THE MONTHLY MAGAZINE DEVOTED TO THE INTERgS

ROY PLUMMER

FEATURED GUITARIST - GERALDO ORCHESTRA

SLNIWNYLSNI QIYANIN ANV ¥VLIND ‘NITOANVW ‘OfNvVg JHL 40



—
-

guitar accessories available.

time supply.

The continued limitation of supplies has greatly
* curtailed the number of banjo, mandolin and

Listed below are
the ONLY accessories we can at the present

BANJO

Ebony wcdxcs per pair
Nickel-silver fretwire (only sold in yard lengths)
per yard
for zither-banjo. (Vorious.)
From per pair

3/-
Machine-heads 18/6

BANJO & ZITHER - BANJO BRIDGES

Non-tip bridges, §”, 1" and 1", (State whether 4-string or
Sestring required when ordering.) 116

" Grover " de luxe bndges. with cbony inset. £° 4-string

only .. wy: Mo
Hand-made maplc bndge: - 5 strmg ov-ly -
** §.X. Special "' zither-banjo bridges. }"and §°5- nrmg only 2/-
** C.E. Standard "' bridges. 4" and §" 5-string only we: Mo

VELLUMS

We can supply best quality all-white calf-skin banjo vellums to fit
all makes of banjo. Current price list free on request. We also
undertake the fitting of vellums (ac a small cost) and will return
your hoop within 7 days. Complete details of this service are
given on a separate leaflet.

", Profcssnonal * ullplecc. 4-string Each
.only s e e
Havana "' banjo or tenor-bzmo mute ... -
Single-note (G) Pitch Pipes ~ e
Set of Pitch Pipes (G.C.G.B.D.) ... 8/6
Nickel-plated bracket and nuc ... e N9

BANJO Non.slip pegs with  black buuom
TAILPIECE (including octave peg) .. 7/6
(5-String) Waedge plates (nickel p-:(cd) 2/6
Tailpicce bolts (nickel piated) ... AR

PRICE Keys for tightening vellum. (Will fic
10 l6 most standard hexagon nuts) o B9
“ C.E." Improved wrist rest (adjustable)  3/6

Ebony top nuts (state width of fi ngcr-
board when ordering) v 2/-

Real ivery top nuts (state width or
fingerboard when ordering) 3/-

BRACKET &
MANDOLIN WY 43
Each
* Calace " type bridge. Ebony with real ivory inset (Stote height required  4/6
and give curve of mondolin, if any)
Banjolin Bridge (Sme whether for 4 or 8 s(nngs and height required when
ordering.) ... Ao P e 4.
Fretwire (only sold in yard Iengzhs) per yard  3/-
Real ivory top nuts (State width of fingerboard und hcnxm reqmrcd when ordering.)  2/-
Single Note (A) Pitch Pipes wa: (e
Enclosed machine-heads (Calace type) v 45/-
Various 4 and 8-string machine-heads From, per pair 18/6
CALACE
BRIDGE

POSTAGE EXTRA

CLIFFORD ESSEX MUSIC CO.,LTD., 8 NEW COMPTON ST., LONDON, W.C.2

Tested ' strings for all
fretted instruments are
used and recommended
by amatcurs and pro-
fessionals all over the
world. Complete current
price list free on request.

12/6

GUITAR

Set of Pitch Pipes for Spanish and Hawaiian

Each

B " G OcToBER, 1954
@
Aecessories o
STRINGS TAILPIECE
Clifford Essex * Tone PRICE

uitars per set 8/6
Adjustable bridges, ebony, with nickel-plated
milled nuts. For flat and cello-built guitars,
(State which required aond minimum height when
ordering.) aos i 15/~
Pr built sing gle hi Nuckel-plned. all
metal. (Supplied in both right and left-hand fitting.) .. 8/-
High-grade floating tailpicce with extruded string head.
Nickel-plated. (See il 12/6
Ebony top nuts, (State width a[ fii ngclboard and he-ght
required when ordering.) 2/6
Real ivory top nuts. (State width of fngerboard and
height required when ordering.) 3/6
Black polished cbonite finger plates, adlus:able ﬁmn; 15/«
Silk guitar cords (green, old gold, red, blue) ... 2/6
Nickel-silver fretwire. (Only sold in yard lcngdl!)
per yard  4f-
E:ony bruggke p-:x ’lor gpam;: guitar 1/6
ony end knobs for Spanish guitar 4/~
Ebo’ny Spanish gmurs bndic: (For . PLECTRA
glucing on flat top panish guitar.) 7/6 " .
Rosewood Spanish guitar bridges ... 15+ Clifford Essex real 'torumeshell
(Bridges for the finger-style guuar plectraare the finest in the world.
are of two kinds—pin type or saddle Every one is made by hand and
zyse.' S;ate which required when perfectly polished and bevelled
ordering. :
Real ivory bridge saddle. (Supplied ready for S8 An illuserated
sufficiently large to allow for adius(- leaflet showing the complete
wr:'mu )| five 4 2/6 range of these pleccra will be
ite pl asu: pur mg. % wvde h i 9
thick. (Only sold in yard lengths.) s e
per yard  3/- Each
** New Apex phosphor bronze kidney-shape Hawaiian guitar steel ... . 8-
** Basil King * bullet-nose round steel. German silver, mirror finish .. - 76
Hawaiian guitar top adjuster nuts. Brass, nickel-plated . 9d.
Cast Hawaiian gunur top adjuster nuts. Nickel-plated 2/-
R eal tortoi | finger and thumb picks for the Hawaiian guuar (9[- per seg) 3/«
Metal, plated, finger and thumb picks for Hawaiian guitar (4/6 per set) ... 1/6
Hawaian leis, Royal Hawaiian colours .., aer . 716

ADJUSTABLE GUITAR BRIDGE Price 15/-

SPANISH GUITARIST'S FOOTSTOOL

We have prod

4 f
2 hand and 1" d

| for the §

ull details will be supplied on request.

h guitarist
which is rigid when in use but folds up for easy carrying. An illustrated leaflet giving

FULLER DETAILS OF ANY ACCESSORIES LISTED ABOVE
GLADLY SUPPLIED ON REQUEST.

All Prices inclusive of Government Purchase Tax where applicable.
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products. * The Banjo Kings ™ has been issued over

Notes aund Cowanels

By THE EpIiTOR

OU will probably remember that in
the August issue I wrote at some
length about a new banjo record

issued in this country. Many readers
wrote and thanked me for drawing their
attention to the record; and quite a num-
ber spoke about the difficulty they
encountered in finding a stockist of the
particular label on which this record is
issued!

However, you cannot stop an enthusi-
ast, if he wants something hard enough.
On quite good authority I am told that
*“ Good Time Jazz” records are obtain-
able in most cities and big towns. It is
just a matter of trying—and breaking
through the shield of secrecy with which
the manufacturers appear to cover their

DICK ROBERTS,
Tenor-Banjoist

I sent a marked copy of the August
“B.M.G.” to Vogue Records Ltd. in
London (the Company responsible for the
issue of “Good Time Jazz” records in
England). 1 did not even receive an
acknowledgment! Although I am not
surprised. Our record reviewer * Dis-
cus ” tells me that this particular company
is one of the few which will not send
him any records for review.

Of course, I realise it is possible that
this company already sells all the records
it wants to and does not want the embar-
rassment of publicity which would create
a bigger demand! 1 have discovered
(purely by chance) that another record by

CONTENTS
Music In This Issue:
Hawaiian Guitar Solo: * Ua Like No a Like
Spanish Guitar Solo: ** Prelude ** (Chopin)
Banjo Solo: ** Brave and Bold »

Mandolin Solo: * M: da”
Plectrum Guitar Solo: * La Cucaracha *

Banjo & Zither-Banjo Causerie by J. McNauglhton 6
‘* B.M.G.” Diplomas .. - we s - | |
By the Way .. 578 o e R o020
Club Notes Vs & P25 s .. .o 20
Correspondence s o e o |
Directory of B. M. & G. C'ubs .. o o 23
Federation News . .. o8 P ..o 20
Guitar News from Overseas Collected by Peter

Sensier - . . o e .o 19
Mandolin Masters (3) by John Anson i A 16
Mandolin Technique by V. J. Parsler .. o 3
Minstrelsy in Russia by R. A. Birse o6 b 15
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The Modern Hawaiian Guitar by Frank Baker .. 9

here—before the one 1 mentioned last
August. One would have thought that
Vogue would have pointed this out to
me!

The titles are: “Banjo Bounce” and

 Stephen Foster Medley No. 2 "—* Good

Time Jazz> GV.2177.

Purchasers of the other record will
need no urging from me to get this one.
If you have yet to listen to “ The Banjo
Kings "—get them both. (The other
number is GV.2209.)

Do not let the trouble it takes to buy
the records put you off. [ had to visit
four West End gramophone dealers
before I found one with the earlier record
in stock!

In contrast to the ““ couldn’t care less ™
attitude of the English company, “ Good
Time Jazz” of America—the company
that actually recorded *“ The Banjo

RED ROUNDTREE,
Plectrum-Banjoist
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Kings "—wrote me a charming letter.
thanking me for the write-up I had given
Dick Roberts and Red Roundtree and
sent me the photographs reproduced on
the previous page. In addition, they are
sending me two LP. discs by the “Kings,”
which it will be my pleasure to review for
the benefit of ouzr many U.S. readers. We
might even persuade the English company
to issue more, for it is obvious other
titles are available,

The American company also tells me
they have signed up plectrum guitarist
Barney Kessel and will be issuing two
LP. discs by him in the near future. I
would be pleased to give these records
every publicity—in the same way as I am
always pleased to draw attention to discs
made by fretted instrumentalists. I only
hope readers of “B.M.G.” avail them-
selves of these issues—for good sales of
f.i. discs pave the way for more issues.

Right from the Stort

By JAck WHITFIELD

(Continued from last month’s issue)

HE study in

triplets, to which

Harry Young’s
Master Method takes
you next, is not as
easy in execution as
might appear at first
glance. For most of
the way, it is the
right hand which will
face the stiffest task.

You will be
tempted to play a
down stroke on the
first note of each triplet. Resist the
temptation. That does not mean that
such a routine would be “incorrect”;
many experienced players would adopt it
but the purpose of the study is quite
clearly to develop right-hand fluency and
co-ordination of the two hands, rather
than give any special exercise to the left
hand, whose work is fairly simple.

Note the asterisk and explanatory line
at the bottom of the page! You are now
in the first stage of development of know-
ledge of frets above the third and you
should pay particular attention to *“ new "
notes—or rather, new positions—as you
meet them,

You should, by now, be fairly familiar
with notes at the first three frets on all
strings and extended knowledge of the
fingerboard will come more quickly by
real activity than by attempts at parrot-
like learning.

BMG

We shall provide a little more *real
activity ” before the end of this lesson!

A word to the beginner who knows no
other kind of triplets than those in the
Beverley Sisters® ditty.

A triplet in music is a group of three
notes, played in the time of one beat.

Thus, for four-in-the-bar, you would
count: ‘one-and-a, two-and-a, three-
and-a, four-and-a . . . ”’; marked groups

of three notes, with the accent on the first
of each group.
You will observe, incidentally, that the

stroking in the Sth, 6th and 7th bars of .

our study departs from the normal
routine. There is an explanatory note
below the exercise—glide the pick across
two strings. This glide is followed by an
up stroke.

BE CAREFUL

Be careful not to press the plectrum on
to the strings: this will give bad tone and
prevent a smooth up stroke on the third
notes of the triplets. But avoid the other
extreme—which is to “feather” the
strings with the plectrum,

Rather let the weight of the hand carry
the plectrum across the strings, with
moderately firm grip and not too much
plectrum point. The hand should then be
nicely poised for the up stroke to be
executed with a flick from the wrist. This
is not an easy operation and will require
a good deal of practice before it can be
performed smoothly.

You should aim to give even tone and
volume to each note, apart from the slight
accent on the first of each group.

LT Maycoc<E
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This seems to be a good point at which
to recall your motto for this course:
TRAVEL SLOWLY.

It certainly applies to the next
“stretch ™—for which you turn to
Page 47 for a *“ pattern ” scale of G major.
This is the further *“real activity” 1
promised earlier.

Skip the preamble for the time being
and master the scale as given. G—6th
string, 3rd fret, 2nd finger; A—6th string,
Sth fret, 4th finger; B—5th string, 2nd
fret, Ist finger; C—5th string, 3rd fret,
2nd finger; D—5th string, Sth fret, 4th
finger; E—4th string, 2nd fret, 1st finger;
F # —4th string, 4th fret, 3rd finger; G—
4th string, Sth fret, 4th finger; A—3rd
string, 2nd fret, 1st finger; B—3rd string,
4th fret, 3rd finger; C—3rd string, Sth
fret, 4th finger; D—2nd string, 3rd fret,
2nd finger; E—2nd string, Sth fret, 4th
finger; F#—Ist string, 2nd fret, Ist
finger; G—1st string, 3rd fret, 2nd finger.

WORK SLOWLY

Work slowly through that and you will
find you have performed a two-octave
scale without moving your right hand—a
demonstration of the “ productive
capacity ” of the guitar. First-rate exer-
cise for the left hand and your first real
venture into that basic operation, “ posi-
tion ” playing.

A “recap” is called for.

Remember that in executing the scale,
the tips of the left-hand fingers should
come up to the frets (this will become
automatic if you concentrate at this stage
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of your playing); and that you should not
transfer a finger until it is absolutely
necessary to do so. (This ensures that one
note will “run into” the next, while
*“ clipped ” notes will be the result if you
raise the fingers immediately the note has
been played.)

Concentrate, for the time being, on the
left hand and content yourself with down
strokes with the right. If you can play
the scale (ascending and descending)
smoothly, with down strokes, by the time
the next issue of “ B.M.G.” appears you
will have done well—and you will be
ready for more!

(NOTE : This course is intended to help self-teaching
plectrum guitar students and in no way is a substitute
for personal tuition for  which there is, indeed, no
substitute. The course commenced in the March 1954
issue and the Clifford Essex Co. would be pleased to
advise new readers, who wish to start the course from
the beginning, what back issues from that date are still
available.)

(To be continued)

The Bounjo in Britain

(Mr. Brewer is continuing his series of articles
by presenting, as far as possible in alphabetical
order, biographies of well-known British players
of the banjo.—EDITOR.) s

N old-time banjo-
ist of merit was
William Ed-

ward Ballantine, who
established ““ The City
Banjo and Guitar
Studio,” at 9, St.
Mary Axe, London,
E.C., in 1874. His
association in busi-
ness with a Scottish
publisher suggests he
may have been born
in Scotland, but dili-
gent research has
failed to reveal anything of Ballantine’s
life before 1874.

Mention is made in “ The Daily Tele-
graph " of December 23, 1880, of *“ Senti-
mental and comic songs arranged by
Ballantine (banjoist),” which lends sup-
port to the authenticity of paragraphs in
the June, 1894, issue of “ The Jo'” that
“ Professor Ballantine, England’s premier
banjoist, was the first to write banjo music
in England. His No. 1 Banjo Gems was
the first piece of sheet music we believe
published for the banjo.”

Advertisements of the period show that
Ballantine’s Banjo Gems were issued “in
ten parts, each part complete in itself
and containing selections, variations,
breakdowns, songs with banjo accom-
paniment, etc.”

BMG

PHIL BARKER

Among W. E. Ballantine’s other instruc-
tion books (on the cover of one of which
is an etching of him) were (1) a Tutor
for banjos with 5, 6 and 7 strings, pub-
lished by John Cameron, of 83, Dunlop
St., Glasgow, in 1883; (2) a Tutor pub-
lished by John Alvey Turner in 1884; (3)
*“ Ballantine’s Banjo Treasury,” contain-
ing 20 original compositions; and (4) a
Banjo Journal.

An 1890 issue of the latter contained
“20 vocal items with accompaniments
arranged expressly for the banjo.”

Among Ballantine’s patrons and pupils
were H.R.H. the Princess Caroline Murat,
Her Grace the Duchess of Leeds, the

BERT BASSETT
(age 13)
This photograph was taken at the time he made
his records for the Jumbo Co. who used it in
their publicity matter.

Marchioness of Ripon, the Rt. Hon. the
Earl of Dalkeith, the Rt. Hon. the Earl
of Dunraven, Lord Ernest Hamilton and
many other titled people.

He earned high praise from Walter
Howard of the Mohawk Minstrels and
the “ Musical Opinion and Music Trades
Review " (October, 1888), stated that “for
artistic playing and really converting the
banjo into a musical instrument, we must
bestow our praises on Mr. W. E. Bal-
lantine.”

For some years, Ballantine was banjo
and guitar master at the Hyde Park
Academy of Music for Ladies; the
London International College; and the

- Kensington School of Music. He wrote a -

tutor for the guitar.

A FINE PLAYER

I am informed by a banjoist who knew
Ballantine that he was a fine player. At
one concert, where some 40 of his pupils
appeared as an ensemble, he gave expert
demonstrations of “ rolling ” playing.

Ballantine maintained his studio at 9,
St. Mary Axe until 1900 and resided at
23, Myddleton Square, nearby until 1905,
but search at Somerset House has failed
to discover the date of his demise.

* * *

Philip (“Phil ¥) Stanley Barker was
born on May 21, 1913, at Earl Shilton, in
Leicestershire.  His first banjo, which
cost him 2s. 6d.! had a smooth finger-
board, which he afterwards * rectified ”
by breaking up one of his father’s cigar
boxes to make frets. ;

At the age of 16 he took lessons from
J. Chamberlain of Leicester, to whom he
is greatly indebted for launching him on
a successful career.

A subsequent broadcast from the
B.B.C.’s Midland studios induced Phil
Barker’s father (an A.R.C.0.) to look
more kindly on his banjo activities, which
had hitherto been regarded with some
disfavour.

As is now well known, Phil Barker has
become a front-rank player of the plec-
trum-banjo. His compositions published
in “B.M.G.” music supplements have
included: “Etude in F,” ‘“ Andante in
C,” *“Idyll,” “Fancy That,” “Im-
promptu,” ‘“Nocturne in D,” “ Under
Drake’s Command,” “ Flag of England,”
“Scaramouche,” “On the Hop,”
“ Tickled Pink,” * Up and Doing,” *“ Con-
cert Grand ” and “ Airs and Graces.” The
title of “ Concert Grand ” was originally
*“ Sweet Sorrow.”

