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FERDINAND SOR 
by Wilfrid M. Appleby 

F EW musicians did mo,e to improve and elevate an instrument and jts 
music than Ferdinand Sor. He was born in Barcelona 177 yea rs ago 
(February 14th, 1778) and died in Paris at the age of 61 (July 13th,1839). 

Although he was baptized 'Joseph Fernando Macari' and his family name was 
'Sors', he adopted the form 'Ferdinand Sor' and was known thus during most 
of his life time. It therefore seems inappropriate to persist, as some do. in 
calling him 'Sors'. (The fa mily name of Ernest Shand was Watson, but 
naturally we use the name 'Shand' which he honoured in his professional career 
as guitarist-composer and actor). 

Ferdinand Sor displayed musical talent at a very early age and received 
an extremely thorough musical education at the Monastery of Montserrat, 
near Barcelona, under the guidance of Padre Fray Anselmo Viola. Having 
become an expert player of the bowed intruments he turned his attention to the 
guitar, applying his knowledge of harmony to that instrument to such effect 
that at the age of sixteen he astonished the musicians who heard him. He left 
the Monastery in that year and joined an Italian opera company. This resulted 
in his composition of an opera " Telemaco" which was successfully produced 
when he was seventeen years old. 

Having been involved in the Napoleon ic wars he fled to France. where his 
guitar-playing and musical ability won him fame and frien ds- among them 
Aguado the guitarist, Lacote the guitar-maker, Verini the Italian singer
guitarist, Cherubini and other famous musicians. 

In 1809 the guitar was very little known in England. As in France and 
Italy at that time, it usually bad five pairs of strings. More popular was the 
either, a plectrum-played, wire-stringed instrument, which soon dropped out 
of fashion when Ferdinand Sor introduced an improved guitar. lighter in 
weight and therefore more resonant, having six single strings, thus extending 
the tonal range downwards to E or even to D when lowered to that pitch. 

Sor Amazes London 

Here is an extract from a letter written by someone who was present at 
the first concert given by Ferdinand Sor in London. 

" . . ... It is a fact, that until the arrival of Sor in this country . the guitar 
was scarcely known here, and the impression he made on his first performance 
at the Argyll Rooms, which I attended, was of a nature which will never be 
erased fr.om my memory; it was at once magical and surprising; nobody could 
credit that such effects could be produced on the guitar! Indeed, there was a 
sort of a suppressed laughter when he first came forth before the audience, 
which, however, so.on changed into the most unbounded admiration when he 
began to display his talents . London was, at that time. not without persons 
who professed to teach the guitar ; and I know that several of these guitar
quacks went there 'to scoff, but remained to pray!'" 

In London Sor played at the concerts organised by the famous violin ist. 
Pierre Baillot, and even at the R oyal Philharmonic Society. He soon had 
many pupils and arranged with Lacote to supply guitars which he tested and 
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signed 'F. Sor'. (One of these is before me as I write). He also encouraged 
Louis Panormo, an Italian instrument-maker establjshed in London, to make 
guitars in the improved Spanish manner, :with five rayed 'struts' supporting 
the sound-board beyond the sound-hole. . 

The success of Ferdinand Sor was followed by three decades of popularity 
for the guitar during which many guitarists were attracted to Britain from 
European lands-Giuliani, Horetzky, Huerta, Neuland, Anelli, Eulenstein, 
Sola, Schulz, Nuske, Pelzer and his daughter J osepha (Madame Sidney Pratten);' 
Legnani (who played at Paganini's concerts) and many others. 

Quack teachers of the guitar 

Unfortunately few of them had even a modicum of the musical qualities 
of Ferdinand Sor, so that in the guitar magazine "The Giulianiad" (1833) we 
read of "a certain class of Marsyasses, who profess, by their advertisments, to 
teach the guitar in "Six lessons", thus, by their fallacious assertions, infecting 
inexperienced minds with an idea that the guitar is only fit for an accompani
ment. Their assertion need excite no surprise, for as they are evidently ignorant 
of the capability of the instrument, they cannot, of course, be competent to 
teach what they themselves do not understand ..... The guitar, as a classical 
instrument, would be exploded for ever, had it the misfortune to depend on the 
mercy of such quacks." 

Eventually Sor returned to the continent where his concert tours took him 
as far as Moscow. He returned to Paris, a sick man, and died in 1839. 

Sor's Method, originally published in Spanish, was translated into English 
by Arnold Merrick of Cirencester, near Cheltenham, and printed there, but 
published in 1827 by Robert Cocks & Co., London, who also published the· 
condensed revised edition made by Frank Mott Harrison in 1896. This was 
printed (rather prophetically!) at Bream's Buildings, London! 

Sor's fundamental works 

The copyright of the Method was eventually acquired by Messrs. John 
Alvey Turner but it is now out of print. The Method included a section on 
the principles governing the making of a good guitar, as well as profound 
analytical researches into every aspect of making music on the guitar. The 
text was followed by examples and exercises which are still of great value to 
the student of the guitar. These Preparatory Studies from the Method are 
still obtainable published separately (Op.60). They should be followed by the 
Progressive Lessons, op.3 1, and the Easy Studies, op.35; then the Twelve 
Studies, op.6, and lastly the more advanced Twelve Studies, op.29. All these 
are still available in the "Guitar Archives" series of Messrs. Schott & Co. Ltd. 

Segovia has selected and edited twenty of these studies. They are pub
lished by Celesta Music Company, New York, and have been recorded by 
Segovia for Decca. 

Sor's published compositions for the guitar ran to 63 opus numbers, 
several of which were collections of short pieces or studies. His best known 
solo is op.9, Introduction and Variations (Theme of Mozart). Other works 
include, Sonatas, Fantasias, Variations on themes, Grand Solo, Serenade etc., 
also several duos for two guitars. 
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In view of the stat.ement in a book dealing with the guitar that Sor 
approved the addition of a seventh 'open note' bass string, it is interesting to 
observe that although he may have experimented with this, none of his 
published music requires it, his signed guitars and the Panormo guitars made 
to his model had the normal six strings; moreover, here are his own words on 
this subject (from his Introduction to the original edition of his Method): 
"Some have thought to remedy this inconvenience by adding a number of 
covered strings to the guitar; but would it not be simpler to learn to employ the 
six?-Add resources to an instrument when you have drawn every possible 
advantage from those which it offers: but do not attribute to the instrument 
what you should impute to yourselves." 

Some of Sor's maxims are still excellent advice to the student: 
"Require more from skill than -strength." 
"Consider fingering as an art, having for its object: To find the notes 
required within reach of the fingers that are to produce them, without the 
continual necessity of making deviations for the purpose of seeking them." 
"A guitarist who is a harmonist will always have the advantage over one 
who is not." 
"Regard the effect of the music more than the praise as to skill as a 
performer." 

THE TOMB OF FERDINAND SOR 

by Joan Riera 

IN the winter of 1931-32 Andres Segovia was in Barcelona, where he was 
giving a concert. While there he told Miguel Llobet that he had heard 

from Carol Berard (director of the Paris magazine "Revue de Musique et de 
Danse ") that if the lease on Sor's grave were not renewed that same year 
there would be nothing to stop the removal of his remains to the common 
grave. 

Miguel Llobet was deeply grieved at hearing this, .and promptly wrote to 
his friend Emilio Pujol, who was then living in Paris, to ask him to enquire 
into the matter. Llobet's letter, written on the 5th March, 1932, ran as follows: 
" Segovia told me that he heard through Carol Berard that if no steps were 
taken to renew the lease, the remains of Sor would be irretrievably consigned 
to the common grave. You can imagine that I was shocked to hear this. I 
immediately thought of writing to you in order to learn as soon as possi6le 
the truth of the matter (as Segovia was under the impression that the lease 
terminated this year). You are aware, my dear Emilio, of the importance of 
this to all of us. I hope, or rather all of us hope, who hold the great master 
in honour, that you will make the necessary investigations, so that we may 
prevent an act of sacrilege against the art of music, the guitar, and patriotic 
feeling. We shall be deeply grateful to you ... " . 

