to the 
second, finger 1 does not abandon the 6th string but slips from F to A 1lS 
lightly and smoothly as possible. Same, from second to third position, finger 
1 goes from A (1st string) to D, without leaving the string. 
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When we play the three highest potes of the scale (D, E, F), fingers 1, 3, 4, 
are kept on their respective frets because we need them immediately after for 
the descending part (j ust as we have seen in the 'chromatic' scales); then, after 
having played F , E , D, finger 1 from D slips to A (i.e. from the third to the 
second position of this scale) without abandoning the string, while, 
simultaneously we put down fingers 4 and 2 on C and B flat. Again, from the 
second position to the first, finger 1 from A (6th string) slips to F, while 
simultaneously finger 3 stops note G. 

The scales of E major and mi11or (of three octaves) being the only ones 
that start by an open string (the 6th), present at their beginning and end a 
slight difference of fingering. 

Scale of E major (three octaves, Type II). 
Ascending part: First note is E, then 1, 1, 2, 4 for F sharp, G sharp, A, B, 

on 6th string, etc. From the G sharp (third note of the scale) onwards, the 
scale proceeds exactly as in Type II. 

Descending part: same notes, same fingering, backwards. 

(To be continuecl) 

VICTORIA KINGSLEY 

A VISIT to Norway during the 
Summer gave Victoria Kingsley 

(globe-trotting singer-guitarist) the 
opportunity of meeting Leif Gund
hus. She spent an evening hearing 
his considerable repertoire and 
talking guitar. 

Since then she has been to the 
Edinburgh Festival where she gave 
four performances among the 
'extras'-those lesser recitals and 
theatre shows which accrue during 
Festival time. 

Miss Kingsley was present at 
Segovia's recital in the Freemasons 
Hall and she said that she had never 
heard him play better. He gave a 
long programme to a packed hall, 
and it seemed to her an even finer 
occasion than one . three months 
earlier when she heard him in New 
York. 

After her 4th Concert in Edin
burgh, Victoria Kingsley had to fly 
back to London to sing in Russell 
Square where the enterprising Hol-

born Borough Council had great 
success in providing al fresco enter
tainment during :the summer months. 
She found it quite an experience to 
sing in the open air with flood
lighting, loudspeakers and a huge 
crowd. 

After a visit to Paris, Victoria 
Kingsley was back in London for a 
broadcast of songs with guitar on 
November 2nd. 

We understand that some of her 
song-guitar arrangements will 
shortly be published. 

Teachers and "Guitar News" 

TEACHERS of the guitar in many 
la!1ds encourage their students 

to subscribe to "Guitar News". One 
of the best-known teachers in U.S.A. 
wrote:~"I find that reading this 
interesting magazine "Guitar News" 
helps considerably to keep up the 
interest of pupils in guitar matters 
-which is good for teacher and 
pupils." 
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THE GUITAR IN EAST EUROPE 

D ETAILED news of the guitar at the Fifth Youth Festival of Warsaw 
has been received from Professor yrouyr Mazmanian ?f Beyrouth who 
went with the Lebanese delegation through Rumama, Hungary and 

Czechoslovakia to Poland. There, during fifteen days, he attended the most 
beautiful operas, ballets, concerts, etc. 

The Lebanese delagation also gave concerts in which the guitar was 
played by Vrouyr Mazmanian and his pupil Vahak Kasselian. 

The competitions at Warsaw were for all instruments, but the age limit 
of participants was thirty years . 

The First Prize for guitar was shared by Roland Zimmer (Germany), 
Szendry Karper Laszlo (Hungary) and Antonio Bartos (Czechoslovakia), 
The Second Prize went to Mauricio Oliveira (Brazil), and the Third Prize was 
won by Jacques Huber (Swiss-French). There were fewer entrants for the 
guitar contest than for some of the other instruments for which there were 
hundreds of competitors. 

On the second Sunday after the competition the first and second prize
winners gave a concert. 