His “ Jackpot™ (issued by the Clifford
Essex Co.) has been published for banjo,
plectrum-banjo, mandolin and other club
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parts, while “ Introduction and Gavotte,”
“Pickwick Papers (Suite),” ‘ Regency
Days,” “Honour and Glory,” “ All the
Best,” “ Pick ’em Out,” “ Period Piece in
Canon,” “Touch and Go,” “Nobody’s
Business,” and ‘ Midinette,” are still in
MS. His brass band compositions are
two marches, “ The Tattered Barn” and

“England’s Glory,” and a cornet duet,

“Tit for Tat.”

Phil Barker has played at more than
40 theatres in England; 10 in Germany;
four in Canada; and one in Belgium. His
radio appearances include 13 for the
B.B.C., two for B.F.N., Hamburg, and
four in Canada. As a conductor, he has
broadcast with the Gloucester B, M. &
G. Club in the B.B.C. feature “In Town
Tonight ® and has appeared with Troise
and his Banjoliers in performances given
at the Plymouth, Bristol and Leeds studios
of the B.B.C.

During the war, Phil Barker was in the
‘Navy for five years (three of which were
spent at sea in a corvette) which, no doubt,
accounts for the nautical titles of some
of his compositions.

He has acted as adjudicator at Federa-
tion Rallies every year since 1949.

* * *

Bert Bassett (whose full name was
-Albert Thomas Bassett) was born in
London in 1894. As a youth, he was
employed on the regular staff of Clifford
Essex, to whom he was introduced by his
father, who played the banjo.

Bert first appeared in public at a Ken-
sington Town Hall concert in 1905. In
1910 he was prima balalaika player in
the Clifford Essex Russian Balalaika
Orchestra and, in 1912, became a star
artist with Joe Morley, Will Blanche and
George Morris in the Palladium Min-
strels, which featured a team of 34
banjoists. ’

FIRST DANCE BAND

In 1913, Bert Bassett appeared at the
“400 Club” in New Bond Street, Lon-
don, in the first dance band in England
to include a plectrum-banjo. Playing
plectrum-banjo with him in the band
was Nicholas Kovac, who is now a leading
member of the Classic Guitar Society of
New York.

Later, Bert Bassett, who was also a fine
player of the ’cello and piano, appeared
on the Music Halls in a double act with
George Morris. One of their successes
was Morley’s “ Bagpipe Patrol,” in which
Bert played a ’cello obbligato to George’s
solo. :

In 1915, Bert was entertaining the

BMG

troops with his banjo and a year later
became leading banjoist in “La: Belle
Leonora’s Ragtime Band ” at the London
Coliseum—an act that subsequently went
to Paris for a period.

Shortly afterwards, back in England,
Bert Bassett was employed by the
Admiralty, but in 1917 he joined Miss
Jenkinson’s fashionable dance band at
Eastbourne.

During his career Bert Bassett appeared
in two Gaumont British and Pathé films
and he made dozens of records for the
old Jumbo Record Co., some of the titles
being “ Mississippi Bubble,” “ Georgian
Breeze,” * Plantation Symphony,” *“ Hon-
olulu Cake Walk,” *“ Darktown Dandies,’
“ Coloured Major,” “Coon Band Con-
test” and “ Whistling Rufus.” He was
a member of “ Raymonde and his Band
o’ Banjos ” and played the bass banjo on
the Regal-Zonophone records made by
this band. In the *“ Minstrel Medley™
he played “Poor Old Joe” as a bass

BERT BASSETT
A “still” from the Pathé film made by
“ Raymonde and his Band o' Banjos.”

banjo solo with exquisite taste.

Bert Bassett, who died from tuberculo-
sis on April 21, 1937, was editor of
“B.M.G.” from March, 1933, to March,
1937. His published compositions for
the banjo include: * Admiral Andy,”
‘“ Bushrangers’ March,” “Call o’ Erin,’
“Chanson d’Ete,” “Coon Slumbers,”
“PDanse Columbine,” “Jumbo Rag,”
“Lazy Rhythm,” “L’Automne,” “ Pata-
gonian Picnic,” “ Southern Festival ” and
“Water Lilies.”” Every one can be
recommended. :

* - L ]

A versatile fretted instrumentalist, well-
known in British recording and broad-
casting circles, is William (“ Billy *) Bell,
who was born in London on January 12,
1911. He started to play the banjo at
the age of nine under instruction from his
father. After playing finger-style for two
years, Billy Bell took up the plectrum-
banjo in 1922 and the tenor-banjo a year
later.

To these attributes he added the plec-
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trum guitar and Hawaiian guitar in 1928
and 1930, respectively.

His first broadcast was in 1932 with
Troise and his Mandoliers (playing plec-
trum guitar). Since then he has made
over 2,000 broadcasts with various
orchestras and today is one of the busiest
of “session” men in broadcasting and
recording studios.

Billy Bell’s mastery of the banjo has been
demonstrated in broadcasts by Troise and
his Banjoliers, with whom he has played
“ Banjo Oddity ” and “ Donkey Laugh.”
He has also played “Crazy Joe” as a
plectrum-banjo solo and “Pickins™ on
the tenor-banjo in these programmes.

One of his finest efforts, in my opinion,
was the soulful background he provided
on plectrum-banjo to the musical items in
the 1951 radio play “ The Minstrel Boy,”
based on the life of Stephen Collins
Foster. Although using a plectrum
(which is not relevant to the days of
Foster), Billy Bell achieved the atmosphere
of Foster’s time and helped to maintain
the gripping interest which characterised
the play throughout,

(To be continued)

MaudobinTeekuique
By V. J. PARSLER

AVING progressed so far in our
studies of various aspects of
mandolin playing, I am forcibly

reminded that the majority who read
these articles are still in the elementary
stage.

Judging by the letters I receive, I
should say that a great many are self-
taught—and that so often means badly
taught!

I do not pretend to teach anybody to
play the mandolin, just by writing about
it. Some subjects can be taught by
correspondence but, with a musical in-
strument, it is far better to see the pupil,
how he holds the instrument, how he
fingers the strings, and correct his mis-
takes before they grow into bad habits.

The writer of an article points the way
and warns against likely errors. He can-
not see how the player carries out his
suggestions. So, at the risk of some
repetition, I am going to revert to studies
in the first position occasionally.

There is, of course, also the new reader
to consider.

Now for some exercises.

The “ 25 Melodious Studies,” by Raoul
Clifford, are in the form of duets for two
mandolins but as both parts are about the
same degree of difficulty, they can be
attempted with advantage.
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Study No. 2 is useful for time and
rhythm—especially for pupils still in the
process of mastering the first position.
For a start, play it with one down stroke
to each note, including the crotchets.
Master the time and rhythm first and then
add the accents.

In several places there is an extension
of the first finger to F on the second
string. Try to reach this note with the
little finger without moving the hand from
the first position. Players with small
hands find this a difficult stretch but it is
worth trying for as it will be a great help
in the more difficult studies later on.

In playing this study with down strokes,
keep the plectrum over at an angle—say
about 60 degrees—leaning away from the
player. The left wrist must also be
curved outward so that the fingers can
fall comfortably on to the fourth string.
If the little finger can find the notes with-
out discomfort on this string there will be
no difficulty with the others.

TWO MAIN ERRORS

There are two main errors with
beginners: (1) A stiff right wrist. (2) The
left hand under the fingerboard with the
fingers too flat. Avoid these and the
battle is half won.

These remarks.are intended mainly for
the newcomer to the instrument and to
“B.M.G.” (Incidentally, the reader who
asks about my earlier articles may still be
able to buy back numbers of “ B.M.G.”
It is worth the inquiry.)

Now for a solo that incorporates some
of the things we have been doing. I have
chosen Vess Ossman’s “Leisure Moments”
as it is very tuneful, not difficult if one
is familiar with the first position, and has
sufficient variety of styles to be a good
exercise.

Have a good look at this solo before
attempting to play it.

The first line is an Introduction, finish-
ing on a pause. Notice how many of the
quavers in this piece are marked to be
played with a down stroke. Keep the
plectrum leaning away from the body and
a good even tone should result.

The second line introduces some simple
two-note chords but as these conveniently
coincide with a rit. there is enough time
to get the fingers into position. Should
you encounter any difficulty in playing a
tremolo on two strings at once, strike the
lower note and carry the plectrum straight
across to tremolo the top note.

This is a “ Half-way house ” method of
getting the right notes first and then
acquiring the greater flexibility of wrist
later.

The groups of notes, usually quavers,
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grouped under a curved line should be
played with alternate down and up
strokes to produce as smooth a run as
possible.

The Trio introduces some interesting
reversed octaves and then a few more
chords. For the sixth bar there is a
chord using the third finger on A on the
third string and the fourth finger on F
on the second string. This is an easy
stretch—but to reach back for the Ap
in the next chord is more difficult and 1t
may be better to bring the second finger
up to take this note.

In the next bar there is also an uneasy
stretch for the third and fourth fingers.
Have you noticed that if the third finger
is pressed down quite firmly the fourth
finger seems more uncontrollable? It
takes a long time to overcome this, so
persevere with the exercises.

KEITH JONES
who plays the guitar at the Royal Restaurant,

Liverpool. He is a pupil of Pierre Bethell.

To finish the run of chords ending in
the “first time ™ bar, play the group of
three with the fourth and third; the
third and second; and finally the second
and first fingers.

After the repeat there is a Coda that
repeats the original theme; finishing with
an accellarando played with all down
strokes.

I will conclude this month by replying
to a reader who writes:. “I want to
practice very quietly in the evenings so
as not to wake the baby. I have tried to
mute the mandolin by stuffing a duster in
it but it is still too loud. I cannot get a
satisfactory mute to stay on the strings—
so please suggest something. It has got to
be soft playing or no playing for me.”

Most of us are up against this difficulty
at one time or other but mandolinists less
than most instrumentalists. The mando-
lin is an instrument of the quieter type—
but even the quietest of soft plectrums will

sometimes awaken his lordship the baby,
so try this.

Instead of using a plectrum, use the
index finger of the right hand. Treat the
tip of the finger as if it were a plectrum,
by supporting it with the tips of the other
fingers. If the nail projects a little, a
clearer tone will result. Discarding the
plectrum will certainly reduce the volume
to tolerable proportions.

The left-hand technique will lose
nothing by this method but do not discard
the plectrum too much or plectrum con-
trol will suffer.

(To be continued)

Wrugtustiolanoniion Guitan,

N view of the
many tunings
now in use,

the only way to
arrange Hawaiian
guitar music for
general publication
would appear to be
to write a melody
line with chord
symbols—the sym-
bols being carefully
selected to help the
player as much as possible.

A helpful addition to a solo published
in such a way would be a list of the
symbols used in the solo, giving the group
of notes each symbol represents.

Many popular songs already give a
melody line and chord symbols, besides
the piano arrangement, Also, by com-
bining the violin and piano parts with the
guitar part from a set of band parts, one
again secures a melody line and chord
symbols.

Thus “ arrangements ” for the Hawaiian
guitar are already available for many
tunes.

Because of this, I propose giving the
H.G. student some guidance in playing
from a melody with chord symbols.

ANOTHER WAY

Let me first point out that there is
another way of adapting popular piano
copies and violin band parts to the H.G.
This consists simply of picking out the
printed harmony notes you can play with
the melody—and which gives an effective-
sounding arrangement. However, chord
symbols will help you to make better use
of your own particular tuning and for the
benefit of those knowing little or nothing
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about chord symbols, we will make a
simple start.

Can you write out an ascending scale
of C major? If not, see if there is one in
your H.G. tutor, or get a musical friend
to show you. The notes will be: C. D. E.
F.G. A.B.C. v

With the scale in front of you, you can
see that the Ist (or root) note of the scale
is C. The root, third and fifth notes of the
scale are C. E. and G. Now these notes
make a C major chord—and they are
called the root, 3rd and 5th notes of the
chord.

The chord symbol for a major chord
is simply the name of its root note. Thus
the symbol for a C major chord is—C.

If you use the High Bass tuning you
will find the notes of the C chord at the
third fret (and, of course, the 15th fret).
On the E and E7th tunings, they are at the
eighth fret. On the E6th and El3th
tunings, at least two of the notes will be
found at the 8th fret.

ANY ORDER

It does not matter in what order the
notes C. E. and G. are placed—they still
make a C chord. Suppose a melody starts
with the note C (an octave above middle
C) and the chord symbol under the
melody is zlso C. On the High Bass
tuning, you can play the melody note at
the 15th fret (3rd string) and add the notes
G. and E. beneath it (4th and 5th strings)
and this will give you the required C
harmony with the melody note.

On the E and E7th tunings you can do
the same thing at the 8th fret—with the
melody note on the first string.

Try it—and write down the chord you
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play, so that you can see what it looks
like.

In actual pitch notation (which I advise
you to use) you should have E on the
bottom line of the treble stave; G on the
next line up; and C in the third space
from the bottom,

The next step is to find out what to do
if your tuning will not give you the com-
plete C chord—or if it is inconvenient to
play the complete C chord.

THE THIRD IS IMPORTANT

All you have to do is to remember that
the third note of any major scale is the
most important note in the chord. In our
C chord the “third” is E. If, then, the
melody note is C and you cannot play the
complete chord, which note should you
add for harmony? The answer is, of
course, B!

Similarly, if the melody note is G and
you cannot play the complete C chord,
then you should add E as harmony note.
If the melody note is E, then you can add
C or G as the harmony note; whichever
is the most effective.

Try harmonising a C melody note with
a G; and a G melody note with a C—
just to hear what the effect is. Music is
not made of rules; it is made of sounds.

If you want to learn what you have
been reading so far, get out your guitar
and try everything and listen to it. Get
some MS. paper and write everything
down to help you understand and remem-
ber it.

So far we have only considered the C
major chord but any other major chord
can be made and used in the same way.

Suppose you want a G major chord.
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Take the root, third and fifth notes from
the G major scale and these are the root,
3rd and 5th notes of the chord. The notes
will be: G. B. and D. and the symbol G.

For the chord of F the notes will be:
F. A. and C.

What are the notes in the following
major chords and which is the most
important in each chord: D. A. E. Bp.
Ep.and Ap? Get out that manuscript
paper and work them out. I will check
the answers with you next month,

Write out the following few bars of
melody, putting the chord symbols under-
neath the melody notes and make a nice
job of playing it on your tuning. It is the
first few bars of “ Aloha Oe ”:

Crotchet G on the second line up of the
treble stave, with chord symbol C under-
neath. Bar line. Minim A with chord
symbol F. Minim C (chord symbol F
still applies but there is no need to write
it down again). Bar line. Dotted-minim
F. Crotchet A. Bar line. Minim G,
with chord symbol C. (You should be
back on the second line of the treble
stave now!) Minim C. Bar line.
Dotted-minim E.

I have given that in actual pitch. If you
are not sufficiently sure of such things as
crotchets, minims, bar lines, etc., then
please learn about them. They are some
of the rudiments of music and you should
know about them.

I am now back in England, having
returned from the U.S.A., but hope to
give you some more American news in
the future and eventually return to the
States.

(To be continued)

Bamjo 5 ZitherBanjo Causenie
By J. MCNAUGHTON

OME time ago.
in his “B.M.G.”
articles e n -
titted “The Two
Macs,” R. Tarrant
Bailey described the
*“ Magnophone ” for
which  so  many
memorable cylinder
records were made at
his Park St. studios
in Bath—a remark-
able efficient machine that still works
perfectly.

I Jast heard it operating some six years
ago, so when I heard recently that R. J. R.
White was en route for the Bailey mén-
age, I decided to drop in uninvited in the
hope of sharing in the fun.

The “Magnophone” was in full cry
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when I arrived, to be greeted by the two
humorists of “ B.M.G.” and, when order
was restored, we gave our undivided
attention to the cylinders White and I
had requested.

Puffing happily at his beloved pipe (1
grow the stuff myself, laddie!™) the
sprightly author of “Fifty Years a
Banjo Teacher ” kept the machine work-
ing, despite the number of our requests
—a number that would have been re-
garded as downright inconsiderate by any
other *‘septuageranium; as T.B. might
describe himself.

There were polkas and marches by
Morley; MS. pieces ‘by J. P. Cuning-
hame (whom many believe to have been
the equal of Morley); duets in which Tar-
rant Bailey partnered S. E. Turner, or
Cuninghame, or Clifford Essex; solos by
Tarrant Bailey Jnr.; and a gem of a
balalaika solo, exquisitely played; plus
many impromptu efforts punctuated with
the laughter of Morley and others in those
halcyon days.

INCREDIBLE SKILL

I was too intent on the incredible skill
evinced by these great players to make
notes during the two hours’ session, for
the pace was often terrific and the tech-
nique sheer wizardry.

Such attainments are beyond words but
doubtless many of the solos will revive
happy memories among the Morley fans.
Here, as I recall them, are the titles of all
the cylinders we heard at the Bath home
of R. Tarrant Bailey:

Morley solos: “ Andante and Waltz,”
“ Banjo Diversion,” * Blackbird,” * But-
terfly,” “ Colombine,” “ Cuninghame’s

Return,” “Joy Ride.” “Kaffir Walk-
Ex. 8
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round,” * Olympian March,” “Polka,”
* Popinjay Polka,” “Shuffle Along,”
*“ Twiddley Bit,” “ Tarantella.”

Morley, Cuninghame and Tarrant
Bailey: “Jovial Huntsman.”

Cuninghame and Tarrant Bailey: “St.
Louis Rag.”

Cuninghame and Tarrant Bailey Jnr.:
“Minuet” (Morley).

J. P. Cuninghame (playing his own com-
positions): ‘““Easy Stunts,” “One and
Two,” *“ Myfanwy,” “ Pimpernel,” “ Min-
uet,” “ Somerset March.”

S. E. Turner and Clifford Essex:
*“ Bunch of Rags.”

Tarrant Bailey Jnr.: * Banjo Dream,”
“Coming Out,” * Minuet,” “Mind the
Paint,” * Something Different,” * Electra
Polka,” *“ Twiddley Polka,” “Tomato
Polka,” * Mazeppa.”

Tarrant Bailey: Andreeff’s
Caprice " as a balalaika solo.

SMALL WONDER

It is small wonder that I was dis-
appointed when my proposed recital of
these unique recordings did not take
place in London as I intended. Tarrant
Bailey gave me the fullest co-operation
but our opposite numbers failed to organ-
ise their side of the arrangements, unfor-
tunately.

Some enthusiast, or fretted instrument
organisation, may yet save the day how-
ever, for I understand that the “ Magno-
phone ™ with all its historic cylinders is
to be offered to the highest bidder. Per-
haps the newly formed Associated Banjo
Circle (of which I hear such glowing ac-
counts) might be persuaded to have a
“whip round” and acquire what would
be the nucleus of a valuable museum of

“Valse
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strictly banjo interests!

