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By THE EDITOR

HERE is little glamour in
the life of a provincial

guitar player,” said Jack Toogood when
I asked him for some details of his
career. There is little acclaim, too, he
might have added.

His name has been well known in
and around Bristol since the war—play-
ing “gigs,” the occasional broadcast
from the Western Region station and,
of course, pupils. Then in February
1959 “Guitar Club” went to Bristol and
the name of Jack Toogood was heard
all over the country. His playing so
impressed “G. C.” producer John King-
don that he was given a second broad-
cast in the programme from London
and, later, several guest spots in the
Monday late-night “Stringalong” pro-
grammes.

These broadcasts led to Jack’s asso-
ciation with violinist Leslie Baker and
the formation of the “Swingtette”
(based on the Hot Club of France Quin-
tet) which was featured for thirteen
weeks in the “Stringalong” series.

MORNING MUSIC

“Stringalong” went off the air on
Sept. 25th but every Saturday morning
since then Leslie Baker and Jack Too-
good (with the “Swingtette”) have been
heard in Morning Music.

Today the tasteful guitar playing of
Jack Toogood is a topic of conversation
among enthusiasts who recognise first-
class execution and real guitar tone.

Jack Toogood started his musical
career at the age of seven—learning the
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piano. For four years he was “an aver-
age student.” He told me he could learn
easily enough but truthfully had little
interest in the keyboard instrument.
When schooling put an end to his piano
lessons he did retain enough interest to
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play the latest “pops” and, looking
back, he realises this helped him tc
keep what little reading ability he had
acquired. )

At the age of thirteen he was smitten
with the ukulele craze—after seeing
some of George Formby’s films and
listening to this famous star’s many
recordings. He taught himself by the
aid of every ukulele tutor he could lay
his hands on. He admits that in his
early ’teens he simply “lived” for the
ukulele. :

At the age of 15 he was a junior clerk
in a Bristol insurance office and one
day he was delivering letters when he
passed a newsagent’s and saw a copy
of “B.M.G.” in the window. The sub-
title: “Devoted to the Banjo, Mandolin
and Guitar and kindred instruments”
caught his eye and thinking here might
be a chance to learn something more
about his beloved “uke” he bought his
first copy. He even remembers the date:
January 1940.

TAKES LESSONS

Within two months he had com-
menced taking lessons on plectrum
guitar from Horace Craddy (whose
address was in our Teacher’s pages) and
stayed with him until his army call-up
in November 1942. Mr. Toogood em-
phasises the fact that the real founda-
tion for his subsequent musical success
came from the instruction he received
from Horace Craddy. From his teacher
he also became aware of Lang, Kress,
McDonough and, later, Reinhardt and
he started collecting the recordings of
these famous players of the plectrum
guitar which have so influenced his own
style of execution.

Jack Toogood recalls that studying
anything at this period was far from
easy. It was wartime and he was re-
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quired to take the insurance examina-
tions by his employers and had to study
for these at the same time as he was
struggling with the guitar. He said he
made the fatal mistake of resting his
insurance test papers on a copy of
Eddie Lang’s “Fingerboard Harmony!”

He took a guitar with him into the
army and managed to find time to
further his studies, apart from playing
for his fellow soldiers at sing-songs, etc.
When hostilities ceased in Europe his
unit was in Germany and soon he was
transferred to the Brigade Concert (103
A.A. Brigade, R.A.). When the unit
was disbanded he was fortunate in being
posted to the 49th Div. Road Show—
the “Polar Stars”—with a fine dance
band under the leadership of Stan
Butcher, now staff arranger for Camp-
bell Connelly & Co.

Mr. Toogood recalls it was excellent
training for him as there were many
first-class musicians with the band
from time to time. (Don Lusher—now
with the Ted Heath Band—was first
trombone).

At one stage the band lacked a good
jazz man for second trumpet—and Jack
took the trumpet solos on electric plec-
trum guitar ! He recalls it was most
enjoyable to have a full scored backing
instead of the more usual rhythm sec-
tion only.

FIRST BROADCAST

It was while he was playing with the
“Polar Stars” he experienced his first
broadcast (from BFN. Hamburg); ex-
perience that was to prove invaluable a
few years later back in “civvy street.”

After demobilisation there were ten-
tative arrangements for a smail unit of
the “Polar Stars” to play professionally
but owing to conflicting demob. dates
the idea fell through. Back in his home
town of Bristol, Jack Toogood decided
to try to exist as a professional—but he
says it was hard for a time. However,
gigs became more frequent; pupils
increased and there was always the
occasional local broadcast to help.

Then “Guitar Club” went to Bristol
—and Jack Toogood has never looked
back.

Two highlights of Mr. Toogood’s
career has been backing Joseph Rein-
hardt in one of the “Stringalong” pro-
grammes and playing solo guitar in the
Light Programme’s “Trad Tavern” on
Nov. 11th, when he was backed by Diz
Disley and the Chris Barber rhythm
section.

One final comment from Jack Too-

sod himself: “There is no doubt the
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extra publicity I have enjoyed during
the past couple of years has been almost
entirely due to my playing a round
soundhole acoustic guitar and produc-
ing something resembling the Django
Reinhardt sound. This proves to my
mind there is still a public for this
kind of music, a fact borne out by the
many appreciative letters I received
during the “Stringalong” series.

This being so I deplore the frequent
knocks by certain people aimed at any-
one who plays in this idiom. After all,
90% of the players of the electric guitar
in this country sound like would-be
copyists of Barney Kessel, Tal Farlow,
Johnny Smith, et al (who, in turn, sound
very much like each other) and nobody
appears to think they are committing
any crime !”

I, personally, enjoy hearing the im-
peccable playing of Jack Toogood, for
to my ears he produces a worth-hearing
sound that is unmistakingly guitar.

The Brotherhood

By JEF¥REY POCOCK

HAVE you ever stopped to think
what being a fretted instrumen-
talist can mean ? Have you ever con-
sidered your instrument as a member-
ship card to what is, perhaps, one of
the most exclusive Clubs in existence ?

The name of the Club ?

It has no name except for one title
frequently heard; “The Brotherhood of
Fretted Instrumentalists.” And it is a
brotherhood (and sisterhood, too) des-
pite its unofficial nature.

It has its disagreements, too, and no
doubt will continue to have them for
as long as fretted instruments and their
owners are in being.

In no other section of the musical
world exists a parallel and if proof be
needed one has only to attend a Feder-
ation Rally.

Despite all that has appeared in these
pages, I do not remember reading
exactly what constitutes a Rally. To
the uninitiated the word “rally” may
conjure up images of cars bearing num-
bered labels or dashing to and fro col-
lecting beer mats or road signs—or, at
best, an exclusive gathering of some
nebulous body known vaguely as “The
Federation” whose activities are not for
the average player, anyway.

Until one has attended such an event
one cannot fully realise the meaning of
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that phrase; “The Brotherhood of Fret-
ted Instrumentalists.”

I come from an area not noted for
the numerical strength of the fretted
fraternity. Perhaps because of our small
numbers, the majority of fretted instru-
ment players are known to each other
without the existence of a “Club.” Out-
side our comparatively small circle it
can be difficult to understand how uni-
versal is the fellowship that exists.

Let us take a look inside the building
where a Rally is in full swing. Every-
one present is the owner (or is asso-
ciated with the owner) of a fretted
instrument. Here you may talk freely
of nuts, bridges, perch-poles, guts and
nylons and be understood. For some
nine hours—more or less—one may
listen to or ignore the many contests
which are the reason (not to mention
the excuse) for the gathering beneath
one roof of more amateur players of
the “Banjo, Mandolin, Guitar and Kin-
dred Instruments” than one hitherto
imagined.

In the tuning rooms we may see a
fantastic collection of oddly-shaped
cases, ancient and modern, and—with
the popularity of the electric instru-
ment still on the increase—a variety of
amplifiers. One feels (and indeed is)
free to talk, unintroduced, to other
instrumentalists.

SMALL MINORITY

There may, perhaps, be a small,
hardy minority able to sit through the
entire proceedings without becoming
bored but constant repetition of some
of the test pieces makes this unlikely.

Despite this there is something for
everyone, if taken in not-too-large
doses, and one does not need to remain
in the concert hall the whole of the
time.

I well remember the impact of my
first Rally three years ago. At that
time I knew but few of “The Brother-
hood” and it is true to say that on
arrival I knew only one person present.
On leaving, however, I had increased
the number of my acquaintances and
have continued to do so at each suc-
cessive event.

For me this is the part I look forward
to most of all; the annual meeting with
friends. Friends who, I know, will not
be bored by constant talk of 'things '
associated with music—from players to
performances; instruments to ampli-
fiers.

What really compels so many to
attend ? By bus, car, motor cycle and
train—many travelling overnight, to
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return home unrefreshed by lack of
sleep—they make their annual pilgrim-
mage to be irritated, entertained, bored
and delighted, in tum, by their pet
hates and favourites of the fretted in-
strument family.

Young and old; polished performer
and mere novice—all are to be found
here. Other types of music may have
their adherents—jazz festivals, brass
band contests and other kinds of mus-
ical activity—but here is a festival
with a difference, for the great majority
of those present are not only interested
spectators but, in varying degrees, in-
strumentalists also.

The hall empties and the caretaker’s
staff moves in. Outside is a buzz of
conversation from the departing
crowds.. In a 12-seater minibus some-
one is playing the banjo to the amuse-
ment of his companions. And as they
leave, already the losers are planning
next year’s assault on the trophies. For
in most of us there is just a little of the
“Walter Mitty”—if only for one day
each year.

From a Bath Chair

By R. TARRANT BAILEY

II HE Christmas number of
“B.M.G.” is one of the things
from which I expect to derive satisfac-
tion, thrills and delight. To me its
perusal (what a pretty word !) provides
a sori of Christmas Party atmosphere
where old friends gather round in a
slightly more frivolous mood than
usual.

It grieves me, therefore, to picture
the Editor proposing a toast of “Absent
Friends,” especially when these happen
to be the people who, when present,
give me very real pleasure. I look for-
ward to meeting them each and every
month and for this reason the sudden
announcement of their absence from
the Yuletide Gathering knocks some
of the berries off the holly.

For Jeffrey Pocock there is some
excuse for missing his train, as he does
the work of three ordinary men all the
time (and is justified in oversleeping
occasionally but I can imagine the dis-
appointment of the Electrical Engineer-
ing Section of “B.M.G.” readers who
probably take the magazine especially
to read “Tape Recording” and the Tape
Club Report. Let us hope none of them
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short-circuited themselves into Eternity
during the Yuletide Revels for lack of
good advice early in December.

For Paul Ludgate I can think of no
extenuating circumstances whatsoever
calculated to properly account for his
absence from the Party. One of his
closest relations was there and would,
I feel sure, have called for our Tenor
Tamer on the way had he but been
asked so to do. What is to happen to
the cotton crop with no one to whip
the slaves into properly gathering it ?

And how sadly the young serious
guitar students in the early throes of
musical mystification must have missed
the helpful, understanding, guiding
hand of James O’Brien whose clear,
correct and really helpful teaching is
better than anything the average “In-
struction Book™ has ever offered them.
He explains how to arrive at the right
result with the clarity only a master of
his subject can provide—and without
all the eclaborate complications only
those already well versed in matters
musical can understand.

* * *

We must not dwell too long upon
disappointment or the Happy New
Year touch will be marred by Editorial
frowns, entirely spoiling the Bath
Chair’s second birthday and encourag-
ing the cultivation of raspberries to an
even greater extent than usual.

AN ECHO

Until the Editor unearthed “Why the
Banjo Died” from the Oct. 1907 issue
of “B.M.G.” 1 was unaware my com-
ments upon attempts to “elevate” the
banjo were an echo of views held by
that truly great zither-banjoist and
“Tune-4th-to-D” composer A. H.
Nassau-Kennedy.

How his name recalled my early days
on the concert platform some sixty
years ago when his “Galop de Con-
cert,” “Highland Dance” and “Bonnie
Scotland” were easily the top. three of
the “Top Ten.” I am proud indeed to
know the views I expressed in the
November issue were first presented by
a far finer musician than I, so long ago
as 1907.

* * *

How splendidly that “Rewarding
Search” was written. Frank Hickin-
bottom takes us with him. I felt I too
was tip-toeing across the floor of the
New York Public Library, tense with
fear lest I should cough or sneeze.

You would not listen to me when I
told you I thought the Editor might
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write “The Banjo and Where to Put It"
or something, but you see I was right
after all and there is a Banjo Book in
the offing. From the list of American
publications in “Banjo Methods” it
would seem not only is the preparation
of the Banjo Book making rapid and
satisfactory progress but that poor old
Higgy has been told to do most of
the donkey work ! I trust the Editor
did not defray all Mr. Hickinbottom’s-
expenses on this New York and Holly-
wood lark because if so our “B.M.G.”
is going to cost us about two guineas
per copy at no very distant date !

To look into that satchel before its
owner left the New York Library was
indeed a wise precaution on the part of
the door-keeper, as Mr. Hickinbottom
is notoriously forgetful and is constantly
leaving things behind. On one occasion
he actually departed from Ensleigh
Lodge without his camera tripod,
necessitating one of my finest sprint-
cycling efforts to ensure he was over-
taken before departing to London with-
out this necessary adjunct to the tools
of his trade.

The Editor and he laughed heartily
at the episode and doubtless I should
have contributed to their boisterous
hilarity had the journey been shorter
and the pace somewhat less terrific.

In my, far from sufficiently humble,
opinion “Rewarding Search” should
share with the American Library call-
slips the distinguishing mark “Rare
Material.”

* * *

Now back to 1828-9 and that delight-
ful gentleman leaving Salisbury for
Bath. His chronicler need have no fear.
That photograph was misleading, I
admit, as I am not one hundred and
thirty-five years old but a mere stripling
of seventy-six.

Possibly, however, my sight is failing
for although I have gazed, first with my
eagle eye, then with my benevolent
one and finally, in desperation, with
both, 1 cannot find that Cathedral.
From the 750-foot altitude of Ensleigh
Lodge one looks down (with the utmost
disdain, I may say) upon the City of
Bath—and wonders. The pump Room,
the Roman Baths, the Abbey and what
Hitler left of the Assembly Rooms are
all there but we still have to go to
Bristol to sec the nearest Cathedral.
Bad luck, dear Juan, you will have to
write it off with the subscriptions for
the Relief of Spanish and Italian Emi-
grants !

Nothing appears in grandmamma’s
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diary about Captain Charles Cochrane
and the nearest reference 1 can make is
to recall that round about 1907, when
1 was teaching the banjo at 32 Park
Street, Miss Cocksedge was teaching
the guitar at forty-two Park Street. This
lady was a justly celebrated guitarist in
her day and a close friend of Madame
Sidney Pratten. When Miss Cocksedge
retired from the music teaching profes-
sion I bought all her guitar music and
this included many autographed copies
of Madame Pratten’s compositions for
the guitar.

Did I but know the time of arrival it
would be my pleasure to endeavour to
meet that coach at the Saracen’s Head,
hoping for the privilege of quaffing a
stoup of ale with the gallant Captain
who, methinks, one may now regard as
an old friend.

The “Buy a Broom” reference took
me back seventy years, for at the age
of six I was trying the patience and
endurance of a Miss Willis in her futile
endeavour to enlighten me as to the
charm of performing upon the piano-
forte. I can picture again the old Broad-
wood “square” grand that was not
square at all but about nine feet by
three and with a “Honky Tonk” tone
that would have turned Winifred Atwell
and Russ Conway green with envy.

ATTRACTIVE BAIT

My performance was, alas, unworthy
of so beautiful an instrument.

But that memory of mine is running
away with me again. What I meant to
tell you was that “Buy a Broom” was
one of the attractive baits poor Miss
Willis used in her unsuccessful endeav-
our to arouse my interest in harmony
and counterpoint. As I glowered at and
fumbled upon the very yellow ivory
keys she, poor soul, would sing the
words of “Buy a Broom” but all I can
remember of these is: “And a large
one for the Lady: and a small one for
the Baby.”

The ghastly tune, however, haunts
me to this day !

* * *

As recently as June last I wrote in
“B.M.G.”: “Having a very long time
ago reached the age when a camera or
a looking glass causes me to shy like a
startled mustang . . .”

Look at Page 76 of the Christmas
number and you will immediately
understand exactly why.

That photograph of the Editor and I
was intended for his amusement ex-
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clusively and I did not even send a
copy to the photographer.

The whole thing is entirely the fault
of the Hickinbottom person who should
not have been lounging on the beach
at Miami or somewhere instead of
attending the Annual Summer Outing
of the “B.M.G.” Office Staff.

In his absence and feeling the high-
lights of the function should be pictor-
ially recorded I blew the cobwebs off
one of my ancient cameras and took
several photographs, secure in the
knowledge I could not possibly be both
sides of the lens.

Alas, however, Mr. Fourfarthings'
daughter was one of the visiting party
and Mr. Fourfarthings’ daughter is
young and passing fair. So young and
fair indeed that he would be a churlish
and unworthy knave, utterly lacking in
gallantry, who could decline her behest.

That darned Spanish Minstrel seems
to be affecting my typewriter !

Where were we ?

Oh yes, I remember. Well, then,
when Mr. Fourfarthings’ daughter
asked me to let her have my camera
for a2 moment I handed it over like a
lamb: that is if lambs ever do hand
OVEr cameras.

The result you have seen.

My friendly critic, Mr. Att Wood,
has said he thought the picture a most
deathlike portrait and remarked it re-
minded him of a recently exhumed and
slightly decomposed tortoise. One
should, of course, refrain from allowing
flattery of this kind to turn one’s head.

* * *

That Office Boy wants watching. 1
thought so at the Staff Outing and kept
my eye upon him whensoever I could
spare it from contemplation of Mr.
Fourfarthings’ daughter. The lad must
be a direct descendant of the Editor of
“The Winning Post” or “Town Topics”
and will probably complete his career
in the publishing offices of “For Men
Only” or “Reveille.”

Happy New Year to you all.

(To be continued)
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Folk Forum

By MIKE ASTON

M ANY readers have expressed
a desire for technical details

on the playing of the banjo as ar
accompaniment for folk-singing. It is
only possible to give a little guidance
in the space available—but here goes

Before I can demonstrate any folk-
banjo picking rhythms on paper I mus!
outline a system of music writing usec
by lute players some 400 years ago. Ii
it called tablature and consists of five
parallel lines, in our case each repre:
senting a string of the banjo.

Reading from the bottom line, they
are; 5th string (G—a fifth above middle
C); 4th string (C—an octave below mid-
dle C); 3rd string, (G—a fourth below
middle C); 2nd string (B—one notc
below middle C); and the 1st string (T
—one note above middle C).

Here is how the chord of C woulc
look, using tablature:

N“’EE

The numbers refer to the frets anc
an O indicates an open string.

Underneath each chord or note it
our tablature there appears a letter o1
sign indicating the mode of right-hand
action. The most common used will be
I—index finger of the right hand, pluck-
ing upwards. B—right-hand finger:
brushing down across all strings (this
tends to become one finger only with
practice). + — the thumb striking the
fifth string. H—hammer-on with the
fingers of the left hand. P—pulling-of
with the fingers of the left hand.

That should be sufficient for the
moment.

Now the basic banjo-picking strum
goes as follows:

(i) Pick up on first string only (as-
suming chord shape C).

(i) Brush down across all strings.

(iii) Strike the fifth string with the
thumb. '

Repeat all three over and over again
and the rhythm to aim at is: bump-
tiddy, bump-tiddy . . . .

Here is how it would be shown in
tablature:

g2

Fig 1.
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We will assume you either know or
have access to the main chord patterns
30 above I give you a well-known banjo
tune to practice on.

As Pete Seeger puts it—take it easy
but take it !

Talking about Pete, by the time you
read this column he will be back in the
States fighting in the Law Courts for
his freedom. This is not the place to
discuss the charge hanging over his
head but it is the place to thank him for
all he has done for Folk Music in this
country and throughout the world. I
was lucky enough to have the privilege
to sing with him at a festival in Welling-
borough, Northants, and the experience
was unforgettable. I hope you did not
miss him if he visited your town.

