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'UNCLE BOB'S' BROADCASTS 

THE new times of the "Notes on the Guitar" broadcasts presented by 
Robert J. Vidal (affectionately known to British listeners as 'Uncle 
Bob') are now fixed as follows: 

Every Monday : 22.15 to 22.20 (French times) 
Every Tuesday: 19.10 to 19.25 

British time is one hour earlier, so listen on Mondays at 9.15 p.m. and on 
Tuesdays at 6.10 p.m.- and don't forget to send a card thanking Radio
Diffusion Francaise, Paris. 

* * * * 
Guitarists recently heard in these broadcasts include Ida Presti, 

Alexandre Lagoya (both as soloists and in duo), Andres Segovia, Luise 
Walker, Antonio Francisco Serra, Carlos Mantias, etc. Monsieur Vidal hopes 
to present Alirio Diaz, Venezuelan guitarist, during April. 

THE GUITAR IN PARNASSUS 
A GUITAR recital in the Hall of 

Parnassus, Athens, on Nov
ember 4th was given by Charalambos 
Ekmetzoglu playing on his new 
Hauser guitar. Solos included 
Sarabande (Handel), Prelude and 
Sarabande (Bach-Segovia), Etude 
(Sor), Variations (Areas), Fantasie 
(Mertz), Recuerdos (Tarrega), Elegie 
(Bellow), Asturias (Albeniz-Segovia), 
etc. 

A brief history of the guitar was 
given on one page of the printed 
programme. 

"La Guitare, instrument meconnu" 

T HIS is the heading of an 
extremely well-informed article 

on the guitar in the popular weekly 
magazine "Radio-Monde Spectacles" 
published (in French) in Cairo, 
Egypt, on February 25th. 

The author, Dimitri Crey writes 
that the guitar is misunderstood 
(meconnu). He points out that it is 
not just an instrument to accompany 
popular songs or jazz, as so many 

people seem to think . Tracing the 
development of the guitar from the 
17th century he mentions many of 
the guitarists who devoted their 
musical talents to the instrument. 

From the article one gathers that 
there have been short wave broad
casts on the Egyptian Radio of 
guitar music recorded by Segovia. 

CONCERTO FOR TWO 
GUITARS 

GUITAR history was made on 
Sunday, March 4th at the Salle 

Gaveau, Paris, when a 'Concerto for 
Two Guitars and Orchestra' by 
Gontran Dessagnes, Director of the 
Conservatoire of Algiers, was given 
its first performance by Ida Presti 
and Alexandre Lagoya with the 
orchestra under the direction of 
Fernand Oubradous. 

* * * * 
This wonderful guitar duo filled 

every one of the 2,100 seats at Salle 
Gaveau at their recital on February 
13th. 

The Editors do not necessarily agree with the opinions expressed by 
contributors. 
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JULIAN BREAM AND THE POETS 

J
ULIAN BREAM'S corntribution to the Apollo Rec.ital of Music and Poetry 
at the Royal Festival Hall on February the 12th, was obviously en~oyed 
as much by the two readers, C. Day Lewis and Jill Balcon, as by the 

audience and especi<ally so the Ron'do by Sor in the second half. This also 
contained two Sambandes (in E and D minor) by Bach which he preferred to 
play on the guitar. 

He played three pieces for the lute in the first half ; a Currant (for Mrs. 
E. Murcott) by Pilkington. Cutting's Variations on the famous ttme "Walsing
ham", and "Forlorn Hope" by Dowland (a still too little known composer). 
These contrasted well with a sparkling Sonata by Cimarosa that followed a 
1 ittle later. 

The recital finished with two Preludes by Villa-Lobos (in D and E minor) 
which were separated by a reading of Shelley's poem (in praise of the guitar) 
"With a Guitar, to Jane". P.J.B. 

Julian Bream is included in the list of Artists and Teachers at the Summer 
School of Music at Darlington Hall, Devon, August 4th to September l st. 

14ANUEL 14. PONCE 
by Guillermo Flores Mendez (Mexico) 

IT has a1ways been assumed that this renowned Mexican musician was born 
on the 8th December, 1886, but recent investigations of Dr. Jesus C. 
Romero led to t!he discovery in Fresnil16, Zacatacas, that he was born 

four years earlier, on the 8th December, 1882. This date has been definitely 
confirmed by the pianist Pablo Castellanos. 

Manuel M. Ponce showed from his tenderest years a strong bent for music 
which was fostered by the surroundings in which he was reared. He went 
to Mexico City at a very early age to further his musical education. and later 
went to Europe for the first of his three visits to the Continent, and i't was 
there that he perfected his studies and reached fu11 artistic maturity. 

Manuel Ponce is of great importance in the musical life of Mexico, for 
he was the prime mover in this country's nationalist movement in music. In 
the present revival or 'ren,aissance' of the guitar he played a most distinguished 
and influential part. 

Even before he became a close friend of Andres Segovia, Ponce was a 
lover of the guitar, not only for it:s role in the realm of folk music, but because 
hearing the performances of fine guil<!rists, and especially those of Segovia, 
he realised the instrument's great musical capacities. He studied the instru
mernt intensively, both theorebically and as an executant. 

His works for the guitar, which have done much for the advancement of 
the instrument. we·re born of his love of its music and of his admiration and 
esteem for his friend Segovia. 

The compositions of Ponce, with the exception of the Opera and the 
Banet, showed no artistic limitations. His Symphonic Poems, concertos (for 
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piano, violin, etc.) quantets, songs, etc., in spite of the inevitable influence of 
European technique (mostly French), are a touchstone for the beginning of a 
new per,iod in the evolution of Mexican music. All his works, of whatever 
kind, reveal the personality of their creator. for he was an artist to the core, 
and his music, serene, pure, elegant and sweet. a:,d at the same time vigorous, 
decided, eloquent yet concise, reflects the man and expresses his versati1ity. 

The guitar works of Ponce require the most careful study of the guitarist 
who takes his art seriously. Most of it is anything but easy to perform; it 
calls for a finished technique and great depth of musical feeling. These are 
essential characteristics of the modern aesthetic of the guitar, whioh postulates 
a pure eclectic music. not aimed at uperficial ears, and unconcerned to 
impress with displ,ays of virturn~ity. 

Guitarists who are inefficiently trained abound. We all know how those 
performers who are devotees of a tinsel art have not hesjtated to despise as 
being cerebral and unfeeling the work of many modern composers, including 
Ponce. Fortunately, howe·ver, most players follow the trail blazed by that 
supreme artist Segovia, and the music of the guitar has once more become 
a universal music. 

Ponce, beinig the a·rti·st that he was, wrote with disinterestedness and free
dom, obediienit only to the necessities of his creative impulse. With him, a:s 
with many other of his contemporaries, the gui,tar .is re-integrated into tihe 
main current of music, no longer a solitary and timorous voice, but a part of 
a vigorous whole. 

Of all the works tbait Ponce produced, those written for the guitar are the 
most important-the beautiful 'Concierto del Sur', which evokes the atmos
phere of Andalusia; the third Sonata, with its Gallic flavour; the Sonata in 
A, a perfect expression of the romantic spirit of the composer and of the 
atmosphere of romantic pre-revolutionary Mexico ; the Variations and Fugue 
on the Theme of the Folfas, a work which is a manifestation of technique and 
musical concept. He could turn from writing the 'Sonata Clasica', dedicated 
to the memory of Fernando Sor, to the 'Sonata Romantica', written in memory 
of Schubert, conforming with unexpected fidelity to both classic and romantic 
styles. In the realm of modem music he employed polytonality with ease. in 
one of his quartets with daring. and with assurance in his various guitar works. 

Ponce d.ied on the 24th April, 1948, leaving unfinished a number of works, 
such as his quartet for strings and guitar, and a suite dedicated to Johann 
Sebastian Bach, for loss of which the guitar world is much the poorer. 

I learned from Ponce himself, for I had the honour of being his pupil 
when he held a ohair of music. that he had writte:, numerous works in the 
pre-classical style. This is a point on which Sego·via could throw some light. 
and which would go still further to cqnfirm the adaptability, mastery, depth, 
and fertility of Ponce's musical powers. His last work of all was written for 
the guitar, his 'Variations and Fuguetta on a theme employed by Antonio de 
Cabez6n', dedicated to his friend. the priest Antonio Brambila. It was com
posed in spite of the cruel illness that st-ill could not subdue his artistic purpose 
an:d his love of the guitar. 

