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NEW TIMES FOR FRENCH GUITAR BROADCASTS 

THE broadcasts of guitar music presented by Robert Vidal ('Uncle Bob' 
-according to Peter David! ) are now heard at the following times : 

Mondays 10.15- 10.20 p.m. (French Times) 
Tuesdays 7.00- 7.15 p.m. 

BRITISH TIME IS ONE HOUR EARLIER THAN THE ABOVE TIMES 
These delightful broadcasts can be heard on many wavelengths between 

213 and 498 metres. If you hear them please wri1te to Radio-Diffusion 
Francaise, 118 Champs Elysees, Paris, France. 

Monsieur Vidal is giving millions of people the opportunity of hearing 
the guitar played in classic and flamenco styles. He tells us that he has 
received 'many, many letters from England'. 

One of the most delightful items heard recently was an Allemande by 
John Dowland arranged for two guitars, and played by Ida Presti and 
Alexandre Lagoya. 

GUITAR CONCERTO BY 
TAKACS 

THE Radio Chamber Orchestra 
with Hermann Leeb (guitarist) 

broadcast on November 17th from 
Radio Hilversum a Concerto for 
guitar and orchestra by Jeni Takacs 
of Austria. 

It will be remembered that Takacs 
was awarded a prize in the Inter
national Competition for Guitar 
Music (1951) organized by the 
Chigiana Academy (Siena, Italy). 

The concerto is an interestirig 
work with a rather strong tendency 
to the macabre. It lacks the 'joie de 
vivre' which is such an attractive 
feature of the concertos by Rodrigo 
and Castelnuovo-Tedesco. Never
theless we should be glad to hear it 
again, especially with a guitarist 
who could make fuller use of the 
tonal resources of the guitar. 

W.M.A. 

HORSES AND GUITARS 

p AT SMYTHE, world-famous 
horsewoman, whose book 

"Jump for Joy" was a best-seller, is 
a devotee of the guitar; so it was 
not surprising to find the instrument 
depicted in her latest book "Pat 
Smythe's Book of Horses". 

The picture which shows an 
incident during Tschiffely's famous 
ride from Buenos Aires to Washing
ton , U.S.A ., bears the caption: 
"Drinking Mate tea to the accom
paniment of a guitar". 

DIABELLI TRIO IN CANADA 

A TRIO by Diabelli for guitar and 
two violins was performed at 

a concert at Montreal Y.W.C.A. 
Auditorium on June 20th. The 
guitarist was James McKergow, 17 
year old student at the Bourget 
School of Music in Montreal. 

The Editors do not necessarily agree with the opinions expressed by 
contributors. 



FEB.,-MARCH, 1956 GUITAR NEWS 

9lCUJ,at f},ewtJ.at 3lalt 

JULIAN BREAM will play the Rodrigo 
'Concierto de Aranjuez' with the Royal 

Philharmonic Orchestra conducted by Sir Thomas 
Beecham in an evening concert at the Royal 
Festival Hall, London, on Thursday, February 9th. 

INTERNATIONAL 
GUITAR C0'4PETITION 

3 

T HE International Music Competitions which have been held at Geneva, 
Switzerland, since 1939 will now include the guitar in their 12th Com
petition which will take place between September 22nd and October 

6th, 1956. 
Previously the categories have been voice, piano, violin, oboe and horn. 

In announcing the addition of the guitar Monsieur Henri Gagnebin, Chairman 
of the Committee and Director of the Geneva Conservatory of Music, writes: 
"This will be the first time that the guitar figures on the programme. This 
instrument is at present enjoying a remarkable renascence, due, for the most 
part, to the renown and talent of Segovia". 

All candidates must be between the ages of 15 and 30 years. Entries 
must be received by July 14th 1956. 

Prospectus, entry forms and all other information may be obtained from 
the Secretariat of the International Competition for Musical Performers, Con-
111ervatoire de Musique, Geneva, Switzerland. 

The prizes in the guitar section are 1,000 and 500 Swiss Francs, silver 
medals and diplomas; but the honour of being successful in such an important 
competition should be perhaps the greatest inducement. 

Guitarists must play (A) set piece: M . M . Ponce, Theme and Variations 
on "La Folia d'Espagne" (Ed. Schott). , 

They should also be prepared to play three pieces of music, orie from 
each of groups B, C and D. 
Group B.- Luis Milan, Fantasia in F major (Ed. Max Eschig, Paris); R. de 
Visee, Pieces (Album in the form of a suite by E. Pujol; Ed. Max Eschig, 
Paris); F. Sor, Variations on a theme from the "Magic Flute" by Mozart; 
F. Sor, Three studies (in B flat, G major and C major); M. Giuliani, 1st move
ment from the Sonata in C major. 
Group C.- J. Turina, Fandanguillo (Ed. Schott); F. M. Torroba, 1st move
ment from the Sonata ill' A major (Ed. Ricordi, Milan); Castelnuovo-Tedesco, 
Cappricio diabolico (Ed. Schott); Alex. Tansman, 1st movement from the 
Cavatioa (Ed. Schott); Henri Gagnebin, Chansons, from the "Three Pieces" 
(Ed . Symphonia, Basle). Heitor Villa Lobos, studies Nos. 7 and 8 from the 
12 studies (Ed. Max Eschig, Paris). 
Group D.- J. Rodrigo, concierto de Aranjuez (Ed. Salabert, Paris); Castel
nuovo-Tedesco, concerto in D (Ed. Schott); P. Wissmer, concerto Ed. Noel, 
Paris). 
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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 YLO AND TERYLENE 
231 1st Processed Nylon 
282 2nd 
283 3rd ,, ,, 
284 4th Wound on Terylene 
285 5th 

1/11 each 
2/3 
2/7 ., 
2/10 ,, 
3/1 

Catbtdral Strings 
286 6th ,, ,, ,, 
287 Set (1 each of above) 

3/5 ,, 
15/11 per set -

Sole Manufacturers 

BRITISH MUSIC (GN) STRINGS LTD., 130, Shacklewell Lane, London, E.!!. 
ENGLAND. 

EL ARTE FLAMENCO-(The Flamenco Art) 

by Rolando Valdes Blain (U.S.A.) 

PRIMITIVE music in its most basic and abstract form, has always devel
oped along a simple and basic pattern of tonal and rhythmic character
istics. Andalucian folk ,music is no exception to this rule, and no matter 

how exotic the modal nature of this music may sound to the untutored ear, 
Flamenco in its purest form is really bared on simple rhythms of the most 
fundamental harmonic progressions, yet, this simplicity does not in any way 
disprove the structural and tonal complexity of the Flamenco idiom. 

Primarily associated with the Gypsies of Andalucia, Flamenco is of com
paratively recent origin, although without a doubt it has incorporated features 
of an older and more pure Spanish art. Furthermore, contrary to common 
beliefs, the Spanish Gypsies did not invent the musical forms found in 
Flamenco, but merely adopted the language common to southern Spanish 
music to their own expressive requirements and in time placed their character
istic stamp on it. Therefore, rn we are to fully understand the gradual 
development of this, the most important and complete of the modern European 
folk arts, we must appeal to several different factors taken in conjunction. 

According to Manuel de Falla, the noted Spanish composer, the three 
main factors in the development of Andalucian music are: The adoption of 
many elements of Byzantine Chant by the primitive church of Spain: The 
Moslem invasion and occupation, and the immigration into Spain of numerous 
bands of Gypsies, most of whom settled in southern Spain. Still another 
authority, Medina Azara, gives much importance to a fourth factor- the 
Hebraic influence. Azara's theory draws a strong analogy between the 
Andalucian "Cante Jondo" and the Jewish Synagogical Chant. Be that as it 
may, there is no question that Flamenco is a unique admixture of Spanish, 
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Moorish, Gypsy and probably Jewish folklore, and draws upon the rich 
cultural heritage of all these peoples for its peculiar musical forms and aesthe
tic standards of beauty and of tonal expression. 

The singular and most important role of the guitar in Flamenco music 
needs no further elucidation here. As in many other types of folk music, no 
other musical instrument lends itself so completely to the essential spirit and 
technique of the less pretentious and more personalized art forms. The guitar 
in Flamenco is used both as a solo and accompanying instrument. For the 
Tovers of Andalucian folk music, the tone of the guitar by itself quite suffices 
to create with its intoxicating sensuality that fascinating tonal world of the 
Flamencos, where despair and sorrow are considered Man's deepest and 
sincerest emotions. 

This article is printed by kind permission of the Spanish Music Center, New York. 
(As published by SMC-1004, PRO- ARTE.) 

THE KRAMER COLLEGE 
QF GU'ITARIITI 
by Patricia Young (Britain) 

THE very suitable address "24 College Crescent", in Hampstead, houses 
a group of enthusiastic and assiduous students of the guitar under the 
distinguished tutelage of Madame Adele Kramer, Professor at the Guild

hall School of Music and Drama, and herself one of the most outstanding 
performers on this most difficult instrument. 

