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[lustration 14.2. Extract from ‘Vai indo, amor, vai indo’, in Fernando C. Lapa, Cancées
populares transmontanas (Porto: Edicoes Conservatdrio de Musica do Porto, 2015), 3
(Reproduced by permission).

Abreu became a professional guitar player. Nuno Peixoto de Pinho finished
his secondary level and high levels as a composer, and Pedro Cardoso (Peixe)
studied guitar at the CMP and jazz guitar at ESMAE.®

As for the repertoire itself, no restraints of any kind were place on the
composers, except the need for the works to be adequate for young perform-
ers in their basic and secondary formative years. The writing methodology
was much alike for most of the composers. After a first reading, Paulo Peres
would meet with each of them to discuss the compositions and clear up any
doubts. In most cases, though, the final version did not differ much from
the first draft. Estudos Evocativos, for instance, was a revised version of Estudos
Brouwerianos, written in 1988/89.

The first public presentation of these works took place on 5 April 2013,
in the CMP Auditorium, performed by the guitar teachers and the composers
themselves. This performance was recorded. Besides the works to be published
in 2015, pieces by Luis Carvalho, Nuno Peixoto de Pinho and Jorge Prendas
were also performed. The year after, there was a recital by the students ex-
clusively dedicated to this repertoire.

The fact that much of this repertoire has been regularly performed by stu-
dents proves the pertinence and the importance of this project in enlarging
the repertoire for guitar. Future projects like these in conservatoires of music

8 Cardoso was a founding member of the band Ornatos Violeta, one of the most significant
Portuguese pop-music groups of their time.
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may play an important role in the development of didactic material and may
also come to signify a decisive push towards enlarging the market for the pub-
lication and publicising of music by Portuguese composers for classical guitar.

Conclusions

In recent years we have witnessed a consolidation of the guitar in Portuguese
musical life. As we have seen, the inclusion of guitar studies in the educational
curriculum brought the study of the instrument to a wide range of schools all
over the country. This move was responsible for a wave of new performers with
an excellent artistic background and, the fact that many of them have attended
university courses at some of the best European schools, accounts for the
current higher level of guitar studies in Portugal. As a consequence, we have
observed the proliferation of international festivals, a new window for guitar
enthusiasts to the guitar world. The role played by the Festival de Guitarra
de Santo Tirso in particular has been duly stressed for the countless number
of renowned guitarists it introduced to Portuguese audiences, although as we
have seen, many other festivals also deserve our attention.

Since Fernando Lopes-Graca wrote his first work for guitar in 1968, an
enormous corpus of guitar compositions by Portuguese composers have been
created, thanks to the renewed interest of contemporary composers like
Fernando C. Lapa and Sérgio Azevedo. In contrast, the importance of the
performer has also been underlined. Besides their obvious influence in the
writing of new music scores, the performer’s artistic quality has increased the
presence of guitar music in both national and international concert halls.

In conclusion, we can ascertain that the vogue for the classical guitar in
Portugal is at its peak, with a well-oiled system that brings together compos-
ers, performers, students, guitar festivals, and a dedicated audience that fills
the concert halls.






