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NEW EDITIONS FOR GUITAR 
By MIGUEL ABLONIZ 

ORIGINAL COMPOSmONS 
129650 Giga. 

JAN.-FEB., 1959 

129346 lmprovisa,tion (homage to Villa- Lobos). 
129648 Four Recrea,tive Pieces (of Technical utiJi,ty in the polyphonic 

129649 
129345 
129651 

style). 
Four Preludes. 
Ten Melodious Studies. 
Tango Andaluz. 

TRANSCRIPTIONS 
129347 BACH, J. S., Two Bourrees (from 'French overture') and March 

(from A. Magdalena's book). 
129652 BEETHOVEN, Theme and Variation (from the 'septet'). 
129653 HANDEL, Aria (from the opera 'Ottone'). 
129654 HANDEL, Sarabande and Variations (from Suite XI). 
129655 RAMEAU, Six Minuets. 
129348 Three short ancient pieces : Aria by Purcell, Minuet by Clarke, 

Invention by Stanley. 
129349 Two ancient 'Ariettes' (A. Scarlatti: 'Sento nel core'; Caldara: 

'Selve amiche'). 

2 GUITARS 
129J50 BACH, J. S., Prelude No. I (from 'Forty eight preludes and 

fugues) . 
129351 VIVALDI, Aria del vagante (from the oratorio 'Juditha 

triumphans') 

SONG WITH GUITAR 
129352 SCARLATTI, A., 'Sen-to nel core'. 

· Many of these compositions are already in the repertoire of the most 
important artists and are also available on records. 

Complete ca•talogues free on request. 

G. RICORDI & CO. 
Ufficio Edizioni e Propag1mda, Milano-Italy, Via Berchet, 2. 
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SlLGOVIA lRlrClITAlL 

THE Festival Hall, London, was packed for Segovia's annual visit which 
is now established as a major event in the musical calendar. The 
programme, as is usual with Segovia, made no concessions to "popular" 

appeal. Its esoteric character made the presence of so many non-players all 
the more remarkable, and is yet another tribute to Segovia's life-long 
dedication to the guitar. 

The Fantasia and Pavana_ by Milan is a familiar offering. Not so the 
suite by Roncalli which was nevertheless interesting. The suite by Weiss was 
most impressive and I can well understand why Bach held such a high opinion 
of his work. The Bach Prelude was, however, the most enjoyable item in 
the first section of the programme and its brilliant execution won the heaviest 
applause so far. The Sonata Meridional by Ponce and the Ballata Scozzese 
were the outstandjng pieces in the second section. The Danza by Rodrigo 
was unfamiliar and made little impression, and I have never been able to 
understand Segovia's attach01,ent to Tansman whose music I find rather dull. 

In the last section the Torroba pieces were again a familiar offering and 
most enjoyable. The three Levantines by Espla made a better impression 
than they did the first time I heard them but are slight pieces and surely not 
worthy of inclusion in a recital of this nature and scope. 

The Sevilla by Albeniz drew the heaviest applause of the evening and 
one felt that this was what ·the majority of the audience had really been 
waiting to hear. Most of them stayed on hopefully expecting an encore or 
two and they were not disappointed. The sustained and clamorous applause 
produced five encores including Study in A by Tarrega, Study in B minor by 
Sor, Study in E minor (No. 1) by Villa-Lobos and Torre Bermeja by Albeniz. 
By now the audience had closed in upon the stage and were sitting cross
legged on the floor and standing in the aisles. At last Segovia came back 
without his guitar and having waved his hands for silence, said with his most 
benevolent professorial air, " I thank you from the bottom of my heart, but 
it is getting very late" . A final round of applause from the audience and 
another memorable occasion was over. 

I had the impression that Segovia is playing better now than ever and 
that on this 09Casion he played exceptionally well. This view was confirmed 
by a non-guitarist friend who was present and who is a discerning musical 
critic. The concert as a whole was not a wildly exciting occasion but from 
a musical point of view most satisfying. 

P. J. G AMBLE. 

STOP PRESS :-

SECOND NORTH AMERICAN TOUR 
Julian Bream will give a concert for The Society of the Classic Guitar 

(New York) on March 9th. Previous to that he will tour Canada with Peter 
Pears for television and recitals as follows : Toronto, Feb. 24th; Kingston, 
Feb. 25th; Toronto, Feb. 26th; Saskatoon, March 1st; Edmonton, March 2nd· 
Hamilton, March 5th; Ottawa, March 7th. ' 
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PORTRAIT FROM SIENA 

Photo.: Grassi, Siena 

JJOHN W1Illll1IAMS 
A SEGOVIA PUPIL 

SIX years ago, John Williams was introduced to readers of "Guitar News" 
as a 'child prodigy'. He had been studying the guitar from the age of 
five- at first in Melbourne, Austra lia, where he was born, and from 

early 1952 in London, England. Towards the end of that year he had been 
presen_ted to Segovia who immediately took him ' under his wing'. 

John Williams has now become a tall , good-looking young man ; he has 
developed musically through the Royal College of Music, London, and several 
visits to the Segovia Course at the Chigia na Academy at Siena, Italy. Each 
year he has taken part in the 'end-of-course' concerts at Siena, but it was 
a great honour for him to be chosen by Segovia to give a complete recital 
at the 1958 Course. 

His recent broadcast recital showed that Britain now has two outstanding 
guitarists (the other being Julian Bream) and a report of his first Wigmore 
Hall recital appears in this issue. . W.M.A. 
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AN HISTORIC RECITAL 

JOHN WILLIAMS, the seventeen-year old Australian-born guitarist gave 
his first major recital at the Wigmore Hall, London, on 6th November, 
before a capacity audience. The programme was as follows : -

Gallardas (Gaspar Sanz) 
Gavotte (A. Scarlatti) 
Suite in A Minor (Weiss) 
Prelude, Allemande, Bourree (J . S. Bach) 
Variations on a Theme of Mozart (F. Sor) 
Sonatina (Torroba) 
Mazurka (Tansman) 
La Maja de Goya (Granados) 

The usual superlatives cannot adequately convey the artistry of this 
young musician who is now without doubt one of the world's great masters 
of the instrument. As the programme unfolded so the enthusiasm of the 
audience mounted, whilst those of us who were already aware of John 
Williams' extraordinary talent were gratified to know that he was on the top 
of his form. At such a level of performance, comment on individual items 
became very much a matter of personal musical preference, but for the writer, 
in the Weiss Suite, the three movements from the Bach Suite, and the Sona
tina of Torroba, the soloist reached heights of guitar playing seldom (some 
were prepared to say never) heard in this country. At the end of the recital 
he was greeted with tremendous applause, and numerous encores were given 
before the enthusiastic audience would allow the brilliant young artist to 
depart. 

Readers of Guitar News will recall an article several years ago com
menting on this boy prodigy, as he then was, and the years that have elapsed 
have seen the maturing of his genius. 

One cannot do better than quote from Segovia's eloquent and glowing 
tribute on the printed programme : -

"A prince of the guitar has arrived in the musical world. God 
has laid a finger on his brow, and it will not be long before his 
name becomes a byword in England and abroad." 

RONALD SIMPSON. 