Madame Kramer came to London from Vienna in 1953, and in the 
following year was appointed Professor of the guitar at the Guildhall School 
of Music-the only Professor of this instrument at any of the London music 
colleges. She has also many private pupils, and has only recently moved into 
her house at 24 College Crescent, where she is hoping to found her own College 
of Guitarists. Already she has seven students living in, and they come from 
all over the world, including Australia and South Africa; there is, in fact, only 
one English person living in her house Madame Kramer is already training 
one of her senior studeµts as her assistant, and hopes eventually to have 
several assistants who, under her supervision, can give lessons to beginners, 
leaving her more free for her Guildhall work, which increases with each term, 
and for teaching het more advanced pupils. She was forced to refuse the 
Professorship at the London Trinity College of Music because she is already 
so busy; she is at present working for eight hours a day at this most demanding 
job, and her reputation has grown so much that new students are applying 
for vacancies almost every day. 

In order to give her pupils a chance to meet each other, as well as 
experience in playing before an audience, Madame Kramer holds a regular 
Pupils' Meeting, on a Sunday, when each student has to play a prepared 
piece. Although this is a salutary and rather terrifying occasion for the pupils, 
its value is immense, especially for those who intend to play in public, for
nerves being a great bugbear for all musicians-it is invaluable to have the 
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experience of playing to others right from the outset of ones studies. What
ever apprehension is suffered on these occasions is amply compensated for by 
the friendly atmosphere and by the most enjoyable tea party which is always 
a part of these Meetings, and which provides an opportunity of getting to 
know ones fellow students. Sometimes we are lucky enough to be visited by 
Miss Victoria Kingsley, the well-known singer and guitarist who is also a 
pupil of Madame Kramer, who will sing some of the songs she has lately 
discovered in her travels and perhaps accompany herself on native drums 
she has brought back with her. Sometimes, also, we listen to recordings, 
some of them made by Madame Kramer herself before, she came to this 
country, of solo pieces and chamber music for the guitar. 

By her warm personality Madame Kramer has gathered round herself 
a group of people from all countries and from every walk of life who have 
the very strong bond and common interest of the guitar, as well as their 
affection and respect for their Professor. I cannot say enough of Madame 
Kramer's teaching. She must be one of the most gifted teachers in music, 
and however little talent we may possess, her firm thoroughness and sym
pathetic understanding must make good guitar players of us all. I , for one, 
have never had a happier or more worth while year than this last one of study 
with Madame Kramer. 

Our Pictorial Enclosure 
The names of those in the upper picture, Madame Kramer's College of Guitarists, 

are (left to rigb t) :-
Top Row: Eileen Turnbull, Sarah Roberts, June Pearce (America), Blanche Munro 

(Australia), Gailean Davidson. 
Second Row: John Wray, Olive Hackworthy, Dodi Pearce (America), Pat Young, 

Miss Bury, Vincent Weir. 
Third Row : Peter Carlton , Marcia Bloom (South Africa) , -, Mrs. Pyke, Miss Wadham, 

Cy Grant (British Guiana). 
Bottom Row: Mr. Wheeler, Izak Benade (South Africa) , Joyce Rogol, Richard Farrell, 

Paul Davies. 

GUITAR MUSIC IN GREECE 
CHARALAMBOS EKMETZOG-

LU broadcast on September 7th 
from Athens the following guitar 
solos : Andante and Minuetto 
(Haydn), Sonatina op. 71 (Giuliani), 
Fantasia Original (Mertz), Theme 
with Variations (Areas), Elegia 
(Alexander Bellow), Danza Esp
afiola No. 5 (Granados). His guitar 
was a recent Hauser. 

His pupil, Basil Rocos, took part 
in a concert at Athens Conservatory, 
playing Prelude (Bach-Segovia), 
Two Studies (Giuliani) and Dialo
gando (Fortea). 

RECITAL IN GIBRALTAR 

A LARGE audience filled the 
Garrison Theatre in Gibraltar 

on October 25th, 1955, to hear a 
recital by Narciso Yepes, the cele
brated guitarist, who had been 
brought from Spain by the local 
Music Society. 

His programme included works 
by Bach, Sor (Variations on a 
Theme of Mozart), Albeniz, Rod
rigo and other composers. Yepes 
enchanted his audience with his 
brilliant and scholarly interpretation 
of this fine music. 
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ON THE ORIGIN OF THE GUITAR 
by J. A. Burmieks (U.S.A.) 

"La guitarra, instrumento de cuerda, cuyo origen lejano parece hallarse 
en la cftara . . . "- Enciclopedia Universal Ilustrada. 
". . . Having been derived from the kithara, both structurally and 
etymologically."-The Encyclopaedia Britannica. 

1. Starting out with the Kithara. 

7 

There is no doubt that the most remarkable stringed instrument of clas
sical antiquity was the kithara*. Unlike the lyre, favoured by amateurs and 
dilettanti and affected by the Lesbian women, the kithara w~ ,the instrument 
of professional musicians and epic poet-singers, ilike Homer. Both instruments 
bore a superficial !resemblance to each other: instead of the neck, they ihad a 
peculiax device consisting of two arms which projected firom the body upward 
and terminated in a cross-bar, the so-called yoke. (Vide No. 1, "Apollo with 
Kithara", from a drawing upon a amphora, c. 440-330 B.C., now at ,the British 
Museum.) Moreover, both relied upon -the same accordatura, or system of 

No. 1 : Apollo with Kithara, 
c.440-330 B.C. 

No. 2 : Chrotta, or Kithara 
with Finger Board 

tuning, as do the violjn and mandoli.nJ of to-day and did the viols and lutes 
of a former day. But the difference of their construction, often overlooked by 
musicologists, was more significant, for it has remained fundamental to the 
classification of "strings" to this day. While the kithara had adopted a com
posite (box-like) construction, with "ribs" or sidewalls, :as in the guitar and 
violin, the lyre had a bowl-like body consisting of a convex back to which the 
sounding board :was affixed without the intermediary of sidewalls, as in the 
lute and mandolin.. · 

• The Greek spelling, kithara, is adopted throughout this paper as well as sub
stituted in quotations, in preference to the more usual Latin form, cithara, to stress 
the original pronunciation of the term with an initial guttural in both languages. 
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According to The Encyclopaedia Britannica, "the latter method of con
struction predominates among Oriental insVruments and is greatly inferior to 
the first". This point is neatly brought out by the Greek legend which 
attributes ,the invention of the kithara to Apollo, god of lighlt, healing and 
prophesy, patron of music and poetry, whereas the lyre, in the shape of a 
tortoise-shell, is accidentally discovered by Hermes. a sort of travelling sales
man and mere messenger of the gods, "on the banks of the Nile". The 
Egyptian name for the latter instrument was k.nn.r (pronounced kenner), and 
this seems to have been derived from Hebrew kinnor, name of King David's 
"harp" in the Old Testament. It was the favoured string instrument of the 
Semitic nations of antiquity, but its origin has been traced to the pre-Semitic, 
or Sumerian, period nearly 3000 B.C. As for ,the more advanced kithara, 
often regarded as "an improvement upon the lyre", ,there is no conclusi~ 
evidence of its real origin. But Curt Sachs, in his R eal-Lexikon, is emphatic 
in rejecting its descent from the lyre. It may well have been a Greek invention, 
in spite of Strabo's "Asiatic kithara", for, to the Greeks, Asia mean,t the 
coastal regions of Asia Minor colonized by them since about 1200 B.C. (Homer 
was an "Asiatic Greek" born in Smyrna; so was Terpander, "father of Greek 
music".) 

Kathleen Schlesinger, in her epoch-making book, The Instruments of the 
Modern Orchestra (London 1910), was the first to realize the importance of 
the above distinction. "These two types of sound-chests can be traced from 
the remotest ages :to ,the present day", the kithara type of construction, how
ever, "always -belonging to the nobler instrument". In other words, this is a 
PRIMARY DISTINCTION that should never be lost sight of in identifying 
and classifying old instruments for purposes of tracing their evolution, for first 
things should come first. The manner of playing is of secondary importance, 
for it is subject to the trends of fashion and other extraneous considerations. 
In olden times, one and the same instrument often shifted to this or that man
ner without thereby foregoing i.ts individuality (as when the troubador fiddle 
was first used as a plucked, later as a bowed instrumenit, or ambivalently). 
Even of less account is the type of strings used or the conitrivance for their 
attachment. Preoccupation with such trifles as the amenities of the peg-box, 
indulged in by certain German musicologists who draw portentous conclusio!ls 
without considering the sound-box, looks to this author like a futile under
taking. Such musicologists remind one of a man who, for the sight of trees, 
missed the forest. 