Christmas is a time when one can do
a tremendous amount of good if you
sing and play the banjo or guitar. There
are many institutions, such as Childrens’
Homes, Parties for the Blind, Old Folks
Concerts and a host more which really
appreciate a little concert of folk songs.
I hope you did not forget them when
you arranged your Christmas “dates”
and I would like to hear of any unusual
“good turns” please.

(To be continued)

[ &
Banjo Technique
By CyRIL PHILLIPS
M ANY years ago when I was

studying art I was lucky
enough to mix with a crowd of enthu-
siastic students who constantly bubbled

over with new ideas in “technique.”
Almost every day, before classes com-

menced, one of them would rush in
shouting: “Hey, chaps, I've just dis-
covered a new technique” and would
then demonstrate his latest method of
using paint or colour to get a particular
effect.

Indeed, it is characteristic of artists
that they are always seeking new
methods.

Would it not be wonderful if we
banjoists could bring some of this spirit
of enthusiastic experiment into our
playing ?
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One has the impression that banjo
technique has not only remained static
during the last half century but has, in
some ways, actually deteriorated. This
is not perhaps the fault of the banjoist
but is probably because very little really
worthwhile music has been composed
for the instrument in recent years. If no
music becomes available to make
exceptional demands on the player, then

" progress comes to a halt.

From time to time in the history of
music an outstanding genius appears
on the scene, someone combining
supernormal technical ability with an
equally brilliant concept of the poten-
tialities of his instrument. Paganini on
the violin; Mozart on the keyboard
instruments; Louis Armstrong on the
trumpet; Segovia on the Spanish guitar
are a few examples. Reinhardt on the
plectrum guitar is surely the most
singular phenomenon of all. Here we
had a man with a crippled left hand
playing an instrument upon which such
a disability would normally be consid-
ered an insuperable obstacle, not only
equalling but actually surpassing.the
technique of his contemporaries and
creating, into the bargain, a completely
new approach to guitar playing.

NO OUTSTANDING FIGURE

Unfortunately the banjo—although
it has produced some excellent musi-
cians—has not brought forth an out-
standing figure of this type since its
very early days. It is doubtful, surely,
whether any player has ever made any
decisive advance on the techniques used
by Vess Ossman, Parke Hunter et al.
Fred van Eps, it is true, perfected an
exceptionally competent style towards
the end of his career, although. his
playing seems to me to have been so
individualistic it does not offer much
help to the struggling amateur.

Having said this I must admit, some-
what lamely, that destructive criticism
is easier than constructive suggestion
and the reader may feel entitled to ask
why, if I feel so strongly about this
situation, I do not do something to
correct it.

I do not really consider myself quali-
fied to revolutionise banjo technique
but there are one or two small ideas I
would like to put forward that will be
well worth while if they encourage
other players to follow this line of
thought and start experimenting for
themselves.

Triple fingering—wherein the first,
second and third fingers of the right
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hand are used to play chromatic
passages—seems to be regarded as a
recent invention, although in fact a
description of this system was con-
tained in Parke Hunter’s Studies before
the turn of the century. I suppose so
many players use Morley’s thumb-and-
first-finger method they had completely
forgotten there was any other approved
way of doing it.

It is not so terribly difficult to learn
triple fingering and it certainly makes
for facile execution in those tricky bits
in solos like “Mazeppa,” “El Contra-
bandista” and “L’Infanta.”

While on the subject of triple finger-
ing I think it worth mentioning I see
no reason for adhering to the sequence
thumb, first finger and second finger if
any other sequence comes more easily.
I, for instance, find it much easier to
play thumb, second finger and first
finger. (See Ex. 1 on previous page).

Since the thumb is the strongest digit
with the second finger the next strong-
est this seems quite a logical method,
although it may not suit everyone.

One thing that strikes me as curious
is that octave passages in most banjo
solos are written for the first and fourth
string—although it is much easier,
when using the C-bass tuning, to play
them on the second and fourth strings,
using the first and third left-hand
fingers. (See Ex. 2).

I can practically guarantee good
results from this tip—try it on the Trio
of “Torchlight Parade.” (If you do not
play this solo, you should !)

ANOTHER CONVENTION

Another convention used in dozens
of solos is the repeated triplet on the
ootave G. Usually this effect is written
for the first and fifth strings and
involves a great deal of twiddling with
the first two fingers of the right hand.
There is no earthly reason why the G’s
on the first and second strings should
not be stopped simultaneously so the
player has three identical G’s at his
disposal. (See Ex. 3).

Another curiosity is the “snap.” Al-
though this effect can facilitate the
playing of rapid quadruplets in the
upper register it is most commonly
found in banjo music as an E-to-D
snap on the open first string. This is
1 rather clumsy cliché and, since an
open string is being used, often results
in a dissonant twang instead of a clear-
>ut note.

Whenever you encounter the open-
string snap, try picking the open D
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instead—it usually sounds much better.

If you own a tape recorder you can
verify this quite easily !

One often finds in early solos that
the fingering marked makes no provi-
sion for the difference in sound between
a ringing note (i.e. when the finger
remains on a stopped string) and a
damped note (i.e. when the finger has
to be removed quickly to play another
note). A good example of this is the
opening bar of “Dixie Medley” where
it will be found this passage is consid-
erably more effective if the D is played
on the second string (being stopped by
the third finger) while the first and
second fingers remain on the C and E
in the first position. (See Ex. 4).

The above points are, I suppose, of
minor importance—but there are much
weightier matters to discuss.

Tremolo, for instance, has the most
enormous possibilities and yet there is
hardly a player of any standing today
who really seems to have taken advan-
tage of all the effects it has to offer.

In fact, composers have been so
reluctant to incorporate this technique
in a solo that we find such soulful mel-
odies as “Annie Laurie” being played
in a sort of legato tiddly-pom style—
and I have even heard “Just a Song at
Twilight” being played in single
staccato chords with painful intervals
between each.

NOT IMPOSSIBLE

A good tremolo is difficult to acquire
but not by any means impossible. In
fact, a good finger tremolo can sound
much sweeter and more even than the
plectrum variety.

A usual cause of difficulty is the
player finds it awkward to change over
from finger picking to tremolo (and
back again) in the middle of a solo.
Once again, this is the kind of thing
that can be perfected by practise and
the result can be used in many ways
to enrich solos in which slow passages
occur.

One which comes immediately to
mind is the ballad movement in Grim-
shaw’s “Minstrel Man.”

Although I may be sticking my neck
out, I say that single-string tremolo on
the finger-played banjo is quite within
the average player’s ability and can
be used effectively if you take the
trouble to master it.

As far as I know there are not more
than a handful of solos using the duo-
style sostenuto, where the melody is
played by repeated notes on the first
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string with single-note accompaniment
played by the thumb on the other three
strings.

Usually, solos written in this style
appear frighteningly complex in musi-
cal notation—the S. E. Turner arrange-
ment of “Home, Sweet Home” in the
Clifford Essex lists looks completely
unplayable at first glance !

However, the principle is quite easy
to grasp and when once this technique
has become an easy a habit as the well-
known Morley triplet it can be used in
almost any passage where four-note
chords occur. (See Ex. 5).

Strangely enough, the tremolo tech-
nique of brushing one finger across
several strings can be used to produce
rhythmic and syncopated effects similar
to the plectrum-banjo idiom.

Chord syncopation is, of course, a
sadly-neglected aspect of finger-style
banjo playing. When chords follow one
another rapidly in a syncopated move-
ment, banjoists using conventional
technique are hampered by the habit of
using one finger per string when pulling
chords—since it is difficult to make any
one finger repeat precisely the same
movement at high speed.

WORTH INVESTIGATING

However, it is well worth investigat-
ing the use of the first and second
fingers in an upward triple-string stroke
whilst playing a passing melody note
on the first string with the disengaged
finger.

Compare examples A and B in Ex. 6.
It might be difficult to “get the hang”
of B but if you presevere I think you
will agree that the facility, crispness and
rhythmic punch is far superior to the
t'lnger-breaking tug-of-war of example

Even on professional recordings
passages like the first example always
seem to drag noticeably.

The foregoing suggestions, some of
which are easy and some rather diffi-
cult, can all be used in published solos
—but the richest rewards come to the
player who, by mastering some of the
more unorthodox techniques, can adapt
current popular songs (and other types
of instrumental music) to the banjo.

There are some things I would like
to say about arranging popular songs
for the banjo but these must wait for a
future article.
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Taming the Tenor

By PAUL LUDGATE

(Continued from the November issue)
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HE trouble with education,”

I pontificated, “is its com-
plete lack of example that work is good
for the soul.”

I dodged the Virgil hurled with
unladylike force and proceeded. “You
are no sooner back at the desks than it
is half-term . . .”

“Teachers’ rest |” student daughter’s
younger sister corrected.

“And you’ve broken up for the
Christmas hols. in time to hawk Guy
Fawkes through the streets . . .”

“A terminological inexactitude !*

“You are so thoroughly bored be-
cause you have nothing to do that you
embroil me and your mother and the
entire entourage of camp followers in
this escapade.”

Beloved spouse edged in with mother-
ly balm: “But it is in aid of the Royal
Empire Cancer Campaign; and after
all, poor grandpa . . .”

She need say no more. All the same,
it had come as rather a shock to dis-
cover advance publicity for a Christmas
concert that included in the bill: “The
Ludgate Lunatics: Pa Ludgate and
The Squirrel on tenor-banjos; Tizzy
recorder; Sis bazooka; Augustin John
Spanish guitar; Ma Ludgate knitting
machine.”

“Who is Augustin John ?” I asked.

“Sis’s latest rave,” said student
daughter.

And eyeing beloved spouse I asked
“What is all this knitting machine non-
sense ?”

She smiled, “Well, dear, I thought a
washboard rather dated, or should it be
square ? This has got much more . . .
I mean I dig this crazy beat,” and she
whipped the slide of the knitting
machine up and down the beds in a
samba rhythm that made me start.

“Anyway,” said student daughter.
“It’s only a lark. We're not going to
take it seriously.”

That is where we had the first real
disagreement.

Now Ludgate maintains that many
good intentioned souls who perform or
organise charity concerts get their
motives a little mixed. If one is doing
it “to help out;” to keep up with the
Joneses; to show what a clever per-
former one is; for personal kudos; or
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just for a lark—then one should not
be doing it at all.

If one is going to take money from
an audience (whatever the cause) then
the audience have a right to be enter-
tained. They also have a right to expect
that every performer or act has suffi-
cient talent to justify appearing in
public at all—and that proper rehearsal,
costume and showmanship is forth-
coming.

Thus it was Ludgate found, to his
amazement, that his favourite rehearsal
rooms—Charles Dickens’ former resi-
dence—had been pulled down to make
way for new London skyscrapers; but
had found less nostalgic premises round
several corners and down several roads.
He also found a kindly arranger
acquaintance who was prepared to
orchestrate for this unique combination
and a free dinner at his favourite Italian
restaurant.

The theatrical costumiers were even
more expensive but they produced on
hire an array that made the “Temper-
ance Seven” an outfit with most con-
servative sartorial tastes.

SENSE OF HUMOUR

This included a turquoise velvet
smoking jacket and skull cap for the
leading tenor banjo; a purple check
cloak and deer-stalker for the second
tenor banjo; a bustle for the recorder;
a flat straw hat with long ribbons, a
frilly dress and calf-length lace-trimmed
pantaloons for the bazooka; an outsize
“Little Lord Fauntleroy” for the Span-
ish guitar; and a crimson velvet
Edwardian evening dress with bosom
overgrown with lace for the knitting
machine.

The arranger had a sense of humour,
too; although it seemed to be a little
lacking among the Ludgate Lunatics as
they travelled to the rehearsal rooms
every alternate night for a fortnight.

But Ludgate, with grim severity,
countered all mutinous comments such
as “We can rehearse just as well at
home,” with “and who would switch
on the telly for ‘Rawhide’ ?”

For Ludgate has a thing about crafts-
manship. He feels we are in danger of
losing it. We build teenage idols too
rapidly, not on merit but through slick
sales promotion. The ephemeral tele-
vision belies adequate rehearsal. Infor-
mality, off-the-cuff, replaces cold blood-
ed professionalism.

So we rehearsed—and we worked—
and suddenly everybody loved it.
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It went down with the audience rather
well, too. And as we humped our in-
struments back through the frosty air to
our own awaiting Christmas tree, one
could sense the glow of satisfaction of
a job well done.

Ludgate had a fleeting touch of sor-
row at the thought of the rehearsal
rooms that had fallen to the bulldozers
and he thought of its former owner and
his craftsmanship:

“Then all the Cratchit family drew
round the hearth in what Bob Cratchit
called a circle, meaning half a one; and
at Bob Cratchit’s elbow stood the family
display of glass. Two tumblers and a
custard-cup without a handle.

“These held the hot stuff from the
jug, however, as well as golden goblets
would have done; and Bob served it
out with beaming looks, while the
chestnuts on the fire sputtered and
cracked noisily. Then Bob proposed:

“‘A Merry Christmas to us all, my
dears. God Bless us !’

“Which all the family re-echoed.

“* God bless us every one!’ said Tiny
Tim, the last of all.”

(To be continued)

Hawaiian Guitar
Tunings

By EDWARD KIRKMAN

ECENTLY 1 paid one of my

occasional visits to London and
the Clifford Essex Co. I found, the
Editor jubilant at having published the
original “Hawaiian War Song,” which
he assured me was “the real thing”—
the word “trad” for once having no
connection with mainstream jazz.

While in London I was able to hear
one of the Hawaiian groups mentioned
in “B.M.G.”—Charles Kohlhoff and the
Peari Hawaiians, who play on Wednes-
day evenings at “The Star,” Feltham.

I also discovered that another group,
with Ray Crosby on the E.H.G., was
playing on Fridays, Saturdays and Sun-
days at the “Duke of Fife,” between
Forest Gate and West Ham, from 8 to
10.30 p.m.

At “The Star” the quartet includes
two plectrum guitars and the personnel
behind the bar dress for “South Seas
night” in appropriate costume.
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Charles, a player for 26 years now,
uses a triple-neck guitar with each eight-
string neck “live,” skipping easily from
one tuning to another in mid-solo.

Favouring the “native” style, he
played beautiful versions of such
favourites as “Lovely Hula Hands” and
manages to impart atmosphere to re-
quest tunes such as “Sailor.”

Ray, who was visiting Feltham, uses
a six-string C6th tuning, (from sixth
string to first: G. C. E. G. A. C.) and
inclines towards more ‘‘commercial”
numbers. His hot version of “Tiger
Rag,” which had an enthusiastic recep-
tion, and his “Indian Love Call”
showed, I thought, the influence of
Roland Peachy.

I played the two numbers I have
given as examples in “B.M.G.” for the
tuning C#. E. F. G#. B. C#. E. F.
and others at Charles’s request while he
switched over to ukulele.

MINIMUM MOVEMENT

Two general comments were on the
minimum of movement of the steel in
this tuning—in which, as I have already
explained, there are major chords in
two keys at each fret with the dominant
seventh only two frets away from the
tonic chord—and on the few slants.

The latter is achieved by having the
second and first (and seventh and sixth)
strings tuned a semitone apart.

However, as was pointed out, you
must be careful when (for instance)
playing passages of thirds on the top
three strings, to damp the strings be-
hind the steel properly when moving
from major to minor thirds or vice
versa.

A chord enthusiast, Charles Kohlhoff
was interested in the F13 harmony
possible in the sixth bar of “Pagan
Love Song” (October issue) because of
the low C# string.

“Now is the Hour,” surprisingly,
brought a request for more. Many
three-note chords are possible in this
number, which can be played almost
entirely between the fifth and tenth
frets.

Using full major chords with the
third at the top and three-note sixth
chords on the seventh, fifth and third
strings, helps to bring out the haunting
qualities of the Maori song.

I was asked about diminished chords
in this tuning. In these, all the intervals
are a minor third apart. It simplifies
things to remember there are really
only three different diminished chords

BMG.

—G#.B.D.F, F§. A.C.Ep.and
C#.E. G. B.—and each may be named
after any of the notes the chord con-
tains.

Three-note diminished chords are
available, when convenient, on the sixth,
fifth and fourth strings.

I took as an example the first few
bars of “A Song of Old Hawaii” (from
Roy Smeck’s “Hawaiian Guitar Solos”
album) in which, after the lead-in, the
harmony is: first bar, F; second, Fdim,
F, Fdim, F; third, C7.

You can play the F chords, if you
like, at the 13th fret; the diminished
chords at the 12th fret; and the C7
chords at the 11th.

On returning to the West I fear 1
committed lese majeste by playing in
Bath; that bastion of the banjo and
home of our revered contributor R.
Tarrant Bailey.

Net, I hasten to add, at Ensleigh.

1 remember only too well Mr.
Bailey’s account, in one of his inimi-
table articles, of how Clifford Essex sup-
plied Mrs. Bailey with an Hawaiian
guitar; how he was disgustedly forced
to play it; and how frequent playing of
one South Seas’ recording drove him
out to mow the lawn for an hour and
a half !

And his opinion of the instrument
and its vibrato: “My one desire is to
help it bear the pain it appears to be
suffering !

NOT VERY WIDE

I can say, however, without wishing
to enter the lists in the vibrato feud
which has been raging in the “Cor-
respondence” columns, that I do not
generally use a very wide vibrato.

The occasion was the Sunday night
farewell of banjoist and plectrum
guitarist Fred Bedborough after seven
years as landlord of “The Three
Crowns,” Coombe Down.

The Hawaiian quartet in which Fred,
among his other engagements, plays,
had gathered there, led by Clem White
on E.P.G. and featuring Maurice Dicker
on the Hawaiian guitar.

Maurice’s interest in South Seas’
music began when he was stationed in
Hawaii for two years during the war.
Though using a flat steel he is an agile
player in fast numbers such as “Cal-
cutta” and produces effective harmonics
in, for instance, “Sweet Hawaiian
Chimes.”

He uses a D13th tuning (from sixth
string to first: C. D. F#. A. B. D))
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so using his guitar 1 took “My Isle of

-Golden Dreams” up a tone from C to

D, thus using the same fret positions as
for a D version of my tuning.

This enables the first 12 bars, as
written, to be played in third intervals
entirely on the top three strings.

One advantage of the D version of
the tuning is that low C and C7 chords
can be played at the first fret. ‘

We will continue the New Year by
examining existing tunings from the
standpoint of both six and eight-string
players.

Reading Gaicklyi

By the late ZArRH M. BICKFORD

II HE real secret of reading readily

and quickly can almost be given
in a single sentence—to see and grasp,
mentally, as many notes ahead as possi-
ble and to always read in groups instead
of single notes.

Reading music is exactly like reading
words as far as the action of the eye
and the perceptive faculty is concerned.
Were the child to continue to spell out
each word, letter by letter, he would
never become a fluent reader.

Another faculty almost equally im-
portant is the development of a strong
rhythmic sense and the constant opera-
tion of this faculty when reading (thus
actually compelling the eye, brain and
fingers to be constantly on the alert) pre-
pares these for what is coming and
enables the fingers to reach the proper
spot at just the right time, because it is
time and because time cannot wait and
must not be broken.

The constant exercise of this faculty
never fails to develop rapid readers.

Developing speed in playing involves
three things. First, the mental grasp and
conception of the group of notes and the
rhythmic divisions. Second, the neces-
sary dexterity and muscular develop-
ment of the left-hand fingers to actually
do the work in the specified time. Third,
the absolutely uniform movement of the
two hands together—in other words, the
synchronising of the movements of the
two hands.
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Learning
with Lucas

By JACK WHITFIELD
(Continued from last month’s issue)

(A series of monthly lessons for plectrum
guitar beginners, using as text-book the
Nick Lucas Method).

II HE reader who asked for an
explanation of alternate down-
and-up stroking on chords has a prob-
fem quite common to beginners.

If the right hand is operating cor-
rectly, down strokes on chords soon
come easily and down-and-up strokes
on single strings present no real diffi-
culty. But even when the rules for right
hand are applied without blemish—
movement from a free wrist, as if flick-
ing a cigarette card—many players
never really master the art of achieving
a smooth up stroke on a chord.

The natural tendency is a “scoop”
upwards at the strings and the result is
a ragged, uneven arpeggio from which,
as often as not, the lower strings are
missing altogether.

