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"MORE GUITARISTS" 

THE New York Times Magazine 
(August 7th) prints an article by 

Eugepe Raskin, which, though 
written light-heartedly, is unusually 
well-informed on guitar matters. His 
article which bears the title "Any 
Number Can Play" divides guitarists 
into eight catagories-and gives each 
of them 'a polite slap'! 

The statistics he gives are, how
ever, quite serious and interesting. 
Quoting the American Music Con
ference of Chicago he says that five 
years ago, Americans were spending 
a little over 3 million dollars a year 
on guitars. By 1952 the figure had 
jumped to over 9 million. This year 
one of the largest guitar manufac
turers in U .S.A. :rreported that its 
trade for the first quarter of 1955 
was 500 per cent above the same 
period a year ago . . 

"THE GUITAR REVIEW" 

MR. VLADIMIR BOBRI has 
recently been on a visit to 

Spain, where he has succeeded in 
finding much interesting material 
about the art of Flamenco. 

This will be the theme of an issue 
of "The Guitar Review" to appear 
in the near future and we recom
mend our readers to subscribe to this 
artistic publication. Six issues for 
$5.- ($6.- U.S.A.) to Society of 
the Classic Guitar, 409 East 50th 
Street. New York 22, N.Y., U.S.A. 

Subscriptions from Britain (and 
some other lands) may be sent 
through a bank or a large book 
store. 

101 YEARS AGO 

JUST one hundred and one years 
ago George Borrow, his wife and 

step-daughter, started on a tour of 
Wales which gave him the material 
for bis famous book "Wild Wales". 
At the end of chapter I he · wrote of 
Henrietta bis step-daughter "she has 
all kinds of good qualities and 
several ac~omplishments, knowing 
something of conchology, more of 
botany, and drawing capitally in the 
Dutch style and playi ng remarkably 
well on the guitar-not the trumpery 
German thing so-called-but the 
real Spanish guitar". 

The ' trumpery German thing' was 
the lute-guitar. a guitar with the 
body of a lute. 

NYLON STRINGS FOR THE 
CLASSICAL GUITAR 

World's finest strings , Used by 
leading artists, Hand made for 
utmost precision. Ava ila bl e in 

silver µfated or pure sil ve r 
wire. 

E. & 0. MARI, INC. 

P.J.B. 

Manufacturers of Musically Better Strings 

Since 1600 

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

U.S.A. 
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ANDREI SEGOVIA 

0 
UR front cover picture shows a smiling Segovia, fresh from his triumphs 

at the Edinburgh Festival, boarding the plane at London Airport en 
route for Rome and thence to Siena for his special course at the 

Chigiana Academy where his students awaited him. 
At the Edinburgh Festival he had been acclaimed as one of the greatest 

musicians of his day. His recital on the Sunday afternoon of August 28th 
which was broadcast, included his transcr,iptions of six lute pieces by Galilei, 
Suite in D ·by R. de Visee and Fugue a.nd Gavotte (Bach). Tarrega's trans
cription of a Minuet by Schubert, Cavatina by Tansman and works by Villa 
Lobos brought to a conclusion this glorious hour of music. 

On the following Wed.nesday, Segovia played the Concerto No. 1 for 
guitar and orchestra by Castelnuovo- Tedesco. ihis was presented on B.B.C. 
television. 

Segovia's November Visit 
In November Segovia will play jn Dublin and in several English towns. 

Here is a list of his engagements at the time of going to press: 
November 12th- Birmingham City of Birmingham Symphony Orchestra. 
November 19th- Liverpool Philharmonic Orchestra. 
November 20th- Brighton (afternoon) Southern Philharmonic Orchestra. 
November 26th- Dublin (afternoon) Recital. 
November 27th- Portsmouth (afternoon) Southern Philharmonic 

· Orchestra. 
November 28th- Londou, Middle Temple, (Recital). 

OM GUITAR ITAMDARDI 
AND QUALITY 

by J. A. Burtnieks (U.S.A.) 
(Part II) 

Tuning of the Soundboard 
The geometrical design by means of intersecting circles, advocated by 

Ricardo Munoz in his Tecnologia, de la Guitarra Argentina (Buenos Aires 
1953), may be a highly entertaining game for a tyro who wants to compare 
different models, but no quality can be attained thereby. The violin makers 
have repeatedly investigated the possibilities of various geometrical formulas 
only to return to the somewhat humiliating process of painstakingly copying 
the best instruments of the old masters. More reassuring is the view held by 
many craftsmen of to-day that, for a violin or a similar instrument to sound 
well, the belly should be "tuned" i.e. its rate of vibration brought into a 
definite harmonic relationship to that of the air cavity within the sound-chest. 
This, for a given material, involves careful adjustment of the scantlings, 
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especially of thei softwoocl soundboard and, in the case of the guitar, also of 
the abanico, or "fan" strutting. Why such a harmonic relationship should 
result in an all round improvement of the tone is hard to see. One should 
rather suppose that it would favour certain tones at the expense of others. 
For instance, my Enrique Garcia, built in 1914, is definitely more resonant to 
the tone of A. I imagine that if the belly were tuned to A, but the resonance 
cavity to D or E (i.e. a fifth or a fourth lower), both tones or resonances would 
tend to reinforce each other. The function of strutting, properly graded as to 
thickness, might spread the said reinforcement to intermediate or neighbour
ing tones, thus making the instrument well balanced and rich in harmonic 
overtones. The idea definitely, seems to be worth investigating by practical 
guitar builders. 

The Choice of Woods 
The choice of material for the back and sides is mostly a question of 

personal preference. The Brazilian palo santo, a kind of lignum vitae, often 
miscalled rosewood and invariably favoured by Spanish craftsmen, has no 
acoustical advantages over indigenous hardwoods, such as maple or walnut. 
(And is there anything more beautiful for a musical instrument than flamed 
maple universally adopted by the violin makers?) The fact is that these 
parts of the instrument do not contribute much to its acoustics. However, 
this does not mean that plywood or veneer, which is acoustically dead, could 
be substituted. The story, current in guitar circles, according to which a 
guitar "made of cardboard" sounded "just as good", must be taken with a 
large grain of salt. But it is a matter of record that a Stradivari violin whose 
back was irreparably damaged lost none of its virtues when a new back, 
carved out of the best flamed maple, was incorporated. On the other hand, 
it is equally well-known that the slightest tampering with the softwood belly 
is liable to have disastrous results. There can be no doubt that utmost 
circumspection should be exercised in selecting suitable material for this 
important part of the instrument. 

Tlte Best Material for the Soundboard 
According to Ricardo Munoz of Argentina, the best wood for the sound

board of the guitar is Argentinian larch. He gives figures that claim to show 
that this wood is superior in tone-duration, elasticity, compressive and tensile 
strength etc. "For tone intensity it is at least equal to pine". If it were so, 
this material should become a veritable gold mine for Argentina, as the 
piano manufacturers have spent large sums of money in order to determine 
the best species of wood for making soundboards. However, as a result of 
these costly experiments, they have returned to the mountain-grown spruce, 
often miscalled "Swiss Alpine Pine". In . view of this, the European guitar
maker is well advised to steer clear of either larch or pine and be on the 
lookout for the best mountain-grown spruce with regularly spaced fibres, 
quarter-sawn (or better split in the old-fashioned way) along the radii of the 
log, and thoroughly air-seasoned. (Artificial seasoning, now in universal use 
for commercial timber, is known to impair the acoustic qualities). However, 
the insistence of the guitar makers on exceedingly close grain seems to be 
a delusion. The most famous violins exhibit no such grain. Nor are the 
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piano manufacturers concerned about close grain. But they are very insistent 
upon "homogeneous soundboards", which, among other things, means 
regularly spaced fibres. The best scantlings seem to be those wherein the 
yearly "rings" are broken up by tiny transverse veins and curious irregular 
spots (Vogeltritte in German). When you lightly hold such a slab with the 
tips of two fingers and strike it with the knuckles of the other hand, it emits 
a surprisingly musical sound. Truly a softwood, not distinguished either by 
tensile or by compressive strength, it can be cut with a knife like cheese. 

The Question of Varnish 
And that leads us to the moot question of the finish which, among the 

guitars, ranges all the way from the raw, unvarnished soundboards of some 
older instruments to the glazed surfaces of the American jazz "guitar". It 
stands to reason that such a delicate and expensive materiat as the sound
board of a musical instrument should be treated with respect and under
standing. Impregnate it with shellac, which on drying becomes as hard and 
brittle as glass , or spray it with automobile lacquer, and its precious properties 
are lost _for ever. The older craftsmen were right (and a number of well 
known violfo makers have confirmed the fact) that unvarnished soundboards 
produce the best results. However, on account of dust, dirt, sweat and 
ravages produced by climatic changes of temperature and humidity, an 
instrument is safer with some protective finish. The soundboard of the piano 
is generally left unvarnished, but. to make it impervious to the above factors, 
it is treated with some substance that does not impair its resonance. One 
famous manufacturer claims that his soundboards, thus treated, are 
"homogenized", i.e. acoustically superior to untreated soundboards, but his 
formula is a carefully kept secret. But there is no secret in the varnish used 
by Stradivari or his compeers, or rather the secret of the velvety tone of their 
instruments does not lie in the formula of their varnish, as I have tried to 
show in my book "The Secret of Cremona". However, one point about their 
varnish is worth mentioning: it could not be the spirit varnish now universally 
used in the mass production of cheap instruments, for the simple reason that 
spirits of sufficient strength for this purpose were not produced until the end 
of the 18th century . The varnish of the Cremona craftsmen was soft oil 
varnish. as unlike the vitreous enamels of the American jazz "guitar" as 
possible. 