When a would-be historian of musical instruments disregaros or mini
mizes the testimony of the sound-chest, he is liable to throw together totally 
unrelaited instruments and to arrive at unwarranted and misleading general
izations. Thus some early authors extended the use of the term gyge, or 
geige, to embrace, not only the bowl-like gigues and rebecs (descendants of 
the Perso-Arabian rehab), but the composite fiddles of an entirely different 
descent. As a result, the pre-history of •the violin was for centuries thrown 
out of joint. Even such a man as Heron-Allen, in The Ancestry of the Violin 
(London 1882), attempted the impossible task of .deriving the violin, through 
the viol, from the aforesaid bowl-like rehab. E. J. Payne, in Grove's Dic
tionary of Music, attempted a whole series of impossibilities; he derived .the 
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violin, of all instruments, from the lyre (a bowl) through the crwth (a box) 
through the z:e~ec (anothez: bowl) through the fiddle (another box). A scientist 
of the Darwm1an persuasion would feel abashed at such tortuous zigzags in 
natural evolution. 

A more recent aberration of the same kind is the "lute complex" of some 
contemporary musicologists who recognize a "lute" in nearly every stringed 
instrume11t, whatever its shape or family tree. Needless to say, they are the 
same men who indulge in the peg-box at •the cost of the sound-box. The most 
eminent of them all, whose books have been widely circulated in English has 
this to say: "All our lutes, guitars, hurdy-gurdies and 1ihe entire famili~ of 
viols a.nd violins belong to the category of short lutes . . Most primitive and 
ancien,t lutes are long ·lutes." Elsewhere in the same publication,, we learn 
that lyres and kitharas are likewise lutes, namely, "yoke-lutes", while the 
hurdy-gurdy which, as you -remember, was, not a long Jute, but a short lute, 
becomes a "wheel-lute". The common denominator in such a reasoning is so 
low that ,the term "lute" ceases to have a rational meaning, but the harm thus 
done to honest attempts to elucidate the origin of some particular "lute" is 
incalculable. On a par with ,the above, is the equally pernicious "guitar 
complex" of those authors .who manage to discover "guitars" or "guitar-like 
instruments" in every Oriental bowl, providing the latter be equipped with a 
neck or a sound-hole, or even without them. As a result of such a facile 
approach, disregarding the prilllMy distinction between well established 
genera, landmarks are blotted out, and certain well known and comparatively 
recent instruments emerge hoary with age, but wj,th their real family tree more 
obscure than ever. 

The above remarks were necessary in order ,to account for the dense smog 
that has so long enveloped the early history of the guitar. To dispel this smog, 
it obviously behoves to keep the genus inviolate. The genus Qf the guitar is 
quite well defined and embraces such European instruments as: the Greek 
kithara (from which the name of the guitar is derived), the Roman fidula 
(from which the name of ,the fiddle is derived), the Cymric crwth, the Gaelic 
crote, the English crouth (no~ remembered as crowd), the Teutonic Fotta (also 
rote or rottae, from Gaelic-Latin chrotta), the German either or zither), the 
Provencal viula and hurdy-gurdy (called viele a roue in French), also the clavi
chord and the virginal, the Italian "lira" (no relation of the lyre) and viol and, 
of course, the violin and the modem piano. This genus has nothing to do with 
that other genus, comprising: the Sumerian lyre, the Semitic kinnor, the 
Egyptian nefer, the Arabian tanbur (called pandora in Ancient Greek), the 
Persian ravanel (called rehab and al'ud in Arabic), with its short-lived 
European hybrids, the rebec and the gigue (clein-geigen of Sebastian Virdung), 
the Renaissance lute, the "Neapolitan" mandolin, the Russian balalaika and, 
of course, the curious bowl-like instrument of ,the Moors referred to as guitarra 
morisca. 

There naturally is an occasional interchange of ideas in regaa.-d to the peg
box, tuning and such, but the two genera seldom interbreed. When misce
genation does occur, as in the case of the Provencal cittern, the offspring 
shares the fate of the inferior genus to disappear with the snows of yesteryear. 
The case of the "lyre-guitar", now and then resusitated by benighted cabinet 
makers, is different. In spite of its incongruous name, which attempts "to 
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square the circle", it has no connection with the lyres, but reproduces the 
essential features of the bardic chrotta, an early form of the fiddle derived 
directly from the kithara. (Vide No. 2, "Chrotta, or Kithara with Finger 
Board", after a drawing in Henry Boddington•s Catalogue of Musical Instru
ments, wherein it is erroneously entered as "Modern Lyre".) 

(Note :-The original pen-drawings illustrating this paper were made by Vilis 
Krumins, of the Latvian Art Academy, now a "displaced person" residing in New 
York City.). 

(To be continued) 

COUGHS AND CLOCKS 
by Tim Verey (Timbuctoo) 

"Segovia, master of the guitar, delighted the large audience in the Theatre Royal, 
Dublin, on Saturday afternoon. In this theatre the largest orchestras rarely can give the 
listeners more than a mezzo-forte. Yet, strangely, this slight instrument could be heard 
right at the back. But, of course, a cough was a loud noise, and one outburst of cough
ing during the playing of Albeniz's 'Torre Bermeja' seemed to disconcert Segovia himself 
as well as the listeners."-Irish Times . 

PERHAPS the most valuable and important contribution of the classic 
guitar to Music-with a capital M-is that it induces people to listen 
to music, instead of just hearing it. The more we consciously listen the 

greater will be our appreciation and enjoyment, especially when a Segovia, 
Bream, Presti or other great artist is providing the music. 

Concenit!rationi of attent!i:on is necessary, of course, and extraneous 
noises must be eliminated as far as is humanly possible. Entering and leaving 
a concert hall is usually prohibited during items now-a-days, but there is still 
the problem of coughing, a problem which is by no means new. Its solution 
is all the more urgent now that broadcasts and recordings are often made 
during an actual concert. 

For instance, a recording was made of Segovia's magnificent recital at the 
Music Festival of Bordeaux in June 1955. Recently this recording was heard 
on Radio Italiana, much to the delight of the many guitar-loving Italians. 

On the following day when Miguel Abloniz asked one of his pupils, a 
bright twelve year old boy, how he had enjoyed it, the lad replied: "Segovia 
played marvellously indeed, though it was a pity that the poor man had that 
terrible cough! •• 

It is a fact that n,ot only between the items but frequently during the 
playing, loud and persistent coughing disturbed the listening-but of course 
it came from the audience-not from 'poor Segovia' ! 

With self--discipline--a determination not to cough-and perhaps a 
suitable lozenge to counteract the 'dry throat' from which so many concert
goers suffer. the cough menace could be overcome. But the lozenge should 
be odolll"less. As a child I actually tllought fuat tihe pungent smell of pepper
mint was an essential feature of collective humanity! Segovia himself has 



FEB.,-MARCH, 1956 GUITAR NEWS .11 

advised those who could not restrain themselves to cough into a handkerchief 
to muffle the sound. 

Segovia had to suffer a different kind of interference at a recent recital 
in London. While he was playing a clock in the salon began to strike the 
hour, producing most horrible discords. After several loud slow 'dongs' 
Segovia stopped to allow the wretched thing to finish its monotonous sentence. 
Fancy concert organizers allowing such a thing to happen! 

An even worse experience befell a guitarist who was giving a lecture 
recital in a small English town. He had just finished the 'lecture' and was 
playing a group of guitar solos by way of illustration when the church clock 
across the road struck the hour. That was bad enough but when this was 
followed by a selection of hymn tunes from some mechanism in the bell tower 
he just had to stop! Afterwards, he learned that this occurs at every hour. 
He was not surprised to hear that there was very little cultural and educational 
activity in the place. 

Ughm ! ughm ! Excuse my cough! 

JJlU1LIAN IDElLAM 

J ULIAN BREAM'S recitals are bringing the guitar to many places where 
it was previously almost unknown. His guitar has been heard at famous 
City halls, such as the Colston Hall in Bristol, and the Guildhall Banquet

ing Room in Bath. He has played to famous schools and to important music 
societies. Sometimes part of the recital is on the lute, sometimes it is a com
glete guitar recital and sometimes a concerto. 

In York there are a .few guitarists who for years dreamed of a visit by a 
leading guitarist to their city. A few weeks ago they succeeded in making 
their dream a reality when Julian Bream came to York for a concert. After 
a group of lute solos Julian Bream played Preludes by Villa Lobos and two of 
Turina's compositions for guitar. Then he accompanied Eileen McLoughlin 
(singer) in1 three Tonadillas by Granados and in tille famous Villa Lobos 
'Cantilena' (Bachianas Brasileiras No. 5). The hall was packed and it was 
another great success for Julian Bream. 