Returning at long last to our right-
hand studies, on this page we have
a few short examples that, though self-
explanatory, will be found useful in
furthering the adaptability we are seek-
ing. Once again, the student is reminded
that these seemingly simple exercises, if
practised until no conscious effort is
required, will improve right-hand
technique.

(To be continued)

e ELecTRiC

By JACK DUARTE

FEW months
ago 1 wrote
complaining of

the present day neg-
lect of chords in
guitar solo passages
(rhythm section
chording is one thing,
the use of chords for
musical purposes is
another), and to
judge by the letters I
have received from
interested readers, I
am not alone in this
view.

The problem itself has two aspects:
(1) the publication of music for free sale,
and (2) the training of future (and
present) guitarists in the use of chords in
solo playing.

The first question looks quite an casy
one on the face of it and some readers
have suggested that guitar arrangements
of popular tunes might be published in
the same way as piano copies are at pre-
sent. Whilst I agree wholly with this in
principle, 1 gravely doubt its p'ragtic-
ability. Copyright fees and restrictions
are, on current material, too severe for it
to be undertaken by anyone other than
the publishers of the music itself and this
would mean the provision by publishers
of special arrangements for the guitar
(which would have to be made by first-
class guitarists—whereas those for the
pianoforte do not) and we guitarists are
very much of a minority—too much so
for this course to appeal readily to music
publishers.

I will, in the next month or two, ascer-
tain from the publishers themselves their
own views on this, but I fear that we
already know the answer—though nobody
would be more pleased than I to be




proved wrong in this.

The second matter, namely, that of
instilling the chordal approach jnto new
players, is also no light matter.

In this country the majority of guitar-
ists who have any degree of mastery of
(or interest in) the chord/single note type
of playing are of pre-war vintage and not
all are teachers. What is required is a
nucleus of teachers who have the know-
how—the modern harmonic knowledge—
and the ability to inspire their pupils.

The last-named quality is essential here
more than anywhere else, because the
mastery of this highly effective style of
playing requires far more ability (both
musical and technical) than any other
department of guitar playing.

It was hard enough before the late war
when our popular musical language was
rather more simple than it is now, but in
these times it calls for a wide chordal
knowledge and a musical approach well
in excess of pre-war requirements.

OUTWARD SIMPLICITY

The end result need not be terribly
difficult, technically speaking, but that
outward simplicity may mask a great deal
of knowledge and skill in the making of
the arrangement. There is only one road
which leads to even a modest level of
ability in this field of guitar playing, and
that is via HARD WORK and STUDY.

Do not for one moment expect to arrive
at the objective by means of short cuts;
a fully musical knowledge and approach
is essential and unless you either have or
acquire this, then frankly you are wasting
your time.

It is perhaps no coincidence that two
of the guitarists at present at the top of
the American tree (and make no mistake,
the American players are still the touch-
stones in every way), Tal Farlow and
Johnny Smith, both use chords freely in
their playing—the former mainly in back-
ground work, the latter in solos. In doing
this they are furnishing something for
which there is a real demand and are
showing their fellows the way they should
go.
Perhaps Johnny Smith has made the
bigger impact in this country even though
his released records are few, and although
he has also a formidable single-string
technique (and a few tricks which he
shows signs of using too often) it is the
lazy, smooth, full-bodied chording of his
solos which marks him off from everyone
else.

In point of fact, the Johnny Smith solos
are based on the free use of chords which
are so difficult to hold that few players
indeed at any level could use him as a
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model, or could base themselves on the
exact quality of sound which he produces.

Nevertheless, the broad basis of his
style—which is no more or less than that
which I have always advocated—can be
followed by any player of sufficient
ability, modified suitably.

I would here underline that unless you
have a good technique and can make a
fair pass at “ B.M.G.” Grade “c” solos,
you are not ready to face up to the job
we are discussing.

When listening to Johnny Smith (and
bearing in mind the types of chord he
uses) it is tempting to wonder whether he
uses a short-scale fingerboard but there is
a certain carefulness and artistic leisure
about the way in which he times the
hardest chords, that suggests he may well
use a normal fingerboard and that he finds
these chords a trifle tough also.

Whilst I do not suggest that you try
to copy Smith (and please do not-confuse
him with that coarse, corny comedian
Arthur “ Guitar Boogie” Smith) I do
earnestly urge you to get as many of his
records as you can.

RAVE NOTICE

Last May “ Discus ” reviewed * Tabou”
and “ Moonlight in Vermont,” by Johnny
Smith (on Vogue V.2137, 78 r.p.m., 10
in.), giving it a well-deserved rave notice.
I have arranged with “ Discus” not to
duplicate record mentions, so can add now
to this solitary record, two others since
released. The same combination, the
Johnny Smith Quintet with Stan Getz, are
also to be heard on Vogue V.2204 (10 in.,
78 r.p.m.) playing “Where or When”
and “A Ghost of a Chance.” In the
second-named side, there is more of the
wonderful chording which made “ Ver-
mont ” such a landmark in modern e.p.g.

TROUBADOURS !

The remarkable increase
in singing to one’s own
guitar accompaniment—
with its own special
problems—has prompted
us to persuade John
Gavall to conduct a
“Troubadours Column”
in “B.M.G.” If you have
any queries regarding
singing to the guitar,
write to John Gavall, c/o
“B.M.G.” and your
queries will be answered
—direct if you enclose
a S.A.E.
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playing. The single-string solos are
below the standard of the chord passages
—no one else takes a solo in “ Ghost of a
Chance "—and though they reveal a mar-
vellously clean and quick technique, they
lack the musical magic of the chords.

Long tracts of Johnny Smith's playing
are liberally distributed throughout a
new L.P, record (Brunswick LAT.8036:
12 in., 33 r.p.m.) entitled “The Jazz
Studio 1.” Each side is a marathon per-
formance, one contains nearly 40 choruses
of “ Tenderly,” the other over 60 choruses
of a 12-bar blues called “Let’s Split.”

The main interest to us is in *“ Ten-
derly,” which is opened by Johnny Smith
playing an unaccompanied and free-
tempo version of the tune, and similarly
closed with a half-chorus. These, in my
opinion, are his finest work to date—
though in chord work his standard is so
high at all times that I would not press the
point to the verge of argument!

POINTING THE WAY

Here, suitably tempered to the shorn
lamb, is surely the type of arrangement
which so many of you would give so
much to make and/or play. Both sides
are well laced with singlestring solos
(most of which compare well with the
best of today’s crop), but the beginning
and end of “ Tenderly ” surely points the
way for future guitar style.

Next month I will discuss and list the
recordings in which Tal Farlow is
featured with the Red Norvo Trio and in
December I shall begin a series of articles
in which this question of chord-use will
be discussed. This will not form a course
in itself, and will not enable any Tom,
Dick or Harry to develop a chordal style
(or make such arrangements) but it will
provide, for anyone with the ability and
the will to work, with a basis which is
more clearly directed and more
thorough than any so far published.

It will be pre-supposed that the reader
knows the elements of harmony; the con-
struction of common chords as far as the
13th; and the general principles of unes-
sential notes and chromatic alterations to
diatonic chords.

Thus equipped, the seeker may look
forward to some positive guidance. Those
not so equipped have two months to
rectify the deficiency—if this is too short
a time, then they must aim, for the
present, at much more simple objectives.
The beginner, pure and simple, is being
very well catered for elsewhere in these
pages.

(To be continued)
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COMMON fault of players who try

a new tuning is that little study of

the tuning is made before attempt-
ing to play one’s favourite solos in the
new tuning. Generally it follows on these
lines: The player, having heard others
play numbers he knows in this new tuning
—Ilet us say the E7th, for example—sits
down with his guitar and alters the tuning
accordingly. After a few chords to satisfy
himself the instrument is in tune, he
immediately launches into an attempt to
play such-and-such a solo.

Needless to say, after a bar or two he
is completely lost or, at best, succeeds
in playing a very poor version; usually
with wrong harmony in many places.
After half an hour or so of doodling
about he decides that the tuning is
beyond his capabilities and reverts to his
previous one.

Let us take the example of a saxophone
player who decided to take up the
clarinet. The method of playing is
similar—but the fingering (note positions)
is quite different and his first step is to
learn the fingering and try a few scales—
not attempting to play ‘tunes immediately.

EQUALLY APPLICABLE

I am sure this is the course most
teachers recommend—and the theory is
equally applicable to the Hawaiian
guitarist who tries a new tuning.

In previous articles I have stressed the
advantage of studying a diagram of the
tuning before attempting to play to any
considerable extent and would not press
this point again unless I thought it neces-
sary. There can be no doubt that a
fingerboard diagram is of great assistance
and the player who cannot be bothered
to draw out a fair-sized one for himself
would be better if he dropped the whole
idea of using another tuning,.

Having drawn the diagram and studied
the position of various notes and chord
theoretically, the first attempt at playing
should be at scales. This may seem an
awful bore at first—especially to the
player who already performs well on
another tuning—but it is well worth while
as it is one of the quickest ways of get-
ting to know the note positions on altered
strings. It should not take long and the
ability to play several scales inspires con-
fidence to proceed with other examples,
such as double-stopping and chords.

I am not advocating hours and hours
on scales alone; just enough to have the
necessary effect of making your study of
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the E7th tuning start with a few basic
principles that will stand you in good
stead as we go along.

In Exercises 1 and 2 on this page I give
two scales and the average player will see
that these scale positions may readily be
extended up the fingerboard. For cx-
ample, the scale of Ep (or D #) may be

‘casily played by placing the steel one fret

higher than the positions given for D
major.

Try this and attempt writing out the
scale in diagram form as given here.
The more ambitious player can proceed
further and write out the musical
notation.

I have purposely written these in
diagram form to help those Hawaiian
guitarists who are still struggling to read
musical notation and I have decided that
most of the examples to follow will
include number or diagram indications,
as well as musical notation, for this
reason.

SECOND STAGE

The second stage is really easy, as it
only requires the player to memorise the
chord obtainable with the straight barré
at each fret—and as the major and
seventh chords are indicated by the note
on the first string (which is tuned to E as
in the standard or High Bass tuning) these
chords are easily placed.

Ex. 3 shows the names of major
chords, seventh chords, and three-note
diminished chords obtainable at each fret
with the straight barré.

Strings'1, 2, 3, 4 and 6 give the major
chord with three inversions of three-note
chords, whilst adding string 5 to any of

Ex. 1. (C major scaic—no sharps or flats).

Frets: — 1. 2. 3.
E. G.
B. C. D
G#. A. B.
E. F. G.
D. E.
B. G D
Ex. 2. (D major scale—one sharp, F §).
Frets: — 1 2, 3. 4.
E. F#§. G
B. C. D.
G. g A. B.
E. F$#. G
D. E.
B. D
Ex. 3.
Frets: — 1 2. 3 4. S

Major chords: F. F#. G. G#. A.
7th chords: F7. F47. G7. G#7. A7
Dim. chords: C. C#. D. D#. E.

these gives the seventh chord. In the
case of the lowest major inversion, gap
picking is required, i.e. 3, 4 and 6 are
picked with the 2nd and Ist fingers and
thumb respectively—care being taken
not to sound string 5.

The three-note diminished chords are
played on strings 2, 3 and 5, picking as
described above. These will sound
rather incomplete until played with an
accompaniment but will be found to be
most useful later on in solos, etc.

FOR CLARITY

For the sake of clarity I have only
shown one name for each diminished
chord, i.e. the name taken from the note
on the second string but, as most players
will be aware, the name of these chords
written as chord symbols may be any of
the three notes. For instance, the name
of the diminished chord at the first fret
could be Cdim., Adim., or E b dim.

Set yourself a few exercises this month
by picking these various chords and
inversions. For example, play first at
fret one and then, in your own time, move
to fret three; then fret eight; and, finally,
fret one again—and so on.

The second time, make it fret one, then
fret six, back to fret one and finish on
fret 13.

We will continue with more examples
next month.

Now some good news for guitarists
interested in band work. Recently I have
come across a number of orchestral parts
where the guitar copy has the melody line
written in as well as the symbols. This
might become general if the guitar is
featured more and more in bands or the

4. 5. 6. 7. 8.
A. B. C.
E E,

S. 6. 7 8. 9. 10

A. B G D

E.

6. 7. 8. 9. 10.. 11, 12, 13
Bp. B. C. Dp. D. Ep. E. F

. Bp7. B7. C7. Dp7. D7. Ep7. E7. F7.

F. F4.G. Ap. A. Bp. B. C.
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air, recordings, etc., so the player who
can read a melody line will probably be
the one most sought after.

If this is truly an indication of things
to come it will behove all players to con-
centrate on sight reading as much as
possible.

(To be continued)

NEW GUITAR MUSIC

By PETER SENSIER

HREE new Vienna publications for
guitar are now available in this
country; the composers of two of

these being well known to British
guitarists. ;

“Russian Folk Song™ arranged and
fingered by Dr. Boris Perott. Here, for
lovers of Russian music, is a piece that is
easy, effective and typical.

“Silent Forests” by Ernest Sperling
once again falls into the not too difficult
category and has.some pleasing variations
of tempo and key.

“16 Easy Solos for Guitar ” by Ferdi-
nand Rebay (fingered by Gertha Hammer-
schmied) consists of fifteen mainly easy
solos and a set of six easy variations on
the theme * Schlif, Kindlein, Schldf » for
guitar and piano.

We now come to the music published
by the Clifford Essex Music Co. which
makes up their list of standard guitar
solos. All this music is well printed, is
supplied in a serviceable cover, and 1s
reasonable in price.

Here we go, alphabetically by com-
posers :

“Etude Brilliante” (Aguado). A
pretty piece and technically not difficult
fundamentally but, when played allegro
vivo as indicated, one has to move
around.

“ Arpeggio Etude” (Aguado). A
bright and easy little study for thumb,
first and second fingers.

“ Adagio” (Aguado). Edited and
fingered by Julian Bream, this is a plea-
sant study in 6/8 that keeps both hands
occupied—but is worth the trouble.

“Fiir Elise” (Beethoven). This is
arranged by Norman C. Lees and is nor
easy—but if you are a transcription fan
you will find it worth battling with.

“Ba'let” (Carulli).. A simple piece in
E major which romps along in typical
Carulli fashion.

“Etude, from Obp. 10. No. 3”
(Chopin). Arranged by Alonso Medio,
here is an easy arrangement of this well-
known piece under its popular title of
*“So Deep is the Night ” with only a few
excursions into moderately high posi-
tions.
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“Etude in A” (Napoleon Coste).
Edited and fingered by Alonso Medio,
this is a bright and fairly simple piece
based on a continually repeated rhythmic
bass patterns played staccatoe.

“ Allegretto in E Major” (André de
Vekey). Not too difficult, this piece is
based mainly on chords in various posi-
tions up to the 10th.

“ Andrylla, Capriccio” (André de
Vekey). A fair companion piece to the
afcrementioned but a little more difficult
and more interesting.

“ Barcarolle ” (A. de Vekey). Fairly
easy, tuneful and lives up to its title
admirably.

“ Allegretto, Op. 147, No. 9 (Giuliani).
A typical and tuneful Giulianesque solo
that moves around the fingerboard but is
certainly not difficult.

“Andantino Op. 147, No. 5” (Giuliani).
From the same work. The same remarks
apply except that this solo in A is a little
more difficult.

“Andantino Op. 147, No. 2” (Giuliani).
Easier than the two foregoing pieces but
possibly not so well known. Written in
F, this piece does not go higher than the
fifth position.

“Chit Chat” (Giuliani). A rather
different kettle of fish. This piece is a
brilliant little parcel of fun by the com-
poser in his sunniest mood. Definitely not
for begin:ers.

“Danse Nord” (Giuliani). A fre-
quently-played piece but usually taken at
a more accommodating tempo than the
allegro vivace called for. However, it
is pleasant either way and basically it is
not difficult to play.

“Etude Spirituoso” (Giuliani). One
of the first guitar solos of which I heard
a “live” performance and one I much
prefer played allegro con grazioso than
con spirito as marked. Of course, at the
first-named tempo it does make it a little
easier!

(To be continued)
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| PROPER PRACTICE

ONCENTRATED thought during a
practice period will enable a student
to derive more lasting benefit from

an hour’s work than endless hours of
slipshod study.

The wise student devotes a regular time
each day to practising. That period must
be absolutely lost to every other pursuit.
The time spent in practice must be spent
profitably and if the student makes up his
mind to do his best, the irksomeness of
the task is soon over and much is accom-
plished.

If he just dawdles away his time, the
period is used up just the same, but with
no beneficial results.

It is just as true that no matter how
little a student feels like practising, he
can overcome this distaste within the first
fifteen minutes if he will do his best to
arouse his interest and will conscientiously
make up his mind to derive the most
benefit from his practice.

By concentrating on the work in hand
he automatically, as it were, overcomes
the disinterest and he finds himself really
striving to master the difficulties before
him.

NOT SO EASY

It is making up his mind to approach
the study period in a receptive frame of
mind which is hard. It will be of help
if you approach the practice period sys-
tematically. Sit down for a few moments
and consider the work to be accomplished.
Once that is clear in your mind, prepare
your instrument. Arrange the exercises
or solo you are to tackle. Place the chair
in its right position. Leave the room and
wash the hands. Then back to the study
room and cencentrate on the job in
hand!

Form the habit throughout the practice
period of checking your thoughts. See
if your attention is absolutely on the
subject or wandering afield. Do this
frequently during the first few weeks of
practising until the art of concentration
is acquired.

When away from the instrument—out
walking or riding on a train—the art of
concentrating can be developed. Just
place your attention on some object and
see how long you can keep your mind
from wandering. This training will be of
material assistance during practice.
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La Cucaracha

Mexican Folk Song

Arranged by

Plectrum Guitar Solo or Duet A
VINCE MILLER
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MINSTRELSY IN
RUSSIA

By R. A. BIRSE

N England, we are told, minstrelsy
reached its peak in the 10th, 11th and
12th centuries and during that period

there were many minstrels held in high
esteem. There are entries of payments
made to minstrels in the 16th century but
the art of minstrelsy at that time was in
its decline and was eventually destroyed
by the introduction of the printed word.

A charter of Edward 1V (1469) formed
the royal minstrels into a Guild and a
new charter was conferred in 1604 when
its jurisdiction was limited to the City of
London. This corporation still exists, I
believe, under the style of the Corpora-
tion of the Master, Wardens and Com-
monalty of the Art or Science of the
Musicians of London.