The essence of a correct up stroke is
it should differ from the down stroke
only in direction. There should be no
change in grip on the plectrum; no
change in the “structure” of the hand;
no change in the power of the stroke.

NO CHANGE

If the plectrum is held loosely enough
it should “give” slightly to the strings
on the down stroke; tilting a little with
the point uppermost. On the up stroke,
it should also “give,” but this time the
point is downwards.

The arc described by the plectrum
should never extend more than, say,
half an inch beyond the first and sixth
strings when a six-string chord is played.
With a chord of fewer notes it is neces-
sary to clear strings which must not
sound and this is done by pulling the
hand (with the wrist as pivot) a shade
outwards from the strings; that is, away
from the face of the guitar.

The effect of this action is to produce
an element of “bounce” into the stroke.
. The best practice routine I can
recommend is as follows:

Deaden the first string with the first
finger of the left hand and play a few
down-and-up strokes on it. - If your
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SUBSCRIBERS . ..
... PLEASE NOTE

When you receive a notice of expiry with
your copy of ““ B.M.G." will you please

RENEW WITHOUT DELAY

to ensure uninterrupted delivery.

stroking is inaccurate, the second string
will sound.

Now extend the first finger of the left
hand to deaden the first two strings and
play down-and-up strokes on them. If
you go wrong, you will hit at least the
third string, which will sound to correct

ou.

Y Next, the left hand damps the top
three strings and if the plectrum strays
beyond the deadened ‘“chord,” the
fourth string will tell you.

And so on, until you are playing all
six “dead” strings.

Having tried this routine a few times
free the sixth string, fifth, fourth and so
on, in turn, keeping the right hand
working without break.

HAPPY ROUTINE

If you “play” lightly enough, this is a
scheme you can practise happily even
while watching the television !

Next work on up strokes alone, play-
ing a regular rhythm.

Remember in practising down-and-
up strokes that each stroke should give
quaver value,

The dotted-crotchet rhythm is com-
paratively ecasy and does not call for
any real degree of plectrum control on
the up stroke.

Include the routine suggested above
in all your practice periods for the next
few months. Do not bore yourself stiff
with it. A few minutes a day will suffice
and I think you will be pleasantly sur-
prised by the results.

Now for the month’s work.

First week: Page 51 of the tutor. The
march, “Ever So Good,” another “mel-
ody-in-the-bass” effort, should be easy.
Make it sound like a march, with the
beat well-marked. On Page 52, Lucas
briefly explains syncopation and intro-
duces tied notes (marked with a cross).
It should be fairly clear that in each
case the crotchet is held to give a note
of the duration of a minim. ‘“Battle
Axe” and “Jazz King” require no
explanation.

Second week: Page 53. Modulation
is the change from one key to another.
In Ex. 1 (“Key of C”) the first chord
is C Major. C7 (the second chord in
the first bar) is the stepping stone to

117

the chord of F Major (first in the second
bar) and, by way of F Minor (second
chord in the second bar), we move back
to C. And. so on.

Complete the page this week, giving
each item about 15 minutes a day and
where you come across unfamiliar fin-
gering, give special attention to the
passage until you can maintain even
tempo throughout.

Third week: “Rudy,” on Page 54,
sounds a little “thin” if played as a
solo but the practice afforded is well
worth while. For the first time, you
come up against the higher reaches of
the fingerboard. Work to get a bell-like
quality into these high notes and do
not “clip” them. This requires good
plectrum control and co-ordination and
I would say there is a good week’s work
in this piece. Take the first nine bars
on the first day; the next 12 on the
second; the next 12 on the third; the
remainder on the fourth. For the rest
of the week work on the whole piece.

Fourth week: General recap on the
month’s work and earlier scales, studies
and solos.

(To be continued)

The “Spanish”
Minstrel’s Tour
(1828-9)

By ERNEST J. TYRRELL

(Continued from last month’s issue)

HAVING mounted the “Pick-
wick” Coach at Salisbury (well-
horsed, as were .all the coaches of
Moses Pickwick) Juan de Vega reached
Bath at eventide, after a journey of
thirty-eight miles, during which he
skirted the stately pile of Wilton House
(crammed with the-art treasures of the
Earl of Pembroke) and the even vaster
palace of the Marquess of Bath, at
Longleat near Warminster, some twenty
miles farther on.

Of the many villages lining the route
Juan’s memory must surely have been
most keenly stirred by that of Deptford
(with its well-known posting inn at the
cross-roads) for at the outset of his
adventure, now over three months
behind him, he had passed through its
London namesake, with all its naval
associations, within the first honr or so.
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The coach stopped outside Bath's
famous “White Hart” Inn, with its
many Dickensian associations and
which, like the coach itself, was owned
by Moses Pickwick.

The moment seems fitting to recall
that although the leading lights of the
little village of Pickwick, just north-east
of Bath, were then Captain Fenton of
Pickwick Lodge and C. W. Loscombe
Esq., of Pickwick House, yet it was
thanks to a foundling abandoned on a
doorstep in the village (hence, no
doubt, that “Moses”) that the name
“Pickwick” was known the length and
breadth of the Kingdom.

The waif prospered, becoming a
hotel proprietor and running coaches
on 25 long-distance routes throughout
the country; he also seems to have had
a sardonic sense of humour when one
recalls the coaching fatalities (largely
through competitive racing) then
recorded daily in the press—for in type
bolder than all the coach schedules on
his time-table was the concluding an-
nouncement: “BLACK CARRIAGES
AND HORSES FOR FUNERALS.”

Juan’s purse, of course, prohibited a
stay at the “White Hart” but he found
very comfortable quarters at what
seems to have been the “Bear” Inn, an
old and picturesque hostelry.

This inn sign was not uncommon, the
origin usually being ascribed to the per-
forming bears, complete with chain and
collar, made to go through their act at
such places for centuries until the year
1910 or thereabouts.

WORTH REPEATING

An anecdote of one West Country
“Bear Inn”—perhaps this very one—
may be worth repeating.

A needy artist was unable to settle
his score for refreshments and made a
bargain with the landlord to repaint his
weather-beaten sign instead. When
about to start he proposed, in return for
half a guinea, to furnish it with a hand-
some gold collar and chain, but the nig-
gardly proprietor refused.

The task finished, the painter took to
the highway but, to the chagrin of mine
host, the first heavy downpour entirely
obliterated the animal—for the artist
had painted Bruin in tinted distemper !

It so chanced that the landlord
encountered the painter soon afterwards
in a neighbouring village and demanded
furiously an explanation. “Well,” said
the artist knowingly, “if only he had had
that gold chain and collar, rest assured
he would never have got away !”

The next morning Juan set out to
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enjoy the beauties of Bath and my own
limited acquaintance with the “Queen
City of the West” conjures up much the
same vision as our Minstrel’s descrip-
tion over 130 years ago. He says: “It
is magnificent, the view from the hill on
the right of the London road being
specially delightful(*). The town is ele-
gantly built of light stone, spreading
over the undulating surface of an exten-
sive theatre formed by the surrounding
hills, the deep sombre tint of which at
this late season of the year displayed a
striking contrast to the brilliant sky.”

GRAVE AND GAY

After further rhapsodising upon the
surrounding country and mansions
Juan, as one might anticipate, reverts to
his adventures in Bath, both grave and
gay, and during his somewhat lengthy
stay nothing is further heard of ‘the
city’s topography.

I trust my Jewish friends—and I have
several—will not take amiss Juan’s ref-
erence to one or two incidents during
his stay in Bath (not that they are par-
ticularly lurid) but as a faithful chron-
icler I cannot pass them over, although
as far as I can I shall use the minstrel’s
own words.

Upon the evening of his arrival he
struck up acquaintance with a Jew who
invited Juan home. When on the mor-
row the minstre]l called on his new
acquaintance he was introduced to
several of his host’s compatriots. Three
tankards of porter were sent out for, so
that they could exchange toasts—and
out of courtesy Juan managed to swal-
low the mixture.

(*) R. Tarrant Bailey’s cottage is sited on the top of
this very hill and I can vouch for the fact that the
view from Ensleigh Lodge is truly ‘‘delightful.”’—
EDITOR.
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This tipple, at any rate in the good
old days, was a potent and bitter bever-
age made partly from charred hops and
from 1727 onwards had been the
favourite gullet lubricant of porters and
labourers, as the name implies. It by
no means appealed to Juan’s cultured -
palate, still less so when he was asked
to settle the full score !

He ruminated: “If this is a specimen
of Jewish hospitality, the next time I
have to settle I'll take the liberty of
c;:f}lﬂg for something I can drink my-

“However,” he consoled himself, “I
was well recompensed for he intro-
duced me to a pretty girl among the
party, with whom I flirted mildly for
three quarters of an hour, to the annoy-
ance of her old father. I left with a
promise she would see me when next I
paid a visit to the Israelite.”

FAIR SUCCESS

The following morning Juan played
his guitar in various parts of the City
with fair success but without incident,
until he commenced to serenade a house
in the Royal Crescent—described as “a
splendid pile of palatial residences,
justly regarded as the gem of Bath
architecture, elliptical in form, with a
grand colonnade in the Ionic order,
erected in 1769.”

So stood Royal Crescent, mellowing
with time but otherwise unchanged,
until the three “Baedeker” raids of
April 1942. Among the houses gutted
was No. 17, the home for many years
(qntll his death in 1897) of Sir Isaac
Pitman, inventor of the most widely-
used system of shorthand.

Needless to say the description just
quoted is not that of Juan and, in any
case, the minstrel was too preoccupied
by a forcible expostulation that the
“palatial residences” and their occu-
pants had no use for itinerant trouba-
dours.

Juan’s own picturesque account
merits quotation: “A liveried street-
keeper came up and desired me not to
play in the streets. I affected not to
understand but, putting his hand on
me, he gave proof that he would, vi et
armis, put his commands into execu-
tion. I was much astonished at his
salutation and fancied he was exceeding
his duty. I knew that vendors of fruit
were obliged to toddle on at the impres-
sive voice of the policeman, as well as
the ‘night fairies,” but I never dreamt
that musicians, particularly minstrels,
were condemned to such regulations. I
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found however that there was less
importance in my profession than I had
been in the habit of arrogating to it, and
had nearly determined to pawn or sell
my beloved guitar and return in despair
to Westminster, when happily a gentle-
man and some ladies came up, one even
halting her chairmen and alighting from
a Sedan chair, all enquiring into the
nature of our dispute.

“The Dogberry (a cant term for an
ignorant consequential official, derived
from the constable in ‘Much Ado About
Nothing.” E. J. T.) and de Vega both
gave their explanation and an arrange-
ment was made that the street-keeper
should bring me before the magistrates
to ask permission to play.”

This chimed well with Juan's own
wishes and as the procession wended
its way to the Guildhall the ladies,
becoming more interested in the guitar
—and perhaps the player, pressed him,
as they chanced to pass one of their
houses, to enter and give a recital,
which was so prolonged that when he
left, the Court had risen for the day—
so Juan made his way back to the inn.

Just what the irate “Dogberry” was
doing all this time is left to the imagina-
tion.

(To be continued)

Brent Hayes'Story

By J. MCNAUGHTON

(Continued from last month’s issue)

HE Lone Star State of Texas is

indissolubly linked, in the minds
of “Western” devotees, with visions cast
in the moulds of Hollywood, where the
eternal kaleidoscope contributes its
subliminal fragments to the saga of the
six-gun; where the posse rides thisaway
and the road agent thataway; where
mavericks moo 'mong the mesas and
tall tophands deftly manipulate “the
makin’s” with one hand whilst calming
their pintos with the other; where the
sardonic raffish gun-toter casts a chill
over victim and audience alike as his
sun-cracked lips emit the time-honoured
formula: “Ah said fer yuh t'draw.”

If the luck of the draw had not been
with Brent Hayes one Monday night in
September 1916, when he reached
Houston in Texas, his biography would
have ended abruptly in Room 321 and
a certain silver-plated Colt .45 would
not have completed the stage outfit of a
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banjoist whose North West Mounted
Police uniform was about to make its
first appearance in Vaudeville.

Room 321 was in a hotel conveni-
ently near the theatre but as it over-
looked Main Street and was therefore
too noisy for him, Hayes asked for
another room—and was given one on
the fourth floor, to which he moved to
prepare for rehearsal. Ninety minutes
later, as he waited for the elevator to
take him to street level, a fusillade of
revolver shots reverberated through the
building.

HYSTERICAL SCREAMS

As Hayes dashed down the staircase
to the floor below he could hear hyster-
ical screams from the female staff. He
found them staring horror-stricken at
a huge, raw-boned Texan standing
astride the shattered body of a man—
a body that lay across the threshold of
Room 321.

Muttering something about having
shot the wrong man, the Texan calmly
strode off in search of a policeman.

Here is Brent Hayes account of the
incident: “It seems the Texan was a
rich cattle rancher who suspected his
wife of infidelity—she was supposed to
be involved with a medico, a certain
Doctor Bertrand Hayes who was known
locally as Dr. Bert Hayes. The Texan
had been told they had gone to Houston
together.

With fury in his heart and a ‘forty-
five’ in his pocket he had set off to
search the hotels of Houston for the
alleged deceivers.

By the time he had reached my hotel
an insurance agent had moved in to
Room 321, only a few minutes after 1
had vacated it. The Texan scanned the
hotel register and, in his rage, mis-read-
ing Brent Hayes for Bert Hayes had
made the third floor. His unwitting
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victim heard his knock, then the heavy
calibre bullets tore through the un-
opened door and into his chest. As the
man fell the Texan flung open the door
and emptied the remaining cylinders of
his revolver into the dying body
slumped across the threshold.

The poor fellow’s chest was almost
completely shot away. It was a ghastly
sight and the hallway was in a shocking
state.

It transpired that the Texan’s suspi-
cions were totally unfounded—the
doctor was at that very hour performing
a major operation in a Dallas hospital
while the supposedly erring wife was
visiting her mother in Fort Worth.

By paying seventy-five thousand
dollars to the widow of the insurance
man the Texan satisfied the demands of
the State law—and within three weeks
I met him again.

MAD-BLIND WITH RAGE

I was at the Majestic Theatre in San
Antone, Texas. I was donning my
Mounties’ uniform for the first time
when the manager sent for me. There,
in his office, wag Mr. C********  the
Texan. He told me how miserable he
felt; how he had realised I might have
been his victim. He said he had been
mad-blind with rage at the thought of
what he had been told by the busybody
whose gossip had sown the seeds of sus-
picion in his mind. He also revealed—
not surprisingly—that his wife was
about to divorce him !

Then he handed me a leather holster
containing the silver-plated and ornately
engraved revolver which had fired the
fatal shots. ‘Here, take it’ he said, ‘and
use it in your act with that uniform.’

I hardly knew what to say but the
manager nodded to me to accept the
gun. So, to spare C’s feelings, I took it.
I had the cylinder removed before in-
cluding it in my ‘properties,” however.
for I always had a feeling of revulsion
about it. Of course, only the butt anc
hammer were visible in the holster wher
I was on stage so the absence of the
cylinder probably went unnoticed.

Soon afterwards I parted with the
Colt—I had a relative who collectec
firearms. It certainly was a beautifully
engraved and finely-finished weapo:
but its tragic significance for the unfort
unate man from Chicago, whose dread
ful fate might well have been my own
made possession of it unbearable fo
me.”

(To be continued)
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- The Modern
Hawaiian Guitar

By FRANK BAKER

(Continued from last montl's issue)

II HIS being the time of “good
resolutions” it might be a good
idea to resolve to check one’s electrical
equipment so I would like to again dis-
cuss the merits of AD/DC amplifiers
when used with electronic instruments.
At least twice a year it is worth while
to check one’s mains lead for wear or
breaking away of insulation—and this
applies to inside the mains plug, where
continual twisting and pulling on the
lead can result in considerable wear on
the seotion of the lead that is not readily
visible.

This applies particularly to the two-
pin type of plug which has no cord

p.

Dismantle the plug and make sure
the plastic or rubber insulation is intact
and covers the wires right up to the
point where they are held in the plug
pins—also check that the wire-retaining
screws are tight and doing their job.

Check also all jack plugs and leads
to make sure nothing is hanging by a
bare thread of wire !

NO SIGNAL

Should the centre lead connection be
broken you will get no signal at all
through your amplifier, likewise the
screening connection becoming discon-
nected will also give rise to considerable
hum.

If possible, check that all valves are
properly “seated” in their respective
sockets. The modern miniature type of
valve is rather more prone to come
loose during transportation than the
older type “octal” based valve.

The above checks are necessary on
both AC-only and AC/DC amplifiers—
the danger in the latter lies in the fact
that the metal chassis of the amplifier is
connected directly to one side of the
mains—and although safely(?) pro-
tected in a case, anything such as a
guitar unit or microphone connected by
wires to that chassis becomes an exten-
sion of one mains lead.

Provided the mains plug is inserted
the correct way round, the chassis and
units are on the neutral side of the
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mains supply, i.e. approximately at
earth potential, so there is little point in
adding an earth lead to a three-pin plug
if one is used. It merely prevents insert-
ing the plug the wrong way round.

Three-way mains lead can be most
dangerous on this type of amplifier
when used at other than “home” loca-
tion as there is no guarantee that other
mains sockets are wired correctly. In
certain circumstances the third (earth)
lead can be directly connected to the
live side of the mains, bringing forth a
considerable flash and consequent
blowing of fuses when the plug is
inserted. )

Many television and radio receivers,
using AC/DC technique, carry implicit
instructions that no separate “earth”
must be used for this reason.

My advice is to use a twin-plug two-
pin connector at the end of your mains
lead—and this can be arranged to inter-
connect with other leads and plugs of
different types where their use becomes
necessary. The two-way 5-amp con-
nector is then easily reversible and the
use of a small neon tester (to find the
“live” side of the mains) should always
be used.

Needless to say, any other electrical
equipment (such as microphones or
another guitarist’s instrument in use at
the same time as your own) should also
be checked with the tester, which should
not normally light up when equipment
is correctly connected to the mains.

Disregarding the above has been the
reason for most of the fatal accidents
in the past.

Taking any two items of AC/DC
equipment: if one is connected to the
mains the wrong way round and you
handle equipment with metal parts con-
nected to both (such as a microphone to
A and a guitar to B) it is exactly equiv-
alent to holding a wire from each side
of the mains in each hand. As the
human body provides a fairly easy path
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a large current will flow and although
you may have withstood several thou-
sand volts from “shocking coils” at
school (in the science class) at prac-
tically zero current, I can assure you
approximately 250 volts at several
amperes passing through the body is
sufficient to effectively discourage most
people from ever trying again !

If you own an AC/DC amplifier, be
careful and observe the few precautions
I have outlined. You will probably then
live to see the standardisation of mains
to 240 volts AC become general
throughout the country, thus rendering

. AC/DC amplifiers unnecessary.

A word if you are contemplating buy-
ing a new amplifier. Avoid the AC/DC
(sometimes dubbed “universal”) type
unless you are likely to play in an area
where there is only a DC mains supply,
The slight extra expense in acquiring
an AC-only amplifier is more than justi-
fied by the complete freedom from the
aforementioned dangers.

AN EXPLANATION

An explanation for the non-electri-
cally minded reader. The reason why
certain AC equipment (such as electric
irons, fires, washing machines and
similar metal-cased items) are earthed
to a three-pin plug is to avoid the metal
case becoming “live” in the event of a
physical breakdown of the relative heat-
ing element or wiring—which could
short-circuit the case.

As the case is earthed, it cannot be-
come “live” and dangerous. In the
circumstances described, the mains fuse
would invariably “blow.”

This technique cannot be applied to
the AC/DC amplifiers satisfactorily as
one side of the chassis (i.e. case) is
already connected to the mains whereas,
as in the case of electric irons, etc., only
the heating element is connected to the
two mains lead:  LIVE and NEU-
TRAL. The case (or chassis), having
no electrical connection, can be inde-
pendantly earthed through the third
wire.

Having cleared up, I hope, this
problem for a number of readers let
us now turn to the question of using
three finger picks with modern tunings.