The judging was by a jury of musicians presided over by Josef 
Powrozniak, Professor of the classic guitar in Warsaw and the author of a 
Guitar Method. He has also published popular Polish songs and dances for 
the guitar . The guitars seen in Poland by Mr. Mazmanian were of very poor 
quality, often tuned like Russian guitars in G major and merely used for 
strumming accompaniments. 

Music played in the competitions included the following: 

ROLAND ZIMMER:- Mozart-Sor Variations, Fandanguillo (Turina) and 
Suite (in six movements) by Friedrich Ewald Muller (of Weimar). 
SZENDRY KARPER LASZLO:- Praeludium (Giuliani), Praeludium, 
Bourree and Double (Bach-Segovia), Nocturne in E flat (Chopin-Tarrega), 
Mazurka (Tarrega) and Pastorale (Terzi). 
ANTONIN BARTOS:- Recuerdos (Tarrega), Slavonic Dance (Dvorak), 
Gavotte (Bach). Leyenda (Albeniz) and Spanish Dance (Angel Iglesias). 
MAURICIO OLIVEIRA:- Adagio (Beethoven), Tico Tico (Z. Abrev), some 
original compositions, etc. 
JACQUES HUBER:-Andante (Sor), Menuet (Rameau), Prelude (Bach), etc. 

* * * * 
Mr. Mazmanian accepted an invitation to spend a fortnight in Berlin 

(East) after the Warsaw Festival. On the second day he was wandering in 
the streets when he met Roland Zimmer quite by chance. Roland Zimmer is 
a professional guitarist who studied the instrument with a lady teacher
Ursula Peter. He has given concerts in Moscow, Pekin- and more recently 
-in Rumania, Hungary, etc.-even in Albania. He escorted Mr. Mazmanian 
to a large music store in the Friedrichstrasse where there was a large stock of 
guitar music, including the Guitar Method in 15 volumes by Bruno Henze. 
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PUBLICATION DATES of 
" Guitar News" 

February 1 st 
April 1st 
June 1st 

August 1st 
October 1st 

December 1st 
"Guitar News" is mai led regularly 
and promptly to all I.C.G.A. mem
bers and subscribers on the above 
dates- i.e. each alternate month; 
six issues a year. 

Reports, articles etc., should reach 
us by the 1st day of the preceding 
month, i.e. by January 1st for the 
February-March issue which is 
mailed on February lst- and so on. 

Advertisements can be accepted 
up to the 10th of the month pre
ceding publication. 

CHANGING YOUR ADDRESS ? 

I~ case of removal please send your 
new address without delay. 
If further c pies are requested be

cause of loss through removal they 
will be charged for. 

FRANCE 
Subscriptions and renewals for 

"Guitar News" may be paid through 
our agents: W. H. Smith and Son 
Ltd ., 248 Rue de Rivoli, Paris. 

fflE GREEN FORM 

W HE the GREE FORM is 
received with your copy of 

"Guitar News" it means that this 
is the last copy you will receive until 
your subscription is renewed. Owing 
to the high cost of printing, copies 
cannot be sent unless paid for. 

SIBNA COURSES 

TWE TY-FOUR guitarists from 
nine countries took part in the 

Guitar Course of Andres Segovia at 
the Chigiana Academy, Siena, Italy, 
during August and September. 
Britain: Keith Sullivan, Michael 
Watson, John Williams. Equador : 
Cesar Leon. Greece : Dim.itrios 
Fampas, l(ilias Pandelis. Holland: 
Lotty Kuylaars , Jacobus Melkert, 
Pieter Van der Staak. Italy: Angelo 
Amato, Claudio de Angelis, Carlo 
Ghersi, Giuseppe Luconi, Bruno 
Mattioli, Emilio Moscarda, Carlo E. 
Salio, Augusto Toma. Japan: Jasuo 
Abe, Jasuma Obara. Spain: Emilia 
Corral.Jose Tomas Perez. Uruguay: 
Raul Sanchez. V enezuela: Alirio 
Diaz, Rodrigo Riera. 