At Nottingham he appeared at the Queen's Hall of the Nottingham 
Mechanics Institution in a guitar recital with Carmen Prietto (soprano) whom 
he accompanied on the guitar. The secretary of the institution, Mr. Geoffrey 
T. Boyle, writes: - "His performance and personality impressed themselves 
on the audience to a remarkable degree. In the guitar solos he was superb, 
while his accompaniments to Carmen Prietto's singing brought forth such 
commel1Jts as "What a perfectly mafuhed paiir!" "How can such mutual 
understanding arise from such limited rehearsal time". (The singer had only 
been in; England rnwo weeks! These comments were truly justified. The 
singer's every mood throughout a very wide emotional range was perfectly 
matched by Julian Bream's guitar". There were two groups of guitar solos 
and three groups of songs-Mexican Folk songs, Spanish songs and a group of 
six by Enrique Granados. 
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HOW WE SHOULD START THE STUDY OF mE GUITAR 

By Miguel Abloniz 

Part IX 

TYPE ill: melodic minor scale of a maximum two octaves extension. 
As model we take C minor, practicable in one position. In this scale, 

finger 1 plays all the time on fret VIII, finger 2 on fret IX, finger. 3 on fret X, 
and finger 4, as the exception, sometimes on fret XI and sometimes on fret 
XII. 

Ascending part: fingers 1, 3, 4 for C, D, E flat, on 6th string; 1, 3, 4 for F, 
G. A (natural), on 5th string; 2, 3, 4 for B (natural), C, D, on 4th string; 1, 3 
for E flat, F, on 3rd string; 1, 3, 4 for G, A (natural), B (natural), on 2nd 
string; 1 for C, on 1st string. 

Descending part: (I for C, on 1st string); 4, 3, 1 for B flat, A flat, G, on 
2nd string; 3, 1 for F, E flat, on 3rd string; 4, 3, 1 for D, C, B flat, on 4th 
string; 4, 3, 1 for A flat, G, F, on 5th string; 4, 3, 1 for E flat, D, C, on 6th 
string. 

Though, to avoid that occasional stretching of finger 4, this scale may be 
fingered so that it is done in two positions, I present it here in this particular 
fingering, as more beneficial because: (1) it is done in one position, (2) it is 
practised on aU six strings and (3) for exercising, it should gradually be 
practised by starting it from frets VII, VI, V, IV, III, II, I, and trying to 
reach all the notes simply by stretching the fingers and by avoiding moving 
the entire hand rightwards and leftwards every time we change string. A 
good example of a constant use of this fingering may be seen in two tran
scriptions by Segovia: 
(a) "Granada" by I. Albeniz, published by 'Celesta', New York, 1947, bars 
9, 10, 13, 14, 22, 23, 25, 26, 29, etc. 
(b) "Bourree" by J . S. Bach, from the second violin sonata, published by 
Schott in 1928 (G. A. 108), bars 16 and 17 of page five. 

By starting the scale of Type ill from frets IX, X, XI, etc. we obtain the 
melodic scales of C sharp, D, D sharp, etc. respectively. Like the scale of 
Type I, practise it also on the entire fingerboard. 

TYPE IV: melodic minor scale of a maximum three octaves extension. 
As model we take F minor, practicable in four positions, indicated again 

by the numbers and corresponding notes in thicker print. 
Ascending part: 1, 3, 4 for F, G, A flat, on 6th string; 1, 3, 1, 3, 4 for B 

flat, C, D (natural), E (natural), F, on 5th string; 1, 2, 4 for G. A flat, B flat, 
on 4th string; 1, 3 for C, D (narural), on 3rd string; 1, 1, 3, 4 for E (natuial), 
F, G, A flat. on 2nd string; 1, 3, 1, 3, 4 for B flat, C, D (natural), E (natural), 
F, on 1st string. 

Descending part: (4), 2, 4, 3. 1 for (F), E flat, D flat, C. B flat. on 1st 
string; 4, 3, 1 for A flat. G, F, on 2nd string; 3, 1, 3, 1 for E flat, D flat, C, 
B flat on 3rd stiring; 4, 3, 1 for A flat, G. F, on 4th string; 4, 2, 1, 1 for E flat, 
D flat, C, B flat, on 51ih string; 4, 3, 1 for A flat, G, F, on 6th string. 

Important note: In Type IV (as in Type II) when we change positions, 
finger 1 does not abandon the string. 
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In ascending, from B flat it goes to D (natural) on 5th string; from E 
(natural) to F, on 2nd string; from B flat to D (natural), on 1st string. 

In descending: finger 1, which stops the D natural (fret X) in ascending, 
must be kept on the string because in descending, when going from the 4th 
to the 3rd position, it slips to B flat (not letting the left hand remain completely 
in the air), while simultaneously fingers 4 and 3 stop D flat and C; from D flat 
to B flat (on 3rd string), while simultaneously finger 3 stops C; from C to B 
flat, on 5th string. 

Scale of E m.inOI' (three octaves, Type IV). 
Ascending part: First note E, then I. 2, 4 for F sharp, G, A, on 6th 

string; 1, 1, 3, 4 for B. C sharp, D sharp, E. on 5th string; etc. 
From C sharp (6th note), up to the fifth but last note of the scale (B on 

5th string), the fingering proceeds exactly like in Type IV. 
Descending part: same like Type IV until: 1 for B, 5th string; 4, 2, 1 for A. 

G. F sharp. on 6th string, ending with E (6th string open). 
When the student will have learned to play each one of these four types, 

he should practise the 24 scales in the following order which is called 'Cycle 
of the 24 scales': C maj., A min., G maj., E min., D maj ., B min., A maj ., F 
sharp min., E maj., C sharp min. , B maj., G sharp min., F sharp maj., D sharp 
min., C sharp maj., A sharp min ., A flat maj., F min., E flat maj ., C min., B 
flat maj ., G min., F maj., D min. 

It may easily be noticed that by lowering each major scale one and a 
half tones we find its 'relative minor' and by lowering the latter by one tone 
we find the new major key. 

Remember that in the present simplified way of fingering : any scale needs 
all six strings; scale of Type I starts by finger 2; all other Types start by 
finger 1. 

About 'sound continuity': Most of the time, the left hand action should 
resemble that of walking and not that of nmning; i.e. as in walking a foot is 
always on the ground, whereas in running there are fractions of time when 
neither foot ,touches down, so, to obtain• a continuity of sound we should 
avoid as much as possible leaving completely the fingerboard (without any 
finger stopping some note-unless a complete silence is required); when this 
is impossible-in the changing of distant positions-the hand should be fast , 
taking thus advantage of the short maintenance of sound by the guitar 
sound-box . As we shall read in a future article about 'fingering', when we 
have to change positions (using distant frets) we also seek to take advantage 
of some open string which is put into vibration by the right hand while the 
left hand fingers are not yet stopping some note. 

As the risk of a sound break is greater in 'descending', in scale passages 
especially, we should use the left hand fingers so that by the tim.e a finger has 
finished its action and is ready to abandon the string, the finger which will 
stop the immediately following lower note is already in place. 

(To be continued) 

Note: We thank the 'Berben Publishing Firm' of 41, Via F. Selmi, Modena, Italy, 
Copyright owners of Miguel Abloniz's "Le 24 scale diatoniche", for having kindly 
permitted the re-publication of a part of the original work. 
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HALF~PAGE ARTICLE 

T HE picture of Lebanese guitar
ists on the front cover of 

"Guitar News" No. 26 so intrigued 
the editor of the Beyrouth news
paper "Le Soir" that he printed a 
half-page article based on an inter
view with Vrouyr Mazmanian with 
a three inch heading " . . . How the 
guitar has acquired a place of 
honour in Beyrouth"-and a differ
ent picture of the three guitarists 
who graced our cover. 

RADIO FROM HOLLAND 

A PROGRAMME of duets for 
two guitars was broadcast from 

Radio Hilversum on September 21st 
by Ida Presti and Alexandre 
Lagoya. 

On the following Saturday Gus
tavo Zepoll broadcast "Music for 
Concert Guitar"-a programme 
consisting of Serenade (Noble), 
Zapateado (Noble), Menuet (Prado), 
Tree Mexican Songs (Ponce), Double 
in C (Bach), Romance (Fortea) and 
Pavane (Sanz). 

SPANISH TEMPERAMENT 
by A. Sumner (Britain) 

MOST musical instruments are made in such a way that each note may 
be varied without affecting any of the others. In the case of the 
guitar, and in fact all fretted instruments, this is not so since the 

position of each fret determines the note produced not by one string only, but 
by six. It follows that the problem of placing the frets on a guitar is an 
entirely different one from that of, say, tuning a piano or drilling holes in a 
clarinet. 