Translated from Spanish by Mrs. A . Korwin-Rodziszewski. 
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JOHN RUNGE 
with his Bohlin guitar 

THE 

FLAMENCO 

LEIIOM 
By John Run~e 

(Britain) 

5 

ROUGH-FACED women were busy selling the remains of their fish and 
were shouting their wares in a coarse, high-pitched voice that I longed 
to try to imitate. The steep, c9bbled streets were alive with vendors 

whose goods were of all descriiptions and colours, and the warm air was 
permeated with a thousand smells. Rich, distinctive smells; smells charged 
wi,th character; smells that made me sniff again and again so that they should 
imprint themselves indelibly on my senses as I stood watching the mass of 
liquid refuse fall in cascades down the narrow, central gutters. 

Such was my first impression of Granada early one April evening as I 
picked my way through the streets of the Albaioin. I was going nowhere in 
particular but my steps led me into a little plazeta in one corner of which 
was somethinig that caught my notice. It was pJiainly a workshop of some 
sort, and closer inspection showed thait its owner was a maker of guitars. I 
wandered in, but the place was empty save for the instruments, which seemed 
to occupy every available corner of ,the workshop. It was like a clockmaker's 
shop with guitars instead of clocks. After looking round for a few minru~s 
I was joined by a youth from outside who told me that the owner was out of 
town buying some wood but would be back in half an hour. Would I like to 
wait? Knowing a little about Spanish half-hours I told him I would leave 
him and come back •again and, sure enough, on my return two and a half 
hours later, there was the owner himself just arriving home from h.is journey. 
The youth whom I had met earlier had gone and in his place had appeared 
another, older man who sat on one of the benches, trying out guitars. He 
was small and shabby and bis clothes were badly-fitting. His cheeks, which 
were hollow and drawn , were black with many days' growth. His face had 
a consumptive look and bis eyes stood out from his forehead in we,ird relief. 
He coughed periodically- a horrid, death-like cough- and from his 1ips 
drooped a half-extinguished cigarette which, somehow or other, he just 
managed to keep burning. I had seen something like •tt before somewhere in 
England- perhaps a bookie's clerk at a race-course. 
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The guitar-maker was at once jovial and talkative. "Do you want to buy 
a guitar?" he asked. I told him apologetically that I did not. "Ah then, 
you are very wise" he said. "My guitars are no good- neither are an 1ybody 
else's in Spain until we can buy the wood. The best wood comes from Russia 
(I had not realised that) and we cannot get it". Then, after talking about the 
complexities of international trade, he came to the point and said: "What can 
I do for you?" I fingered my tie for a moment and then told him that I was 
in Granada for four days, that I would like to take a few lessons in Flamenco
playing and could he recommend a teacher. That did it. The bookie's clerk 
was on his feet in a trice ; the guitar-maker beamed genially and said: "This 
is your man" and I was left wondering how I could possibly have been so 
improvident as to allow myself to fall into my present predicament. 

It seemed a long way to Fernando's house (for so the bookie's clerk's 
name turned out to be) and he led me along a maze of ,the sort of back streets 
in which, had I been alone. I would have expected a knife jn the back from 
any quarter. I consoled myself on the way with the thought that, flamenco 
lesson or no, this was all experience of Andalucia, and eve11Jtually we reached 
our destination. I was expecting something sordid and I was not to be dis
appointed. In the room where I was to have my flamenco lesson sat Mrs. 
Fernando chopping up onions, and across ,the corner stretched a row of baby's 
napkins. I thought for a momen,t of the saents I had experienced earlier 
in the day _in the Albaicin and concluded that, though the presenit ones were 
stronger, they lagged sadly behind in character. Femando then produced a 
couple of guitars, one for himself and one for me, and suggested that, as he 
knew nothing of musical notation, he should play certain flamenco passages 

. and I should write them down on stave manuscript paper as he played them. 
This indeed was as good a way as any of picking up a lot in a short time, and 
left me free to practise at home what I had written down in the lesson; but it 
was made exceedi:ngly difficu1t by Femando's not being able to remember 
what he had played. In fact, every time be was asked to repeat a certain 
passage he played something quite different. 

A~ter the lesson had been goi111g about ten minutes (and subsequently at 
similar intervals) Fernando produced one of l1is drum-sharttering coughs and 
retired to an inner room to recover. He shortly reappeared with a glass of 
very strong-smelling liquid which he had decanted from a bottle entitled "Dr. 
Perkins' Expectorant" and which bore the label of a chemist's shop in Wands~ 
worth. Proudly offering me the glass, he suggested thart as it was English I 
might like to try some myself. It was a noble gesture to a foreigner, I thought, 
but not at that moment a very welcome one. Declining, I thanked him for his 
kind offer, whereupon he asked me whether I minded if he ate some bits of 
cod. That was quite all right, I said, th,inking to myself: onions, baby's 
clothes and Dr. Perkins-what difference could a bit of cod or two make? The 
lesson progressed uninterrupted for a further ten miniutes when there was a 
sudden rumpus outside and two uniformed Spanish soldiers burst in. They 
were evidenltly friends of the family on leave as, after the usual embracings, 
they sat down next to Mama and never stopped talking. not even my begin
ner's attempts at flamenco-playing being enough to put them off. They were 
friendly, if noisy, types_ and I had the definite impression that they had been 
to Fernando's place before and knew the sort of albmosphere with which they 
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would have to contend, as they had taken the precaution to "disinfect" them
selves previously by chewing liberal amounts of garlic. Amidst all the din 
the flamenco lesson continued. arud I copied down quite long stretches of 
Soleares, Alegrias and Bolero. I was just beginning to feel quite knowledge
able about the characteristic differences of these various dance forms when the 
lesson was broughit to an untimely end by the sudden entry of a very dirty 
small child screaming her head off as if she had just seen a ghost. Nothing 
woul'd console her; the more Fernando and Mama tried to comfort her the 
louder she screamed. Everything was tried, bits of cod-even a spoonful of 
Dr. Pe_rkins- but to no avail, and the shindy did not abate till the next-door 
neighbour came in explaining breathlessly that it was his child. that she had 
just broken a plate and that she was running ,away for fear of being scolded. 
As this was clearly no a,tmosphere for guitar lessons I motioned to Fernando 
to come outside where we could. I hoped. taste some fresh air and perhaps a 
glass of wine. 

The "Bar Miguelillo" was a pleasant, though noisy. place and full of 
Fernando's friends. Flamenco music was being continuously played very loud 
on a radiogram of cataistrophic quality, and the wine served was good. Fer
nando borrowed my manuscript book to pass round to all his friends, and the 
creative pride that be displayed in showing them ,the written notes with the 
remark "this is what I played" was at once ,touching and pathetic. He ex
plained (somewhat to my relief) that he would be unable to give me any more 
lessons, so I asked him what I owed for the one we bad just bad. He thought 
for a moment and said that the last Englishman had given him twenty pesetas 
(about three and sixpence) 1and "a bottle of very good medicine". When I 
gave him twice that sum but without the medicine he seemed delighted and. 
on stretching up to give me a farewell pat on the back. shouted: "Ole mi 
niiio". Who knows? I may go back there one day for more. I may even 
make a trip to Wandswor,th on the way. 

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 
281 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 Snings 286 6th ,, ,, ,, 
287 Set (I each of above) 

3/5 ,, 
15/11 per set 

Sole Manufacturers 

BRITISH MUSIC (GN) STRINGS LTD., 130, Shacklewell Lane, London, E.8. 
ENGLAND. 
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GUITAR ARTICLE IN "ETUDE." 

U
NDER the heading "The Classic Guitar Comes into its Own" an article 

by W. Charles Lekberg appeared in the October issue of the impo_rtant 
American Music Magazine "Etude". It was illustrated by portraits of 

Andres Segovia and Olga Coelho. The writer says: "-in recent years 
musicians all over the world have been finding out just how marvellous an 
instrument the classic guitar is and guitarists are doing a remarkable job 
helping them to understand iit". 

He says that the appeal of the guitar is now universal and mentions the 
International Classio Guitar Association with its members in many lands 
(actually about 60 lands). 

Our contributor Mr. J. A. Burtnieks would not agree with the remarks 
on the origin of the guitar but Mr. Lekberg's article is on the whole, well
informed and shows a good understanding of the position of the classic guitar 
in the musical life of our time. 