Emilio Pujol was much moved and went on the same day as he received 
the letter to the cemetery at Montmartre to seek out the modest grave that 
held the remains of one of the greatest masters of the guitar. He found a 
simple stone surrounded by a railing, on which was engraved the inscription: 
"F. Sor 1778-1839." 
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Emilio Pujol placed a sheaf of flowers on the grave and set off for the 
Prefecture for the Department of the Seine. There he obtained a copy of 
Sor's death certificate and the information that the grave had been acquired 
in perpetuity by Jose Pereira de Lira, an intimate friend of the master and 
the only one of his friends who did not abandon him at his last moments. 

Pujol immediately told Llobet of the results of his enquiries. He also 
informed the guitarists in Paris, among them his Danish pupil W. Ostergaard, 
of Copenhagen, and together with Monsieur Verdier they went to visit the 
grave. 

On the 15th of March, Llobet wrote to Pujol as follows: "My dear Emilio, 
I received your letter this morning, and the contents were so extremely interest
ing that I cannot lose any time in replying. First of all I must tell you how 
greatly pleased I am that the remains of Sor can continue to rest in peace and 
that nothing will disturb his everlasting repose. You can imagine how much 
it has been on my mind since Segovia told me his news (which so happily 
proved to be untrue). We can now congratulate ourselves that the whole matter 
is satisfactorily settled once for all. And we thank you .and Matilde for the 
devotion you showed in your investigations." 

[Translated by Mrs. Audrey Korwin-Rodziszewski from Spanish.] 

COMING TO ENGLAND 
We understand that there are 

strong possibilities of several leading 
guitarists visiting Britain for recitals 
in London, and perhaps other 
places, during the next few months. 
They include: 

Segovia (May) 
Sainz de la Maza 
Karl Scheit (March) 
Maria Luisa Anido 
and the duo 
Jorge Martinez Zarate and 
Graciela E. Pomponio 

GUITAR MAKING 
We understand that a series of 

articles on Guitar Making by 
Clifford A. Hoing (the well-known 
violin maker) is being published by 
"The Woodworker" magazine. 

EDINBURGH FESTIVAL, 1955 
WE are pleased to announce 

that Segovia is to be one of 
the recitalists at the 9th Edinburgh 
International Festival, August 21st 
-September 10th, 1955. Intending 
visitors should write to the Festival 
Office, Synod Hall, Castle Terrace, 
Edinburgh, Scotland. 

THE SIENA COURSE 1955 
THE Classic Guitar Course at the 

Chigiana Academy, Siena, Italy, 
will be from July 15th to August 
15th, 1955 under the direction of 
Andres Segovia. 

Special lessons on Vihuela and 
'chitarra antica' will be given during 
July at the Academy by Emilio 
Pujol. Enquiries should be addressed 
to: Accademia Chigiana, Palazzo 
Chigi Saracini, Via di Citta No. 21, 
Siena, Italy. 



6 GllITAR NEWS FEB.-MAR., 1955 

A GUITAR FOR JULIAN BREAM 

by H. W. Quine 

MOST guitarists have at some time or anotih~r, encountered_ some 
difficulty in obtaining a suitable guitar. Many mstruments w~ch are 
offered for sale in local music stores, though perhaps havmg the 

virtue of cheapness, are rarely satisfactory, even for beginners. . 
It was during my own fruitless quest for a reasonably good gmtar, sever~l 

years ago, that I conceived the idea of making one for myself. I' had no 
illusions about the difficulty of my self-imposed task, but philosophically, 
believed that I had much to gain and little to lose. 

The greatest contributory factor to my ultimate success, was, strangely 
enough, not connected with making, but playing the guitar. I had at the time, 
just begun to take lessons with Julian Bream (having previously played for 
two years-after a fashion) and soon learnt that my tone-production was not 
all that it might be, to say the least! After months of laborious practice, I 
managed to alter my hand positions, and, under his guidance, eventually 
achieved a sort of sound of which I had hardly reali'sed the guitar to be 
capable. 

Understanding the tone-production side of guitar playing naturally helped 
me to a much better appreciation of what to aim at in building an instrument. 

The first great obstacle to my ambition was to obtain the raw materials 
of guitar construction, and these, I soon found, were as scarce as good quality 
instruments. Success eventually crowned my months of patient searching 
just as I was on the point of giving up. I would not be satisfied with second
rate timbers, or woods of the wrong species, as I realised only too well the 
months of difficult work that lay· ahead, and that all this work would be 
wasted if I did not use the correct and finest materials for the job. Many 
readers will be interested to know what these materials are, so I will list them : 
"quarter-sawn", close-grained Swiss Alpine Pine for the soundboard and 
interior strutting, Brazilian Rosewood for the back, sides and bridge, Honduras 
Mahogany for tlhe neck, and Ebony for the fingerboard. All these woods must 
of course be thoroughly seasoned, especially the mahogany. 

My first hurdle successfully overcome, I began thinking of how to set 
about the job of constructing the guitar. As can be imagined, the way was 
fraught with many seemingly' insoluble problems. Here thy advice and 
encouragement of Julian Bream proved invaluable. His experience of playing 
on practically every make and type of guitar, and his complete understanding 
of the qualities which go to make a first-class instrument contributed in no 
small measure to a result which I may otherwise have been tempted to call 
"beginner's luck". 

Lest it be thought that the guitar played by Julian Bream at the Wigmore 
Hall in September was my first attempt, I would mention that it was in fact 
my second. My first instrument, which was put together mostly by un
orthodox methods and devices, could hardly have been called a concert guitar, 
but was nevertheless, surprisingly good from the tonal point of view. After 
completing this "trial" instrument, I studied a book. on violin-making, and, 
applying the basic principles of construction to the guitar, I was able to proceed 
with the building of No. 2 on more conventional lines, whilst still incorporat-
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ing several ideas of my own: ·and ~f the player for whom it was being made. 
None of these ideas could have been called revolutionary, but merely minor 
changes in design affecting chiefly the guitar's interior construction. It is my 
belief that the centuries of guitar-making expedence of hundreds of craftsmen 
cannot lightly be cast aside. The demand ,by many players for more volume, 
and the subsequent attempts of makers to satisfy tlµs demand, are, to my 
mind, misguided. The guitar's chief quality is its beauty of' sound, and this 
does not depend on great \'.Olume.- The Spanish guitar is, after all,, a chamber 
instrument. 

The question whic.h I am most frequently asked is, "How long does it take 
you to make a guitar?" Well, my first one took fourteen months, and my 
second, ten months. (I work only in my spare time, of course, and ·even that 
has to be divided between making and playing). My third instrument, which 
is nearing completion, will have taken just ·about six months. My fourth, 
which is not yet begun is, I am pleased to say, also for Julian Bream. 

Naturally, it is a source of inspiration ~nq great pleasure to me to think 
that my guitars are being pl~yed by such a i;naster player, and it is my one 
hope that I may have the good fortune to continue making instruments which 
are indeed deserving of this honour. 

HOW WE SHOULD START THE STUDY 
OF THE GUITAR 

by Miguel .Abloni~ · 

PART. III 

T HE left band thumb, although apparently not used in playing, is of 
e-'.'-tr~me importance. Supposing_ that the guitarist k~ows liow ~<? hold 
his mstrument, at the correct height, we must examme the pos1t10n of 

the thumb (A) in relation to the neck and (B) in relation to the ·other fingers. 
(A) While we play, he who looks at ~s fr~m in front should never see 

our thumb appear over the higher part of the neck. Of course, we do not 
deal here with the guitarists of the "old school" who used their thumb also 
for pressing notes on the sixth and even the fifth string. Then, the correct 
place for the thumb js almost the centre of the under side of the neck. 