Where the notes may be varied independently, the octaves must be in 
unison but the intermediate notes are more or less arbitrary. Thus the scales 
of Pythagoras and Zarlino, and the various systems of t'emperamenit, are all 
perfectly valid, though some are more pleasing than others. On the guitar, 
however, there is a further restriction; the same (indicated) note may be 
obtained at several different positions and the frets must be placed so that 
these notes really are the same. Further, each note must agree with its 
octaves; whatever the inner notes are, a mistuned octave is excruciating. 

I 

In order to discuss briefly the implications of this restriction I shall use 
a simple shorthand notation. I shall write (X)Y to mean "the note obtained I 
on the Xth string at the Yth fret" (for example (l)III is the note G) and the ··f 
symbol = to mean "in unison with". ~ 

The strings are tuned to EAOOBE and so: 
(6)V =(5)0; (5)V =(4)0; (4)V =(3)0; (3)IV =(2)0; (2)V=(l)O. 
All the E's must agree and so: 
(1)0=(2)V =(3)1X =(4)1I=(5)VIl=(6)0. 
Similarly for the F's: 
(1)1=(2)Vl=(3)X=(4)111=(5)VIII=(6)1, and so on over the whole 

fingerboard. 
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It can be shown quite easily (though the algebra is tedious) that these 
equations uniquely determine the tuning of the strings and the positions. of 
all the frets. They must be placed so that the scale played on any one strmg 
has twelve equal semitones-the familiar equal temperament scale. This 
conclusion is reached relying only on the fundamental requirement that the 

. octaves must agree and without invoking the ability of the instrument to play 
equally well in any key. It does have this ability, not as the reason for the 
tuning but as a happy result. 

It is very probable that the guita-r, and other fretted instruments, have 
always had equal temperament fretting. The Spanish musical scholar Ramos 
de Pareja, in his Musica Practica, published in Bologna in 1482, gave specific 
directions for the tuning of the monochord, which differed from the then 
orthodox method. "Pythagorean tuning", he wrote, "is useful and pleasing 
to theorists but tiresome for singing and irksome to the mind". Grove's 
Dictionary, in a biography of Ramos, gives the following comment:-

"Spanish musicians consider that Ramos arrived at the theory of equal 
temperament from observing the practice of players on the guitar and vihuela, 
in which the scales are formed of equal semitones and the frets a-re placed a 
semitone apart. That this was the custom in Spain not long after Ramos is 
shown by Juan Bermudo in his 'Declaraci6n de instrumentos' (1549). Clearly 
the system of tuning by equal semitones has been practiced in Spain from 
very early times ; and Ramos' theory, ";'hich caused such astonishment (in 
Italy), may have been merely a generalisation from familiar practice in his 
own country". 

RANIERI: METHOD FOR THE GUITAR 
(English, French, German and Italian Text) 

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

GUITAR SOLOS, arranged and revised by S. RANIERI (each 1/6) 

Bach: Bourree. Gavotte. Sarabande 
and Minuet. 

Beethoven : 1st Movement, Moonlight 
Sonata. 

Carcassi: Tremolo Study. 
Chopin: Preludes Op. 28 Nos. 6 

and 7. 
f Chopin: Study, Op. 10 No. 3 and 
l Mozart : Berceuse. 
Gluck: Ballet d'Armide. Gavotte 

d'Iphigenie. 

f Handel : Aria and 
lBellini: Melody (Norma). 
Mendelssohn: Barcarolle Op. 10 

No. 6. 
Paer : Romance. 
Ranieri : Malaguena. 
Sor: Minuet in A. Variations on 

theme of Mozart. 
Vivaldi : Giga. 
Wieniawski : Chanson Polonaise. 
Yradier : La Paloma. 

Traditional Airs: Chanson de la Volga. Vieni sul Mar. 

CRANZ AND COMPANY LIMITED 
134 W ARDOUR STREET LONDON, W.l 

Telephone : GERrard 3742 
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NEWS FROM MEXICO 

T HE guitarists of Mexico continue their good work in spite of the com-
mercial influences which increasingly obstruct artistic achievement. • 

In Mexico City there is a well-organized society-"Sociedad de Amigos 
de la Guitarra" which draws its members from all ranks of the social scale 
and gives monthly concerts from February to October with various members 
taking part. There is some new and outstanding talent, especially Alberto 
Salas, who is a very gifted boy. Guillermo Flores (Mendez) is the 'live wire' 
who organizes these concerts. He/ is a talented performer, composer and 
teacher. 

The death of Guillermo Gomez (Vernet) about a year ago was a sad blow 
for he was a great lover of the guitar and a fine artist. Francisco Salin.as, 
another pillar of the artistic life of Mexico, has been unable to play owing 
to trouble with his left hand. 

There are three other guitar societies apart from that in the capital. 

Amigos de la Guitarra of Monterrey; 
Amigos de la Guitarra of Pueblo, 
and Ateneo Guitarristico in Guadalajara. 

GUITAR MUSIC 
Pujol Arrangements 

Arrangements of ancient music by Emilio Pujol are always welcomed by 
guitarists whether · professional or amateur. Among those recently received 
from Editions Max Eschig, 48 rue de Rome, Paris 8e, France, are two jtems 
by Robert de Visee. Number 1024 is the Suite in G minor (sol rnineur) con
sisting of Prelude, Allemande, Sarabande, Courante, Gigue, Minuet and 
Chaconne. No. 1007 bis is the second part of the D minor suite-Courante, 
Gavotte, Bourree, Minuet I, Minuet II and Passacaille. (The first part, No. 
1007, is already available). Robert de Visee wrote this musio when the 
guitar had five strings-or rather.. five pairs of strings, so chords should usually 
be played by gliding the thumb (or sometimes the index finger) across the 
strings (rasgueado ). This is indicated by arrows in this music which js 
printed with exemplary clarity. Other Pujol arrangements from Max Eschig ;, 
include Prelude et Allegro (No. 1025) by Santiago de Murcia, Villano (No. 
1026) by Francisco Guerau and two works by Gaspar Sanz-Canarios (No. 
1035) and Pasacalles (No. 1034). 
From Italy 

Berben of Modena, Italy are the publishers of another composition by 
the well-known Italian composer Ettore Desderi, whose Tarantella for. guitar 
solo appeared at the end of last year. The new work "Improvviso" is 
dedicated to Giovanni Murtula. Also published by Berben as a supplement 
to "L'Arte Chitarristica" is a transcription by Bruno Henze of a Minuetto 
by Joseph Haydn. 
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Another Italian publishing firm, A. Monzino & Garlandini of Milan has 
published Minuetto in Mi (No. 338) by our contributor. Miguel Abloniz. 
About 300 compositions for guitar-(Solos and duets) are listed on the cover 
of this piece of music. 
Simon Schneider 

Simon Schneider is a concert guitarist who lives in Munich, Germany, 
and has composed many works for the guitar. Two books of his guitar solos 
have been received. 

12 Compositions for guitar, op. 160 (Easy to moderate) and 6 Guitar 
Solos, op. 122, Two Preludes, Romanze, Two Minuets and 'Harfenklange'. 

These have been published by the composer-and may be obtained from 
him at Agnes-Bemauer Str. 78/1, Milnchen 42, Germany. 

A programme shows that Simon and Gabriele Schneider give recitals as 
a guitar duo in which the duets for two guitars are varied by guitar solos and 
songs with guitar accompaniment. 
Romain Worschech 

Another composer of guitar music who often publishes his own works is 
Romain Worschech, 8 rue d'Assas, Paris VI, France. Not only has he com
posed guitar solos but also music for guitar and flute-music for which 
combination there is a growing demand. His 'op. 61' is a collection of 'easy 
pieces' for guitar solo. More advanced are Nocturne VII and Cantilene 
Romantique, though even these would be within the scope of the moderate 
player. 
Russian Music 

Three guitar solos by Arsene Popoff, Professor of the Guitar at the 
Conservatory of Tomsk, Siberia, have been received recently from the com
poser: Sur la Volga (fantasie), Candon Popular (con variaciones) and Fantasia 
sobre un tema popular. 
Carulli Method 

Carulli's century-old Method for Guitar has appeared in many editions, 
the latest being that of G. Ricordi & Co. of Milan, New York, Toronto etc. 
(E.R. 2473). The 'Complete Method' has been edited by Benvenuto Terzi, a 
leading Italian guitarist. It is a well-printed book of 93 pages containing, 
after the exercises etc., 12 solos and 12 of the famous duets for two guitars. 
The text is in parallel Italian and French. 