The article in "Etude" is mentioned in the January issue of another music 
magazine "Overture", published in Los Angeles, California. It gives a picture 
of a very beautiful young lady who set out to make the guitar better known, 
and quotes the article in "Etude" as stating that this lady, Vahdah Olcott 
Bickford, "had done more to further the interests of the guitar than anyone 
else in America through her many public appearances, compositions and 
arrangements". 

FIFTY YEARS OF HAUSER GUITARS 
by Karl Scheit (Austria) 

AT the turn of the century the guitar and the lute experienced a 
renaissance in Germany. This gave a young instrument-maker the 
impetus to focus his attention on guitar-construction, although at the 

time he had no idea that this was soon to be bis main occupation for which 
he would become internationally famous. 

Hermann Hauser, the son of the composer and zither-maker, Josef 
Hauser, was born on 28th December, 1882 in Erding, Bavaria, and learnt the 
basic essentials of instrument-making from his father. However Josef gave 
up instrument-building so as to devote himself to bis composing and publish
ing. His son, Hermann, was accepted as a partner into the new business but 
had to undertake to remain there for five years befo~e setting up shop on his 
own. 

Knowing that his sister's greatest wish was to possess a guitar of her own 
Hermann decided to see what he could do about it. He collected the essential ' 
tools together in a corner of bis· room and, using an old French guitar as his · 
model, set about fulfilling his sister's wish. The first Hauser guitar was born, . 
and its cradle was under the family Christmas tree. ' 
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Within Germany this awakening of interest in the guitar was centred in 
Munich, largely thanks to the presence there of two teacher-players, Heinrich 
Albert and Heinrich Scherrer, names which have acquired a sure place in the 
history of our instrument. It is perhaps interesting to note that both of these 
men already bore the title of "Bayerischer Kammervirtuos" (Bavarian State 
Player}--the first as oboeist and the second as flautist-before they turned 
their attention to the guitar. Hauser duly opened a shop in Munich, and 
learnt to play the guitar himself, doing so with such success that he soon 
became a member of the Munich Guitar Trio. 

In much the same way as Segovia's guitar-playing shaped the future for 
many performers, so did his meeting with the luthier Hauser act as a deciding 
factor in the latter's life. Segovia, who at once realised Hauser's inherent 
talents, advised him in 1924 to change the proportions of the model he had 
been building up till then. Hauser wasted no time and started his experiments 
straight away. He locked himself up each evening in his little private work
shop after his employees had left and , working entirely on his own, finally 
knew in 1937 that success had come his way and that all his years of patient 
labour had not been in vain when Segovia accepted a Hauser guitar for use in 
his concerts. In his obituary for Hauser published in The Guitar Review 
(No. 16) Segovia himself writes that Hauser had "created the greatest guitar 6f 
our epoch. I played it and adopted it at once, giving my noble Ramirez ·a 
rest". Throughout all the world';, concert-halls Segovia, with this instrument, 
spread abroad the fame of a master guitar-maker who would otherwise have 
been known only in Germany. 

* * * * 

I was often a guest of Hauser's both in Munich, and later at his country 
home in the Bavarian village of Reisbach (on the river Vils) whence he had 
moved in 1946. Hauser, himself a good musician with an extraordinarily 
sensitive ear, knew all of the personalities connected with the guitar-world 
and liked to describe them, something that he had a gift for doing with great 
vividness. With what pleasure I remember sitting of an evening in his little 
garden summer-house while Hauser (the tame hen of which he was so fond 
perched on his shoulder) recounted the whole history of the guitar-movement 
in Germany in all its details. 

It was touching to hear Hauser talking about his son and to see the close 
affection of the two generations for each other. The son, also named 
Hermann , (see enclosed picture) born in 1911, learnt the trade at his father's 
hands and towards the end of the latter's life was his father's only associate in 
the construction of the Hauser guitars. The elder Hauser was already a 
martyr to asthma, but his last years were greatly eased by the help his son 
gave him and the knowledge that his secrets would not be lost with him. So 
it was that although Hermann Hauser, pere, died suddenly of paralysis of the 
heart in 1952 his work is still being carried on uninterrupted today by Herman~ 
Hauser, fils, in the old tradition. · ' 

SIENA : Andres Segovia's Classic. Guitar Course at the Chigiana Academy 
will be from 15th July to 15th September. 
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JOSE YACOPI 
Formerly of Barcelona 

J{OW 

RIV ADA VIA 1188 
BUENOS AIRES 

ARGENTINA 
accepts orders for custom- made 

CONCERT GUITARS 

priced 100 guineas ; 

M. L. ANIDO's MODEL 
150 guineas 

·-·->·+--·~·<- ➔·,r. 

ETTER QUALITY' , t 
ASK FOR 

;; t 
. t 

◄ . 
~ I 

NYLON STRINGS FOR THE 
CLASSICAL GUITAR 

World"s finest strings, Used by 
leading arlists. Hand made for 
utmost p recision, Available in 

silver plated or pure sil ver 
wire, 

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

Since 1600 

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

U.S.A. 

FOOTNOTE ON FRETS 
by Hector W. Quine (Britain) 

SINCE my article on fretting appeared in "Guitar News", various view
points have been put forward on the subject. Of these, I find the one by 
Mr. Sumner in issue o. 29 interesting, though somewhat obscure. I 

therefore intend to deal briefly with the various poi nts raised, and thus try 
to clarify a little further. my own ideas on fretting . 
. Mr. Sumner's first point is that the notes on the guitar are not tuned 

individually as on say the piano or clarinet, since one fret makes six different 
notes. (One on each string). This of course, is perfectly true, but it does not 
raise any difficulty as all the strings are of equal length, and capable of being 
divided into two octaves, each of twelve semi-tones. It follows logically 
therefore, that what is correct for one string must be correct for the others. 

The next point concerns the scale of Pythagoras, which, Mr. Sumner says 
is , (amongst other scales) perfectly valid. If the words: - " Diatonically and 
in any given key" are added to this statement, then I agree. The structure of 
the Pythagorean scale is simply five equal tones and two equal "hemi-tones" 
as they were called by Pythagoras . This scale is purely diatonic as the tones 
were not divisible into hemi-tones because two hemi-tones did not make a 
whole tone. This was due to the fact that the Pythagorean tone was a little 
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more than the equal-temperament tone, and the hemi-tone rather less than 
the modern semi-tone. 

The involved equations and theory about tuning by octaves seem to me 
to be quite unnecessary, as the equal-temperament system of fretting is cal
culated purely on the basis of the octave without invoking the use of other 
intervals such as the fifth, and must therefore cause all the octaves on different 
strings to be in tune. It is not however this quality which makes the finger
board fully chromatic, but the fundamental equality of all the semi-tones. 

Finally, I would like to say that the facts do not bear out the contention 
that the equal-temperament fretting system has been practised in Spain from 
very early times, since even today, guitar-makers, Spanish or otherwise, 
almost without exception use the "18" system. 

THE GUITAR TABLA TURES 
by Deric Kennard (Britain) 

ALTHOUGH a lot of work has been done in recent years on the lute 
tablatures of the 16th and 17th centuries, surprisingly little light has 
been thrown on the guitar tablatures which began to appear about 1550 

and which were printed in increasing numbers throughout the ensuing 200 
years. The last guitar music in tablature is probably Lagardes collection of 
"Brunettes" published in 1764 but for several decades before this date music 
for the guitar (during that century still of only five strings) had been appearing 
in notation- the step which the lute with its variable tunings never achieved. 

Emilio Pujol has brought out for the "Monumentos de la Musica 
Espafiola" two volumes of transcriptions into notation of the vihuelist com
posers Luys de Narbaez and Alonso Mudarra. He is reputed to have a volume 
on Valderabbano in preparation. The Mudarra volume contains several 
Fantasias for the guitar of four courses which was a simplified version of the 
six course vihuela. Pujol has also published a number of pieces by Milan, 
Corbetta, Guerau, Sanz, and others. 

A lot however remains to be done particularly among the guitar tablatures 
of the late 17th century, even if it must be admitted that a disappointingly 
large proportion of these are just catalogues of chords with an indication of 
the rhythm. 

Returning to the subject of the earliest tablatures, these are for the 
vihuela and guitarra in Spain but ante-date by only a few years publications 
in France by Adrien Le Roy, Guillaume de Morlaye, and Simon Gorlier. All 
these are for the four course guitar although the six course guitar (i.e., the 
vihuela) is mentioned in contemporary French writings and therefore was 
apparently well known outside Spain. 

