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DEDICATION 

GUITARRA Magazine is dedicated to the 

world’s greatest guitarist, Andrés Segovia. 

Andrés Segovia has given the guitar its bright- 

est hours. After Segovia, and until eternity, no 

one will ever hear the guitar played as we are 

now hearing it played. Juries Sherry. 

January 1, 1966 
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Part II 

Arpeggios & 

Finger Tension 
y hen go back to the index finger on the 

first string. Set it on the string, push 

pe esd down toward the soundboard and let it 
give and collapse as before. Then go ahead and 
pluck the string free stroke from this collapsed 

position. You will probably hit several adjacent 

strings when you let go of the first string. If 

this happens, move the entire hand downward 
toward the floor and bend the middle joint a 

lot more than you normally would (but keep 

the tip joint collapsed). This will enable the 

finger to clear the second string while still allow- 

ing complete collapse of the tip joint. Yes, it 

will feel very awkward. But remember, I do not 

want you to play like this from now on. This is 

only a practice technique. Continue playing the 

first string with the index finger in this manner. 
Remember, first set the finger on the string. 

Then push the string inward and let the tip 

joint collapse. Then let go of the string to play 
it. Do this over and over again with each 

finger until you truly understand and feel what 

it means to let the tip joints totally relax. This 

may take several days. 

Next, pluck the first string without pre- 

planting the finger on the string or pre- 

collapsing the tip joint before plucking. 

Simply pluck the string and allow the 

resistance of the string to collapse the tip 

joint as the nail moves across the string., Do 

  
- 

  

this repeatedly with each finger until the tip 
joints totally relax in order to give and 

collapse. Once this is mastered by each finger 

on the first string (which will take seven to 

ten days), try a pimami arpeggio on open strings 

as in example #3. 

EXAMPLE #3 
  

  

  

      

You must play very slowly and observe and 

feel very closely what is happening in your tip 

joints. Let each joint give as it goes across 

its string. If you have difficulty, resume pre- 

planting and pre-collapsing each finger before 

playing each string of the arpeggio until your 

fingers become more confident and the tip 

joints relax automatically. As you practice 

these exercises be sure to play loudly. It is 

very easy to relax the tip joints when playing 

softly. It requires much more control to be 

able to relax them when playing loudly. 

Once you have mastered playing the pimami 

arpeggio with total relaxation and collapsed



finger tip joints at a very slow speed and loud 

volume (this should take about one week), it 

is simply a matter of adding a little tension in 

the tip joints — just enough to prevent them 

from giving, to keep the tip joints straight as 
the nails cross the strings. At this point you 

know what it feels like to have too much tension 

and bend in the joints (your old way of playing) 

and what it feels like to relax too much and 
let the joints collapse (your practice technique). 

Because you have the muscular control and 
awareness to achieve either of these two 
extremes, you now have the ability to find the 

middle ground — just enough tension to 
prevent the tip joints from giving. You may 

be able to intuitively find this middle ground 
immediately. If not, go back to our basic 
exercise. Place the index finger on the string. 
Without actually plucking the string, firmly 

push the string in toward the soundboard. 
But this time do not relax the joint. Keep 
enough pressure or tension in the tip joint 

to hold it straight but not so much that it bends. 
Then release the string as a free stroke. As 

before, repeat this over and over again with 
each finger on the first string. Then try the 

arpeggio. With another one to two weeks 

slow practice, you will be able to feel just 
how much tension is required to allow the 

joints to remain straight. 

Our second problem in playing arpeggios 

revolves around keeping tension in the fingers 
too long after plucking a string. Let us look 

again at the arpeggio in example #3. We will 
play the arpeggio without planting for clarity 

in this discussion, but the principles also 
apply to planting. What should happen is this. 

As the thumb plays the sixth string, 7 should 
be positioned in front of the third string 

(between the third and second strings) with 

the tip of the nail 1/8 to 1/4 inch above the 
horizontal plane of the strings; m should be 

positioned in front of the second string 

(between the second and first strings) at the 

same height; and a should be positioned in 

‘ 

front of the first string, again at the same 

height. 