While this is a useful book in the hands of a good teacher, it seems to cry 
out for a foreword on modern technique. An illustration of the way to hold 
the guitar would also be useful to the novice who may attempt to use this 
book for self-tuition. 
Pujol Method 

The new Part III of "Escuela Razonada de la Guitarra" by Emilio Pujol 
was reviewed in "Guitar News" No. 25. Although published twenty years 
ago Part II, which contains the more elementary leessons (Nos. 1 to 60), is 
still available from G .. Ricordi & Co. (New York etc.). 
Angel E. Lasala 

G. Ricordi & Co. 132 W. 21st Street, New York 11, have published 
another interesting work by the Argentine composer Angel E. Lasala, whose 
"Preludios Americanos" was mentioned in our last issue. In "Homenajes" 
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(B.~. 11160) which was written in 1947, the composer forsakes folk-lore 
music of Latin-America and gives us a group of four movements in more 
classical style dedicated .respectively to J. S. Bach (Preludio y Danza Antigua), 
to Claude Debussy (Nocturno) and to Manuel de Falla (Evocacion). Consuelo 
Mallo Lopez has revised and edited this interesting music. 

GUITARS IN EDINBURGH 

THE occasion of the year was, of course, Segovia's recital in the Free
masons' Hall, most of which was broadcast. Several hundreds of 
people were turned away-a change from his last Festival appearance 

about six years ago when I was able to walk in without booking a~ead a~d 
without queueing. The critics so far as I could observe were unammous m 
their lack of criticism, their reports being full of praise. 

A few days later a similar degree of success attended his playing of the 
Castelnuovo-Tedesco concerto with the B.B.C. Symphony Orchestra con
ducted by Sargent. He played this work about four years ago in Edinburgh 
with the Scottish National Orchestra. His Festival performance this year was 
televised. 

Early in October Julian Bream appeared with Eileen McLaughlin 
(soprano) in a programme of Songs with guitar accompaniment and guitar 
solos, songs with lute accompaniment and lute solos. Julian Bream's tasteful 
and flawless accompaniments were well deserved by the singer who ranged 
from Dowland through Schubert to the popular Spanish "El Vito". The 
guitar and lute solos were likewise flawlessly played though personally I found 
the rendering of Turina's "Fandanguillo" rather too florid. Both artistes 
received a great ovation for a very fine concert which they seemed to have 
enjoyed as much as the audience 

For the next guitar-featuring concert I had to journey a few miles out of 
Edinburgh to Dalkeith where appeared for one night a small company featur
ing dances and music of Spain and touring many of the smaller Scottish 
towns under the auspices of the Arts Council (Scottish Committee). 
The company was that of Pepita Sarazena and the guitarist was called Antonio 
de Osuna. He accompanied the flamenco dances in the programme and also 
played a solo. His playing of flamenco was very good. Afterwards I engaged 
him in conversation when he assured me that he played "flamenco y nada mas" 
-"flamenco and nothing more". My Spanish is not very good and he spoke 
with an Andalusian accent so conversation was not easy. Nevertheless he 
allowed me to try his guitar-a fine Ramirez flamenco model and showed me 
some of the "tricks" of the flamenco players. I was too obtuse to pick them 
up. It seemed that he was self-taught having picked up odd tips from one 
or other of his friends . Thus ended another interesting evening. 

The latest, and so far as I am aware the last guitarist to appear for some 
time to come was the well-known Italian artist Roberto Murolo who appeared 
at the Scottish-Italian Circle in a recital of Neapolitan songs to his own guitar 
accompaniment. While his accompaniments were sound and appropriate they 
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were obviously secondary to his singing. He has ~ most agreeable voice and 
was very warmly received by the audience. The following night I was lucky 
to meet him at a small private party where he revealed that he was also able 
to play solos and to sing and play in other languages and styles from that by 
which he is best known. Besides being a fine artist he was extremely pleasant 
to meet and very modest. 

The only other guitarist to my knowledge who has appeared_ during ~he 
last few months in Edinburgh is Victoria Kingsley who gave recitals dunng 
the Festival period. 

* * * * 
Since I penned the above words the negro folk-singer Josh White has 

appeared in Edinburgh. As his guitar playing has been much commented 
upon I thought that I ought to complete my attendances at such functions. 

He is undoubtedly clever, but his work (I prefer not to use the word art) 
is so different from that of the other people mentioned by me as to be unable 
to be commented upon here, beyond the bare remark that I don't like it. 

" 'TWAS NEW YEAR'S EVE 
IN THE HARVEST HOME" 

by Peter David (Britain) 

DAVID M. GILMOUR. 

LET me pause a while to light, as they say, a leisurely cigarette. Seven 
or eight flicks on my Christmas-present lighter, a steady draw, and the 
smoke begins to coil and spread out into the recesses of the room. 

As you may gather, I am in a lazy, reminiscent mood-turning over in 
my mind a few ideas for the first 1956 issue of "Guitar News". 
_ The first thought that occurs to me is that if you were to lay all the 
plectrum guitar players in the world end to end, it would be a very good idea. 
That little witticism was first voiced by my favourite red-nosed music hall 
comic in reference to certain politicians, but it holds true in the amended 
version. 

But, you know, we must be tolerant, sporting, and in the true tradition 
of New Year resolution-making, fair-minded. By this I mean that however 
much the idea may repel us when we are in the frame of mind engendered 
by the message of this magazine, there is one good thing to be said for a 
plectrum. It does give at least a few plectrumists the impression-however 
fleeting-that it prevents them from getting anywhere near the full range of 
their instrument. 

Throwing another log on the fire, drawing another draw on my cigarette, 
and endeavouring to type with reasonable accuracy, I will now enlarge on 
the above statement as follows : -

'Twas New Year's Eve in the public bar of the Harvest Home as far as I 
can recall at this advanced date. We had been public barring in preference 
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to the sepulchral atmosphere created by television in the lounges of the 
hostelries we had up to then visited. And far be it from me to imply any 
suggestion of "slumming", for we really enjoyed ourselves in the approved 
style. Anyway, returning to the plectrum theme, we had ordered up in the 
Harvest Home. and were being entertained to sundry well-loved ditties 
hammered out by a large lady at a piano, the extreme right-hand keys of 
which supported a glass of beer. What enthralled me was that she was being 
accompanied by a guitarist. No ordinary guitarist either, for as he explained 
in between stirring arrangements of "Knees Up Mother Brown" and "Has 
Anyone Here Seen Kelly", he really could not see how his guitar was to be 
heard above the roistering. He was a member of a trio which gave concerts 
at all the local hospitals and charitable institutions. and he just did not make 
a habit of playing in pubs. Why, as he was saying to the drummer only a few 
days before, he was really getting fed up to the teeth with all this um-cha 
business anyway. Did I know, they actually wanted him to buy a guitar 
incorporating a built-in aquarium? That, I would agree, was a bit thick to 
say the least. 

I then proceeded to explain the virtues of the classic instrument much as 
a missionary would try to win over a convert in Darkest Africa. Did he 
know, for instance, that it was the vogue to ferret out barely remembered 
songs of the countryside, and lessen their deadening effect on the senses by 
weaving round them an appropriately "folky" classic-guitar accompaniment? 

Evidently he did not, and by this time, the large lady pianist was playing 
unaccompanied without apparent ill-effect to the general ensemble. 

Did I really think there was a chance for him, he asked? Could it be 
that he could start afresh, and learn to play finger-style? Could I recommend 
anyone who could help him in this respect, so to speak? 

After a minor reprimand for the use of that obnoxious phrase "finger
style", I assured him that all was not, in fact, lost, and recommended him to 
call round at my home one day, where I would lend him my copy of "S. 
Ranieri, Book I''. To say the least, I think I then knew how the afore
mentioned missionary felt on bagging his first convert, and the New Year 
was entered upon with some feeling of achievement and satisfaction. 

Unfortunately, I have not seen him from that day to this, so one can only 
assume that he is now tenderly caring for the tropical and many-coloured fish 
in his built-in aquarium! 

* * * * 
I started this article with the intention of giving my impressions of guitar

ist happenings in the year 1955. But apart from filling the room with smoke, 
and throwing logs on the fire, I do not appear to have got very far. 

Now ,there's a funny thing. As I type, the Sunday Symphony Concert 
has just 'finished and they have put on an interval record of Segovia playing 
the Allegro from Sor's Sonata for Guitar. 

. . . Which reminds me that I must jot down my impressions on seeing 
Segovia play "in the flesh'\ for- the first time. That, however, must wait 
until the next edition: 

" 
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REY DE LA TORRE 

ST. LOUIS, Mo. was given the 
opportunity of hearing the real 

guitar on October 31st when Rey de 
la Torre, 37 year old Cuban guitar
ist made his first appearance in a 
recital at the Art Museum. 

The recital was sponsored by Mr. 
and Mrs. Arthur C. Hoskins and 
Mr. George C. Krick. The St. 
Louis Post-Dispatch reports that 600 
persons attended-about double the 
number · anticipated-and some 
could not be crowded in. The pro
gramme included music by Bach, 
Sor, Llobet (his teacher), Manuel de 
Falla, Albeniz; etc. The audience 
was delighted and encores were 
played. 