One cannot expect to just fit three
finger picks and play four-note chords
in conjunction with the thumb pick. It
must be remembered that the third
finger is completely untrained and it is
advisable to start by playing single-note
passages and double-stopping, using the
third finger wherever possible. If
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necessary, revert to a few scales, grad-
ually advanocing to your usual solos.

Play sixths or thirds, using thumb
and third finger, alternating with first
and third or second and third fingers.
After a week or two you will find the
third finger is gradually developing to
the stage where there is little to choose
between the first, second or third finger
in picking strength during the usual
single-string  and  double-stopping
phrases.

Then is the time to start on four-note
chords—and here the third finger will
normally pick the highest string, the
second finger the next lowest, and so on.

(To be continued)

Take Your Pick

By Roy BURNHAM

(Continued from last month’s issue)
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OHEMIAN GIRL"’ makes

the climax to “Overture
Medley.” The section chosen by Emile
Grimshaw builds up steadily to a fitting
ending for this concert piece, which is
fundamentally showmanship rather than
musicianship (in its striotly purist sense)
and calling for considerable banjo-
manship or a strong injection of plec-
tromania bugs.

The first section is notable for its
contrasts in both delicate single-note
passages played piano, crescendo
chords and double-forte phrases.

It is essential to make this contrast
most evident. That is not easy.

It is an allegro passage; and the con-
trast in volume requires considerable
plectrum control.

Although there is nothing to indicate
it, it is desirable to play the whole of
this section rather staccato.

Although fingering is indicated this
should not necessarily be taken as the
only way of playing the passage.
Because of the tuning of the banjo
there are many ways of fingering any
given passage and one can be just as
effective as another. Much depends on
the player’s personal preference and
individual style.

Much also depends on whether one
uses the D-bass tuning or not.

However it is advisable to play the
Gm. chord in bar three on the inside
strings and use the covered third and
fourth strings for the run down to get
the full-blooded tone that the ff phrase
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requires. This procedure should be
adopted wherever the phrase repeats.

The next movement in G requires a
change in technique. Staccato gives
way to legato. The opening two bars
are more of a tremolo. Bar two, how-
ever, provides a difficulty. This double
melody note, commencing on a half-
beat, is a brute. It must be phrased off
into pairs—BA:AG: etc. Some players
will find they can do this with right-
hand accent alone, by emphasising the
down strokes so that it is the second A
and the second G and the second F
that predominate.

REAL MUSIC

Others may find some assistance is
required from the left hand. This is a
perfectly legitimate thing to do; for it
is the co-ordination of both hands that
provides real music.

In this case I would suggest the fol-
lowing fingering 2 1 : 21 : 2 1 etc.
for cach phrased pair of notes. This
means one changes from the A, fingered
with the first finger, to A, fingered with
the second finger; to G, fingered with
the first finger and G, fingered with
the second finger.

This technique of changing the fin-
gering while maintaining the same
melody note may be new to plectrum
banjoists but it is common practice to
players of the violin family of instru-
ments.

The same technique may be adopted
in Bar 6 of this movement.

The next four bars—the third move-
ment—often prove the player’s undo-
ing. Remember they arc merely sus-
taining harmony while the piano
provides a bass melodv—and in this
concert solo are merely transposing the
string orchestral parts to the banjo. So
please do not breathe in relief at finish-
ing the difficult bits and pound out the
simple chords of G and Ap. Keep
them a little restrained and mellow and
let the pianist take the lead.

Then gradually take control from
Bar 5 to 8 so that by Bar 9 you can
really come in with this crisp, clean
chord progression.

It will be improved by making the
whole thing a four-note chord pro-
gression—provided you can finger the
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chords cleanly and change from one
to another smoothly.

Here again the D-bass tuning is an
advantage because it allows you to play
the melody in octaves.

Finally the allegro vivace. This can
be a fitting ending or ruin the whole
performance. It will ruin the perform-
ance if it is so loud that the tone
becomes harsh. It will ruin the per-
formance if the tremolo runs the whole
melody into an indistinct blur. Each
chord is accented. Play tremolo—but
use the left hand to damp the chords
just as you would when playing rhythm.

The finale staccato accelerando
should really build up—and here again
four-note chords make all the differ-
ence: a prelude to thunderous applause!

(To be continued)

Guitar Technique

By James O’BRIEN

II HERE was a slight mis-print at
the very end of my November
article. The sentence should have read
“...complete and utter concentration”
—mnot relaxation.

While I do not want to enter the
realms of psychology unnecessarily,
here is an instance where concentration
is essential to acquire a relaxed finger-
tip.

As we are on the subject of relaxation
it should be pointed out that while the
whole hand is relaxed in the sense that
it is not tense, it is the distal joint (the
one nearest the tip) that is completely
relaxed so that the tip bends outwards
when the point of the finger comes into
contact with the string.

Once this is understood the produc-
tion of a good tone becomes more easily
attainable.

I should like to go into this matter of
tone thoroughly because—I know you
will agree—without a good tone your
guitar-playing is simply not worth lis-
tening to.

Let us take it for granted you have a
reasonably good instrument and none
of the strings are false.

For a plectrum-guitarist the first
essential is a good plectrum—and that
nicely bevelled and polished. Our plec-
trum is a smooth fingertip combined
with a well-polished and rounded finger-
nail. Just as a plectrum-player will not
use a rough or badly-shaped plectrum,
neither should we be content with rough
or badly-shaped nails !
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Having gone into this matter rather
thoroughly about a year ago, I will give
you, just briefly, the main points to
remember.

A rounded nail will always produce a
better tone than a pointed one. Shape
the nail into a curve with a fine emery
board—such as you can buy in any
chemist’s shop—and polish the edge
well afterwards on a piece of soft
leather. Take it as a general rule that
the nail projects about 1/32-inch
beyond the fingertip and that it is
c;xrved to follow the outline of the tip
also.

If, however, you have hooked nails—
that is, nails which, if allowed to grow
to an enormous length, would curl right
back into the palm !—you could flatten
this curve somewhat. I, personally, not
only do this but I also file the first and
second fingernails more on the left side.
This produces a better tone from these
fingers which, in normal playing, are
not in an upright position but lean
towards the nut.

IMPCRTANT THING

Now to produce that tone we know
our guitar possesses !

Speed of striking is the first and most
important thing. Many self-taught play-
ers imagine they are striking the string
but what they are actually doing is this.
The fingertip is lowered on to the string;
it rests there for a split second and is
then pulled off again. No muscular
effort is used in placing the finger on
the string—only in pulling it off.

Strange as it may seem, fear is the
main reason for this incorrect method
of vibrating the strings. Consciously or
subconsciously we are afraid of striking
the wrong string and so we carefully
lower the finger onto the correct string,
check it is the right one (and not the
wrong one !) and proceed as above !

Try it this way.

Place the finger-tip in position, i.e.
about half-an-inch in front of the string
and about a quarter-inch above it. Now
imagine for a moment your finger is a
kittle hammer and you are going to
drive a nail into the side of the string.

Do you bring it down gently against
the string and then—-push ?

No! You make a swing atit! All
the muscular force is used at the com-
mencement of the stroke; the impetus
given to the finger-tip at that stage
carries it right against the string and
beyond it.

The shorter the period of time the
tip (and nail) is in contact with the string
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the better the tone, the ‘cleaner’ the
note.

This applies also to the matter of
legato; the guitar is a legato instrument
and notes and chords should follow
each other smoothly. Continuity of
sound—the minimum of break between
succeeding notes—depends  entirely
(where the right-hand is concerned) on
how long your fingertip remains in
contact with the string.

During that brief moment when the
tip is resting on the string all sound
ceases.

Obviously then, no matter how long
it takes we must cultivate a fast move-
ment of the fingertip, aiming at a speed
so high that normal eyesight will not be
able to follow the movement.

If you have difficulty in doing this,
here are two simple exercises that may
help.

Place the three right-hand fingers
lightly on the third string and the thumb
on a lower string. Now lift the third
finger and play the second string repeat-
edly with it. Keep a close watch on
two things; first, that the third finger
performs the stroke with a swift action
—the impetus given at the beginning of
the stroke and with absolutely no
resting period at point of contact and,
second, that the other fingers and thumb
do not either leave the strings or depress
them or push them aside in any way.

NOT EASY

Simple as it is, you may not find this
easy to do. Its purpose is to ensure that
the third finger is performing the stroke
completely independent of the other
fingers.

Next, replace the third finger on the
third string and play the second string
with the second finger: the same with
the first finger. Finally the thumb.

Keeping the three fingers on the third
(or any of the upper strings), play the
bass strings with the same quick move-
ment.

Take particular note of the following:
if the fingers are pushed off the upper
string by the thumb-stroke you are
partly using the .hand to augment the
action of the thumb. If, on the other
hand, the fingers are pressed hard
against the string on which they are
resting you are using them to pull the
thumb through the stroke.

I hope this is not terribly involved—
it is meant to be exhaustive—not ex-
hausting !

The second exercise is as follows.
With the finger in position to make the
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stroke, i.e half-an-inch away from the
string, commence counting 1. 2. 3. 4.
at an absolutely even metronomic
speed.

After a bar or two of this accurate
counting commence the strokes.

You must see the commencement of
the stroke and the actual sounding of
the note coincide with the counting. In
other words while you are counting 1.
the finger moves from half-an-inch in
front of the string to a half-an-inch
behind it—instantaneously.

This is not impossible, though it may
seem to be in theory. )

The time taken by the finger-tip to
traverse that inch should not be more
than a hundredth of a second; if the
impetus is given at the beginning that
is all it will take.

Try to complete the stroke, that is
place the finger-tip back in position
again for the next stroke, in as short
a time as possible. Practise this as much
as you can and, eventually, you will
find that not only is tone-production
improved but you will get greater speed.

HIT HARDER

I do not have to tell you what this
will mean where tunes and pieces—at
present outside your right-hand tech-
nique—are concerned !

There is little to say about volume.
If you want more volume—hit the
strings harder! But remember, no
insidious assistance from the hand;
make the fingers alone do the work.

You will produce more volume with
the apoyando so you can always use
this stroke where single-note passages
demand plenty of emphasis. 1t is also
used extensively where the melody is in
single notes and the accompaniment is
in either chordal or arpeggio form.

Accuracy is the result of plenty of
careful practice. Avoid moving the
fingers more than the half-inch to either
side of the string. Keep the hand per-
fectly steady.

Think of all the time and effort you
waste trying to compensate with the
fingers all the unnecessary movements
of the hand. It is like trying to draw
a straight line on a piece of paper on
a wobbly table !

Practice always on the inside strings.
If—reverting again to the hammer-like
aspect of the stroke—you imagine the
string you are going to strike is bounded
on each side by strings made of glass
you will be very careful not to hit either
of these strings.

(To be continued)
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Harmony for
Guitarists

By Jack DUARTE

(Continued from last month’s issue)

II O greet the New Year we have

our second collection of doubly-
incomplete dominant elevenths—those
deprived of their third and ninth
degrees. Although the characteristic
ninth is lacking the residue is strong,
dynamic and important.

One consequence of the omission of
the ninth as well as the third is that the
residual chord is exactly the same in
both modes—only the ninth differen-
tiates the major- and minor-type
chords in the previous examples.

Something of the strength of this
chord stems from the fact that it em-
braces twin perfect fifths—between root
and fifth, and seventh and eleventh.
(See Ex. 387).

Five- and six-string forms are not
really plentiful but on the whole they
are effective in sound. These are in
Ex. 388.

The residue proper is, of course, of
four notes only (five- and six-string
forms involve doubling) and it is in
four-note forms the chord reaches its
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most valuable expression on the guitar.
These important distributions are given
in Ex. 389.

There remains one important four-
note form of this chord (incomplete
dominant seventh lacking two degrees)
and it is an exception that proves the
“rule”—that regarding the omission of
the third degree.

If we omit the fifth and ninth degrees
the remainder can be effectively distrib-
uted as in Ex. 390—but when we come
to study the disposal and resolution of
the dominant eleventh we shall find this
is a slightly different proposition from
the other partial forms.

A few other distributions are possi-
ble, involving the same fund of notes,
but apart from the special-case finger-
ings of those included in Ex. 390, they
are not important.

DISPOSAL

The dominant cleventh is predom-
inantly an appoggiatura chord; the
eleventh itself has a powerful inclina-
tion to fall a semitone, disclosing the
underlying chord of the seventh or
ninth. Otherwisc stated, the dominant
eleventh resolves steadily upon the
ninth or seventh upon which it is
founded. This gives importance to the
fingerings of this chord that enable one
to make the resolution according to
method (see Sept. 1961), in which the
eleventh can be resolved whilst holding
the remainder of the harmony undis-
turbed.

The eleventh can be pushed upwards
in disposal (to the supertonic of the
basic scale) but this is rare and we can
safcly disregard the upward appoggia-
tura. This we have in fact done in show-
ing the chords previously given (Dec.
1961—Jan. 1962), with the available
downward resclutions of the eleventh
degree, in Ex. 391.

TWO ALTERNATIVES

Once the eleventh has been resolved
the remaining seventh or ninth can be
treated in any of the usual manners. In
a full close (Authentic Cadence) there
are two alternatives worth noting:

(i) If the ninth is omitted from the
chord initially, the eleventh may be
resolved directly on to the ninth (Ex.
392a).

(ii) In any form the eleventh can
be left unresolved in the usual sense,
merely being retained to become the
tonic note of the scale and the root of
the tonic chord (Ex. 392b).

An extension of this is possible, by
realising that the eleventh degree
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(tonic note) is present also in the sub-

dominant chord of a key. The IV—

VU—I progression could thus be

expressed in such a way as shown in

Ex. 393, with the note concerned

being held constant.

In June last we noted that the tonic
ninth chord may be dissected as (in in-
complete form) dominant harmony over
a tonic pedal. We may now see the
dominant eleventh in a similar light.

Ex. 394 shows that the form lacking
the third and ninth degrees can be
shown as the tonic note held suspended
over an incomplete but utterly charac-
teristic dominant seventh.

FREQUENTLY USED

If we now imagine an innocuous V—
I cadence from the dominant seventh—
and imagine, also, that the leading note
makes its resolution too hastily: when
this happens the result is something like
Ex. 392b. This anticipation is in fact
frequently used in serious music and,
historically, it probably arose in just
that way—through the over-anxiety of
a singer or instrumentalist, followed by
the realisation that this is a striking
effect, worth pursuing deliberately for
its own effect. Ex. 395 shows the
process.

It is worth noting, in passing, that
this process can be inverted (though we
cannot, in all conscience, regard this as
a case of an inverted dominant
eleventh !), placing the tonic note in
the bass. In this form the cadence
abounds in the music of composers of
the late 17th to early 19th centuries in
particular.

Ex. 396 is a feminine cadence (Au-
thentic) that positively breathes Mozart.

(To be continued)
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Tape Recording

By JEFFREY PocCOCK

EFORE attempting to make

good recordings it is most im-
portant to have one’s equipment in
good working order. Many tape re-
corder faults lie outside the scope of
the average owner—yet the correction
of many minor faults is well within the
capabilities of the majority.

Frequently a little thought will reveal
the origin of the trouble and much ex-
pense can be saved.

The importance of, for example,
cleaning oxide deposit from record and
erase heads may appear to be over-
rated, yet time after time I am called
upon to attend to tape recorders that;
“will play back, but won’t record.”

In a surprisingly-large number of
cases the fault lies in a heavy encrusta-
tion of oxide over the head gap.

Necdless to say, the removal of this
ot only enables the machine to again
record but improves the playback also
—the gradual deterioration having
passed unnoticed.

It is, in fact, surprising how this grad-
ual deterioration can become accept-
able and only receive attention in the
event of what seems to be a complete
breakdown.

MOST CRITICAL

The effect of oxide on a tape being
recorded is considerably greater than
on playing back a known good record-
ing for not only does the recorded
signal pass the head gap separated by
the film of oxide but it has already
been weakened by having been recorded
through the same thickness.

Owners of 4-track machines will find
this most critical.

A recent experience with a Philips
EL3515 may be of interest—though I
prefer to think of this as an isolated
example—and the principles involved
may well give a clue to similar faults
arising on other models.

This particular tape recorder was a
4-track model and fairly new. It had,
however, a most distressing “wow” and
a tendency towards slow running.

On this model the take-up spool
works by friction only—depending
upon the weight of the spool. This was
checked for freedom of “slip” and
found normal. The left-hand turntable
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carrying the full spool was also able
to slip freely (any drag here could
cause “wow” and slow running) and
my attention was now turned to what
would normally have been the last item
likely—on this model—to cause wow.

This was the pressure roller. Exami-
nation revealed this to be out of shape
—a common cause for wow—and here
it must be remarked there is no excuse
for leaving this roller in contact with
the capstan while the machine is not
running. This is almost always the rea-
son for a mis-shapen pressure roller.

At this point I changed the pressure
roller and the trouble should have been
at an end. Alas, it was not !

I finally located the trouble. On this
machine is a pause control. When this
key is depressed a lever lifts the roller-
arm clear from the heads and capstan.
This had somehow become out of ad-
justment, with the result that it was
permanently in such a position as to
slightly lift the roller-arm and the roller
could not make normal contact with the
capstan !

Bending this arm back to its normal
position immediately effected a cure—
though not before some time and
patience had been wasted.

ANOTHER FAULT

Another simple fault met with on this
type of recorder (and on many recent
Philips, Cossor and Stella models) con-
cerns the re-wind mechanism. It some-
times happens that a spool of tape will
slow down when approaching the end
of a re-wind.

To understand what happens it is
necessary for us to understand how the
re-wind mechanism works.

On these machines the capstan and
turntables are driven from one motor.
A continuous belt passes around the
pulleys in such a way that the two turn-
tables (or spool-carriers) rotate in oppo-
site directions. During playback or
record these spool-carriers are not in-
tegral with the driving pulley—the only
contact between the two being by
underside of the spool-carriers and rest-
ing on a plastic disc rotating with the
pulley.

This gives an easy “slip” to the spool-
carriers without impeding the transit of
the tape—but also without giving a
positive drive for re-winding !

To obtain this drive an ingeniously-
simple method is employed. Slightly
below the level of the plastic disc are
three soft plastic pads, or “clutch lin-
ings.” Pressing the appropriate re-wind
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key causes the spool-carrier to be
slightly lowered—just enough, in fact,
for it to rest by its own weight on the
soft pads. As these engage with the
smooth under-surface of the spool-
carrier they provide a firm and positive
grip, causing the spool-carrier to rotate
with the pulley.

The opposite spool revolves freely on
its felt washer but the process is re-
versed when the other re-wind key is
depressed.

Most cases of slow re-wind can be
traced to grease or dirt on the plastic
pads or the underside of the spool-
carriers.

To remove these, proceed as follows;
Remove control knobs by pulling off.
Remove plastic front cover in the case
of the Philips, then the whole of the
deck cover plate. Now remove the indi-
cator drive belt. The two brake-levers
are forked to prevent the spool-carriers
coming away. These levers should be
lifted clear of the edges of the spool-
carriers, which will then lift off. This
should be done with the machine dis-
connected from the mains and in the
“play” position to release the brakes.

After oleaning the pads and the
underside of the spool-carrier, a little
thin oil may be smeared on the spindle,
which should be rotated to make sure
the oil goes in to the full extent. Be
sure to keep oil from frictional surfaces
and the drive belt.

Why not tell me about your record-
ing problems ? Apart from a direct
“airing” in these pages, a reply will be
sent to those enclosing a stamped,
addressed envelope.

(To be continued)

Three Little Words

By RoN HIGGINSON

ONCE heard a professional guitar-

ist play an astonishly interesting
accompaniment to someone’s singing.
I listened spellbound. The playing was
as closely related to bom-ching as the
moon is to cheese. It was a swinging
background with all the stops pulled
out.

When he had finished playing I con-
gratulated him and expressed my
amazement. He smiled and shrugged
as he said simply: “That’s the guitar.”

It was a plain statement of fact. He
had just shown what the guitar is capa-
ble of producing when played by a
master.
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I often think of his words when I
hear different sounds from the guitar.
Josh White, for example, has his own
easily-recognisable style of playing.
Good examples of this style can be
heard on Melodisc 8008: “Mean Mis-
treatin’ Woman™ backed by “Baby,
Baby”—and there is a Josh White
Guitar Method published for those
with a leaning towards that type of
music.