Chapter 15

UNDERSTANDING THE GUITAR IN ITALY IN
THE PRESENT DAY

Chyristian El Khouri*

If we consider the history of the guitar from the time that this instrument
reached its modern six-string conformation at the end of the eighteenth
century, it is clear that Italian guitarists had a significant role in the fashion
for this instrument, at least during the first half of nineteenth century when
it became a la mode in most parts of Western Europe. In fact, it is difficult
to imagine the guitar scene of the major cultural capitals of Europe without
figures such as Ferdinando Carulli, Mauro Giuliani, Francesco Molino or
Luigi Legnani to mention just a few (see Chapter 7). Today, the worldwide
classical guitar community still benefits from the invaluable contribution of
nineteenth-century Italian guitarists in terms of education and repertoire,
leading to this period to be labelled “The Golden Age’! or even ‘The Great
Vogue’ for the guitar.? In addition to the Italian virtuosos who brought pop-
ularity to the guitar, publishers from Italy were also quite active. Examples
include Ricordi,’ a publishing house founded in 1808 in Milan by Giovanni
Ricordi, a figure very much committed to releasing much guitar music, or
the Artaria & Co. publishing house,* founded by the Italian cousins Carlo
and Francesco Artaria and active during the nineteenth century in Vienna.
Artaria & Co.’s catalogue includes compositions by major composers such as
Wolfgang Amadeus Mozart, Franz Joseph Haydn and Ludwig van Beethoven,
as well as works that include the guitar by figures such as Simon Molitor,
Mauro Giuliani and Wenzel Thomas Matiegka. Unfortunately, as the Roman-

"1 am very thankful to Lena Kokkaliari for her help and assistance during the preparation
of this chapter.

! See for example Andrew Britton, ‘The Guitar in the Romantic Period: Its Musical and
Social Development, with Special Reference to Bristol and Bath’, PhD diss. (University of
London, 2010), 14.

2 Christopher Page, Paul Sparks and James Westbrook (eds.), The Great Vogue for the Guitar
in Western Europe: 1800-1840 (Woodbridge: Boydell & Brewer, 2023).

3 On this publisher see Agostina Zecca-Laterza, Il catalogo numerico Ricordi 1857 con date e
indici (Rome: Nuovo Istituto Editoriale Italiano, 1984).

* See Rupert M. Ridgewell, ‘Mozart and the Artaria Publishing House Study in the Invento-
ry Ledgers 1784-1793’, PhD diss. (University of London, 1999) and Alexander Weinmann,
Vollstandiges Verlagsverzeichnis Artaria & Comp., 3rd ed. (Vienna: Ludwig Krenn, 1985).
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tic aesthetic progressed, the popularity of the guitar declined in continental
Europe, especially after the 1830s, in favour of other musical instruments
that fulfilled the musical canon imposed by celebrated composers. This was
particularly the case with the piano, which took the guitar out of the limelight,
almost consigning all the years of flourishing activity to oblivion.” With the
impressionists” interest in timbre during the first decades of twentieth centu-
ry, the guitar once again increased in popularity, blossoming in the wake of
performers such as Andrés Segovia, who gave incredible visibility to the guitar
and promoted a renewed enthusiasm for the instrument. Indeed, Segovia’s
influence reached Italy, where he taught at the Accademia Chigiana in Siena
from 1950 to 1963. But, is there a trait d'union between Segovia’s aesthetics,
his musical thought, the impact of his teaching and the current situation of
the classical guitar in Italy? Aiming to answer this question, this chapter will
explore the place of the classical guitar in Italy, analysing particularly the con-
tributions of Ruggero Chiesa (1933-1993), an Italian guitarist, professor and
musicologist who contributed significantly to the development of the guitar
worldwide and especially in his homeland.® It will also provide an overview
of some of the most important festivals that have contributed to developing
the fashion for the guitar in Italy.

The role of Ruggero Chiesa in the development of the guitar

Ruggero Chiesa was born on 1 August 1933 in Camogli, a seafaring Italian
village near Genoa. Chiesa studied under Carlo Palladino, and it was on
his advice that in his early twenties he attended the first summer courses at
Accademia Chigiana in Siena in 1955 where Segovia and Emilio Pujol were
teaching.” In particular, Pujol’s classes on the vihuela and historical tablature
had a profound impact on Chiesa’s relationship with the guitar. In 1963
Chiesa obtained a teaching position at Conservatorio ‘Giuseppe Verdi’ in
Milan beginning his collaboration with the publishing house Suvini Zerboni
only a year later, with which he issued around 170 works throughout his
life.® In 1972 he founded Il Fronimo, a journal specialising in classical guitar.