The Importance of Correct Grounding 
It seems to be immaterial what varnish we adop~ provided it be 

sufficientlv soft and elastic to follow the vibrations of the delicate material 
underneath. But it makes a worlrl of difference what substance we use for 
the first coat usually called grounding. As this first coat actually penetrates 
the tiny orifices of the softwood, becoming one with: it, the substance used 
for this ourpose makes or breaks the instrument. Indeed, it looks to us like 
the height of follv to spend good money on mountain-grown spruce, whose 
chief virtue is its less resinous character and then to impregnate it with hard 
resins dissolved in potent spirits. There are two schools of thought as to the 
grounding used for the Cremona instruments . . One, represented by W. Christ
Iselin, of Basle, Switzerland, holds that the instruments, before varnishing, 
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were treated with some kind of tempera, e.g. the white of an egg thoroughly 
beaten and then mixed with the yolk and a touch of vinegar. The other 
school, represented by Professor J. Koch, of Dresden, Germany, is of the 
opinion that the ground consisted of coldly pressed unboiled linseed oil with
out any siccatives that might impair the elastic properties of the subsequent 
linol. The latter view seems to be supported by the only two letters preserved 
from Stradivari's correspondence. (One of these is addressed to Galileo 
Galilei, father of the famous astronomer). In both letters Stradivari apologises 
for delay in the delivery of a violin caused by cold weather and lack of sun
shine. (Oxidization of linseed oil is greatly accelerated by warmth and the 
ultra-violet rays contained in sunshine). It may be pointed out that both 
schools have produced concert violins to substantiate their claims. 

Worth While Experiments 
Intrigued by these possibilities, the author made an experiment with an 

unvarnished guitar beautifully made by Wilhelm Herwig of Markneukirchen , 
as well as with several violins from a well known workshop. The guitar was 
grounded with suitable oil that for two years had been exposed to sunshine 
in a ·hermetically sealed phial made of special "ultra-violet glass". In view of 
these precautions, the oil did not become viscous, yet the oxidization 
proceeded rapidly. The -first tests before varnishing revealed a velvety tone 
combined with a softness of touch that was highly gratifying. Nor did these 
precious qualities disappear after varnishing the instrument with a soft oil 
varnish of a consistency suitable for violoncellos. A violin treated with 
tempera was likewise a great success ·when played at a public concert by an 
artist-friend of the author. Unfortunately, these experiments were interrupted 
by World War II before arriving at a definite conclusion as to which process 
was best. But I wish that some guitar maker with a penchant for 
experimentation and a respect for qualitv would investigate the possibilities 
contained in these sul!gestions. The violin makers of to-day are way ahead 
of the guitar makers in pursuing unusual ways and means in the search after 
quality .. There is no doubt that an intelligent guitar maker could profit from 
these experiments . But, needless to say, no finish. however "right", can be a 
substitute for the right principles of construction. 

Instructions for Grounding with Tempera 
The following instructions are meant for the reader who would like to 

make an experiment with tempera grounding. Only new instruments that 
have never been varnished or otherwise treated with chemical substances are 
suitable for such grounding. 

Take two fresh eggs, separate the white from the yolk. Beat the white thoroughly 
until it becomes uniformlv foamy like lather. LPt it settle in a cool olace until it turn~ 
into a clear liquid. Now ·heat the yolk and mix it with the white. Acid one spoonful of 
of the best wine vinegar for each · e1rn:. i.e. two spoonfuls altogether. Mix thoroughly. 
If necessary, strain and let settle so that no air bubbles remain . 

As the mixture is "watery". it is advisable to proceed gradually. Apolv the first 
coat sparingly with a brush or a sponge in broad stripes across the width of the instru
ment, leaving untreated stripes between (so that only one half of the surface becomes 
wet). When these stripes have dried overnight, treat the remaining surfa ce. When this 
is dry on the next day, add a little vinegar to the remaining mixture and apply one more 
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even coat over the whole surface along the grain. If, within half an hour, the liquid 
is not absorbed by the wood, wipe the surplus off so that nothing remains on the surface. 
Now let the instrument dry 1horoughly for se"teral days in a dustless place. Do not 
sandpaper it until the first coat_ of the real varnish is on. 

When the tempera ground is dry, the soundboard may be tinted in a light golden 
brown or yellowish brown tone in the customary manner, if desirable. Apply the best 
soft oil varnish, such as the violin makers use, polishing each coat so that a soft (not 
glaring) sheen results. 

The above method closely follows that described in Christ-Iselin's 
booklet, first published in German (Basle 1920) and later translated into 
English as The Mystery of the Cremona Varnish (Breitkopf & Hartell, 
Leipzig 1923). When grounding with unboiled linseed oil, no precautions on 
account of wetness are necessary, and one coat is sufficient, but several monUis 
should be allowed for the drying or oxidization process. (It should be 
mentioned that the author's book, The Secret of Cremona, is not available 
in English). 

POSTCRIPT.- Since writing the above, the author has had an occasion to 
measure Yacopi's guitar No. 254 which is said to be an exact copy of his 
masterpiece now in possession of Maria Luisa Anido (the well-known Argen
tine guitarist). The soundchest of this splendid instrument is 19¼ ins. long 
by 3-i ins. deep. The width is 10-i ins. at shoulden and 14½ ins. at hips. The 
swinging length of strings is 25½ ins. 

EDITORIAL NOTE : 
In our last issue the name of the famous guitar maker Y ACOPI was 
erroneously spelt with a 'J', due to a slip in preparing copy for the printers. 

Mll 6 lU1LL LL O f>1LT. 
COMPOSER AND GUITARIST (187~ 1938) 

by Juan Riera (Spain) 

MIGUEL LLOBET was born on the 17th October, 1878, at 3 Calle la 
Palma de San Justo in Barcelona. He was a precocious artist, who 
lived during his childhood in an artistic atmosphere of the highest 

level. The most distinguished painters and musicians of Barcelona met at the 
studio of his father, a carver of religious images, adjoining the chapel of San 
Cristobal. Llobet, an artist born, thus found the opportunities for develop
ment of his natural capacities in the very dawn of his life, and took up very 
early the simultaneous pursuit of both painting and music. 

The guitar, with its intimate and enchanting voice, became his chief 
interest, and painting was relegated to second place. 

He studied at the Municipal School of Music in his native town, under 
Magin Alegre, a disciple of Areas, one of the most distinguished teachers of 
the old school, but he later perfected his studies according to the method of 
Tarrega. He made his first concert tour through Spain when he was 23 and 
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won a sound reputation by his virtuosity and musicianship. He was made 
honorary professor and member of the faculty of the Conservatoire at Malaga, 
and was eventually invited to play at the Royal Palace in Madrid before t~e 
King and Queen. Fired by his triumphs; the newly-fledged concert artist 
decided to display his gifts in Europe and America. 

In 1904 he went to live in Paris, where he became renowned as concert 
guitarist and teacher and was greatly admired by Debussy, Ravel, Severac and 
others. He was also loudly acclaimed in Belgium and in Germany, especially 
in Munich. At the beginning of the First World War he went to the United 
States, where the world's three great~st performers on stringed instruments 
were now foregathered-Kreisler, Casals and Llobet. The distinguished 
pianist, Ernest Schelling, arranged intimate concerts in his own home where 
guests included Paderewski, Kreisler, Godowski, Zimbalist, Sembrich, and 
other eminent Europeans who were in New York at that time. 

The most outstanding among Llobet's compositions is a suite of popular 
Catalan melodies which Emilio Pujol affirms mark the point in the history of 
the guitar where it was first made the vehicle of the modern idiom. Pujol 
considered Llobet to be a magnificent virtuoso and an exceptionally gjfted 
musician. Unlike Tarrega, he conceived the guitar as a modern instrument. 
For where Tarrega was a devotee of the classic quartet and had made the six 
strings of the guitar unite in a single voice, Llobet, fascinated by the diversity 
of tone in an orchestra, would make of each string, as it were, a separate 
guitar. His works call upon all the known resources of the instrument and 
enlarge its powers of virtuosity, and contain the most lyrical and subtle har
monies of his period. 

Miguel Llobet was modest to excess. He was not even aware of the 
full value of his work. But happily all intelligent and true musicians ap
preciated him and saw to it that his exquisite art was known throughout all 
the countries of Europe and America. As the great musicologist Rafael 
Mitjara had predicted, be enjoyed triumphs and applause as great as that 
known by Ferdinand Sor. He died in Barcelona in February 1938, unable 
to adapt himself to the disruption of spiritual values that attended the un
happy times of the Spanish Civil War. 