We said before that our well-bent wrist helps us to use all the length of 
the fingers; here is an easy experiment to prove -it: try to press a note on the 
sixth or fifth string with any of the four fingers, in the following two ways: 
(1) by placing the thumb high (sticking out above the edge of the neck) and 
you will notice di.at it is difficult to reach the· string and to let fall the extreme 
phalanx perpendicularly on it, and (2) place the thumb on the centre of the 
neck (and even, in this case, a little lower) and you will immediately observe 
that your fingers seem to have gained in length, they reach the string easily, 
and the extreme phalanx falls perpendicularly, thus eliminating the risk of 
touching with their internal side the neighbouring lower string. 

(B) The position of the thumb in relation to the other fingers needs a 
rather long and very detailed explanation but for reasons of space economy 
we shall be brief: each finger cannot do its work well, unless (through the neck) 
it feels the presence of the thumb under it or at least near it. Speaking meta-
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phorically, we could even say that .. . the four fingers would have been more 
happy, had they had, each of them, their own thumb! But, since we have 
only one, we must use it in such a way that its presence, its support, be well 
felt by all the fingers. Usually the thumb lies under the second finger. 

Very often a difficult passage may become easier and the sound a b~tter 
quality, when the thumb is placed in its right place, at the "centre of action" 
existing in each position. 

The barre disturbs somehow this equilibrium and good partition of the 
forces because the index having to press more than one string, obliges the 
thumb to come to its help, to the detriment of the fingers 4, 3 and 2. 

When we play beyond the 10th fret, the thumb, because of the 'heel' of 
the neck and the sound box, starts to "stay behind" and leave the "centre of 
action", until when we play on the 19th fret, it lies on the inferior edge of the 
fingerboard, near the 13th fret or so. 

(To be continued.) 

A VISIT TO BRAZIL 
by Victoria Kingsley 

I N writing a brief note about my vjsit to Brazil it seems natural to start 
with the question I have so frequently been asked: why did I go there? 
Frankly because the fascination of the songs I studied years ago with Olga 

Coelho made me interested to hear such music in its own setting. Thus, when 
the International Folk Music Council decided to accept Brazil's invitation 
to hold its Conference in Sao Paulo, I made up my mind to attend this. 

I had already had correspondence with Senhor Simoes and on arrival 
made his Guitar Academy one of my first objectives. He received me most 
cordially, showed me the premises and told me he has 36 regular pupils 
attending. He introduced me the following evening to Senhor Isaias Savio, a 
guitarist of considerable ability and also a composer. Later, in Rio, I bought 
music of his, and on the evening I spent in his house with him and his wife, 
who is French, it was a great pleasure to hear him play and to see his beautifully 
filed music library. It was unfortunately not possible for me to meet or hear 
pupils from the Academy during my three weeks there, but I did achieve a 
private visit to Villa-Lobos and much enjoyed the experience. 

There are several people who sing and play on the Radio, most successful 
perhaps is Dorival Caymmi whose own songs in a folk tradition from Bahia 
are enchanting. Some of these will later be heard on recordings in my B.B.C. 
talks: but I leave so soon for New York after a Wigmore recital on February 
3rd, that these will have to wait till summer. Caymmi is an accomplished 
player though not strictly a classical guitarist in our sense. 

My tour north was the most rewarding and I wish I could have stayed 
longer. One cannot make one's contacts quickly and a three months' stay 
was quite inadequate: nevertheless I am now finding what valuable material 
I did acquire, the most outstanding being the negro ritual chants which are 
proving sensational. I hope to re-visit the north one day for the folklore is 
rich, the sense of rhythm keen and a whole world of mingled Indian-Negro
Portuguese music is there for him who has the enterprise and patience to 
pursue his purpose in a maze of unfamiliar social customs. Also he must know 
the Portuguese language! 
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" TIIE GUITAR OUTSIDE SPAIN " 

THE history of the guitar and its music has been woefully neglected by 
writers on music, especially when compared with their interest in that 
much more difficult and restricted instrument, the lute. Music lovers in 

Britain had a wonderful opportunity of learning something about the guitar 
which probably surprised them on Thursday, December 30th, in a B.B.C. 
radio programme, devised and introduced by Deric Kennard, about the guitar 
and its players in countries outside Spain. 

Mr. Kennard went back to the time when the guitar had only four strings 
in France, as in Spain. Music written at this period by Breyssing and Adrien 
le Roy was played by Julian Bream, who also played works which Corbetta 
and R. de Visee wrote for the five-stringed guitar. The guitarist was joined 
by Margaret :field-Hyde (soprano) and Peter Mountain (violin) in illustrations 
of music for the six-stringed guitar by Lagarde, Porro, Weber and Paganini. 
A movement from Sonata for guitar and violin by the latter showed how pro
foundly Paganini knew the guitar by his writing for it in this composition. 
This was played with extreme brilliance by Julian Bream. The final musical 
illustration was a modern guitar solo by Roussel bearing the title "Segovia". 

Guitarists who heard this broadcast were thrilled by it and hope it is 
to be followed by many others on similar lines. 

Later that same evening Julian Bream was again heard- this time in a 
recorded programme which included Boccherini's Quintet in D, for guitar and 
string quartet. It was brilliantly performed. 

SAVED BY HER GUITAR 

AMONG the many letters received by the newly formed Oassic Guitar 
Society of Glasgow was one from a lady, Mrs. Gina Gardner-Nirova, 
who said that she had arrived in Scotland only a week prior to writing 

and that she wished to make friends and meet people who share her love for 
the music of the guitar. While admitting that she is not a straight classic 
guitarist, she indicated that she had a good knowledge of the instrument and 
had specialised in Latin-American rhythms and folk-songs (of Colombia, 
Mexico, Cuba, Venezuela and Brazil). She enclosed a copy of the circular 
which she used professionally until 1946 when marriage brought to a halt her 
career as a guitarist and singer. 
The back page of the circular resumed her career as follows:-

"Gina Nirova, that fascinating singer-guitarist, internationally recognised 
for her singing of Latin-American and Russian folk songs, gypsy and popular 
songs of the Americas, was born of Russo-American parents. Spanish and 
Brazilian ancestry no doubt account for her dynamic temperament and her 
ability to sing in seven languages-Russian, Spanish, Portuguese, English, 
French, German and Italian. She was educated at Oxford University and her 
musical career began in London in 1938. Her first great success was as featured 
artist with the B.B.C., at the London Hippodrome and at the Century Theatre. 
Further study was undertaken with Feodor Chaliapin's opera-singer colleague, 
Barbara Ermans, of the Paris Conservatoire; later with Lydia Chaliapin and 
Rita Kiten, of New York. Her voice is a luscious mezzo-soprano of wide 
range, and she accompanies herself on her magnificently toned Spanish guitar. 
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Twice her singing and playing saved her life. As prisoner of war in a 
French internment camp she ·owes ·her escape to her ·gift for winning people's 
hearts wjth her guitar and songs, and later in Colombia, South America, where 
she accompanied her father, an .American scientist, into the jungle, the Indians 
fascinated by her voice and by the way she played their own rhythms on her 
guitar, not only refrained from killing members of the expedition, but begged 
her to stay with them and to be their queen. 

In May 1946, Gina Nirova was featured on national and international 
networks of the C.B.C. in broadcasts from Montreal. The short wave pro
gramme was retransmitted over radio ·"La Voz de Colombia" of Bogota, on 
long wave." . 

During the war Gina entertained at ca·nteens, U.S.O. shows and hospitals. 
On the brochure were· printed some newspaper critics' reviews of her perform
ances. They were all complimentary and mostly emphasised her tremendous 
vitality and her enthusi~sm for work .. 

THE MUSIC OF PURCELL 

HENRY PURCELL (1658-1695) was the leading British musician of 
his time. At the age of 21 he was '.appointed organist at Westminster 
Abbey and he lies buried there close to his organ. 

