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L. T. BRIDELL 

Photo 

M . A . (Cantab.) 

PRESIDENT 
OF 

I. C. G. A. 

Eric V. Ridge. 

FORTUNATE indeed is the organization which can find a really suitable 
person to occupy its office of President. The work of an active secretary 
and committee can be made so muoh harder and its effectiveness greatly 

diminished when the President is of the incompetent, egotistic or pompous 
type. 

Mr. Bridell has been President during the whole of the five years existence 
of I.C.G.A. In fact he was one of its founders. But he is also President of 
the local Classic Guita,r Circle, a much older organiz-aition founded in 1946. 

His suitability as President naturally stems from his personality. By 
profession a Lecturer and teacher of Science, he is a man of wide interests. 
These include music (particularly violin and guitar), ceramics (English, 
Continental and Far Eastern) and pictorial art, for he is a fine artist in oils 
and watercolour. 

In a word he could be best described as a 'connoisseur'-a man of culture 
and good taste in art. 

CLASSIC GUITAR REFERENCE CHART 
Designed by V. Bobri 

with a Message from Andres Segovia 
This conven ient wall chart shows at a glance exact position of every note on 
the actual size fingerboard , diagrams for correct playing positions of hands and 
body; valuable data on strings, guitar music , care of nails, etc . Indispensable 
for teachers and students. Price $1 .50 - Order d irectly from : 

V. BOBRI - 409 E. 50th STREET, N. Y. 22 , N. Y. 
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PLEASE READ THIS f 
New Subscription Rates for "Guitar News"-1.C.G.A. 

FIVE years ago "Guitar News" was issued with only 8 pages and without 
pictures, yet guitarists were willing to pay 5/- (75 cents) a year for it. 
But careful organization and increasing drculation enabled "Guitar 

News" to be improved and enlarged to 28 pages, witlh illustrations and pic
tures. However, recent increases in postage and printing costs have to be 
faced, and the Committee of I.C.G.A. felt that it was most desirable to main
tain the present standard of "Guitar News"-and even try to improve it 
further. It was therefore decided to raise the subscription ,rates-as so many 
other periodicals printed in Britain have been forced to do. 

From June 1st, 1956, the new rates will be: 
"Guitar News" (six issues, with or without LC.G.A. membership). 

FOUNDATION member 21/- a year ($3.00 U.S.A.) 
SUPPORTING member 14/- a year ($2.00 U.S.A.) 
ORDINARY member 7/- a year ($1.00 U.S.A.) 
SUBSCRIBER 7/- a year ($1.00 U.S.A.) 

The small increase wihl mean a better publication. It will contain pictures, 
but no music- as we consider that a matter for the music publishers. 

Subscriptions already paid will be honoored at the old rate. 

MY GOOD FRIENDS MARIA LUISA AND MIGUEL 

by E. R. Roveri (Italy) 

ALTHOUGH the persons in whose company I appear on the cover photo
graph of the present issue of Guitar News need oo particular intro
duction, I would like 1IO say a few words about them. 

As a resident of Milan I have had the opportunity 1IO meet and 1isten to 
a considerable number of concert guitarists. Since early after the last war, 
when I founded the Society of 1!he Guitar Friends of Milan, as soon as I learn 
thiat a well known guitarist plans to visit our town, I do all that irs possible to 
get in contact with him, considering it almost a duty towards the artist,' the 
guitar and the members of our Society to invite him (or her) 1IO give a reci~al 
for us. It is in this way that I fin91: met in 1952 Miguel Llobet's favour~ 
disciple Miss Ma,ria Luisa Anido, and since then, my wife and I have been 
accustomed to receive her yearly, Maria Luisa having chosen Milan as her 
',head-quarters' during her Italian tours; in 1953 she even held a short guitar 
course which I managed to organise for her in Milan. In the many times 
that we had the honour and pleasure to have M.L.A. as a guest in my house 
(it was during a recent such occasion that the photograph in question was 
taken) I had the opporturnity of noticing that it would not be easy to imagine 
a kinder and more modest person; her artistry is exceptional and to listen 
to her privately is even more deliglhtful than in concert halls. Miss Anido 
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hopes to visit again Japan (where in 1955 she gave about twenty concerts); 
this year after her brilliant Italian tour she was invited to play in Austria 
and Moscow. 

As to my other extraordinary friend Miguel Abioniz ('el tecniico de la 
guitarra' as I call him), although Guitar News readers must have formed an 
opinion about his profound knowledge of the guitar, I should like to add that 
he is indeed unique; instead of seeking to become 'a concert guitarist' only 
(for his playing is reailly that of a 'top-class one'), he has preferred to dedicate 
his time, or better his life, to study also composition, languages, drawing 
and to what he loves most: playing the guitar for himself and his friends, 
composing ·and transcribing, discovering things about this instrument and 
transmitting sound technical principles to his many pupils, always ins.isting 
on the point that techruique alone, without a serious study of music is never 
sufficient for conveying to the listeners emotiooal and spiritual pleasure. I 
could wriie many pages about Abloniz's •abilities; :for instance his copying 
and writing music from gramophone records! His latest achievement is an 
unpublished Gavotte by A. Scarlattli, magnificently recorded by Segovia, which 
I enjoy playing on: my guitar (made under his direction and having a perfect 
fingerboard that he measured and fixed . . .). Last year, in a holiday ~ 
spent together on the Dolomites, while I was painting a landscape he com
posed a charming Ohoro that he most kindly dedicated to me . . . Among 
the various guitar duets we play together, I particularly like his transcription 
of Bach's 1st prelude (the one that C. Gounod had the unhappy idea of using 
as a bass to his 'Ave Maria'); Abloniz most cleverly lets one guitar play the 
two first crochets while the other guitar continues by playing the six following 
ones. This magnificent work, which, because of its exteJ11Sion, it is TIJOt 
possible to ·transcribe fuithfuHy for one guitar, should be heard in this yet 
unpublished transcription, especially if recorded; the peculiar and sweet sound 
of the guitarn blend so nicely that they give the impression of being a single 
marvellous instrument . . . . 

BERBEN, Via F. Selmi No. 41, MODENA, ITALY, are the publishers 

of most of MIGUEL ABLONIZ'S original compositions and 

transcriptions and can supply any of his prublli:shed works. 
Write direct or order tbroulh music dealers, 

Pequena romanza, Tanguillo, Malagu.ena, Two capriccios, Minuetto, ChMo No. 1, 

Chdro No. 2, Soleares, Danza fiamenca, Bailecito, El noy de la mare, Beethoven's 
Romanza, Weiss's Suite in A, S carlatti's Gavotte (the last two items as copied from 
Segovia's records), Scarlatti's Minuet, Legrenzi's Giga (particularly liked by Ida 
Presti), Mazurka by F . Chopin am/. Gavotte et Musette by ] . S. Bach. Essential 
exercises for the left hand, 50 arpeggios for the right hana, the 24 diatonic scales ( itL 

an extremely simplified manner), and many other works in preparation. 
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PAGAN·INI 

AND 

BOCCHERINI 

By J. A. Burtnieks 
(U.S.A.) 

5 

FEW guitarists seem to realize that, among the Italians, the best music 
for the guitar was written, not by the renowned virtuosi of the instrument, 
such as Carulli, Giuliani, Carcassi, Legnani, Regondi or Ferranti, but 

by two men whose fame rests on other accompli&hments. Of course, so far 
as virtuosity on the guitar is concerned, Nicolo Paganini (1784-1840) probably 
was the peer of them all, although he circumspectly preferred the laurels of a 
violinist. No less an authority than Berlioz, himself an ardent admirer of the 
instrument, tells us that "Paganini, as a guitarist, was incomparable" and drew 
from it "unheard effects". Schottky, Paganini's contemporary and earliest · 
biographer, quotes evidence to show that "Paganini the guitarist was on the 
same level as Paganini, the violinist" and that Giuliani, howsoever "clever", 
had not Paganini's genius. Thus it appears that, while married to the violin, 
Paganini cherished the guitar as a mistress, and, as often happens, the mistress 
seems to have become his chief taskmaster. 

What other explanation is there for the curious fact that, out of five 
opera published during his lifetime, only one, Caprices, Op. 1, was confined 
to the violin, while no less than four encompassed the guitar? The latter 
com_prised 12 Sonatas for Violin and Guitar (Op. 2 and Op. 3), published by 
Richault, Paris (1805?) and 6 Quartets for Guitar and Strings (Op. 4 and Op. 
5), published by Ricordi in Milan (1821). The next publication, which 
appeared posthumou~ly, was Variazioni di bravura for Violin and Guitar 
(Schoenberger, Paris 1851), based on Caprice No. 24 of bis Op. l. When 
finally, in 1908, the bulk of his unpublished manuscripts came to light in the 
proverbial attic of an old house in Naples, it was found to consist almost 
entirely of guitar compositions. In addition to 140 smaller pieces for solo 
guitar (minuets, "sonatas", variations, etc.), obviously jotted down on the 
spur of the moment and mostly of little value, the attic yielded 9 quartets, 5 
trios and 28 "duos". Locked up in a small private museum, these works 
began to percolate into print shortly before the recent war. 

Neither the guitar virtuosi (nurtured on Spanish fare, often deficient in 
musical vitamins) nor the recording companies have yet discovered or 
evaluated this treasure-trove. It is true, there is an American disc (Romany 
1501) with Paganini's "sonatas" for violin and guitar (named so in the 
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meaningless 18th century sense in which Scarlatti used the term). But these 
short pieces, written for an importunate girl friend who affected to play the 
guitar, can give no conception of Paganini the incomparable guitarist, for all 
the plums therein belong to the violin. Paganini's best contribution to the 
guitar probably is his chamber music (trios and quartets) including the Sonata 
Concertata in A Major for Violin and Guitar (a true duo, wherein both 
instruments converse on equal terms). A veritable drawing card, destined 
for Mr. Julian Bream, seems to be Paganini's Grand Sonata in A Major for 
Solo Guitar (con accompagnamento di violino) written in •the true sonata 
form in three movements, for its "concertante" style presupposes a really 
accomplished guitarist. Most of the above works are published by Wilhelm 
Zimmermann in Frankfurt on tJhe Main. 