In Russia, minstrelsy appears to have
survived a little longer than it did in this
country and probably the two best known
minstrels in old Russia were Savoska and
Paramoshka. There is a drawing extant
of these two: Paramoshka playing the
so-called *spoons with bells” and
Savoska playing the gudok.

“YOU CAN HEAR OUR FRED!
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The “spoons with bells” was an unusual
instrument—eight little bells affixed to the
handle of a spoon (four on each side) and
two spoons were held in each hand and
shaken, thus producing a jingling sound.
The gudok was played with a bow after
the style of a violin but the neck of the
instrument was held at the level of the
chest.

Entries relating to payments to min-
strels also appear in Russian archives:
“June 9, 1632. Paid blind domra player,
Gavrilka, one rouble. July 11, 1635.
Paid blind Lukash and his friends, for
strings, 4 altins. Oct. 10, 1636. Paid
blind Luka for domra strings, 3 altins.”

However, most Russian minstrels wan-
dered from village to village and from
town to town like the European trouba-
dours. Quickly they would rig up their
rods with linen-cloth and rags over them;
boxes would be emptied of their amusing
dolls; and while the Perrushka man was
busy erecting his ** theatre ” (Punch and
Judy) the domra would be jingling, the
volynka (bag-pipes) snuffling and the
hoobni ringing.

When the performance took place in a
remote village, the minstrels gave news
from the towns and related much of what
was happening in the world around. In-

HE’S THE ONLY ONE IN TUNE.”
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deed, the minstrels were a link between
the villages and the outside world.

The Tartars, Kalmucks, Kirghiz and
other Asiatic peoples had string instru-
ments—more or less similar to the bala-
laika—called dumbra, domr, and dombur.
When some 600 years ago the Russians
became better acquainted with their
Asiatic neighbours, the minstrels copied
this “new music™ (as the Russians
called it) and it became popular. Many
Russians learned to play their neigh-
bours’ instruments : the goosli, the gudok,
etc.

The church, however, stepped in and
there started a bitter struggle to suppress
the ** wicked, unholy music.” The church
acted with the approval of the Czar or
Kniaz (prince) and the people were
ordered to sing only church music and
hymns.

NOT SO EASY
However, it was not so easy to put
such a decree into practice. The

ordinary people liked 'their folk songs
and preferred them to church music. So
did the powerful Boyards. Even the Czar
used to listen to them with his whole
household. John the Terrible, on return-
ing from church and having divested
himself of his under-cassock and monk’s
calotte (skull-cap), used to call for his
minstrels to play and sing something
jolly. Often he would join in himself.

So the decree was not taken too seri-
ously and the pleading and threats on the
part of the clergy had little or no effect.
The people simply would go on singing,
dancing and playing what they pleased.

At last the priests persuaded the Czar
to take more drastic steps. One ukaz
(decree) followed another and anyone
heard singing or playing *these satanic
songs ” (as the priests called them) was
heavily fined and given severe chastise-
ment.

INSTRUMENTS BURNT

When even that failed to produce the
desired result, the church decided to have
all the illegal instruments burnt. The
instruments were collected in the towns
and they perished in huge bonfires. The
domra, goosli, gudok, boobni, bala-
laika, volynka, brelka, svirel, zhaleika,
surni, dudka and others perished in the
flames. They vanished from the towns
and, with them, the minstrels.

These instruments remained extinct for
quite a considerable time until some lucky
chance brought them to life again.
Although the instruments in the towns
were destroyed, some still survived in far
distant villages where the peasants con-
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tinued to live as before and no one
worried them in such remote places.

Gradually—years later—when the old
instruments were found in these villages,
they came into their own again.

When reading about such past events
Russians now exclaim: “Can you
imagine such a picture? You go out into
your garden with a balalaika in your
hand. Your neighbours join you. You
play the balalaika and they sing. Sud-
denly the police arrive and you are
arrested and taken to the nearest police
station and mercilessly flogged! Why
should you be punished? Your neigh-
bours didn’t object to the music; they
even asked you to play something jolly!
How things have changed. It couldn’t
happen to us in these days!”

I wonder.

MANDOLIN
MASTERS (3)

By JOHN ANSON

€€ PEN confession, they say, is good

for the soul, so I do not mind

confessing that the mandolin has
never been one of my favourite instru-
ments. Yet I must admit that if it were
always as well played as it was by Mario
de Pietro last week I should have good
cause to change my opinion as to its
value as a medium for the discoursing of
sweet music. Signor Pietro is certainly
a Master Mandolinist.”

That was one of many similar com-
ments by the Press, hailing another
mandolin master on one of his first
appearances in this country in 1920. It
was after his appearance at the Victoria
Palace. Previous to this, Mario de Pietro
had appeared at the London Coliseum
when one newspaper “ hailed .the new-
comer, Mario de Pietro, as an unusually
skilful mandolinist who fully tests the
capacity of his instrument in the course
of a performance that is evidently to the
liking of the house.” :

Before he visited England, Mario de
Pietro had appeared at some of the best
concerts and vaudeville performances in
Italy and was a special favourite at the
Kursal Italia and Sala Maddaloni.

GREAT FAVOURITE

Within three years he became a great
favourite in
appeared at most of the leading Music
Halls in London and the Provinces. He
also originated a spectacular “ act ”” which
he called “ The Vesuvians” which was
produced at the Kennington Theatre in
August, 1923. In addition to Mario as
solo mandolinist, this “act” included

this country, where he
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players on guitar, balalaika and tenor
mandola, with soprano singer and dancer.

About that time he made his first solo
mandolin records—and then returned to
Italy to appear at a special concert.

Mario de Pietro’s first big concert in
England was in April, 1921, at the
Aeolian Hall in Bond Street, London,
after- which he was hailed as the Paganini
of the Mandolin. The * Westminster
Gazette” said: *“ One may readily recog-
nise Mr. Pietro’s great skill as an execu-
tant. He played Vieuxtemp’s familiar
“ Ballade and Polonaise” for the violin
in a manner which was quite astonishing
and which certainly gave one a new
impression as to the capabilities of the
instrument in the technical sense.”

In “ The Morning Post” the same day,
a writer said: *“ As far as we know in
this country the mandolin is not a re-
markably effective instrument since it
often lacks variety and colour. But
Signor Mario de Pietro, who made his
first concert appearance yesterday, puts
it into an entirely new category. In his
hands it becomes a thing of life, capable
of great variety of tone and making an
appeal that is irresistible. Strung and
tuned like the violin, the mandolin -as
played by Signor Pietro is made to
achieve quite as much. But then he is an
executant of uncommon skill and a
player who never forgets that he is a
musician,

VIOLIN PIECES

“Most of his solos were well-known
violin pieces like the “ Ballade and
Polonaise ” of Vieuxtemp’s, Wieniawski's
“Mazurka ™ and the Hubay arrangement
of the Brahm’s Hungarian Dances.
These, with other pieces he gave in
acknowledgement of the enthusiasm of
the audience, were played with all the
effect they would have made if they were
the work of a great violinist. Yet Signor
Pietro retains the individuality of the
instrument all through, just as his tech-
nique of right and left hand never fails.

“Highly esteemed in his native Naples, '

this performer is likely to win like renown
in this country and at the same time to
bring credit on a typical but much-mis-
understood instrument.”

What a wonderful tribute to a great
artist—and true prophesy. On his return
to London early in 1924, Mario de Pictro

Whilst the Editor is only too pleased to give
information on any matters connected with the
fretted instrumcnts he regrets that lotters

panied Iz a P d, self-addressed
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All letters are answered as quickly as possible,
3u't readers are asked to be tolerant for any
elay. '
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was quickly in demand for At Homes,
Concerts, Banquets, etc. He arranged a
brilliant B. M. & G. Concert in the King
George’s Hall, London, on May 20, 1924,
when, besides playing classical and popu-
Jar numbers on the mandolin and tenor-
banjo, he also conducted a B. M. & G.
Orchestra of 30. Among the other
famous artists “on the bill” were Joe
Morley (banjoist) and A. F. Cramer
(Hawaiian guitarist).

It was on the radio that Mario did his
best work in helping to make fhe mando-
lin more popular, and he became really
famous for his many broadcasts. I
suppose with the possible exception of
Troise (conductor of the famous *“ Man-
doliers™ and * Banjoliers ™) Mario de
Pietro did more than any other soloist to
interest the public in the mandolin’s
capabilities.

TALKED ABOUT

He got the mandolin talked about to
its advantage by giving so much pleasur-
able listening. He also helped to encour-
age players of the instrument by showing
how it could be played. To these enthu-
siasts, Mario de Pietro’s playing was a
real tonic.

In remembering what we mandolinists
owe to Mario de Pietro I always picture
him as shown in the photograph that
appeared in the January, 1924, issue of
“B.M.G.” Here we saw a studious and
thoughtful-looking young man, holding
his beloved mandolin—but not in playing
position. He is standing and looking
with intense pride and admiration at the
mandolin he holds so gently in his hands.
Mario’s father was a maker of mandolins
and made the instrument Mario played so
excellently.

Looking at the picture one can imagine
Mario paying tribute to his father’s
craftsmanship and saying to himself:
*“This is my favourite instrument—my
beloved mandolin—and I will show the
world what lovely music I can play on
it.” And he did.

HIS SOLOS

Let us look at some of the mandolin
music Mario de Pietro played so well.

First, three of his own caompositions
which, although varied in character, are
all typical Pietro. ¢

“ Sunshine of Naples.” This is a lively
and lovely waltz, written as a tribute to
his birthplace. Plenty of practice needed
here to achieve that wonderful tremolo.

“L’Appassionata.” A tuneful tango.:
This is 2 showy solo and is good practice
for right and left hands. It is a lively
tune with a beautiful rhythm. There are
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plenty of grace notes to show off but it
is not difficult.

“Viva la Liberta.” A lively march.
Those thrilling runs in triplets that Mario
loved are all in this solo. It is not diffi-
cult to play at an average speed.

Among other pieces I always enjoyed
Mario playing were favourite pieces by
Elgar and Kreisler but I think the best of
all was to hear him play Calace’s “ Danza
dei Nani.” This I consider to be one of
the best pieces ever written for the man-
dolin—a solo of real class to show off the
performer’s technique and give pleasure

* to the listener.

There is a great deal to learn by
remembering the Mandolin Masters.
Thanks for the memory of great players
like Francia, Persichini and Pietro. They
are gone from us but remain very much
alive in our hearts; inspiring us by
memories of their brilliant playing and
glorious music.
us to improve our own playing so that
when we play our best we hear people
say in admiration: “I never knew the
mandolin could sound like that!”

By “Discus”

“Kashmir” and “Evening in Paris,”
and “Harem Scarem?” and “Paki-
stan.” Victor Feldman Modern Jazz
Quartet. Esquire 10-364 and 10-374
(10 in.; 78 r.p.m.).

We suspect the instrumentation of this
quartet to be vibes, e.p.g., bass and drums,
but execrable recording does not help
our guesswork. In truth the front-line
instrumentation sounds more like a banjo
(with the strings being plucked hard into
the fingerboard) and a man striking
empty beer bottles with toffee hammers.
Since these effects are magnified tenfold
in the “eastern ” numbers, it would seem
that a superficial imitation of vinas,
rebabs, qonams and the like is intended.
This distorted noise, with the addition of
a large gong in “Kashmir” and some
rather epileptic rhythms, is apparently
Indian musical fertilisation of modern
jazz. It is all very naive and infinitely
less stimulating than the real thing.
* Harem Scarem “—fast, as its name sug-
gests—and ““Evening in Paris ”—which
might just as well be called “ Morning in
Archer Street”—are much better jazz,
though they are still marred by the re-
cording and a horrid and pointless waver-
ing of volume from the vibes (clearly
intentional). Stan Watson plays adequate
but rather one-legged guitar, both solo
and chorded. How much better this band

May their skill inspire’
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might be if it stopped trying to be too

pretentious,
“Concert Creations for Guitar.,”
Laurindo Almeida. Capitol LC.

6669 (10 in.; 33 r.p.m.).

This unique and delightful record was
reviewed here some time ago when it was
released on American Capitol and we
welcome it now as issued in this country.
Light music verging on jazz is a great
rarity in the world of the authentic
Spanish guitar, let alone recorded by such
a beautiful player as Almeida. The eight
tracks range from Bach (a Bourrée,
played too slowly) to “ Tea for Two,” and
include four originals by L. A., of which
‘“ Brazilliance ” is easily the most capti-
vating. All the pieces are, of course, un-
accompanied and for the guitar lover who
wants something really different, this
record is the Must of the Month. Record-
ing is perfect. More, please!

A few sides were recently reviewed, on
the Durium label, of Roberto Murolo,
the Italian Gavall. The same company
has now released, all at once, so many
sides by this artist that individual review
is quite impossible. What we said of him
previously still stands, and although he
now appears to us to be an artist of
pleasant voice (though not faultless in-
tonation) and rather limited range, 34
sides of any such artist, all at once, is a
wickedly severe test. In most of the sides
there appears to be an additional accom-
panying guitar and would-be troubadours
will find in these sides an elegant suffi-
ciency of ideas for simple guitar accom-
paniments. The first four listed records
were our own personal favourites, but
others may think otherwise. All are on
10 in., 78 r.p.m.,, and on the Durium
label.

“Tu Si’ Nata 0 Mese "E Marzo ” and

“Catene” (DC. 16539); “Docchie

Nire” and “Luna Rossa” (DC.
16524); “Chitarra Romana” and
“Vola Colomba” (DC. 16527);

“ Comme, Facette Mammeta” and
“ Prima, Seconda, E Terza” (DC.
16514); the other s’des are on DC.
16513, 5, 6, 8, 9, 20, 21, 22, 23, 28,
37, 38, 41.

One side of DC. 16516 is given to the

TEACHERS!

More and more people are taking up
the study of a fretted instrument—
we are still receiving enquiries
for the name and address of a local
teacher. If YOU teach the banjo,
mandolin or guitar, you should (in your
own interests) have your name and
address in our Teachers’ Directory.

IS YOUR TOWN REPRESENTED
IN OUR DIRECTORY!
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old favourite * Sorrento.”

“ Spring is Here ” and “ Easy to Love.”
George Shearing Quintet. MGM.
741 (10 in.; 78 r.p.m.) and MGM.-SP.
1090 (7 *n.; 45 r.p.m.).

Two average, agreeable sides with the
guitar heard in (but confined to) the
ensembles.

“ Guitar Boogie ” and “Steel Guitar
Rag.” Les Paul Trio. Brunswick
05311. (10 in.; 78 r.p.m.)

A reissue of Brunswick 04798, from
the same master. A welcome backward
look at the Les Paul Trio of the pre-
gimmick age and vastly preferable to
Arthur Smith’s offerings of similar title.

“Music of Africa Series No, 5—The
Guitars of Africa.” Decca LF. 1170.
(10 in.; 33 r.p.m.)

To those who identify African music
with wild drum rhythms and primitive
chanting this record will come as some-
thing of a surprise and as a reminder of
the origins both of jazz and of the West
Indian Calypso. The guitar-accompanied
songs of several African folk singers,
covering a number of tribes, make-an
interesting addition to anyone's collec-
tion and the album is accompanied by an
excellent and informative written account.
This is something of unusual interest to
the student of songs with the guitar.

“Lady is a Tramp ” and “I’ll Remem-
ber April” Teddy Charles Trio.
Esquire 10-384 (10 in.; 78 r.p.m.).

The first side is the better, and contains
a clean and musicianly guitar solo by
Don Roberts. “April ” is clearly derived
from the Red Norvo Trio recorded ver-
sion {their instrumentation is the same)
but retains enough charm to make the
record a good buy and to suggest that
we should hear more of Don Roberts.

“J Get So Lonely” and “ Outboard.”
Arthur Sm’th and his Crackerjacks.
MGM. 755 (10 in.; 78 r.p.m.) and
MGM. SP-1096 (7 in.; 78 r.p.m.).

Two corny and graceless sides; the
former mainly vocal. There is not the
slightest inventiveness, subtlety, or
shadow of expression to redeem either
side.

“Touch of Genius.” George Shearing
Qu'ntet. MGM. D 129 (10 in.; 78
r.p.m.).

Another L.P. album containing eight
tracks, seven previously unissued (the
eighth is “They All Laughed,” which
Shearing is said to consider to be his best
side). The recording is fuzzy and does
not help the overall sound—which has an
aura of tiredness about it. The guitar
solos are consistently good and amongst
the best things on the record. If this re-
view seems lukewarm, it should be re-
membered that even when below par (as
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in this album) this outfit is still utterly
musical and has a liberal supply of that
little “something” which its many
imitators have not . . . that Touch of
Genius.

“ Goodbye Blues” and “ Lazy Woman
Blues,” and “ Salty Dog * and “ Old
Home Blues.” Ralph Will's and
Brownie McGhee. Esguire 10-370
and 10-384 (10 in.; 78 r.p.m.).

Ralph Willis is described as a Blues
Shouter but his voice has, for its kind, a
most pleasing quality—and his guitar
playing likewise. It is possible to be
authentic without being tonally offensive
—other than to the ears of the folk
addict. “ Goodbye Blues” is not the old
tune known to most of us but a 12-bar
original—like the other three. Our
favourite with the *“Old Home Blues.”
Brownie McGhee plays accompanying
guitar,

“Sally ” and “ Petite Ballerina.” Max
Jaffa and Bert Weedon. Columbia
DB. 3484 (10 in.; 78 r.p.m.).

Still reluctant to return to their “ April
in Paris” standard and still inclined to
ride the gimmick wagon, this capable duo
has at least eschewed the banality of
* Dancing Duck ” and given us two sides
which are pleasing if uneventful—unless
you can call another dose of the now
familiar dubbing technique an event (this
is in “Sally ”)}—and free from musical
adolescence. Cordially recommended to
those who “ like a nice tune.”

Eddy Arnold, the Tennessee Plowboy.
HMV. 7EG8020 (7 in.; 45 r.p.m.
E.P.).

Four simple songs sung artlessly by a
pseudo-unsophisticate and suitable for
simple souls. Somewhere in the vicinity,
an E.H.G. is tortured into confederacy.

“Sky Blue Shirt and a Rainbow Tie.”
Ray Ellington Quartet. Columbia
DB. 3500 (10 ’n.; 78 r.p.m.).

A lively side, well up to current stan-
dards, with some outstanding guitar-piano
figuration to tickle the ears. On the flip-
over, Ray Ellington extolls the virtues of
his mother’s eyes but the rest of the
quartet appears to play no bigger part
than a misleading legend on the label !