Fourteen items of the music of this great English composer: and his con
temporaries have been arranged for two guitars by Clarence C. Easley of San 
Francisco Conservatory. The coll~ction has been published under the title of 
"Music from the Time of Purcell" by Associated Music Publishers Inc., 25 
West 45 Street, New York 36, N.Y. , U.S.A. · 

Mr. Easley in a 'Note to Players' recommends that in the playing of -these 
duets the players should ·exchange parts at each repeat. "The performance 
will thereby achieve the additional colour that comes from the differing 
characteristics of each guitarist." These duets will ensure guitarists many 
enjoyable hours of musical pleasure. 

(See "Guitar News" No. 15, page ·11.) 

MILAN - ITALY 
CLASSIC GUITAR SUMMER COURSE 

(June-August) 
Under -the expert guidance of Mo. Miguel Abloniz. 
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, 36 VIA S. VENIERO, MILAN, ITALY 
mentioning possible dates of attendance. 
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THEODORUS M. HOFMEESTER 

W ITH deep regret we inform our readers of the death of Theodorus M. 
Hofmeester on Sunday, January 2nd at St. Luke's Hospital, Chicago 
after an illness of several months duration. 

Mr. Hofmeester was a Foundation Member of I.C.G.A. and contributed 
an article to "Guitar News" (No. 21) on his task of compiling 'A Bibliography 
of the Guitar.' It would be a fitting tribute to his memory if arrangements 
could be made for this important work to be continued jn the efficient manner 
in which he commenced it. 

Several articles from his pen have appeared in "Guitar Review", the 
most important being that on "Torres, the. Creator of the Modern Guitar"-in 
the current issue (No. 16). We have evidence that his brilliant analysis and 
his diagrams of the Torres guitar have already influenced guitar makers, 
helping them to improve their instruments. 

To Mrs. Dorothy Hofmeester, his widow, and other relatives we wish to 
express our deepest sympat~y. 

NEWS FROM. GREECE . . 

T HE Greek newspaper "Acropolis" contained a report of a guitar recital 
given during the past year- by Dimitri Fampas at the Hall of Greek 
Scouts in Athens. It praises the 'wond~rful technique1 warm tone and 

musicianly conception of every composition he executes'. 
Tlie programme of a recital given by him on .November 14th. at Ale~and

roupolis included music by Couperin, Rameau, Bach, Weiss, Sor, Albert, 
Tarrega, Fortea. Pujol, Moreno Torroba, · Granados, Albeniz, Vicente Gomez 
and an original composition. 

Dimitri Fampas has played the classic guitar both as solo and -accompani
ment in eight Greek films and teaches the guitar at the National Conservatory 
of Athens under the direction of Prof. Manolis Calomiris. 

* * * 
Students of the Guitar Course of Professor Charalambos Ekmetzoglou 

at the Greek Conservatory playe9 at a concert before an Examination Com
mittee. Thus Mr. Michael Souvatzoglou was examined for his promotion to 
the next class, from which he should be graduated from the Conservatory. 
He played solos by Sor and Tarrega. 

ERIK BERGMAN'S 
SUITE POUR GUITARE, Op. 32. 

IN Finland an important modern work for the guitar has recently been 
published by Edition Fazer, Aleks.k.11, Helsinki. It is a Suite for solo 
guitar in three movements-Fantasia, Canzonetta and Toccata-by Erik 

Valdemar Bergman (b. Nov . . 24, 1911), music critjc, composer, choral con
ductor and teacher of singing. 

Erik Bergman studied music at Helsinki University 1931-33, and gained 
a Diploma for Composition at the Sibelius Academy in 1938. After this he 
studied music in Berlin, Vienna, Paris, Rome, Ztirich and Turin. At first 
Bergman considered the guitar as 'just an instrument for accompanying singing 
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at home', until .in 1949 he met the famous Swiss guitarist, Dr. Hermann Leeb, 
in Zurich. Dr. Leeb played a Bach Fugue and other works on the guitar. 
As soon as Bergman realised the capabilities of the instrument he 'became a 
friend of the guitar' and wished to write music for it. He made an intensive 
study of the guitar with Dr. Leeb's help, and was still more deeply impressed 
when later in that year in Rome he heard Segovia play the Castelnuovo-Tedesco 
Concerto for Guitar. 

During that same year Bergman completed his 'Suite pour Guitare' and 
it was played for the first time by Dr. Leeb in Switzerland and later on Radio 
Helsinki (Finland). 

In a later composition "Rubaiyat" (see G.N. No. 20, p. 9) for baritone, 
chorus and orchestra, Bergman gave an important part to the guitar. He 
recently told the Finnish guitarist, Ivan Putilin, that he is planning to write 
more compositions for the guitar. 

The Canzonetta from the Bergman Suite was played by Wilfrid M. 
Appleby at a recent meeting of Cheltenham Classic Guitar Circle. 

H. Vll,LA-LOBOS 
Bachianas Brasileiras No. 5 

THE famous Brazilian composer, Heitor Villa-Lobos, has made one of the 
most amazing transcriptions in musical history. His composition 
"Bachianas Brasileiras No. 5", originally scored for eight 'cellos, has been 

successfully arranged by the composer for Voice (soprano) and Guitar. This 
important addition to the repertoire of the guitar has recently been published 
by Associated Music Publishers Inc. , 25 West 45th Street, New York 36, U.S.A. 

It was first heard in Britain when Olga Coelho performed it at Wigmore 
Hall, London, on November 2nd, 1953. 

The text of this aria (cantilena) was written in Portuguese by Ruth V. 
Correa, with an English version by Harvey Officer, but the voice js mostly 
used 'instrumentally', vocalising "ah" or humming (bouche fermee). 

The guitar has a really interesting accompaniment and changes of time 
are frequent, ¾ ¾ ¾ and ¼ appearing within the first few lines. The fingering 
is by Andres Segovia. 

GUITAR TALK 
by Peter David 

IT was quite by chance that I made the discovery which was to cause me so 
many weeks of restless indecision. 
You may remember my previous jottings in "Guitar News", that I am 

the complete lone hand as regards guitars and it is feasible that you have 
come to think of me as an Imperial Englishman, isolated and quite determined 
to keep the head erect at the prospect of prolonged existence in a guitarless 
desert. Far be it from me to shatter any illusions, but in my lighthearted way, 
I feel I should drop the hint that Peter David is not entirely friendless. Indeed, 
one or two of his acquaintances quite like music-that is to say they can sit 
through Grand Hotel without becoming incensed at the absence of downbeat. 
If, for instance, you were to see Peter David at a party, you would not give 
him a second thought. He resembles the Eternal Party-Goer to such an extent 
as to be completely indistinguishable from others in festive mood. Chatting 
gaily over (preferably) a glass of Scotch, be would be engulfed in the mad gay 
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whirl of it all. But should the subject of conversation turn to music, then you 
would see Peter David galvanized into the wild-eyed visionary, his horizon 
filled with guitars and guitarists, his ideal, Segovia. In his determination to 
infect others with his enthusiasm, his talk would become feverish and a liftle 
disjointed. The truth, you would deduce, was that Peter David longed to 
"talk guitar" with a fellow guitarist-any guitarist, in fact, provided he did not 
belong to the plectrum clan (to members of which we do not raise our hats). 
A Robinson Crusoe of guitarists, you would say, eternally dejected by the 
indifference of others to his opinions and viewpoints. 

'(he reader may have wondered when I am going to elaborate on the 
discovery I mentioned at the beginning of this article. I am quite aware that 
I have been rambling a little, but it seems to me that guitarists are such 
enthusiasts for the instrument that they will read every word written on the 
subject, however abstract. But returning to the point, it was after such a party 
as I have just described that I made the discovery, and without ex~ggeration, 
I then knew how Defoe's Crusoe felt on seeing the lone footprint in the sand. 