Luigi Boccherini (1743-1805), founder of the cello technique, became en
amoured of the guiitar during his sojourn in Spain . It is all the more 
remarkable as this happened before the "revival of the guitar", indeed, while 
Sor and Aguado, Paginini and Giuliani were in their teens. Therefore, apart 
from the vihuelistas of the 16th century, Boccherini must be regarded as 
the earliest composer for the six-string guitar. His most ambitious work in 
this direction was a Sinfonia concertante for Guitar, Violin, Oboe, Cello and 
Double Bass (a most intriguing ensemble) written for the Marquis of 
Benavente in 1799. Most of bis guitar compositions are lost or bide their 
time in Spanish archives, but twelve quintets for guitar and strings (two violins, 
viola and cello) were published in a garbled version by Leduc in Paris . 
Namely, the publisher commissioned a hack to transcribe the guitar part for 
a second viola (probably under the influence pf Mozart's famous qufotets which 
featured two violas). Fortunately, three of these "cello quintets" have come 
down to us ill! the original guitar setting and were published by Wilhelm 
Zimmermann: They are veritable gems of the old-world chamber music un
contaminated with eroded harmonies and atonalities of a world divided 
against itself. 

Quintet No. 1 in D Major was recently recorded by the Stuyvesant 
String Quartet with the Cuban-born American artist Rey de la Torre in the 
guitar part (Philharmonia 101; also Phonotapes 105 in the U.S.A.). Some
what baroque in style, but with a strong Spanish flavour (like much of 
Scarlatti), the genial music proceeds with effortless grace, but one imagines 
that more abandon on the part of the players would not have come amiss. 
In the last movement (significantly enough, a fandango), where the players 
let themselves go, the music, according to Harold C. Schonberg, music critic 
of the New Yark Times, "builds to such an exciting, irresistable climax that 
on~ is tempted to yell: Ole!" The disc will surely delight a1'1 lovers of the 
gmtar. It would be even more attractive, if the reverse side, instead of 
featuring a nondescript piece for a string quartet (without guitar) by Malipiero, 
presented us witJh another Boccherini quintet, a Paganini quartet, a Kreutzer 
or Diabelli trio, or what not. (The Schubert-Matiegka Guitar Quartet is 
available in three different recordings, one with Karl Scheit as guitarist). 
Once we venture beyond the circumscribed Spanish repertoire, the guitar turns 
out to be so well represented in chamber music, written more than 100 years 
ago, that there is no excuse for treating it as a "poor relation" that is charm
ing, but, alas, not quite respectable. 
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PAGANINI MUSIC PLAYED 

IN view of the above article readers 
wi'll be interested to know that 

seven of Paganini's Sonatas for 
Violin and Guitar were played at 
New York Town Hall on April 30th. 

The violinist Gerald Tarack in
cluded them in his recital pro
gramme, the guitarist being Julio 
Prol. We understand that an out-of
prinit French Edition. of the Sonatas, 
treasured by the Library of C:ongress, 
was photographed especially for the 
violinist. 

According to Louis Biancolli 
writing in the "New York World
Telegram and Sun"-"They are 
delightful, tuneful and even spark
ling-1hese vignettes for fiddle and 
guitar. Julio Prol accompanied ex
quisitely as Mr. Tarack ran off the 
violin line with ori~ tone and zest." 

LEARN ALL ABOUT 

FLAMENCO 
The GUITAR REVIEW 

Nos. 19 & 20 
entirely devoted to Flamenco. 
Articles, drawings, photographs, 
music, Gypsy lore. 

Price $1.50 each 

SUBSCRIPTIONS ACCEPTED: 

Nos. 19-24 incl. $6.00 
Nos. 19-20-21 - $3. 50 

Single Copies $ 1 .50 

Order directly from 

The GUITAR REVIEW 
409 East 50th Street 
New York 22, N. Y. 

Jost YACOPI 
Formerly of Barcelona 

:N_OW 
RIV ADA VIA 1188 

BUENOS AIRES 
ARGENTINA 

accepts orders for custom-made 

CONCERT GUITARS 

priced 100 guineas ; 
($300-$400) 

M. L. ANIDO's MODEL 
150 guineas 

($500) 

JOHN RUNGE AT GUERNSEY 

T HE Guild of Arts presented John 
. Runge (tenor) at the Little 

Theatre on Aprii 23rd in a recital of 
'Sorugs with. Guitar' which delighted 
the audience, and demonstrated the 
vast selection of songs which can be 
suitably accompanied on the guitar. 
They ranged from the 12th centrn;y 
oil!Wards and were drawn from many 
parts of the world, involving five 
languages as weH as several dialects; 
but as the "Guernsey Evening Press" 
reported: "John Runge has the happy 
knack of identifying himself com
pletely with the work he js perform
ing." 

Encores were vigorously de
manded at the interval and at the 
end of the recital. The press report 
of 1 ½ columns showed the keen 
interest aroused. 
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MUSIC FOR GUITAR SOLO AND WITH 
OTHER INSTRUMENTS 

ALBERT. Suite in Old Style .. 
BOCCHERINI. Quintet for 2 Violins, Viola . 'Cello and Guitar 
CALL. Easy Trio for 3 Guitars 

Trio for Flute (Violin), Viola and Guitar 
GIULIANl. Grand Sonata for Violin and Guitar 
GRAGNANI. Sonata No. 1 for Violin and Guitar 

Sonata No. 2 for Violin and Guitar 
Sonata No. 3 for Violin and Guitar 

KREUTZER. Trio for Flute (Violin), Clarinet (Viola) and Guitar 
MATIEGKA. Trio for Flute (Violin), Viola and Guitar 
PAGAN1N1. 26 Ori11inal Compositions for Guitar 

Grand Sonata for Guitar and Violin 
Sonata Concertata for Guitar and Violin 
Six Sonatas for Violin and Guitar 
Tenetto for Violin, 'Cello and Guitar 

RONGALLI. Suite in G 

3s. Od. 
8s. Od. 
6s. 6d. · 
61. 6d. 
8s. Od. 
6s. 6d. 
6s. 6d. 
65. 6d. 
8s. Od. 
8s. Od. 
7s. Od. 
7s. Od. 
6s. 6d. 

12s. 6d. 
8s. Od. 
3s. Od. 

NOVELLO AND COMPANY LIMITED 
160 WARDOUR STEET LONDON, W.l 

INTERNATIONAL COMPETITIONS AT GENEVA 

The jury for the Guitar Section of the 12th International Competitions 
for Musical Performers has been announced as foUows: -
M me. Luise Walker (Austria), M. Jose de Azpiazu (Spain), Julian Bream 
(England), Hans Haug (Switzerland), Dr. Hermann Leeb (Switzerland), Andres 
Segovia (Spain), and Alexandre Tansman (France). 

Already there are numerous enrolments from many lands. The last date 
of entry is July 14th-The Secretariat, Conservatory of Music, Geneva, 
Switzerland-will supply information. 

JULIAN BREAM'S NEW GUITAR 

During March, Julian Bream set out on a brief concert tour in Germany 
with a new guitar made especially for him by Hector W. Quine. This instru
ment was first used for a recital at Diisseldorf. Since then it has been heard 
in England, one of the first occasions being on April 14th at Oxshott Music 
Club, where Julian Bream delighted the audience with his rendering of works 
by R. de Visee, Handel, Cimarosa, Bach, Turina, Albeniz, etc. 

During April he gave four recitals in Liverpool- two of them at Liver
pool Parish Church. 
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WOTTA LOTTA MONEY! 
by Tim Verey (Timbuctoo) 

THI~ is not goinrg to be an outburst of 'righteous indignation' a:gainst those 
who sell third-rate guitars at first-rate prices. It just suddenly came 
into my head that mon·ey can sometimes be rather fanvastic when related 

to the guitar. 
Not many of us are lucky enough to find a forgotten Hauser hidden in 

the attic, so money butts into, the career of most guitarists from tlhe outset. 
There are many more guitars available in most oountries than thetre were 

a few years ago. Prices range from about £10 for a factory-made 'just-about
playable' guitar to a genuine Torres for about 22,000 pesetas (£220 approx.) 
It is good policy to obtain as good a guitar as possible kom the start. A bad 
guitar just isn't 'good enough to 1learn on'. 

* * * * 
There is a guitarist named Julian Remiro Ortiz. Actually he is an 

electrical mechanic and he lives in Bi1bao, Spain, ibut he has the right idea 
about the guitar. He bought a share in a Spanish National Lottery ticket for 
200 pesetas- and won ONE AND A HALF MILLION PESETAS! Naturally 
the press came to inrterview Seiiotr Ortiz and his wife, but the good lady 
protested that she did ruot even know that he had a ticket until the prize was 
announced. 

"That was because I hid it in my guitar," her husband said. And he 
added that he intended to make an expedition to Madrid with bis wire-to 
buy a fine new guitar ! ! ! 

* * * * 
Wailes is a glorious courutry where cycling is very easy going downhill

and walking is rather tirinrg goin,g up the other side! Some years ago a Welsh 
guitarist often used to cycle, with ibis guita,r on bis back, several miles from 
his home-town to a remote mountain vil'lage where, on a Saturday night, he 
would accompany the singing of the many grand old Welsh sonrgs whioh were 
sung with real musical fervour at ·the focal inn. On his return journey one 
hot summer everuing he stopped for a drink at a wayside 'pub' when two 
motor-coaches full of Welsh tourists arrived. They soon spotted his guitar
"Give us a tune!" Although he was anxious to reaoh home before dark he 
agreed to accompany a few of the beloved We1'sh songs for them. When at 
last he was mounting his bicycle to depart he was presented with the proceeds 
of a generous collection quietly made to reward him! He did not really 
want the money nor expect it, but it seemed ungracious to refuse, so he 
stuffed the hund,reds of coppers :into his pockets and rode off to the sounds of 
cheers and good wishes. The evening grew hotter, the hills grew steeper and 
the money grew heavier and heavier in his pockets until he cursed it-but 
what Welshman could throw good money away? He reaohed home at last
and spent most of it, quenching the most fiery thirst ever known in Welsh 
hrstory! 