One of the most interesting of Le Roy's books is devoted to compositions 
by Gregoire Brayssing. This book starts with 7 fantasias of which the first and 
last are particularly satisfying and are remarkable examples of what music 
could be obtained from an instrument restricted to four courses. Brayssing's 
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compositions are in the polyphonic tradition of the contemporary lute mu_sic 
and showed no signs of the mixed rasgueado and punteado technique which 
became popular with the advent of the five course "Spanish" guitar at the 
turn of the century. Apart from these few tablatures for the four and six 
course guitars of the 16th century the remaining, and greater bulk of the 
guitar tablatures, are for the five course Spanish guitar and it is an interesting 
point that, before the five course instrument came in, the four and six course 
guitars were not referred to as specifically Spanish. 

Among the interesting tablatures of the 17th century are those by de 
Visee. Granata, Roncalli, Sanz, Foscarini, Guerau, Corbetta, Santiago de 
Murcia (though the last named appeared in the early eighteenth Century). 
The writer of this article has for a long time felt that the suites which were 
composed by several of these men would make a welcome addition to the 
guitar repertory where, at least in the early music, too many concert pro
grammes fall back on a lot of short unconnected pieces. It is therefore very 
satisfactory that Schotts have recently published de Visee's suite in 'A', 
Corbetta's in 'D', and Roncalli's in 'A' and, as the transcriber and arranger 
of these works, the writer would like to say a few words about them. 

There is still some doubt about Francesco Corbetta's origin. He was 
probably Italian born but he appears to have spent part of bis early life in 
Spain. His music reflects this. It has often a rough strength and a liking for 
discord which reminds one of Flamenco music. It may be that this is one 
of the reasons it has been so little transcribed. The peculiarities of the octave 
tuning in the two bass courses of the seventeenth Century Spanish guitar 
necessitates some arranging of the music in imitative and polyphonic passages 
if anything approaching the original effect is to be preserved on the present 
day instrument. Corbetta's very free use of rasgueado passages mixed with 
punteado also disconcert present day players unused to his music; in this 
respect the suite in 'D' is however comparatively straightforward. Corbetta 
is one of the most interesting of all the guitar composers for variety of form 
and style and for boldness of harmonic resource and Gaspar Sanz was right 
when he called him "El Mejor de Todos". He is the author of three books 
of tablature, one published in France and the other two in Italy. 

Robert de Visee was a slightly younger contemporary of Corbetta probably 
largely influenced by him, if not his pupil. De Visee dedicated a funeral piece 
to Corbetta under the title "Allemande-Tombeau de Maitre Francisque 
Corbet". This forms part of the third suite in 'G'. De Visee uses the same 
tablature as Corbetta but is altogether a smoother and a less bold composer. 
He himself says that "I have tried to make my music conform to the taste of 
knowledgeable people by giving my pieces, insofar as my poor talents permit, 
the air of those of the inimitable Monsieur de Lulli ... " 

His suites in the "Livre de Guitarre". which number six, tend to be 
over long. The suite in 'A' now published contains twelve sections. In 
common with de Visee's general practice the suite starts in the minor but the 
last three sections are in the major. He transcribed a number of his guitar 
compositions for a melodic instrument with figured bass and he also published 
another book of short guitar pieces as well as some lute music. 

The whole of Ludovico Rcincalli's book ''Capricci Armonici Sopra la 
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Chitarra Spagnola" was transcribed into notation by Dr. Chilesotti and pub
lished many years ago by Breitkopf & Hartel. Dr. Chilesotti contented 
himself with an exact transcription of the notes as indicated by the tablature, 
without taking any account of the octave bass courses. This often produces 
odd effects in scale passages. He also made no attempt to evaluate the 
duration of notes in the subsidiary parts and he left out any reference to 
embellishments which arc so important a part of the music of that period . 

- Roncalli's suites are generally thinner in texture than those of de Visee 
and Corbetta and he often uses the unifying device of building each section 
on a similar harmonic basis thus achieving almost the effect of variations. 

In none of the three suites mentioned above is the music particularly 
difficult to play given the resources of the present day instrument. It depends 
largely for effect on the clarity with which the different voices and imitative 
phrases are brought out; but most competent amateurs should be able to play 
it with pleasure. At the same time the music is of sufficient importance to 
find its place in recitals in that first section of a recital which is so often given 
over to arrangements from Handel, Mozart, and other early composers who 
never thought of writing for the guitar. 

GUITAR MUSIC 
A New List 

Some 800 items are offered in the 24-page, pocket-sized list of selected 
publications for the guitar now available from G. Ricordi & Co., 132 West 
21st Street, New York 11, N.Y., U.S.A. _ 

Music is arranged alphabetically by composers but arrangers are given 
with a list of the composers whose works they have transcribed or edited. So, 
for instance, if one desires music by Beethoven it is all found on page 4, with 
the arrangers' names in brackets, instead of having to search through lists of 
Segovia, Tarrega, Sinopoli, Casuscelli and other transcribers. It is neatly 
printed with a cover design by V. Bobri. An indispensable list for all 
guitarists. 

Ricordi in Switzerland and Britain 
The guitar music published by ,the Ricordi firms in several lands

Argentina, Italy, Brazil, U.S.A., etc.-can also be obtained from Symphonia 
Verlag A.G., AngenlS'l:einerstrasse 15, Basle, Swi·tzerland, and from G. Ricordi 
& Co., 271 Regent Street, London W.l. 

Either of these firms will be pleased to send a price list of guitar music 
(please mention "Guitar News" when requesting the list). 

A special section of this list is devoted to compositions and arrangements 
for guitar by the Basque guitarist, Jose de Azpiazu, professor of guitar at 
Geneva Conservatoire. 

The Azpiazu music contains so much that will interest guitarists that it 
is hard to know which items to mention first. It includes music for all, from 
beginner to concert artist, as well as some items for guitar and ensemble (see 
advertisement). 

First of all the 'Gitarrenschule': this consists of three volumes of exercises, 
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studies and pieces (mostly solos) progressively graded. It is not a 'meth?d' 
as there is no text or technical instruction, but its value lies in the wide 
variety of the music and in its choice and arrangement. Even the first volume 
(Sy. 350) includes items by Bach, Handel, Kuhnau, Luis Milan, etc. J 

Part 2 (Sy. 406) contains 17 compositions as well as scales and studies. l 
They range from Vihuela and lute transcriptions to Bach, Schubert and 
'flamenco'. 

Part 3 (Sy. 437) is larger in format and conteruts-a really fine collection 
of guitar music-37 works by 27 composers. 

The 'Jose de Azpiazu Album' (Sy. 353) is another useful collection of 
guitar music- some 13 items. Three members of the Bach family are 
represented, also Beethoven, Galilei, Mozart (3 Valses), Vivaldi, an original 
Fughetta by Azpiazu and a transcription of Greensleeves. 

In all this music the fingering and positions are clearly indicated. 

17th Century Guitar Music from Schotts 
Deric Kennard, who devised and introduced the interesting B.B.C. 

broadcasts on "The Guitar outside Spain" has transcribed from tablature 
some of the music of 17th century guitarists. Some of his transcriptions have 
recently been published by Schott & Co. Ltd., 48 Great Marlborough Street, 
London W., England. 
They are: 

10540 Suite in A by Robert de Visee. 
10541 Suite in D (from 'La Guitarre Royale, 1671) by F. Corbetta. 
10542 Suite in A minor (from 'Capricci Armonici sopra la Chitarra 

Spagnola', 1692) by Ludovico Roncalli. 
This music is of great historical importance, quite apart from its con

siderable charm, and should find a place in the early part of the recitalist's 
programme. 

THE GUITAR IS TAUGHT .... 

L'Ecole Normale de Musique, Paris. A c1ass for guitar has been formed at 
this famous Music School. The teacher will be Emilio Pujol. 
Utrecht and Rotterdam Conservatories (Holland) I 

The guitar is now officially taught rut these conservatories by Dick Visser 
and Koos Tigges respectively. 
The Bennett Conservatory of Music 

There is a thl"ivin,g Classic Guitar Class taught by Anne Bennett, wife of 
the director, Boyd Bennelit, at the Bennett Consennatory, Croton-on-Hudson, 
New York State, U .S.A. 
The Weston Music Center 

Nicholas Gerek is now teaching a Classic Guitar Class at the Weston 
Music Center, (Director: Mrs. Franklin Coates) in Connecticut, U.S.A. 
Milan, Italy 

Miguel Abloniz has decided to repeat his successful courses during the 
coming Summer. 
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JOSE DE AZPIAZU 
Famous Guitarist, and Professor 
at 'the Conservatoirc of Geneva. 