“Crazy Rhythm” and “ Mountain
High, Valley Low.” Dorothy Collins.
Lendon HL. 8069 {10 in.; 78 r.p.m.).

[n “Crazy Rhythm,” Miss Collins pro-

vides, with the aid of guitarist George
Barnes, direct competition for the Mary
Ford/Les Paul trick factory. This side
has life, drive and freshness while
Dorothy Collins has a more versatile
approach and more expressive voice than
Mary Ford. On the back, the voice is
dubbed numerous times and in the centre
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tion expires.

section there is some effective acoustic
p.g. accompaniment.  This is a highly
unusual and beautiful side. On the
whole, this record deserves good sales
figures . . . better than it will probably
achieve.

Nat King Cole—10th Anniversary.
Capitol LCT. 6003 (12 in.; 33 r.p.m.).

Capitol Bave celebrated the 10th anni-
versary of Cole’s association with them
by issuing this selection of 16 hitherto
unissued items. One side is given over to
Cole in his present-day role as vocal idol
but the other is devoted to records made
with the trio. These latter contain a good
deal of attractive guitar playing, even
though they are not the best waxed by
this unit. One track is purely instru-
mental and we could have done with
more in this vein. When will Capitol give
us the pleasure of an instrumental Cole
album, I wonder ?

“I Remember Harlem” and “ Swing-
ing the Blues.” Paul Quinichette
Quintet. Brunswick 05292 (10 in.;
78 r.p.m.).

“Harlem” has a good relaxed atmo-
sphere and there is tasteful guitar soloing
from Squeeter Best. Quinichette’s tenor
is faintly out of tune. Regrettably, the
over-side is not worth the wax it occupies
and the guitar solos are the most offen-
sive of all, being cheaply and drably
laden with “ quotes ™ from anything and
everything which does not matter in jazz.

“Regarde Moi” and *“ Ghislaine.”
Hubert Rostaing and his Orchestra.
Felsted 80003 (10 in.; 78 r.p.m.).
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Two average sides of commercial
status, by a French band—Hubert
Rostaing played clarinet in the Jast Hot
Club of France, with Reinhardt—there
being a fine guitar solo in the modern
vein in “ Ghislaine.”

“ Caravan” and “ Adios.” Joe Burton

Quartet. London HL. 8075 (10 in.;
78 r.p.m.).

A . piano-e.p.g.-bass-drums group, pro-
ducing inoffensive music of the kind to
which any reasonable bunch of semi-pros
might aspire. No more to be said.

(To be continued)

The it s Flamenco

By MicHAEL E. FISHER

N previous articles I have discussed the ways
in which various rasgueado sounds may be
produced. Often a chord once sounded is

left to die away naturally with the resonance of
the instrument or to sound right up to the
striking of the next chord.

Using the cifra (*) notation it is an under-
stood convention that each note should be
allowed to sound for as long as possible, i.e.,
either until it fades naturally or until another
note is required on the same string. In practice,
a similar convention is usually applied by classi-
cal guitarists to music written in standard
notation.

The effect of allowing notes to continue
sounding to the full imparts a smooth legato
effect to the music. On occasions, however, the
reverse effect (i.e., staccato) is required. Here
the sound is cut off artificially and not replaced
immediately by a new note.

In flamenco, staccato is especially used in
certain styles of accompaniment and in crisp
rhythms.

There are various ways of indicating the effect
in the music. In classical guitar methods the
standard convention of a dot above the note (or
notes) in question is used to indicate sons
étouffé, or ** stifled sounds.”

In classical playing the staccato may be
achieved by relaxing the pressure of the left-

(*) Sece my article in the July issue.

Ex. 4. (b) (©) @)
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hand fingers against the fingerboard so that the
strings come away from the frets, but remain
in contact with the fingers. In most flamenco
playing a more abrupt method of cutting off
the sound is commonly used.

This can be shown in the music as follows:

Suppose that in the tempo being played the
sound of a note will last for the time value of
one crotchet. Then a quaver chord followed by
a quaver rest must indicate the sound has to be
artificially cut short. (Sce Ex. 4(a)).

A staccato chord or note is indicated in cifra
notation (and some Spanish music) by the
word seco (meaning ** dry ™) written beside it.

TWO METHODS

When playing rasgueado, two methods of
silencing chords are used. In the first, shown
in Ex. 4(a) by the letter g above the rest
sign, the chord js firstly struck with the right
hand and then silenced by laying the palm and
fingers of this hand flat across all the strings
a few inches from the bridge. This produces
a sharp break in the sound, which is much
used in accompanying dances where the dancer
*freezes” in a statuesque pose at the break
before continuing or starting a fresh dance.

To lay the flat of the hand across the strings
it is necessary to lower the right wrist to the
level of the strings. Before continuing to play,
the wrist must be raised and restored to its
arched position. The time taken to do this,
even with practice, precludes the use of this
method. of silencing if a really rapid succession
of staccato chords is required.

Flamenco players, to overcome this snag, have
evolved a method of silencing chords with the
left hand alone.

In many common guitar chords, such as E
major and A minor, the fourth (or little) finger
of the left hand is not required to stop a string.
This finger can be used to cut off the sound
rapidly by bringing it down parallel to finger-
board and frets to touch the vibrating lengths
of all the strings. The remaining fingers should
continue to hold the original chord.

TAKE CARE

Care must be taken to sce that the fourth
finger touches the strings just sufficiently firmly
to damp the sound. If the strings are forced
down on to the fingerboard by the finger the
effect is of a slur producing new, unwanted,
notes as well as ending the old!

I have indicated this method in the music by
a figure 4 above the rest sign instcad of the
letter g used for the right-hand method. Sce
the second bar of Ex. S.

In Ex. 5 the use of these two methods of
silencing chords is illustrated in a standard
rasgueado for the Farruca. This is a moderately
slow flamenco dance in 4/4 time, traditionally
danced by a woman in riding costume—narrow
split skirt, with a short jacket and broad
brimmed hat. Many of its steps are symbolic
of the bull fight.

The various rasgueados used in Ex. 5 are
those explained in my last two articles where
they wero illustrated by the Tanguillo rhythm
which, c¢xcept for its greater speed, has many
resemblances to that of the Farruca.

A point to watch in Ex. 5 is that the up
stroke with the index finger in the last bar is an
accented stroke on the beat. This is in contrast
to the other up strokes which occur off the beat.
Similarly, the preceding down stroke is rela-
tively unaccented since it occurs off the beat.

In (b), () and (d) of Ex. 4 symbols for taps
with the nails on the tapping plates, or gol-
peadores, stuck to the face of the guitar are

BMG

shown. The squares above the staves in (b)
indicate taps on the treble side of the strings,
whilst in (c) the square below represents a tap
with the thumb nail on the smaller bass tapping
plate.

The time values of the taps are indicated by
the appropriate rest signs.

Taps may be exccuted alone or at the time
as chords arc being strummed (Ex. 4(d)). In
next month’s article I will explain how these
taps arc executed and used to cnhance the
rhythms.

(o be continued)

Guitar News from Qvexseas

Collected by PETER SENSIER

Finland. Ivan Putilin, the distinguished
Finnish guitarist, recently visited Stockholm
and Oslo. In the former city he visited Mmc.
Svea Hammarberg-Kritschefsky, the guitar
tcacher who specialises in music from the
XVIth century.

He also made some transcriptions for broad-
casting which included *Prclude No. 47
(Villa-Lobos), ** El Testamente de N'Amclia ™

(Llobet) and * Gavotte ™ and two mazurkas
(Tarrega).
Germany. * Der Gitarre-Freund ™ published

in Munich, consists of fourteen pages packed
with news and articles about the guitar and its
personalities. Fritz Czernuschka writes on ** The
Guitar in Chamber Music™ and “Joh. Christian
Hofiman, Lute and Guitar Maker” is dealt
with by Josef Miich,

Information is also given of two L.P. and
two 78 r.p.m. discs recently made by Luisce
Walker for the Philips label. (What about the
English Co. rc-issuing these discs in England!)

Also listed are scventeen past radio pro-
grammes by both local and visiting guitarists.

Italy. * L’Arte Chitarristica,” the official
organ of the Italian Guitar Association,
recently organised a competition for guitar-
composers, the results of which are given in
the current issue. The following compositions
reccived prizes: * Chiuve di Violino (Suite in
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C)" by José de Azpiazu (Switzerland), ** Guitare
1954 /111 (Fevilles d'Espagne)’” by Stefan Urban
(Czechoslovakia), * Ritornado All'Antico
(Vecchie  Xilografie)” by Gianni  Nadir
Ferracin (Italy), * Desegno del Metronomo ™
by Miguel Abloniz (Italy) and *““20 Variations
on a Theme of Paganini™ by Jironakano
(Japan).

Migucl  Abloniz, the Greek  guitarist-
composer-teacher who was well-known for
some yecars in Cairo, is now cstablished as a
teacher in Milan where he conducts the
* Scuola de Perfezionamento.™”

Japan. There scems little doubt that interest
in the guitar is really flourishing in Japan. This
is certainly assisted by the regular publication
of **Armonia™ which dcals solely with the
guitar. The current issue includes six articles,
musical supplement ** Noche en Villarcal de los
Infantes ” (by Patricio Galindo), and a glossy
photograph of Vicente Gomez.

There is also a forcign news section, the size
and scope of which makes mc quite envious.
British  guitarists mentioned are Victoria
Kingsley, John Gavall, John Runge, Desmond
Dupré, Dr. Boris Perott, Julian Bream, Len and
John Williams and my- humble self and partner
Dorothy Dries.

At the Yamaha Hall, Tokyo, a guitar recital
was recently given by Japanese Srta. Hisako
Morito. From the look of the programme——
consisting mainly of works by Spanish com-
posers—she must be an accomplished player.

Although Maria Luisa Anido’s concert tour
of Japan was undoubtedly a success, it appears
the financial side of it was only straightened out
after the Argentine Ambassador lent a hand in
the business proceedings. She will, however,
be returning to Japan before or after her
February /March, 1955 visit to Europe.

The programme produced for Anido's
Japancse concerts is  certainly  the  most
luxurious and beautifully laid-out thing of its
kind I have cver seen, Consisting of ten pages
of glossy paper, it included six photographs,
biographical data, and copious programmes
notes.

Incidentally, onc photograph shows her play-
ing at a recital—and in front of her are three
microphones! I wish more recital guitarists
would follow her example in large halls.

Brazil. Sao Paulo is the home of Ronocl
Simoces, that indefatigable propagandist for the
guitar, who periodically sends me news of the
violao, as the Spanish guitar is called in
Portuguese. Three programmes were enclosed
with his most recent letter, the first being that
of Guiomar Santos, the 40th recital given
under the auspices of the Associacao Cultural
do Violao. It consisted of music by Bach,
Beethoven, Sor, Albeniz, Schumann, Gallo,
Czibulka, Brahms, Aimoré, Pernamburo and
Nazareth.

In Recital No. 41, Othon Salleiro was the
soloist, playing picces by Sor, Aguado,
Beethoven, Bach, Barrios, Mendelssohn,
Albeniz, Debussy, etc.

The third programmec was the First Recital
by pupils of the Academia Brasileira de Violao,
the Dircctor of which is Atilio Bernardini.
Held under the auspices of the Instuto de
Educacao, the concert was divided into four
sections: (1) 7 soloists. (2) 5 duettists. (3)
3 trios and 4 quartets, (4) three picces by a
group of 10 guitarists.

Ronocl Simoes writes a regular guitar column
in the Sao Paulo newspaper “A Gazeta ™.
Most recently reccived cuttings included a
report of Anido’s triumphant tour of Japan.

(To be continued)
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OedenotionNewn

(Southern Section)

First I must announce that this is the Jast
time I shall have the privilege of addressing you
through the medivm of BM.G.” After
October 2, you will have a new secretary. I
hope I shall not lose touch with the many
friends 1 have made during my four years in
office. Whilst on the subject of a new secretary
and the chance of mecting you I must rcr}nn_d
you of the Annual General Meeting. This is
planned for Saturday, October 2 at 5 p.m. ?nd
will be held in the large hall of St. Brides
Institute, near Ludgate Circus, London, E.C.4.
The agenda has been prepared and will include,
in addition to the usual items * Minutes of the
last A.G.M.”. the chairman’s address and
reports, and the discussion of the balance
statement, Here I am pleased to announce that
the balance is again a healthy one.  There will
also be a report of the Special Delegate Meeting
to be held in the afternoon of October 2.

We shall seek authority to purchase a new
Challenge Trophy, out of Federation t'unds.. to
replace  the existing Ist  Division Shield.
Unfortunately this trophy (presented as long
ago as 1931 by Messrs. John Alvey Turner) has
no more room on which to engrave the name
of the winner. The Federation has prolonged
its life by the addition of six silver scrolls and
one miniature shicld. There is now no room
for further additions and we learn that it would
be a costly job to remount the centre shield
and the miniature shields and scrolls on to a
larger wooden surround and have several more
miniature shields and/or scrolls fixed. Again
the life of the John Alvey Turner Shicld would
be limited by the number of shiclds and scrolls
which can be so affixed to the new mount. It
is intended that the shield shall be exhibited at
all Federation festivals and can be held during
the year by onc of the winners of the shield in
past years.

The election of the executive committec will
have to be confirmed by the general meeting.
The executive committce is comprised of
chairman, vice-chairman, honorary secretary
and honorary treasurer, in addition, two
unattached members representatives are elected.
In accordance with rule 5 the executive officers
automatically retire at the end of their term
of office, but may, if they so desire, be regarded
as eligible for re-clection. W. T. Hill, your
present chairman regrets that he is unable to
take officc again. Hec is confident that his
successor will be enabled, by your support, to
continue from where he leaves off. I mysclf
will not seek re-election as secretary for
reasons made clear last month. All other mem-
bers of the committee have signified their
willingness to stand again if nominated and
elected.

We are pleased to announce that once again
St. Pancras Town Hall has been booked for the
annual festival at the same reduced charge as
granted in previous years. The date is
Saturday, March 19, 1955. Test pieces for the
orchestral contests have been chosen. For the
1st Division: ““In A Persian Market ”; for the
2nd Division: ‘“Ben Hur.” Parts of both

“B.M.G.” CONTRIBUTORS

are always pleased to have readers com-
ments on their articles and suggestions
for future articles. If your letter requires
an answer, please be sure to enclose a
self-addressed and stamped envelope.
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numbers are available now and may be
obtained from your usual music dealer. Both
numbers ar¢ intercsting to play and have much
to reccommend them. They arc both descriptive

pieces and contain several changes in mood and,

tempo. ‘“‘Ben Hur ” is the ecasicr of the two
numbers and we feel sure will attract all clubs
who are cligible to competc in Division 2.
Only the clubs who were placed first in Division
I and 2, Southern Secction Festival 1954 and
those placed Ist in Class A and B in the
Northern Scction Festival 1954 are barred from
Division 2 in 1955. All others are eligible
for Division 2. All clubs competing in either
Division 1 or 2 arc cligible to compete in
Division 3. From the time you read this until
the day of the festval you have 54 months in
which to perfect your rendition of both the set
test piece and your chosen optional test picce.
* Go to it.”
K. MARSH.

BY te WA

Early in 1953, Kcaloha Life returned to South
Africa on contract to the Hendrik Susan Radio
Orchestra in Johannesburg and after four
months replaced Len Fillis at the Sheraton
Hotel, where he stayed for a year under four
successive band-leaders, Following a ccason
with the Jacaranda orchestra in Windhoek,
S.W. Africa, he is now back in Johannesburg
as staff studio guitarist for Gallo-Africa Ltd.
who release titles on several record labels.

- - *

W. H. Harper of 26, Vauban Estate, Spa
Road, Bermondsey, S.E.16. is anxious to contact
players intcrested in joining a proposed B. M.
and G. orchestra.

* * *

Les Paul——who is reported to be considering
several offers to tour Europe—may become
involved in trouble for making records in his
home. The International Brotherhood of
Electrical Workers has called for action to take
up the matter of these sessions, which the union
claims is “ unfair to professional engineers.”

- * *

Following an engagement on the Riviera, Ana
Marly (who sings to her own guitar accom-
paniment and has a big reputation on the
Continent as a singer and composer) opened at
London’s Dorchester Hotel Jate in August.

* * . *

Two recently issued L.P. records were:
“ Concierto de Aranjuez” played by Narciso
Yepes with the Orquesta de Camara de Madrid
(London TW.91019) and “ An Andres Segovia
Programme ” (Brunswick AXTL.1060).

* * *

Oliver Messel, the famous designer, left for
New York on August 26 to do the scenery for
a new musical called ‘“House of Flowers.” It
is a three or four months’ job and we are told
that Mr. Messel’s relaxation in the U.S. will be,
as in England, playing his banj‘o.

* *

Freddie Phillips’ background guitar music to
the TV play “ If It’s a Rose . . . ”” on August 24
received special praise from Daily Mirror critic
who said it “ seemed just right for the occasion.”

* * *

Two of Sophocles Papas’ former pupils
attended the Siena School in Italy this summer.
Grace Schwab (of Pennsylvania) and Charles
Byrd (of Virginia) will surely benefit from their
month under the tutclage of Andres Segovia.

* * *

The “Havana” mute is an indispensable
accessory for every player of the banjo. The
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effects it can produce are numerous. It can

be obtained from the Clifford Essex Co., price

4s. 3d. post free.
- - *

Ray Kirkwood has been leading the orchestra
at the Hotel de France, Jersey, during the
summer. He has also been giving lessons on
the electric Hawaiian guitar whilst resident in
the Channel Islands.

® * *

Naples has been temporarily deprived of one
of its traditional features by a strike of the
mandolin and guitar players who move from
restaurant to restaurant playing to foreign
tourists. These poor but proud musicians—
some of them hold diplomas—decided that it is
a humiliation to have to “ take round the hat
during their performances, a method “ used by
beggars and incompatible with the dignity of
any worker.”