FOR THE GRAMOPHONE 
Recently issued in U.S.A.-Epic LC-3479 

"Virtuoso Guitar" Rey de la Torre 
Sonata for Guitar, op. 15 (Giuliani); Fandanguillo {Turina); La Filla 

del Marxant (Llobet); Choros No. 1 (Villa-Lobos); Romance del Pescador 
(Falla, trans. Rey de la Torre); Cancion del Fuego Fatua (Falla, arr. Llobet) 
- both from "El Amor Brujo"-Recuerdos de Ja Alhambra (Tarrega). 

R ecently issued in Britain-Columbia SEL 1592 
(45 rpm. BP-formerly issued on 78) 

Four Pieces by Segovia 
Nortefia (Crespo); Fandanguillo (Turina); Rondo on a Theme by Sor 

(Ponce); Arada and Fandanguillo (Moreno Torroba). Portrait of Segovia on 
the 'sleeve' . 

., 
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READ 

I MEET 
VILLA-LOBOS 
BY 

ANDRES 
SEGOVIA 
IN N22 

GUITAR REVIEW 
409 E. 50 ST. NEW YORK 22 

Rectified Nylon Strings 
for the Guitar 

• Improved Tonal Quality 

• Obtainable in Graduated 
Ten11ion:, to individual 
selection 

Details from : 

BABOLAT-MAILLOT -WITT 
93 RUE ANDRE BOLLIER 

LYON, 7me.. FRANCE 

ETIQUETTE FOR GUITARIITI 
by Tim Verey ('Timbuctoo') 

T AKE 'by and large' guitarists are a well-mannered lot, even in lands 
where etiquette is not so highly developed as in Spain-and some 
other countries (including yours , of course). Spanish etiquette can 

be so formal that when one aficionado visited another for a 'guitar evening' 
neither would agree to play first out of deference to the other- until I arrived 
and vulgarly persuaded them to decide by the toss of a coin! Then the 
visiting Spaniard expressed his admiration of the host's guitar- an exquisite 
Ramirez. "You like it?" said the host, " then it is yours, Seiior !" I was just 
wishing I had got in first with the admiration when the visitor showed himself 
to be much too polite to accept this most generous offer! 

But what happened when one British guitarist visited another. "Hello, 
Old Chap! park the 'old coffin' on the mat! " said the host, with gruesome 
gusto. They then sat smoking and chatting about cars and cricket for nearly 
an hour, until the lady of the house entered to say that 'tea' was ready. 
After 'tea' the sister of the hostess arrived and a game of bridge was suggested 
- and by the time that was over, the visitor rushed off to catch the last train 
home, quite forgetting that he had brought his guitar! It was returned to 
him the following day! 

Sometimes I have been host to a visiting guitarist and nearly always it 
bas been an unforgettably happy time- but not quite always! For instance, 
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there is the 'guitar-hog'! Perhaps you know him or his prototype. He takes 
his guitar out of its case and starts playing. You bring out your guitar and 
hold it ready to take your turn, but what an optimist you are! "Have you 
heard this one?" he asks, whenever he sees you getting into playing position
and on he goes, piece after piece until your head aches! Of course it wouldn't 
matter if he were really worth listening to (though I can stand quite a lot 
from an honest trier)-no, he repeats passages or even whole pieces and his 
explosive expressions of annoyance, when he 'can't quite get it', add to your 
irritation. 

When guitarists meet thus the best plan is for them each to play in turn 
not more than three or four short pieces (or one or two longer ones). After 
all, genuine etiquette is, in essence, consideration for others. 

When, some time ago, Elton Hayes, the British guitarist-singer, visited 
Segovia at his London hotel Olga Coelho was present and passed a guitar 
from one to the other with a charming "Now you!" However, if Segovia 
ever comes to visit me I can assure him that I shall consider his manners 
perfect if he plays until the milkman arrives! 

* * * * 
P OSTSCRIPT: 

The editor has just shown me a letter from a member of I.C.G.A. in 
Siio Paulo, Brazil. He was invited on a recent Sunday to an informal 'guitar 
afternoon' at the home of Senhor Barbosa Lima, father of the wonderful 
young Brazilian guitarist. Professor Isaias Savio was there with three or 
four guitar-playing friends including an Argentine folklorist named Sefior 
Tito, and, of course, Antonio Carlos Barbosa Lima himself. It was a wonder
ful time- everything was played from 'milongas' and 'gatos' to Bach. The 
party started at three o'clock in the afternoon and broke up at 1.00 a.m. on 
Monday. That's the sort of guitaristic etiquette I like! 

THIRTY-FIFTH BIRTHDAY 

MANY Happy Returns to the American Guitar Society which, having 
been founded in 1923, celebrated its 35th birthday by presenting its 
27th Programme of Guitar Music by Contemporary Composers at the 

California Teachers Association Banquet Room in Los Angeles on September 
27th. 

The programme included works by Richard Pick, Luis Elorriaga, Moreno 
Torroba, George Enesco, Ponce, Turina, Scriabin-Segovia, M . Biagi, Villa
Lobos, etc. There were first American performances of guitar solos 
Pensamientos (Isaias Savio) and Improvvisazione (Miguel Abl6niz), also of 
Bagatelle and Elegie for two guitars (Th. Hlouschek), and a first World per
formance of "From Spain- Zortzico movement from Orchestral Suite-'El 
Mundo' " for two guitars by Zarh M. Bickford. The latter was played by 
Vahdah and Zarh Bickford. 

The programme ended with flamenco solos played by Celin and Jose 
Romero. Others taking part were John Steiner, Armen Haig, Helene 
Hammond, Michael Katz, Robert Bent, Joel Nava, Marty Trent and Rani 
Reizes. 
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CONCERT IN VANCOUVER 

VANCOUVER Classic Guitar Society announced their first public con
cert for November 8th. A hall with seating capacity of 200 was booked 
and five guitarists from Seattle promised to come and take part in the 

programme (see page 13 G.N. No. 45). Would everything be alright? 
The five members of the Seattle Classic Guitar Club arrived true to 

their word, and at the appointed time the audience began to arrive-and 
kept on arriving until the hall was packed solid! 

Robert Neveu was 'Master of Ceremonies' and opened with a five-minute 
talk on the problems and aims of the Vancouver C.G.S. He then introduced 
Pasquale del Guidice who played a group of solos by Carcassi and Tarrega. 
Then there was an interesting experiment- A Stereophonic 'Duet'! The soloist 
moved to one side of the stage and Mr. Neveu seated himself (with guitar) 
at the other. They then played Carcassi's Peruvian Air each playing the 
same notes to give the audience the effect of 'HI FI' or 'STEREO'. 

The programme continued with a normal duet played by Peter Dawson 
(14 years old) and his tutor, Robert Neveu. Songs with guitar were given 
by Don Firth (Seattle), solos (Sor, Arai and Gluck) by James Binkerd 
(Seattle), Jim Cameron (Vancouver) played Romance de Amor (V . Gomez) 
and Edward Hern (Seattle) played solos by Bach , Mertz, Tarrega and Sor. 
Pasquale del Guidice ended the first half with more solos. 