Fantastic! Money can be Fantastic ! ! ! 
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GUITAR MUSIC 
From G. Ricordi & Co., 132 West 21st Street, New York 11, N.Y. , U.S.A 

The adaptation of some of Debussy's piano music for the guitar has 
been made by Mario Parodi. Three items are published together under one 
cover (BA 11234)-'Doctor Gradus ad Pamassum', 'La Filie aux Cheveux 
de lin' and 'The Little Shepherd'. Debussy greatly admired the guitar, so it 
is very appropriate that some of ihis music should be adapted for the instru
ment which he described as 'a harps,ichord, but expressive'. 
. Mario Parodi has also transcribed for the guitar Three Compositions of 
Chopin-Nocturne op. 15, No. 2, Vails op. 69, No. 2, and Preludio No. 21-
which are published under one cover (BA 11281). 

Three items ,bearing the name of A Sinopoli have also been received, 
BA 11255 is an original composition, Carnavalito, in Nortefia style; BA 11254 
is a transcription of the well-known Cradle Song (Cancion de Cuna) by 
Brahms; BA.11256 is Antonio Sin6poli's transcr,iption of 'Triste No. 4' by ithe 
Argentine composer J. Aguirre. On the back oover of this music is a list of 
Sin6poli's works for the guitai"'. It contains1 more than 50 original compositions 
and more than 50 transcriptioll'S, as well as Sin6poli-'s edition of the Aguado 
Method-'and a supplement to !that Method! 

Tomas Pomilio's arrangement of the celebrated Minuet by Mozart (from 
"Don Giovanni") comes suitably at a time when. Guitar Societies are honour
ing the 200th anniversary of that •great composer. This is Ricordi's BA.11237. 
Pomilio has also edited 'Six Little Caprices' (Seis Pequefios Caprichosr) op. 
250 by Legnani (BA 11240) and a ool!lection of '10 Composiciones Celebres' 
for guitar (BA11241) selected easy pieces by Sor, Carca:ssi, Paganini, Molino 
and Giuliani. 

Among new works especially written, for the guitar is "Gavotte et 
Musette" by Leonrid Bolotine. Mr. Bolotine is a violiniist whose playing has 
won high praise from the American press. His composition for the classic 
guitar is in 18th Century style. It is a pleasing morceau and not difficult to 
play. 

"Escarraman" by Mar~o Castelnu:ovo-Tedesco is •a suite of Spanish 
Dances from tlle 16th Century (after Cervantes) for guitac No. VI of the 
suite 'La Guarda Cuyda dosa' (The Soldier in Love) has been published under 
Ricordi's nrumber NY.1757. It was edited and fingered by the German 
guitarist Siegfried Behrend. An interesting and · more difficult work. 

Segovia's arrangement of Sor's Allegro from Sonata No. 2, Op. 25 is a 
classic work which is a 'must' for all guirtJarists. This edition is Rjcordi's 
No. NY.1740. 

* * * * 
"House of Ricordi" is the title of a fr1m in teohnicolor, which on March 

12th had its premiere at the Plaza, New Yor)c It includes the music of 
Rossini, Donizetti, Bellini, Verdi and Puccini in scenes from operas of these 
great composers. Filmed in Milan, Rome and Paris, the sinigers inclrude 
Renata Tebaldi, Mario del Monaco, Tito Gobbi and ltalo Tajo. 

This film serves as a reminder to music-1overs of the important part 
played in the lh.ist.ory of music by this wodd-famous firm of publiishers. 
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THE ART OF FINGERING 
by Miguel Abloniz (Italy) 

Part I 

T HE majority of guitar players, especially those in their first years, 
adopt the fingering that accompanies a guitar composition, without 
fully understanding it. 

The student who will take the trouble to study what follows should 
become able to understand if the fingering of a certain work is correct or 
incorrect and why; also, as a good part of the guitar music which is actually 
sold either contains printing errors, is fingered in a way deprived of science 
and principles, or is altogether left unfingered, having been written by com
posers who did not add the fingering in their works, he should learn how to 
correct and improve a work or a passage of it by changing its fingering and 
how to finger entirely an 'unfingered' guitar composition. Finally, he will 
enjoy and appreciate in its real value the fingering and the ingeniousness of 
some great masters. 

Talking of instrumental technique, we call good fingering the intelligent 
and logical use of the fingers for playing a succession of notes; When the 
instrumentalist, through study, correct tedhnique, experience, common sense 
and good taste learns how to choose tihe ri~t finger and string, to serve better 
a musical composition, he evidently makes of this an art. · 

Not long after I started the study of the guitar, realising the extraordinary 
importance that 'fingering' had in guitar playing, I searched for <t!he book 
or 'method' from which I might have acquired the necessary knowledge. 
When I found out tihat suoh a book simply did not exist (strangely enough, 
no guitar method that I know deals with 'fingering'), I thought that the only 
way for me to learn this essential chapter of guitar teohnique was by studying 
and analysing the works of some great masters. It is known that especially 
in matters of art (more than in any other hum.am activity) 'nobody ever made 
the law', yet, until one has acquired sufficient knowledge and experience (as 
they say in other words: when he may fly with his own wings) it is in his 
interest to follow the example of those who know more. This set down a 
new problem: who were to be considered 'great masters' ? I found the 
answer through my 'practical experience', by examining an infinite number 
of guitar works, comparing and testing all the different ways of fingering 
applied to a same (or analogous) musical passage. Before making a habit it 
is well to understand first, as faT as possible, if it is a good one, why it was 
created and if its adoption would be beneficial. In this long and patient 
study it has even been relatively easy, through examining in their chronological 
order of publicatri.on the works of the same master, to observe the evolution of 
his technical skill and artistry. 

To illustrate the present work, I have ohosen examples of fingering 
taken from works by Tarrega, Llobet, Pujol and Segovia. (Note: Guitar 
News No. 33 will contain one hundred musical examples, separately printed, 



12 GUITAR NEWS JUNE-JULY, 1956 

and the first of two articles commenting on them). Though Segovia alone, 
with his immense output, would have sufficed, it is good to remark and 
recognise that the majority of fue rules he adopts may also be found in the 
works of the other three, (t!hough not so definitely established and constantly 
applied). . 

Writing some years ago in another review about the future publicat10n 
of a 'guitar method' by Segovia, I said : "Although such a method would 
certainly by a revelation of great interest and help oo all, even without it 
(because Segovia himself told me recently that he does not even know yet 
when he will find the necessary time to sit and write it . .. ) this great artist 
has already given us almost everything in his published works (original, 
transcriptions and works composed by others and fingered by him). Almost 
the totaiity of the principles of a correct technique and writinig is contained 
in them; we only have to study them, to analyse them carefully, to try to 
understand why be does or avoids doing some tJhings. Presently guitar 
technique will have no more obscure points". 

* * * * 
After a pupil has studied for some time and has been taught the element-

ary rules of fingering, it is advisable to let ·him first try to 'finger' by himself 
a study or any other work within his technical possibilities and then ask him 
to explain his reasons; it is certainly better for him to spend some time in 
trying alone to finger his music and then, in case he was mistaken, suggest to 
him a better way, than let him have from the beginning the work correotly 
fingered. 

In a guitar work, frequently the student and the advanced guitarist may 
find a different way of fingering than the one printed (a thing I have always 
allowed my pupils to do, sinoe the fingering principles may be applied with 
freedom, in various ways, as we shall soon be able to notice); it should, 
nevertheless, be explained to them that a different solution does not necessarily 
mean also a 'better one', as very often, after some time of correct studying 
one discovers that the original fingering 'happened to be more suitable. 

Even the four masters I chose as 'models' in the present study, being 
human, may or may not have found the 'happiest fingering solution of a work 
(or a passage of it); notwithstanding the fact that someone else may render 
definitely better a work fingered by them (by using rules of fingering that they 
themselves have established and adopted in otlher works), their contribution 
in establishing the principal rules of correct fingering will always be great. 

* * * * 
It is known that things. not only seem different when seen by two persons, 

bu~ often seem so when seen by one and the same person in various periods ... 
I have numerous examoles, not only of myself, of finding different and. 

as at the time I believed , 'better' fingering for the same work, but also of 
Segovia. 

I remember how I had managed to finger bar 34 of Bach'·s little prelude, 
transcribed by Segovia in D, (Schott's G.A. 106), in an analogous way as bars 
31, 32, 33, that is by playing the arpeggio on the 4th and 3rd strings, thus 
avoiding to play the third and fourth notes on the same (second) string, and 
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then saw Segovia playing all the four bars in question in the 'first position', 
using only the first four frets in his Milan recital on March 30th, 1955. That 
is, it took even Segovia some decades ito realise that what he played since his 
youth with an elaborate fingering, could be improved by a simpler one ... 
Also, in a conversation the following day, when I was telling him how well 
done was his just published transcription of a Bach's prelude (Schott's 
G.A. 173) he interrupted me: "You know? " ihe said, "I have changed its 
ending; I now play it an octave lower ... " Though this last example con
cerns 'music' and not 'fingering', I mention it here to underline the fact that 
in Art this almost 'never-ending changing' is most natural. 

We have a lot of other Segovia examples, where we see him recording 
some music differing in some places from his own published version; the 
reason is that the recording and clle publishing did not take place in the same 
period. Lately I happened to read in some publication a recent letter by 
that great thinker Bertrand Russell, where he was criticising those who com
plained that he changes ideas about some things with the passing of time .. '. 

(To be ·continued) 

SUMMER SCHOOL OF MUSIC 
DARTINGTON HALL, DEVON 
AUGUST 4th - 11th 
JULIAN 

BREAM 
will teach guitar in private and in master-class and give recitals, solo 
and assisted by HUGUES CUENOD, tenor, GEORGE MALCOLM, 

piano and harpsichord. 

Other artists in nightly concerts : 
PARRENIN STRING QUARTET :: SALTIRE SINGERS 

BOYD NEEL ORCHESTRA 

Send 3d. stamp for illustrated prospectus to :-
THE SECRETARY, S.S.O.M., 19, BROOK GREEN, LONDON, W.6 

EDDIE BELL GUITAR HEADQUARTERS 
101 WEST 46 STREET, NEW YORK CITY, N.Y., U.S.A . 