Several of these, with the addition 
of Elena Padovani, enrolled for the 
Course for Vihuela conducted by 
Emilio Pujol. 

WOT !-NO ITOOL ! 
by Tim Verey (Timbuctoo) 

Segovia evidently considers that a foot-stool for guitarists sho~ld be pa~t 
of the essential equipment of every concert hall . The local orgarusers of his 
concerts are told, well in advance of the recital, that a foot-stool will be 
required as he does not carry one with him. 

One can imagine the effect of this demand on some of the organisers. 
"Foot-stool" they repeat-having read the letter twice in case they had got 
it wrong. "Foot-stool"-again, but no fairy appears to grant their wish. 
"Perhaps the parson would lend us a hassock" comes one bright idea, only 
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to be discarded because the required stool must be rigid, preferably of wood .. 
So, sometimes an advertisement is inserted in the local newspaper "Foot-

stool required on loan for Segovia's concert". Maybe this is good psychology 
and stimulates the curiosity of some people so that they will come to see. 
what sort of a musician plays on a foot-stool! (Fred: "I suppose he plays. 
it like a tambourine? "-George: "Of course not, he sits on it! ") But the 
immediate result of such an advertisement is the offer of stools of every des
cription most of which have to be declined as being too high, too low, too, 
long, too squeaky, too wobbly or too fantastjcally decorative-such as the one 
with puce dragons chasing ultramarine snakes! 

At the Edinburgh Festival the task of providing a stool was entrusted to• 
the City Architect's Department! Just what sort of monumental edifice 
would have been constructed I dare not think, but fortunately someone found 
an old office stool and cut it down to the required height of six inches. 

"It will remain as one of the props for the city's halls that might come 
mto use again", an official told the representative of a local newspaper. 

Only one person has ventured to criticise Segovia for not carting around 
his own foot-stool, and he was a vendor of foot-stools-at a price! 

Segovia himself has the last word on this matter, for he is reported to 
-have jocularly replied to a question as to the correct height of the stool: 
"Perhaps in a thousand years guitarists will be born with adjustable foot
stools, but for the present it depends on the individual and the height of the 
chair". 

GUITAR NOTES FROM U.S.A. 

THE many interesting letters received from I.C.G.A. members in U.S.A. 
show the continued growth of interest in the classic guitar. 

Dayton, Ohio 
Dayton, Ohio, now has a classic guitar society. Toe secretary, Miss 

Callahan, studied the guitar in London (England) and Washington D.C. Her 
present teacher is George Sturm, who is the live-wire in the formation of this 
new society. 
Los Angeles, California 

Another new society has been formed in Los Angeles, California. As all 
its members are students of Jose Barroso it has been tentatively called: 'The 
Jose Barroso Classical Guitar Society'. The secretary is Mr. Abraham A. 
Chelst. 

Jose Barroso is not only a teacher of the guitar but has performed in 
many films, sometimes with other well-known guitarists such as Vicente 
Gomez. He has also composed guitar music which has been used in films and 
recordings. 
The 'Dervin,' Hauser 

Mr. Ralph W. Peterson of St. Paul, Minnesota, tells of his good fortune 
in being able to acquire a fine Hauser guitar from the estate of the late Mr. A. 
J. Dervin of Minneapolis, who was a pupil of William Foden of St. Louis. 

Shortly before his death Mr. Dervin told Mr. Peterson something very 
interesting about this guitar. During the 1930's Segovia gave a recital at the 
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University of Minnesota. Mr. Dcrvin p n orcd thi cone rt and entertained 
Segovia at his home. While there eg via play d n Mr. Dervin' Hau er 
guitar and showed great cnthu ia m [ r the kill f the maker. Mr. Dervin 
thought that it was this incident which pr mptcd govia to obtain a Hauser 
guitar. 
Julio Prol 

Provincetown Art iati n pre ented Julio Pr I in two guitar recitals 
August 24th and September 3rd. h pr gramm , which were entirely differ-
ent, contained music by alilci. Bach, R. de Vi cc, r, Tarrega, Llobet, 
Ponce, Moreno Torroba, Ii, lbeniz, Granados, Villa-Lobos and also 
a flamenco group. 