After the intermission Ray Hall (Vancouver) sang folk songs with guitar; 
Bob Flanary (Seattle) played solos by Sor, Weiss, Villa-Lobos and Tarrega; 
Robert Neveu played Musette (Bach), Solea (V. Gomez), Alborada- Music 
Box-(Tarrega), etc. Edward Hern and Ward Irwin played compositions for 
guitar and recorder, after which 'Seiior Don Eduardo' Hern brought on his 
flamenco guitar and delighted the audience with Sevillanas and Granadinas. 
Finally duets by William Foden were played by the Vancouver Duo. 

The Vancouver Sun of October 25th contained an excellent article on 
the classic guitar based on an interview with Robert Neveu by Martha 
Robinson. In it she writes that the guitar is 'outselling the piano two-to-one 
as today's most popular instrument. Last year 425,000 guitars (of all types) 
were sold in the United States alone' . Robert Neveu revealed the secret of 
the fascination of the classic guitar-"It's the tone" be said, "Once you hear 
it, it haunts you". 

CLASSIC GUITAR REFERENCE CHART 
Designed by V. Bobri 

with a Message from Andres Segovia 
This convenient wall chart shows at a glance exact position of every note on 
the actual size fingerboard, diagrams for correct playing positions of hands and 
body; valuable data on strings, guitar music, care of nails, etc. Indispensable 
for teachers and students . Price $1.50 - Order directly from : 

V. BOBRI - 409 E. 50th STREET, NEW YORK 22, N.Y., U.S.A. 
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CHELTENHAM GUITAR CONTEST 

THE guitar contest at the Cheltenham Open Music Competitive Festival 
will be held on Friday, May 8th, 1959, so it is necessary to enter 
within the next few weeks. 

The closing date for entries is February 23rd, 1959. 
Write to the Information Bureau, 77 Promenade, Cheltenham (Glos.) 
(enclosing one shilling) for full particulars. (Not to I.C.G.A.) 

The test pieces (any Edition) are : 
Sarabande from Suite in D minor by R. de Visee. 
Etude No. 3, op. 60 by M. Carcassi (without repeats). 

Any guitarist (classic) may compete. There is no restriction as to age or 
place of residence. 

The Festival Committee agreed to include the guitar as an experiment 
and this concession was largely due to the initiative and persistence of Miss 
Joan Prior, who teaches the classic guitar in Cheltenham. Some of her pupils 
will take part in the contest, but they hope that guitarists from many other 
places will also enter for the contest. Already several London guitar students 
have promised to compete, but more entries are required if this contest is to 
continue as a regular feature of the Festival. 

CHELTENHAM CLASSIC GUITAR CIRCLE 

C HRISTMAS Carols, played by a group of guitarists, provided the opening item 
at the December meeting of the Circle. The Carols were arranged for three 
guitars by Joan Prior but two or three guitars played each part. The resulting 

music was very pleasing with an "angelic harp" quality. 
A Sarabande by Isaias Savio, just received from Brazil, was played by Wilfrid M. 

Appleby, who also played Minuets by Rameau (arr. M. Abl6niz), a Prelude by Villa
Lobos and other items. 

A member playing for the first time always gets a sympathetic hearing, but Miss 
Christine Buchanan played with such assurance and musical feeling that it was difficult 
to realise that she had been studying the guitar for only a short time. P. J. Gamble 
can always be relied upon for some interesting solos and his contribution to the playing 
included "Study in the form of a Minuet" (Tarrega), Prelude (Sinopoli), Lullaby 
(Mozart), Prelude No. 7 (Chopin arr. Tarrega), etc. 

Miss Eileen Stamp played studies by Sor and Carcassi. 
A welcome visitor to the Circle was Mr. Alan Hezzlewood who has recently returned 

to this country from California. It was whilst in California that he became interested 
in the guitar and heard of Guitar News from some of the many I.C.G.A. members 
in that State. He played flamenco solos on a fine modern Martin guitar which he 
bought second-hand in California. When he looked inside he was surprised to find 
a lot of shavings and-Horror !- the tail of a rattlesnake! He was told that the 
former owner, a Mexican, had put the shavings there 'to improve the tone'- and the 
'rattle' for Good Luck! 

* * * 

The two youngest members of Cheltenham Classic Guitar Circle, Michael Maddock 
(aged 15) and John Leach (slightly older) are in the news! The Gloucestershire Echo 
reports that at Bayshill Hall on November 29th they gave "a delightful musical pro
gramme, consisting of solos and duets for guitar", They are both pupils of Miss ]oan 
Prior,:--Well ' done, b'oys ! 
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ISAIAS SAVIO 
by James M. Leigh (Brazil and U.S.A .) 

ISAIAS SAVIO was born in Montevideo in 1900. He received his early 
musical education in that city at the Franz Liszt Conservatory ~here he 
studied piano and harmony. Savio was attracted early to the gmtar _and 

spent eight years with Professor Konrad Koch, with whom he developed mto 
a concert guitarist. 

Savio left Uruguay in 1924 for Argentina where he gave concerts in many 
cities. He returned to his own country in 1930 where he continued playin~ 
in public but in 1931 he moved to Brazil and has been there ever since. 

Brazil owes a debt of gratitude and thanks to the Uruguayan maestro 
who, for the past 27 years has dedicated himself to all aspects of the guitar 
in that country. . 

Prior to Savio's arrival in Brazil , the guitar was known chiefly as an 
instrument to accompany songs and dances, admittedly interesting, of the 
various regions of the country. The classic guitar, as we call it, practically 
did not exist. Savio's first important work was his pioneering activities which 
consisted of giving concerts in the then-remote corners of the Republic (some 
of those corners are "still-remote" ) where the inhabitants had never dreamed 
that such music could be produced by the guitar. These early concerts 
helped create a new interest in the instrument which, since then, has become 
more intense yearly. 

Savio resided during the first few years in the "Marvellous City" of Rio 
de Janeiro where he established himself as the outstanding teacher of the 
instrument. He has lived in Sao Paulo since 1940, where he a lso quickly 
established himself as the leading authority on the guitar. 

Most of Brazil's first-class teachers of today have felt Savio's influence 
by having studied with him directly or with one of his disciple~. Miss Julieta 
Correa Antunes, a Director of the Sao Paulo Guitar School, and Mr. Antonio 
Rebello of Rio de Janeiro, two of the most important teachei:s of Brazil, are 
Savio trained. 

Certainly one of the positive steps in introducing the classic guitar in 
Brazil was the forming in 1947 of the guitar " chair" in the Sao Paulo con
servatory of Dramatics and Music which, of course, was awarded to Professor 
Savio, who still ~olds it: _Since then,. most of th~ countrf s conservatories 
have followed smt and 1t 1s now possible to receive one's degree in music 
with the guitar as the major instrument of study. Savio is ~lso a professor 
at the Paulista Music Academy and is Supervisor at the Sao Paulo Guitar 
School. For four years he was a delegate to the International . Institute of 
Musicology. 

Savio began composing for the guitar at an early age and now has well 
ov~r 100 original _works and transcr~ption~ published. _Like all busy and 
active men, he has mnumerable not-qmte-fimshed manuscnpts " lying around". 
His friends and students are urging him to put the finishing touches on these 

Continued on page 12 
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GUITARIST IN BRAZIL 

Photo by A. Wiley 

ISAIAS SAVIO 
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pieces so they may be published. The writer of these notes has heard parts 
of some of them and assures the guitar public that there is some wonderful 
music forthcoming. 