• 
CLASSICAL CONCERT GUITARS: 

GIBSON-U.S.A. $165.00 and $275.00 
GOYA-Sweden-from $150.00 to $350.00 

CLASSICAL STUDENT GUITAR: 
MADURO-U.S.A. $33.00 

• 
Augustine Nylon Strings, in three gauges, and two colors, 

silver and gold . 
• All ACCESSORIES FOR THE GUITARIST 
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Catbtdral Strings 
Sole Manufacturers 
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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 NYLON AND TERYLENE 
281 1st Processed Nylon 
282 2nd 
283 3rd ,, ,, 
284 4th Wound on Terylene 
285 5th 
286 6th ,, ,, ,, 
287 Set (I each of above) 

2/- each 
2/3 
2/7 ., 
2/10 ,, 
3/1 
3/5 ,, 

16/2 per set 

BRITISH MUSIC (GN) STRINGS LTD., 130, Sharklewell Lane, London, E.8. 
ENGLAND. 

ALBERT V ALOES BLAIN 

ALLENS LANE ART CENTER, Philadelphia, U.S.A. presented Albert 
Valdes Blain in a guitar recital on December 17th to a capacity 
audience. His programme was: -

Suite in D R. de Visee 
Air with Variations .. . Frescobaldi 
Four Pieces J. S. Bach 
Andante Sor 
Barcarola and Canzonetta Mendelssohn 
Three Mexican Songs Ponce 
Playera Granados 
Torre Bermeja and Leyenda . . . Albeniz 
Tremolo Study Tarrega 

From a report we quote: "He plays with impeccable taste, his tone is 
of ravishing quality, clear, delicate and mellow. He is not only a master of 
his instrument but a musician in the true sense of this word". (A.K .). 

Mr. Valdes Blain played a similar programme, at the Greet1Jwich House 
Music School on December 2nd, when people had to be turned away. 

LISBON CONSERVATORY CONCERTS 

MANUEL CUBEDO di&tinguished himself in a series of three concerts 
of guitar music presented · by the students of Professor Emilio Pujol. 
At the first of these (February 23rd) he played a full recital programme 

of solos which included Pavanas (Sane:), Suite (R. de Visee), Prelude and 
Co111"ante (Bach), Sona,ta (Sor), 20 Variations and Fugue on the Folia de 
Esf)afia (Ponce), Minrueto (lvo Cruz), Noctumo (Moreno Torroba), 
SeguidiUas, 'El tres tambors' and Sevilla .(Pujol) and Ast\lil"ias (Albeniz). 

The second concert was given by,Manuel Cubedo (Spain), Maria Antonia 
Vierling (Portugal), Dan Grenhol:ro (Switzerland) and Regina Junquera 
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(Spain). An extremely interesting programme concluded with Trios for three 
guitars by Leonard de Call ;md Hindemith. 

At the final concert Cubedo was again the guitarist. His solos were 
followed by his participation in Vivaldi's Concerto for Guitar, Flute, Viola 
and Cello and the Schubert Quartet for the same instruments. The artists 
were Prof. Maria Isaura Pavia de Magalhaes (cello), Prof. Luis Boulton (flute), 
Prof. Fran90is Broas (viola), and Manuel Cubedo (guitar). 

ALEXANDER BELLOW AS SEEN BY HIS STUDENTS 

by 

Anne Bennett, David Charney, Harold Morris and Durant Robertson (U.S.A.) 

E
VEN in New York City, with its eight million souls, the number of 
qualified guitar teachers could probably be counted on the fingers 1, 2, 
3, 4, p, i, m and a. The four writers of this article, each for his own 

reasons, have ~hosen to study with Alexander B~llow, a guitarist who is, 
first and last, a musician, a man whose chief reward in his chosen profession 
is the knowledge that his influence extends beyond his students, and through 
them, to ever wider circles in which the classical guitar is slowly but surely 
coming into its own. 

What looms largest in our evaluation of Alexander Bellow as a teacher? 
For one, it is his knowledge of technique and his ability, amply demon
strated by his students' playing, to impart this knowledge. "Scales, scales, 
scales! "he is wont to say, and "Slow, slow, slow! " The right hand is never 
out of sight or out of mind, from the beginner's first lesson to the professional 
student's most ambitious performance. There is no excuse for scratching, no 
excuse for thin tone, for sloppy runs or jerky tremolos. Faithful practice of 
technical exercises is expected, is taken for granted, indeed, so that our 
attention can be put on the more important matters of the music. There is, 
actually, no contradiction in the fact that at one lesson, he will say: "Let me 
hear it clean, every note like a pearl! " and at the very next lesson, of the 
very same piece : "I don't care how many mistakes you make, but let me 
hear music! " 

For another, it is Alexander Bellow, the man, who inspires complete 
confidence, fulfilling in every respect this student's picture of the ideal 
teacher. He is a man who shows good taste in everything he does, not just in 
his playing and his musical preferences, but in his attitudes toward others and 
toward himself. He is a man aware of his powers and his limitations and not 
overly impressed by the awareness. He has, behind his patience, a steely 
grip on his students' attention. Should this waver ever so slightly he sees to 
it that the subject is immediately viewed from a fresh perspective. He is most 
agile in handling such problems as the greedy student, who habitually wants 
more material than he can handle; the lazy student who only pretends to work; 
the talented few who have the happy faculty of exhausting an unwary teacher; 
and ~he misfit, whose lot is not to play the guitar. 
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He can instil confidence in the least confident student, humility in the 
least humble. He himself presents a picture of calm determination, be seems 
always to be master of the situation. Unlike the mediocre teacher, he can 
talk about himself and get away with it. It is only a good teacher who can 
both charm and impart knowledge. It should be mentioned in this regard 
that a man who is at once a musician, an engineer, a linguist, a painter and 
formidable in all these fields, bas somewhat the advantage over mere 
technicians. 

For yet another, it is the remarkable depth and breadtib of Alexander 
BelloW's musicianship which makes him an outstanding teacher. He is not 
only an impressive guitarist, he is composer, arranger, conductor and per
former on several instruments, "the complete musician". In addition to his 
vast knowledge of music, his knowledge of the guitar and its literature is so 
complete that coupled with his awareness of each student's tastes and needs, 
he always seems able to suggest a new piece which fulfils several requirements 
at once- it is congenial, challenging but not too difficult, and so nicely con
sidered from the point of view of the student's current repertoire that it can be 
played as soon as it is mastered, as part of a well-balanced programme. 

His students who are themselves teachers benefit most of all from his 
accumulated knowledge of the literature and its availability, of arranging and 
fingering, of program-making and of every other aspect of guitar teaching. 

Still another view of Mr. Bellow might focus attention on his tireless 
interest in the present and future of the classical guitar, not just in his own 
studio, but throughout the world. A new student will have the agreeable 
sensation, within a few weeks of starting to study, that he has plunged into 
the mainstream of guitar activities. 

Alexander Bellow, because of the genuineness of his love for the guitar 
and the liveliness of his personality, not only informs himself of all that is 
going on in the guitar world, but passes on this varied and fascinating inform
ation to all his students. The gist of letters from guitarists far and wide is 
shared with students, news of new editions, of new publications, reminders 
of local recitals that should not be missed and so on. His students soon learn 
that they will not only receive news or the guitar world, but they will take 
their part in making some of the news. Under his inspiration and super
vision, they have recently organised a music and social group known as the 
Classical Guitar Circle. This group bas set itself the goal of presenting 
its members in one recital every six -weeks. The first two programs took 
place on Feb. 5th and March 18th, both of them very gratifying to all who 
dream of hearing more good music well played on our favourite instrument. 
Mr. Bellow himself performed at the conclusion of each program giving 
again the kind of inspiration by example and by doing that has already made 
a very sizeable contribution to the prestjge of the c1assica'1 guitar in this part 
of the world. 

PICTORIAL ENCLOSURE 

(Left to right):
Alexander Bellow and some of his pupils. 

Top Row: Robert Koff, Joseph Taylor, Robert Akeret, Vladimir Eitingon, Harold Morris. 
Second Row: Natalie Bellow, Alexander Bellow, Doris Bayer. 
Bottom Row: Norman Merems, David Charney, Joseph Bacon, Anthony Leonard. 
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NEW HI/FI (LP) VYNALITE GUITAR 
RECORDINGS 

12 inch diameter, each priced at $3.95 
obtainable from The Spanish Music Center. 

SMC-1002, GUITAR MASTERPIECES, introduces AL 
VALENTI, famous Italian-American guitarist, playing: Beautiful 
Dreamer, None But The Lonely Heart, Cavatina, Air, 'Berceuse 
(from Jocelyn), Carcassi's Etude, Solvejg's Song (from Peer Gynt 
Suite), Evening Star (from Tannhauser), Melody in F, Schubert's 
Ave Maria, and Fur Elise. 

SMC-1004, EL ARTE FLAMENCO (Andalusian Suite), in
troduces one of Spain's foremost Flamenco guitarists, CARLOS 
RAMOS, playing: Tientos, Soleares, Petenera, Guajiras, 
Zapateado, Malagueiia, Granadinas, Tremoleando, Fantasia 
Oriental and Seguiriyas. 

SMC-1005, EL ALMA DEL FLAMENCO (The Soul of the 
Flamenco). A vocal Flamenco recital with NINO ALMADEN, 
accompanied by JUAN MARTINEZ at the guitar, singing: 
Seguiriyas, Soleares, Fandangos, Milonga, Malagueiia, Aires de 
Huelva, Saeta, Tientos, Petenera and Tarantas. 

29 ORIGINAL GUITAR COMPOSfflONS, by Paganini, and 
recorded in SMC-1019 (Hi/Fi) 33 1/3 RPM, played by 
ANATOLE MALUKOFF, and priced at $3.95 

25 MELODIOUS STUDIES FOR THE GUITAR, Op. 60, by 
Carcassi, and recorded in SMC-1020 (Hi/Fi) 33 1/3 RPM, and 
played by ANATOLE MALUKOFF. Price $3.95 

Shipped post-paid anywhere in the world, 
with your remittance in advance, to: 

SPANISH MUSIC CENTER 
1291 Sixth Avenue, New York 19, N.Y. U.S.A. 

17 
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GRAMOPHONE RECORDINGS AVAILABLE IN BRITAIN 

Part 1. Long Playing Recitals 

Andres Segovia.-All 12" Records. Brunswick. 
AXTL1005-Romanesca (Mudarra), Prelude, Ballet and Gigue (Weiss), Prelude and 

Gavotte (Bach), Allegro (Sor), Song without Words-Op. 19 (Mendelssohn), Minuet 
from Fantasy Sonata (Schubert), Sonatina (Torroba), Leyenda (Albeniz). 