I 
JOSH DE AZPJAZU ~ranscriptions for guitar and orchestra: 

Alfonso, Javier 

Torelli 

Vivaldi 

Vivaldi 

For sale: 

SUITE IN THE ANCIENT STYLE 
Solo Guitar and Strings, Flute and Oboe. 

CONCERTO IN D MINOR 
Solo Guitar and Strings. 

CONCERTO IN C MAJOR 
Solo Guitar and Strings. 

CONCERTO IN D MAJOR 
Solo Guitar and Strings. 

Solo guitar parts, orchestral scores, orchestral, 
parts. 

Our catalogue is free on request and includes among other interesting items 
50 original compositions by Jose de Azpiazu, and his transcriptions of 
works by: 

ALBENIZ, BACH, BEETHOVEN, BYRD, CAMPION, CLERAMBAULT, 
CORELLI, DE VlSEE, DOWLAND, GALILEr, GlULlANI, HANDEL, 
LULLY, LOG!, MOZART, PURCELL, RAMEAU, SCARLATTI, SORS, 
TELEMANN, VECCHI, WEISS, etc. 

SYMPHONIA VERLAG A.G., G. RICORDI & CO. LTD., 

Angensteinerstrasse 15, 271 Regent Street, 

Basle, Switzerland. London, W .1. 

15 
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'\ jl- ~ MI i, AN_' ITALY ~ :' 

CLASSIC GUITAR SUMMER COURSE 
Under the expert guidance of Mo. Miguel Abl6niz. 
Open to any guitarist, from beginner to professional. 

LEARN the most highly perfected technique, so that you will never have 
to re-start or correct faults. 

LEARN the art of fingering and LEARN .how to transcribe. 

For further information write to: 
Mo. MIGUEL ABLONIZ,Piazzale Giulio Cesare, 7, MILANO, ITALY 

mentioning possible dates of attendance. · •; 
(Telephone 480451) 

SEGOVIA IN QUINTET 
THE Quintet for Guitar and 

Strings by M. Castelnuovo
Tedes~o ·was broadcast from Hilver
sum, Holland on January 11th by 
Andres Segovia with the Rontgen
Quartette. 

"THE GUITAR REVIEW" No. 19 

T
HE task of compiling material 
for a Flamenco Issue has been 

s9 successfully accomplished by 
Vladimir Bobri and his collaborators 
that there will be sufficient for two 
i&sues- No. 19, now available, and 
No. 20, to be published in due 
course. 

· The guitar is so intimately linked 
with Flamenco that, even if one has 
no intention of attempting to play 
iri this manner, it should at least 
interest the guitarists to know some
tl]ing about it. 

In No. 19 the subject is presented 
iQ a way which evokes superlatives 
in praise. . Naturally, many 
readers of. "Guitar News are also 
readers of "The Guitar Review" 
which is ·published by the Society of 

the Classic Guitar, 409 East 50th 
Street, New York. , U.S.A. 

The subscription for 6 issues in 
U.S.A. is 6 Dollars, or in other lands 
5 Dollars. Subscriptions from 
Britain (and some other lands) may 
be sent through a bank or a large 
book store. 

NEWS FROM ITALY 
MARIO GANGI, one of the lead-

ing guitarists in Italy, took part 
in a concert at the Teatro Eliseo, 
Rome, on January 23rd, playing the 
guitar part in Paganini's 2nd Quartet 
in C major, Castelnuovo-Tedesco's 
Guitar quintet op. 143, and Boccher
ini's quintet for strings and guitar. 

Gangi gives many recitals and 
broadcasts- his engagement list for 
November read: " . . . 12th at 
Siracusa, 13th at Caltanissetta, 14th 
at Palermo, Sicily, etc. His pro
grammes included works by Purcell, 
Bach, Giuliani, Llobet, Rodrigo, 
Fortea, Villa-Lobos, etc. Press"' 
notices praise his artistry, bea,uty pf , 
s·ound, technique and brilliance, of . 
playing. · 

"GUITAR NEWS"-EARLIER ISSUES 
Only Nos. 27, 28 and 29 can still be supplied at ·9d. a copy, plus post~ge. 

All previous issues are completely sold out. · 



APRIL-MAY, 1956 GUITAR NEWS 

ON THE ORIGIN OF THE GUITAR 
by J. A. Burtnieks (U.S.A .) 

"There emerges, squalling, the Moorish "guitar" with its 
shrill voice and harsh notes". 

El Libra de Buen Amor (c. 1330) 

"An instrument in the shape of the guitar ... during the 
middle ages .. . represented the most perfect principle of 
construction for stringed instruments with a neck". 

The Encyclopaedia Britannica 

U. DISPOSING OF ORIENT AL LEGENDS. 

17 

Contrary to widely held views, Greek lyres and kitharas were not confined 
to the tiny city-states of Ancient Greece. The Greeks themselves were not so 
confined. They began colonizing Mediterranean Gaul (later Provence) as 
early as in c. 630 B.C., and such cities, as Nice, Antibes, Agde and Massalia 
(now Marseilles) owe their origin to Greek enterprise. By the 5th century B.C., 
to quote The Encyclopaedia Britannica, "Greek cities dotted the coasts of 
the Mediterranean and Black seas from Spain to Egypt and the Caucasus, and 

No. 3: Welsh Crwth 
of Late Vintage 

No. 4: Rotta, or 
Cythara teutonica 

already Greek culture was beginning to pass beyond the limits of the Greek 
race". In terms of musical history, this means that lyres and kitharas had , 
become cosmopolitan instruments. They were made even more so under the . 
Romans, who established themselves in Spain by 200 B.C. Two hundred 
years later, the whole of Western Europe, up to and including Britain, was 
under the Roman Empire, and lyres and kitharas had become the favoured 
instruments of this larger worlq. The Fall of Rome in the 5th century A.D., 
which was ' so disastrous for Greek learni11g and representative arts,,; did 
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nothing to abate the popularity of classical musical instruments. But, even 
as the Latin language, corrupted by local influences, underwent radical 
changes, so the classical instruments became gradually modified and eventually 
gave birth to new instruments. Thus Venantius Fortunatus, Bishop of Poitiers, 
writing in 594, reports that the Greeks and Romans, (settled among the 
Barbarians) are still addicted to their lyres and kitharas. At the same time, 
he mentions that chrotta Britanna canat (the Briton chants to the chrotta). 

Here, then, is a new instrument, chrotta in Latin (from Gaelic crote, 
Cymric crwth), derived from the classical kithara by the simple expedient of 
providing a finger board obviously dictated by the superior musical culture 
of the Celtic bards. Originally with no other structural alterations (although 
these followed later), it was a beautiful instrument (not unlike the modern 
reconstruction shown under No. 2). It remained in use for more than 1,000 
years, among the Welsh even as late as in the 18th century. (Vide No. 3, 
''Welsh Crwth of Late Vintage", after a drawing in The Encyclopaedia 
Britannica). Nor was it confined to the Celtic race: the English adopted it as 
crouth (now mostly remembered as crowd), the French as crout, the Proven9als 
as crota, etc. Most of these early chrottas, unlike the later Welsh instruments, 
were as nicely incurved as Apollo's kithara (shown under No. 1). (Vide, for 
instance, the Proven9al crota from a MS. of S. Martial of Limoges reproduced, 
under Fig. 38, p. 41, in Kathleen Schlesinger's Precursors of the Violin Family). 
However, beyond the Rhine, the original curves were early straightened out, 
with the body, arms and cross-bar built integrally, i.e. in one piece of a spade
shaped outline. In this form, often without a finger board, the instrument was 
known as rotta (although the mediaeval scribes were not consistent in 
distinguishing it from the bardic instrument). Its popularity among Germanic 
tribes is attested by Martin Gerbert who, in De cantu et musica sacra (9th 
cent.), frankly calls it cythara teutorrica. The oldest rotta in existence was 
recovered, in 1846, from a 7th century tomb of an Alemanian warrior in the 
Black Forest region of Germany. It is a somewhat narrow and elongated 
instrument, its back and sides hollowed out of a solid piece of wood, and 
appears to have been strung with six strings. (Vide No. 4, "Rotta or Cythara 
teutonica"). The name with certain principles of construction survives in the 
German either (or zither) of to-day. 