Translated from Spanish by Mrs. A. Korwin-Rodziszewski. 

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

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

G.A. 
150 PUJOL, E. Hommage a 

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

SCHO'IT & CO. LTD., 48 Great Marlborough Street, London, W.1. 
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IM IIARCH OF KNOWLEDGE 
by David Knapman (Britain) 

D URI G a recent holiday abroad I took the opportunity of visiting Milan, 
where Professor Miguel Ablon.iz teaches the guitar at the Scuola 
Musicale di Milano. Being a devotee, and having read his excellent 

articles in "Guitar News", I called to pay my respects to one who has done 
so much for the guitar. My reception was most cordial and Abloniz made me 
welcome right away. There was another reason for my visit, for I wished to 
put myself in his hands for special guitar instruction for the remainder of mf 
stay. This was agreed and, despite his many other commitments, Abloniz 
found time every day to give to me. His enthusiasm was infectious and he 
impressed on me the importance of the exercises for the left hand fingers men
tioned in "Guitar News" No. 25. The results, he told me, with his own pupils 
were remarkable and it was well worth while persevering with them jn order 
to acquire increased strength, dexterity and mobility of the left band fingers. 

Milan is a beautiful city with many lovely things to show the visitor but 
it is unwise to attempt sightseeing whilst driving a car amongst the traffic, 
which .is truly formidable. However, with Abloniz as my guide, excursions 
were made successfully and I was able to enjoy Milan the more for having 
a Milanese (adopted) with me. 

One evening. Miguel and I, were taking coffee very late in the Galleria 
after an excellent dinner when be turned to me and asked whether I played 
the Minuet from W. A Mozart's "Don Giovanni". "No", I replied, "I have 
not seen it arranged for the guitar." "Allow me, then, to give you my trans
cription," he said a.nd, tearing out two pages from his note-book, be began 
to write there and then on the cafe table, amongst the coffee cups, and with, 
it seemed, all Milan strolling up and down the Galleria enjoying the night air 
and talking nineteen to the dozen. In a very few minutes the notes were 
down on the paper and be quickly went over it again, putting in the fingering, 
and telling me his reasons as be went along. This paper is one of the many 
reminders of a charming and kind friend and patient teacher who is tireless in 
his efforts to further the cause of the classic guitar. 

Biographical Note 
Miguel Abloniz was born in 1917 in Cairo and started music at the age 

of nine with piano and violin and became interested in the guitar at sixteen. 
In 1937 Emilio Pujol sent his first two volumes of the "Escuela Razonada" 
and in 1946 he studied the guitar and vilhuela under Emilio Pujol and Juan 
Parras del Moral at the "Conservatorio Superior de Musica" of Barcelona. He 
also took lessons from Mathilde Cuervas (Mrs. Pujol) and Antonio Francisco 
Serra who was one of the best pupils of Miguel Llobet. In 1953 Miguel 
Abloniz left Egypt and settled in Milan where he took over the classic guitar 
class at the Milan School of Music. He was elected secretary of the 
Associazione Chitarristica Italiana and also secretary of the Society of Guitar 
Friends of Milan. Many of his works, both original and transcriptions, have 
been published and some are included in the repertoire of established concert 
artistes. as well as having been recorded. Among bis many diverse activities 



GurrAR NEWS 0cTOBER-NOVEMBEll, 1955 

and accomplishments may be mentioned his interest in guitar construction and 
his system of making a more accurate fingerboard, regular contributions to 
several guitar magazines, many broadcasts and recitaB, teaching, composing, 
transcribipg and the command of six fanguages. 

In Paris 
At last the time came for me to return, and on the way I stopped to visit 

friends in Paris. We went to a restaurant on the South bank well known as 
a guitar centre. Here everything was Spanish style, with flamenco singing and 
playing. This was to be my first experience of 'live' flamenco singing so I 
awaited "Le Spectacle' with especial interest. The lights dimmed and on to 
the brightly lit square of stage stepped the flamenco singer and his accom
panist. He stood quite still with his eyes closed as if in a trance, and presently 
he began to sway gently to and fro, his face became red and suffused, the veins 
on his neck stood out prominently and, after a few deep throaty gurgles, his 
mouth suddenly opened and he let out an enormous primeval bellow. This was 
so loud and unexpected that many diners were startled, and a lady at the next 
table knocked over a bottle of wine. It is now quite clear to me why flamenco 
guitars are made so robustly with additional protection at vulnerable places 
for the accompanist played con brio and the instrument took a good deal of 
punishment. That there was a certain degree of rivalry between the two 
artistes was clear for, between stanzas of the song when the accompanist played 
on his own and went on for too long, the singer had to resort to loud bolas, 
foot-stamping, and hand-clapping to stop him and allow the song to continue. 
Although the songs seemed to tell of dire and dreadful happenings (the words 
were incompreheµsible) all was otherwise light-hearted and gay and the singer 
would be delighted to repeat some especially telling passage which had been 
greeted by applause. He paused also at times to exchange badinage with the 
diners, one of whom wished to dispute, in an amicable way, his interpretation 
in certain places and it seemed to me that whilst the singer's attention was 
temporarily diverted the accompanist would grasp the opportunity and treat 
us to a selection from his own repertoire. The evening passed by pleasantly 
and served to round off what was an agreeable holiday. 

WEST of .ENGLAND SOCIETY FOUNDED 
WE are delighted to report that 

the inaugural meeting of the 
West of England Classic Guitar 
Society was held at Saltford, on 
September 3rd. Saltford is situated 
between Bristol and Bath, so it will 
be a convenient centre for a very 
large population. 

The office bearers are Mr. David 
Knapman (president), Mr. E. S. 
Roberts and Mr. R. P. Hobbs. 
Meetings will be held monthly. 

Many gooowill messages and tele-

grams from well-known figures in 
the guitar world were received from 
near and far, including one from 
Andres Segovia. Writing from the 
Edinburgh Festjval, he said: "I send 
congratulatiops and best wishes to 
the society to be born in Saltford. 
Every step forward to improve the 
knowledge of our charming instru
ment has all my sympathies." 

Any one interested should write 
to Mr. D. Knapman, 18 Chestnut 
Walk, Saltford, Somerset. · 
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HOW WE SHOULD START THE STUDY OF 11IE GUITAR 
By Miguel Abloniz 

Part VII 

11 

THE beginner may start playing with both hands simultaneously, by doing 
the following chromatic scale of four notes on the same string, musically 
represented by two measures of 4/4, each containing 8 quavers; 

Ascending part (first measure): 
(1) put finger 1 on the third string, fret VII, play that note twice with right 

hand finge·rs i.m .. 
(2) put finger 2 on fret VIII (while finger 1 is kept where it was) and play 

again with i.m .• 
(3) put finger 3 on fret IX (while fingers 1 and 2 are kept where they were) 

and play with i.m., 
(4) put finger 4 on fret X (while fingers 1, 2 a.nd 3 are kept where they were) 

and play wjth i.m.; 
Contipue to keep the four fingers on the string: 
Descending part (second measure) 

(5) play again with i.m. the note under finger 4. 
(6) open finger 4 and play with i.m. the note under finger 3, 
(7) open finger 3 and play i.m. the note under finger 2, 
(8) open finger 2 and play with i.m. the note under finger 1. . 

The relation between this exercise and the first one described in our fifth 
article is easily noticeable; it should be practised on all the strings, starting it 
for a few times from fret VII and then gradually, (for the reasons explained in 
the 4th article), from frets VI, V, IV, etc., as well as from VIII, IX, X, etc. 
After it is done with some easiness, instead of playing each note twice, play 
it once, in this order: 1, 2, 3, 4, 4, 3, 2, 1, always alternating two right band 
fingers ; then by transposing it each time by one semitone, do it on all the frets 
(on one and same string). Remember: do not practise all the time only with 
i.m. ; in the first article of this series we have explained the six two-finger 
combinations. 

Copstantly check the position of the hands which are better placed when 
the guitar is rather high on the chest; until their correct position ~ecomes 
natural, it is advisable to practise in front of a mirror. 

Left band: wrist well bent and advanced, fingers parallel to the frets, 
thumb under the centre of the neck opposite finger 2, elbow pointing straight 
to the ground, entire arm relaxed. 

Right hand: well high and turned to the right by a bend of the wrist; 
imagine that your bead is attracting your wrist (from its thumb side) while the 
bridge is attracting the tips of the fingers. 

I suggest very warmly to all guitarists who have the possibility, to look 
and carefully study that magnificent photograph of Segovia's right hand, shown 
as the guitarist should be able to see his own right hand when in playing 
position which has appeared on the cover of the American "Guitar Review" 
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No. 4; a drawing of this same photograph appears on the 'Reference Chart' 
for the Classic Guitar edited by V. Bobri. 