I was walking home late at night when I saw my Man Friday, sitting at a 
table in a bay window of a house not five hundred yards from my own. The 
house lay back from the road about thirty feet and was nothing much to speak 
of. The extraordinary thing about it was the man in the front room was 
playing a guitar. I stood rooted to the spot, but try as I would, I was unable 
to hear him playing. The night was perfectly still, and I could see his fingers 
moving over the fretboard. His face was hidden in a shadow cast by a 
solitary lamp in one corner of the room, but I was reasonably sure he must 
be a newcomer to the district. I watched, fascinated. Was it possible I had 
found the only other guitarist in the town? After a while he paused in his 
playing to turn the page of the music which was spread out on the table, 
slightly to the left of him, and I must have been watching for quite three 
minutes when the happy yapping of late night revellers from some other party 
brought me back to my senses, and reminded me that goggling at people in 
the privacy of their homes was not to be recommended. It would doubtless 
be condemned out of hand by any slim grey volume on etiquette you could 
care to name. 

With an effort, I turned on my heel, and made for home, but the thought 
of having someone to talk guitar with remained in my thoughts throughout 
the night and the following day. Somehow, I must meet him, I decided. But 
how? If he were a complete beginner, would be not resent a perfect stranger 
bursting in on his practice, and telling him how and how not to play _this or 
that exercise? I know I should have done when I first began playmg the 
instrument, and I think I would even now, after the vast experience of two 
years. If, on the other hand, he turned out to be an expert (perhaps even a 
Julian Bream for all I knew) what then would I be able to say when the faults 
of my technique were exposed? 

The situation, you will agree, called for the utmost discretion , and hence 
my "many weeks of restless indecision". Occasionally, I saw him at practice 
as I passed by on my way home from work in the evenings, and once I st9pped 
at the gate, much after the manner of the man hesitating before ringing the 
bell at the dentist's . If the unknown guitarist had glanced up at that moment, 
I think I would have thrown discretion to the winds, and made myself known. 
But he didn't, so I walked away. 
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.As so often happens, however, the hand of chance showed itself, and 
solved my problem in a way I could never have devised. 

I was _carrying my guitar on my way to my friends' flat one particular 
foggy evemng when out of the gloom appeared a figure hustling in the other 
direction . And strapped on his back-yes, you must have guessed it- was a 
guitar. It all happened so suddenly that it took the two of us quite a little 
time to realise the significance of the meeting, and we were level with each 
other, side-ways on, before we hesjtated and looked at each other. For a 
moment, neither of us said a word, and then we both blurted out : "You play 
the guitar! " An obvious statement as it turned out, but none the less 
appropriate. 

"But I thought I w~s. the only guitarist about these parts", he said, and 
then added ii;i a tone of near theatrical amazement: ,"Surely you're the person 
who keeps looking at me when I am practising?" 

At last, I thought, I was about to strike up an acquaintance with another 
guitarist, and I cursed myself for a fool at not having the courage to make 
myself known pefore. Of course, it was perfectly obvious now. He could not 
have helped but notice me as I dithered outside his house, staring in at the 
window. How laughable it all was. He must have been plucking up courage 
to speak to me all the time! My imagination began to run riot. Perhaps we 
two were destined to be the nucleous of a guitar circle on a par with that at 
Cheltenham. Concerts in my home town, organised by the thriving society of 
local guitarists . .. lectures . . . recitals .. . informal get-togethers at each 
other's houses! There was no l_imit to it. 

We were staring at each other, and must have made an extraordinary 
tableau, as guitars are most ungainly when they are being carried anywhere. 
Any time now, I thought, would come the welcoming slap on the back, and 
the inevitable cascade of hail-fellow-well-met greeting. 

"Yes, I am sure· you are the chap," he said. " You certainly look like 
him". With this observation, he drew a little closer to me and quietly hissed: 
"If you are that person, I should be much obliged if you would mind your 
own wretched business and leave me to practise in peace. A nd what's more, 
if I see you disturbing my privacy again, I shall call for the police." 

Without another word, he stalked away in the fog, leaving me, as the 
reader may well imagine, in a state of some embarrassment. 

I am sorry to end my little story on such an unpardonable note of bathos, 
but readers will appreciate that it would not do for Peter David to deviate 
in any way from the strict letter of the truth, and all that sort of thing. 

NARCISCO YEPES 
Although he is famous as a 

concert guitarist in several lands, 
Narciso Yepes is practically un
known in Britain, so it was a great 
pleasure to hear a B.B.C. broadcast 
of some of his gramophone records 
on December 15th. Two Minuets 
by Ferdinand Sor were followed by 
a delightful bagatelle "Alborada" 

(Music-Box) by Tarre~a which 
demonstrated the amazmg range 
and delicacy of tone colour which 
the guitarist can produce from his 
instrument. The other solos were 
by contemporary composers, Two 
Levantines by Oscar Espla and En 
los trigales (In the wheatfields) by 
Joaquin Rodrigo. 
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STRINGS / FINGERBOARDS. 
wmcH ARE THE MOST FALSE ? 

by Miguel Abloniz 

A perfect string used on a perfect fingerboard gives perfect 
results. 

A perfect string used on a false fingerboard appears to be 
false. 

A false string used on a perfect fingerboard always gives 
false results. 

A false string used , on a false fingerboard sometimes 
corrects itself. 

* * * * 

15 

Until now unfortunately, the majority of guitarists and luthiers have 
attributed the near-impossibility of accurately tuning a guitar, (on all its notes 
including chords made with stopped and open strings) only to faults in the 
strings themselves. They have not thought that a great part of the trouble 
is also due to inaccuracy of the fingerboard. They have not suspected it even 
when they have performed the very act which itself should prove to them 
that the fingerboard is false: that is, by fixing a string and noting it to have a 
tendency to augment or diminish the intervals , removing it and replacing it 
end for end. On doing this, and, almost as by a miracle, the string bas sounded 
true, they have been happy in not having to discard it. But, unluckily, it 
seems that no one wanted to push his thought a little further and ask himself 
how, in a moment, a string could transform itself from false to true. At best 
some may have told their supplier that his strings are not always accurate in 
pitch and he, in turn, may have complained to the string manufacurer, who 
himself really does not know what more to do to obtain a guage and weight per 
unit length equally distributed on the entire string. They did not realise that 
HAD THE FINGERBOARD BEEN PERFECT, A FALSE STRING 
FIXED IN ANY DIRECTION WOULD HAVE REMAINED FALSE! 
If the intervals augment from one side, they will diminish from the other. 

When the string, after it has been removed and fixed again in the opposite 
direction. appears to have become true, it is simply because its defects have 
coincided with those of the fingerboard. When we measure an object or a 
distance and it seems to us, for instance, short, we must not expect to find it 
longer if we take a measurement from the opposite direction. It will always 
remain short. 

I know it may be said that sometimes a string (length 85-95 ems.) may 
have some defect at one end of its extremities which, when it happens to 
corn~ on the peg side of the nut, would leave its good part on the vibrating 
side, (length 65 ems.). I wish to all those who have done this operation to 
have been as lucky as falling always on such strings and that the fingerboard 
of their guitar be perfect. 

It would be too long to tell here my adventures through the frets and 
their relations but I will just say that the few rules I have applied for making a 
fingerboard are based on harmonics. Such a fingerboard , if not absolutely 
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perfect, undoubtedly has an accuracy in pitch far superior to those made up to 
now by the famous '18' system. This system, with which we shall deal later, 
is adopted by almost all luthiers. 

* * * * 

We know that harmonics can be produced at specific points on the length 
of a string, which are exact subdivisions of its entire vibrating length: ½- ½, ¼, 
½, ¼, etc., (in theory ad infinitum). Of these, I have taken only the two 
principal ones, that is, ½ and ½, (the ¼ which I have also used is a derivative 
of the ½). 