It is not easy to acquire the ability
to accompany one’s own singing with
an independent and individual style of
single-string playing such as Josh’s but
if you listen carefully to his records
you will find he repeats certain phrases
in different numbers.

With the aid of his tutor and perhaps
some flair for blues playing it should
belpossible to capture something of his
style.

A ballad singer from the U.S.A. who
accompanied himself on guitar during
his stage tour of England was known as
“The Wayfaring Stranger,” otherwise
Burl Ives. Today. of course, he is
better known as an actor but in his
ballad-singing days I saw his act. His
guitar accompaniments were unobstru-
sive but adequate. No collection of
Burl Ives records is complete without
“Mr. Froggie Went A-Courtin’, with
fill-ins by that well-known American
guitarist Tony Mottola.

There is a folio of Burl Ives songs
published containing chord symbols for
many of his most famous folk songs
and ballads.

INTENSE GLEAM

I remember cnce glancing in a music
shop window and a casual glance be-
came an intense gleam. There, among
all the “pop” sheet music, was a book
of Jimmie Rogers Songs. He used to
record on the old Regal-Zonophone
label in the early 30’s. I bought all his
available records in those days, mainly
hobo songs, blue yodels and pathetic
ballads. His guitar playing was mostly
bass-string-and-chord style—with the
exception of some Hawaiian tunes
when he was accompanied by an
Hawaiian outfit.

Although there was nothing out-
standing in his playing it was immedi-
ately recognisable Jimmie Rogers style
and suited his singing. He was born in
Meridian, U.S.A. and there is a Rogers
Memorial Day on May 26th each year
held in his home town.

Yes! I nipped into that music shop
and bought the book !
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When one compares the playing of
Josh White, Burl Ives, Jimmie Rogers,
Big Bill Broonzy, Tal Farlow, Herb
Ellis, Django Reinhardt, Teddy Bunn
and Charlie Christian—to name a few
outstanding guitarists with an individ-
ual style—it is easy to agree with the
player who said: “That’s the Guitar !”

THE

Guitar on Wax

By “Discus”

“Scandinavian Shuffle”—The Swe-
Danes. Warner Bros. WEP. 6017.
7”, EP.

Pure entertainment and with a spark-
ling polish at that. Violinist Svend
Asmussen, guitarist Ulrick Neumann
(who plays finger-style) and vocalist
extraordinary, Alice Baba, bounce their
way through four tracks that make the
most of these limited resources, in a
way that provides a lesson for others
who employ steam-hammers to crack
peanuts. Strongly recommended for
the lighter moments.

“Sinner Man” & “Loch Ness Mon-
ster’—Robin Hall and Jimmie
MacGregor. Decca 45-F. 11340.
7", 45 rpm.

They're at it, at last ! A very good,
unpretentious pair of self-accompanied
singers are now collecting the support
of the window dressers. The unneces-
sary backings are by Ian Fraser and,
in the second side, the suspicion of a
“big guitar” sound rears its dreary
head. Perhaps this is the elusive “mon-
ster,” if so it should submerge and stay
that way.

“Django  Reinhardt Memorial.”

Vogue LAE. 12251. 127, 33 rpm.

Yet another compendium of pre-
viously-unissued tracks by an unusually
prolific genius. These date from late
1947 and are interesting in two respects:
They show Reinhardt making his earli-
est flirtations with the new develop-
ments in jazz (not always with satisfac-
tion or success but always in an
absorbing way), they also show him
making his earliest efforts to come to
terms with the amplified guitar—again
with limited success. The results remain
unparalleled in their interest and indiv-
iduality.

“Latin  Contrasts” — Laurindo
Almeida and Bud Shanks. Vogue
LAE. 12248. 12”, 33 rpm.

The essence of delicate invention and

immaculate taste, expressed in sounds
that are to be heard nowhere else. The
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partnership is not only unsual, it has
also proved durable and successful.
Nothing here for the sensation-seeker
but plenty for the musician—especially
in the lovely “Round About Midnight.”
Wonderful relief from electronic
diseases.

“Roots of the Blues.” Recordings
by Alan Lomax. London LTZ-K.
15211. 12”7, 33 rpm.

“Leadbelly” — Hudie Leadbetter.
Capitol EAP. 20111. 7”, EP.

Both these records will appeal to the
fundamentalist. Leadbelly has achieved
an almost commercial success, uncom-
promising as he is, and the tracks
included here are some of his best. The
Lomax recordings are memorable
indeed. Itinerant and amateur artists,
reaching in these recordings perhaps
the zenith of their existence, provide a
wide range and moving variety of the
songs that are an integral part of the
fabric of their lives. Naturally the
guitar finds rough and ready use in
ways that the singers have found com-
plementary to their modes of expres-
sion. The fascination of many tracks is
truly hypnotic.

“Guitar Recital” — Narciso Yepes.

Decca CEP. 694. 77, EP.

A “Rondo” by Sor, “Malaguena” by
Albeniz, “Two Levantines” by Espla,
and Falla’s “Homage to Debussy’
receive competent but cold and some-
what unimaginative performances. The
tone is varied but without warmth or
depth. Albeniz receives the best per-
formance. In summary, Mr. Yepes has
good hands but little heart.

“Folk Songs”—Wilfrid Brown and
John Williams. L’Oiseau-Lyre
GL. 50203. 12”, 33 rpm.

To add to the famous partnership of
Peter Pears and Julian Bream there is
now that of Wilfrid Brown and John
Williams, who also make many concert
appearances together. This must be the
most varied and interesting collection
of folk songs on record. All are sung
with consumate artistry and control,
some unaccompanied (the acid test of
a singer) and they are drawn from
many European countries. Their range
is from the mischievous “The Crow”
from Denmark to “Maria im Dorn-
wald,” a German Nativity song of great
beauty. John Williams accompanies
impeccably but is under-recorded—the
only flaw in a truly fine record.

“The Art of Julian Bream.” RCA.

RB. 16239. 12”, 33 rpm.

This record is truly titled. Faithful
recording enshrines some subtle and
exquisite guitar playing in a largely
unfamiliar programme: “Air and
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variations”  (Frescobaldi), *“Sonata”
(Mateo Albeniz), “Two Sonatas in E
Minor” (D. Scarlatti), “Sonatas in A
and C# Minor” (Cimarosa), “Sona-
tina” (Lennox Berkeley), “En Los
Trigales” (Rodrigo), “Segovia” (Rous-
sel) and “Pavane for a Dead Infant”
(Ravel). It is difficult to highlight
particular works in such a record but
the delicate transcription of Ravel’s
“Pavane” is especially worth mention
—as is the lovely playing it receives.

The Cimarosa works are good addi-
tions to the repertoire which, to date,
has passed this composer by. Lennox
Berkeley’s “Sonatina” is a difficult
work for the player and its third move-
ment does not share the quality of the
other two; it does, however, break new
ground and this is too seldom done in
a worthwhile fashion.

One discordant note is struck by the
Scarlatti “Sonata” transcribed by
Segovia. Bream plays this at a pace
that suits the harpsichord but which
does not come off successfully on the
guitar. The effect is of one running
after a bus with a guitar case in each
hand !

“Nola.” Les Paul & Mary Ford.

Capital EAPI-20145. 7”, EP.

Four old tracks by the early master
of the gimmick. “Nola” is treated in
the only valid way, more or less repro-
ducing the original, with the aid of
speed-ohange. There are also “Meet
Mr. Callaghan,” “Little Rock Get-
away” and “Johnny is the Boy for Me.”
Wihatever we may have felt about him
ten years ago, he now shines forth as a
light in comparison with the sick twang-
ing and jangling that now passes for
guitar playing. We could do much
worse than re-issue his records as a
reminder to the new generation of how
far we have travelled (backwards) in
the popularisation of the guitar.

(To be continued)

Guitar News from
Overseas

Collected by PETER SENSIER

Belgium. Singer-guitarist May Dale is the
entertainer and host at the “Open Hazard,”
Statieplein 12, Heide, a popular Belgium
night spot.

France. The Flagy Trio from Holland,
Dirk Alma (flute), Herman Weigmans (viol)
and Dick Visser (guitar), will visit Paris on
Feb. 13th to give a concert at the Nether-
lands Institute. The Trio’s programme will
include a new work by Henk Badings.

Holland. On Oct. 29th a “Guitar Festival”
was held at the “Goois Muzieklyceum” in
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Hilversum. Those taking part were Nicolas
Alfonso, Wouter Paap, Julian Coco and
Hans Verzijl.

Ida Presti and Alexandre Lagoya are to
give a recital at the Kleine Zaal, Amsterdam,
on Jan. 28th.

The U.S. guitarist Rey de la Torre is also
expected to visit Holland this year.

taly. On Oct. 8th a competitive Guitar
Festival was held in Bologna at the “Con-
servatorio Musicale G. B. Martini.” Among
the obligatory pieces competitors had to
play were “Andante Largo from Sonata
No. 2, Op. 7" (Sor), “Rondo” (from the
second part of the Carulli Method), “Allegro
Spirituoso, Op. 148” (Guiliani), “Tarantella”
(Desderi), “Carovana” (Murtula) and “La
Ronde Folle” (Gagni).

Prizes were diplomas and medals to the
I\-'ialue of 15,000 lira, 10,000 lira and 5,000

ra.

Japan. There is to be an International
Guitar Congress held in Japan in February.

Mexico. The Argentine guitarist Manuel
Lopez Ramos presided over a classical guitar
course at the University of Mexico during
August and September.

U.S.A. Washington, D.C. On Oct. 23rd
David R. Arnold (a pupil of Sophocles
Papas) gave a recital of guitar music at
Clendenen Hall. The programme consisted
of “Four Lute Pieces” (Milan-Chilesotti),
“Prelude, Sarabande, Minuet & Gavotte”
(Kuhnan), “Gavotte” (Scarlatti), “Prelude”
& “Capriche Arabe” (Tarrega), “Etude” &
“Variations on a Theme by Mozart” (Sor),
“Los Mayos,” “Burgalesa” & *“Albada”
(Torroba), “Etudes 1 & 2" (Villa-Lobos) and
“Granada” & “Asturias” (Albeniz).

Paul Hume reports in the “Washington
Post” (15/10/°61) that the coming concert
season at the Lisner Auditorium already
includes four guitar recitals: Julian Bream
(also featuring lute), Carlos Montoya (fla-
menco), Ida Presti & Alexandre Lagoya,
and Segovia.

Next year Washington, D.C. teacher
Sophocles Papas celbrates his fortieth year
of teaching and playing the guitar.

Foreign Guitar Journals, The following
periodicals have been received:

From Austria: “Die Volksmusik,” a
magazine dealing with all aspects of
Austrian folk music, including sections re-
lating to the guitar.

From Holland: A new and well-produced
guitar magazine “Kithara,” edited by Dick
Visser and Anneke van Setten. which is
the official organ of the “Constantyn Huy-
gens” guitar society.  First published in
January of last year. “Kithara” also carries
lute news, etc. and is issued every two
months. The copies I have seen contain
local and foreign news, technical articles,
record and music reviews, biographies of
composers and performers, advertisements
and a number of good pictures.

A FREE COPY OF “B.M.G.”
FOR YOUR PLAYING FRIEND

The Editor will be pleased
to send a free specimen copy
of “BM.G." to any player
you know v ho does not read
the magazine. Send us his nome
and address cnd state the
instrument he or she plays.
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From Italy: No. 73 of the long-established
and interesting “L’Arte Chitarristica” con-
tains news and articles on music, personal-
ities, records and technique.

Also from Italy a new magazine “L’'Eco
Della Musica,” issued every two months.
Although this magazine includes articles of
general musical interest it is oconcerned
mainly with the guitar—both finger-style
and plectrum. It is a well-produced and
attractive magazine, concerned largely with
news and personalities.

(To be continued)

“8.M.G."
Diplomas

A COPY OF THE TESTS
NECESSARY TO SECURE
“B.M.G.” DIPLOMAS
can be obtained on receipt of a self-
addressed envelope by applying to the
Evdléo{' “B.M.G.”, 20 Earlham St., London,

The following candidates have been

awarded Diplomas.

M. J. Carr, of Wednesbury, “A” Grade
(Plectrum Guitar).
Teacher: Stan Hopentt.
Examiner: Sydney G. Hull.
Neville Blatt, of Johannesburg, “A” Grade
(Plectrum Guitar).
Teacher: Gilbert Stroud.
Examiner: Chas. Macrow.
Alan Arrowsmith, of Leigh, “A” Grade
(Plectrum Guitar).
Teacher: Arthur Ranicar.
Examiner: Barbara Lobb.
Vincent Jasper. of Harlesden, “A” Grade
(Plectrum Guitar).
Ian Morris, of Greenford, “B” Grade
(Plectrum Guitar).
John Leach, of Harrow, “B” Grade (Plec-
trum Guitar).
‘Teacher: John Davis.
Examiner: Geoff. Sisley.
Clive Martin, of Johannesburg, “B” Grade
(Plectrum-banjo).
Teacher: Chas. Macrow.
Examiner: Gilbert Stroud.
J. A. Titmus, of Birmingham, “B” Grade
(Plectrum banjo).
Examiner: B. Taylor.
William Cartwright, of Astley, “A” Grade
(Plectrum guitar).
Teacher: A. Ranicar.
Examiner: Barbara Lobb.
Ralph Denton Ingram, of Kogarah, “A”
Grade (Plectrum guitar). )
Paul William McCabe, of Brighton-le-
Sands, “A” Grade (Plectrum guitar).
Peter Herman, of Randwick, “A” Grade
(Spanish guitar).
Kenneth Bird, of Kensington, N.S.W., “A”
Grade (Plectrum guitar). )
Valda Nan Hammick, of Potts Point, “A”
Grade (Plectrum guitar).
Teacher. Don Andrews.
Examiner: Phil Skinner.
Richard Darlow, of Bulawayo, “A” Grade
(Plectrum guitar).
Graham Donovan Hollick, of Bulawayo,
“A” Grade (Plectrum guitar).
Teacher: Mike Barker.
Examiner: J. P. D. van Heerden.

———
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30 m. & 60
Tape Club

With the coming of the darker evenings
we have reached the season when there
comes a quickening of interest in Club
affairs—as reflected in the rapidly-swelling
postbag your Secretary is endeavouring to
cope with! Normally the time taken up in
answering correspondence detracts from the
amount of attention I can give to keeping
tapes on the move. The time is approaching,
however, when Group Circulation will be of
the utmost assistance in this but until
almost all circulation is on this basis, then
there is bound to be some temporary disrup-
tion as lists are revised and selected for
Circulation Groups. Once a particular group
is established it is hoped to keep feeding
tapes to the first on the list, when continued
circulation will be automatic. Naturally, the
human element may cause some teething
trouble and it is hoped all those receiving
tapes with a Group list will co-operate in
this scheme. As the complete Club directory
list is due for revision I will take the oppor-
tunity of including a leaflet explaining how
Group Circulation works. This will be circu-
lated to all members with the new lists.

First tape to arrive this month comes from
Norman Simper—one of our new members.
This is a lively tape of banjo music with
Mr. Simper on plectrum-banjo and Lillian
Simper on piano. This recording is on a 53"
reel at 74 ips. Our second tape of the month
comes from George Spindler—whose playing
is already well-known among our members.
This is a 3” reel at 3} ips of zither-banjo
solos. Also on this tape are dubbings from
discs, the discs in question being private
recording made by Mr. Spindler before he
owned a tape recorder. Which, according to
my information, must have been quite some
time ago.

Judging by the Tape Club members who
forgot—at the recent Northern Federation
Rally—to bring a piece of tape for identifi-
tion, some sort of permanent Tape Club
badge is indicated. Fortunately I happened
to have some spare tape, and this quickly
made its appearance as an adornment on
several members. I should like to have mem-
bers’ reactions to the idea of a badge. If the
response is heavy I cannot guarantee to reply
to all suggestions, though I will try to do so.
If there is sufficient interest in this idea,
then we can take steps to have ou:r own
badge. It should not be expensive and would
facilitate identification of our members.

» * *

The above column was crowded out of
the December issue and since writing it I
have had a most pleasant surprise. With the
most complete secrecy (as far as your Sec.
was concerned) a number of members headed
by Les. Pratt (one of the first to join) have
subscribed towards a gift in, as Mr. Pratt
puts it: “appreciation of your efforts.” I am
deeply touched by the kindness and friendli-
ness displayed by all members with whom
it has been my pleasure to correspond. For
me this has always been ample reward for
the work involved and I have made many
friends.

In saying a sincere “thank you” I might
add that the sum will be spent on power
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tool equipment (I am an inveterate hobbyist
when time permits) and that I will continue
to co-operate with you all in any matters
connected with the Tape Club—be they
individual problems or Club matters in gen-

eral.
JEFFREY POCOCK.

The Fretted
Instrument Guild

Members and friends will have missed the
customary announcemsnts in recent months
and an explanation is certainly due.

The Guild’s activities are severely ham-
pered by a shortage of people willing and
able to give a lot of spare-time work and
skill to its affairs. As time goes on we lose
workers through advancing years, ill health
and other causes and have not been able to
recruit enough people to make good these
deficiencies. Our Hon, Treasurer has battled
on despite ill health; our Secretary has had
to withdraw and is no longer available to us;
our Chairman wished to retire in 1960 but
has been holding on to try to keep the Guild
functioning.

We can be helped to continue if two or
three active people, with an interest in the
spread of knowledge about fretted instru-
ments and their music, would join us and
take a hand in the work. No glory; no pay—
only the satisfaction of a job well done in
a worthwhile cause.

Any offers should be sent to me c/o the

Editor.
N. F. PHILLIPS
(Acting Secretary)

Federation News

(Northern Section)

January 1962 brings us new things to which
to look forward. First: our Annual General
Meeting which is to be held on Sunday, Jan.
28th at 3.0 p.m. at the Conservative Club,
Edith Road, Wallasey. We hope at this meet-
ing, with other things, to decide the Test
Piecz for Class “B” orchestras. Class “A”
has already been chosen and is “Morning,
Noon and Night in Vienna” (Suppé), parts
of which are now ready.

At the 1962 Rally, wherever it may be
held, we shall be offering a new trophy pre-
sented to us by the Jack Woodroffe Organi-
sation of Birmingham. Known as “The
Woodroffe Cup” a small replica will be kept
permanently by the winner. This is just what
we needed for the new class formed in last
year's syllabus: Electric Plectrum Guitar
Solo Contest.

This now means we only need seven more
trophies to complete our first list.

F. PHILLIPS.
(Southern Section)

At our December Committee meeting
further plans were laid for our forthcoming
Festival and Rally being held at the St.
Pancras Town Hall on Saturday May 19th.
I am pleased to say that in response to my
appeal, two guitars have been promised as
prizes with the result that, in addition to
the usual Contests, there will be two special
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competitions for “Rock Groups” and
“Ballads and Blues,” with a guitar as first
prize in each. By the time these notes appear
members will have received a syllabus. All
others interested can obtain a copy upon
application. (S.A.E. please).

Our next Committee meeting will be held
at my office on Thursday Jan. 11th when
further arrangements will be made concern-
ing the Festival and Rally. All those inter-
ested in helping are invited to attend (dare I
hope this will include a Secretary-shorthand/
typist ?)

On March 2nd we shall be holding our
Annaal General Meeting, which will be fol-
lowsd by a “Get Together” and concert,
introducing some of our leading players and
recent Festival Contest winners, Make a
note of the date.

1962 subscriptions are now due and all
members are requested to forward these as
soon as possible, either to Mr. Carter or

myself.
BERTIE OWEN.

By the Way

Terence Blackwell, 23-years-old art teacher
at the William Penn Secondary School,
Slough, learned to play the guitar whilst he
was in the Forces. Now the school’s music
room echoes to the sound of guitars after
hours for he has started a guitar group for
the boys. He confines his instruction to the
rudimentary principles of guitar playing—
“what the boys do at home,” he says, in their
business.”

* * *

Players of the mandolin would be inter-
ested in a new 7” EP record recently issued
on the “Collector” label (JEP 3008). Called
“Italy in Song” it features four Italian songs
by Giovanni Giglio, accompanied by three
mandolins, guitar and harp. There are solo
mandolin passages by Hugo D’Alton; man-
dolin duet passages by Hugo and Terry
D’Alton; and interesting accompaniments by
the whole ensemble. The third mandolin is
played by Steve Gauna, Chic Lavel plays
the guitar while Sheila Bromberg plays the
harp. Altogether, an interesting record.