Julio Pro! was born at La oruna, pain, and made hi debut at the age 
?f fifteen . Some years later he mo ed to U.S. . where his guitar studies were 
mterrupted by three year in the U.S. rmy during the second World War. 
He was a member of the .. G. Trio and has given many recitals and broad
casts. 
Guitaristic Clam-bake ! 

Guy B. Simone, who teaches guitar at the Milton Academy, (Massachu
setts), tells of a 'Guitaristic Clam-bake' on the beach at Egypt, Massachusetts. 
T~e American Indians started this custom of open-air baking on the beach 
us~ng seaweed as fuel. Evidently a good time was bad by all with plenty of 
guitar-playing while the food was being prepared. 

:1"fe tells of a fine guitar by Villafan which a friend bad selected when in 
Mexico and arranged for it to be sent in a strong wooden outer case. Alas, 
when it arrived it was found that the packers bad driven a nail right through 
the instrument! 

GUITAR CONGRESS AT MODENA 

THE 17th International Guitar Congress took place at Modena, Italy, on 
the first two days of October. After a speech of welcome by Professor 
Ferrari, a number of candidates for 'teaching qualification' were 

ex~mined by a jury presided over by Prof. Heinz Bischoff (teacher of lute and 
g~utar at the conservatories of Munich and Salzburg). The successful can
didates were Cbaralambos Ekmetzoglou (Greece), Antonino Graffeo (Tunisia), 
Carmen Lenzi Mozzani, C. Lutzemberger, Ugo De Mori, P. Bettelli and D. 
Cazzago (all of Italy). 

The open contest for guitar solo was won by Aldo Minella (a 17 years 
old pupil of M. Abloniz). The test piece was Capriccio No. 7 (Legnani) and 
music of the competitor's own choice. Diplomas and medals were awarded. 
The winner's extra solos were Gigue (Weiss-Abloniz) and Malaguefia 
(Abloniz). 

On the final evening Professor Bischoff gave a lute recital. This was 
followed by a guitar recital by Enrico Tagliavini of Parma, a brilliant eighteen 
years old pupil of Renzo Cabassi. 
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At 9 p,m. Marga, ~a~ml and_ w_. ~lasinc pl~yed sonatas_ ~rigina~ly com
posed for guitar and, v10hn by Gmham, Legnam and Pagamm. Th1s1 was a 
first class performance•which recei'Ved well-deserved and great applause. 

On the following Sund~y ,the visitors were shown the art treasures o~ the 
ancient city of Modena. They also paid a visit to the 'Museo Civico'. where 
some fine old instruments are preserved. In the afternoon there was a 'have 
a go' session when any amateur guitarist could play before an audience of 
some sixty 'guitarists. During the evening a recital by Siegfried Behrend, a 
young German guitarist, was followed by Giuliani's 'Grand Concerto', op. 30, 
for Guitar . and orahestra in which Marga Bauml was the soloist and the 
performance was given a good reception. 

All the recitals were held in the Sala S. Vincenzo of the "Orazio Vecchi" 
Conservatoire of Music, a fine1•hall, but according to the report in "Gazetta 
dell' Emilia" rather too big for the "sweet and weak sonority of the guitar". 

fflE '•SALLE GA VEAU AND PARIS 

I F there is a guitar recital in Paris it is more likely, to be at the famous 
concert hall 'Salle Gaveau" in Rue La Boetie than anywhere else. There 
have been three there in less ,than a month . 
. IDA PRESTI was ,the Tecitalist on October 12th with a guitar by 

Couesnon in a programme which included: Plainte Minuet (Weiss), Prelude 
and Allegro (Bach),Fantasie pour guitare (Sor),Theme and Variations (Ponce), 
Reverie-lst pei:formance-{Lagoya), Preambulo, Olivieras, Arada (Moreno 
Torroba), Prelude (Villa-Lobos), Rafaga (Turina), Guajiras (Pujol), Granada 
(Albeniz-Presti) and several 'encore' items. Audience and critics alike 
acclaimed , her as the 'grande dame de la guitare'. 