CeutNotes

The Associated Banjo Circle met again on
September 3 with an increased membership,
with the result that the number of solos played
reads almost like a publisher’s list ! Bill Goudge
played *‘ Banshee,” *““Life in Louisiana,”
*“ Minstrel Man” and *Jovial Huntsman”;
Alan Middleton, “ Banjo Boogie,” *“Gavotte ™
and “ Minuet ”; L. E. Trimmer, *“ Beat As You
Go,” “Colonial Boys” and *“ Coonland
Memories”’; W. M. Brewer, *‘ American
Medley,” “ Rendezvous” and ‘* Mignonette ™ ;
Gerry Garden (acc. by C. 6. Fitzpatrick),
“Danse¢  Arlequin,” *“Gypsy Queen” and
“ Humoresaue ’; C. G. Fitzpatrick, *“En
Evant,” “ Moonlight Revels ” and (with Gerry
Garden) *“ Dance Bizarre”; C. H. Phillips.
“Smoky Mokes,” *“ Cupid's Arrow” * Blaze
Away " and * Margic”: Charles Bramley,
“ Whistling Rufus,” * Return of the Regiment
and “ Rugby Parade”; J. F. Rivers and H. J.
Ruth, “Pierrot’s Serenade,” “ Banjo Patrol”
and “Mr. Shufflebottom™; R. J. Bunn, “La
Marguerite” ; H. J. Ruth, “ To the Front "’ and
“ L'Hirondelle.” The commanding tones of
George Morris were noticeably absent as he
was on holiday, but members were pleased to
welcome Dr. Hussey, who came to listen and
said he enjoyed himsclf.

* * *

The Bournemouth Club visited Winchester
Prison recently and gave a concert. Items in-
cluded: *“Show Boat,” * Evergreen Waltzes™
and “Leslie Stuart Medley.” The Bourne
Players played *“ Danse Petite” and “ Society
Belle” and the Southern Banjoliers, * Happy
Go Lucky” and “ Donkey Laugh.”

* » *

The Hackney Club continues to c¢njoy good
attendances at its meetings. A concert was
given at the Darby and Joan Club, Iiford, on
August 27, and the items played included : The
Clubmen, *“Just One Of Those Things,”
“Sunny Side of the Street,”” * That's Amoré,”
and “ Swedish Rhapsody ”’; H. Keen (B.), A.
Hatfield (B) and W. McMinnies (T.B.),
“Prairic Life” and a selection of choruses;

r—CLUB MEETINGS

Details of B.M. & G. club meetings — time, day
and place—can be obtained by writing to the
Secretary (name and address will be found
in our Club Di v), losi a ped
addressed envelope.  Most clubs are only too
happy to welcome visitors and are always pleased
to enrol new members.
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Mandolin Section (leader, Michacl Ronga),
* Remembranze ” and “Nina Pancha ”; Mrs.
Fournaise (T.B.), Miss Fournaise (B.) and Mrs.
Baraclough (B.), *‘ Beat As You Go ”; Gladys
Percy (M.), * Serenata.”

Items played during September included:
‘ Espana,” ' Strauss Waltzes,” * Federation
March,” ““Ben Hur,” *“ Sousa Scrap Book,”
* Everlasting  Waltz,” *“ Whistling Rufus,”
** Sullivan Selection,” * Lustspiel Overture ™
and “El Relicario.”

YT T o .

B.M.6. Diclomss

A COPY OF THE TESTS NECESSARY TO
SECURE “ B.M.G.” DIPLOMAS
can be obtained free of charge by applying to
the Editor, “ B.M.G.,” 8 New Compton Street,
London, W.C.2. .
. *

The following candidates have been awarded
diplomas :—

Stephen West, of Breaston,
(Plectrum guitar).
Teacher: Elsie Dawson.
Examiner : Sanders Papworth.

Hubert Philip Harris, of London, “A" Grade
(Banjo).
Teacher: Vince Miller.
Examiner: Geoff Sisley.
Edward Robert Gray, of Riverstone, N.S.W.,
A" Grade (Plectrum guitar).
Noel George Letson, of Riverstone, N.S.W.,
“A” Grade (Plectrum guitar).
Jane Vikitsreth, of Bangkok, “A™ and “B ™
Grades (El. Hawaiian guitar).
Teacher: Roy Royston.
Examiner: H. Phillips Skinner.
Brenda Brammer, of Fishpool, “A" Grade
(Plectrum guitar).
Joan Moore, of Lenton, “A" Grade (Spanish
guitar).
Teacher: Sanders Papworth.
Examiner : Elsie Dawson.
Denise M. Woodward, of Birmingham, “B "
Grade (Mandolin).
Teacher: Ida Neroda.
Examiner: S. G. Hull.
Michael Cordingley, of Sandiacre,
Grade (Hawaiian guitar).
Teacher: Elsic Dawson.
Examiner: Sanders Papworth.
T AR RO Tl

Conneipondones

Dear Sir,—I have followed the correspond-
ence started by V. Stanley with some interest,
for I have scriously studied the guitar and built
one, like my mandolin masterpiece, in accord-
ance with my strongly ecstablished mandolin
findings—and have produced a *‘test™ instru-
ment that yields the same phenomenal tonal
results, This indicates clearly that your cor-
respondent is ““in reverse gear™ and is
altogether wrong in his deductions on the use
of heavy metal rigidity for guitar improvement.
Indeed, the opposite is required—lightness!

As a piano man, in mentioning the heavy
frame support, he does not seem to realize that
it is a case of mechanical necessity to use such
heavy cast-iron framing to ensurc tonal sta-
bility of the piano, whose combined string ten-
sion is sufficient to move 2% freight cars in
tandem! Considering the ecnormous weight of
the piano, plus the fact that these instruments

“B" Grade

“pn
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at and above middle C use three comparatively
long wire strings tuned in unison, the piano is
an inefficient transmitter of vibration and, like
the guitar, is 300 years behind in acoustical per-
fection.

Obviously we cannot borrow from the tech-
nically pauperised piano when it is in neced of
rejuvenisation itself. * Its ‘“input” is out of
proportion to its * output.”

About the middlc of the 16th century, Gas-
paro Butolotti (better known as Gasparo di
Salo) of Brescia, Lombardy, invented the first
true tuned air chamber for his early violins
and established a precedent that was accepted
by other luthiers of genuine rating, such as
Stradivarius, Amati, Guarneri and Stainer, whose
very specifications and measurements have been
repcatedly copied down to the present day with
departures almost imperceptible of appreciable
change from the original Bertalotti pattern. Any
of these old master violin patterns are readily
available today. They are cach time-tested and
and have established a solid foundation for their
slightly different characteristics that have defied
improvement to date,

Is it not logical that this is the bank to
guarantee the future of the measured (fretted)
instruments? The bank of the violin.

“The piano does not have a tuned air cham-
ber—an established quantity of air capable of
transmitting specific vibrations with the highest
efficiency—as does the violin or my mandolin.
We cannot look to the foundry for guitar im-
provement but a‘sharp eye should focus on the
violin family and the solidity it represents.

For further proof of the requiremeny for
lightness in construction of Spanish guitars, one
needs only to exchange the steel strings of  the
plectrum guitar for nylon or gut. The loss in
volume is quite surprising, making the other-
wise desirable interchangability so impractical.

In the fabrication of my lightweight Spanish
carved guitar as a ‘‘test” instrument, it yields
a powerfully pleasant tone, pearly double the
volume of a well-known conventional Spanish
guitar by unmistakable audiometer test. I am
now building another Spanish guitar (a little
lighter) for still greater volume in the upper
register and to be created as a masterpiece—
that is, offering every practical improvement
that the guitarist has ever dreamed of—as in
my mandolin, The task, alrcady started, will
take about another year and, upon completion,
the news will be forwarded to you.

Mr. Stanley, although totally wrong, has
served a good purpose in arousing considerable
controversial interest which would otherwise,
perhaps, not have seen the light of day. In
other words, in this matter it is far better to
say something wrong when you think you are
right, than to say nothing when you know you
are positively right, Mr, Stanley is, therefore,
a constructive thinker but not a positive
thinker like R. A. Calverley (August “ B.M.G.”),
His letter goes to the very bottom of the course
for our present stagnated measured (fretted)

ARE YOU HELPING

TO BRING “B.M.G.”
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instruments and states what I have been saying
for years.

Your readers will notice that I use the word
*“measured * instead of *‘fretted.” I dislike
the ill-chosen psychologically indefinite words
“fret” and “fretted”. and have substituted
the definite word * measured.”

In conclusion, the guitar will unfortunately
rcmqin embryonically primitive in its 300 years’
traditional status of stagnation until, in the
world of the luthier, such a lingering disease
called * conventionalitis ” is obliterated. Since
ll}ls malady has a- co-ordinated and related
discasc known as ** posterioritis "’ the ensuring
complication precludes any improvement in the
foresceable future.—HARRY GARMONT.

- * .

Dear Sir,—Perhaps I can answer A. W. Lape's
query re ** Dolly Gray.” This was published by
Shcards, formerly of High Holborn, They pub-
lished quite a lot of Sousa’s marches, also, and
advertised them (among others) as * Banjo
Marches” with a separate banjo part for each.
Included in this series were a few, the banjo
parts of which werc arranged by Parke Hunter
using his initials * M.P.” (Hunter). Those
arranged by him were cach enclosed in a strik-
ing red cover which carried a good clear photo-
graph of Mays and Hunter as they played on
the stage. In some of their carly stage appear-
ances they ““ came on ™ dressed in opera cloaks
and_ opera hats and wore buttoned boots (very
stylish in those days!) and the photograph
showed them thus dressed.

“Dolly Gray" was not in that serics and
was, I beliove, signed * Parke Hunter (of Mays
and Hunter).” The cover was quite different
and had on it a full length picture of a “ C.LV."
embracing a charming “ Dolly Gray.” As Mr.
Lane says, an cxcerpt from the * Sousa Girl
was in the solo but the charm from my point
of view at the time, was the chorus of
a“* Dolly."; being in the true Hunter vein. It
was written around the year 1900.

I am writing from memory (my music is
locked up in a repository) but there were threc
I recall: * Girls of America” (March); * Fili-
pino Shuffle " and *‘ (something) Barbecue,” all
of which had red covers and photographs of
Mays and Hunter as meptioned above.

Included in the green covers of the “ Banjo
Marches " was one—** Flying Colours March **
—which was a lively march whose banjo part
(like all the others, Hunter's excluded) was
most ck_:mcntary but it was later arranged by
H. J. Fiske and issued as a supplement to the
old “Banjo News” (and, later still, in sheet
form by Temlett). In its sheet form it was
titled *“ Yacht Club March.”

Mr. Lane should add to his list * Parktown
Polka.” This Parke Hunter solo is of (b) grade
difficulty and Turner’s should know something
about it for it was issued as a supplement to
‘“ Keynotes” about the same time as ** La
Papillon "—1928/1929.

There must be quite a fair amount of Hun-
ter’s arrangements, ctc., about as he did some
work for J. E. Dallas, Turner’s and Cammeyer.
The latter helped Hunter whenever possible:
lending him a room for practice and quiet work
and even booking him for a concert, only to
find at the last minute that he (Hunter) had
sailed for home without saying anything to any-
one, This was given to me in a letter from
Cammeyer just before he died.

Hunter also made arrangements of some of
‘“ Rosey’s ”” music, Two I remember Mays and
Hunter playing were * Handicap March” and
‘*“ Anniversary March.”  Another I was very
fond of, * Chinatown March,” bore no arrang-
er's name but suggested Hunter.—J. W, WHit-
TAKER.
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Dear Sir,—I1 have greatly enjoyed the contri-
butions to ‘“ B.M.G.” by your new writer J.
Elmer Dexull for it is obvious that he has
given some thought to the study of the banjo
and can express his ideas in a way that makes
the reader think,

One thing intrigues me. Who is J. Elmer
Dexull? Personally, I had never heard of him
before his articles began to appear in your
magazine and I am sure that other readers
would like to know something about this writer.
Pleasce enlighten us with relevant details of his
banjo carcer and, if possible, a photograph.—
LESLIE CARRADINE.

(I am unable to give any details of ‘Mr.
Dexull. He has submitted his articles through
the post in the normal way and, as far as I
am aware, I have never met him. Perhaps he
will let me have a photograph with some bio-
graphical details for publication.—EDITOR.)

* * *

Dear Sir,—Thanks to J. Elmer Dexull’s
article * That Left Hand” in the September
“B.M.G.,” 1 have discovered a grand solo—
* A Darkey’s Romance.” May we hope for
further articles from his pen in which he re-
commends worth-playing solos?—P. Luck-
HURST.

* * *

Dear Sir,—Last month 1 visited Cheltenham
and took the opportunity to call on S. E. Tur-
ner whom many of your readers will remember
as a banjo playing member of the once famous
** Clifford Essex Royal Pierrots.”” Sid Turner is
now a veteran but remains youthful in mind and
still composes bapjo solos. He took his instru-
ment out of its casc and rattled off several solos
he * had written for the average student.” His
playing proved he is youthful in mind and still
agile with his fingers,

In the course of conversation I asked him if
he had ever heard anything about Mr. Went-
worth, once a well-known figure in the busking
fraternity dating back to the last century. I
was told that “I read something about him in
an evening paper some time ago. He is in a rest
home for aged people. He is now 99 years of
age.”

Wentworth was the busker who first took
Joe Morley on the road. Joe was a stripling at
that time and the team worked the streets of
many towns and the principal seaside resorts of
North Wales during the summer season. This
was before Morley became a member of a
minstrel troupe at Margate.

During the time Joe Morley was with Went-
worth and his partners, he was composing and
playing many of his own banjo compositions.
He was considered a better player than a “* bott-
ler ”'; the latter being a specialised business and
an important onc. If the team was to exist, the
** bottler  had to possess geniality, tact, confi-
dence and the ability to charm the coppers
from an audience.

The day of the old-time busker is now past.
In their day they were a grand lot of troupers
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who provided joy and merriment to a large
section of the community whose source of enter-
tainment depended almost entirely on itinerant
singers and musicians,

I hope Mr. Wentworth will reach his century
and more. 1 take my hat off to him.—FRED
SHEWRING.

*® .

Dear Sir,—A few years ago Peter Scnsier
brought José de Azpiazu to see me and I formed
the opinion that he was one of the best teachers
of the guitar I have met, I was therefore pleased
to read Nicholas Carroll’s article about his suc-
cess as professor of the guitar at the Geneva
Conservatoire.

Your readers will also be pleased to hear of
another country where the guitar is recognised.
There is a guitar chair at the Music Conserva-
toire in Czechoslovakia in the town of Prague.

Last spring I was there on business and a
meeting was arranged between Stefan Urban
and myself. Stefan Urban is the professor of
the guitar at the Prague Conservatoire. Al-
though he does not play with the high wrist of
the Tarrega-Segovia school, his technique is
very good. He has written a Method for the
guitar and some compositions; the latest of
which he has entered for a competition in an
Italian Music Festival.

There is a lot of interest in the guitar in
Czechoslovakia and Mr. Mettal (the master
maker of Spanish guitars in Czechoslovakia)
and his daughter have played a number of con-
certs in their home town of Luby as well as in
Prague. Mr. Mettal plays all the Segovia ar-
rangements of the classical and other guitar
works and has an extensive repertoire. His
daughter was taught by him.

There is one handicap for guitarists in
Czechoslovakia and that is the unobtainability
of nylon strings.

Since Switzerland and Czechoslovakia are al-
most neighbours it would be a good idea for
Azpiazu and Urban to get together. I am sure
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it would help the popularity of the guitar in
Europe.

Turning to another subject: In his criticism
of the ““ Melody Maker” poll winners’ record
* For Voters Only,” your record critic * Dis-
cus ” says that Bill McGuffie and mysclf pre-
pared our solos. He bases his assertion on the
fact that he listened to two different * takes ™
and the solos were the same.

For all I know, * Discus” could have been
present at the recording. If he had been, he
would have seen that the whole session took

‘about three hours; that much of the time was

wasted because of late arrivals; that nobody
knew what was going to be played until it was
decided to play it; and that very little time was
taken on balance.

Most of the players were tired and when any
player did not care for his own or other solos
when listening to the playback, modesty for-
bade him to say anything.

When onc extemporises a solo it is possible
to remember a commencing sequence and, for
safety, play it in a second “take” but I will
wager that “ Discus " is absolutely wrong when
he says the solos were the same or identical in
both *‘takes ™! They were certainly not writ-
ten down or worked out beforehand as no more
than fifteen minutes or so went to the making
of the title.

Some critics can be a little too smart and
smug.—IVOR MAIRANTS.

* * L

Dear Sir,—Thanks to your note in a recent
issue of “ B.M.G.” I have met quite a lot of
fretted instrument enthusiasts during my sea-
sonal engagement at Butlin's Holiday Camp.
Skegness.—CYRIL PROCTOR.

(The Paul Sangé Quartet, with which Mr.
Proctor played, performed at the Celebrity
Concerts in the Butlin Theatre (said to be the
largest air-conditioned theatre in Europe). He
featured the electric plectrum guitar at these
concerts and was well received —EDITOR.)
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RECONDITIONEI) instrumenis.  We have a large
selection of firstclass bapjos. mandolins and
gui.ars. Owing to constantly changing stock, we do
not issuc Jists but will gladly send full details of any-
thing we have to offer if you will give us an idea
of the type of instrument you arc looking for and
the price you want to pay. Callers welcome. Clifford
Essex Music Co., Ltd., New Compton St., London.
BARNES & MULLINS Plectrum-banjo. Fine tone.
Suitable for professional work. £15. No offers
but terms arranged. Salter, 22, Nottingham Rd., E.10.
Phone: LEY. 7719. . .
GRIMSHAW classical guitar.  Exccllent condition,
Cost  £24. Any rcasonable oﬂ‘gr considered.
Rowell. 30, Brompton Square, Knightsbridge.
GU[TAR[STS! A new unit specially designed for
the fingerboard cnd, £3/5/-. Adjustable pole units
(6, 7 or 8 poles adjust individually, ensuring perfet
valance) from £3/17/6. Larger supcr-sensitive units for
radio or small amplificr, from £3/5/-. Banjo and man-
dolin units, £2/17/6. My units are used all over the
world and arc the best obtainable for tone, sensi-
tivity, dependability and value.  Foot volume controls,
improved model with pre-sct volume control £3/15/-.
Bass mikes, 37/6. S.A.E. for details. Approval wil-
Jingly. Cyril Proctor, 180, Town Street, Leeds, 12.
ALTO Saxophone. 20th century. Golq Jacquered.
Low pitch. £25 or exchange clectric Hawa.uafl
guitar and amplifier—or amplificr and cash,  Write:
Booth, 26, Ross Gardens, Neston, Wirral, Cheshire.
s(~ELLO Banjo in case, in good condition. Offers
invited. On view at 19, Brookbank Avenue,
Hanwell. W.7. Tel.: WAX, 2937:‘ -
HAVE you tried Clifford Essex *‘ Crystabel " nylon
strings for the banjo? You will be amazed at the
tone and lasting quality of thesc strings.
4th is guaranteed to stand
Send for current price list.

improved S
Our nyloncovered banjo
constant tuning up to D!