AXTL1010-Fantasia (Milan), Suite (Visee) (Prelude, Allemande, Bourree, Sarabande, 
Gavotte, Gigue). Variations on a Theme by Mozart (Sor), Allegretto and Gavotte 
(Handel), Bourree and Courante (Bach), Sonata (Giuliani), Homenaje (Falla), Etude 
(Villa-Lobos). 

AXTL1060-Pavana (Milan), Sarabande and Minuet (Handel), Ballet Music from Orfeo 
(Gluck), Sicilienne and Boumfo (Bach), Minuet (Sor), Prelude in A Major (Chopin), 
Romanza (Schumann), Andantino (Paganini), Waltz in B flat (Brahms), Prelude 
(Villa-Lobos), Madronos (Torroba). 

AXTL1069-Prelude, Gavotte, Chaconne and Loure (Bach), Minuet in C; Andantino; 
Minuet in D (Sor), Canzonetita (Mendelssohn), Prelude (Villa-Lobos), Sarabanda 
(Rodrigo). 

AXTL1070- Aria and Corrente (Frescobaldi), Capriccio Diabolico (Castelnuovo
Tedesco), Six Preludes (Ponce), Minuet (Rameau), Cavatina-Suite (Tansman), 
Nocturno (Torroba). 

Andres Segovia.--Columbia CX 1020. 
Side l . Sonatina (Ponce), Arada and Fandanguillo (Torroba), Fandanguillo (Turina). 
Side 2. Concerto for Guitar and Orchestra (Castelnuovo-Tedesco). 

Narciso Yepes. Decca LXT 2974. 12" Record. 
Spanish Music for the Guitar. 
Two Pavans (Milan), Folia (Sanz), Two Minuets; Rondo (Sor), Recuerdos de la 

Alhambra; Alborado- Little Musical Box (Tarrega), Leyenda; Malaguefia (Albeniz), 
Danza Espafiola No. 10 (Granados), Homenaje (Falla), Fandanguillo (Torina), Two 
Levantines (Espla), Melodia (Torroba), En Los Trigales (Rodrigo). 

Laurindo Almeida. Capitol CTL 7089. 12" Record. 
Guitar Music of Spain. 
Estudio 12 (Sor), Recuerdos de la Alham~ra; Caprich? Ara~ _(Tarrega), Garro~in; 

Soleares (Turina), Sevillana; Leyenda; Onental (Albe!]IZ), El circitlo rnag1co; Canc16n 
del fuego fatuo (Falla), Anecdote 2; Neblina (Segovia), Serenata burlesca (Torroba). 

Gustavo Zepoll. Nixa SLPY 142. 10" Record. 
Serenade; Zapateado Crillo (Nob!e), Minuett<;> in A (P_rado), Three Mexican Folk Songs 

(arr. Ponce), Doublee in B mmor; Prelud10 No. 1 m C (Bach), _Romance (Anon arr. 
Fortea), 16th Century Pavane (Sanz), 16th Century Pavane (Milan). 

List compiled by Peter J. Barnes . 

* * * • 
Enquiries should be directed to music stores and' gramophone record 

retailers. I.C.G.A. cannot give any further information or assistance in 
obtaining them. 
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ON THE ORIGIN OF THE GUITA.R 
by J. A. Burtnieks (U.S.A.) 

"La vihuela ... fue ... el instrumento acompafiante de juglares y 
trovadores durante el periodo romantico que llenan !as Cruzadas." 

Enciclopedia Universal Ilustrada. 

" ... Assigning to the guitar its true position in the history of 
musical instruments, midway between the kithara and the violin." 

The Encyclopaedia Britannica. 

III. CLEARING UP THE MYSTERY OF THE FIDDLE. 

19 

Once emancipated from Oriental legends, we are free to lo<;>k ar<;>Und for 
the first guitars, or their traces, in Europe. Nor do we look m_ vam. The 
very earliest representation, brought to light by Kathleen Schlesmger, dates 
from the 11th century and is found on a capital (head of a column) of the 
Abbey of St. Georges de Boscherville (near Rouen in France). The 12th 
century has bequeathed to us a number of guitars ·carved in stone, e.g. on a 
capital of the Cathedral of Chartres and on the famous "Gate of Glory" to the 

No. 5 : Guitar Fiddle 
or Bowed Guitar 

No. 6 : Lira da Braccio 
by J. Kerlino, 1452 

Church of Santiago de Compostella. (A cast of the latter can be seen at the 
Victoria and Albert Museum in London). More interesting than these is the 
Passional of Zwifalten (1180), a mediaeval manuscript of the Gospels, wherein 
St. Pelagia is shown twanging a rotta, while her servitor carries what looks like 
a four-string guitar. All these widely scattered instruments have the true 
"guitar shape", with middle bouts, or lateral incurvations, quite unlike the 
near-rectangular shapes (contaminated by Moorish workmanship) ,that appear 
in later Spanish manuscripts. This beautiful shape probably was the chief 
reason why the early guitar was so frequently reproduced. In its finest 
specimens, for instance, as depicted by the painters of the qu&ttrocento, it 
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looks like a living thing, bearing an unmistakable resemblance to the torso 
(hips, waist and shoulders) of a young and somewhat plump girl-a veritable 
Venus of Milo among the stringed iµstruments of the period. 

If we are familiar with the science of musical acoustics, we shall realize 
that the girlish curves of the guitar are not optional, for the characteristic 
sound of an instrument is determined by the size as well as the shape of its 
resonance cavity. This means that, without the "guitar shape", there are no 
guitars. On the other hand, wherever we find the true guitar shape in a 
plucked instrument of the general size of the guitar, whatever the number of 
its strings or the method of their attachment, there is a genuine guitar for you 
even if, for one reason or another, it be disguised under a different name. (The 
Portuguese, as you may know, to this day refer to the guitar under the old 
name of violao. Yet it is a genuine guitar for all that). 

However, there are those who are misled by this very shape. If there are 
lateral incurvations, they argue, the instrument must have been used with a 
bow or derived from an earlier bowed instrument. Accordingly, they opine 
(for it is nothing but an unsupported opinion) that the guitar is a descendant 
of the fiddle, namely, of the "later fiddle" usually associated with the trouba
dours (eine Umbildung der spiiteren Fiedel, in the words of Curt Sachs). While 
such a view definitely places the origin of the guitar in Europe it, nevertheless, 
rests upon a misconception that makes the troubadour fiddle synonymous with 
a bowed instrument. It can be shown that, up to about 1200, the only bowed 
instruments were the "squalling rebabs" with their derivatives of bowl-like 
construction.· As for the troubadour fiddle, an instrument "in the shape of the 
guitar", for the first 200 years of its history (c.1000-c.1200), it was1 used 
as a plucked instrument pure and simple. When an improved bow was finally 
applied to it, ithe troubadour fiddle was used ambivalently, i.e. both as a 
p1ucked and as a bowed instrument, for further 300 years (c.1200-c.1500). 
Thereupon jt became extinct, having been replaced by the Italian vio1 (as a 
bowed instrument) ·and the Renaiss,ance lute (as a plucked instrument). The 
only country which resisted these changes throughout the 16th century was 
Spain, whose fiddle (vihuela) continued as an ambivalent instrument well into 
the 17th cellltury. 1n view of these incon~overtible facts, the "guitar shape" is 
seen to have been anterior ro the bowed fiddle (as distinguished from the 
unrre~ated bowed rehab). 

Bu~ what was this plucked instrument "in the shape of the guitar", 
documented between c.1000 and c.1200, if not a guitar? At any rate, in the 
present usage, there is no other term to cover the case, for the term "fiddle" 
is misunderstood to such an extent that it is worse than useless. It is for this 
reason that The Encyclopaedia Britannica, on the brink of a great discovery 
that, however, eludes it, proposes to call the later bowed instrument a "guitar 
fiddle", explaining that "thel bow was applied to the guitar, which then 
became a guitar fiddle". (Vide No. 5, "Guitar Fiddle, or Bowed Guitar", 
after a painting by Ambrosio de Fredis at the National Gallery, London). But 
as no structural changes were involved, the composite term is really super
fluous. At any rate, the troubadours did not change the name of their 
instrument on adopting the bow. 

As for the guitar shape, the puzzle is easily resolved if we recall the 
musical tradition of Europe, beginning with the Greek kithara. In its most 

.. 
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elegant form, the kithara appears to have been always beautifully curved. Its 
curves obviously derived from the natural curvature of ram's horns that had 
originally served as arms or supports of the yoke. When, at a later date, 
wooden arms were adopted, the curves were often preserved because of their 
aesthetic appeal. For similar reasons, they were perpetuated in the bardic 
fiddle, as countless illustrations show, although they were dispensed with in 
later instruments. Thus, about 1000 A.D. , when the first guitar was conceived, 
there were plenty of instruments that affected a sort of waist. In fact, beauty 
of outline seems to have been the distinguishing feature of European instru
ments in complete contrast to the undifferentiated shapes of the Oriental bowls 
whose appeal to the eye consisted in gaudy ornamentation. What wonder, 
then, that the guitar, "having been derived from the kithara, both structurally 
and etymologically", partook of this elegance? 

Of course, we must view such a derivation in the proper historical 
perspective. Thus, when Kathleen Schlesinger envisages the creation of the 
guitar as "grafting a self-supporting neck upon the sound-chest of the kithara", 
she naturally means the kithara of c.1000 A.D. By this time, the lyre, as an 
inferior instrument, had become extinct under the impact of related Oriental 
bowls. The kithara chiefly survived in its numerous descendants, the most 
important of the latter being the bardic fiddle, or chrotta, which must be 
regarded as the immediate precurso:rl of the guitar. The idea of a self
supporting neck, already realized in the Proven~al cittern, but not in the 
Moorish lute, may have been suggested by the nefer-tanbur family of instru
ments, but not necessarily so. The finger board, which had been an 
outstanding feature of the bardic fiddle since the 6th century, was, in fact, an 
incioient neck, although it lacked the strength to stand alone. Once such a 
device had proven its worth in practice, the appearance of a real neck, with 
the consequent elimination of the yoke, was but a question of time. The 
creative effort lay, not in these logical and unavoidable alterations, but in the 
stroke of genius that succeeded in preserving the curved elegance of the shape. 