A recital of Flamenco Guitar Music was given by ALONSO on October 
22nd. Mr. Alonso, director-founder of the Office International de Spectacles, 
is a great lover of guitars and a remarkable exponent of flamenco. He has an 
important collection of guitars by Spanish and world-famous makers. 

NARCISO YEPES was the guitarist in a recital on November 4th with 
the following programme: Menuet '(Rameau), Two Sonatas (D. Scarlatti), Suite . 
(Galilei), .Suite Espagnole ·(Gaspar Sanz), Sonata (Mateo Albeniz), Gavotte 
(Bach); -Ji'andanguillo (Turina), En Los Trigales (Rodrigo), Prelude (Villa
Lobos), Danza ·(Granados), Hommage au Tombeau de Debussy (Falla) and 
Leyenda (I. A1beniz). 

S OM~ trans011iptions• by ~he celebrated Arg~ntine guitarist, _Maria Luisa 
Amdo, are among, the 1tems recently received from G. R1cordi & Co., 

· 132 West 21.st Street, New .York, N.Y., U.S.A. 
B.A.. 11189 is a Minuetto by A. Scarlatti-a musical gem in G minor, 

and not too difficult even if it has two flats in the key signature. B.A. 11192 
is an 'Allegro' in scherzando mood by Mozart. B.A. 11188 is a. Berceuse 
(op. 13,'No. '7) by A. Iljinsky. B.A. 11190-91 are Aires Criollos No. 1 and 
No. 3 by Julian Aguirre. 
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For those who like melody in their music Isaias Savio has arranged two 
famous popular songs for solo guitar-'Ojos Negros' (Russian) better known 
as 'Black Eyes' and A Casinha Pequenina or The Little House (Brazilian). 
These are together in B.A. 11217. 

A group of six Recreative Pieces (Pec;:as Recreativas) by Milton R. Nunes, 
a leading Brazilian guitarist, is published under B.A. 11135. 

An Argentine composer, Angel E. Lasala, is the author of "Preludios 
Americanos" (B.A. 11159), a suite of characteristic pieces with the titles 
Pampeano, Brasilefio, Nortefio, Mexicano, Serrano and Incaico. They have 
been revised by the distinguished guitarist Consuelo, Mallo Lopez of Buenos 
Aires. 

B.A. 11216 is also a characteristic Argentine item-a Milonga by Alberto 
Ginastera. 

Finally from the Ricardi treasure-house of guitar music, comes a new 
version of A. Sinopoli's arrangement of Motivos de Navarra by Isaac Albeniz 
(B.A. 11212). It is rather more difficult than the other solos mentioned but 
definitely a first-rate concert solo. 

BRITISH GUJT AR SOCIETIES 
The Olassic Guitar Society of Glasgow 

At the annual meeting Allan D. Shearer was elected president of the 
society with Norman Quinney vice-president. The secretary-treasurer is Allen 
Shedden., Committee: Gregory McAllister, Arthur M.' Pettinger, David 
Walker, Maureen C. MacDonald, and George M. Kilgour. 

An interesting and varied programme has been compiled for the .coming 
season. Valuable publicity for the classic guitar, is being pla:nned. 

The W.est of England Classic Guitar, Soc-iety, 
This newly-formed society held its October .meeting at Saltford. E. S. 

Roberts and David Knapman played solos by Sor, (Variations on a Theme of 
Mozart), Aguado, Carcassi, ,Tarrega and Abloniz. Ilate.s fixed for future meet-, 
ings are Dec. lOth,.Jan. 14th, Feb. 11th and March JOth. 