NOTICE
Although every care is taken to ensure
that advertisements are printed correctly,
we cannot accept responsibility for typo-
graphical errors.

PLEC’I‘RUM Guitar. ‘' Columbian Major.” ’Cello
body. Beau.iful condition. Case. £15. Yatcs, 4,
South Hill Mansions, South Hill Park, N.W.3. HAMp-
stcad 5848. .

ANJO, tenor-banjo, mandolin solos, etc. New con-

dition, Half purchase price to clear. Box 346,
“ B.M.G.,” 8, New Compton Street, London, W.C.2.
C E “PARAGON " guitar with case. Tonc and

2 ®: condition excellent.  £18 lowest, Keil-
Woodford Bridge, Essex.

Offers.

ler, 55, Uplands Road,
BUC. 0769.
CAMMEYER Benjo and Vega Tenor for salc.
190, Showell Green Lane, Birmingham, 11.
¢\ /EGAVOX " stage banjo (4-str, plec). .Cost
approx, £85. As new. Superb tone. Magnificent
appearance. Hand-carved, multi-spliced, elaborately in-
laid m.6.p. arm. Flush type res. in gold m.o.p. inlaid.
Jewelled tension bolts. Piano action mute. Nothing
better made. In shaped case. Also records by Eddie
Peabody, etc., music. First £35. Going abroad
quickly. No trifiers please, 4, Palm Street, Long-
sight, Manchester.

WANTED

HARRY RESBR’'S solos. Scnd titles and price.
White, ** Sunglint,”” Ashmore, Newbury, Berks.
ANTED. Cut-away guitar. Case. Good condi-
tion, for Gretsch *‘ New Yorker.” Case and 17
Sol Hoopii records. Both very good. Box 345,
“ B.M.G.,”” 8, New Compton St., London, W.C.2.
ACK numbers “ B.M.G.” before 1945. State price.
A.F.S., 27, Belmont Rd., Beckenham.

VARIOUS
'NTRODUCTION. Pen friends, companionship or
marriage. V.C.C., 34, Honcywell Road, London,

S.W.11.

BRITISH FRIENDSHIP' SOCIETY, 231, Baker St.,
N.W.1l. Founded 1940. Members everywhere.

Write for particulars.
EMORY-PLAYING and Sight-Reading with con-
fidence and certainty by proved mecthods over

30 ycars. _Free booklet (postage 2¢d.). State instru-

ment and efficiency.  Reginald Foort, F.R.C.O.

(Studio 25), 6, North St., St. Lconards-on-Sca.
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8 NEW COMPTON ST.,CHARING CROSS Rd.,LONDON, W.C.2
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The cost of twelve consecutive 7 ,6
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PARTICULARS OF MEMBERSHIP AND DATES
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SECRETARY.
Alhambra, Scc., W. Turland Hill, Robort Blair
School, Brewery Road, N.4. :

Alpha. Sec., E. J. Gillett, Shackleton School,
Kirkdale, Sydenham, S.E.26. Tel.: GIP. 4656.

American Guitar Society. Sec., Vahdah Olcott
Bickford, 2031, Holly Hill Terr., Hollywood
28, Calif.,, U.S.A.

Associated Banjo Circle. Sec., C. H. Phillips,
16, Woodlands Gdns., Woodford New Rd.,
E.17. Tel.: KEY. 6809.

Aston Banjo Club. Sec., H. O. Winch, c/o 4,
Foxbourne Rd., Tooting, S.W.17. ’Phone:
BALham 7664.

Australian Fretted Instrument Guild. Sec.,
Phil Skinmer, 14, Duntroon Ave., Wollstone-
craft, Sydney, N.S.W.

Beaufort. Sec., D. R. Coppack, 12, Elborough
St., Southfields, S.W.18.

Birkenhead (Egerton Park). Sec., F. Phillips,
60, Prenton Rd. W., Prenton, Birkenhead.
Birmingham. Sec., A. R. Tysall, 142, Melton

Rd., Kings Heath. Tel.: HIG. 1483.

Bournemouth. Sec., A. James, 41, South Rd.,
Bournemouth.

Brixton. Sec., J. W. Smith, 15, Tulse Hill,
Brixton, S.W.2.

Caledonian. Sec., S. E. Norris, 3, South Hilll
Pk. Gdns., Hampstead, N.W.3. (HAM. 5532).

Croydon. Sec., J. F. Masters, 47, Downlands
Rd., Purley, Surrey. (Uplands 5384.)

Darlington. Sec., F. N. Pemberton, 98, Willow
Rd., Darlington.

Edinburgh. Sec., J. Alexander, 10, Marchmont
Cres., Edinburgh, 9.

Federation of Banjoists, Mandolinists and
Guitarists. Southern Sec., Miss K. Marsh,
28, Lodge Ave., Gidea Park, Romford, Essex.
Northern Sec., George Wood, 9, Mapledale
Rd., Liverpool 18.

Fretted Instrument Guild. Gen. Sec., V. J.
Parsler, 19, Patten House, Amwell Court,
Green Lanes, London, N.4.

Glasgow Banjoliers. Sec., John Lawther, 28,
Gordon Ave., Garrowhill, Baillieston, Glas-
gow.

TEACHERS
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Hackneéy. Sec.,

G. Sagrott, 7, Colne Rd.,
Glapton, E.S. :

liford. Sec., W. J. Percy, 11, Kendal Ave.,
Barking. (RIP. 1205.)
Islington, Sec., E. Justice, 70, Blundell St.,

‘N.7. Tel.: NORth 2123 after 6.30 p.m.

Lee (Excelsior). Sec., Mrs. A. Pratt, 210, Long
Lane, Bexleyheath, Kent.

Leeds. Scc., A. Ellis, 6, Hollin Park Parade,
Lecds, 8.

Leigh-on-Sea. Scc., W. Readman,
Hall Rd., Leigh-on-Sea, Essex.
Lewisham. Scc., Arthur S. Walter, 16, Elsinore
Rd., Forest Hill, S.E.3. 'Phone: FOR. 5328
Liverpool (Premier). Sec., Miss E. Wood, 4

Meredale Rd., Liverpool, 18.

London. Sec., Sally Adams, 4, Littlebury Rd..
S.W.4. ’'Phone: MAC. 6110.

North London. Sec., D. A. Clare, 60
Devonshire Hill Lane, N.17. (TOT. 1121.)
Orrell Mandoliers. Sec., S. Rome, 26, Cinder

Lane, Orrell, Bootle, Liverpool, 20.

Peter Sensier Chamber Music Guitar Club
Sec., A. Garfield-Howe, L.R.A.M., 9, Upper
Phillimore Gardens, Campden Hill, W.8.

Philharmonic Society of Guitarists. Sec. L. J.
Kingston, 34, North Row, Park Lane, W.1.

10, Leigh

Plymouth. Sec., F. Male, 99, Mutley Plain,
Plymouth.
Southwark. Sec.,, F. Thomas, Walworth

Men’s Institute, John Ruskin St., S.E.S5.

Stretford. Sec., L. Henry, 21, Milburn Ave.,
Northenden, Manchester.

Wallasey (‘“ Riverside ”). Sec., W. Cook, 135,
Borough Rd., Wallasey, Ches.

Watford. Sec., R. Morgan, 14, Canterbury
Way, Croxley Green, Herts.

Wolverhampton. Sec., Chas.
Newhampton Rd. West.

“Toochens and Thoin ddnesses

* Before a Teacher’s name denotes an
examiner for ‘ B.M.G.” Diplomas.
10/~ per annum for 2 lines or less;

5/- per line for each extra line or part of line.

LONDON AND SUBURBS

Balch, R. A. (P.G., Theory). 188a, Burges
Rd., East Ham, E.6.

Bibobi, Emile. Guitar, Tarrega method. Also
comprchensive tuition in all styles of plec. playing,
general  musicianship and  sight-reading. Adcle
Franklin Studio, 36, Worple Road, Wimbledon,
S.W.19. WIM, 3746.

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 climination of
faults, seif-acquired or installed by wrong teaching.
Progressive, scl‘cclcd. studics from works of old and

rary s. Few v, or d
48a, Cathcart Rd., S.W.10. FLA. 4354.
Davis, Harry (B.,, M. & G.). Day & evening.
87, Sky Pecals Rd., Woodford Green. LAR. 8089.

Gallo, Louis (P.G., ELH.G., P.B,, T.B.).—Per-
sonal tuition, also P.G, postal course. 616, Green
Lanes, Harringay, N.8, 'Phone: BOWes Park 4666,

(Continued on following page)

Williams, 163,

STUDY UNDER BRITAIN’S FINEST TEACHERS
PLEC. GTR.: lvor Mairants, Roy Plummer, lke Isaacs
SPANISH GUITAR: Tarrega Method under supervision of
Ivor Mairants and Peter Sensier

HAWAIIAN GUITAR : Ray Kirkwood

NOW READY: The Ivor Mairants’ Postal Guitar Course
Send for free prospectus :

CENTRAL SCHOOL OF DANCE MUSIC

15 WEST ST., LONDON, W.C.2 Temple Bar 3373-4
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Jeffery, Al. (B., EILB.,, P.B,, T.B. & P.G.)—
66, Chepstow Rd., W.2, ‘Phone: BAYswater 6856.

*Johnson, Chas. (P.G., H.G., ELH.G., B,
M., U.).—Correct modern tuition, all styles.—94,
Chelmsford Rd., E.17.. (COP, 2011.)

Keiller, W. J. (B.,, P.B., P.G.).—55, Uplands
Rd.. Woodford Bridge. BUCkhurst 0769.

Kramer, Adele, Professor at the Guildhall
School of Music and Drama, London, gives jessons
in classic guitar for beginners to conceft standard.
64, Belsize Park, N.W.3. Tel.: PRImrosc 7693.

Macklin, F. (B., T.B., P.B.). — 29, Lind St.,
Deptford, S.E.8.

Middleton, Alan V. (B.,, Z.B.. G.. Theory).—
72, Elfindale Rd., S.E.24.

*Morris, Geo. E. (B., P.B.).—48, Muswell Hill

Rd., N.10. ’'Phonc: Tudor 3968, Also West End
Studios.
O’Leary, Stanley. Banjo soloist (Morley
method). 9¢c, New Broadway, Ealing, W.5.

*Percy, Edw. T. (B., M., G.).—55, Carlton
Terr,, Gt. Cambridge Rd., N.18. PAL. 0637,

Roler, Miss Hansi (Zither).—13, Estreham Rd.,
Streatham Common, S.W.16. STR. 8625.

*Sisley, Geoff. (G., P.G., B, T.B. & H.G.).—
6388.8 New Oxford St., W.C.1. ‘Phone: MUScum
4388.

*Southgate, G. (B, T.B., G., HG.)—
123, Brudenell Rd., Upper Tooting, S.W.17.

*Stanley, Arthur (G., B., T.B.,, M.).—41, Lorn
Rd., Brixton, S.W.9. 'Phonc: BRI. 4893.

ABERYSTWYTH

*Milverton, A. (All fretted insts.). Tuition, any
style,—19, Eastgate,

BIRMINGHAM
*Gittus, Fred (B., M., G., Theory).—193, Hay

Green Lane, Bournville,
*Hull, S. G., and Wood, Amy (B.. P.G., HG.,

M.).—596, Pecrshore Rd,, Sclly Park. ‘Phone:
Scl. 0290. (Examiner for ““ B.M.G.” Diplomas.)

*Rich, Sydney J, (Z.B, & B.).—45 Han-
non Rd., King's Heath. (Examiner for ““ B.M.G.”
Diplomas.)

BOLTON

*Lobb, Barbara, AT.CL. (B.,, M., G.).—Prin.:
The Bolton School of Music, 685, St. Helens Rd.
Phonc : Bolton 3393.

BOURNEMOUTH

*Strike, Donald (B.,, T.B.,, M., G.,, H.G.).—
All styles,—16, Westbourne Arcade.

BRISTOL

Toogood, Jack (P.G., H.G. & U.).— 70, Malvern
Rd., St. George. ‘Phone: 51227,

Underdown, Mme. L.AM. (P.G., G. & M.).—
31, Trelawney Rd., Redland. ‘Phonc 37508.

CANTERBURY (Kent)

Stansfield, W. (B.) Thorough tuition. Forge
House, Petbam, Canterbury.

BMG

DERBY

*Dawson, Mrs. Elsie (B., T.B.,, M., G., HG. &
U.). (District Examiner for ‘‘ B.M.G."”
The Studio, Wisher & Son, 7, London Rd,, Derby.
Private address: *‘ Holly Hyrst,” 83, Derby Rd.,
Sandiacre. Tel.: Sandi 3394,

DUBLIN & BALLYMENA

*McGarvey, Jack (B., Z.B., H.G..—(Ex-
aminer for ** B.M.G.” Diplomas for Ircland.) All
coms.—31, Ballymoney St., Ballymena, Co, Antrim,

FALKIRK

*Macbeth, Will (B, T.B.,, G., M., U.)—
** Studio,” 14, Orchard St,

GUILDFORD & DISTRICT

Lane, A. W. (B, M., P.G,, H.G,, U,, etc.).—
37, Westfield Ave., Woking. Tel: Woking 2375,

Diplomas).
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READING

Hamlet, J. (B., G. Finger and Plectrum).—13,
Priest Hill, Caversham,

SHEFFIELD

Howe, L. W. (B.,, Z.B., G., Tarrega mcthod).
313, Brincliffc Edge Rd. ‘Phonc: 52838.

Saynor, Madame (B., M., G., Pf. Balalaika,

T.B., Dola). Premier banjoist, guitarist, mandolin-
ist, ctc.—45, Abbey Lane. 'Phonc: 46473.
SOUTHPORT

Aldred, Roy (B., M., G,
Theory).—195, Sussex Rd.

V., Accordion,

STOCKPORT
Howard, Don. (Classic Gtr., P.G., EH.G., V.).—

Special course for guitar accompaniments. 251,
Wellington Rd. South. Phone: 2127,
Smythe, Ray. Rhythm style and P.G., H.G.,
Bjo-Uke. (Late pro. star bands.) 12, Northcombe
Rd., Garners Lne., Adswood.

HULL (Yorks)

Smith, Sabina, A.L.C.B.,, LU.M.
Silver Mecedallist (B.. M., G.)—49, Bacheler St.,
Boulevard, Tel. 33187.

Whitfield, Jack (P.G., S.G.).—Solo; courses in
dance band and voice acc.—552, Jas. Reckitt Ave.

LEEDS

Proctor, Cyril (B., P.B,, G., P.G., HG,, U.)—
Specialist on  Electrical Instruments.—180, Town
Street, 12, Tel.: 37009,

LEICESTER

*Chamberlain, J. (B., M., G., etc.).—1, Water-
loo St. Local agent for Clifford Essex Music Co.
Lid. (Examiner for ““ B.M.G.'"" Diplomas.)

LLANELLY

*Jones, T. E. (B., M., G., H.G.).—(Examiner
for ** B.M.G."” Diplomas).—18, Temple Street.

MANCHESTER & DISTRICT

Howard, Don (Classic Gtr., P.G., H.G., V.)—
Forsyth's, 126, Deansgate. Tel.: BLA. 3281,

Shawcross, Jos. (Expert tuition on Banjo and
Saxophone).—28, Goodwin St., Salford, 6,

Gold and .

SWINDON

*Dommett, C. S. (P.B,, T.B,, U, M,, P.G. &
H.G.).—16, Kent Rd., Swindon.

WARRINGTON

*Fowler, W. H. (B.,, M., G.).—(Examiner for
‘“ B.M.G.” Diplomas).—30, Orford Green.

WOLVERHAMPTON

Williams, Chas. (P., P.Acc., G. Theory).—Post
if required. 163, Newhampton Rd. West,

YORK

Spindler, Geo. R. (B., M. & G. Theory).—
Children welcomed. 29, Neville Street.

ABROAD

CALCUTTA (India)

*Das, Mukul. (H.G., P.Acc.).—Radio Artist.
—Studio La Guitare, 22, Bcthunc Row. Phonc:
B.B. 1547.

JOHANNESBURG (S.A.)

*Charlie Macrow’s Studios for expert
personal tuition on  Banjo, Mandolm. Guitar and
Elccmc Hawai Guitar.  Studi Germiston and

NEWCASTLE-ON-TYNE

Clazie, Jack (H.G. Specialist, P.G. & U.).—
18, Ancroft Ave., North Shiclds, ‘Phone: North
Shiclds 1515,

*Dorward, T. J. W. (P.B. & M.). 15, Hoyle
Ave., Newcastle-on-Tyne, 4. Tel.: 37477,

Smith, Charles (G., P.G., P.B.).—109, Hotspur
St.. Newcastle-on-Tyne, 6.

burg. Inquiries : 'Phone 22. 236! or Box 140.
Germnston
*Vincent, Eric (B.,, M., G., etc.).—17, Store
Bros., Bldg., 74, Eloff St. Tel.: 23,2651.

LOS ANGELES, Calif. (U.S.A.)
Nizamis, John N. (Mandolm Artist-Teacher)
1753, W, 42nd- St., Phone: AX. 3-086S.

ST. PAUL, MINN. (US.A))

NOTTINGHAM

*Papworth, Sanders (P.G., Z.B, T.B, M,
G., H.G.).—Local agent for Cliﬂord E.ucx Mudc
Co. (District Examiner for * B.M.G

*Bell Albert (Artist-Teacher of fretted
instrument ?nd piano-ag:orkdion)._ Author and

Tenor  Banjo
Mclhod and The Profs Banjoi: 90,
. 7th St.

1 Tenor

32, Alfreton Rd., City. 'Phone 77248.