I made my first practical experiment with a strip of paper on which I put 
two marks 65 ems. apart. Then considering the ½ harmonic, resulting in one 
octave higher, (that js, 12 semitones or frets) and which is to be found at the 
middle of the diapason (as it js found at the middle of all strings of whatever 
length), I put two marks (representing the nut and the bridge), one to the 
other and folded the paper in the middle marking the fold as fret 12. Then 
considering the harmonics ½, resulting in one octave and a fifth higher, (that is, 
19 semitones or frets), I folded the entire diapason length in three equal parts 
and marked the two new folds as frets 7 and 19. Then with respect to the 
harmonics ¼, resulting in two octaves higher (that is, 24 semitones or frets) , I 
folded the diapason in four equal parts marking one of the two new folds fret 5 
and the other fret 24 (which is of no use for the guitar fingerboard but useful 
for our calculations). Continuing I made a fold in the middle between fret 5 
and the bridge, marking it as fret 17, being one octave higher than fret 5 (that 
is, 12 frets). Then I made one more fold between fret 5 and 17 which became 
fret 10. 

Thus going backwards and forwards on the fingerboard always with the 
½and½, I completed the 19 frets and when I put one to the other any two frets 
one octave apart (i.e. twelve semitones or frets) always in the middle between 
them was a fret having on one side 5 frets and on the other 7. 

As jn the chromatic "well-tempered" scale, when we add to the interval 
we call the "perfect fourth" (5 semitones or consecutive frets) the interval we 
call the "perfect fifth" (7 semitones or consecutive frets) , we_ obtain one octave, 
so, luckily, on the fingerboard, any octave on the same string (12 consecutive 
frets) will have at its mid-point a fret used to form the higher "fourth". 

On a precise fingerboard, it should be possible, after having applied the 
capotasto (in Spanish, cejilla, and not to be mistaken for the barre) at any fret, 
to have on the remaining free string or new diapason the same characteristic; 
i.e. in ½ ratio from the capotasto to the bridge there should be the "octave" 
fret ; at the ½ the "fifth" fret and at the ¼ the "fourth" fret. 

* * * * 

I wish to let amateurs know that when we make calculations for a finger
board, we do so on a diapason 65 ems. long, a measurement attributed to the 
great luthier Antonio de Torres, but that we set the bridge about one and a 
half mms. further back, making thus the diapason length about 65.15 ems. to 
remedy the tendency of the strings to augment the intervals when a finger in 
pressing them, puts them out of the straight line, adding to the tension to which 
they '.'.lave already been submitted by tuning. · 
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Using rule and dividers it has been easy to repeat a similar operation on a 
piece. of thin wood, as some luthiers do to mark once and for all the "scale of 
frets" and use it for the fingerboards of all the guitars they make. 

Taking advantage of an old, inaccurately-pitched guitar, whose diapason 
was a little shorter than the classic and using a knife and some drops of 
alcohol, I unstuck the fingerboard and removed the frets; then helped by a 
local carpenter (not that I have any dislike of luthiers as such, but because at 
that time I lived in a capital unblessed of these nice people) I stuck it back on 
the reverse side, putting the frets at the distances just mentioned, with excellent 
results as to accuracy of pitch. 

I am glad to have already succeeeded in convincing some good luthiers 
to make their fingerboards according to these principles which, be it said, are 
not mine. The points where rest the nodes or harmonics have been fixed by 
natural law; I have merely observed and made use of them. 

One of these luthiers has told me frankly that, having worked for over 30 
years without suspecting what happened on the fingei:board, now he will be 
able to tell any future customer presenting his guitar for checking of finger
board, which is or are the misplaced fret or frets. Up to now he used to decide 
on their accuracy "by ear", "by the eye" or with "his scale of frets" and if 
they were untrue he removed the fingerboard and made a new one. 

Smiling, I told him what the pretending dentist did for his patient with 
the aching tooth: he extracted all the teeth thus making sure of the one that 
ached! 

My friend A.M. (owner and manager of one of the biggest firms of Italy 
specialising in the making of musical instruments) rang me up two months ago 
requesting me to go immediately to his workshop. When, somehow anxious, 
I asked what was the matter he answered in a mysterious tone: I can't tell you 
over the telephone; you will know when you come. When I arrived, his 
chief-luthier and himself showed me an ordinary guitar they had just made 
applying on it "my" fingerboard, which a month before I explained and made 
for them in that same room (on paper and on wood). 

I was asked to try it; it was mounted with good steel strings to check even 
better its accuracy in pitch. I tuned it with open strings and harmonics (i.e. 
without using the frets), tried it after with all sorts of chords, especially those 
made with open and stopped strings (a la Villa-Lobos) and I was unable to 
find any false note which would have required a further corre~tion a~d 
adjustment of some string, as we usually have done. Then the ch1ef-luth1er 
brought to me another guitar of the same model, with strings of the same make 
but with the only difference that it had the fingerboard done as they have 
always made it (by the '18' system), and asked me to repeat the operation of 
tuning and checking; result G, 5th string, fret 10, was of different pitch to the 
open 3rd string; B, 4th string, fret 9, was of different pitch to the open 2ncl 
string; E, 3rd string, fret 9, was of different pitch to the open 1st string; etc. etc. 



18 GUITAR NEWS FEB.-MAR., 1955 

When I tried some major or minor chord on any fret, . using the "grand barre", 
it sounded mote or less alright, because, as you now ~now, all the strings were 
submitted to the same raising or lowering; but, when I tried chords with some 
strings open and others stopped it was easy to notice that the accuracy of the 
intervals was disturbed. Soon ·after, when I was leaving, I said to M. : "My 
.dear friend, you cannot imagine my joy! Thanks for having trusted my idea . .. 
He interrupted me: We thank you . .. We have not done anything ... You did 
it all ... " . 

A fortnight ago I had another emergency call from Ml This time it was 
to let me see and try two magnificent new guitars which were sent three days 
after to Rome for participation in the "Concorso di liuteria"; of course they 
had . . . my well-tempered fingerboard! 

* * * * 
The majority of luthiers make their fingerboards by the "18" system, i.e . 

. after they have fixed the limits of the diapason, they divide it by eighteen, and 
,on the first division immediately after the capotasto they place the first fret. 
Then again they divide the remaining part by 18 and place the second fret and 
.so on. Many, for this operation, use a.proportional divider made so that when 
it is opened the prolongation of its arms gives an opening, say, eighteen times 
.smaller. Certainly in this way they obtain frets which will be gradually smaller 
- an indispensable thing; but a slight mistake at the first fret will be bigger 
.at the second and grow progressively. The frets 5, 7, 10, 12, 17 and 19 will 
be placed where the "18" system will have decided and not where nature and 
:the well-tempered scale compels them to be. 

When a fret is placed a couple of mm. out of the right place, it takes a 
very fine ear to detect the false interval, since to raise an open string half a tone 
more than 36 mm. are required from the "capotasto" to the first fret. Notwith
_standing this, the false fret will still be false. 

Now for those who might wish to carefully check the fingerboard of their 
·_guitar, here js a list of some of the few principles described in the present 
.article: 

65 ems.' (or any diapason) x ½ = fret 12 
,, ,, ,, ,, x t = frets 7 and 19 
,, ,, ,, x ¼ = frets 5 and 24 

=rn the middle between the 1st fret and the bridge there must be the 13th fret 
,, ,, 13th fret 6th 

2nd ,, ,, the bridge ., ,, 14th ,, 
,, ,, ,, 14th fret 7th ,, 

,, 3rd ,, ,, the bridge ., ,, 15th ,, 
,, ,, ,, 15th fret 8th ,, 

4th ,, ,, the bridge ,, ,, 16th ,, 
,, ,, 16th fret 9th ,, 

,, 5th ,, ,, the bridge ., ,, 17th ,, 
,, ,, 17th fret ,, ,, 10th ., 

,, 6th .. ,, the bridge ,, ,, 18th ,, 
,, ,, ,, 18thfret ,, ,, 11th ,, 

,, 7th ,, ,, the bridge ,, ,, 19th ,. 
,, 19th fret ,, ,, 12th .. 
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From the foregoing, frets 13, 14, 15, 16, 17, 18 and 19 are respectively 
half the frets 1, 2, 3, 4, 5, 6, and 7. 