Cheltenham ,Classic , Guitar. Circle , 
Guitar solos played at recent meetings of . the Circle included some 

recently. published works-'Salve' by Emilio Pujol and 'Escuta Cora<;-ao' from 
the 'Cenas Bras.ileiras Suite' by Isaias Savio- both played by W. M. Appleby. 
E. J. Dance played Schottische and Preludium (Diabelli), Malaguefia (Tarrega) 
and Barcarolle (Coste); W. Kyle played a Study by Schumann (arr. Fortea); 
C. E. Robins played five of the Carcassi Studies ( op. ,60) Nos. 3, 4, 7, 10 and 
19;• D. Knapman played 'El Testamen den' Amelia (Llobet), Minuet (Ba:ch
Segovia) and Theme Varie (Mozart-Sor); P. J. Gamble pla'yed an anonymous 
'Andante Cantabile' and Studies by Aguado, etc.; A. Humphries played 
Andantino (Sor). and Tw@ Studies (Fortea). Joan Prior and Douglas Phillips 
upheld the art of singingrto the guitar. 
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RANIERI : MEmOD FOR mE GUITAR 
(English, French, German and Italian Text) 

PART I (6/-) Recommended for Self-tuition. 
PART II (8/-) Advanced Instruction, Concert Studies a nd Solos. 

GUITAR SOLOS, arranged and revised by S. RANIERI (each 1/6). 
Beethoven: 1st Movement, Moonlight Sonata. 
Carcassi: Tremolo Study. Mendelssohn: Barcarolle. 
Mozart: Berceuse and Chopin : Study Op. 10 No. 3. 
Ranieri : Malaguena. Yradier: La Paloma. Sor: Minuet in A. 

CRANZ AND COMP ANY LIMITED 
134, WARDOUR STREET LONDON, W.1 

Telephone: GERrard 3742 

Several reports and articles are unavoidably held over. 

MEMBERS' ANNOUNCEMENTS 
Members of I.C.G.A. may have notices inserted (prepaid) at the following rates 

(no further free insertions):-25 words 2/6: 50 words (maximum) 5/-, 6 insertions (pre
paid) for the price of 5 (12/6, 25 words; 25/- 50 words). 

WANTED: "El Maestro" Luis Milan. State price, edition and condition. 
Also wanted "Guitar News" No. 3. £1 sterling offered. Guy B. Simeone, 20 
New Heath Street, Roxbury 19, Massachusetts, U.S.A. 

SPANISH GUITAR CENTRE (Western Area): Private or class tuition 
Segovia-Tarrega technique by Michael Watson. Strings, music, guitars 
stocked. 6 Gloucester Road, Bristol 7. (Tel: 47256). 

GUITAR MAKING. Finest materials of every grade and type are available, 
all accessories and Tools. Please send for price lists. The services of a 
trained Continental instrument maker are available for repairs and restorations. 
Sydney Evans, The Violin Shop, Gothic Arcade, Birmingham 4. Telephone: 
CENtral 2295. 
CHESNAKOV: Elements of Music and Harmony in the study of the 
Classical Guitar. Theoretical and practical training in Modern Technique as 
a basis for development of artistic playing and for elimination of faults, self
acquired or installed by wrong teaching. Progressive, selected studies . Few 
vacancies for students. 48a Cathcart Road , London S.W.10. (FLA 4354). 