Assuming the independence of the fingers 

has been developed to some degree, as 7 plays, 

m and a should maintain their respective 

positions. Unless you have extraordinary finger 

independence m and a may move slightly, but 
the act of playing with 7 should not pull m 

or a totally out of their positions. After 7 plucks 
the third string it should follow-through to 
a position above the fourth string and now 

is where our problem occurs. 

It is very important after its follow-through 

that z not be allowed to remain out of position 

above the fourth string while m and a proceed 

to play. Otherwise, at a very fast speed, when 
it comes time for 7 to play again (which is 

very soon in a fast arpeggio pattern) it will 

be out of position to pluck the third string. 

In order to play it will have to suddenly 

and frantically be brought forward from 

behind the third string into position in 

front of the third string and then make its 

stroke. It will either be late rhythmically, will 

miss the third string entirely, or produce 

a bad tone; or if it does manage to hit the 

right string at the right time will become 

fatigued from all the extra effort required 
to frantically push itself forward to its 

position in front of the third string again 
and again. 

What we must realize is that tension is 

required to hold the 7 finger out of position 

above the fourth string. If your hand is in 

position with the fingers above the treble 

strings, the index finger will not stay hovering 

above the bass strings unless you hold it 

there. Therefore, if you simply relax or let 

go of the 7 finger after plucking the third 

string, gravity will pull it forward or down 

toward the floor. All you have to do is stop 

the finger from falling past its starting 

point in front of the third string. (If you 

relax it entirely it will fall all the way in 

front of the first string.) (to be continued) 

rn a ra rR I cS GEE SRE RT a 

Douglas Niedt is a concert guitarist and chairman of the guitar department, 

Conservatory of Music, University of Missouri at Kansas City. 
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Part II 

Legacy or Controversy? 

‘The Bach Chaconne Revisited 
With German Translation by Robert Stilwell, 

Professor emeritus West Virginia University 

   
9 #59 1 Part I of our tercentenary celebration 

‘lf of Bach’s birth we discussed and analyzed 

a? SES the Chaconne (Ciacona) in D minor 
written for solo violin, BWV 1004, Partita No. 2. 

The original autograph is reproduced at the end 

of this article and will help those interested in 

just what notes have been added to the various 

guitar editions of said work. It is interesting 

to note Bach’s use of the lowered G clef sign, by 
a third, at various places in the manuscript. 

This was done in order to avoid running into a 

bass passage on the line directly above a high 

note passage, as in measure 86. 

It is well known that Bach and the great 

baroque lutenist Sylvius Leopold Weiss were 

acquainted. It is also well documented that Bach 

had several keyboard instruments made that 

could imitate the sonorities of the lute. They 

were called lautencembalo, or in English lute- 

harpsichord. These instruments were said to be 

able to fool friends and acquaintances as Bach 

performed. There are scholars who tell us Bach 

played and possessed a 13-course lute. 
Agricola, the German organist and composer 

who studied under Bach, remembers, ‘“‘having 

seen and heard, around 1740 in Leipzig, a lute- 
harpsichord designed by Bach and built by 
Zacharias Mildebrand which, though shorter than 
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the standard harpsichord, was in all respects made 

like any other. It was double strung with gut 

and had a short octave of brass strings. It is 

true that its normal sound (i.e. when only one 

stop was out) was more like the theorbo than 

the lute. But when the lute-stop, as it is called 
on harpsichords, was out, together with the 
cornett-stop, it was almost impossible to deceive 

professional lutenists.” 
The oft asked question is did Bach write the 

various so-called lute works for the lute-harpsi- 

chord or for the baroque lute? Eugen M. Dombois, 

professor of lute in Switzerland, thinks that BWV 
998 was written for lute-harpsichord; others have 
various opinions. 

The common listing of Bach’s output for lute 

is as follows: 
Suite in G minor BWV 995 

(Based on Suite No. 5 in C minor for ’cello 

BWV 1011) 
Suite in E minor BWV 996 

Suite in C minor BWV 997 
Prelude, Fugue and Allegro in Eb major 

BWV 998 
Prelude in C minor BWV 999 
Fugue in G minor BWV 1000! 

(Similar to the Fugue from Sonata No. 1 for 

violin BWV 1001) 

 



Suite in E major BWV 1006a 

(Based on Partita No. 3 for violin BWV 1006) 

A complete source of the above lute works, 

arranged for 6-string guitar, is: Johann Sebastian 

Bach, Lautenmustk, Verlag Friedrich Kofmeister, 

Kofheim am Taunus, edited by E. Wensiecki and 

available through C. F. Peters in New York. 