PHILADELPHIA S.C.G. 
RECITAL 

ROLANDO V ALOES BLAIN, 
the well-known New York 

Cuban-born virtuoso-guitarist was 
presented by Philadelphia Society of 
tJhe Classic Guitar in a 'fecital on 
November 17th. Playing with great 
brilliance and appeal on a superb, 
mellow guitar by Manuel Velazquez 
Mr. Blain delighted the audience 
with a programme which included 
a group by Luis Milan, Canarios 
(Sanz), Prelude, Allemande, Minuet 
and Bourree (J. S. Bach), Allegro 
(Sor), Suite Castellana (Moreno 
Torroba), Valse (Ponce), Campanas 
-del-Alba (E. de la Maza), Gran Jota 
(Tarrega) and several encore items. 

A GUITAR METHOD IN EASTERN GERMANY 

reviewed by 

J. A. Bur1nieb (U.S.A.) 

A NEW Method for the Guita,r in 17 volumes (15 Hefte and 2 Vorhefte) 
published by Mitteldeutscher Verlag in Halle and printed in Leipzig 
1950-1952 emphasizes the fact that the classic guitar is officially recog

nized by the Soviets. The full title of th,is work, embracing 600 pages, is DAS 
GITARRESPIEL: ein Untenichtswerk vom Anfang bis zur Meisterschaft. 
Its author, or ,rather compiler, is Bruno Henze whose father, Carl Henze, was 
a well known teacher of the guitar in pre-war Berlin. Of the 17 volumes, 
seven comprise various collections of "guitar music": solos, duos, trios, songs 
to the guitar, recorder pieces with guitar accompaniment, etc. The two 
introductory volumes (Vorhefte) are devoted to theoretical matters, such as 
"history" (largely culled from Buek's Die Gitarre und ihre Meister), and theory 
of music. The so-called Method is confined to volumes I-VIII, some 200 
pages in all, and seems to be al) inflated edition of Henze's one-volume Method 
which was published shortly before the War and attraeted no particular 
attention. 

Bruno Henze's appoach is surprisingly conventional. He begins by 
plucking open strings, proceeds to stopping single strings, two and three 
strings, and finally arrives at arpeggios and ligados, with several pages of 
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Carulli. A very brief explanation of the barre, with four lines of "preliminary 
exercises", is appended, and that is the extent of the "technique" which must 
suffice for vols. II-IV, which are devoted to the study 0£ six major and six 
minor scales, together with their chords, plenty of ohord.s. Hardly any 
technical exercises are provided besides those of vol. I. But each scale 
blossoms into "music", chiefly Carulli and Carcassi. The advanced part of 
-the Method comprises the usual scale exercises in various forms (vol. V), 
studies for the left and right hand, partly based on Giuliani op. 1 (vol. VI) and 
concludes with "higher positions", i.e. the study of the fingerboard beyond 
the fifth fret (vols. VII-VIII). Thus the "mastership" promised in the sub
title is of a rather elementary kind. 

A compilation, rather than an original work, the Method is barren of 
pedagogical ideas. Although imitative of certain features of Heinrich Albert's 
excellent (although somewhat old-fashioned) Method, it disdains the latter's 
emphasis on carefully graded exercises and preaches the dangerous doctrine 
that the subject matter should be freely intermingled "according to the natural 
endowments of the pupil". In this so-called Method, there, is very little 
"intermingling" with Spanish authors and hardly a trace of what nowadays 
is alluded to as the "Tarrega technique". Both in extent and intent, the 
Method is greatly inferior, not only to Heinrich Albert, the most "methodical" 
German Method so far produced, but to a number of Methods based on 
Tarrega, to mention only Pascual Roch, Emilio Pujol and Rodriguez Arenas. 
However, its very avoidance of technical exercises makes it an excellent 
collection of guitar music, mostly of non-Spanish origin. The most rewarding 
pieces, in vols. IX-X and elsewhere, are those derived from the lutenists and 
vihuelists of the Renaissance and Rococo period hitherto somewhat neglected 
in similar publications. 

ALGERIAN GUITAR SOCIETY 

W ITH great pleasure we an
nounce the formation of a 

classic guitar society in Algiers with 
the title "Les Amis de la Guitare". 

The new society is under the 
direction of Monsieur Femand 
Fernandez Lavie, Professor of 
Guitar at the Conservatoire of 
Algiers, and the distinguished 
educationist Monsieur Jean B. 
Ceccaldi. The secretary is Mlle. M. 
P. de Lara. 

Meetings are held on the first and 
third Thursdays_ of each month with 
occasional public gatherings and 
recitals. 

ALEXANDRE LAGOYA 

AT the Salle Gaveau, Paris, on 
November 18th a successful 

recital was given by Alexandre 
Lagoya on a Couesnon guitar fitted 
with Savarez strings. 

His program.me was : 

Romanesca Mudarra 
Two Minuets J. S. Bach 
Fantaisie et Gigue Weiss 
Introduction, Theme et 

Variations Sor 
Three Preludes Cailleja 
Etude No. 3 Villa Lobos 
Prelude No. 1 Villa Lobos 
Allegretto Ponce 
Valse Lauro 
Danse rythmique Ida Presti 
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BODY, VOICE-BOX OR RESONANCE-CAVITY 

by J. K. Sutdiffe (Britain) 

1. A Conspectus of Design 

"Practically the whole art of the (luthier) 
lies in the building and design of the belly."* 

- F. Sherwood Taylor, M.A., B.Sc., Ph.D, 
in " The World of Science." 

W HETHER we use scientific or homely terms to describe this, the most 
important part of our instrument, it still remains the one item 
that, if properly made, can redeem an otherwise quite ordinary guitar. 

The straight-forward, mechanical task of making the fingerboard offers no 
difficulty once we have decided on the system of fret-spacing. Producing the 
only other items essential to a good guitar, namely the strings, luckily is not 
the luthier's practical concern: he is occupied solely with choosing, fitting and 
arranging them to work effectively. (Strings have been treated in previous 
articles: "Guitar News" Nos. 18, 19, 20, 21.) 

* * * * 
Much nonsense-with, however, a considerable leavening of sense- hlJ,S 

been ..yritten coupling the well-known guita•r outline with jts sonority. Its 
present-day shape seems to be the final result of revising that of the near
rectangular vihuela and that of the single-bout guitar of old times--when con
sidered from the point of view of modern holding and playing technique. But 
these factors are themselves subject to the correct air-content of the 'box'. 

This capacity may be thought of as deriving from the collocation of the 
various resonance-cavities required as ideal for aM, or nearly all, of the possible 
vibrations obtainable. At best the shape is bound, by practical needs, to be 
resonantly good for ,all notes but ideal for none. 

The master luthier will strive after a fair-mean-quality of volume and 
note: he will avoid enhancing some group or groups at the expense of others. 

' Ideally, each note of the scope of every string would have its own single 
resonator. Somewhat less efficiently, but a little more practicably, each string 
would have its own resonator . . . . The reader will see that the first and 
even the second of these ideals, while permis.,ible in the physics laboratory, 
would be out of the question in the studio. The main purpose of th~ 'voice
box' is to provide a common resonator reasonably efficient for all of our one 
hundred and sixteen or so playable notes. Together with fulfilling this pur
pose however, it must be capable of being comfortably held for long periods 
of playing and have a pleasing appearance. 

The Torres design proves that the contours of the resonator can be sub
ordinlWted to i.ts correct iresonant air-content and sti.fil appear a thing of 

*Also and more descriptively called Resonance-cavity by Mr. Sherwood Taylor. 
In this book he devotes part of an interesting chapter "How Sounds are made" to the 
subject of Strings and Resonance. 
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beauty: that individual makers' whims must not interfere with the proved and 
acceptedl,y 'correct' dimensions. (See Burtnieks' "Guitar Standards and 
Quality"- Guitar News" No. 26.) 

Why does the world come to accept a thing as 'right'? We talk of an 
article as ' looking right' when in fact we subconsciously know that it will 
function as we had intended by its design. The guitar has evolved and devel
oped its shape, as many other things, from intuition and pure necessity through 
improvement upon improvement to its present state. 

Today the . be.st that science can give is unable to supplant the luthiers' 
handicraft. The most that it js successfully able to do is to 'prove' what has 
been already achieved. 

(To be continued) 

["Resonator : .Instrument responding to single note and used for detecting it in com-
1 binations: Appliance for giving resonance to sounds. 
'Resonance: (of bodies, etc.). Tending to reinforcement or prolongation of sounds 
especially by vibration ."-Oxford Concise Dictionary.] 