Savio's musical tastes are varied and completely without bigotry which 
is a natural result of his broadmindedness and tolerant attitude toward music 

· and things in general. His transcriptions of the classic musicians are wonder
ful just as is his transcription of, for example, "Tico-Tico" (which everyone 
should own). Although he doesn't admit it, one would suspect that Giuliani 
is his favourite composer. His exceptional music library contains close on 
4,000 pieces for the guitar ! ! ! 

Savio is particularly proud of his student, Master Antonio Carlos Barbosa 
Lima, who, in spite of being only 13 years of age is considered to be one of 
the two or three best Brazilian guitarists. 

Aside from music and the guitar, Savio's chief interest is photography 
with the emphasis on the study of lenses, a subject on which he is an expert. 
He possessed at one time 39 different cameras but now that quantity has 
been reduced to a mere 12. 

Savio is a married man and has one son, Nilo, eleven years old. Both 
wife and son play the guitar although Nilo's tastes tend, at present, towards 
sambas which he strums out quite well. 

Always enthusiastic, energetic and happy, Savio continues with his work 
and Brazil says, "Thank you, Maestro". 

STUDENTS' CONCERT IN 

NEW YORK 

THIRTEEN students of Alexander 
Bellow took part in a concert 

on October 17th playing guitar solos 
by many different composers includ
ing Milan, Sanz, Dowland, Weiss, 
R. de Visee, Bach, Tarrega, Llobet, 
Albeniz, Torroba, Ponce, Villa
Lobos, etc. 

To conclude this successful con
cert Mr. Bellow played some of his 
own c o m p o s i t i o n s-Etude in 
T re m o 1 o , Concert- Etude and 
Three Movements from Suite. 

The students taking part were 
Robert ~evering, Jack Waite, 
Michael Valuri, Marian Baer, Gus 
de Gazio, James Yarbrough, 
William Matthews, Larry Rosedale, 
Ada Brodsky, Henry Hubshman, 
Frank Falcone, Helene Susman, and 
Elsa Geissler. 

STEVENS LE-GRICE 
SCHOOL OF GUIT,\R 

I3el! inners need our new 
POSTAL COURSE 

on classic guitar playing 

Write or Call: 

29 Caledon Road, 
East Ham, London, E.6. 

A must for every . g~itarist ! 

Major and minor diatonic scales, by 

A. SEGOVIA 
New revised edition with Spanish and 

English text .. . . . . ... $1.50 
Three Flamenco Variations by 
Sophocles Papas ... ... .. . $1.00 

GUITAR SHOP, 1816 M. Street, N.W· 
Washington 6, D.C., U.S.A. 
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A series of ten articles on " How we should start the Study of the Guitar" by 
Miguel Abl6niz aippeared in "Gui•tar News" Nos. 21 -to 30, but these have long been 
out of prin1. In response ,to many requests Miguel Abl6nriz has kindly agreed to m~ke 
a revised and sho·r.tened version of 1hese valua:ble articles, the first chapter of which 
now follows. The Editors. 

HOW SHOULD WE START THE STUDY 
OF THE GUITAR 

by Miguel Abloniz (Italy) 

Foreword ~,To play the guitar is it really absolutely necessary to place the instru
ment, the hands, and the fingers in the way you advise?"- this is 
a question 1 have been asked more than once and here is my answer 

in case it may interest some readers. "Yes, and this is why". The rules of 
any particular ART are established by carefully studying and analysing the 
outstanding artistic creations in that field. The greater the number of 
recognised great artists who have in common the same 'school', the greater 
the number of followers who are firmly convinced that even the most gifted 
person, the one who has been ' touched by God' as they say, would be unable 
to give with the least effort his best, unless by adopting the same 'school'. 

Classic Guitar Technique consists to-day of that ensemble of principles 
based on the discoveries of some great guitarists who, after having spent many 
years searching intelligently, found the best and most comfortable way of 
placing the instrument and the hands so that the fingers with easy (natural) 
and fast movements may produce sounds of an unquestionably beautiful 
quality and variety of colour, reaching as for the volume and carrying power 
the maximum limits allowed by the instrument. This technique, now taught 
by all true and conscientious guitar instructors, makes us state that there are 
two ways of playing the classic guitar : the correct one (as treated by Andres 
Segovia, Miguel Llobet, Francisco Tarrega, to name a few) and the wrong 
one (of which there is an almost infinite variety). The former may be taught 
by those who have studied it and know its rules- to learn the latter there is 
no need of instruction . . . . 

In ART however, some exceptional persons, guided only by their intel
ligence, good taste and sensibility of feelings, without undergoing any special 
theoretical and technical instruction, sometimes succeed in producing some
thing that undoubtedly contains artistic and aesthetic elements. But these 
'exceptions', although by breaking the rules, manage to attain a more or less 
high level, not only are too few to be taken into consideration but also, by 
being revolutionary creators constitute a model that an ordinary person is 
unable to imitate. That is why the great majority of people who wish to take 
up some artistic activity, to gain time and learn correctly the theoretical and 
practical part of the art of their choice usually address themselves to a 
specialised instructor or institution, where the things taught are based on a 
system already experienced and proved to be sound. 

To conclude I will only add that we are of course aware that articles of 
this sort are written for those who believe that it is better to take into 
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consideration the valuable discoveries of those who came before-not for 
those who prefer to search for themselves, some losing many years to re
discover things already known and applied, some hoping to go beyond the 
point of technical perfection that guitar playing has reached_ in the last decad_es, 
which seems to be humanly impossible as long as the mstrument remams 
unchanged. 

CHAPTER I 

T HE first thing we must explain to the beginner is that the guitarist's 
hands have two completely different roles and that is why the co
ordination of their actions is peculiar yet comparatively easy when 

understood. 
While in the pianoforte not only both hands contribute for the vol~me, 

quality and duration of a sound, but the pedal offers also the possibility to 
prolong the duration of a sound even after the finger that has generated it 
abandons the key, in the guitar the volume and quality depend on both hands 
and the duration of all the notes that can be produced (except of course the 
six that we obtain when striking the open strings) depend solely on the left 
hand. (For those who may not see it at once, amongst the various functions 
of the left hand there are the snaps and slurs, volume, and the vibrato quality). 

If then the left hand fingers do not stop long enough on the strings- at 
least as long as the rhythmic value of the notes indicates (we intend to come 
back to this question later)- the sound produced will very often be interrupted 
or 'broken', i.e. there will be some fractions of time during which the instru
ment will be silent. Per contra, if the right hand fingers are allowed to stay 
on the strings a little longer than that fraction of a second required to put 
a string into vibration they develop another technical fault resulting also in 
the interruption of the continuity of sound. The left hand then has a 
continuous action while the right has ~n instantaneous one. 'Sound breaking', 
then, being one of the most serious and frequent faults of the badly-trained 
guitarist, it is. necessary to let the beginner understand its causes as soon as 
possible and how we avoid these causes. 