Of all European countries, Britain alone seems to have been reluctant to 
embrace the new instrument. Thus Richard the Lion Heart (1157-1199). 
before bis accession to the throne of England in 1189, is known to have 
olaved the English crouth in competition with Provencal troubadours who 
had "their own fiddle". What the latter was, is revealed by Giralt de Cabriero, 
a Catalan trobador of the 12th century: 

Apres se levan Ii juglar; 
Cascas se volt faire ausir, 

L'us mena harpa, l'autre viula. 

(Then the gleemen arise; each wants to be heard, one handling the harp, the 
other the viula). This, then, is the name under which the instrument, 
variously known as guitar, fiddle or even guitar fiddle, went in the country 
of its origin-Provencal viula, undoubted parent of French viele, Spanish 
vihuela, Portuguese violao and even of the much later Italian viola, from 
which the name of the violin is derived . When the troubadour guitar had to 
be mentioned in English the term "fiddle" (or rather its Middle English 
equivalent, "fidhele") was felt to be an adequate translation. And so it was, 
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for all these terms can be traced to the same source. Yet so bewildered are 
the musicologists of to-day, when confronted with "fiddle" (a name, it seems, 
without an instrument), that they are prone to go off upon tangents more 
fantastic than the Moorish legend. Thus an internationally famous German 
scholar, who shall remain unnamed, goes so far as to look for the origin of 
the name in the Yeniseian dialect of the Samoyeds of Siberia who, in this 
20th century of ours, beat a drum yclept fedhilo. 

Perhaps, nowhere else is the etymology of this much abused term 
plainer than in the Historical Grammar of the German language: Modern 
fiedel leads back to Middle! High German videle (which is identical with 
Middle Dutch vedel and later vee[), and this ,leads directly to Old High 
German fidula, which is pure Latin, namely, Late Latin (300-700), wherein 
it had replaced the more bookish fidicula, Roman vernacular for the kithara. 
There can be no doubt that English fiddle, from Middle English fidhele (or 
even fidde[), leading back to Old English and Anglo-Saxon forms, variously 
spelt, as fithel, fythul, fedhel(e), etc., has the same origin, for, after all, the 
Romans did land in Britain. The oldest forms, following the Roman usage, 
undoubtedly referred to the classical kithara, whereas later variants 
legitimately applied to its descendants. Now, in South Europe, where Latin 
remained a living tongue till the new Romanic languages had emerged, the 
above derivations were made obsolete through Vulgar Latin (700-1200), 
wherein fidula first became vidula and finally vitula. (To derive the latter 
from vitulus, calf, or vitulor, frisk about like a calf, as is done by Webster, 
is a sign of deplorable scholarship). According to Larousse, the Latin term 
in the Pr~ven9al region, by a simple transposition, became viutla and then, by 
a natural elision, viula. At any rate, it seems to be perfectly clear that Pro
ven9al viula, with its southern derivatives ( viele, vihuela, violao, etc.), is 
etymologically identical with English "fiddle". 

As for the controversial "Spanish" vihuela (controversial only because 
it survived so much longer than other fiddles), Spanish etymologists frankly 
admit that the name was borrowed from Old Proven~l. As the instrument 
undoubtedly preceded the name, the "Spanish" vihuela turns out to be a 
Proven9a,l instrument, like other European fiddles of the troubadour- period. 
Indeed, 1lhe Spanish Enciclopedia admits as much by stating that, "during 
the romantic period of the Crusades", it had been "the instrument of gleemen 
and · troubadours". The only Spanish contribution was its alternative name, 
guitarra, bestowed upon the troubadour instrument for the same reasons 
(namely, the popularity of the kithara tradition) which had dictated .the name 
of cittern ("little kithara") for an earlier Proven9al instrument, unacceptable 
to the Spaniards because of its Saracenic outline. When the Proven9al term, 
as a result of troubadour activities, had acquired unusual dignity, it became 
current in Spain wi~out, however, displacing its Graeco-Spanish competitor. 
Thus arose the dual nomenclature, which has misled investigators for 
centuries. · To the Spaniards, however, with their long Graeco-Roman 
tradition, both names were easily compatible, for they derived from a similar 
duality in · the Roman usage. · 

That there was no essential difference between Spanish guitars and 
Spanish vihuelas is attested by no 'Less an authority th:an Juan Bermudo, 
author of Declaraci6n de Instrumentos (1549). He concedes that you turned 
a guitar into a vihuela by merely adding two chords (double strings) and a 
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vihuela into a guitar by dispensing with two chords. In other words, while 
the vihuela figures as the more advanced instrument. structurally the 
distinction between the two was without a difference. · Accordingly. Emilio 
Pujol, in his Escue/a Razonada, defines the vihuela as a "larger guitar", une 
guitare plus grande dans sa taille. The Spanish Enciclopedia, not only refers 
to it as a variadad de la guitarra, but points out that it was the vihuela rather 
than the more retarded guitarra that eventually led to the modern guitar. 

As the inferences arrived at are extremely important, let us recapitulate. 
We have established, first, that the "Spanish" vihuela was really a fiddle; 
second, that this same "Spanish" vihuela was a guitar. From this, it follows, 
with mathematical certainty, that the fiddle was a guitar, and vice versa. 
What if the fiddle was not known under the alternative name outside of 
Spain? In Latin manuscripts of the period, it was often called cithara, and 
Larousse complains that the Latin scribes refer to the guitar under the same 
name (designent meme la guitare sous le nom de cithara). But the Latin 
scribes obviously knew. the instrument whereof they were writing. When 
the lute hysteria of the 16th and 17th centuries bad subsided, the erstwhile 
troubadour fiddle, which bad managed to survive in Spain and Portugal, once 
more reappeared in the rest of Europe. But, owing to its Graeco-Spanish 
name (made preferable by the presence of viols and violins), its identity with 

· the now forgotten fiddle (erroneously remembered only as a "bowed 
instrument") was generally overlooked. 

The significance of re-establishing this forgotten identity is that the 
guitar, hitherto a sort of waif among musical instruments, suspected of 
Oriental bastardy, finally becomes co-ordinate with the general history of 
European music. As the instrument which has helped to evolve our diatonic 
tonality, the guitar acquires a dignity out of all proportion to its prevalently 
amateur status of to-day. Moreover, according to Kathleen Sc;hlesinger, "we 
pay a well deserved tribute to the guitar as the parent or precursor of the 
violin", which was evolved, not out of the Italian viol (which had departed 
from the true guitar shape), but out of the Italian "lira", most advanced form 
of the bowed, guitar outside of Spain. (Vide No. 6, "Lira da braccio by J . 
Kerlino, 1452", after an illustration: in Grove's Dictionary). 

(To be concluded) 

A CONCERT IN MOSCOW 

VIA Finland comes news of a 
chamber music concert ini Mos

cow on November 25th, 1955, which 
included Schubert's Quartet (flute, 
violin, cello and guitar) and trios for 
flute, viola and guitar by Matiegka, 
Beethoven and Weber. The guitarist 
was Alexander Ivanov-Kramskoi. 

MRS. DOROIBY GOW 

WE regret to learn of the death 
of Mrs. Dorothy Gow of 

London, an 'aficionado' of the guitar 
and a talented exponent of Spanish 
music on :tihat instrumerut. Mrs. Gow 
was the daughter of the late William 
Willett who introduced 'Daylight
saving'. 

MANUEL M. PoNCE-1<1 correction . Owing to a misunderstandi,ig Ponce was; stated to have 
studied the guitar 'as an executant' (G .N. No. 30, p.3). Sr, Gmo. Flores Mendez informs 
us that Ponce studied the execution (technique), but he did ,iot actually play the instrument. 
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VILLA-LOBOS TAKES A BOW 

DURING the secop,d of his two 
New York Town Hall recitals 

on February 25th, Andres Segovia 
played Study jn E major and Prelude 
in E minor by Heitor Villa-Lobos. 
The great Brazilian composer was in 
the audience and was given a tre
mendous ovaition when Segovia 
indicated him. 

How we a111. wish we could have 
been there to join in the cheers, for 
surely oo other composer has ever 
delved so deeply into the spirit of 
the guitar and displayed its musical 
wonders with such artistic resource
fulness. 

The Town HaU was fiHed to 
capacity and the music was-welil, it 
was Segovia- what higher praise is 
there? 

* * * 
From Tacoma, Washington, come 

reports of a Segovia recital on 
January 27th at the Pacific Lutheran 
College. In an interview with Karl 
Weiss of the "Tacoma News 
Tribune" Segovia gave his reason for 
not wishing to give a talk before a 
student gathe,ring: "An artist slhould 
remain a mystery. He should just 
play"-he said. 

The ,audience ell!joyed a three-part 
programme and then clamoured for 
e~core items, which were graciously 
given. The first part of this prog
ramme consisted entirely of works 
by Ferdin:and Sor. 

IN AUSTRALIA 

IT is good to hear of the classic 
guitar being taught in Australia. 

The. . teacher is an experienced 
mus1c1an, Fred Butler, and such is 
his success that he is now looking 
for a larger studio in Sydney. 

DARTINGTON HALL 
THE Summer School of Music at 

Dartington Hall, near Totnes, 
Devon, will combine the benefits of 
musical enjoyment and education 
with Vhe pleasures of a summer 
holiday in a very beautiful part of 
England. Already we hear of 
guiwists eocolling for the week 
(Aug. 4th to 11th) when Julian 
Bream will be there to perform and 
to instruct advanced students. It is 
not at all expensive and those who 
crun. take part in this Summer School 
are in for a really wonderful 
e~perience. 

RECEIPTS 
RECEIPTS for amounts of less 

than 14/- ($2.00) wili in future 
be en.closed in the foHowing issue of 
"Guitar News". 

NYLON STRINGS FOR THE 
CLASSICAL GUITAR 

World'• finest strings, Used by 
leading artists. Hand made for 
utmost precision . Available in 

silver plated or pure silver 
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. 
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DEEP THOUGHTS ABOUT GUITAR CONCERTOS 

by Peter David (Britain) 

THE large woman in front of me eased .her fur coat from her shoulders, 
and fidgeted into a position comfo~able enough to last her through the 
second movement of the Castelnuovo-Tedesco concerto. 