SOCIETY MEETINGS 

IN ENGLAND 

NINETEEN items were played at 
a recent meeting of the West of 

England Classic Guitar Society at 
Saltford. Older composers-Sor, 
Aguado, Carulli, Carcassi and 
Robert de Visee were represented, 

.but three works by the contemporary 
composer, Miguel Abloniz, were 
.also played- Pequeiia Romanza, 
Tanguillo and Minuette. Those 
, taking part were Messrs: I . C. 
Derrick, E. S. Roberts, D . A. 
Alexander and David Knapman 
·(president). 

A gramophone record of the well
known '20 Sor Studies' selected by 
Segovia demonstrated the right 
balance . between pedagogical pur-

~pose abd natural musical beauty. 

* * * 
An exc1t10g new (unpublished) 

work by Stepan Urban ".Impromptu'-' 
was given its first British perform
ance by W. M. Appleby at the 

·November meeting of Cheltenham 
Classic Guitar Circle. Miss Joan 

Prior and two of her pupils, Diana 
Gaunt and Ursula Steward played 
guttar trios. Messrs: E. J. Dance, 
A. Humphries, P. J. Gamble, D. 
Knapman and W. M. Appleby 
provided a varied programme of 
solos and duets by Scarlatti, Sor, 
Diabelli, Tarrega, Chopin, Llobet 
and other composers. Miss Prior 
and Miss Steward sang Elizabethan, 
Italian and Spanish songs with 
guitar. Miss Steward's guitar was 
made by D. Morcada of Masaya, 
Nicaragua. 

MONEY ORDERS 
Subscriptions sent from places 

other than Britain may be sent by
International Money Order. 

This is a very safe and convenient 
way of remitting, but be sure to 
obtain an INTERNATIONAL 
Money Order as no other kind is 
valid in Britain . 

Dollar Bills are also most con
venient, but drafts involve charges 
and delay so if it is necessary to pay 
by draft 25 cents should be added 
to cover expenses. 
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PENA GUITARRISTICA TARREGA 

THE active society of guitarists in Barcelona, Pena Guitatristica Tarrega, 
has more than 200 members and continues to present recitals of guitar 
music. 

The president is Sefior Don Jose Ma. Carulla, and the honorary secretary 
is Seiior Don Juan Ruano. 

The first recital of the 1955-6 season was given on November 26th by 
Ramon Ronca], a friend and pupil of Narciso Yepes. The pro.gramme ranged 
from music by Sanz and Galileo to Granados and Villa Lobos, with a Nocturno 
composed by the recitalist. An unusual item was a transcription of "The 
Ancient Castle" one _of Mussorgsky's "Pictures from an Exhibition". 

To commemorate the 46th anniversary of the death of Francisco Tarrega 
the society presented the Uruguayan guitarist, Oscar Caceres in a recital on 
December 18th. Oscar Caceres was born in Montevideo in 1928 and gave 
his first guitar recital in 1943. Four years later he commenced broadcasting 
and gave concerts in Buenos Aires, Argentina. At his recital in Barcelona 
he played a guitar by Santuri6n and his programme included works by Purcell, 
Scarlatti (Sonatas), Bach (Prelude and Fugue), Fabini, Villa Lobos, Fleury, 
Barrios (The Cathedral), Tarrega, Rodrigo and Castelnuovo-Tedesco 
(Variaciones a traves de la Siglos). 

BROADCAST FROM IT ALY 

THE Venezuelan guitarist, Alirio 
Diaz, broadcast a short recital 

on the Rome National Programme 
on September 23rd. He played 
Prelude and Courante (Bach). 
Granada (Albeniz), Medalion Anti
guo (Barrios) and Waltz (Lauro). 
This broadcast which was a really 
good performance was beard by an 
I.C.G.A. member in Malta. 

CONCERTO ROMANTICO 

CONCERTO ROMANTICO by 
Zarh Bickford was the chief 

item at a concert of the Music and 
Cultural Society of Brentwood. 
Calif. on Jan. 13th. The guitar was 
played by Vahdah Olcott Bickford 
with her composer husband at · .the 
piano. Mrs. Bickford also played 
Sor-Mozart Variations, her own 
transcription of a Chopin Prelude 
etc. 

NYLON STRINGS FOR THE 
CLASSICAL GUITAR 

World's finest strings, Used by 
leading artists, H and 111 adu for 
utmost precisi on. Available in 

~ilver plated or J,iure ~il vo r 
wire. 

E. & 0. MARI, INC. 
Manufacturers of Musically Better Strings 

Since 160J 

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

U.S.A. 
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Sliakespeare and the Spanish Guitar 
THE combination of the Spanish assisted by a small woodwind group. 

guitar with the art of Shake- The music began with an overtur,e 
speare was recently tried and proved arranged from Falla's "Tricorne" 
successful by the Brattle Theatre ballet music, and continued with 
Company of Cambridge, Massa- guitar solos ranging from flamenco 
chusetts. and Guy Simeone of seguidillas, alegrias, and farrucas, 
Boston. The comedy "Much Ado through "Romance de Amor" of 
about Nothing", as produced at the Vicente Gomez, to the 15th century 
Brattle Theatre, was set not in the song "Tres Morillas M'Enamoran", 
16th century Sicily, but in the interspersed with more sketches 
Aragon of the 18th century, where from the "Tricorne" set for guitar 
virtue and villainy were brewed and winds. The fine performance 
double strength. The heightened of this music was attuned to the 
atmosphere was maintained by a moods of the play with great skill, 
musical score, arranged by Guy and assisted the company to a 
Simeone, and recorded with Mr. unique performance of this comedy. 
Simeone playing his Hauser guitar, JOHN REITZEL. 

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

(ao further free insertions):-25 words 2/6; SO "ords {maximum) 5/-, 6 insertions {pre
paid) for the price of S (12/6, 25 words; 25/- SO words). 
GUITAR WANTED: Must be nice tone and in good condition-not neces
sarily full size. Full particulars G. R . Spindler, 14 Park Grove, York. Phone 
25967. 
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, Londoll! N.W.3. (Tel.: PRim
rose 5366.) 
VIOLINS, VIOLAS, GUITARS by Clifford A. Hoing. Particulars of these 
instruments on request. Guitar fronts and violin materials for sale. 137 West 
Wycombe Road. High Wycombe, Bucks. 
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). 
JOSE Y ACOPI, formerly of Barcelona. now Rivadavia 1188, Buenos Aires, 
Argentina. accepts orders for custom-made concert guitars priced 100 guineas 
- M. L . Anido's Model 150 guineas. 
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. 
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!NEW AND 
FOR 

A< UIRRE (Sinopoli) 

GUITAR NEWS 

STANDARD EDITIONS 
THE GUITAR 

Triste No. 4 .60 

A CAS (Oliva) 
*El Fagot . 75 

B \.CH (Azpiazu) 
•Toccata in E Minor .60 

BRAHMS (Sinopoli) 
*Cancion De Cuna .60 

HANDEL 
• Alemanda (Casuscelli) .60 
Gavotte (Anido) .60 

LASALA (Lopez) 
*Homage to Bach, Debussy and De Falla. (3 Pieces). 

I. Peludio y Danza Antigua. 2. Nocturno. 3. Evocacion $1.50 

LEGNA I 
*6 Little Capriccios. Op. 250 $ 1.00 

MOZART (Pomilio) 
*Minuet from the opera " Don Giovanni." 
Transcribed for I or 2 guitars .60 

POMILIO 
• to Celebrated Compositions. Book I. Carcassi, Giuliani. 

Meissonnier, Molino, Paganini and Sor. Transcribed very 
easy for beginner $1.25 

PUJOL 
Escuela Razonada de la Guitarra (Sp.- Fr.) 

Vol. I. $2.50 Vol. 2. $4.50 *Vol. 3. $5 .00 

RIZZUTI 
Motivo Arabe. Transcribed for I or 2 guitars .60 

SAVIO 
•2 Songs. " Dark Eyes " and " A Casinha Pequenina ·• .60 

SEGOVIA 
Album of 6 Pieces. Bach. Gluck. Schumann, Brahms, Grieg 

and Scriabin $1.50 

SINOPOLI 
*Carnava lito (Danza Nortena) .60 

VILLATE (Pujol) 
Sous le Palmier (Danza Cubana) .60 

• NEW EDITIONS 
Catuloc llstlng all publications In our stock. for the Classie 1uitar wUI be sent FREE 

upon request. Please ask. to be Included In our maUinc list for notification of new 
publleatlons. 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 

27 
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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 SCAR LA TI! , D. Sonata E min. 3/6 
179 SEGOVIA, A. Estudio sin luz 3/6 

SCHOTT & 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 
fGlos.) 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.~.A. $1.00 for 8 issues). 

All m~,:nbers receive "Guitar News" without further payment. 
'GUITAR NEWS" Bi-monthly Copyright reserved. 

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

Non-members' s~~scription to "Guitar News" 5/- (6 issues). 
U.S.A. Payments: A dolhu 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, Ladybcllegate Street , Gloucester. 