* * *

The Dec. 3rd issue of the “Sunday Tele-
graph” included an article by Ian Christie
entitled “Now ‘Trad’ Toes the Commercial
Line” in which the writer says: “The banjo
is thz rock on which ‘Trad’ is built an
without a banjo a band is automatically dis-
qualified from the race to the Top 10. No
band can risk this so that even musicians
who hate the sound of the instrument will
not :'elinc}uish it. Maybe the only solution
is to 'hold a disarmament conference at
which bandleaders will renounce its use and
destroy their existing stocks.”

Once again an unenlightened writer damns
an instrument because of the inoc_ympetcnce
of the majority of its players—in “Trad”
bands ! i A

New recorded plectrum guitar solos now
available include: “Border Patrol” (Dennis
Newey) and “China Doll” (Bert Weedon)
price 2/9d. each; and “Fury” (Bert Weedon)
price 3/3d., all post free. All these are
oJ?inable from the Clifford Essex Music Co.

——————
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Club Notes

The November meeting of the London
Guitar Society at the Caxton Hall began with
solos from Stella Mackenzie: “Sarabande”
(Corelli), “Minuet” (A. Scarlatti), “Pavane”
(Galilei), “Two Waltzes” (Sor) and “El Abe-
jorro” (Pujol). On the credit side, excellent
tone, intelligent phrasing and sound under-
lying technique; on the debit, more nervous-
ness than her abilities merit. There followed
duets by Brian Newman and Albert Riley,
newcomers to the platform and only a few
weeks in partnership. They played with a
unanimity and mutual adjustment that should
at least encourage them to continue—and
regular duo partnerships are rare at present.
They played “Andante and Allegro” (Tele-
mann), “Pavan” and “Galliard” (Byrd, arr.
Riley) and two Spanish traditional dances
(arr. Len Williams). The approach to the
interval was made by Jack Duarte: Tech-
nique, eccentric; manner, informal; music,
unfamiliar—two pieces having first outings:
“Sarabande” from 4th. Unaccompanied
*Cello Suite (Bach, arr. Duarte), 17th. Cen-
tury Air “Flon Flon” (anon.) and Four
Variations and Finale on an American Folk
Song (Duarte—written for “Guitar Review”
Contest).

Following the break, John Varde gave his
best playing to date; he gains in confidence
and musicianship with every appearance. His
programme was: “Two pieces” (Galilei), “La
Frescobalda”  (Frescobaldi) and “Im-
promptu” (Pujol). The remainder of the
evening was occupied by two old friends (not
long back in this country) Anatole Regnier
and Jiro Matsuda They played first solos
and then duets. Anatole Regnier played:
“Four pieces” (Galilei) and “Courante” from
3rd. Unaccompanied ’Cello Suite (Bach). Jiro
Matsuda played: “Etude” and “Prelude”
(Villa-Lobos) and “Pasacaglia” (De Visee).
The contrast was striking, though each is a
player of considerable ability. Regnier plays
with great elan and strength, obviously
enjoying his dexterity, whilst Matsuda has
developed into a strong but fastidious and
sensitive player, immeasurably aided by his
stay in London and his visits to Siena and
Santiago to study with Diaz and Segovia.
His playing now has the professional look of
ease and relaxation that will no doubt come
to Anatole Regnier by the time he has com-
pleted his studies at the Royal College of
Music. The same contrast was apparent in
their duets: “Two-part Invention™ (Bach) and
“Souvenir of Russia” (Sor), both of which
called for techniques well above the average.
The Sor is an unfamiliar and rather long-
winded set of variations which sustained
interest solely by ‘the technical feats it
demanded of the . players; these were met
almost nonchalantly.

* * *

The Bournemouth Club has given several
concerts recently, including appearances at
St. Joseph’s ‘Convent and Old People’s
Homes. Items played included: “Blush
Rose,” “Cossack Memories,” “In a Monas-
tery Gardén,” etc. “The Bourne Players”
contributed “Love’s Old Sweet Song” and
“Sonatina”; “The Southern Hawaiians,”
“Kalua Calling” and “Hula Medley”; “The
Southern Banjoliers,” “Danse Bon-Bon,”
“Pasadena” and “Chinese Patrol.” Solo items
were given by Malcolm Coulson and Robert
Hooper.

——————

BMG.
Correspondence

Dear Sir,—To answer the query in Alonso
Medio’s “History” article in the November
issue: I can state that the Clifford Essex
Balalaika Tutor was not the only one pub-
lished in English. I have a tutor for the
balalaika by Hawkes & Son, published in
1911 in the “Simplicity Series.”

Perhaps the best tutor ever published for
balalaika students was W. Nassonow’s “Prak-
tische Schule zum Selbstunterricht fiir Bala-
laika.” This was published in two volumes
(German and English text) by Heinrich
Zimmerman.—W. PRLNCE.

*

Dear Sir,—I have been a reader of
“B.M.G.” for over twenty years and although
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I have been tempted at times to put pen to
paper 1 have never done so. The article on
lke Isaacs in the November issue has
prompted me to write for I would like to
congratulate Mr. Duarte. Having had the
pleasure of lke’s company on many occa-
sions, I can only say how accurate Mr.
Duarte’s article is.

During the period of “Guitar Club” 1 felt
a lot of criticism was levelled at this pro-
gramme which was a little unfair and did
nothing to show the true merit and quality of
lke Isaacs’ playing.

The article by Jack Duarte should show
some of your critical readers, who helped to
kill “Guitar Club,” Mr. Isaacs’ true position
as a fine guitarist and a fine person in every
sense of the word.

It was a pleasure to read about a musician

Obtainable from :-

TWENTY STUDIES BY FERNANDO SOR

Revised, Edited and Fingered by Andres Segovia
PRICE
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who deserves some acclaim instead of some
of the more publicised who are not worthy
to tune his instrument.—C. F. WILSON.

* * *

Dcar Sir,—~When writing articles for
“B.M.G.” there is always the possibility one
may be misunderstood. Nevertheless, it
comes as a surprise to me that my September
article on “Guitar Technique” should prove
to be “disgusting beyond measure” to any-
ong, Criticism of one’s articles is always
welcome—at least it shows someone reads
them !—and if this criticism is offensive it
does not matter in the least, for the only one
harmed in the long run is the critic.

It is when the critics attribute something
to a writer he did not write and then become
offensive about it that damage is done to the
article in question.

1 refer, of course, to the letter by Messrs.
J. C. Fraser and G. R. Radford. They quote
me as saying that “...self-taught guitarists
can develop only to a point of mediocrity
and that further . development requires a
tutor.” I did not say this. What was implied

Sold Direct from Factory
to Consumer

ODE

Handcrafted Banjos
from $79.00 up
Write for our new catalogue
The ODE Company

5433 N. B oadway
Boulder, C lorado, U.S.A.
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(without quoting the whole paragraph) was
that all self-taught guitarists come to realise
at some time or another that their technique
is not sufficient to meet the demands of the
music they wish to play.

The genius will realise this at an early
stage and his genius will enable him to
overcome the difficulties involved. The
ordinary scif-taught players—those for whom
my articles are written—may never overcome
these difficulties unless they receive help
from a competent teacher—apd if they do
overcome them it will be at the expense of
time in the trial-and-error method.

Segovia is quoted as saying: “He who
teaches himse!f has the world’s most incom-

s IELBRY-
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petent teacher.” May I remind Messrs Fraser
and Radford that Segovia is also a self-
taught player 2—JAMES O’BRIEN.

* * *

Dear Sir,—There is now being formed a
completely new fretted instrument orchestra
that will in no way interfere with the valua-
ble work now being done by existing
B. M. & G. orchestras but will rather assist
them by introducing the instruments to a
wider audience.

The basic idea is to form an orchestra
which although not necessarily composed of
professional players will be up to pro-
fessional standards. It is intended that the
combination should break away from
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normal-type B. M. & G. orchestrations and,
for a start, some speclal orchestrations have
been made with a view to building up a
library that will be completely different.

As soon as the orchestra is sufficiently
rehearsed it is hoped to obtain concert and
cabaret engagements as well as broadcasting,
television and recording sessions.

To complete the ensemble a few more
players of the mandolin, mandola, tenor-
banjo and plectrum- banjo are rcquxrcd
Auditions for these vacancies will be held
at Bertic Owen’s offices in Victoria on
January 9th, which all players interested in
joining the ‘orchestra are invited to attend.
Auditions will start at 7.30 p.m. and players
intending to come along should contact my-
self or Mr. Owen in advance to ensure
adejuate arrangements being made.—BILLY
BIGNELL.

* * *

Dear Sir,—The development of the solid-
body guitar seems to be progressing by leaps
and bounds. Manufacturers are producing
more fantastic shapes than ever before, with
three and even four pick-ups built in,
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coupled with an awesome array of control
knobs, switohes and usually a vibrato “gear
lever” thrown in.

Do all these pick-ups and switches produce
worthwhile tonal variations? Perhaps a
reader who has tried these new models can
tell us whether it is all window-dressing or
if we should indeed spend our hard-earned
savings on the latest monstrosity to get the
most out of our solo eleatric guitar playing !
—P. O’CALLAGHAN.

* - *

Dear Sir,—As an avid reader of “B.M.G.”
(I read it from cover to cover, adverts and
all !) I would like to express my disappoint-
meat regarding a statement made in “By the
Way"” in the November issue. It stated that
Pete Seeger would be in Dundee (twenty
minutes by train from where I live) on Nov.
4th. Seeing this [ was overcome. At last a
real folk-singer and musician finds time to
visit Dundee ! On going the rounds of the
booking offices etc. nobody had even heard
of the name of Seeger let alone a recital by
him ! So, disappointed, 1 went back home
and put on a couple of records of “The
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Weavers” (a poor compensation) for missing
eeger.

In Dundee 1 am sure many people would
have gone to a recital by Pete Seeger; in
fact, a recital by any known folk singer
would be welcome.

Please, some folk singer, start a club,
similar to Edinburgh’s Howff, in Dundee and
you will be my friend for life as well as me
being your best customer. And please,
“B.M.G.,” get your facts right next time as
I am sure I am not the only reader in this
district who thought he would sce Seeger.

Despite this oversight I still vote “B. M G.”
the best one-and-threepence-worth going,
even when it drops its folk column !—RUSS
PATERSON.

(The dates of Seeger's concerts were supplied

to us but last-minute arrangements [too late

for us to publish] necessitated changes.—

EDITOR).
* * *

Dear Sir,—Broadminded as the vast
majority of your readers undoubtedly are,
the feature “We Tell You” in your December
issue is ar insult to them and in the worst
possible taste.
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Whomever written by, the mentality of the
person sanctioning it for publication is cer-
tainly that of an office boy—and a pretty
immature and smutty one at that !

1 do not buy “B.M.G.” to obtain this sort
of thing and unless some sort of assurance
is ziven that it will not be repeated you need
not send me a renewal form when my sub-
scription expires.

You claim your magazine goes all over
the world and caters for fretted instrument
plavers of all ages and both sexes. Be
ashamed ot; yourself t*hcn.——JOH*N DIXON.

Dear Sir—As the point has been raised
may I say that Segovia has, for more years

BMG.

than he cares to think, been contracted to a
world-famous publishing house to produce
his Method. In the limited time available to
him he has worked on this but unless the
position has changed since he last spoke of
it to me it is not yet ready by any means.
Had he been as dynamic a commercialist as
others one could bring to mind the “job”
might have been pushed on to an eager
market years ago; as it is we can hope only
that he will eventually win his race against
time.

The Maestro thus disagrees with Mr. Hall
when he doubts the method could be com-
mitted to paper satisfactorily—if I read his
letter anight.
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Segovia is first and foremost a great artist
(the only guitarist, for instance, to attain
place in the late series of books “The Great
Interpreters”—and the only one to achieve
billing as his surmame only !); secondly the
world’s greatest—indeed, history’s greatest—
guitarist, a legend in his own lifetime and
against the background of his concert-giving
(the dimensions of which would kill any
other guitarist living) the extremely limited
time he has free is naturally devoted to help-
ing those best able to benefit from it.

No one could blame him if he claimed
the time for complete relaxation and rest but
he gives of his energies and help as freely as
he can. Only the “fleas,” as Mr. Hall so
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cessful gu tar players who have
learned the art through the tuition
of A. R. Warman, one of Britain’s
leading guitar teachers. A complete
home course by Disc or Tape, plan-
ned specially to sui: all styles of
plectrum playing

Send S.A.E. for details to :
A. R. WARMAN
|1 Ella Street, Leeds 2

THE MUSIC
of

Leroy Anderson

ARRANGED FOR PLECTRUM GUITAR
WITH SECOND GUITAR PARTS

by
MEL BAY

Contents :
BLUE TANGO
PROMENADE
THE SYNCOPATED CLOCK
SONG OF THE BELLS
FORGOTTEN DREAMS
THE FIRST DAY OF SPRING
7/ 6 SARABAND
(Postage 6d. extra) THE PHANTOM REGIMENT

Obtainable from :—
CLIFFORD ESSEX MUSIC Co., Ltd.
20 Earlham Street, London, W.C.2

N BW Next season’s guitar- NOW !

DALLAS BLDG
CLIFFTON ST, LONDON EC2 | o o e

g

Featuring

AMERICAN STYLE SINGLE SIDE MACHINE
BIG SECTION SONIC SPEED FRETS
DOUBLE CUT-AWAY

SUPER HIGH SENSITIVITY PICK-UPS

FLOATING TWO-WAY ADJUSTABLE
PICK-UP MOUNTING PLATE

PALM ROLLER TONE-VOLUME CONTROL
DisCs

PRESS BUTTON TONE CHANGES

SENSITIVE UP AND DOWN TREMOLO
CONTROL

Only EKO has all these fabulous feat-
ures-PLUS spotlighting dazzle glitter
finishes. New models at all time low
prices.

EKO lla with EKO IVa
2 pick-ups 37 Gns, 4 pick-ups49 Gns.

FREE | [llustrated brochure EKO *62" solid™ ™|
+ Electrict Guitar |

Name .
Address

BMG 162
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apily describes them, could possibly “take
him to task™ for the things he just cannot
fit in. Mr. Hall (and others) may rest assured
that whatever Segovia does and whatever
changes he may make in his playing mechan-
isms, everything is based on penetrating and
relzatless logic.

I am in complete accord with Mr. Hall in
his final paragraph, down to the last detail.
Anyone who reads Mr. Clinton’s lettcrs can-
not escape this conclusion. There is an
underlytAg bitterness-—to which 1 would add
viciousness. Perhaps this stems, in part, from
(or may even be in part the causc of) the
fact that at the age of 31 he has not been
able to make a significant contribution to
the guitar (other than as a modest player)
and has achieved little more reputation than
his letters have given him. What other qual-
ity than viciousness could, for instance,
account for the parenthetic doubt he casts
on the truth of a simple and harmless state-
ment 1 made when introducing him at the
London Guitar Society—why should 1 be
wrong in saying the work had not been
played before at those meetings—and what
matter if 1 was? | was not !

Some of your readers may wonder if the
late disagreement between Mr. Clinton and
myseif had some personal basis (from his
letters one may be pardoned for thinking
s0). I have met Mr. Clinton only twice: The
first time when he played at the L.G.S. (the
occasion, I think, to which he refers), upon
which I introduced him with every courtesy.
Even Mr. Clinton himself does not know
that the favourable write-up of his perform-

BMG.

ance that later appeared in “B.M.G.” was
from my pen. Some time later he played
again and though he did not play as well,
my write-up did not contain one word of
derogation. On neither occasion did he show
sufficient friendliness to establish a social
contact, but 1 did not take any note of it at
the time.

Earlier this year, when his “assault” was
already under way, he was to have played for
the Society again and I fully intended to
introduce him as before, with every courtesy,
Unfsrtunately at the last minute he opted to
attend a Union meeting of some sort and I
was deprived of the pleasure. No one, even
Mr. Clinton, should think for one moment I
am irritated by him. I am in fact sorry for
him.

I was interested to read Ivor Mairants’
article on Eythor Thorlak. Of course I
remember him well, both in relation to jazz
sessions and from the days when the Man-
chester Guitar Circle met in my home. If
he reads this, perhaps he will look me up
when next in London.

Thanks, Mr. Hopkinson ! I will try not
to forget again.—JACK DUARTE.

* * *

Dear Sir,—It secems to me (and he can
correot me if I am wrong) that Mr. Hall, in
his December letter, is seeking to justify his
advertising to tcach the Segovia-Tarrega
method. Judging from his own words the
most important aspect of his advert would
seem to be that the words “Segovia-Tarrega”
imply. as if by magic, he knows nothing

PATENTED IN U, S A
OUTSIDE UK.
ADDRESS ENQUIRIES TO:—
PAUL A. BIGSBY
8114, E. PHLOX STREET,
DOWNEY, CALIFORNIA, US.A

THE FAMOUS

STRUE VIBRATO”
UNIT

as fitted to Gibson and Gretsch guitars

YOu CAN FITIT YOURSELF!

BIGSBY’S UNIQUE TREMOLO UNIT ALLOWS

YOU TO SHARPEN OR FLATTEN BY HALF A

TONE BY SIMPLE UP AND DOWN MOVE-
MENT OF THE VIBRATO ARM

The exclusive Bigsby Tremolo action gives
you Tremolo at your individual choice of
speed and depth

Supplied complete with ** rocker action”

bridge which prevents * sawing” by

the strings—specially designed so that
it will not tip

COMPLETE UNIT EASILY FITTED TO
ANY GUITAR

— 0 @ —

At all good dealers or
write for full details to Dept. BG/1/62.

Selomer

114 CHARING CROSS RD.,

LONDON, W.C.2

JANUARY, 1962

about flamenco, song accompaniment or the
plectrum guitar.

In other words he mainly uses the word as
a ploy to keep away the unwanteds. Person-
ally I should have thought the words “classic
guitar” would have been lucid enough—but
no matter. He did say, however, he honestly
believed he justified his claim, although he
did not say how-—unless it was the fact he
doubted whether Segovia’s method could be
expressed in a book. I wish Mr. Hall would
tell us why not ! While he is abom it per-
haps ke wiil also tel! s what Se meafis 5 by
“the Segovia method of logic as applied to
guitar techniques™ and how he got hold of
it, notwithstanding the fact that the
“Tarrega” half of the method has never been
published except in the methods of his pupils
such as Pujol !

He lists his own qualifications to teach the
“Segovia-Tarrega” method as being “pitch-
forked into teaching” after studying five years
and being able to fumble his way through
the Bach “Chaconne !”

Also his remark that “there are accepted
principles of technique whereby any two of
the world’s foremost players would use an
almost identical fingering for a given passage”
is surely a little thoughtless because, taking
it to its logical conclusion, this means that
all the leading players finger all the same
passages the same way—which I very much
doubt. I realise Mr, Hall says “almost iden-
tical fingering.” If he really meant this then,
of course, it nullify’s his argument as
“almost,” applied to the fingering of notes,
can mean anything or nothing—but never
“almost.”

In conclusion: Contrary to Mr. Hall’s
assumption I think I am a merry sort of
chap and I only hope he continues to make
his pupils happy and contented with his own
pleasurable and delightful injections.—
GEORGE CLINTON.

To All Guitarists
THE NEW

DIAL-A-CHORD

THE GREATEST CHORD
GUIDE YET DEVISED

Price 2/6 Post 2/9

CHORDS FOR
PLECTRUM BANJO
COMPLETELY DIAGRAMMATIC

Price 2/6 Post 2/10

From your dealer or

FELDMANS

64 DEAN STREET, LONDON, W.I.

Send for particulars of the

IVOR MAIRANTS
POSTAL COURSES for
Spanish and Plectrum Guitar
Each lesson personally checked and corrected

Details from :
IVOR MAIRANTS MUSICENTRE LTD.
195 Wardour Street, W.I.
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You Ask Us

(Readers seeking advice are invited to
send their problems. A stamped addressed
envelope should be enclosed for reply by
post. Problems of general interest will
be summarised in this feature without the
sender’s name and address being disclosed.—
EDITOR.)