Segovia, head slightly bowed, waited patiently for rthe suppressed. cough
ing, the programme rustling, and the feet shuffling to subside. At last the 
auditorium was still- so still that rthe woman in frorut was heard within a five
yard radil!S to whisper to her husband: "He really has a nice rtone. What a 
pity it is so hard to hear!" 

Quite naturally I was horrified and shocked to think that all Segovia 
represented to the woman, and presumably many orthers in his audience, was 
some degree of "niceness". But it was not until I was comfortably seated 
before the fire at home,. thinking back over the concert, that I realized there 
might be someithing in what the woman said. 

I refer, of course, not to rthe "niceness" of Segovia's "tone" but to the 
evident impossibility of hearing vt to the best advantage in average concert 
conditioTuS, even with the most delicate orchestral direction. 

Now let it be said that the above-referred-to conditions were probably 
a little worse than average. 

For a start the concert was held in an English South coast theatre of the 
gilt and red-plush variety, ideal no doubt for a stirring Sousa march, but not 
so good for the gentler appeal of the guitar. And then there was the wretched 
motor-cyclist who chose that very afternoon to practise his gear-changing 
outside the theatre. It rarther reminded me of the occasion at a Haslemere 
Festival when Wa1ter Gerwig was forced to stop half-way through a French 
suite for lute by Bach when the local authority decided to test its newly
installed fire siren. Fonunaitely Segovia was saved from a similar fate by an 
enraged theatre manager, who lost no t_ime in shoo-ing away the offending 
motor-cyclist! 

I suppose it would be sacrilege to suggest the use of a suitably concealed 
microphone to prevent the loss of thei guitar's small voice against the orchestral 
background, but on the other hand no one objects to the microphone in 
recordings, when the guitar comes through loud and clear every time. 

Again, one may prefer to regard the sotoist in a concerito for guitar in 
much the same light as the soloist of Vivaldi's time-more of a privileged 
member of the orchestra ·than a "star" in his own right. 

If one adopts this approach the mere thoughit of a microphone, with jts 
hideous, Tin Pan alley associations, is something almost physically repellent. 

Of course, my remarks :apply only to the guitar _in i~ association, with the 
modern orchestra. No one, I trust would suggest rthe amplification of the 
guitar as a solo instrument pure and simple. 

Whatever the ethics of the matter, I ,think there is a danger that the guitar 
concerto will be assumed by a large seotion of the music-loving public to be 
the principal reason for the guitar's claim to recognition as a "legitimate" 
instrument. 

In his recent tour, for instance, Segovia was billed as appearing with this 
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or thart orchestra (no disrespect intended) when surely a recital by Segovia 
alone would have been prefer,able. 

I rather thi111k the whole problem would solve itself in no time if there 
were greater opportunities for the education of the public in matters touching 
the gruitar. 

Something after the style of "des Notes ·sur la Guitarre" would be ideal 
if the B.B.C. wo•1,1ld only be persuaded to adopt such a policy. 

But as they probably never wil'l, we shall have to contenlt ourselves with 
"Uncle Bob"-five minutes on Mondays, 15 minutes on Tuesdays-provided, 
that is, fue interference does not make listening impossible . 

. RECITAL AT BRISTOL 
AT the Museum Lecture Theatre, 

Bristol, on March 15th a recital 
of guitar music was given by the 
young London guitarist John 
Williams. His programme opened 
with works by Kuhnau, R. de Visee, 
Handel, Bach anrl Weiss. After the 
interva!l he continued with Ponce's 
Variations and Fugue on the Folias 
and solos by A1beniz, Crespo and 
Granados. 

RENEWALS AND REMINDERS 
A REMINDER notice will be en.-

closed in the last but one issue 
and a final notice in the last issue of 
a series to which a subscription en
titles you per year. It is therefore 
advisaible to renew promptly. Over
seas readers are advised especially 
to r,enew wl)en firm reminded as no 
further remindern will be sent 
through the post. 

ABOUT OUR FINGERBOARD 

by Miguel Abloniz (Italy) 

I NOTICED with sincere pleasure that my writing about the 'fingerboard' 
(G.N. No. 23) has roused the interest of many competent people on the 
subject; I have indeed received many letters and for the benefit of all 

"Guitar News" readers I intend to mention parts of some of them hereby. 
Besides having dedicated all my time to the guitar ... I also know that 

it is with the contribution of many that mankind has reached and is con
tinuously reaching higher and higher levels in an infinite number of thoughts, 
sciences and arts. 

Our main object then being the advancement and improvement of the 
guitar in general (its construction, its technique, the quality of its music, the 
place it deserves to occupy in the musical world), each step forward gets us 
certainly nearer to perfection, to the 'ideal' ... 

My interest in the fingerboard started many years ago, when I first noticed 
that it was not possible to tune a guitar 'perfectly', on its entire extension. 
Searching for the cause I found that all the guitars I managed to check had 
more or less the same error of construction : in the centre between any con
secutive twelve frets they had not the fret which serves to form the interval of 
the higher 'fourth' (5 frets + 7 frets = an octave). This then is what I tried 
to make: a fingerboard whose any five consecutive frets had a total length 
equal to that of the seven following ones (on the bridge side) and I clearly 
stated it in my first (No. 23) article. 
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Judging now by the results I obtained (and by what follows) it is evident 
that although I did not express myself 'mathematically', I arrived 'practically' 
at exactly the same solution. 

About some of the letters I have received: 
Answering a letter that the author of the 'Spanish temperament' article 

(G.N. No. 29) addressed to me last August, I explained that on guitars made 
lately I obtained the true 5 fret / 7 fret relation. I also added the way I tune 
the guitar, using harmonics: 

1) diapason 'A' 
2) harmonic on fret VII, (5) 
3) VII, (5) 
4) V , (5) 
5) ,, ,, V, (4) 
6) VII, (6) 
7) V (2) 

(5) open 
(1) ,, 
harmonic on fret V, (6) 

,, ,, VII, (4) .. ,, ,, VII, (3) 
(2) open 
harmonic on fret VII, (1) 

and gave my reasons for it, writing : "if these ·harmonics were different, the 
guitarist would have had the trouble, when needing one of them (either on 
fret 5 or 7) to check first which one is the 'correct one' or the 'less false'". 

The author of the 'Spanish temperament' article, in a second letter (in 
which he also enclosed a mathematical detailed table for the placing of the 
frets) wrote to me (I quote him): "If, however, as I now understand the frets 
were adjusted so as to make the 5 fret / 7 fret relation true as nearly as possible 
at all frets then the positions will be very close to those of my table. As can 
be seen from the table, the 5 fret / 7 fret relation holds at all frets with an 
error of 1 / 50th semitone and this is the closest one can get. About tuning 
by harmonics; if the frets have been placed according to the table, the fifth 
fret will not be exactly at 3 / 4 and so it is strictly wrong to tune by harmonics. 
However the difference, being only 1 / 50th semitone is probably negligible 
so that tuning by harmonics is probably all right". 

I still think that on the contrary it would be wrong to have a guitar with 
the above mentioned harmonics not of the same pitch; since there must always 
be some slight 'compromise', I prefer to have, included in the compromise 
(be it what it be), also these harmonics correct, since on our instrument we 
are obliged to use them. 

I have also had the pleasure of exchanging letters with Mr. J. K. Sutcliffe, 
author of so many fine articles that have appeared in G.N. and here are parts 
of his letters : 

"While studying your article on the subject I saw. you had pursued 
basically the same method as I have used on all three guitars made so far. 

This has been to fix the main harmonic points on the board as you have 
done, then by means of dividers and trial-and-error, to space the remaining 
fret positions with decreasing differences between adjacent frets all the way up 
the fingerboard to the 19th. Constant checking, up to the time of finally 
cutting the fret grooves, has resulted in a scale of considerable accuracy. 

In theory, as you know, halving the length of a string doubles its 
frequency. When worked out, the formula 650 x a12 = 325 or 'd equal to 
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the twelfth root of one half, gives the proportion-constant 'a' of the string 
length by which the string itself is shortened to raise our note one semitone 
(one twelfth of an octave). Hence we get the multiplication 0.9438 x 650 m/ m 
(bridge to first fret) which figure then becomes the new length to be multiplied. 

To my mind our comparatively simple and direct dividing method, about 
the harmonics, is quite adequate for the short diapason of the guitar. 

I am glad that we agree on the system of locating the· frets and your 
success in checking further reassures me that the method is sound". 

As now the guitars I had made have been played also by such eminent 
guitarists as my friends Maria Luisa Anid9 and Manuel Diaz Cano (who in 
fact has owned for more t!han one year a guitar made with such a fingerboard) 
and were found absolutely perfect in pitch, it is evident that the "I/ 50th 
semitone difference", the agreeing by the author of the 'Frets and figures' 
article (G.N. No. 28) on the fact "the harmonics are out of pitch on a well
tempered fingerboard", the three guitars made by Mr. Sutcliffe and the many 
I saw made lately with the 5 /7 fret relation , and my way of tuning by har
monics are all of such an infinitesimal difference that for the limited 
capacities of the human ear they constitute almost one and the same thing. 
Besides, on our relatively short fingerboard, 1 / 50th difference in a semitone 
is in itself much smaller that the diameter of the metal wire which is used 
for making frets . 

In conclusion I will repeat that I am happy to have succeeded (with my 
No. 23 article) in making at least some of "Guitar News" readers "finger
board conscious" and through the contribution of competent people establish
ing once and for all the correct way of placing the frets , abolishing the '18' 
system. 

Luthiers I know told me also that my 5 /7 fret relation proved to be 
extremely useful, especially because in their profession the use of a microscope 
and a needle would not be too practical. 

It is to be hoped that guitar makers everywhere will take into consider
ation all the articles related to the 'fingerboard question' that have appeared 
in "Guitar News". 
Note.-The problems of the fretboard have been sufficiently aired for most of our 
readers, so no further articles on this subject will appear- at least for some time. 

It is up to guitar-makers to work out a solution which we hope will result in greater 
accuracy in this important part of guitar construction . 