To obtain strength and the widest range .of action of the fingers i.m.a., 
the entire hand should be placed so high that you never see phalanx three (the 
one bearing the nail) and phalanx two ,lower tban the string the finger is strik
ing, a mistake we have often seen happening with many beginners and badly 
prepared advanced guitarists. Wben one plays in this way, with a 'dropped 
right hand', the extremities of the nails, on the moment the string is attacked 
are turned upwards, and the finger after having played has almost exhausted 
all its range of action; whereas by keeping the hand high, the finger attacks the 
string while still almost unbent (consequeJ1tly is stronger) and has a long range 
of action. -

As soon as the guitarist starts using simultaneously both hands, the main 
and most important problem of guitar techJ1ique begins: 'The continuity of 
sound'. 

How the break of sound happens 
Left hand: (a) when the finger which presses a string that has been put 

into vibration diminished its pressure (or ceases completely pressing) before 
the rhythmical completion of the note; (b) when on playing on the same string 
two (or more) ascending notes we place the finger that will prepare the higher 
note, sometime before the rhythmical completion of the previous one; (c) when 
on playing the same string two (or more) descending notes we open the finger 
that was pressing the first note sometime before jts rhythmical completion; (d) 
when, for lack of adequate technique (sometimes also because of bad 
'fingering') of work, the left band cannot make promptly jumps of many frets. 

As I have written somewhere else, the guitarist who has not got yet a 
sound technique, to be able to play in time, makes the notes cease before time, 
just to give himself the time to prepare the notes that follow .. . 

Right band: (a) when a finger that bas to strike a certain note on a string 
which is still vibrating, goes and rests on it sometime before the instant on 
which it ought to strike the new note; (b) when the fingers generally develop 
the bad habit of stopping on the strings for a longer period than that minimum 
which is required to put a string into vibration. 

I wish to illustrate this with an example: a whipping-top in motion 
resembles very much a vibrating string, where whip = right hand finger and 
turning-top = vibrating string. If while the top is turning, the whip is allowed · 
to stop on it for longer than is necessary for supplying it with new energy, the 
top will stop. Same with the string, 'if we wanted to re-play on a string which 
has already been struck and is still vibrating, the right hand finger should be 
fast in its action, otherwise, by delaying its stay on the string it would oblige 
it to stop vibrating, in other words causing the sound to cease or break. 

The remedy, after one has understood these elementary rules, rests entirely 
on the 'ear'; we must constantly listen to the sound we are producing. play 
slowly and co-ordinate well the action of the hands. The ear gets developed 
to such a degree that it can easily detect the difference between a note that 
has ceased because the vibrating string has exhausted its 'vibrating power' 
and a note that ceases suddenly because of one or more of the above-mentioned 
faults. 
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When the student is familiar with this four-note chromatic scale. he can 
start practising the eight-note one, in the following way; for those who cannot 
yet keep their four fingers on the four largest frets in what we have called the 
'best position' i.e. fingers as much as possible parallel to the frets and almost 
as isosceles triangles (we shall deal latter on with some exercises on ·exten
sions') they may start the eight-note chromatic scale, for .instance, from fret IV: 

Ascending part: after playing the first four notes with fingers 1. 2, 3, 4, in 
the way we have already explained, open fingers 2, 3, and 4; now diminish at 
the maximum the pressure of finger I, which has been maintained at its place 
and without abandoning the string let it slip up to the fret immediately follow
ing the one just occupied by finger 4. This note, the fifth, (which must be 
struck by the right hand just like all other notes of the scale) is the starting one 
of the second half of our ascending scale, to be completed so: (1. 2, 3, 4)
l, 2, 3, 4. 

Descending part: play 4, 3, 2, l ; at this moment, after having played the 
late note pressed by finger l , you diminish at the maximum the pressure of 
finger I and without abandoning the string you let it slip back up to the fret 
from which this eight-note chromatic scale was started. Actually we should 
realise that the note which has to be beard immediately after the completion 
of the first half of the descending part being the one that will be pressed by 
finger 4, we must exercise the left hand fingers so as to be able to placet 
simultaneously all of them on their respective frets at the same moment that 
finger 1 reaches its fret. This. is no more than the application of the first 
exercise described in our 5th .article. 

The guitarists who have not studied according to this principle, in playing 
a descending chromatic scale put their left hand fingers one at a time. I advise 
all to practise them in the 'simultaneous' way, even if at the beginning they 
might lose a couple of seconds for preparing all four fingers on their four .res
pective frets (spoiling thus the correct rhythmical progression of the scale); 
nevertheless, little by little, with constant exercising it is quite possible to do 
it in perfect rhythm. The simultaneous use of four, three or two fingers should 
not require more time than the use of a single finger. Besides, this simple 
thing is the technical base of our future playing "chord formations" . 

The eight-note chromatic scale should also be practised by transposing 
it by semitones on the entire fingerboard, starting from fret I to fret VIII 
and back to I , then from fret II to IX and back to II. etc. until reaching fret 
XIX. Later do also the twelve-note and sixteen-note chromatic scales. i.e. 
in three and four consecutive sections of four neighbouring frets . 

Although perhaps by now _it would not be necessary to insist in persuading 
the student about the usefulness of the chromatic scales, I wish to repeat that 
these exercises done correctly on each string and by small steps on all the frets , 
will not only familiarise his left hand with any part of the finger-board. but 
also strengthen his fingers considerably. help him to co-ordinate the action of 
the two hands (a sense that once acquired lasts for always), place his hands 
in the desired 'best position' and let him find the 'diatonic scales' (which it is 
our intention to explain in the next article) much easier. 

. . * * * * 
In Exercises 'B' at the foot of page 16 of the last issue of "Guitar . ews" 
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(No. Z6) the thumb sign 'P' should have been immediately under the first
mentioned finger. The word 'SIMULTANEOUSLY' however, should make 
this clear:-(1) i.m.i.m., etc. 

p 
(To be continued) 

GOLD MEDAL GUITARIST 
THE Youth and Students' Festival 

at-Warsaw, Polapd during August 
included a competition for solo 
guitar playing. This was held on 
August 10th and attracted com
petitors from many lands, including 
Germany, France, Czechoslovakia, 
Hungary and even Brazil. The 
standard of performance was high 
(one Hungarian competitor was par
ticularly good). 

The Gold Medal was awarded to 
Antonin Bartos, a pupil of Professor 
Stepan Urban of the Conservatory 
of · Prague, Czechoslovakia. 

A FINNIS1:f GUITARIST QN holiday with friends in 
Helsinki this summer, we were 

invited to an off-shore island to the 
summer home of one of the city's 
Judges, Mr. Tor Pulkkis, and his 
wife. A very great pleasure awaited 
us. for Mr. Pulkkis is one of the 
finest amateur guitarists .in Finland. 
He is a member of I.C.G.A. and 
secretary of the Helsinki Guitar 
Society.' 

While the evening turned to dusk 
and then to dark, on his porch, amid_ 
the small silver birches and pines of 
the island. Mr. Pulkkis played piece 
after piece-Tarrega, Sor, Villa 
Lobos. de Visee, Bach-superbly. 
Hi, guitar · he made himself from 
a drawing of a Torres model pub
lished a year or two ago in "Guitar 
Review". working on it five hours a 
day for three months. It js a 
beautifully voiced instrument. He 

intends to make two more this winter 
for friends, with the assistance of the 
German guitarist, Herr Lippert, who 
iives in Finland. 

Mr. Pulkkis began to study the 
instrument a few years ago under 
Mr. Ivan Putilin, the president of the 
Helsinki Guitar Society. He bas 
since studied flamenco under Luis 
Maravilla and hopes to go next year 
to attend Segovia's course in Siena. 
· A. Korwin-Rodziszewski. 

CINCINATTI AWAKES 
THE Cincinatti Society of the 

Classic Guitar though small and 
only recently formed, bas done 
much to enlighten music lovers 
within 150 miles radius of that city 
about this "new" instrument ("new" 
to a million or more people there}
the classic guitar. 

The Society has convinced the 
Cincinatti Symphony Orchestra of 
the high esteem given elsewhere to 
the true guitar as a concert instru
ment. So Andres Segovia has been 
booked to play the Castelnuovo
Tedesco Concerto with this orchestra 
next April. 

This announcement has consider
ably stimulated the sale of Segovia 
records in the local music shops. 

Until recently only the hill-billy 
version of the guitar was known in 
this region-and a:bout 80% of the 
residents would describe it as 
'horrible'. 

Segovia's visit will bring a new 
conception of the word 'guitar' to 
these people. 

l 
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GREAT TRIUMPH FOR JULIAN BREAM 

A "LARGE audience at the Royal Albert Hall, London has just given a 
tremendous ovation to Julian Bream and his guitar. Th.is was at one 
of the famous 'Henry Wood Promenade Concerts'-they began in 1895 

and have become a national institution. But this concert on September 10th 
made history, for it was the first time that the guitar as a solo instrument had 
been heard in a programme of one of the 'Proms', as they are affectionately 
.called. 

The Bournemouth Symphony Orchestra had already played several items, 
including a piano concerto by Rachmaninov, when the 'Concierto de Aranjuez' 
by Joaquin Rodrigo was announced. The concert was broadcast on the 
popular (Light) wavelength so the listening audience must have been enormous. 