F. T. (Hayes)—“Song of the Islands” and
“Now is the Hour” have been re-printed for
Hawaiian guitar. The Clifford Essex Co. can
supply copies, price 2/9d. each post free.

* * *

K. F. (Yiewsley)—May we suggest you
form your own opinion? We are quite
aware of the statements by the person in
question but do not propose to do anything
about them. It reminds us of the saying of
Sousa, who said: *1 know a man of some
talent and capacity who kept himself so
busy knock.nz’ the ones who had succesded
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in his profession that he had no time to
build a reputation for himself.”
* * *

A. J. S. (Edinburgh)—Your ‘“‘nearest
examiner” will be found in the Teachers’
pages of “B.M.G.” All examiners are obliged
to maintain a teacher’s card so it is easy for
anyone to make arrangements for an exami-
nation with the pearest to him.

* * *

E. R. (Mansfield—For the High Bass
tuning we recommend a plectrum guitar Sth
for the 5th string and a Hawzaiian guitar Sth
for the 6th. The only benefit from having
a twin-neck instrument is to give you another
tuning. “Human voice” effects are usually
achieved by the use of a throat mike coupled
to the amplifier. We do not know of any
firm selling complete fingerboards: it is
usual to fit the frets after the fingerboard
has bsen glued to the neck. A list of the
available back numbers of “B.M.G.” was
printed in the Septemiber issue.

* * *

(ATHEDRAL
STRINGS

TAPE WOUND GUITAR
CHROMESPUN

661 Ist High Carbon Steel /1
662P 2nd ”" " » 1/1
662C 2nd  Chrome T:pe Wound 3/0
663 3rd » - " 3/0
64 4th » " ”» 3/10
665 Sth » » . 4/5
666 6th ” » » 5/3
667P Set with plain 2nd 18/8
668C Set with wound 2nd 20/7

Plus P.T. surcharge
From all good dealers, or in case of difficulty, from sole makers
BRITISH MUSIC (MG) STRINGS

130 SHACKLEWELL LANE, LONDON, E.8

BILL RUSSELL
GUITAR,
BANJO and
UKULELE
STRONG
ELASTIC
CAPOS

Can be slid from one fret to another in a flash,
and they won’t scratch

“Your CAPO is by far the most convenient
I have ever come across. It is light and
simple to use and adjust. It is small and
does not get in the way of the hand in
playing certain chords, unlike all the metal
capos [ have seen.” J L. Barzun, Harvard
College, Cambridge, Mass.

-TREMENDOUSLY POPULAR
IN THE U.S.

INSTRUCTIONS WITH EACH
CAPO
Send $1.00 for the GUITAR CAPO
75c. for the BANJO CAPO
50c. for the UKULELE CAPO

BILL RUSSELL CAPO CO.
2130 FERGER AVE., FRESNO 4, CALIF.
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H. N. (Liverpool)—If you write to the
Clitfford Essex Co. they would be pleased to
send you a list of all the available tenor-
banjo solos. We would advise using an
ebony-insert “de luxe” bridge for your
instrument,

* * *

I. L. (Aberdeen)—It is impossible to say
without first examining the guitar. The
cracks would have to be very bad for it to
impossible to affect a repair. Why not send
the instrument to the Clifford Essex Co. for
a quotation ?

* * *

J. A. (Hull)--As you will see, Peter Sen-
sier is now back from his tour of Mexico
and we hope to continue his monthly column
rom now on.

* * *

P. T. (Cheltenham)—The Clifford Essex
Co. can supply the book mentioned. Its cor-
rect title is ‘“Adele Kramer’s Scales for
Spanish Guitar.” It is 8/4d. post free.

Arrangement for three guitars
or solo guitar with piano accompaniment

by
Dennis Newey

of his latest record release on

Philips PB1198

BORDER PATROL

Price 2°6

Noel Gay Music Co. Ltd.
24 Denmark Street, W.C.2

the CLASSICAL GUITAR repertoire

ALEGRIAS 3/6
Jeronimo Villarino

The Convocation of the Birds 2/6
Jean Phillipe Rameau (Norman)

FUGHETTA 2/6

George Frideric Handel ( Norman)

FUGUE 3/0
Johann Stamitz ( Norman)

SOLEARES 3/6
Jeronimo Villarino

SONG OF THE DEVIL ' 2/6

Francois Couperin (Norman)

‘GREATS’ FOR GUITARISTS!

THE DEEP SOUTH GUITAR
Songs of the Coloured Folk

THE ROMANTIC GUITAR
Airs Gallant and Gay

THE HOMESPUN GUITAR
Folk Ballads and Fireside Tunes

THE CLASSIC GUITAR
Al -Time Master Melodies

Arranged by GEOFFREY SISLEY

Each 3s. 6d. net

before ordering from
50 New Bond Street, W.r
PLEASE !—first try your usual dealer
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AMERICA’S FAVOURITE

o gg@mm

GUITAR

THE

(GOYA)

“GOLIATH”

A superb instrument—outstanding in tone
and finish

With fixed bridge and steel strings
Model 1795 “Goliath” 33} gns.
SEE YOUR DEALER TODAY

Sponsored .
By HHose.Morris

TENOR-BANJO. B. & M.

BMG.
Small Adverts.

All adverti must be prep:
Closing date: 10th of the monxh

The cost of advertising under this heading is 3d.
per word (minimum 3s. twelve words or less). Trade
rate: 6d. per word (minimum 6s. twelve words or
less). There is no charge for a Box number, but the
words: ‘Box ***, ‘B.M 20 Brlham Street,
London W.C.2.” must be mcIuded in the advertise-
ment and paid for (eight words).

Adverti are not

FOR SALE

ELECTRIC units for guitar, banjo, mandolin, bass/
guitar, electric bass, etc. American type, vrn.h ad-
justable poles, ensure perfect balance. World-
wide testimonials of satisfaction. All sizes and types
for every requirement from £2.17. 6. Double and
triple units, with mixer comrol p:mcl from £6. 10. 0.
Kits for solid electric guitar, bass/guitar and El
H.G. from £4.10.0. Crystal contact pick-up, £1.15.6.
3 volumne controls, £3.15.0. Vibrato arm/tail-
pieces, new improved models: Solid, £3.7.6.,
acoumc £3.17.6. S.A.E. for catalogue, ndvuc ete.
Satisfaction guaranteed or money returned. Cynl
Proctor, 180 Town St., Leeds, 12,

PETERSEN ‘‘Master C"” in new condition. £95.
Ring GRO 7904, 9 a.m. to 6 p.m.

RECORDS BY POST. We post to anywhere in the
world, any fretted instrument record available in
u. Hawaiian enthusiasts:  Foreign recordings
available. S.A.E. for complete lists. Lambda, 95
Liverpool Road, Liverpool 23.

BANJOS. Wide selection, all price ranges,

by teleph

quality

restored pre-war Bacons, Vegas, Paramount, Epi-
phone, Gibson, Weymann, Ludwig, Orphecums.
Specify ty vle, number frets, for detailed quota-

pe;
tion. Write: Richelieu ("“The Man With a Banjo™),
419 East Willow, Wheaton, Illnois, U.S.A

MANUEL SEGURA guitar with casc. £7. Good con-
dition.  BOW 2092 evenings.

“*Lyratone.” Professional

instrument, Flanged resonator, adjustable tone
ring. £25. Over 100 “B.M.G.” and “FIN,” 50/-
119 EdLth" Rd., Mitcham.

WANTED

ASTON BANJO CLUB require enthusiastic banjo and
banjolin plavers. Rchearsals Wednesdays at Wim-
bledon. Interesting music. Apply Secretary (sce
Club Directory)

WE HAVE customers waiting for a good quality
S-string banjo, plectrum-banjo and American tenor-
banjo. If you have such an instrument for disposal,
the simplest way to sell it is to send us full details
(make, model, condition. etc.) and state price
required, Cllﬂord Essex Music Co., 20 Earlham St.,
London C.2.

WANTED Ior Shefficld & District B. M. & G. Club.
Banjo. mandolin and guitar playe Contact Sec.

UKULELE BANJO, Gibson, Ludwig, Mnb lL or
Van Allen. Anv condition. Good pri
Meads, 2 Ashficld Grove, Leeds 11, Tel. 630776

BANJO and Mandolin players wanted for Birmingham

M. & G. Orchestra. See Club Directory.
YVARIOUS
WOOl) GREFN Guitar Club. Tuesdays: 7.30—10.30
King’s Arms, 242 High Rd., N.22. MOU 4262.

FURNISHED ACCOV[ODATION offered  near
Epsom. Banjoist, middle aged bachelor, Vibrante
Royal Zither and ordinary, finger style, would

der sharing per ly his house, garden and
all chores and expenses with one or possxbly wo
other finger-style banjoists or classical guitarist age
about 35. Preferably persons of professional status
in private life, ¢.g. teacher, geologist, biologist, or
similar, Box 453, “B.M.G.” 20 Earlham St.,
London, W.C.2.

25
STUDIES

CARCASSI
Op. 60

Edited and fingered by
CARL DOBRAUZ

8/-

(Postage 6d. extra)

Recommended
by teachers all
over'the world
asanindispen-
sible work for
every serious
student of the
Spanish
Guitar

veoe

Obtainable from:—
CLIFFORDESSEX MUSIC CO.LTD
20 Earlham Street, London, W.C.2
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ﬂl!lﬂ, OLE

A NAME WITH A WORLD
WIDE REPUTATION,
ACCLAIMED BY LEADING
PROFESSIONALS

PLECTRUM GUITAR

(Suitable for Electric and Acoustic)
(EP 79)

CHROME STEEL TAPE WOUND
HIGHLY POLISHED

Perfectly smooth surface, the string
for artistic playing.

IMPROVED ELECTRO
MAGNETIC RESPONSE.
Extremely resilient and durable.
Per set 17/6d.

also available in Spanish No. 79.
Per set 15/6d.

ELECTRIC BASS GUITAR

Chrome Tape wound
4 string set. No. E-739 37/-

for Concert or Spanish
Guitar

Super NYLON
GUITAR STRINGS

wound with a tarnish-resisting material
of brilliant tonal quality. Per set 12/6d.

Standard Nylon set No. 796 9/1d.

BANIJO highly burnished Monel wound
Set with plain 3rd. No. 84 4,6d.
Set with wound 3rd. No. 824 5/3d.
PLECTRUM-BANIJO four string set
No. P. 824 5/-
TENOR-BANJO Non-tarnish wound.
Per Set No. 927 5/3d.
ELECTRONIC BASS Chrome tape
wound. 4 string set. No. 5-439 78/9d.

All prices include Purchase tax.

Apbroeach your local dealer.
In case of difficulty please notify us

GENERAL MUSIC STRINGS LTD

TREFOREST INDUSTRIAL ESTATE,
PONTYPRIDD, GLAM. S. WALES.
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Directory of B.M.& G. Clubs

American Banjo Fraternity, Exec. Sec.,
Robert G. Thornburgh, 1066, Atlantic
Ave., Long Beach 13, California, U.S.A.

Amencan Guitar Society. Sec.,, Vahdah
Olcott Bickford, 2031 Holly Hill Terr.,
Hollywood 28, Calu. .» US.A.

Aston Banjo Club (Wimbledon), Sec., R.
. Oram, 4, Mackenzie Road, Becken-

ham, Kent. (SYD 2056).

Barnet, Sec., Cecil Damels, 26, East Barnet
Rd., Herts. BAR 7918.

Beaufort (Fulham)., Sec. W. Tomkins, 27
Lichfield Rd., Hounslow, Middx.

Birmingham, Sec. G. W. Mills, 66 Arnold
Rd., Shirley, Solihuil, Warwicks.

B. M. & G. Tape Club. Sec., Jeffrey
Pocock, 29, Skidmore Ave., Wolverhamp-
ton, Staffs.

Bournemouth, Sec., Mrs. D. Parsons, 100,
New Rd., West Parley, Dorset. Tel: North-
borne 435.

Brixton. Sec. J. W. Smith, 45 Bonham Rd.,
Brixton, S.W.2.

Chesterﬁeld Flnfer-style Guitar Group. Sec.,
W. A. Moseley 20 North Rd., Calow,
Chesterfield, Derbys.

Cork Classical Guitar Circle. Sec. Keith R.
Cross, Terramar, 35 Loreto Pk., S. Douglas
Rd., Cork. Tel: Cork 20124.

Federation of Banjoists, Mandolinists and
Guitarists. Northern Sec., F. Phillips, 60

SOCIETIES AND ORGANISATIONS
with the names and addresses of their

Secretaries.
7/6

PARTICULARS OF MEMBERSHIP AND DATES

OF MEETINGS (OR SERVICE OFFERED) CAN

BE OBTAINED ON APPLICATION TO THE
SECRETARY.

The cost of twelve consecutive
insertions under this heading Is

Liverpoo} (Premier). Sec., Miss E. M. Wood,
4 Meredale Rd., Liverpool 18.
London Banjo Club, Sec., Sally Adams, 10,

Wiadmill Drive, Clapham Common,
S.W.4. KELvin 4484.
Iondon Guitar Society. Sec., Miss S.

MacKenzie, 154 Morton Way, Southgate,
N.14. PAL 3237.

London Zither Club, Sec., S. R. Greenhill,
44, Newbemes Ave., Rad]en Herts.

M ter Guitar Circle. Sec: J. Riding,

Prenton Rd. West, Birkenhead, Ches.
MOU 4302, Southern Sec., Bertie Owen,
88/92 Rochester Row, Victoria, S.W.1.
VICtoria 3755/6.

Fulham. Sec., J. White, 19, Broughton
Road, Fulham, S.W.6.

Garfield Howe Guitar Group. Sec., The
Warden, Braziers Park, Ipsden, 0.xon
Hackney. Sec.,, W. H. McMinnies, 58
Theydon Street, Walthamstow, E.17.

Phone: LEYtonstone 5916.

Iiford. Sec., W. J. Percy, 11, Kendal Ave.,
Barking. RIP 1205.

Ladbroke. Sec., Al Jetfery, 66 Chepstow
Road, Bayswater, W.2. BAY 6

Leeds. Sec., A. Ellis, 6 Hollin Park Parade,
Leeds 8.

Leigh-on-Sea. Sec., Mrs. L. Day, 36 Grange
Park Drive, Lexgh -on-Sea.

Lewisham, Sec., Arthur S. Walter, 16,
Elsinore Rd., Forest Hill, S.E.23, 'Phone
FOR 5328.

44, Lulworth Rd., Winton, Eccles, Man-
chester.

North London. Sec.. D. A. Clare, 60.
Devonshire Hill Lane, N.17. TOT 1121.

Orrell Mandoliers. Sec., H. Hughson, 34,
Princess Ave., Gt Crosby. Liverpool 23.

Sale. The Neapolilan Quartet, Sec., Henry
V. Pizey, 29 Carlton Rd., Sale,

Sheffield Classic Guitar Group. Sec. L. W.
Howe, 313 Brincliffe Edge Rd., Sheffield
11. Tel. 52838.

Southern Folk Music Society.
Scarlett, 89 Fircroft Cresc.,
Sussex.

Southwark. Sec., Miss Kay Timpson, 32,
King’s Walk, Sanderstead, Surrey.

Wallasey (‘Rlverside"), Sec. W. Cook,
135, Borough Rd., Wallasey, Ches. Tel:
Wallasey 806.

Watford. Sec., A. E. Ayres, 64 Harwoods
Rd., Watford. Tel.: WAT. 32216.

York. Sec., T. E. Ulllott 122 Knavesmire

Cresc., York.

Sec., B.
Rustington,

Teachers and Their Addresses

LONDON AND SUBURBS

Academy Guitar Studio (Lorna Gray), 40
Gordon Square, W.C.1. EUSton 6465. Special Cor-
respondence Course and Private Lessons in Classic
Guitar, Segovia-Tarrega metaod. Write free bro-
chure.

Bergstrom, C. H. (P.G.) 68 Chester Rd.,
Wanstead, E.11. WAN. 6353, "

Chesnakov. Elements of Music and Har-
mony in the Study ol the Cla~sical Guitar.
Theoretical and practical training in Modern
Technique as a basis for dovelopment of artistic
playing and for elimination of faults, self-acquired
or installed by wrong Progressive, selected
studies from works of c¢ld and

*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.

*Morris, Geo. E, (B., PB)-—48 Muswell
Hill Rd., N.10. Phone Tudor 396
Munro, Blanche, A.G.S.M.,, Profcssor of
Guitar at London Colleua ot Music, :eoepu private
pupils incl s at 35, C Rd.,
N.W.11. SPEedwell 7740
Payton School of Music (Plectrum and
nger Style guitar and vocal production)—110/114,

Masters. Few vacancier for Students 48a, C‘uhean
Road, S.W.10. FLA 4354.

CIass:cal Guitar & voice acct. Miss Rossiter,
A.G.S.M. 60a, Sydney St., S.W.3. FLA 3204. 26
1

Classical Guitar Tuition. All grades.
Ebury 8t., S.W.1. SLOane 4154.

Edwards, T. H. (B., PB P.G.) 119 Forest
Rise, Walthamstow, Ba7

Eric Gilder School of Music (formerly Cen-

tral School of Dance Music) for guitar tution in all

its forms. Individual and Class Coachmx of

professionals. 195 Wardour St., W.1 0644,
Gallo, Louis (G., P.G EIHG —616

aergesn Lanes, Hnrrlngay N.8. Phona BOWes Park
Jeffery, Al— T.V.s “Mr. Bar‘\}o"—(B

ELB., PB, Folk B. T.B. G.

acct. a speciality.—66, Cleplw' Rd. 3.

(Phone. BAYswater 685K).

*Johnson Chas (P.G. S.G.,, HG.. ELH.G,,

P.G., M., U.). Oorrm t.nitlon all styles, 94

Chelmslord "Road, E.17. COP

Keiller, W. J, (B., P.B., P(.v)—d Brunel
Rd., Woodford Bndgc BUCkhum 0769.

Kramer, Adele, Professor at the Guildhall
School of Mmlc and Drama, [nndon ‘lvu leuonn
in classic guitar for begi:
24, College Crescent, Swiss Col.ugo NW3 Tel.:
PRImrose 5366.

Lamb, Kathleen, L.R.AM. (G) 62, Eim-
bonrne Rd. Tooting Bec Common, 8.W.17. BAL-
bam 5518.

High St., N.1. Phone CAN 5083/4.

Roler Miss Hansi (Zither).—13, Estreham

- Rd. Streatham Common, 8.W.16. 8TR

Sanford, Don (P.G., HG) 18 Grecnbank
Woodsxde Ave., N.12 HIL 00;

Sherman, Harry. (P.G., HG T.B.) 5§,
Towers Court, 232 Ballsrdn Lane, Flnehloy N3
HILlside 9758.

*Sisley, Geoff, (G., P. G., H. G. & Contra-G).
63 New Oxford Sl tSMUS. 4388 or 100 Charing

Cross Rd., TEM
(B T.B.,, G., H.G.)—

*Southgate, G.
123, Brudenell Rd., Upper 'l‘notlnz SWI'I

Spanish Guitar Studio. (Lock Aitken). 84
Newman St.. W.1. LANgham 8094

Spice, Dorothy W. (P. G) 11 Cambndge Pk.,
Wanstead, E.Il. WAN

*Stanley, Arthur (G TB M.)—T7,

Bonnington S8q., Vsuxhlll

ITUITION ON BANJO,
PLEC. BANJO

ORR[ BEGINNERS &ADVANC:DT.FEBR‘S';{IOAL

S OR COR"ESPONDENCE FROM
BRITMN'S ACE PLAYEI

48, MUSWELL HILL ROAD. N.l0,
phone : TUD 3968

Wembley Schoo] of B.M.& G.—Jazz, Solo
(Plectrum, finger). 38 Charterhouse Ave., Sudbury
Town. W 7017.

ABERYSTWYTH

*Milverton, A. (All fretted msts) Tuition,
any style.—"Gathmyl,” 5, Gecrge Stree!

ASHTON-U-LYNE (Lancs.)

*Johnson, F. H. Moderue School of Music,
G. & P) 17a Oldham Rosd, Phone: ASH 32583.