The Editors. 

MEETINGS IN BRITAIN 

Glasgow. The speaker at the meeting of the Classic Guitar Society of Glas
gow on April 18th was Mr. Arthur H. Pettinger. Mr. Pettinger took the 
view that whilst the guitar is a solo instrument in its own, right, not all who 
like to play it are able to make the grade as soloists. The remedy suggested 
is for S111ch people to use the guitar for accompaniment or in combiniation with 
other instruments. When combining two instruments it is desirable to con
trast the tone, range and continuity factor. Thus the modern piano and the 
accordion are unsuitable for linking with the guita,r. A wood-wind type of 
instrument such ·as the recorder is much mor,e suitable. To illustrate this 
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Stetka's Suite for Two Recorders and guitar was played, a violin taking the 
part of one of the recorders. · 
West of England. Some members of Cheltenham Classic Guitar Circle were 
welcomed at the meeting of the West of England Classic Guitar Society on 
April 11th at Saltford, Somerset. A foll evening of guitar playing wa& enjoyed. 
Reports of the meetings of this Society appear iIII several· regionai1 newspapers, 
thus providing excellent publicity for the cliassic guitar. 
Cheltenham. Guitar solos played at the April meeting of the Cheltenham 
Classic Guitar Circle inoluded Sara!band (RoncaHi arr. Kennard), Prelude 
(Chopin arr. V. 0 . Bickford), Lullaby (Mozart arr. Ranieri), Prelude (Kuhn1au 
arr. Segovia), Partita in A- moll (Logy arr. Scheit), Andante and Minuet (Sor), 
Evocacion (Fortea), and Studies by Sor, Tarrega, Coste and Vina Lobos. 
These were played by Messrs. P. J. Gamble, W. M. Long, D . Knapman, C. E. 
Robins and W. M. Appleby. Trios were played by Miss Joan. Prior, Mr. 
Long and Mr. Gamble. Miss Prior and Mr. Broadbent sang to their own 
accompaniment a wide variety of folk and traditional songs. 

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

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

GUITAR SOLOS, arranged and revised by S. RANIERI (each 2/-). 

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 in A. Variations on 

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

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

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

Telephone : GERrard 3742 

KARL SCHEIT RECORD 

Karl Scheit recently made a 12" LP record for the American firm Van
guard: "Renaissance and Baroque Music for lute and guimr" (BG 548). It 
includes compositions by R. de Visee (Suite in D mi), Neusidler, Milan. 
Waissel, Logy (Partita), Weiss and Dowlarnd. 
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LEITER FROM CEYLON 

I.C.G.A. receives many interesting letters from members, new and old, 
and it is always a pleasure to read how they came to koow about the real 
guitar and of their efforts to learn to play it. 

A letter from Mr-. Gazali Amit of Colombo is typical of many. Records 
of Andres Segovia heard on Ceylon Radio were responsible for the awaken
ing. He writes: " ... . it was beyond my powers to resist the charm and 
beauty of such wonderful music on ·the guitar, and I felt that the ul1imate in 
guitar playing could only be reached by mastering the classic guitar. With
out wasting any time I straightway started serious practice, the results of 
which have been very fruitful, and made me a very happy man." 

Mr. Amit tells us that he is self-taught as there are no guitar teachers in 
Colombo. Although there are only a handful of guitarists in Colombo he is 
tcying to form a Guitar Circle there. 

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; SO words (maximum) 5/-, 6 insertions (pre
paid) for the price of S (12/6, 25 words; 25/- SO words). 

CHESNAKOV: Elemeillts of music and harmony in the study of the Classical 
Guitar. Theoretical and practical training in Modem Technique as a basis for 
development of artistic playing and for elimination of faults, self-acquired or 
iru.talled by wrong teaching. Prog,ressive, selected studies. Few vacancies for 
students. 48a Cathcart Road, London S.W.10. (FLA 4354). 

CLASSICAL GUITAR SUMMER COURSE by one of the leading world 
specialists Mo. Miguel Ahl6niz, Piazza Giulio Cesare No. 7, Milano,, Italy, 
including ·also special training for those wishing to become instructors (per
fect position and ruse of the bands and fingers, art of fingering). Open to any 
guitarist, from beginner to professional. 

ADELE KRAMER, Professor at the Guildhall School of Music and Drama, 
London, gives lessons in Oassical Guitar for Beginners and up to Concert 
Standard. 24 College Orescent, Swiss Cottage, London N.W.3. (Tel.: PRim
rose 5366). 
SPANISH GUITAR CENTRE (Western Area); Private or class tuition 
Segovia-Tarrega technique by Miohael 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 Continiental instrument maker are available for repairs and restora
tions. Sydney Evans, The Violin Shop, Gothic Arcade, Birmingham 4. (Tel.: 
CENtral 2295). 

"GUITAR NEWS" back issues Nos. 27 to 30 can still be supplied at 9d. each, 
plus postage. I.C.G.A., 47 Clarence Street, Cheltenham, (Glos.) 
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NEW AND 
FOR 

JO E de AZPIAZU 

Gul'TAR NEWS 

STANDARD EDITIONS 
THE GUITAR 

Album of 14 Pieces, including transcnpttons of BACH, 
BEETHOVEN, GALILEI, MOZART and VIVALDI . .. $1.50 

uitar School, Vol. J. Selected studies and 13 compositions 
and transcriptions of AZPIAZU, BACH, HANDEL, KRIEGER, 
KUHNAU, MILAN, MOZART, SCHUMANN and SOR ... $1.50 
Guitar School, Vol. 2. Selected studies and 17 compositions 
and transcriptions of AZPIAZU, BACH, BALLET'S WILLIAM, 
COUPERIN, DALZA, DOWLAND, FUENLLANA, HECKEL, 
LESAGE de RICHEE, RAMEAU and SCHUBERT $1.75 

•Guitar School, Vol. 3. Selected studies and 37 compositions 
and transcriptions of AGUADO, ARCAS, ASIOLI da REGGIO, 
ATTAIGNANT, AZPIAZU, BACH, BERMUDO (Padre), 
CABEZON, CORBETTA, COSTE, DAMAS, DA MILANO, 
DOWLAND, FOSSA, FUHRMANN, HANDEL, HELLER, 
HENSELT, KREUTZER, LEJEUNE, LEMMENS, LOGY, 
OPIENSKI, PISADOR, SEIXAS, SOR and TELEMANN $2.25 

JOSE de AZPIAZU 
*La Flor De La Canela (Voice and Guitar) (Sp.) . . . .60 
*Zorongo Gitano (Voice and Guitar) {Sp.) .60 

FERDINANDO CARULLI (Terzi) 
*Complete Method (It. Fr.) $2.50 

CLAUDE DEBUSSY 
1st Arabesca (Parodi) .60 
Claire de lune (Parodi) .60 
Le Petit Berger (Anido) .60 

• 3 Pieces. (Parodi) 
(I) Doctor Gradus ad Parnassum. 
(2) La Fille Aux Cheveux de Lin. 
(3) The Little Shepherd $1.25 

ENRIQUE GRANADOS (Pujol) 
Intermezzo from the opera "Goyescas" transcribed for 2 guitars $1.25 

MIGUEL LLOBET 
Romanza .75 

ROBERT SCHUMANN (Llobet) 
2 Pieces .60 

FER ANDO SOR (Segovia) 
*Allegro from Sonata No. 2, Op. 25. (As recorded by Andres 

Segovia) $1.25 

• NEW EDITIONS 
Calaloi: listing all publlcallons in our ■lock for the Classic sultar wUI be oent FREE 

upon request. Please ask to be Included In our maUlns 11st for nollllcatloa of new 
publlcallons. Write to :-

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

G. RICORDI & Co. (Canada) Ltd. 
380 Victoria Street, 
Toronto 2B, CANADA 
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MANUEL GA YOL RECITAL 

R
EPORTS rn leading New York newspapers give high praise to Manuel 
Gayol's recital of Origin~! Com_positions for the. Classic Guitar which 
took place at the Carnegie Rec1ta1l Haill on Apnl 12th. 

Playing to a capacity audience, his programme consisted of Larghetto 
and Overture, Op. 6 (Carnlli), El Deilirio-tremolo (Cano), Three Short Pieces 
(Boyd Bennett), Suite i-n A-moll (Logi). Capricci from Op. 20 (Legnarni), 
Rondo and Two Etudes from Op. 60 (Carcassi) and Prelude No. 4 (Villa
Lobos). 

E.D. of the "N.Y. Times" wrote: "Mr. Gayol can make the guitar sing, 
hum, whisper, and he has el'oquent uses for silence. His guitar can: sing a 
duet with itself as it did in an Etude of Matteo Carcassi . It can even tum 
into a miniature opera company with a typical soprano recitative followed by 
Aria with 'orchestral' accompaniment". 

A.H. of the "N.Y . Herald Tribune" described Manuel Gayol as a genuine 
musical artist-"Rhythmic solidarity, sensitive phrasing, bold variation of 
tone color and teHing gradation of volume were all incorporated in hjs com
peliling initerpretations." 

THE INTERNATIONAL CLASSIC GUITAR ASSOCIATION 
(A non-profit-making Organisation) 

President: L. T . Bridell, M.A.; Committee: Mis.s Maude Hamilton, Miss 
Joan Prior, Mrs. Kay Appleby (Hon. Treasurer), Mr. Eric Dance (A uditor), 

Mrs. A. Korwin-Rodziszewski, B.A. (Translator). 

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

Foundation Member: 21 /- a year (U.S.A $3.00) 
Supporting Member: 14/- a year (U.S.A. $2.00) 
Member (ordinary): 7/- a year (U.S.A. $1.00) 

All members receive< "Guitar News"-6 issues a year. 
Non-members' subscription 7 / - a year-6 issues "Guitar News". 

U.S.A. payments are best made in Dollar Bills or International Money Orders 
which should be made payable ta Wi/frid M. Appleby. Bank drafts require 

the addition of 25 cents for ba.nk charges. 

Bi-monthly "GUITAR NEWS " Copyright reserved . 

Hon. Editor: Wilfrid M. Appleby. Assistant Editor : Kay Appleby 
The Editors do uot 11ecessarily agree with the opi11io11s ex pressed by c011tributors . 

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