The suite in C minor, BWV 1001, was composed 

in 1720 at Kothen. The lute version, BWV 995, 

is from the Leipzig years, that is after 1723, 

and was intended for a member of the Dresden 

Court Orchestra by the name of Schuster as 

established by the title, ‘Pieces for the Lute for 

Monsieur Schuster by J. S. Bach.’’ The fact that 

Bach’s autograph has been preserved precludes 

any doubt as to the authorship of the transcrip- 
tion, something that is by no means true of all 

the lute works attributed to Bach. Thus, Suite in 

G minor BWV 995 provides strong evidence that 
Bach was thoroughly familiar with the technical 
requirements of the lute. 

This writer has put forth his views on playing 

Bach, and baroque lute music in general, on a 

6-string guitar.2 In 1964-65, together with the 

Cape Cod luthier James C. Boyce, I developed 

the 8-string guitar for such a purpose. Narciso 

Yepes, developing the 10-string guitar in 1962-63, 

was the first to shake the guitar world. Now 

we come to a real earthquake, the 11-string guitar 

developed and built by George Bolin of Stock- 
holm. He calls it the Altgitarren (altguitar). 

This past year Archiv Records of West Germany 

has produced a large selection of Bach’s works. 

This is, of course, for the tercentenary celebration. 

A must purchase for all guitarists is the eight 

record boxed set, Archiv, Die Neue Bach-Edition, 

Werke fur Solo-Instrumente, Laute, Violine, 

Violoncello, 413 094-1. Priced at around $36.00, 

each record is $4.50, a modest price for a high 

quality record. 

On this Archiv record Goran Sollscher plays 

the 11-string altguitar for the complete lute works 

of Bach as listed above. What a wonderful listen- 
ing experience! Sollscher’s playing is superb and 

his sense of rhythm never seems to falter. Since 

all the various versions of the lute-violin-’cello 

works are performed, it is great fun to compare 

the way each artist handles the phrasing and 

tempi. The violinist is Nathan Milstein, and he 

takes a more romantic Segovian approach to the 

Sonatas and Partitas. The 11]-string guitar’s bass 

strings are well balanced with the treble and all 

the notes Bach wrote are in the proper register. 

The altguitar’s first six strings are tuned exactly 

like a renaissance lute: g’, d’, a, f, c, G and the 

bass strings are tuned: F, E, D, C, B. As there are 

only ten frets to the guitar’s body, there is a 

cut-away to accommodate upper position play. 

One major drawback to the altguitar is that 

one cannot perform standard guitar works upon 

it. One needs two instruments to take on the old 

concert tours. With the 8- and 10-string guitars, 

one can perform renaissance/baroque lute works 

and standard works on one instrument. However, 

after hearing Sollscher and the 11-string guitar, 

the guitar world will never be the same and 

I’m sure Herr Bach would have given his 

approval. 

David Harris is a concert guitarist and professor of guitar at 

West Virginia University. 

  

Note: Readers of Guitarra who wish to submit questions to this column write: 
Guitarra, Fret Knots, 3145 W. 63rd Street, Chicago, IL. 60629 U.S.A. 
  ——— 
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Guitarra Magazine No. 56, Fret Knots, The Eight- 
String Guitar. 
1. Baroque Lute Recital, Teyotiiko Satoh, Klavier 

Records, KS 514 Works of de Visee, Weiss and 
Bach. 

2. Die Barocklaute I, Eugen M. Dombois, ABC 
Records, APCL-67006 = of Weiss, Kellner 
and Bach.   

Foornores: 1. Also arranged for organ. 2. Sée 3. J. S. Bach, Works for Lute I, Narciso Yepes, 
Deutsche Grammphon 2530 461. : 

4. J. S. Bach, Works for Lute II, Narcisco ie 
Deutsche Grammophon 2530 462. | 

Next Issue: Two Elizabethan masterpieces by 
John Dowland and William Byrd, arranged it 
6-string guitar.   
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In D Minor written for 
solo violin BWV 1004, Partita No. 2 

CHACONNE (Continued) 
Original autographed manuscript by J.S. Bach 
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