What the great majority of instructors do (and this is advised by an 
equally great number of so-called 'methods') is to let the beginner play from 
the very first lesson some easy exercises or scales with both hands, a habit I 
have always considered most absurd. This only serves to acquire serious 
defects for both hands, because our one head (or mind) is just enough to 
enable us to concentrate at the beginning on the correct position and action 
of a single hand. It is impossible for the beginner to follow simultaneously 
(mentally, acoustically and visually) both hands. 

For the first ~essons then (the number depends on the intelligence or 
aptness of the _pupil and the number of hours he can give to practising) it is 
better to exercise _each hand separately and only when the right hand fingers 
are able to play m the correct way more or Less automatically (say two of 
them alt_ernately all th~ time on th~ ~ame string), we can try to let the pupil 
play a simple chromatic scale consistmg of four notes on the same string. 

Correction: Jn M . Abl6niz's article "Our Fingerbpard" (G.N. No . 45, p.5, 3rd line from 
end) 'penfect fi£ths' should read 'perfect fourths'- also on page 6, line 12. 
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RIGHT HAND 
The following first four exercises should all be practised in the six ways : 

im, mi, ma, am, ia, and ai, as well in the 'apoyando' (in English 'supported 
stroke') and the 'non-apoyando' ways, both of which must be well mastered. 

1. Eight (and later four) strokes on each (open) string in this order- lst, 
2nd, 3rd, 4th, 5th, 6th, 5th, 4th, 3rd, 2nd, 1st, 2nd, 3rd, etc., various times. 

2. Three strokes on each string, always from the 1st to the 6th and 
back to the 1st, alternating continuously two fingers and observe that if we 
play for instance, i.m.i. on the 1st string, we must play m.i.m. on the 2nd, 
i.m.i. on the 3rd, etc., that is to say the two fingers must continuously alternate 
in action, no matter on which string they are playing. 

3. Two strokes on each string. 
4. One stroke on each string. 

I repeat, practise (slowly and in good rhythm) all these exercises first with 
i.m., then with m.i., then with m.a., etc. (all six combinations) and try to 
produce the same sound by any of these three fingers. 

Remember it is not enough 'to have understood'; it is necessary to 
'practise a lot', as we are trying to let the fingers do tasks that they have 
never done ·before. Technique is nothing else than this essential 'muscular 
education', which, naturally is obtained correctly and faster only when the 
mind knows. 

I particularly wish to draw attention to something that must be avoided 
at all costs in the apoyando way of playing. When the finger, after striking 
a string, falls on the adjacent lower string (lower in sound), it must not stop 
there longer than a good ball stops on the floor after it is thrown from a good 
height. Many beginners develop the terribly bad habit of allowing the finger 
to remain on the adjacent string for some time, and even until another 
finger plays again. One of the many ill effects of this is that when they come 
to the point of playing a descending passage of notes (or a descending scale) 
on various strings, they play often two consecutive notes on two neighbouring 
strings with the same finger, simply because that finger remaiped on the next 
string on which the second of the notes had to be played. 

The right hand fingers must stay in the air opposite tq the string they 
have to strike, at a small distance and always be ready to e~ter quickly into 
action. but never stop on the strings; once they have played they should return 
to their position of waiting (imitating somehow the pianoforte hammers). 
There is an effect one can produce by stopping a vibrating string or strings 
with the right hand fingers (damping or etouffe), but that is done consciously 
and is not due to bad technique. 

(to be continued) 

MEETING IN BRENTWOOD, CALIFORNIA 

THE Friends of the Classical Guitar of Los Angeles held their first 
meeting after the Summer vacation on September 20th at Brentwood, 
Los Angeles. There was good playing in plenty by members and 

visitors, including some brilliant flamenco by two son~ of Celedonio Romero, 
the celebrated Spanish guitar recitalist. The Chairman of this Society is 
Mr. Rolf Sklarek. 
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NYLON STRINGS FOR THE 
CLASSICAL GUITAR 

Wo rld 1 s fin est strings, U sed by 
leadi ng a rtists. H a nd m ade f o r 
utmost preci s io n, Ava il abl e in 

sil ver p la t ed or p u re s ilve r 
wire. 

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

Since 1600 

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

U.S.A. 

------------. 
COMPLETE STOCK 

of Tone Woods 

SPRUCE 
EBONY 

ROSEWOOD 

Ready inlaid Rings, Purfling 
and Tools 

Semi-finish Necks 

Send stamps for Free List 

H. L. WILD 
510 EAST 11 STRE ET 

New York City, 9, N.Y., U.S.A. 

A ESTOAATIO N S & VALU ATIONS 
ALL RISt\S. IN SURAN C E 

: ! l E V E R YT HING ,.O A P LAY ER & M .A.1(£.A 

' ·, , , <7he /Jiu/in,Slwf~ 

~~FISOMA" 

10·11. GOTHIC ARCADE. SNOW HILL 
BIRMINGHAM ·4 
T E L E P HON E C E N TR A L 2Z95 

NYLON S'fRINGS 
Prices : E 1st 2/1 D 4th Alloy 3/- Pure Silver 7 /3 

B 2nd 2/4 A 5th Alloy 3/5 Pure Silver 11/3 
G 3rd 4/9 E 6th Alloy 3/10 Pure Silver 15/9 
Set, Alloy covered 19/5 post free 
Set, Silver covered 43/5 post free 

Guitar Makin~ 
Balkan Spruce (Swiss Pine), Rosewood, Palisander, Jacaranda, 
Maple, Ebony, etc., all parts and materials for the Professional 

and Amateur maker. 
Please send for Lists, post free. 



JAN.-fEB., 1959 GUITAR NEWS 17 

!lfre 9Jvdli aJ a (juita1t 
by Eric V. Ridge (Britain) 

Chapter 6. Preparing, varnishing and stringing 

COUNTLESS volumes have been written upon the subject of varnishing 
stringed instruments, and I do not intend to add to their number, nor 
even to give you a varnish recipe. During my experience of violin 

varnishing, I have never experimented with concoctions of my own manufac
ture, but have used ready made varnishes which have been proved over the 
years, to give more or less, the desired results, namely, a varnish which flows 
evenly and dries reasonably well, is of the right texture, not too hard or too 
soft, and when the final coat is applied and polished, gives that wonderful 
deep lustre which so enhances the beauty of the figure in the wood as though 
viewed through a piece of amber. 

All these desirable qualities can be obtained from the best commercial 
varnishes on the market today, so why risk spoiling an instrument upon 
which you have lavished such loving care and countless hours, by covering 
it with a substance which has yet to be proved and perhaps found wanting. 
In my opinion it is the first coat of primer or varnish, which is applied to the 
soft pine of the table, that decides for all time the tonal quality of the 
instrument, and if it turns out to be wrong, no amount of cleaning off will 
help, because the first coat has been absorbed into the fibres of the wood, 
and the instrument's tone is impaired for all time. 

The preparation of the wood before varnishing is a very exacting process 
and is the repetition of rubbing down in the direction of the grain of the wood 
with fine glass paper, damping all over with a clean cloth and water, allowing 
to dry, and rubbing down again. This process is repeated again and again 
until a smooth polish is obtained all over the surface, until further dampening 
ceases to raise the grain. 

If the wood of the neck is of a different material to the back and ribs, 
and is lighter in colour, it is desirable at this stage to match the colours with 
commercially purchased water stain. Never use spirit stain because the neck, 
being covered with spirit varnish may have some of the stain dissolved when 
the varnish is applied and take on a streaky appearance, whereas water stain 
is impervious to the solvent in the varnish. 