The conductor, Charles Groves, kept a perfect balance of tones and at no 
time was the guitar overwhelmed. Oboe passages were particularly beautiful 
and the guitar displayed a wide range of its musical capabilities in the hands 
of a musician of exceptional genius. 

· The applause literally 'stopped the show'. Soloist, conductor and orchestra 
made the usual acknowledgements but still the clamour for an encore per
sisted-long after the next item should have commenced. Finally Julian Bream 
appeared again and gave a slight shake of the head as he left the platform amid 
the roar of applause. 

* * * * 

Julian Bream has been heard in several recent broadcasts. In "Variety 
Playhouse" on August 27th, where he won the hearts of a 'popular' audience 
and on the following day in 'Sonata in D for violin a.nd guitar' by Scheidler. 

Among other engagements he took part in the Three Choirs' Festival at 
Hereford on September 7th sharing, as guitar solo.ist. a morning concert with 
the great singer Isobel Baille (soprano) and in the evening playing the lute in 
Handel's "Ode on St. Cecilia's Day". 

* * * * 
Here is good news especially for those who have not yet heard Julian 

Bream. He is making two Long Playing gramophone records-details later. 

FOR THE GRAMOPHONE 
Narciso Yepes "Spanish Music for the Guitar". Decca Long Playing LXT 2974 

(Two Pavans-Milan, Folia- Sanz, Two Minuets-Sor, Rondo-Sor, Recuerdos de la 
Alhambra-Tarrega, Alborada (Little Musical Box)-Tarrega, Leyenda-Albeniz, 
Malaguefia (Rurnores de la Caleta) Albeniz, Danza, Espafiola No. l~ranados, 
Homenaje; Pour la Tombeau de Debussy-Falla, Fandanguillo-Turino, Two 
Levantines-Espla, Melodia, Torroba, En Los Trigales-Rodrigo.) 

A ea&t of good guitar music on a twelve inch record. 
J 

B.W. 
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THEY PACKED A GUITAR 
THE secretary of the Classic Guitar 

Society of Glasgow, Miss 
Maureen C. MacDonald, writes that 
some o{ the members packed a· 
guitar with their luggage when going 
on holiday. These included Mrs. 
Gardner-Nirova who vis.ited Spain 
and Mr. Allan Shearer who went 
hiking and camping. His guitar was 
carried on his back with · tent and 
other chattels, but the additional 
load was certainly worth while. 

Possibly other readers take a 
guitar with them on holidays. We 
should be glad to bear of their 
adventures-grave, gay or exciting
if the guitar is concerned. 

GUITAR LECTURE 
'' THE Spanish Guitar and its 

Music" was the subject of an 
address at the Quest Music Group, 
London, on July 16th by Peter J. 
Barnes. 

Tracing the history of the guitar, 
Mr. Barnes emphasised that it was 
not descended from the lute, as some 
people seem to think. He made 
good use of gramophone records to 
illustrate his lecture, and demon
strated the guitar in action t,y play
ing a solo by Tarrega. 

The impression left on the audi
ence was summed up by one member 
who said "I never realised qefore 
what a beautiful instrument the 
guitar is, but now I do." 

GUITAR MUSIC 
"Hispanre Citharre Ars Viva" is the title of an anthology of guitar music 

transcribed from old tablatures by Emilio Pujol which has been published 
by Schott & Co. Ltd., 48 Great Marlborough Street, London, W.l (and agents). 
It contains m13sic by Pisador, Valderrabano, Milan, Mudarra and Navaez with 
a valuable preface (in Spanish, English, French and German) giving informa
tion for the player. (G.A. 176). 

* * * * 
Works by Emilio Pujol are also presented by Ricordi, 132 W. 21st Street. 

New York 11, N .Y ., U.S.A. (also Buenos Aires). "Salve" (BA 11112) '·Fan
tasia Breve" (BA 11110), "El Abejorro" (BA _11109) and Seguidilla (BA 11113) 
are original compositions. "Eis Tres Tambores" (BA 11 I 11) is Pujol's arrange
ment of a Catalan popular song, and BA 11114 is his transcription of Paganini's 
Capriccio XVI. A wide and valuable selection of music by a leading guitarisL 

* * • * 
Isaias Savio, professor of the guitar at the Conservatory of Sao Paulo. 

Brazil, is the composer of a suite of 'Brazilian Scenes' (Cenas Brasileiras) com
prising seven original themes. It has been published by Ricordi . This work 
has been performed by Prof. Savio with great success in his recitals and should 
prove a welcome addition to the repertoire of the guitar. 

Among other jtems from Ricordi is a neat little Mazurka "Paulita" by 
Juan Jose Olivia (BA11014) and Sor's variations on the Mozart (Magic Flute) 
theme carefully edited for fingering, phrasing, etc. by Leon Vicente Gascon. 

* * • * 
A new publisher of guitar music has appeared in Italy. Edizioni Musicali 

Metron, Via Orefici · 2, Milan, have published two compositions by Miguel 
Abloniz-Choro N~. 1 (E;M. 1270) and Danza Flamenca (E.M. 1271). 
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Berben of Modena, Italy, have published two interesting transcriptions for 
guitar solo by Ivan Putilin of Helsinki, Finland. As this year is the 90th 
anniversary of the birth of Sibelius, it was very appropriate to arrange for the 
guitar musjc by the great Finnish composer. Ivan Putilin has chosen "Il Canto 
del Ragno" (The Song of the Spider) by Sibelius, and a well-known 'Swan 
Lake' theme by Tchaikovsky. Both transcriptions have been edited by M. 
Abloniz. We understand that Berben's publications can now be obtained 
through Schotts. 

* * * * 
Karl Scheit has arranged for the guitar some more of John Do land's 

music and this has now been published by Universal Edition. 24 Grea t Pulteney 
Street, London. W.l. For guitar solo, "Air and Galliard"; for voice and guitar~ 
"Three Songs" from the "First Book of Song" (1606). The words of the ongs 
are given in English and German, but Prof. Scheit makes the suggestion that 
an instrument could play the vocal part. 

* * * * 
New Instruction Books 

The publication in Athens. Greece. of a Method for Clas i Guitar 
(Tarrega school) is an event of great significance. Professor Charalambos 
Ekmetzoglu is to be congratulated on his book of 44 large pages, printed with 
an attractive cover. This will certainly help to further interest in the guitar 
in Greece. 

Forster Music Publisher Inc. , 216 South Wabash Avenue, Chicago 4. 
Illinois, U.S.A. has recently published Book Two of Richard Pick's Lessons 
for Classic Guitar. It is a book of technical instruction with many original 
studies and compositions in additio.n to a wealth of information for the student 
of the classic guitar. 

* * * * 

AN ARTICLE BY MARC PINCHERLE 
The following article appeared in "Les Nouvelles Litteraires", (July 14th) the famous 

French publication dealing with the arts and sciences (146, rue Montmartre, Paris 2e). 
This English translation by Mrs. J. Saunders-Davies (a former student of the Schola 
Cantorum) is _printed by kind permission of the author. Marc Pincherle, president of 
the Societe Francaise de Musicologie, will be remembered by many of our readers as the 
author of a brilliant dissertation on 'The Chaconne of Bach'-on the occasion of 
Segovia's performance of this great work in Paris, 1935. 

A PROGRAMME o( Summer Festi~als ·had been arranged by the Schola 
Cantorum, to take place in the gardens of the old house in the Rue 
Saint-Jacques. Summer decided otherwise and the concerts took refuge 

'intra muros', in a hall rich in memories, where listening to music is a pleasure, 
even without the rustling of foliage and the improvised counterpoint of bird 
song. 

The Fifth Soiree consisted of a recital of works for two lutes or two 
guitars, interpreted by Ida Presti and Alexandre Lagoya- notable for their 
brilliance or the beauty of their musical inspiration, or even for a combination 
of both these virtues. 
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The first part, almost entirely ancient music, opened with a 'Ricercar' by 
Fr~cisco da Milano (presented in a naive way under the title 'Concerted 
Reseai:ch') whom the 15th century styled The Divine, and whose musical 
language. slightly cold to modem se11sibilities, justifies the extravagant praise 
which it has received. This was followed by a pleasing Sonata by one Johann 
Lauffensteiner, lutenist at the Court of Bavaria about 1760. An Allegro by 
Telemanp followed, with whom fate dealt so capriciously: during his lifetime, 
some music lovers rated h_im above J. S. Bach. In the last century, and at the 
beginning of the present one, he has however, been treated as a negligible 
quantity. We realize today, that iJl spite of his startling facility of writing, (he 
tells us himself that during his two years service with the Count Promnitz, he 
composed 200 overtures besides all ,the rest) his inventiveness is full of interest 
and bis writing firm and elegant. Thanks to this, the Allegro received the same 
applause as .the Prelude and Fugue by Bach which followed, cleverly trans
cribed from the clavichord by Alexandre Lagoya. 