> In the case of the British Isles for example, a recent study shows that even though no
major guitarists can be traced in this land, the popularity of the instrument seems to have
been maintained. See Sarah Clarke, ‘An Instrument in Comparative Oblivion? Women and
the Guitar in Victorian London’, PhD diss. (The Open University, 2021).

¢ It would be very difficult to analyse all the Italian figures that have led the guitar to its
present state in Italy in this chapter, and it would certainly be unjust to attribute all the
merit to Chiesa. However, there is no doubt about his leading role in this process, a role
worthy of significant attention from the international reader.

" On the life of Chiesa see Sara Bonafini, ‘Ruggero Chiesa, Una vita per la chitarra’, BA
diss. (Universita Ca’ Foscari Venezia, 1995).

8 Paolo Devecchi, ‘La rivista “Il Fronimo” di Ruggero Chiesa (1972-1993), Cuomo e il suo
“dialogo”. Sguardo sull’opera pubblicistica di un maestro della chitarra del Novecento’, BA
diss. (Universita degli studi di Torino, 2012).
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Illustration 15.1. Ruggiero Chiesa in 1983
(Reproduced by permission).

Chiesa continued his unceasing activity as a classical guitar professor and
musicologist until he passed away in 1993.

Considering Chiesa’s approach to pedagogy, direct testimonies from his
students — today central figures of the guitar — show that his teaching was
adapted to each student according to their capacities and personalities, with
the concept of progression as the central idea. This also intertwines with his
musicological activity returning much repertoire to light, with the particular
aim of finding suitable pieces for gradual teaching. These efforts were not only
for the benefit of his students at the conservatory, but were consolidated in
the creation of a didactic method for guitar titled Guitar gradus and published
in 1982 by Suvini Zerboni.

Guitar gradus was designed around the didactic material that Chiesa believed
students might need during their first years of practice. We therefore find not
only a first section devoted to the fundamentals of the guitar, but a second
section focused on the development of different aspects of guitar playing
including a small anthology of easy pieces composed by some of the most
important guitar composers of the nineteenth century such as Joseph Kiiffner,
Dionisio Aguado, Ferdinando Carulli and Matteo Carcassi. This selection
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allows the student to gradually deal with their first technical and musical
challenges. Here is what Chiesa says in the preface of the book:

All those in the teaching profession will certainly have noticed that,
despite the availability of high-quality musical material — it would be
enough just to recall the studies of the nineteenth century masters — our
teaching literature has never managed to cover the preliminary period of
learning satisfactorily. This deficiency is evident from the very moment
the student picks up the guitar, to continue in the area of setting up
and, even more so, in the very first repertoire he has to deal with.’

Guitar gradus was not only conceived as a progressive method; it contains
monodic transcriptions of popular songs, allowing the beginner to initially
only use one finger of the left hand on the fingerboard at a time. Yet
this does not happen only in the first position and in consequence, the
student learns from the first lessons to move all over the neck of the guitar,
developing naturalness and melodiousness. The book is essentially divided
into two parts, the first being a general introduction to guitar playing,
and the second a development of the first part into seven chapters. It is
not mandatory to follow a certain order; it is a thematic division, and the
learning path can be personalised and tailored to the student. For all these
reasons this method has been and is still considered a landmark for guitar
teachers in Italy.”°

From the 1960s Chiesa was also part of a group of guitar teachers, musicians
and politicians who committed themselves to regulate guitar teaching positions
in [talian conservatoires. At this time, the guitar course was ‘experimental’ and
did not lead towards a diploma, but rather a certificate, and it was not until
1984 that the guitar course was institutionalised as ‘ordinary’.!! This resulted
in the same study program offered at all the conservatories in Italy, so that
in every part of the country the preparation of the same pieces was required
in order to pass the intermediate exams and to achieve the final Diploma.
This system was in place until 21 December 1999, when a decree equated
conservatories with universities, revolutionising the study programs, adding