Having completed the dampening/rubbing down process and secured a 
polished surface ready to receive the varnish, I applied to every part except 
the neck and fingerboard, one thin coat of clear AMBER OIL VIOLIN 
VARNISH, and placed the instrument in a position free from dust and 
draughts to dry. This varnish, which is one that I know from experience to 
be of excellent quality, takes about a week to become hard enough for 
rubbing down during the average English summer, and like wine bottling, 
the results are best if carried out during bright warm weather. 

The first or priming coat, having been allowed to dry, should, if applied 
correctly, have soaked into the wood, so that hardly any trace of the varnish 
is visible on the surface; if varnish is visible, then the coat was applied 
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unevenly or too thickly. The brush I use for varnishing is a flat red sable, 
about l" in width, the usual flat bog hair brush, recommended in some books, 
I find to be too coarse for good varnishing. 

I applied four coats of this varnish to the table, ribs an~ bac~. rubbi~g 
down between each with the finest "flour" glass paper and a httle lmseed 011, 
allowing at least a week between each application for hardening. 

The table was left at this stage, but I decided to apply one coat of spirit 
varnish (not french polish) to the back and sides, as these parts come into 
contact with the clothing of the player and receive thereby much hard wear; 
the neck was also treated with spirit varnish at this stage, and when dry, the 
whole of the instrument was finally rubbed down and polished with the finest 
powdered pumice, dusted on with a muslin bag, and linseed oil , rubbed in a 
circular motion with a soft linen pad, adding oil from time to time until the 
desired finish was obtained. 

I did not leave my instrument with a very high gloss, as personally I prefer 
a dull polish ; opinions vary on this point, but if a high polish is required then 
this can be obtained by finishing the rubbing down with crocus or tripoli 
powder in oil or soap and water, according to the nature of the varnish. 

My first guitar then lay before me in all its glory and as you can imagine, 
I could hardly wait to fit the strings and hear the first sounds issuing from this 
wood that had lain dead so long. The first stringing of a new and delicate 
instrument should be carried out as carefully as any part of its manufacture ; 
new and unnatural stresses are being brought to bear upon all parts of the 
sound chamber, neck and fingerboard, and these should be introduced 
gradually, I therefore slowly brought the strings up to pitch over a period of 
two days and the whole instrument took about a month to settle down to any 
degree of accuracy, and during this period I checked the height of the strings 
above the fretting and lowered the saddle as necessary. The method of 
knotting the strings was shown in PLATE 11 and at the head the strings 
should be fastened neatly over the rollers without any stray ends which may 
cause unwanted vibrations and without crossing one another. 

At last my guitar was finished, and it has been a great joy to me ever 
since; the tone has greatly improved both in quality and volume and leaves 
little to be desired, and I am convinced that my method of construction, 
though perhaps in some respects a little unorthodox, is on the right lines, and 
having satisfied myself in this respect I am now venturing upon my Opus Two. 

I hope that this series of articles has been of interest and perhaps of some 
help to my readers. If only one more guitar has been built thereby, then they 
have been worth while. 

THE END 

Further articles on various aspects of guitar construction will continue to appear in 
" Guitar News" from time to time, 
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THE COMPLETED GUITAR 

THE SPECIFIC:A TIONS 

Length of body 19¼'' 
Waist 9¾" 

Width of upper bout 10¾" 
Width of lower bout 14¾'' 

Depth of ribs 3½" to 3¾" 
Length of vibrating string 25f' 
Rollers-plastic (or bone) 

Twelfth fret (Octave) in line with outside of ribs- 12.13 /16 from 
saddle of bridge. 

19 
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GUITAR MUSIC 
From G. Ricordi and Co., 16 West 61st St., New York, N .Y., U.S.A. 
(And associated firms). 

In 1955 Mario Castelnuovo-Tedesco composed " Escarraman", a Sui te of Spanish 
Dances from the XVI Century (after Cervantes) for guitar (op. 177). The first item of 
this suite-Gallarda-has recen,tly been published by R icordi of New York. This is 
music of oonsideraible charm, .no t difficult to play, but of con.cert s<ta nda rd. It commences 
in the minor D but concludes with a passage in the major marked "Trionrfa n,te" with 
the climax in the final bars marked • ff deciso'. The editi ng and fingering is by 
Ansetonius. Guitarists will look forwa'l'd eagerly to ~he publication of the remaining 
parts of the Escarraman Suite. 

Tremolo playi ng is one of the finest exercises for the fingers of ,the righ t hand, so 
guitarists should welcome another composit io n in tremolo sty le-if on ly for this practical 
purpose. Alexander Bellow's Etude in Tremolo is, however, much more than a physical 
exercise, it is a well constructed piece o.f music, intri,guing ,to play a nd delightful to 
hea·r. 1t was published recently by Ricordi (New Y.ork). 

Many of •the ,traditional airs of various lan•ds can be suitably a rranged fo r solo 
guitar. Of .the arran,gements w hich have a l-ready been made ma ny are of poor quality 
and/or out of prin,t. So a vas,t field of music is ready a nd wai,ting to be explored and 
made ava ilable for guitarists. Perh aps a series of a lbums of such music could be 
publi shed . . . . These thoughts were evoked by the publication, in Ita ly by Rico rdi 
of •two Grecian D ances harmon1ised and arra.n,ged by Gerassimos Miliaressis. The dances 
- Zalonga and Kala mata-are both in 7/8 time, but by givi ng fhe secon,d3.ry accent lo 
the four.th of ~he seven bea~s i.n each measure it is n ot so diffi~ult ,to play as it appears. 

Also from Italy, two gui.tar so los by Giuseppe Farrauto have been received
Impressiono Tirolesi (mazurca) a,nd Malinconia (ba,rcaro la). S uitaible for the first year 
student, neither requires a position higher ,than the thi rd , so there is n,o risk of vertigo! 

A new <tra nscription of Bach 's Preludio No. 1 by Julio A. Vocos Luque, Abel 
Fleur,y's transcriptions of Pa,ganinj's M o,to P erpet uo . (op. 11 , No. 6) for' o n•e or two 
guitars- and a.a easy-to-play tra nscripti on of t he old waltz, Sobre !as Olas (J. Rosas) 
by Pablo Simeone are recent i1tems from Ricordi ( Buenos Aires). 

Ricordi (Brazil) 'have ,published a second series of 'Cenas Brasilei-ras' by Isaias Savio 
and a lso h is origina l Saraibanda e Giga . 

From Editions Max Eschig, 48 rue de Rome, Paris Se (also Schotts, London, etc.) 
Francisco Guerau, a Spanjsh musicia n, composer and guitarist, lived in ,the latter 

part o.f ,the 17th century. His book on the 5-strin-ged guitar 'Poema H arm6nico' was 
published in Ma,drid in 1694 and dedicated to th e Spanish king, D on Carlos II. Two 
copies of this ancieart book sti ll exist in Spanish libraries. The book contains music 
wri~ten in .tablature for 1.he guitar. Emilio Pujol has arranged in modern av iation 
eight of ,these pieces which have been published (separately) by Editions Max Eschig. 
They are Villano, Espaiioleta, Jacaras, Marizapalos, Folias, Canarios Gallar-das and 
Pavanias. This music_is ideal for .the early part oif a ,recital progra~me a nd is not 
difficult to play. Most of it is in D minor. 