Sor's 'theme varie', "The Two Friends", which concluded this first part, 
does not merit ,the distinction of other variations by the same composer, which 
Segovia often includes in his programmes. It reminds µs of the instrumental 
music• which Rossini threw off so carelessly in his youth, and which aspired 
only to gaiety. 

A 'Petit Concert de Haut Style' by a certain Ambrosius whom I have 
been_, unable to trace, opened the second and last part in an enigmatic manner. 
His 'style' is so composite, that one can hardly place it. Some of its melodic 
idea. a few modulations might relate it to Schubert, and then we are suddenly 
transported a hundred years later, although all is in good taste and perfectly 
linked together. If Ambrosius is a pseudonym, the composer which it conceals 
need not fear to reveal himself. 

Four contemporary works brought the evening to an end, a Serenade by 
Ida Presti, slightly hesitant in construction, but harmonically colourful, and 
a few pages from Albeniz and Granados. 

I have not mentioned the performers; so faithful were they to the spirit 
of the music they interpreted that it is impossible to dissociate them from it. 
Not for one moment did they give the impression of striving after an egoistic 
-effect. To be quite frank, I must confess to preferring the rhythm of Ida 
Presti and the conviction which animates her is more thai:i moving. One need 
only replace her guitar by a lute, to feel oneself in the presence of some angel 
musician from the painting of a primitive master. But her partner deserves 
a full complement of praise for the perfect musicality of his transcriptions and 
both of them have given us a concert which will worthily round off our Paris 
season. 

AUTHOR'S NOTE: 

I have obtained in the meantime from a kind correspondent some inform
ation concerning the mysterious Ambrosius, a contemporary German com
poser, born in 1897 at Hamburg and who, I am told, has written a 'Faust' for 
solo. chorus and orchestra, some .symphonic music and a great number of 
little works for the guitar. 
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GUITAR MIWI 
All issues of "Guitar News" before No. 23, (Feb.-March, 1955) have been sold 
right out. 

Copies of Nos. 23, 24, 25 and 26 can still be supplied at 9d. each, plus 
postage, but supplies are limited owing to the high cost of printing. . · 

Many new subscribers wrote for back issues immediately ·their first copy 
was received; ~o a large stock of the earlier issues was cleared in a surprisingly 
shorf time. It would be much too expensive to reprint. . , · 

Articles, Reports, etc. 
We are always pleased to receive articles an.d reports, though of course, 

not everything can be accepted or printed. 
All articles for "Guitar News" are contributed without paymenfor recom

pense and "Guitar News" is produced entirely as a 'labour of love'. · 
Opinions expressed by contributors are not necessarily those of the Editors 

or the committee. 
Every edition of "Guitar News" is copyright 

HO'-\E•IPUM AMD RAFFIA-A WARMING 
by Peter David (Britain) 

BEFORE me on my desk as I type this article js an old encyclopaedia, 
solidly bound, with its pages shading into a brittle brown at the 
edges. -

It is open at a section devoted to music, and under the blackened sub
heading "Stringed Instruments" there is the following definition: "Guitar-six 
stringed, and played with the hand . . . traditionally associated with Spanish 
gypsies ... it has gained much favour of late in association with the mandolin." 

Side by side with the definition is a steel engraving of a young Victorian 
lady tenderly sweeping the strings of a guitar with her left hand, and depicting 
in the background a poetic gentleman, apparently clenching and unclenching 
his hands in a ecstasy of admiration. 

From that we can safely assume that the guitar was popular in the draw
ing room, for the encyclopaedia (edited by Mr. William Haslett, M.A.) is 
expensively bound, and although hardly of classic content, it must have been 
quite a fashionable acquisition for the bookshelf in those days. 

Yet at about the same time that Mr. Haslett's encyclopaedia found its 
way into the first of a long series of second-hand shops, the guitar was as 
dead as mutton . 

. It just did not exist in the minds of the musical generation which succeeded 
the late Victorian era and while the old lady round the corner did a roaring 
trade teaching the "pianoforte" to children in sailor suits, a new phrase was 
working its way into the language. · 

Things were no longer "old fashioned", they were as behind the ·times 
"as guitars and g~iters". . 

"Gujtars and gaiters" . . . perhaps the phrase has died a natural death. 
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but the mere fact that it came into current usage is enough to make the guitar
ist wince. 

Far be it from us, we say, to let the work of Fortea apd Segovia fall into 
decay in the course of the next few decades. We mean to see the guitar 
established on as firm a footing as the violin in the eyes of. the music-lover. 
After all, that is why this magazine is published and it is the raison d'etre of 
the International Classic Guitar Association. 

Of course we as guitarists must see that our instrument enlarges the foot
ing it has made for itself in the world of music in recent years. In our own 
way, we can "spread the gospel" pointing out the vulgarity of other instruments 
mistakenly called "guitars" and letting such masters as Segovia, Pujol, Lagoya 
and Bream assert the finality of the guitar's claim for recognition. 

But watch out. Little by little, the guitar js becoming "fashionable". 
Gradually it is becoming "the thing" to have attended a Segovia concert, to 
buy guitar records. More and more expensive magazine advertisements show 
guitars tucked away in backgrounds of contemporary furniture and standard 
lamps with shades turned the wrong way up. 

From this point of view, the guitar may be booked .for a meteoric rise 
to fame-and, inevitably, an equally quick fall into "fashionable" obscurity. 

"The sooner the better, in that case" one might say and there is good 
reasoning in the theory that the guitar does not rely on fashion for its appeal. 
My point is this. Naturally I want to see the guitar better understood and 
appreciated by the general public, to be able to attend more guitar recitals, 
hear more broadcasts of guitar music, and see more of the world's leading 
composers writing for the instrument. But I seriously believe that "modish
ness" ean do real injury to the guitar's reputation. I fear a situation in which 
quasi-intelligentsia may fasten on to the guitar as a decorative medium, or 
material for smart conversation. I visualize biting little satirical cartoons in 
"Punch••-and look what "Punch" did to the snobbery of sticking coloured 
pennants all over car windows. 

My fears were substantiated to a small degree only the other evening, 
when the Castelnuovo-Tedesco concerto was televised from the Edinburgh 
Festival. I found myself watching the broadcast with friends who had invited 
a group of art students round for the evening. 

"Of course", said one of them, a truly arty-crafty. home-spun and raffia 
young woman, "I do so adore the guitar. It is so right, if you know what I 
mean." She talked for a while of "those fascinating flamenco guitar players 
she had seen while on holiday in Spain last year, and was about to tell us all 
for the second time how she nearly made up her mind to buy a guitar in Madrid 
when the interlude came to an end, and the concprto began. 

The first ten minutes went off quite well, and everyone kept quiet. But 
about half-way through the second movement, she began to discuss Segovia's 
marvellous technique, and how she was quite determined to buy some of his 
records. Gradually-remorselessly, it seemed to me-the conversation 
broadened down into general discussion on architecture. 

Naturally enough, the performance was quite spoiled, but it taught me 
a lesson-never become involved with arty-crafty types when it comes to 
guitars! Their short term impact may be infuriating. Their long-term general 
effect may be disastrous. 
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BOSTON GUITARISTS 

THE Society of the Classic Guitar, 
Boston, Massachusetts, U.S.A. 

has issued a chatty "News-Letter" 
which repdrted a recent meeting and 
other activities. 

Music played at the meeting in
cluded a Mexican Huapango, works 
by Boccherini, Galilei, Dowland, 
Carcassi, Schaller-Scheit, etc., but 
the lively spot of the evening came 
when all present joined in "Viva 
Castilla" with voices and guitars 
played a la rasgueado. Soon they 
~ame aware of a high-voiced 
obligato which could not have come 
from a'ny human agency! It was 
traced to ' Budgie', a talkative para
keet, which happened to be in the 
room! 

Guitarists taking part were Guy B. 
Simeone, (president), Dr. Seymour 
Di Mare, Messrs. L. Chan, J. S. 
Reitzel, T . W. Tucker, J. Dunnous 
and 0. Nagler. 

Guy B. Simeone arranged and per
formed guitar music for the produc
tion of Shakespeare's "Much Ado 
About Nothing" presented by the 
Brattle Shakespeare Festival on 
August 8th. 

ROLANDO VALDES BLAIN 

The "Daily Mirror" (U.S.A.) of 
August 17th contained the following 
account of an interesting stage pre
sentatiop in which the classic guitar 
was featured. 

"For the first time in concert his
tory here, the guitar js being 
employed in modem symphonic solo 
as Rolando Valdes Blain, American 
guitar virtuoso, joins the Radio City 
Music Hall Symphony Orchestra, 
under Raymond Paige's direction, to 
present "Salute to Lecuona" es
pecial musical feature of the 
theatre's stage spectacle. Ampljfy
ing the usually small-voiced guitar to 
concerto-solo volume through special 
microphones, the overture gives 
Valdes Blain the distinction of being 
the first guitar player to solo with a 
symphony orchestra in the annals of 
large-scaled orchestral music here. 
A member of the International 
Classic Guitar Association, the 
soloist is a native of Cuba. He won 
the coveted grand prize in concert 
guitar playing in Spain, home of 
great guitar traditions." 