MEMBER in Bahamas wishes to buy back issues of "Guitar News" 1-6,., 
9- 12, 14, 16, 17, 20, 21. Offers to Box No. 60 T.C.G.A., 47, Clarence Street, 
Cheltenham (Glos). 
ADELE KRAMER, Professor at the Guildhall School of Music and Drama, 
London. gives lessons in Classical Guitar for Beginners and up to Concert 
Standard. 24 College Crescent. Swiss Cottage, London N .W.3. (Tel: 
PRlmrose 5366). 
"GUTT AR NEWS" back issues Nos . 23 to 27 can still be supplied at 9d. each, 
plus postage. I.C.G.A., 47, Clarence Street, Cheltenham, (Glos.). 
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NF·N AND 
FOR 

ST AND ARD EDITIONS 
THE GUITAR 

AG U RE (Anido) 
• ,A C rio llo No. I .60 
*,A· C riollo No. 3 .60 

ALBI' IZ (Sinopoli) 
*J\ ·vos De Navarra .90 

BACl-- Sinopoli) 
G otte en Rondeau (from the 3rd Violin solo partita) .60 

BUF,, 0 
1st Album for the young guitarist. (6 Easy Pieces) $1.00 

BYRD & PURCELL (Azpiazu) 
Pavana a nd Coura nte .60 

CHOPIN (Casuscelli) 
ran Vais Brillante, Op. 18 . .. 

GINASTERA (Mercado) 
*Milonga 

ILJINSKY (Anido) 
*Berceuse, Op. 13 No. 7 

IPARRAGUIRRE 

.75 

.60 

.60 

Scales. Arpeggios and Exercises (Sp.) $ 1.50 

LASALA 
*6 South America n Preludes . . . $2.00 

LELOUP 
Elementa ry Method based on the Tarrega School (Sp.) $1.50 

LULLY & RAMEAU (Azpiazu) 
Album of 6 Pieces .75 

MORALES 
Fla menco Method (English Supplement) .. . $5 .00 

MOZART (Anido) 
*Allegro .60 

NUNES 
*6 Recreationa l Pieces $1.25 

SAGRERAS 
Superior Technic based on the Tarrega School 

SCARLATTI (Anido) 
*Minuetto .60 

• NEW EDITIO S 
Cataloe listing all poblkalfon• In our stock for the Classk 1uilar w■ be 1ent FREE 

upon request. Please ask to be included in our maiJJn2 lilt for notification of new 
publication•. Write to :-

G. RICORDI & Co. 
132 W. 21st ST. 
New York 11, N.Y. 

G. RICORDI & Co. (Canada) Ltd. 
380 Victoria Street, 
Toronto 2B, CANADA 
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Schott's Guitar Archives - New Issues 

A. SEGOVIA EDITIONS 
G.A. 
171 BACH, J. S. Sarabande 3/6 
172 Gavotte 3/6 
173 Prelude 3/6 
174 BRAHMS, Waltz Op. 39/8 . . . 3/6 

G.A. 
150 PUJOL, E. Hommage a 

Tarrega 3/6 
177 SCARLA ITI, D . Sonata E min. 3/6 
179 SEGOVIA, A. Estudio sin luz 3/6 

SCHOTI & CO. LTD., 48 Great Marlborough Street, London, W.1. 

THE INTERNATIONAL CLASSIC GUITAR 
ASSOCIATION (I.C.G.A.) 

(A non-profit-making Organisation) 

President: L. T. Bridell, M.A. 
Committee : Miss Maude Hamilton, Miss Joan Prior, 

Mrs. Kay Appleby (Hon. Treasurer), 
Mr. Eric J. Dance (Auditor), 
Mrs. A. Korwin-Rodziszewski, B.A., (Translator). 

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

Foundation Member: 20/- a year (U.S.A. $3.00). 
Supporting Member: 10/- a year (U.S.A. $1.50). 
Member (ordinary): 5/- a year (U .S.A. $1.00 for 8 issues). 

All members receive "Guitar News" without further payment. 
"GUITAR NEWS" Bi-monthly Copyright reserved. 

Hon. Editor : Wilfrid .M. Appleby. 
Assistant Editor: Mrs. Kay Appleby. 

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 & Co., Ltd., 48 Great Marlborough Street. 

London, W.l., from whom single copies may be obtained, price 9d. 

Gloucester Printers Ltd, , Blackfriars Press. Ladybellcgate Street, Gloucester . 