Here we have touched upon the initial stages of a momentous develop
ment that was to culminate in the European fiddle, parent of so many later 
instruments. In fact, The Oxford English Dictionary quite rightly defines the 
chrotta as "an early form of the fiddle", for all instruments derived from the 
Roman fidula (or kithara) may be acknowledged as fiddles. But it might be 
equally right to define it as "an early form of the guitar", for the Gaelic term, 
variously interpreted, strikes this author merely as a corruption of "kithara", 
adapted to the harsh articulation of the Celtic tongue. Indeed, in Latin texts 
of the period, the instrument is referred to impartially either as chrotta or as 
cithara. Hence all those terms (crwth, crote, crouth, chrotta as well as rotta 
and zither) may be regarded as etymologically identical with the later southern 
guitarra. 

From this point onward, the history of European stringed instruments 
would be quite straightforward but for two historic events: (1) the Muslim 
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invasion of Spain in the 8th century which, for a time, inundated Europe with 
alien Oriental bowls, and (2) the destruction, in the 13th century, of the 
brilliant Provern;:al civilization. Between these otherwise unrelated events, 
there seems to lie the most strategic period in the history of European music. 
At any rate, it can be shown that, about 1000 A.D., there was conceived the 
important instrument now vaguely and uncertainly referred to as a "fiddle". 
Furthermore, during the 12th century, as a result of the new "fiddling", there 
began to emerge our diatonic tonality. (No musicologist, howsoever facile in 
generalizations, has impiously suggested that these amazing developments 
were in any way due to the Moors of Spain , or to Phoenicians, Egyptians or 
Babylonians). However, the wanton elimination of the Provern;:al nation 
which, in the cultivation of music. had been so far ahead of the rest of Europe, 
produced a gap in the conti nuity of the story that was subsequently filled up 
with senseless legends. 

The most pertinaceous of these is the MOORISH LEGEND according to 
which both, the Renaissance lute and the "Spanish guitar", were Muslim 
importations. On first sight, the idea would seem plausible at least in regard 
to the lute whose name in sundry European languages derives from Arabic 
al 'ud. Unfortunately for the Moors, instruments of this type had already 
been known under the Roman Empire, and their relics have been found, not 
only in Italy (e.g. at Herculaneum), but elsewhere. Moreover, the Moorish 
"lute", with its puny neckless body, can hardly be regarded as a lute in the 
European meaning of the term. According to Curt Sachs, the elegant almond 
shape of the lute (in a considerably enlarged body) did not appear before 1500, 
while the evolution of the fretted neck took place between 1400 and 1520. 
As most Moors were expelled from Spain in the 13th century, with the rest 
following 250 years later, we must assume that the European lute was created 
by Europeans themselves. Moreover, as the Spaniards were frankly disdain
ful of Saracenic instruments and never went in for the European lute, we must 
assume that the latter was evolved outside of Spain. 

The case of the European guitar should be even less problematic, for its 
etymologic relationship to the kithara has always pointed in the right 
direction. Moreover, the adjective in Juan Ruiz's guitarra latina, so strange 
sounding for an instrument brought by the Moors or conceived in Spain, 
seems to leave no doubt that its authorship must be sought among European 
nationals outside of Spain. Yet so potent is the Moorish legend that even 
Grove's Dictionary of Music does not hesitate to state that "both name and 
instrument reached Europe through the Moors in Spain". But no proof has 
been offered by Grove's or anybody else that the Moors ever possessed such 
an instrument. Strange as it might seem, the Muslim culture of the period is 
extremely well documented . But their stringed instruments-of two prevalent 
types, the oval tanbur, derived from the Egyptian nefer, and the pear-shaped 
rebab and al 'ud, borrowed from the Persians- are found to be exclusively of 
bowl-like construction , alien to the genus of the guitar. Moreover, these 
Oriental instruments, born of a primitive conception of music, were clearly 
inferior to what Europe had already produced up to this time. The only 
Oriental import that was destined to enrich European music was the bow, 
invented by the Persians about 900 A.D., but its development into a worth 
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while device, to quote The Encyclopaedia Britannica, "began only from the 
. time it was a-pplied to the guitar". (This fruitful union was consummated 
,about 1200 A.D.). 

As far as facts are concerned, the Moorish legend of the guitar hangs 
•upon the dubious thread of a single instrument documented 600 years after 
the Moorish invasion of Spain. Juan Ruiz, in El Libro de Buen Amor 
(c. 1330), seems to give vent to derision in describing this instrument: 

Ally sale gritando la guitarra morisca 
De /as boces aguda y de Los puntos arisca. 

(There emerges, squalling, the Moorish "guitar" with its shrill voice and 
harsh notes). According to Emilio Pujol, quoting from La musica de !as 
Cantigas by Julian Ribera, this instrument had an oval sound-chest with a 
convex back and a longish neck, which stamps it as a representative of the 
nefer-tanbur family (for Moorish "lutes" had not yet acquired a neck at this 
early date). Thus the alleged Moorish guitar, often brought forward in 
argument, like a boomerang, recoils upon the legend makers. Yet such is the 
tyranny of a name that countless investigators, disregarding the evidence of 
their own eyes, have grasped at the straw of guitarra in the spurious "Moorish 
guitar" and thus missed the kernel of truth in the authentic "Latin guitar". 

· Where·a further "proof" of the Moorish legend is attempted, it takes the 
form of a fanciful genealogy, totally at variance with the findings of language 
students, that allegedly derives the name from "Egyptian" kithara through 
"Moorish" qitra or cuitra. No explanation is offered! how the Spaniards, 
from the corrupt Moorish term, arrived at guitarra, which is almost pure 
Greek, nor why they had to learn Greek from the Moors or Egyptians. The 
Graeco-Roman period in Spain had lasted for 1000 years (from c.600 B.C. to 
c.400 A.D.). Long before the end of this period, Spain was so thoroughly 
assimilated that, according to The Encyclopaedia Britannica, "its speech, its 
literature, its gods were wholly or almost wholly Italian" . (Emperors Trajan, 
'Hadrian and Theod6sius, although of Roman descent, were born at Italica 
near Seville; Seneca the Younger, Lucan, Martial and Quintilian were like
wise Spaniards, the first two born at Cordova). In fact, it is from Spanish 
~ources, namely, from Isidore of Seville (c.570-636), that we glean the only 
hint about the origin of the term (kithara meaning "chest-cavity" in the Doric 
dialect) as well as the important fact that fidicula in Latin (or fidula in Late 
Latin) was the Roman vernacular for kithara. 
· As for the spurious genealogy, deriving the name from Egyptian , Curt 
~acb's, in consultation with several Egyptologists, could only find the Semitic 
~enner, which occurs in Arabic as kannare and designates a lyre rather than a 
kithara or a guitar. But it appears that the plucked variety of rehab, which 
y, Islamic countries about 1000 A.D. came to be known as al 'ud (lute), 
qccasionally affected a corrupted Greek name in regions west of Egypt. (See 
? eitschrift f. Musikwissenschaft, Feb. 1919, p. 215 ff). This, then, is the 
5iCCret of the Moorish qitra: a purely local non-Arabic term confined to Spain 
~nd B,~rbary. I11: view of the above, it is safe to assume that, far from intt'o
d'ucing the term into Spain, the Moors obviously borrowed it from the 
Spaniards in order to apply it, not to a guitar of their own (for they had none), 
but to, a miserable Oriental "lute" which was thereby invested with a sort of 
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giory emanating from the superior European instrument. 
· 

1 Thus the Moorish legend · is found to be based, not on· facts of •musical 
history, bµt on the type of unscientific reasoning known •as post hoe, ergo 
propter hoe (after this, therefor¥ because of this). But attempts to supply a 
more cogent account of origins have often resulted in new legends, such as the 
Egyptian legend of 50 years ago (based on a "traveller's drawing" allegedly 

· made from a bas-relief of a guitar on an ancient tomb at Thebes), or the·more 
recent Byzantine legend (based on certain drawings in the so-called Utrecht 
Psalter allegedly copied , in the 9th century, from Byzantine originals). In
asmuch as these legends are being perpetuated in hastily written works of 
reference, let it be known that the "traveller's drawing" has turned out to be 
a fraud and that the Utrecht Psalter contains no guitar. In view of this, it is 
all the more regrettable that The Encyclopaedia Britannica, so reliable and 
up-to-date on most phases of the problem, should subscribe to the untenable 
view that' "the evolution of the early guitar from the kithara took place in 
the Christian East". The evidence of the Utrecht Psalter certainly do~ not 
support such a guess although it admirably illustrates several transition stages 
from a yoke to a neck instrument. No traces of such a transition have been 
discovered in the Christian East or elsewhere, excepting Europe where v1:1rious 
kithara 'derivatives , beginning with the bardic fiddle, were quite common 
since early middle ages. Therefore, we may rest assured that the fabulous 
East, Christian or non-Christian, had nothing to do with the evolution of the 
guitar from the Greek kithara. 