PRESTON (Lancs)
*Earle, Eugene. (B., M., P.Acc.,, G.). Radio

SYDNEY (N.S.W., Australia)
*Hine, A. (B, ZB, M. G. & HG)—

Studios: 326, Parramatta Rd., Petersham. Agent
for Cliford Esscx Music Co.'s instruments and

Sic.
*Sainty, Cec. (H.G., P.G.. P.B, M., U)—

and Recording Artist, Cannon St. ‘Phone: 2439, 21" Monot AT Pandhbam.
COVENTRY PLYMOUTH TORONTO (Canada)
Llewellyn, Jack (B., P.B., T.B.,, P.G. & G.). *Lee, Arthur (P.G., M., P.B,, T.B,, EG,, U.  Atkins, Bertram (Classic guitar)— 15I, St
182, Albany Rd., Earlsdon. Piano, P.Acc.).—Studio, 225, North Rd. George St. (WAL 5326).
ABBRBVIATIONS ~—** B, Banjo. ** Bn." Banjolin. ** Clar * Clarinet, ** Dola " M andola. ** G." Classical Spanish Guitar. ** H.G." Hawaiiaq'Gunar ‘M. Mapdolm
* P." Piano, ' P.Acc." Piano Accordion. P.B™' Plectrum Banjo. *pP.G.,” Plectrum Guitar. S Singing. " Sax." Saxophone. T.B
'l‘eoor Banjo. * U." Ukulele. ** V." Violin. * Z,B." Zither Banjo.
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JOHN Hailed as the ideal book for the
M A N D 0 L I N M U S I c GAVALL’S enthusiast’s reference library.
Below we list all the solos we publish for the THE STORY OF THE
mandolin. Where not otherwise stated, each solo FA v o u n IT E s 0 " G s
is supplied with second mandolin and piano S PA N Is H
accompaniments.
THESE SOLOS ARE IN ADDITION TO OUR PUB- WITH
LISHED ORCHESTRAL NUMBERS WHICH ARE, GUITAR ACCOMPANIMENTS
OF COURSE, ARRANGED AS MANDOLIN SOLOS.
(See separate printed lists.) (complete with chord symbols)
Solos marked * elso have a guitar acct. 9d. extra.
Barbara Allen ... ... Eng. Folk song
*AVE MARIA (Gounod) e e 206 Biue Tail Fiy o s by A. P. SHARPE
BANDURRIA (Stauffer (No 2nd M.) e 2f6 Blt:k is tl'I: Colour of My True Fantasy bé The evavsinpreaiine Naserest itk ro—
s Ve ove's Hair avall /e ever-increasin, erest in the i)
BRSTOMN IDEA: (FEARCH (Sieghl) < " / Blow, Blow, Thou Winter Wind Arne Guitar—bhoth as a solo instrument and for
BOUQUET OF FLOWERS (de Pa:e) ( nacc. go:amt Bill A sm. ;ollt song accompanying songs—prompted us to
solo) o e e 20 sthssmrrsae ol s . Eng Folk song ublish this absorbing book, which has
26 Crocodile, The .. Eng. Folk song P g Do C s
*BREZZA MATTUTINA (53““”') Drink to Me Only with Thine already been welcomed by hundreds of
COQUETUELA MAZURKA (Stauffer) (No F:{“e” Wite, The = ga"v’;‘""“ enthusiasts.  Never before has such a
T B AR .26 Foggy Foggy Dew w70 Eng Folk song complete story been compiled.
CZARDAS (Sgallari) ... - 2/6 go ld)o;(n_n Mv?’ses sl gcgrlospiritual CONTAINS -
00! ng enceslias ., ) Arol " 3 3
DEAREST. MANDOLIN (de Pace) ‘U""‘“ - Greensleeves ... .. .. Eng. Folk song A COMPLETE HISTORY OF THE INSTRU-
i) y H(‘;‘}':h"g:’:;'h"tm-‘;) e e Schubert MENT  TOGETHER WITH  BIOGRAPHIES
*DEFILE DES MARRIONETTES (Ssa"ar-) e 206 Harlehi Herald Angels Sing Mendelssohn OF 1TS FAMOUS COMPOSERS OF THE
DROWSY EYES (Moyer) (Unacc, duo style) 2/0 :(tWas a Ldove;:nd HisGLas_:_'.‘.. MorlcFy PAST, PLAYERS AND PERSONALITIES
° eeper Did A-Shooting Go, The Eng. Folk song s 5
FRINE (Sgallari) it C i " Lincolnshire Poacher, The ... Eng. Folk song l”d”_‘l"’g :
GARD’E‘N OF R)OSES (de Pacc) (Complete % La,{::.gng%:hﬁ::“) Frend‘cﬁn‘ﬁ:“.y THIRTY-ONE FULL-PAGE
with ger. acc ¢ ; HALF-TONE PLATES
Miller of Dee, The ... Eng. Folk song
M. 2/6
NS WD (S'cgd) o 2ne ) . Since First | Saw Your Face ... Ford A special art supplement gives full-page
*HYMN TO THE VIRGIN (Schubert, arr. Silent Night s5d ... Carol hotograph f old / " =
Sgallari) o 206 Streets of Laredo, The ... Am, Folk song photograpns of old and new  guitars
£a Wraggle Taggle Gypsies ... Eng. Folk song (front and back views) with complete
IDYLL (Francia) (N° Z"d M) e 26 Other titles in course of preparation, details of their construction and all the
IN GONDOLA (Francia) (No. 2nd M.) ... 2/6 relevant measurements.
LA TORRE (The Tower) (de PMB)(UMCC PRICE I '6 EACH A book everyone interested in music will enjoy
solo) 2/0 reading and every player of the Guitar will find
*L'ELOGE DES LAMES (Schubcrt) . 206 (Postage extra) a source of inspiration.
*MARCHE ORIENTALE (Weaver) ... .. 2/6 10/- (U.S.A. $1.50)
MEDITAZIONE (Francia (No 2nd M.) 2/6 CLIFFORD ESSEX MUSIC C Ltd (Postage 6d. extra)
2 0. h ¥ P { “
«MINUET (Boccherini) .. I 8 Meio Ciamahin 85 Laindin V'VCZ g,L‘I\JFF()?‘D l:SS[-.)f MUSIC Co. Ltd.
«MI PATRIA (Obregon) L 26 P & y V.. New Compton St., London, W.C.2
MOCKING BIRD (Moyer) (No 2nd M) e 2/6
MOONLIGHT IN VENICE (Moycr) (No
2nd M.) - 2/6
i g NYLONS 1. BANJOISTS !
(Unacc. solo) ... 210 poons OGN0 for o
*MOSKWA (Decker- Schenk) e 206
MY MARGUERITE (Suuﬁcr) e e 246 If you prefer the tone of gut strings, you will be delighted with the revolutionary
NOTTURNO (de Pace) (Complctc with gtr: NYLON strings for the banjo. They have the tone of gut without its out-of-tuneness
pid - 30 —PLUS extra long wear AND unbelievable finger smoothness in use.
NOTTURNO (Frmcm) (Unacc duo solo) 2/0 Ist......1/9d. 2nd..... 2:2/0d.  3rd.....2/3d. 4th (covered)......2/9d. S5th...... 1/9d.
*REVE DE PRINTEMPS (Sgallari) ... .. 2/6 COMPLETE SET OF 5 STRINGS, 10/-
*RITA (Sgallari) .. .. e e 206 TRY A SET OF C.E. NYLONS — FOR BETTER TONE AND REALLY LONGER LIFE!
*RIVERSIDE GAVOTTE (Morlev) . 206 . >
*ROMANCE WITHOUT WORDS (Mendels- * Clifford Essex Music Co. Ltd., 8 New Compton St., London, W.C.2
sohn) (No 2nd M.) 55 206
RUBINSTEIN'S MELODIE (arr. Bickford) 5
(Unace. duo solo) ... w210 SEN Hl o T DA
*SCENE DE BALLET (Andreefl) ... .. 2/6 me G D T s FF 0_ Y
SERENADE (de Pace) (Complete with ger. TO CLIFFORD ESSEX MUSIC CO,, LTD.
acc.) . sae 3 - 30 8 New Compton Street,
'SERENADE (Gounod) . 206 I 2 LONDON, W.C2
*SERENADE (s"‘“lb":"P sl | % WWB'. Please send me *B.M.G." for the next
TINA N e Pace) (Complete wit L
so::: iy om . Fon 200 . twelve months commencing with the
TARANTELLA (Franua) (No 2nd M) 206 MAKE SURE OF GETTING I N RS SSSa TR | TR T
*UNDER THE RED CROSS (Weaver) ... 2/6 i % 1 enclose herewith .
g g we § YOUR COPY OF “BM.G.” EACH MONTH } | enc
T ake sure of receiving
(Postage extra) “B.M.G.* every month It is ADDRESS
necessary to place a standing
CLIFFORD ESSEX MUSIC Co., Ltd. § crder, " The most crovbcre
At . way is by subscribing direct
3 8, NEW COMPTON STREET with the publishers. seseesscasresrerecesrsessrrsanaransse ssesesesssee
'CHARING CROSS ROAD, | SUBSCRIPTION RATE— RE:"EWAL ~~~~~ ey ‘NEW suas'cmasr:;;.....
- A onths eas t 114 13
London, W.C.2. (U.SA. - - $2.20) b e B AR O
If you do not wish to cut this “B.M.G.,”” copy the above form on a sheet of paper.
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FOREIGN PUBLICATIONS FOR THE

SPANISH GUITAR

WE ARE PLEASED TO ANNOUNCE THAT WE HAVE BEEN APPOINTED SOLE ENGLISH SELLING AGENTS FOR SEVERAL IMPORTANT
CONTINENTAL PUBLISHING HOUSES AND CAN NOW OFFER THE FOLLOWING MUSIC FOR THE SPANISH GUITAR : -
% PLEASE QUOTE FP NUMBER WHEN ORDERING %

FP. |. Praludium, Sarabande & Bourree {Bach-Scheit) ... 4/6 FP. 54. Fughetta (Clerambault-Azpiazu) - e 2)-
FP. 2. Four Easy Pieces—March, Two Minuets & Musette FP. 55. Sonatain D Major (Albeniz-Azpiazu) .. v 2f-
(Bach-Scheit) ... I FP. 56. Three Gavottes (Corelli-Azpiazu) ey o=
FP. 3. Passacaglia (Burkhart-Schdeer) .. 5/6 FP. 57. Scales & Exercises (Azpiazu) . vee 3/-
FP. 4. Four Rondinos (Diabelli-Schindler) ... 3/6 FP. 58. Suite in D Minor (de VAsee-Azpmzu) v 3=
FP. 5. Variations on ** The Trout " (Schubert- Frerssnegg) 3/- FP. 59. Sarabande & Gigue (Corelh-Azplazu) R )
FP. 6. Ten Solos for the Young Guitarist (Freissnegg) ... 3/- FP. 60. Soiree & Versailles (Camp:on-Azpiazu) R
FP. 7. Sonata, Op. |5 (Giuliani-Scheit) ... 5} | FP. 6l. Impromptu (de Braze-Azpaazu) e 2=
FP. 8. Ten Entertainment Pieces, Op. 43 (Giuliani- FP. 62. El Vito (Azpiazu) ie iR v 2)-
Schindler) SO | FP. 63. lota (Azpiozu) ... e 2f-
FP. 9. Gavotte, Serenade, Barcarolle & Capriccio | FP. 64. Granadina (Azpiozu) ... 2/~
(Hasenohrl-Walker) ... ... 4/6 | FP. 65. Improvisation, Chansons & Glgue (Gagneb:n-Azp:azu) 3/~
FP. 10. Suite—Prelude, Capriccio, Minuet & Toccata FP. 66. Andaluza (Azpiozu) ... - 2/~
» (Hasenohrl-Walker) .. 4/9 | FP. 67. Album of |4 solos (arr. Azp:azu) 5/-
FP. |l. Suite & Variations, Op. 49 No. 2 (Lechthaler Sche:t) 6/- FP. 68. Minstrels. Extrait du ler Livre de Preludes (Debussy-
FP. 12. Partita in A Minor (Logy-Scheit) 3/9 Hartmann) 3/6
FP. 13. Wiegenlied & Melodie (Rebay) e 2f- FP. 69. Russian Folk Song (arr. “Boris A. Perou) e 2/-
FP, 14. Two Minuets (Rebay) ... 2/- | FP. 70. Silent Forests (Sperling) e 2f-
FP. 15. Studies in Tone Formation ‘based on old Tunes
(Scheit) ... - THE MUSIC OF SPAIN
FP. 16. Sonatain E Mlnor. Op 127 (Scholz-WaIker) 4/6 FP. 501. Aragon (No. 6 de la Suite Espagnole) (Albeniz-Fortea) 3/6
FP, 17. Prelude, Minuet & Gavotte with variations (Scholz- FP. 502. Cadiz (No. 4 de la Suite Espagnole) (Albeniz-Fortea) 3/6
Walker) . .. 3/6 FP. 503. Cordoba (No. 4 ' Chants d'Espagne ’ )(Albemz Fortea) 3/6
FP. 18. Andante Largo. Op 5 No. § (Sor-Schevt) ose 219 FP. 504. Danza Espanola No. 3 (Albeniz-Fortea) o 3/6
FP. 19. Bagatelle, Aria, March, Dudelsack & Capriccio FP. 505. Danza Espanola No. 6 (Granados-Fortea) ... .
(Uhl-Scheit) i 6/- FP. 506. Danza Espanola No. 7 (Granados-Fortea) ... .. 36
FP. 20. Preludium, Notturno, Trepak "Malinconia & Dance FP. 507. Danza Espanola No. 10 (Granados-Fortea) ... )
(Uhi-Scheit) A FP. 508. Ecos de la Parranda (Granados-Fortea) .. 36
FP. 2l. Suitein D Mlnor (de Vlsee-Sche:t) . 4)- FP. 509. Gavota (Albeniz-Fortea)... e 3=
FP. 22. Gaucho (Luise Walker) X R FP. 510. Impressiones de Espana (Molats For(ea) ..o 3/6
FP. 23. Kleine Romanze (Luise Walker) S FP. 511. Los Cuatro Muleros (Angel) ... 3/6
FP. 24. Brasilianisch & Etude (Luise Walker) 2/~ | FP.512. Orientale (No. 2 de * Chants d’ Espagne ) (Albcmz-
FP. 25. Marsch nach einer Tiroler Melodie & Etude (Lmse Fortea) ... 3/6
Walker) .. ] | FP. 513. Plegaria (Albemz-Fortea) 3/-
FP. 26. Tanzlied & Etude (Lmse Walker) 2/~ FP. 514. Puerta de Tierra (No. 5§ * Recuerdos de Via;c )
* For the Student' (Easy teaching pveces) (Lu:se ( (Albeniz-Fortea) 3/6
Walker) FP. 515. Rumores de la Caleta (No 6 * Recuerdos de
e 27, No. |...7 pieces ... SO | s Viaje "") (Albeniz-Fortea) oo v 316
FP.. 28. No. 2...7 pieces ... O FP. 516. Sacro-Monte (Turina-Azpiazu) 2/6
FP. 29. No. 3...5 pieces ... e FP. 517. Zambra (No. 7 des Pieces caractensuques) (Albemz-
FP. 30. No. 4...6 pieces o 2= | Fortea) ... 3 . 3/6
P 3l No. 5...Arpeggio Etude, etc. ... O
P 3. No. 6. ..Stuahif in Thirds, Harmonics, etc 2;—- ‘ ALBUMS, BOOKS OF STUDIES, TUTORS, ETC.
(The above books are progress:vely graded) The solos and studies of Ferdinand Sor :—
FP. 33. Bolero (Bachmann) por sor; “BI8 Book |—24 pieces. Book 2—16 pieces.
FP. 34. Serenade (Haydn-Bachmann) & oes:. 26 Book 3—16 pieces. Book 4—13 pieces.
FP. 35. Melodie & Easy Waltz (Tomaschek Bachmann) oo, 246 | Book 5—13 pieces. Book 6—11 pieces.
FP. 36. Carlotta-Waltz (Millocker-Bachmann) - s 26 | Book 7—10 pieces.
FP. 37. Blue Danube, Waltz (Strauss-Bachmann) ... aue &[0 (These books of solos and studies are progressively arranged. Book |
FP. 38. Meditation (Bach, Gounod-Bachmann) T || is for the beginner, while Book 7 is for the advanced player.)
FP. 39. Etude & Song Without Words (Podirsky) ... et Y€ Book of Daily Studies. 34 pages of scales and technical exer-
FP. 40. Easy Waltz & Quick Polka (Podirsky) se (26 cises. Invaluable to every player (Luise Walker) .. .. 6J6
FP. 4l. First Sonatine for 2 guitars (Diabelli) N ¥ “The Young Guitarist''. |5 graded solos for the student
FP. 42. Rosamunde Overture for 2 guitars (Schubert) e 3= (Luise Walker) .. e Sf=
FP. 43. Albumblatt & Easy March (Rebay) ... 2/- 12 Easy Guitar Duets (Book 1) (Rebay) .. 3/6
FP. 44. Miniature Suite—Gavotte, Sarabande, Menuett & 9 Melodious Guitar Duets (Book 2) (Rebay e 4=
Bourree (Friessnegg) ... vee 3/- »6 Famous Studies for Two Guitars (Book 3) (arr. Rebay) e 5=
FP. 45. Weiss Album of 7 famous pleces (arr Azp:ozu) wee -]6 16 Easy Solos (Rebay-Hammerschmied) ... 5/-
FP. 46. Lully & Rameau album. 7 solos (arr. Azpiazu) e 3= Book containing the famous " 25 Etudes ' (Napoleon Coste) 716
FP. 47. Pavane (Byrd) and Courante (Purcell) (arr. Azp:azu) 2/- The Luis Maravilla Album of Flamenco Solos. Vol. | . . 716
FP. 48. Minuet & Gigue (Bach-Azpiazu) § 2/- Yol. 2 ... e 706
FP. 49. Two Gavottes, Courante, Gigue & Mmuet (Handel- Vol. 3 . .. 716
Azpiozu) .. 2/- Suite for Violin, Viola & Guitar (HcsenohrI-Dobrauz) 9/6
FP. 50. Minuet from Symphony in G Minor (Mozort-Azp:azu) 2/- The Ferdinand Carulli Guitar School. Text in English, German
FP. 51. Loure & Sarabande (Bach-Azpiazu) ... 2/~ & French . 7/6
FP. 52. Sonatain C Major & Tempor di Minuetto (Scarlutt;- The Schaller-Scheit Guitar Method (Enghsh translatuon) Vo, | 6/~
Azpiazu) .. e 2~ Vol.2 6/~
FP. 53. Toccata in E Minor (Bach-Azp:azu) ... 2/ | Nils Larson's ** Gitarrboken ''—90 pages of solos and duets ... 20/-
Sole English selling agents :— POSTAGE EXTRA

Clifford Essex Music Co., Ltd., 8 New Compton St., London, W.C.2.

Printed by Peverleys Ltd., 32-36, Fleet Lane, London, E.C.4, for the Publishers and Proprictors, Clifford Essex Music Co., Ltd.,
8, New Compton Street, London, W.C.2.