BIRMINGHAM
Hillier, Leslie. (G., P.G., M.) 66, Clifton
Road, Sutton Coldfield.
*Hull, S G., and Weod, Amy (B.
H.G., M.).—11 Upland Rd.. Selly” Park. Phono
SEL 0355. {(Examiner for “B.M.G."” Diplomas.)
City Studio: 86, Broad St. (Room 6). Midland 8913.

Titmus, James. (B., P.B,, U.) 52, North Rd.,
Selly Oak.

BOLTON
*Harker, Tom (P.B., P.G., H.G.). BBC
soloist. Enquiries: aner & Howarth, 7,

Arcade, Bradshawgate.

*Lobb, Barbara, AT.CL. (B, M.,
Prin.: The Bolton' School of Music, 685 st. Helenl
Rd. Phone: Bolton 6293.

BOURNEMOUTH

Slade, Miss (B., M., Balalaika). “B.M.G.”
Diplomist.—41 Belle Vue Road, Soulhbourne.
*Strike, Donald (B., T.B., M., G., H.G.).—

All styles.—16 Wulboume Aru e

BOGNOR REGIS

Vernon, Syd. & wen, Bertie .G.
& P.B) 30yAd|mrahy Rd., (B.R. 57). ¢

(Continued on next page)




140

BRIGHTON

Bibobi, Emile (G).—Examiner for Diploma
at the Guildhall School of Mnsic. Orchestral play-
ing, chamber music styles, barmony and sight
reading. Chlldren adult L 5innau and advanced
pupils taken, “Anwoth Croft,” Nash Lane, Scaynes

Hill, Sussex.
BRISTOL
Frank (EIP(J Jazz G., G.) 16,

Evans,

Clifton 8t., Stapleton
Toogood, Jack (PG HG. & U.)—-70,
Malvern Rd.. St Omrgc. Phone 51227.

Turner, Howard, (P. G., El. P. G. & Theory)
46 Bridgeteap Rd.. Downend. Phone: 657805,

BROMLEY (Kent)
Prince, Wm. (Balalaika). Inst. rphed

—1, Ingrebourne House Brangbourne Road. Tele-
phone: HITher Greep 8953

BMG.

LEIGH (Lancs.)
Ranica.r A. LTCL, LGSM. G, PG,

P.) 11 Reeves St.

LEAMINGTON SPA
Stan- Denms (G.) Holder of A, B & C

Diplomas,” Gough-Adams Musnc Shop,
(,Iom.cs'.er St.

LlVERPOOL

Bethell, Pierre (G., P.G., H.G,,
Ist Hr 29, klmglan NOR 3231.
since March 1942

The Hobbs-Birch Studios. (G., P.G., H.G.)
6, Rodney St.

*Lewis, Fred (B., P.B., TB M., P.G)—
480 Rice Lanc, anupool

, P.Acc.)—
E’ilabllshcd here

BURTON-ON-TRENT

Norman's School of Music. Guitar section.
3 New St. Tel: 6528,

. CARDIFF
Haigh, Emest (G., P.G. & Bass).—24
Gelligaer Gardens.
CLEETHORPES (Lincs)

Robinson, Ken. (G. & P.G.) 69 Campden
Crescent. Phone: 63391.

DAGENHAM (Essex)
Lipscombe, R. (B & P.G.) 12 Eastbrook
Ave. DOM 0!
DARTFORD (Kent)
Bowles, Alan (G., P.G, B, P.B.) 80 Mill
RA. Fawlev Phone Dartlord 44912,
DARWEN (Lancs.)
K. A. ‘s? J§e§°ov1a-1‘arrcga Method)
DERBY
*Taylor, Bernard. (P.B., P.G., M. HG)
8 South Dnve, Chain Lane, Mu:kleover
DUBLIN & BALLYMENA
*McGarvey, Jack (3, ZB, G.).—Ex-

aminer for “B.M.G." Dizlomas for Treland. Al
coms.—31 Bxllymoney Bt., Balymens, Co. Anmtrim.

EXETER (Devon)

nght, Dennis (P.G. HG,
School of Music. Bili Greenhalgn & Co.
St. Pbone: 58487.

FALKIRK
*Macbeth, Will. (B, TB., G. M, U)—
“8tudio.” ‘14, Orchard Bt

GLASGOW
Davidson, James (H.G.) 33, Gateside St.,
Glasgow, E.1,
Quinney, Norman (G. Theory) Concert
guitar studio, 271 ﬁlncbl-hnll ot..

Hall,
“Tharnleigh."”

B) Exeter
129 Fore

LYMINGTON (Hants)

Wooldridge, H. George. (Guitar, Classic/
Lute, Basic Flamenco; V'olin & Mandolin). Lib-
rary ol old songs and European Folk Music for
pupils’ accompanimente & solos. Ophire Btudio,
Western Rd.

MANCHESTER & DISTRICT

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

NEATH (Glam,)

Veale, Bert. (G,, El. P.G., H.G.,) “B.M.G.”
“C" Grade Dip, 20 Dan-y-Graig Caaoxton.

JANUARY, 1962

STOKE-ON-TRENT (Staffs)
Shaw, J. (G., P.G., P.B.) 55 Selwyn Street,

WARRINGTON
*Eowler, W, H. (B.. M. & G.). 30 Orford

Green.

WELLING (Kent)

Bexleyheatb School of Music. (PG El P.G.
G.) 172 Park View Rd. Phoue BEX.

WINDSOR (Berks).

Battine, Peter. (Private lessons given in the
study of S. G.). Phone: Windsor 983.

WOKING
Lane, A. W. (B.. M,, PG., HG,, U,, etc.).—

37, Weat(mld Ave., Wokm. Tel.: Woldng 75.

WOLVERHAMPTON (Staffs)

Wakeman, Clem, Speualxst on ELH.G.
(g:ltg:c 'tylo) and Uke. 170, Owen Rd., Penn

ABROAD

BULAWAYO (S. Rhodesia).

*Van Heerden, J. P. D. (Examiner for
;;B.M.G." Diplomas). 7 Willows Court, Wilson/13th
Ve,

NEWCASTLE-ON-TYNE

Clazie. Jack (H.G., Specialist, P.G., G.
U.).—18 Ancroft Ave. North Shieids,
North Shields 1515.

*Dorward, T. J. W. (P.B. T.B P.G. & M.).
I;"‘" 15 Hoyle Ave., Newcastle-

bho?:‘os

Dance
on-Tyne, 4. Tel..

NOTTINGHAM

Leverton, Tom (G., P.G., H.G.).—57, Lower
Road, off University Blvd. beeston.

CALCUTTA (India)

*Das, Mukul (ElL.H.G., P.Acc. P) Radio
artist. 22 Bethune Row, Phone: 55-1547.

JOHANNESBURG (S. Africa)

*Charlie Macrow’s Studios for expert tuition
on banjo, mandolin, guitar and ELH.G.. Stwudics:
Germiston Jol\:mnesburg, and Benoni. Enqumes
Phone 22.2361 or write Box 140, Germiston.

*Stroud, Gilbert (B. , G., & ELH.G.)—
All enqmrlel clo chu Mumw Stndlu. Johannes-
burg 22.2361 or Box 140, Germiston.

NUNEATON

Beeby. Jack (B. M. & G. all styles).—193
Edward Street.

PLYMOUTH
'Lee, Arthur (G., P.G., PB T.B, EG,
+ P. Acel).: —smdlo 225 Nonh

Stoyel Arthur, (P P.Acc,, Sax, V., M,
G.).—8tudio: 35, Clarence Btreet.

RAMSGATE (Kent)

Young, Alan (P.G., P.B,, Z.B.). Studio: 34,
Hibernia 8t.

GREENOCK

Wallace, Andrew. (P.G., HG acoustic &
electrie) 27 Bank St Pl wme 2412

HARROW (Mlddx.

Bolton, C. (G)—48 Al.ccia Ave Kenton,
Harrow. Phone: WORdawe:'th 0519

HORLEY (Surrey)

‘Sargent Herb. (P.B.. P.G. M.). 27 Church
Phour Horley 1022

LEEDS

READING
Hamlet, J. (B. G Finger style).—13 Priest

Rill, Caversham.

SALISBURY
Dacre School of Gullar. Banjo and
Mandolin. 35a, Rollestons 8

SHEFFIELD

Howe, L. W.(B..ZB, G Tarrc;a method).
313, Brincliffe Edge Rd  Phone:

LAGOS (Nigeria )
The Nigerian School of Classical Guitar

gives lessons in classicas guitar for beginners wp
to concert standard. 96, Patey 88., Yaba.

LOS ANGELES, Calit. (U.C.A.)
Nizamis, John (Mandolm Artist-
Teacher). 1753, W. 42nd 8t. Phone AX 3-0365.
SHERMAN OAKS, Calif. (U.S.A.)
*Courtleigh, Stephen. Classic guitar studio.

4451 Colbath_St.
SINGAPORE (Malaya)
*Martinez, Harry (P.G, H.G B G, U,

Double bns drums). Theory nnd modern arrsnge.
wents. Radio artist 354 Sigiap Road. Tel.. 47752,
—_—

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

*Bellson, Albert (Artist-Teacher of fretted
lmtmmont and P.Acc.) Aunthor and publisher ef
Bellson Orchestral Tenor-Banjo Method and The
Professional Tenor-Banjoist. 372 Saind Peter B

SYDNEY, N.S.W. (Australia)

*Don Andrews Guitar Centre. (P.G.,, EPG,,
G ) Cafe La Scala. Bondi Jetn,
*Skinner, Phil. (All frcued msts. all styles).

Proctor, Cyril (B.. P.B, G., P.G., HG., U.).
s":;olc t‘lén_r:r(ﬂle;l:)icul Instruments.—180 Town s'&":ﬂﬁgm& R,oa(?.i'ho?ea;s‘:speory) — 103 —475, Pacitic Highway Crews N
LEICESTER TORONTO (Canada)
*Chamberlain, J. (Lute, B., M., G., etc.).—]1, i STOCKPORT Wi Atkins, g"‘“'(";, i (g:llassnc Guitar).—108,
goat oulton Drive
:::fé'”c:" LL&‘:‘I :ﬁ:::am'.‘;' ﬁ‘,‘""fnﬁ‘a’ . “‘S’::?I:I 0232 (glasgs;l:?c-(x; 'L“';ﬁmﬂmf‘ 251,  Perrone, John, (Classical & flamenco G.)
Diplomas.) Wellington Rd. South Phone: 2127, 61, Strathnairn Ave., Ro.9-5353.

ABBREVIATIONS.—"B."” Banjo
Classical Spanish Guitar.

Guitar. “'S.”

CHO Hawnum Gmur

““M'" Mandolin. “'P" no.
“T.B.” Tenor Banijo. ‘U & Ukulele. *V.’

Bl H G." Electric Hawaiian Guitar,
“P.Acc.” Plln‘c; Ah:cordlon

“ELP.G.” Electric_Plectrum Guitar. *“'G"
“P.B.” Plectrum Banjo. "P.G.” Plectrum
“Z.B." Zither Banjo.
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CHORDS

BANJO & TENOR-BANJO

THE _MOST COMPREHENSIVE
BOOK OF ITS KIND EVER PUB.
LISHED, FAST BECOMING THE
STANDARD WORK FOR CHORD

II WORKING,

Gives all chords for both Banjo & Tenor-

Banjo in musical notation & diagram—

in three-note and four-note formations.

ANY chord can be quickly found under

its appropriate symbol and the fingering

and fret positions are Instantly seen.

ALSO INCLUDES:
@® HOW CHORDS ARE FORMED
@ ALL ABOUT INVERSIONS
@ VARIOUS RHYTHM STROKES
PRICE

416°

(Postage Sd. extra)

CLIFFORD ESSEX MUSIC CO., LTD.
20 Earlham Street, London, W.C.2

IT WOULD TAKE UP
§QO MUCH SPACE

Jor us to advertise all the
goods and printed music we
can supply. BUT

OUR COMPREHENSIVE LISTS ARE
SURE TO INTEREST YOU.

Send us a posicard,

telling us the instrument you

play, and we will send you

copies [ree of charge.
CLIFFORD ESSEX MUSIC CO., LTD.
20 Earlham Street, London, W.C.2

I 2
MUSIC:
We have the largest sclection of solos and albums
L&I o{’f i K R Bl
charge.
CLIFFORD ESSEX MUSIC Co., Ltd.
20 Earlham Street, London, W.C.2

ASK ANY
‘STAR’
PLAYER
OR

ANY
AMATEUR
WHAT
STRINGS
HE USES.

9 TIMES

OUT OF 10
THE ANSWER
WILL BE—

“CLIFFORD ESSEX”

FAMOUS ALL OVER THE WORLD

Current price list free on request

'

HOW TO MASTER
THE TENOR-BANJO

by EMILE GRIMSHAW

A complete book of instruction. Includes: Pre-
liminary lessons & [Exercises, Scales, Arpeggics,
Chords. Exercises in Time and Syancopation. left
hand & Right hand Exercises. Dance band pliay-
ng. Breaks & Endings. Rhythmic strokes, ete.. ete.

PRICE

7/6

Postage 6. entrin

CLIFFORD ESSEX MUSIC Co., Litd.
20 Earlham Street, London, W.('.2

A “must” for every jazz-minded player
of the Plectrum Guitar!

COMPLETE COURSE
in JAZZ GUITAR

by MICKEY BAKER

Featwres new  harmonic  devices and  technigues:
progressive chord and melody styles; hot guitar
solos including rifls, bicaks, hll- ins and the Tatest

rhythm and blues phrases. A
Jazz-minded player.
12/6

( Postaoge 6d. extra)
CLIFFORD ESSEX MUSIC Co., Ltd.
20 Earlham Street, London, W.C.2

“must” for cvery

2

i a/wyoaa)w;a/dt
Subscriber

MAKE SURE OF GETTING

YOUR COPY OF *“B.M.G.” EACH MONTH

To make sure of receiving
“B.M.G.”" every month it is
necessary to place a standing
order. The most trouble-free
way is by subscribing direct
with the publishers.

SUBSCRIPTION RATE—

17/6 for 12 Months (U.S.A.- $2.50)
US. readers remitting by banker's
check should add 25c. to cover bank
clearance chorges

(If you do not wish to cut this *'

B.M.G.”

FLAT-TOP GUITAR

SCRATCH PLATE

IMITATION TORTOISESHELL
Similar to type fitted to Martin guitars.
80,1000 thick (approx: 1]12")
PRICE
7/6
{ Postage 6d. extra)
CLIFFORD ESSEX MUSIC Co., Ltd.
20 Earlham Street, London, W.C.2

FLAMENCO GUITAR?

YOU NEED
A
CLIFFORD ESSEX

CEJILLA

OR CAPO D'ASTRO
Hand-made from rose-
wood and faced with
leather material for con-
tact with the strings.
(Easily replaceable nylon
for attaching to the
guitar neck.)

CLIFFORD ESSEX MUSIC CO. LTD.
20 Earlham Street, London, W.C.2

PRICE
7/6
(Postage 6d. extra)

BASS GUITAR

TAILPIECE
Heavy duty. Nickel plated. Quick
action slotted head. Cross-stayed
for strength. 417 leng h

PRICE
15/-

( Postage

1~ extra)

MACHINE HEADS

Good quality, brass finish. White
ovoid buttons. Screw-on  cogs.
Four string barrels on one plate
(for left-hand vertical fitting). 1}~
centre barrel to centre barrel.

CLIFFORD ESSEX MUSIC Co., Ltd.
20 Earlham Street, London, W.C.2

PRICE
15/6

1 Postuge

9d. extra)

SEND THIS OFF TO-DAY

copy the above form on a sheet of paper).

TO CLIFFORD ESSEX MUSIC CO,, LTD.

20, Earlham St,, Cambridge Circus,
LONDON, W.C2

Please send me “B.M.G."” for the next
twelve months commencing with the

Qisiizas Issue,
.value 17/6

| enclose herewith...
NAME ... .
ADDRESS ..

RENEWAL NEW SUBSCRIBER

(Please put X against appropriate section)
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METHODS FOR

WE CAN SUPPLY THE FOLLOWING Tt

CLIFFORD ESSEX
SPANISH GUITAR TUTOR

Compiled by Alonso Medlo
A really preh tutor P
and detailed i i i scales and
solos based on the Tarrega-Segovia method. Ideal
for the player without a teacher.

7/6

Postage
6d.

ELLIS’S THOROUGH SCHOOL
FOR THE SPANISH GUITAR
Revxsed by Bernard Sheaff

book em

b

A 1l

_all the necessary matter to play the instrument.

7/6

Postage
6d.

HOW TO PLAY THE GUITAR
by W. H. Plumbridge

A preliminary method written in easily-under-
stood form. Includes scales and chords in diffe-
rent keys; scales in porsition; etc.

4/

Postage
5d.

THE COMPLETE METHOD OF
FERDINAND SOR
Edited by N. Coste

The world-famous method (Spanish text only)
by a great master of the instrument. Includes 26
studies by this composer.

17/6

Postage
9d.

FERDINAND CARULLI
GUITAR SCHOOL
Edited by Jos. Krempl

A thorough method of study, covering all aspects
of playing. Text in English, French and German.

7/6

Poslage

YRS FROM STOCK:—

¥ Y THE GUITAR
by John Gavall

A new approach to self-tuition by the man who
has made a special study of this aspect of

guitar playing. 7/6

Postage
6d.

TIPS FOR TROUBADOURS
OR
HOW TO ACCOMPANY SONGS
ON THE GUITAR
by John Gavall

The most famous book for the student who
wishes to accompany songs. Virtually contains
a basic course of harmony as applied to the

guitar. S/_

Postage
4d.

GRAN METODO COMPLETO
PARA GUITARRA
D. Aguado

The eleventh edition of this famous work
(Spanish text only) edited by A. Sinopoli. The
five parts incorporated in this ethod inciude
all the famous Aguado studies.

30/-

Postage
2

SUPPLEMENT TO THE ABOVE

This supplement contains 19 original pieces and

transcriptions. 10/6

Postage
9d.

ESCUELA RAZONADA de Ia
GUITARRA
Emilio Pujol
The most thorough of Methods, based on the
principles and technique of Tarrega. Text in

Spanish and French. Recommended by front.
rank teachers everywhere.

BOOK 1 BOOK 2 BOOK 3
19/- 23/6 26/6
Postage Postage Postage

9d. 9d. 9d.

CLIFFORD ESSEX MUSIC C

METHOD FOR THE GUITAR

S. Ranieri

A really comprehensive method wllh text In
English, French, G
many picces by famous gumr composers.

BOOK 1 BOOK 2
8/6 10/-
Postage Postage

6d. 6d.
METODO DE

GUITARRA FLAMENCA

Emilio Medina

A modern method full and
details for playing the flamenco guitar. Snpplied
complele with English translation of the Spanish

28/6

Postage
9d.

METODO DE GUITARRA
by Rafael Morales

The **hiue hook' of Famenco guitar students!
All examples in music and _cifra (fingerboard
diagrams). Complete with English tmansiation
of the Spanish text.

35/

Postage
1/6

FLAMENCO GUITAR
by Ivor Mairants

A new mcthod for learning flamenco. Includes
themes and rhytlln- for all Spanish llnneneo
tuncs. and cifra throug

42/-

Postage

We can aiso supply the following worls
for students of the guitar :—

THE STUDIES OF
FERDINAND SOR
IN 7 VOLUMES
Edited and fingered by Carl Dobrauz

Progressively arranged, Book 1 is for the beginner
and Book 7 for the advanced player. Should be
in the library of every student.

5/6

each book
Postage
4d.

DAS TAGLICHE TRAINING
“DAILY TRAINING"
Luise Walker

An cssential for all players. Contains studies in
thirds, sixths, octaves etc. and technical studies
cvery serious d will find i le for the
advancement of his tome production and tech-
nique. Text in English and German.

8/6

Postage
6d.

TD 20 EARLHAM STREET

. LONDON, W.C2

Printed by The Eden Press (R. J. Skinner Ltd.), E.C4., for the Publishers and Proprictors. Clifford Esscx Music Co., Lid.,
20. Earlham Strect. Cambridge Circus, London, W.C.2.