(To be continued) 

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/~) 

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 
l Bellini : Melody (Norma). 
Mendelssohn: Barcarolle Op, 10 

. No. 6. 
·paer : Romance. 
Ranieri : Malaguena. , 
Sor : Minuet jn 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 I 1· 

. 134 W ARDOUR STREET LONDON,' w_'i 
Teleph,one: GERrard 3742 ... , 

I 
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MEXICAN GUITARS 

M
R. JOHN C. TANNO, who wrote in "Guitar News" No. 24 about 
organising a Classic Guitar Society in Phoenix, A_rizon,a. has continued 
his activities for the classic guitar .in many ways-concerts, lectures. 

television appearances and airticles in the press. 
The Orpheus Club. of which he .is a member, recently visited Guadalajara 

in Mexico where a concert of vocal music was presented in the magnificent 
Gollado Theatre. 

Mr. Tanno visited two music stores in Guadalajara and played on a 
number of Mexican guitars. He says: "They are well-made but of very light 
construction. They are not Spanish guitars. They have a different quality 
a-nd the sound is of •a different timbre. The frets are thin and high off the 
finger-boaIXI and so are the strings. The action is soft. but shifting from low 
to high register is awkward because of the high frets and equally raised strings. 
The Mexican guitars do not have the scantling and strutting construction of 
the Spanish guitars. The sound has a tinkle-like quality, they lack the sonor
ousnt;.ss of the true Spanish guitar." 

NEWS FROM JAPAN 

A NEW monthly publication for guitarists "Notes on the Guitar" made 
its first appearance _in May 1955 and is being issued regulady from 
Tokyo. The editor is Mr. S. Ogura. It is. of course. in Japanese. 

A recital by the Japanese guitarist Yasuo Abe was given on November 
30th. The printed programme is quite outstanding. with notes about the 
guitar, the recitalist a-nd ·the music played. and also pictures of the 1955 
Segovia Guitar Course at Siena, Italy, in which Mr. Abe took part. His 
solos included Sarabande (Handel), Minuetto (Rameau). Air con Variazion 
(Frescobaldi). Suefio and Gran J ota (Tarrega). Allegretto and Fandanguillo 
(Moreno Torroba), Fantasie (Vinas), Prelude No. 1 (Villa-Lobos), Asturias, 
Granada and Sevilla (Albeniz). 

At another recent guitar concert Miss K. Kunifuji was the guitar soloist 
and there were items by a guitar ensemble-Club de Guitarra "Luna" con
ducted by Fujio Sakai. 

* * * * 
The first, 1956. issue of the Bi-mon,thly magazine for guitar, "Armonia" 

is a special Mozart number. 

S.C.G. CONCERT IN NEW YORK 

THE Cooper Union for the Advancemernt of Science and Art presented 
a COl1£ert by the Society of the Classic Gui1tar (New York) in the Grand 
Hall on January 20th. The audience numbered more than 1,500. many 

having to stand. 
The programme, which was in seven sections, opened with four guitar 

solos by Julio Pro}, foll-owed by Hans Uhldall's Little Suite for Two Recorders 
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and Guitar (guitarist- Max Shames). Nina Dova gave a selection of songs 
with guitar, and Sec tion IV displayed the guitar in ensemble with Vladimir 
Bobri and .Julio Prol (guitarists), Ralph Freundlich (flautist) and- for some 
Brazilian music- Nicolas Kovac (cavaquinho player). 

Manuel Gayol then played Overture, op. 6, by Carulli and Canadian 
Suite by Boyd Bennett. John Cosgrove sang Negro Spirituals and American 
Folk-songs with guitar and Carlos Montoya brought the concert to a close 
with Flamenco Improvisations. 

HOW WE SHOULD START THE STUDY OF THE GUITAR 

by Miguel Abloniz 

Part X 

SNAPS and SLURS (legatos). As most of the readers would know, in 
guitar pi,aying. notes am not only pr_oduced by striking with the righit 
hand fingers. A left hand finrger alone may put a string into vibration in 

two ways: (a) by falling on .it 'hammer-like' (slur) and (b) by striking it 'right 
hand finger-like' (snap). 

The legatos are not only nec~ry for playing guitar music but also 
constitute the best exercises for the development of the left hand technique. 
A proof is that even Segovia in his letter addressed to V. Bobri (published 
in the Reference Chart for the Oassic Guitar. edited by the latter) advises that 
'one cannot sufficiently :stress the importance of the daily practice of scales. 
arpeggios, legatos, etc., 1that is, of all t:he elements which coootitute the 
development of a sound and sure technique'. 

To describe the legaitos in an article that may not be accompanied by 
examples in musical notiaition, I :shall use numbers- zero for the open string 
and 1, 2. 3. 4 for the four left hand fingers: 

One finger involved Three ·fingers involved 
(l) 1, 0, l. 0, l. 0 ..................... . (11) 1,2,3.2,1, 2.3, 2,1, .......... .. 
(2) 2, 0. 2. 0. 2, 0. . ........ .......... .. (12) 2, 3, 4. 3, 2, 3, 4, 3, 2, .... .. .... .. 
(3) 3, 0, 3. 0, 3. 0. .. ................ . .. (13) 1, 2, 4, 2, 1, 2, 4, 2, 1, ........... . 
(4) 4. 0, 4, 0. 4, 0 ................. .... . (14) l, 3, 4, 3, 1, 3, 4, 3, 1, ........... . 

(15) 1, 2, 4, 2, 1, 3, 4, 3, 1, 2, 4, 2; 
1, 3, 4, 3, 1, ................. . 

Two fingers involved Four fingers involved 
(5) 2, 1, 2. I, 2.1. .................... . (16) 1,2.3. 4.3,2, 1,2, 3, 4,3,2, 1, 
(6) 3, l. 3. 1, 3, l. ................... .. 
(7) ii, l, 4. 1, 4. l. .................... . 
(8) 3. 2, 3. 2. 3, 2, ....... ............ .. 
(9) 4, 2, 4. 2, 4, 2, ................... .. 

(10) 4, 3, 4, 3. 4, 3, .................... . 
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At the beginning, practise the legatos all the time on the first string. Keep 
the fingers as parallel to the frets as possible, the hand still while the fingers 
alone move, the thumb in the centre of action, the wrist low and well ad
vanced. 
. Explanation: (1) When we let finger 1 fall with energy on the first string 
(slur), fret 1, it will produce an F; if now finger I pulls it (almost in the way 
a right hand finger aots) we shall hear an E. This, repeated many times will 
produce: F, E, F, E, F , E, ........ . 

(2) Repeat the same operation with finger 2 on fret II 
(3) Repeat the same operation with finger 3 on fret 111 
(4) Repeat the ame operation with finger 4 on fret IV 
(5) Place finger 1 (at first preferably on a narrow fret- for instance the 

Vllrth and gradually pass to the larger frets) and keep it still while finger 2 
will do slurs and snaps on the following fret. 

Do all the remaining exercises in the same spirit. Of course when 
exercising fingers 1-3 or 2-4 you let a fret free between them; for fingers 
1-4 you let two frets free bettween them. 

For those who may not yet know .it: here. these exercises are meanit to 
be done all the time by the left hand alone (without the in,terference of the 
right one) but in guitar music the first of ithe slurred notes is struck by the right 
hand. 

On reaching the first frets, for a complete exercise of all four fingers, 
forms from 5 to 16 may be practised also thus: 

(5) 1, 2, 1, 0, 1, 2, 1, 0, ...... . . . 
(6) 1, 3, 1, 0, 1, 3, 1, 0, ........ . 

etc. 
(11) 1, 2, 3. 2, 1, 0, 1, 2, 3, 2, 1, 0, ..... ... . 

etc. 
(16) 1, 2, 3, 4, 3, 2, 1, 0, 1, 2, 3, 4, 3, 2, 1, 0, ... ..... . 

Legatos on strings other than the first: All the previous exercises should 
also be practised on all the other strings. 

Having noticed (ever since I started the study of the guitar) that the 
descending legatos (snaps) were more difficult to do and resulted in weaker 
sound then the ascending ones (slurs), and attributing one of the causes of this 
to the special care one must take to avoid touching the immediately higher 
string (letJting it vibrate) with the internal part of the finger. afiter it has struck 
the string on which irt is playing. I have applied the principle of the 'apoyando' 
(until then used only for the right hand) also to the left hand. 