THE COMING OF NYLON STRINGS 
-A PERSONAL REACTION 

by A. Valdes Blain, Senr. (U.S.A.) 

IS it not wonderful that on account of "Guitar News" and "The Guitar 
Review", as weH as other guitar publications, it js now possible to know 
what is ,bappening or has happt?ned in our midst right from its very source? 
It surely is. 
Is it not wonderful that these publications keep accurate information as 

to the progress which is being made -by and in the classic guitar world ? · 
It surely is. 
For incontestably it is better to know things reliably rather than by hear

say. 
The nylon strings article by a prominent guitarist in "The Guitar Review" 

is one of the cases l!,t hand. What a revealing story this is ! How interestingly 
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he writes about the many sordid incidents he had to endure right to the time 
of his discovery, which is the most _important improvement the classic guitar 
has undergone since Antonio Torres made his epoch-making model ! 

However, _in order that posterity will know as many of the facts as possible 
about the advent of the nylon strings, there should also be a record of the 
impression and effect it had on someone with no connection with its processing 
circle, and who knew nothing of it until the strings were offered for sale in the 
open market here in New York. 

If my memory does not fail me, I heard of the then new nylon strings 
from Mr. Sam Buenfil, who, at that time, had a guitar factory and music store. 
By telephone, he offered them to me at either $16.0 or $18.0 a set guaranteeing 
it as being out of this world. But, as I was getting good gut and silk strings for 
about $1.50 per set, I did not see any reason for buying such e~pensive ones. 
And, as to his claim, I thought of it as being the usual commercialism and high. 
pressure salesmanship common to business here. I might add, too, that, to 
my knowledge no one else had them for sale. Later on the price of nylon 
string$ came down to $12.0 per set and the reports from those, who had bought 
them were 'from very good. to excellent'. So, at this price, and for cash, I 
bought one set out of curiosity. Some time later I received a ibollllls of 
another set because, as Mr. Buenfil put it, the manufacturer decided that $6.0 
per set was to be the retail price for his product. 

Since then many brands and grades of nylon strings have been offered to 
the public by their makers, most with a distinct appeal or slogan; a few 
claiming at one time or another the endorsement of one or more guitarists. But 
the really important fact to remember is ,that from the very •beginning nylon 
strings were more dependable than tJhe best gut and silk ones, and that ever 
since, thanks to them, the classic guitar has this one less handicap to overcome 
on its way to supremacy in the heart of the world's music lovers and in its 
struggle against ignorance or- vested interests. 

The discoverer of nylon strings is justified in assuming that his fellow 
guitarists-professionals, semi-professionals and amateurs-arc very glad for 
his success, even selfishly so, or nylon strings would not have been accepted 
by every one-classical, flamenco and folk-with such unanimity. 

And after all, is not this total acceptance of nylon strings its mentor's 
best testimony? 

I think it is. 

GUITAR IN FILM 
JULIO PROL performed the 

music /for a documentary film on 
the paintings of the famous modern 
Spanish painter-JUAN MIRO, 
filmed by Thomas Bouchard. The 
guitar and paintings complement 
each other beautifully. The music 
was improvised by Mr. Prol to cor
respond with the mood of the paint
ings. 

GUITARISTS IN HOLLAND 
SEGOVIA gave a recital on July 

22nd during the Third Inter
national Conductors' Course held at 
the Castle Zuylen near Utrecht The 
recital was broadcast on H.ilversum 
Radio. 

Ida Presti and Alexandre Lagoya 
were heard on Hilversum Radio on 
July 27th jn a programme of music 
for two guitars. 
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RECITALS IN BRAZH, 

GUITAR concerts are frequently promoted by musical and cultural organ
izations, but so popular is the guitar in Brazil that two recent concerts 
of guitar music were sponsored by an Athletic Association and a 

Medical Association respectively. 
At the former, Professor Antonio Rebello and bis pupils presented a pro

gramme consisting of solo and ensemble items and concluding with a Suite 
by Diabelli for piano and guitar. Three guitarists together played the guitar 
part, and this seems a wise arrangement in view of the difference in volume 
between ~he modern piano and its counterpart in Diabelli's time. 

The Medical Association heard a three-part programme given by two 
members of the Association Cultural do Violao of Sao Paulo, Prof. Guiomar 
Santos played works by Beethoven , Brahms. Gallo and Sor (Folias); Prof. 
Jose Alves da Silva played Minuet (Bach). Valse, op. 69, No. 2 (Chopin), 
Madrigal (Barrios) and his own composition Caprioho Espaobol. In the final 
part they played as duets Valse, op. 64. No. 2 (Chopin), Serenata Morisca 
(Chapi), Romance sem palavras, op. 62. No. 25. (Mendelssohn) and Gato 
(Savio). 

Carlos Manuel Carrion recently gave recitals in .a number of Brazilian 
cities with outstanding success. He was born in Valladolid, Spain. in Novem
ber 1921. studied music at the Conservatorio de! Liceo in Barcelona, and the 
guitar under Rosa Lloret and Graciano Tarrego. After many recitals in Spain 
and -the Canary Islands, he gave a recital at the Salle Pleyel. Paris, in 1949 
which won praise from the music critics. His own origin-al suites "Poema 
Andaluz" and "Suite Nostalgica" are included in his repertoire as well as 
standard solos ranging from R. de Visee to H. ViHa-Lobos. 

The Brazilian guitarist Amaro Siqueira was born in Areia Branca. Rio 
Grande do Norte, Brazil. He commenced the study of the guitar in 1931 
under Professor Isidor Bacel'ar (1871-1951) of Recifo, and adopted the Tarrega 
teobnique. He contributed many articles about the guitar to the Brazilian 
press and founded the Guitar Club of Rio Grande do Norte. In bis recent 
recitals at Salvador (Bahia) his programmes included several items not often 
heard, such as Fantasia Original (Vinas), Mazurka-Celia (Baoelar), Choro 
Triste (Alfredo Medeiros). Beroeuse de Jocelyn (Godard-Iparraguire) and some 
of his own oompositionB. 

Robertinho Nunes will be twelve years old on August 13th, but he is 
already quite an experienced guitar recitalist. His public recital at the Muni
cipal Theatre of Niteroi was the fourth within twelve mQnths. 

WORKS FOR THE GUITAR BY ROMAIN WORSCHECH 
A number of original pieces for Guitar and transcriptions for Guitar 

and Voice can be obtained from: 
ROMAIN WORSCHECH, 8 RUE D'ASSAS, PARIS VI 

also from the publisher 
H. LEMOINE, 17 RUE PIGALLE, PARIS IX, FRANCE. 
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PROGRAMMES IN 
CALIFORNIA 

THE American Guitar Society 
holds meetines each month at 

various places- a'i'id always there is 
a well-prepared and interesting 
programme, tha.nks to the initiative 
and the extensive library of its 
leader, Vahdah Olcott Bickford. 

At Pasadena on May 28th the 
'Fifteenth Programme of Contem
porary Composers' was presented by 
twelve guitarist members and some 
singers. Composers represented in
cluded M. Ponce. Vicente Gomez. 
Miguel Ablon iz. Heinrich Albert. 
Adolfo Paolinelli and Stephan 
Urban (Fleur Bleue). Five items 
were 'first American performances'. 

A 'Third French Programme' was 
given at Tarzana on June 25th. This 
included works by Lully, Coste, 
Zurftuh. de Visee and transcriptions 
of music by Debussy, Chaminade. 
Ravel. Massenet. Bizet, etc. 

At Los Angeles on July 23rd, a 
'Fifth Programme of Original Com
positions for Guitar and Lute' was 
presented at Trinity Episcopal 
Church. Here again many com
posers were represented and seldom
heard compositions were played. 

ANOTHER NEW SOCIETY WE are delighted to report the 
inaugural meeting and form

ation of the Classical Guitar Society 
of Fairfield County, (Connecticut, 
U.S.A.) which took place on April 
24th. There were 35 present and 
Mr. Nicholas Gerek presided. After 
discussion on organisation Mr. 
Burtnieks' article on Segovia in 
"Guitar News" was read and music 
played by Mr. Gerek and some of 
his students. 

Mr. Michael Mason of New York, 
a pupil of Albert Valdes Blain also 
contributed two solos. 

At the second meeting (May 22nd) 
officers were elected as follows: 
President, Mr. Fitch ; Vice-President. 
Mrs. Kohnstamm; Secretary. Mrs. 
Hargrave; Treasurer. Mrs. Nagour
ney; Programme Committee Chai r
man. Mrs. Derman . The guest 
guitarist at this meeting was Albert 
Valdes Blain who was made Honor
ary President of the Society. 

* * * 
Nicholas Gerek. who has organ-

ised this new society, has been doing 
great work in presenting the guitar in 
this region. An illustrated article 
about him appeared in the regional 
newspaper "Fairfield County Fair". 

Interviewed by Jo Matthews. Mr. 
Ger,ek is reported as saying: "There 
is nothing mechanical about playing 
the guitar. You play not with a 
pick. but with your fingers and 
everything you play comes from 
your heart". 