GUITARIST AND PIANIST 

AN interesting concert took place in Rio de Janeiro, Brazil, on August 
26th when Oscar Carceres (guitar) and Irma Ametrano (piano) gave 
a three-part programme. Part I consisted of guitar solos-Suite in 

D minor (R. de Visee), Variations (Frescobaldi), Gavotte (A. Scarlatti), 
Minuet (Haydn) and the Seventh Fantasia op. 30 (Sor). Part II was the 
turn of the pianist who played works by Mignone, Bartok and Ginastera. 
Both artists combined in Part III in the Concerto de Aranjuez by Joaquin 
Rodrigo (guitar and piano). 



JAN.-FEB., 1959 GUITAR N EWS 21 

BRAZILIAN GUITARISTS 

From left to right: Armando Sim plicio, Waldomiro Goncalves, Nicanor Teixeira, 
Carlos Frias (Television announcer), Neyde Barbosa, Lourdes Mayer (TV actress), 
Herrninio de Carvalho, Edgar de Oliveira, Turibio Soares and Jodacil Damaceno. 

This picture was taken on the occasion of a Television broadcast " The best of 
the Week ". 

EDDIE BELL GUITAR HEADQUARTERS 
101 WEST 46 STREET, NEW YORK CITY 36, N.Y., U.S.A . 

• 
CLASSICAL CONCERT GUITARS: 

CIBSON-U.S.A. $99.50, 175.00 and 275 .00 
COYA-Sweden-from $89.50 to 350.00 

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

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

silver and gold . 
• ALL ACCESSORIES FOR THE GUITARIST 
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THE COMMONSENSE OF 

TECHN][QUE 
by Costa Proakis (Italy) 

1. TECHNIQUE-Its meaning. 

(Continued) 

A 
BEGINNER at the early stage of reading, looks at a chord, tries to find 
the frets, prepares the fingers and plays it ; then he looks at t~e ne~t chord 
and repeats in the same way. But in this manner each chord 1s so isolated 

from the others that the phrase is hardly apprehended. Yet very soon, if he 
perseveres his mental picturing improves, his reflexes become quicker and 
while he is playing the first chord he can now rehearse mentally the next and 
send the orders rapidly to the fingers. Reaching this stage, the whole mental 
and physical process is done so swiftly that he can play now the chords in 
succession and without stops. 

A child at his early stage of reading does exactly the same thing : first 
he reads the letters and the syllables, then the word, and so on until he reads 
a whole sentence. 

A pupil who is a slow reader should remember that he can with cer
tainty improve his reading. If the child struggling to read his word were 
to lament that he would never be able to read rapidly like a "grown up", we 
know that he is talking nonsense, and that the speed at which we are reading 
our language is not due to cleverness or to any other special gift. So every 
one of us should try to reduce his rehearsal interval- which is the root of the 
matter-in order to become as good in reading as ever we wanted to be. 

Since acquiring technique means nothing but learning to control muscle 
by mind, let us see how our muscles are put into motion : 

(a) By refiex action; this is a bodily movement normally outside the 
control of the mind, as for instance blinking, breathing, etc. 

(b) By conditioned or voluntary action; which is an action obtained by 
the act of the will and in which the mind guides the movement; for 
example as when we set out to learn an instrument, drive a car or 
anything else. 

(c) By automatic action or simply habit; which is acquired by repetition 
of the conditioned or voluntary action, until conscious supervision 
of the mind is no longer needed. 

This is just a bare outline of complex physiological process but sufficient 
for our purpose as instrumentalists. The last two, the conditioned and the 
automatic actions are the ones that concern us directly because they depend 
on our will and can therefore be acquired. The only habits that cannot be 
acquired are the reflex or native habits. 

Every new movement that we learn to perform must necessarily pass 
from the conditioned to the automatic action. 
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Thus as little as we think of the movements we have to make when we 
walk so must it be in the case of instrumental technique. Once the point 
of a~tomatic action is reached, the muscular activity should not in any way be 
willingly . interfered with. When the muscles learn to. perform ~n. acti~n in 
one way, that is, when such action has become automatic, they will mvanably 
act in that way and in no other. 

Endless combinations of movements can be made as far as conscious 
supervision of the mind is not any more necessary. We can walk, talk, light 
a cigarette, all simultaneously; but in such cases of combined actions, mental 
supervision is only wanted for one of them, the others being in charge of a 
nerve-centre. 

Sometimes in combined movements we think that our muscles cannot 
overcome some difficulty, whereas they can do it with ease if we let them. 
For instance in Study No. 14 by Aguado (Schott's edition) in the 10th bar, 
there is a rhythm of " two against three", which practically every student 
finds a formidable thing to play with accuracy. Even some advanced guitar
ists give it up because they think that such difficulty is not for them! Yet 
if we write it down in a way that the mind can see it clearly, then the whole 
difficulty° is overcome : 

By simply altering the time-signature of 4 / 4 into 12 / 8, which leaves 
unaltered the value of the notes, the mental obstacle disappears and the 
muscles being free can perform the whole bar perfectly and without any 
difficulty whatever. 

How then is habit acquired in studying a piece of music? Three stages 
may be distinguished in the process of adaptation to habit. In the first stage 
study is subject to severe mental control which requires playing very slowly 
so that every single movement is under control. In the second stage the 
movements develop more or less automatically as they follow the habits 
formed in the first stage. In the final stage, when automatic action has 
become perfect, the performer must never allow bis mind to wander, but must 
concentrate on the spirit of the music and upon its interpretation. 

A serious error committed by many guitarists is to work through 
exercises and pieces and study them mechanically, which means a futile 
expenditure of time and energy. Metaphorically speaking, the mind must 
be at the tips of the fingers. 

In speaking of mechanical and automatic actions, there should be no 
confusion as regards the meaning of the two terms : as we said before, an 
automatic action is the ultimate result of a study controlled by intelligence. 
whereas a mechanical action is a movement alien to any form of mental 
application. 

(To be continued) 

LONDON RECITALS BY JOHN D. ROBERTS 

AT the Hornirnan Museum and Library on October 15th a Guitar Recital 
of Spanish and South American Music was given by John D. Roberts. 

. Two days later Mr. Roberts was the recitalist at the Institute of Spain 
m London when he played a programme of 16th century Vihuela Music by 
Narbaez, Valderrabano and Fuenllana arranged for guitar. 
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JULIAN BREA.M IN U .S.A. 

FROM letters and press cuttings received there is no doubt whatsoever 
that Julian Bream made the best possible impression during his first 
concert tour in orth America. "He played beautifully, with great 

style and finish, and it was altogether a fine debut" wrote one of our members 
of the recital at ew York Town Hall. Another member travelled over 200 
miles to bear him at Cincinnati- and said he would willingly do it again 'to 
hear such a truly great artist'. · 

Louis Biancolli writing in N.Y. World-Telegram said "A phenomenal 
musician, Mr. Bream fashioned bis little miracles of tone with pin-point 
precision and exquisite taste. The phrasing was faultless to a dream-. 
Put this 25-year-old Londoner down on "must" list for refreshing musical 
entertainment tbe next time he turns up in this area." 