Just then as a right hand finger, after having struck a string (in the known 
conditions) falls on the adjacent lower string. so the left hand finger, after 
making a snap may fall on the adjacent higher string. This not only eliminates 
the risk of accidentally letting vibrate the ;1eighbouring higher string but pro-
duces the most powerful and precise snaps. · 

Of course, as the right hand fingers learn to play (according to the require
ments of music) 'apoyando' and 'non-apoyando'. so the left hand ones should 
be exercised to do the snaps 'apoyando' and 'non-apoyando'. 

Im·portant notes: 
(1) If the frets were prolonged beyond the lower edge of the finger-
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board (in their same straight direction) until they reached the player's correctly 
placed left hand, they should contact the palm more or less at the lines of the 
'heart' and of the 'head', as they are called in chiromancy. This means that 
all three phalanxes of the fingers must be kept higher than the fingerboard 
level (as in the piano technique). making thus possible the energetic, hammer
like and almost perpendicular to the strings aotion of the fingers . 

(2) Descending legatos (snaps) will never be perfeotly produced unless 
the finger which will stop the lower note is placed on the string before the 
finger which forms the higher note abandons the string. 

(3) More complex legartos are easily invented. Take for instance any 
chord with or without bitrre (even positions having absolutely no musical 
sense) and make snaps and slurs with any finger or fingers. The eight exercises 
described in article V of this series become very useful ' lega to exercises' too 
- with wirtnessing fingers. 

Thi s concl11des th e series 1111der this headi11g hut ,\fig 11 el ,ll,l6 11iz w ill co m111 e11 ce ·a new 
se·ries 011 tl1 e Art of Fi11ge ri11g i11 011r nex t issu e. 

GOOD WISHES 
WE feel sure that all guitarists 

will wish complete and speedy 
recovery to Franz Metta!, the guitar
maker, brother of the late Anton 
Metta! of Czechoslovakia, who is 
just recovering from a serious 
operation . 

CHELTENHAM CIRCLE 
MEETING 

MUSIC by Mozart was played at 
the February meeting of Chelt

enham Classic Guitar Circle in 
honour of the Bicentenary of the 
great composer. 

For the first time music by Boyd 
Bennett was played-a Gavotte 
(solo) and Conceit (duet). A tape 
recording of Mr. Bennett's Canadian 
Suite was played and enjoyed. 

Minuets from Handel's Aylesford 
Pieces, works by Coste, Tarrega, Sor, 
Fortea, Abl6niz, etc., were also 
played by Messrs. P . J . Gamble, D. 
Knapman, A. Humphries and W. M. 

Appleby. There were songs with 
guitar by Miss J. Prior and Mr. D. 
Phillips. Two very young guitarists, 
Judith and Lisa Bronowski 
(daughters of a well-known scientist 
and broadcaster) made their first 
appearance at the Circle. 

W. of E. SOCIETY MEETING 
C AT ALAN folk songs played as 

guitar solos and a Uruguayan 
Lullaby by Isaias Savio were 
featured at the meeting of the West 
of England Classic Guitar Society at 
Saltford, Somerset. Other music 
included studies by Spanish and 
Italian guitarist composers and a 
Minuet by R. de Visee played by 
Messrs. E. S. Roberts, D. A. Alex
ander, I. C. Derrick and D. Knap
man. 

MARCELO BARBERO 

W E regret to announce that 
Marcelo Barbero, the well

known guitar constructor of Madrid, 
passed away on March 6th. 

Space Problems! Several news items and also articles by Peter David and 
other contributors have been held over for next issue. 
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MOZART ANNIVERSARY PROGRAMME 

THE American Guitar Society. under '1he directorship of Vahdah Olcott 
Bickford commemorated the 200th Anniversary of the birth of Mozart 
(January 27th, 1756) with an all-Mozart programme at North Holly

wood. California. on January 28th. 
The concert opened with an Ensemble of Eight Guitars playing a Theme 

from "The Magic Flute" and a Trio from "Don Giovanni". Duets for Alto 
Recorder and Lute were followed by a group of four guitar solos played 
by Vahdah Bickford: Adagio. (trans. Mme. Sidney Pra,!Jten). Allegro (trans. 
M. L. Anido). Minuet (trans. R. Esenbel). Andan,tc Graziozo from Sonata 
No. 9 (trans. Vahdah Bickford). Luis Elorriaga then played the famous 
Mozart- Sor variations. This was followed by guitar duets and guitar and 
piano duets all played by Vahdah and Zarh Bickford. The former included 
"The Turkish Rondo" (trans. Fortea) and Minuet (trans. Vahdah Bickford). 
The guitar and piano duets were arranged by J. A. Nuske. 

The fia,al item was the Mailander Quartet. No. 1, in A major with guitar 
part composed by Zarh Bickford thus making a Quintet for Violins, Viola. 
Cello and Guitar. 

* * * * 
Other recent programmes of this aotive Society include its Festival Birth

day Concert (A.G.S. was founded in 1923), a 17th Programme of Contem
porary Composers and a Festival of Folk-songs with guitar. 

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). 

CHESNAKOV: Elemerrts of music and harmony in the study of the Classical 
Guitar. Theoretical and practical training in Modern Technique as a basis for 
developmen:t of artistic playing and for elimination of faults. self-acquired or 
installed by wrong teaching. Pro~ressive, selected studies. Few vacancies for 
students. 48a Cathcart Road. London S.W.10. (FLA 4354). 
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 
Corutinenta} instrument maker are available for repairs and restorations. 
Sydney Evans, The Viol.in Shop, Gothic Arcade. Birmingham 4. Telephone: 
CENtral 2295. 
SPANISH GUITAR CENTRE (Western Area): Privaite or class tu1t1on 
Segovia- Tarrega technique by Michael Watson. Strings, music. guitars 
stocked. 6 Gloucester Road, Bristol 7. (Tel.: 47256). 
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.: 
PRimrose 5366). 
EXCHANGE tape recordings, a Spanish guitar, music, folk songs, ideas with 
an Australian now learning in Spain. Miss K. Pope, 33, Courtfield Gdn., 
London S.W.5. 
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CLASSICAL MUSIC 
F R THE SPANISH GUITAR 

CLASSIC ALBUM arranged by A. Nemerowski 

EACH BOOK 4 '-
Book I. 

BocCHERINI : Menuet 
SCHUBERT : Moment Musical 
HANDEL : Largo 
BEETHOVEN : Allegretto 
BEETHOV EN : Bagatelle in D 
MENDELSSOHN: Allegretto 
CHOPIN: Mazurka in G min. 
CHOPIN: Two Preludes 
MENDELSSOHN: Song without Words 
SCHUMANN : Traumerei 

Book U. 
BACH : Sarabande 
BEETHOVEN: Bagatelle in A min. 
BEETHOVEN: Romance 
SCHUMANN: Little Study 
MOZART : Andante Grazioso 
RAMEAU: Rondo 
SCHUBERT: Menuet 
SCHUMANN : Album Leaf 
CHOPIN: Mazurka in A 
WEBER: Last Thought 

Book m. 
BACH : Sarabande 
HANDEL : Air 
HAYDN: Menuet 
BEETHOVEN: Bagatelle in A 
WEBER: Waltz 
BEETHOVEN: Menuet 
SCHUMANN : Cradle Song 
CHOPIN: Prelude in E min. 
CHOPIN : Mazurka in E min. 
SCHUMANN: Reitersttick 

NOVELLO AND COMPANY LIMITED 
160 Wardour Street, London, W.1. 
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VICTORIA KINGSLEY 
AT the Wigmore Hall, London, on 

February 27th Victoria Kings
ley presented a programme of five 
groups, four of which were with 
guitar- Shakespeare Songs, Lutenist 
songs of the 16th and early 17th 
centuries, Music from Spain, includ
ing two guitar solos- Etude in F 
sharp minor by Emilio Pujol and 
Tientos (Flamenco)- and Latin 
American songs. 

RECITAL IN TANGIERS 
THE newspaper "Espana de 

Tanger" of January 17th reports 
an outstandingly successful recital 
of music for two guitars at the Sala 
Bastianelli in Tangiers (North 
Africa). Ida Presti and Alexander 
lagoya were presented by the 
society "Les Amis de la Musique" 
to a large audience which expressed 
its delight at their artistry with great 
applause. 

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