JONGLEURS AND THEIR 
MUSIC A BRITISH Broadcasting Com-

pany programme of great 
historical interest and musical enjoy
ment was presented by Mary Row
land on August 20th with the title 
"Jongleurs- pa t and present". Miss 
Rowland gave much information 
about the troubadours and jongleurs . 
It is certai.n that they were well 
acquainted with the guitar- it has 
even been considered by some that 
the troubadours originated the 
gu itar. 

It was therefore appropriate to 
include a guitarist in this broadcast. 
"A l'entrant d'este" (Blondel), "Ma 
Viele" (from G. de Coinci's collec
tion "Les Miracles de Nostre 
Dame") and a 16th century English 
lute song were sung by John Runge, 
tenor, with his own guitar 
accompaniment. 
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INTERNATIONAL 
COMPETITION 

T HE Ita lian Guitarist Association 
has arranged a concourse for 

guitar compositions. 
(1) for guitar solo 
(2) for guitar and other instru

ments. 
Entries must be received by 

December 31st. 1955. Particulars 
from Associazione Chitarristica 
Italiana. presso Casa Editrice Ber
ben, Via F. Selmi 41 , Modena, Italy. 

The Association held its third 
annual meeting on June 26th. Dr. 
Giovan ni Murtula was elected presi
dent and Miguel Abloniz, Secretary. 

CHELTENHAM CLASSIC 
GUITAR CIRCLE 

I~ spite of the not weather. meet-
ings have been held throughout 

the summer months. The Bach 
Chaconne (arr. Segovia) was played 
by Mr. C. E. Robins. the first time a 
member had performed this glorious, 
though difficult. work. Other solos 
played by Mr. Robins included 
Three Preludes by Segovia, Endecha 

and Oremus (Tarrega), Piece (Cesar 
Franck) and Minuet (Kuhnau). 

Mr. P . J. Gamble played studies 
by Sor. Tarrega and Aguado and 
Mr. W. A. Kyle played Aria and 
Sarabande from Partita in A (Logy, 
arr. Scheit). Mr. D . Knapman 
played Pequena Romanza and Tan
guillo (Abloniz) and Minuet from 
Don Giovanni (Mozart arr. 
Abloniz). Mr. D . Phillips sang to 
his OWJl guitar accompaniment 
several songs including one of his 
own composition. Mr. W. M. 
Appleby contributed items from his 
repertoire. 

Several fine guitars were brought 
to the meetings including some 
recently made instruments by Sut
cliffe. Monzino (Italy) and Petersen . 

Transcription Errata 
Miguel Abloniz points out that an 

error crept into his transcription of 
a 'Sarabande' by A. Corelli which 
appeared in "The Guitar Review" 
No. 18. 

In the 7th bar, second beat, instead 
of C (2nd string, 1st fret) the note 
should be A (3rd string, 2nd fret). 

An ENTIRELY NEW range of STRINGS for the 
Classic Guitar 

Catb~dral Strings 
Sole M anufactur,rs 

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 TERYLE E 
231 1st Processed Nylon 1/10 each 
282 2nd 2/1 
283 3rd ,, ,, 2/5 
284 4th Wound on Terylene . . . 2/8 
285 5th 2/11 ,, 
286 6th ,, ,, ,, 3/3 ,, 
287 Set (I each of above) 15/2 per set 

BRITISH MUSIC (GN) STRINGS LTD., 130, Shacklewell Lane, London, E.!!. 
ENGLAND. 
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CHACONNE 
• THE haconne is a slow dance of 

Spanish origin. It is in the form 
of variations on a ground bass. It is 
always in 4 or 8 bar sections. The 
form is peculiarly suited for the 
guitar. The unlettered player would 
improvise free variations on the 
traditional theme. 

At first hearing Bach's great 
Chaconne sounds like a masterly 
improvisation. This is the effect 

intended. It is based on three 8-bar 
themes, which are varied and con
trasted to build up a magnificent 
work in three movements. The 
whole piece is derived from a 4-bar 
motto theme ( D C B A) repeated 
without a break from the beginning 
to the end Jl.O less than 66 times. 

Segovia's line transcription follows 
reverently the notes of the orig inal 
for solo violin. 

C. E. Ro bins. 

MEMBERS' ANNOUNCEMENTS 

Members of I.C.G.A. may have notices inserted (prepaid) at the following rates 
(no further free insertions):-25 words 2/6; 50 words (maximum) 5/-, 6 insertions (pre
paid) for the price of 5 (12/6, 25 words; 25/- 50 words). 

ADELE KRAMER, Professor at the Guildhall School of Music and Drama. 
London, gives lessons in Classical Guitar for Beginners and up to Concert 
Standard. 24 College Crescent, Swiss Cottage, London, N.W.3. Tel.: 
PRimrose 5366. 
LUTE- double stringed- bent neck- 13 strings. Master instrument by the 
late Hermann Hauser, Munich. Rare exhibition model, Birds Eye Maple 
(Vogelaugenhorn, ebony). Outstanding tone, light action. Photos available. 
Price $500 (with case). Hermann Hauser, Guitarebau, 13b Reisbach/Vils, 
Postbox 10, Germany. 
HAUSER GUITARS: Segovia model a.nd Ramirez model. Delivery now 6 
months. Enquiries only to Hermann Hauser, Guitarebau, 13b Reisbach / Vils, 
Postbox 10, Germany. 
WANTED: "Guitar News" Nos. 1 and 3. "The Guitar Review" Nos. 1 to 10. 
"Woodworker" Jan. 1955. "B.M.G." May, June, Sept., Oct., 1954; Jan. and 
March, 1955. Stephen C. Pratt, "The Wyke", Marsham Way, Gerrards Cross, 
Bucks. (Tel.: Gerrards Cross 2450). 
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). 
SA VAREZ 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. James's A venue, Hampton Hill. Middlesex. Complete set of Savarez 
strings 17 /6. 
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). 
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INEw:. AND STANDARD EDITIONS 
I -·- FOR THE GUITAR 
I 
I ALBENIZ (Sagreras) 

Suite Espanola . No. 3 "Sevilla" 
BACH (Sinopoli) 

Chaconne .. . 
*Loure and Sarabande (Azpiazu) ... 
*Minuet and Gigue (Azpiazu) 
Preludio from Suite No. 4 for Cello (Llobet) 

BEETHOVEN (Casuscelli) 
*6 Variations on an original theme 

GAGNEBIN (Azpiazu) 
*3 Pieces. Improvisation. Chansons. Gigue 

MOZART (Anido) 
Andante 

PAGANINI (Prat) 
Sonatina, Op. 25 and Minuet 

PASQUINI (Pujol) 
Toccata Sur Le "Jeu Du Coucou" 

PRAT 
New Technic. Arpeggios, Chords and Modulations 

(Sp.) (4th Printing) 
RACHMANINOFF (Azpiazu) 

*Preludio 
SAVIO 

*Cenas Brasileiras. 1st Series. A new collection of 7 
pieces by the well known guitarist-teacher from Uruguay 

SCHUMANN (Segovia) 
Melodia Popular and Pequeno Estudio 

SINOPOLI 
Vidalita. (Cancion Argentina) 

SOR (Prat) 
30 Minuets. (5th Printing) 
26 Estudios (Coste) 
Andante Largo (Segovia) 

• NEW EDITIONS 

.60 

$1.25 
.60 
.60 
.60 

.75 

.75 

.60 

.75 

.50 

$1.25 

.60 

$1.00 

.60 

.75 

$1.25 
.90 
.60 

Catalog llstini: all publications in our stock for Ille Classic guitar wW be sent FREE 
upon request. Please ask to be lnduded in our mailin& list for notification of new 
publications. Write to :-

G. RICOROI & 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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RANIERI: MEfflOD FOR THE GUITAR 
(English, French, German and Italian Text) 

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

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

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

Telephone: GERrard 3142 

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

(A non-proftknaking Organisation) 

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

Mrs. Kay Appleby (Hon. Treasurer), 
Mr. Eric J. Dance (Auditor), 

Mrs. A. Korwin-Rodziszewski, B.A., (Translator). 
Hon. Organiser: Wilfrid M. Appleby, 47 Clarence Street, Cheltenham 

(Glos.) England, to whom all communications and subscriptions should be sent. 
Foundation Member: 20/- a year (U.S.A. $3.00). 
Supporting Member: 10/- a year (U.S.A. $1.50). 
Member (ordinary): 5/- a year (U.S.A. $1.00 for 8 issues). 

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

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

Non-members' subscription to "Guitar News" 5/- (6 issues). 
U.S.A. Payments: A dollar note covers ordinary membership fee or 

subscription for a period of 16 months (8 issues of "Guitar News"). 
Dollar notes or International Money Orders are much more convenient 

than bank drafts. 
London Agents: Messrs Schott & Co., Ltd., 48 Great Marlborough Street. 

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

Gloucester Printers Ltd .• Blackfriars Press, Ladybe'legate Seeet, Gloucester. 