" THE GUITAR YESTERDAY AND TO-DAY " 

AN important Radio series on "The · Guitar yesterday ·and to-day" is 
being broadcast in Brazil from the important official radio station 
Radio Ministerio da Educaciio e Cultura every THURSDAY at 

11 p.m. G.M.T. on 800 me. 
The producer is a young musician and journalist, Herminio Bello de 

Carvalho, former director of the Brazilian Guitar Association. The series 
will be illustrated by recordi11gs of guitar · music by Andres Segovia, Julian 
Bre~m. Presti-Lagoya, Narciso Yepes, Jodac;il Damaceno and other guitarists. 

Subjects to be included are vihuela and_ lute, classic and romantic periods, 
modern works, concertos, cante jondo, song and guitar, transcriptions, duos, 
trios, etc. 

Catb~dral Strings 
Sole Manufacturers 

'SPANISH GUITAR STRINGS 
Processed ylon and 
Wound on Terylene 

Each 

281 
282 
283 
284 
?85 
286 
287 

1st Nylon ... 
2nd ,, 
3rd ,, 
4th Wound .. 
5th ,, 
6th ,, 
Set ... 

1/9 
2/-
2/5 
2/8 
2/10 
3/2 

14/10 

Gut and Wound 
on Silk 

136½ 1st Gut ... 
137½ 2nd ,, 
138 3rd 

Each 

2/11 
3/1 
3/8 
2/11 
3/S 

148 4th Wound 
149 5th ,, 

3i8 
... 19/8 

150 6th ,, 
150½ Set 

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

MUCH NEWS which has been received since this issue of Guitar News went to press 
will be in the next issue. 
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GUITARISTS IN LEBANON 

Photo " Le Soir" Vazken, Beyrouth 

Joseph and Jacques Ichkhanian (Jett to right) with Mr. Julian Ayesta, cultural charge 
d 'affaire of the Spanish Embassy, Beyrouth 

CONCERTS IN BEIRUT, LEBANON 

PRESS cuttings and printed programmes tell of the successful concerts 
of guitar music given earlier in 1958 by the brothers Joseph and Jacques 
Ichkhanian. At the concert in the Spanish Cultural Centre the pro

gramme consisted of works by 20th century Spanish composers including 
Tarrega, Fortea, Llobet, Falla, Vicente Gomez, Luis Maravilla, etc. The 
artists played as a duo and each also played solos. 

The second concert was at West Hall, Beirut, under the patronage of 
the Spanish Ambassador. A well-varied programme of solos and duets 
included Folias (Sanz), Prelude (Bach), Granada, Leyenda and El Polo 
(Albeniz)-the latter transcribed by M. Abl6niz, Valse Venezolano and El 
Delirio (Cano), Romance de Amor (V. Gomez), Cancion de Cuna (Fortea), 
Rondos (Carulli), Melancolia (Joseph lchkhanian-dedicated to M . Abl6niz), 
flamenco items, etc. 

B. Tacbjian and H. Farroukh collaborated in some of the duets . The 
excellent reports, illustrated with photographs, which appeared "in several 
newspapers were valuable publicjty for the guitar. 
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ABEL FLEURY (1903-1958) 

WE regret to hear of the death during the autumn of Abel Fleury, one 
of the greatest of the many famous guitarists of Argentina. He will 
be known to many of our readers for his musicianly arrangements of 

Argentine music-on which be was an acknowledged expert. He gave many 
recitals, his programmes covering a very wide range of music, and did great 
service to the cause of the guitar. 

On November 14th the Asociacion Guitarristica Argentina organised a 
special recital in Buenos Aires 'en homenaje a Abel Fleury' at which several 
of his works-Triste, Milonga and Estilo-were included in an interesting 
programme played by Irma Costanzo. 

The following incident will show the esteem in which Abel Fleury was 
held in South America. Some years ago he visited Brazil on holiday. When 
the guitarists of Sao Paulo discovered that he was in their city they pressed 
him to give a recital. A visitor to Brazil required an official permit for this 
and he had not applied for one as he was there as a private tourist. However, 
the guitarists petitioned the authorities to make an exception to the law
with such success that Abel Fleury gave a successful recital and also several 
radio broadcasts. 

MEMBERS' ANNOUNCEMENTS 
Prepaid aooouocemenls of up lo 50 words (maximum) 5/- per Insertion (U.S. 75c.). Series of sf> 

lor lbe price or five-25/ - (U.S. $3.50). 

TORONTO, Canada. Eugene M. Lucas, Teacher of the Classic Guitar. Lessons for 
beginners and advanced. 25 Quebec Avenue. Tel. : RO.2-1291. 

DONCASTER OLASSIC GUITAR GROUP. Meetings afiter December 16th moa,thly. 
All imerested contact Mr. Gerald Scott, 17 Priory Place, Doncaster, Yorks. 

GUITAR (and tremolo instruments) lessons for beginners and advanced given by Ida 
Thurstans, 9, St. Ann's Road, Barnes, London, S.W.13. (Tel. Prospect 6967). 

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). 

ACOMA MUSIC SHOP, 1118 Market Street, San Francisco 2, U.S.A. Guitars, Tremolo 
instmments, Viols, Gambas, Vihuelas, Lutes, Recorders, la11gest selection. Expert 
repairing and restoring of old instrumeots. 

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). 

VANCOUVER, Canada. Leal['n the modern teohnique of classioal guitar pla¥ing, see 
Robe11t Neveu rut KJ!l,ightoo's Musical Supplli.es Ltd., 579 Rrichards Street ('Rhone 
MU 1- 5031). 

GUITARS of fine tone and quality. Handmade throughout by CHAMBERLAIN, 
(30 years practical experience). 1, w ,aterloo Street. Leicester, England. 

"GUITAR NEWS" back issues available-only Nos. 39, 40, 41 , 42, 43, 44, and 45 at 
1/4 a copy, plus postage. 

STEVENS-LE GRICE School of Guitar. Learn with us in person-or by post. Call 
or write -29 Caledon Road, East Ham, London, E.6. 
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MUSIC FOR THE GUITAR 
New Publications 

GUITAR DUETS Book 2 
Six pieces by G. F. HANDEL arranged for guitars by 
JOHN GAVALL. 

Price 5s. 

SCHOOL SONGS 
for treble voices and guitar 

Rounds, unison and two-part songs by THOMAS B. 
PITFIELD edited by JOHN GAVALL for school use 
with guitar accompaniment or alternative piano 
accompaniment. 

Price 4s. 

SONATINA IN A MINOR 
A short simple piece by THOMAS B. PITFIELD for solo 
guitar. 

Price 2s. 

PLAY THE GUITAR 
This Self Tutor , by JOHN GAVALL, is a short practical 
guide for the beginner who wishes to study all aspects 
of playing the Spanish guitar. 

Price 7s. 6d. 

GUITAR DUETS Book 1 
Six pieces by J. S. BACH arranged for guitars by 
JOHN GAVALL. 

Price 5s. 

Inspection copies upon request 

MILLS MUSIC LIMITED 
20 Denmark Street, London, W.C. 2 

27 
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