When we make the harmonic at fret 24 (on the¼ of the diapason, which 
is two octaves higher than the natural sound of the string), if the fifth fret has 
been fixed accurately, it is obtainable with equal precision and at the same 
spot whether we press the fifth fret or let the string vibrate freely over its entire 
length. This is due to the fact that the frequency does not change because 
when we do not stop the fifth fret there result four equal loops on the string 
which vibrate and produce simultaneously the same sound, for they all possess 
identical "length-tension-weight" per unit length. When we do stop the fifth 
fret there result three loops similar to the above mentioned. 

An analogy to the foregoing experiment is obtainable with the harmonic 
on the.½ of t;he diapason (frets 7 or 19); when we make the harmonic on the 
19th fret, if the 7th fret has been fixed with precision we notice that we can 
get it exactly of the same pitch and at the same spot whether we press the 
string on fret 7 or leave it "open". 

Although thi$ may not be the right mom~nt, as we are dealing with 
harmonics, I wish to say that when we want to play in harmonics at the octave, 
a note to be found on higher frets than the 7th (especially on the first string), 
we can use the "third" harmonic; e.g. if we wished to play in "octave 
harmonics" the notes C, C sharp, D, etc. on the first string, instead of having 
to guess at what point our right hand index finger will have to touch lightly the 
string (the point is at the centre of the vibrating string, where if we wanted we 
should have had the 20th, · 21st and 22nd frets), it is possible to obtain the 
same notes by pressing the 1st string on frets 1, 2, 3, etc. and placing the 
right hand index finger over the notes C, C sharp and D etc. i.e. only 7 frets 
higher, which would be one third of the diapason. 

GUITAR SOCIETY IN TORONTO, CANADA 

W E are pleased to announce the formation of the Toronto Classic Guitar 
Society. Its first meeting was held in February 1954 and since then it 
has been in sessibn on the first Saturday of each month in the studio 

of Eli Kassner, a member who bas converted bis garage into an artist's studio 
and incidentally into an ideal meeting place for players of the classic guitar. 

Gatherings are informal as yet, with no pre-arranged programmes, 
although this idea may be adopted in the future. Many different makes of 
guitars are played, among which may be mentioned the Monch, Ramirez, 
Martin, Regal, Hyde and another excellent guitar of Jugo-Slav make. 

. It is a noteworthy fact that association has taught the members (12 in 
number) many worthwhile things, such as the attractive music of the repertoire 
of the guitar, tone production, the relative merits of the instruments fashioned 
by various makers, etc. 

The three most proficient members of the Society are teachers of the 
guitar. 

The honorary Secretary, Mr. R . Carter, informs us that guitarists visiti ng 
Toronto are invited to the Toronto Classic Guitar Society (I.C.G.A. will be 
pleased to give the address to members). 
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NYLON STRINGS FOR THE 
CLASSICAL GUITAR 

World's 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. 

SVEA HAMMARBERG
KRITSCHEWSKY 

M ADAME HAMMARBERG-
KRITSCHEWSKY gave a 

successful recital in Stockholm on 
November 2nd. Her programme 
included Partita in A minor (Logy), 
Grand Sonata, op.22 (Sor), Sonata 
Clasica (Ponce), etc. She uses a 
guitar by the Swedish maker
Bohlin. 

ARRANGEMENTS BY 
KARL SCHEIT 

C ARCASSI'S 25 Studies, Opus 60, 
are by far the most important 

works for the guitar by this 
Florentine guitarist who lived in 
Paris during the first half of the 19th 
century. They _can be obtained in 
the original edition in Schott's 
Guitar Archives (No. 43). 

Karl Scheit has now provided a 
new approach to them-or, rather, 
to twelve of them. He has arranged 
preparatory studies and exercises 
(Vorstudien) and given much useful 
guidance for fingering- both hands. 
This has been published by Univer
sal Edition, Vienna and London 
(UE 12248). 

From the same publishers can be 
obtained Professor Scheit's arrange
ment of the Suite in D minor by 
Robert de Visee (UE 11322), which 
was made from the original tablature 
in 1944. This comprises nine of the 
ten movements, the Passacaille 
being omitted (see foreward). 

" GUITAR REVIEW " 
P REPARATIONS for No. 17 

issue of "Guitar Review" have 
now reached an advanced stage. 

No. 18 will be a special 
"Flamenco" issue. 

The subscription for U.S.A. is 
Six Dollars for six issues; for other 
lands it is Five Dollars. 

"Guitar Review", a highly artistic 
publication, is published by the 
Society of the Classic Guitar, 409 
East 50th Street, New York 22. 
N.Y., U.S.A. 

"GUITAR NEWS'' 
A FEW copies of Nos. 4 to 11 and 

13 to 22 are still available at 
9d. a copy, plus postage. 

M.C. MUSIC PUBLISHERS 
are happy to introduce a Classical 

Guitar Series by Mr. A. Bellow 
G. F. Handel: Rigaudon ; Gavotte 1; 

Gavotte 2; Menuett; Impertinence 
$1.20 (U.S.A.) 

A. Bellow: Nocturne $0.90 (U.S.A.) 
A. Bellow: Elegie $0.90 (U.S.A.) 

Inquire at your dealer or write to:
M.C. MUSIC PUBLISHERS 

2496 West Broadway, .O.G., 
Montreal, Canada 
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NEWS FROM U.S.A. 

N EWS of Segovia's triumphant concerts in St. Louis, Seattle and other 
places have been recejved from I.C.G.A. members who have had the 
good fortune to hear his wonderful music. The "Seattle Times" said: 

"Choosing outstanding selections in a Segovja programme js as difficult as 
choosing an outstanding pearl in a necklace . . . He scored strongly with 
Rodrigo's "Sarabandic Lointajne" and Torroba's "Serenata Burlesca" in which 
the guitar seemed to whisper the notes into the air. Segovia's artistry was 
.summed up in his closing number, Albeniz's brilliant "Torre Bermeja". It 
was perhaps the most demanding selection, but Segovia's sensitive fingers and 
his unerring musicianship made it sound like the easiest thing a guitar could 
<lo. 

* * 

I N the November issue of the S.C.G. Bulletin we read that William Clauson
guitar and voice-took part in the final meeting of the 1953----4 season at 
La Zambra, New York. There were also guitar solos played by Natalie 

Bellow, Julio Prol and Luis Alfredo Ortiz. Mazurka (Albeniz) and Miller's 
Dance (de Falla) were performed as duets by Charles Mazurak and Dave 
Charney. The S.C.G. Trio-Vladimir Bobri and Julio Prol (guitars) with 
Ralph Freundlich (flute) played Ave Maria (Bach-Gounod), Bohemjan Dance 
and Miserlou. 

The new season opened at La Zambra on November 8th. The 'S.C.G. 
Bulletin' contains much chatty news of its members and guitarists. For 
jnstance we read that Ralph Freundlich, whose article on 'Flute and Guitar' 
appeared in "Guitar News" No. 18, has been to Mexico during the past 
Summer. While in Mexico City he heard some of the leading guitarists
Gustavo Lopez, Alberto Salas and Guillermo Flores Mendez. 

NEWS FROM AUSTRALIA 

MRS. SADIE WASHINGTON, of the Society of the Classical Guitar, 
Sydney, appeared as a guest artist at a Musicale at The Pymble Music 
Club on the 6th October, 1954. 

Nerissa Niblo, soprano, and Raymond Hanson, composer-pianist, both 
professional musicians, were the other contributing artists. --

The Guitar Society feels that Sadie Washington's appearance is a definite 
step towards an understanding of the instrument in Australia, a country where 
knowledge of the traditional guitar is extremely vague and confused. Mrs. 
Washington's stage presence and the grace and relaxation of her hands as she 
played, in themselves made a good impression. Her music, unforced and crisp 
carried clearly to every point of the hall. 

Pymble, a district containing many of Sydney's finest homes, has as 
residents numerous people prominent in music circles. It was, therefore, a 
discriminating audience before which Sadie Washington played and which 
received her performance with so much pleasure. 

Two groups of solos were played-the first a Minuet and Passacaille by 
Robert de Visee and a Gavotte from the 6th 'cello Suite by Bach; the second, 
a Malagueiia, traditional and a Solea by Fortea. 
• The playing of each group was preceded by a brief explanatory talk by 
e. member of the Guitar Society. 
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MUSIC FOR 'THE CAPTIVE' 
BASED on Luigi Pirandello's 

story and adapted for television 
'The Captive' was presented by the 
B.B.C. on December 26th. The 
music was arranged and played by 
Julian Bream. 

GLASGOW GUITARISTS 
INCLUDED in the items played at 

the December meeting of the 
Classic Guitar Society of Glasgow 
were some duets played by Norman 

Quinney (guitar) and Henry Chalk 
(recorder). Members were also 
entertained by Allan Shearer who 
played some delightful guitar 
arrangements of Christmas Carols 
which he had made. 

AN ACKNOWLEDGEMENT 
THE Editors gratefully acknow-

ledge the valuable help always 
willingly given by Mr. J. K. Sutcliffe. 
a Foundation Member of I.C.G.A.. 
especially on technical and scientific 
matters. 

MEMBERS' ANNOUNCEMENTS 
Every member may have Me 2S word eeA@e ia&erted free io "Gsdter P'Jcns" f~ 

.eaeh 1111a1111l subscriptio11 paid. Extra notices (prepaid) may be included at the following 
rates : Up to 25 words, 2/6; from 26 words to 50 words (maximum) 5/-. 
CHESNAKOV: Elements of Music and Harmony in the study of the Classical 
Guitar. Theoretical and practical training in Modern Technique as a basis for 
development of artistic playing and for elimination of faults, self acquired or 
installed by wrong teaching. Progressive, selected studies. Few vacancies for 
students. 48a Cathcart Road, London S.W.10. (FLA 4354). 
SPANISH GUITAR CENTRE: Sometimes in stock, MONCH concert guitars 
by Edgar Monch, one of the world's greatest living guitar makers. Soria 
concert guitars, £13/10/0. Fantasia strings as used by Ida Presti-set 19/6. 
Private or class tuition Segovia-Tarrega method by Len Williams. "Guitar 
Today" handbook price 2/6. 12/13 Little Newport Street, London, W.C.2. 
HECTOR W. QUINE (Pupil of Julian Bream) gives private tuition in modern 
Spanish Guitar technique, including the much neglected art of tone-production. 
Entirely new and unique method of instruction ensures rapid progress from 
the first lesson. 19 Oakley Gardens, Chelsea, London, S.W.3. (Telephone: 
FLAxman 5079). 
ADELE KRAMER: Professor at the Guildhall School of Music and Drama. 
London, gives lessons in Classic Guitar for Beginners to Concert Standard. 
64, Belsize Park, London, N.W.3. (Tel.: PRimrose 7693). 
SAVAREZ NYLON GUITAR STRINGS made by Babolat et Maillot, Lyon, 
France, supplied in three tensions, and used by Ida Presti and Alexandre 
Lagoya. Available in England from Wilfred Smith, Harp-maker and Repairer, 
30 St. J ames's A venue, Hampton Hill, Middlesex. Complete set of Savarez 
Nylon strings 17 /6. 
SPANISH GUITAR CENTRE (Western Area): Private or class tuition
Segovia-Tarrega technique-by Michael Watson. Strings, Music, Guitars 
stocked. 6, Gloucester Road, Bristol 7. (Tel.: 47256). 
P ANORMO guitar in excellent condition dated 1826, complete with case, £10. 
Percival, Cotswold House, Ilmington, Shipston-on-Stour, Warwickshire. 
WANTED-We are willing to act as agents for a British manufacturer of 
precision Guitar strings in Nylon. Write: J. J. R. Gibraltar Trading Co., 
Box 124, Gibraltar. 

l 
I 
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G.A. 

Schott's Guitar Archives - New Issues 
A. SEGOVIA EDITIONS 

G.A. 
171 BACH, J. S. Sarabande 3/6 l 50 PUJOL, E. Hommage a 

Tarrega 3/6 
177 SCAR.LATTl, D.Sonata Emin. 3/6 
179 SEGOVIA, A. Estudio sin luz 3/6 

172 Gavotte 3/6 
173 Prelude 3/6 
174 BRAHMS, Wa ltz Op. 39/8 . . . 3/6 

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

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

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

G UI • ' SOLOS, arranged and revised by S. RANTER[ (each 1/6). 
h. toven: 1st Movement, Moonlight Sonata . 
( , ,ssi: Tremolo Study. Mendelssohn : Barcarolle. 

f >r t: Berceuse and Chopin: Study Op. 10 No. 3. 
'R:i,11eri: Malaguena . Yradier: La Paloma . Sor: Minuet in A. 

CRANZ AND COMPANY LIMITED 
13-J, WA >OUR STREET LONDO , W.1 

Telephone: GERrard 3742 

EW range of STRI GS for the 

Classic Guitar 

M ade Crom modern mater ials which suiL the needs o f this classic 
instrument, these new strings oossess truly exceptional qu alities of 

to ne a nd durability. 

PROCESSED NYLON AND TERYLENE 

1st Processed Nylon 
2nd 
3rd .. 
4th W o und o n Terylene .. 
5th 

catb~dral Strings 

28 1 
282 
283 
284 
285 
286 
287 

6th 
Set 

,. ,. .. 
(I each o f above) . . 

1/ 8 each 
2/- .. 
2 / 2 ,. 
2 / 5 ., 
2 / 8 ., 
2 / 11 ., 

13 / 10 per set 

Sole M anufactltrers 

BRITISH MUSIC (G ) STRI GS LTD., 130, Shacklewell Lane, LO DO , E.8. 
ENGLAND. 
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HELD OVER.- Many reports, articles and news items have had to be held 
over until the next issue of "Guitar ews" . 
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BRISTOL AND CHELTENHAM 
MEET 

GUITAR SOCIETY IN 
ARIZONA 

MICHAEL WATSON and a party 
of his pupils from the Bristol 

Spanish Guitar Centre paid a sur
prise visit to the meeting of 
Cheltenham Classic Guitar Circle on 
December 11th. The emphasis was 
on the works of Francisco Tarrega, 
but, altogether, nearly thirty solos 
were played by members and visitors 
during the evening. 

THE classic guitar has taken root 
in the rancho state of Arizona, 

U.S.A. and we are delighted to 
report that a Guitar Society has been 
formed in Phoenix. The 'live wire' 
is Mr. John C. Tanno who has 
given a number of lecturettes on 
various phases of the guitar and 
taught a number of pupils in Phoenix 
and the surrounding district. 

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

(A mm-profit-making Organisation) 

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

Miss Joan Prior, Mr. Rupert Douglas, 
Mrs. Kay Appleby, (Hon. Treasurer), 
Mrs. A. Korwin-Rodziszewski , B.A., (Translator). 

Hon. Organiser : Wilfrid M. Appleby, 47 Clareuce Stteet1 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. .75 cents.) 

All members receive "Guitar News" without further payment. 

"GUITAR NEWS" Bi-monthly Copyright reserved. 
Hon. Editor : Wilfrid M. Appleby. 
Assistant Editor : Mrs. Kay Appleby. 

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

U.S.A. Payments: A dollar note covers ordinary membership fee or 
rnoscription 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. 

Printed bY Glnuces:cr Printers Ltd .. Ladybcll !ll&te St., C.Houccstcr . 