9 “Tutti coloro che svolgono la professione dell’insegnante avranno certamente notato che,
pur disponendo spesso di un materiale musicale spesso di alta qualita - basterebbe ricorda-
re gli studi dei Maestri dell’Ottocento - la nostra letteratura didattica non & mai riuscita a
coprire in modo soddisfacente il periodo preliminare dell’apprendimento. Questa carenza &
evidente sin dall’istante in cui lo studente imbraccia la chitarra, per proseguire nel settore
dell'impostazione e, ancor pitl, nel primissimo repertorio che egli deve affrontare [...]", Rug-
gero Chiesa, Guitar gradus. Metodo elementare per chitarra (Milan: Suvini Zerboni, 1982), 1.
10 Chiesa’s method may have had a significant impact in other countries too, since it was
translated into Greek with the same publishing house as Guitar Gradus MéGodog x10épagc yia
apyépiovg in 1982 and into English as Guitar Gradus: Elementary Method for Guitar in 1996.
I Legge del 2 Maggio 1984, n. 106, ‘Istituzione della scuola di chitarra nei conservatori di
. b
musica’.
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more theoretical courses and giving more autonomy to each conservatory,
so that nowadays each institution has the ability to alter its study plan (see
Chapter 19)."

As a musicologist, the contributions of Chiesa have been invaluable. From
his initial contacts with Pujol, Chiesa understood that there was an enormous
field of research, so he started working on early music. Due to this interest, he
transcribed for guitar an impressive number of pieces originally composed for
lute, vihuela and other related plucked instruments, a repertoire still available
today.” Another area of great interest to him was original guitar music by
the nineteenth century guitar composers. Thanks to his research, we now
have access to several modern editions of works (not previously edited) by
great figures of the guitar repertoire such as Mauro Giuliani, Fernando Sor,
Ferdinando Carulli, Luigi Boccherini and Niccolo Paganini. We tend to
consider these names quite common in a guitar recital programme, and this
is due in part to Chiesa’s musicological efforts that led to the exploration of
the great nineteenth-century repertoire.

1l Fronimo

Chiesa founded the journal Il Fronimo — Rivista di chitarra e liuto (journal about
the guitar and the lute) in 1972 published by Suvini Zerboni. The name
was taken from the imaginary lutenist that gave the title to one of the most
famous books by Vincenzo Galilei.® This journal offers high quality articles
about the history, repertoire and performance practice of the classical guitar
and other guitarrelated instruments, interviews with guitar concert players
and composers (such as Goffredo Petrassi, Alexandre Tansman, Pieter van
der Staak and Hans Werner Henze, among others) as well as recordings and
sheet music reviews. Here is a little extract from Chiesa’s foreword to the
first issue focusing on the value of the guitar:

12 Legge del 21 Dicembre 1999, n. 508, ‘Riforma delle Accademie di belle arti, dell’Accademia
nazionale di danza, dell’Accademia nazionale di arte drammatica, degli Istituti superiori per
le industrie artistiche, dei Conservatori di musica e degli Istituti musicali pareggiati’.

B These works include, among others, the complete works for vihuela by Luys de Milan
from El Maestro, the complete lute works by Francesco Da Milano, the full transcription of
the British Library MS Add 30387 (Dance and other music in lute notation, composed by
Sylvius Leopold Weiss and Johann Sigismund Weiss, of Prague in 1717-1724) and Diciotto
partite by Giuseppe Antonio Brescianello.

* For instance, works revised by Ruggero Chiesa that appear in the Suvini Zerboni catalogue
include, among others, the Mauro Giuliani’s full set of studies, the Six Rossinianes, some
of his themes and variations (opp. 2, 4, 7, 20, 38, 45, 47, 62, 105, 107, 112), or Niccolo
Paganini’s complete works for solo guitar.

¥ Vincenzo Galilei, Fronimo: dialogo di Vincentio Galilei nobile fiorentino sopra Uarte del bene
intavolare, et rettamente sonare la musica negli strumenti artificiali si di corde come di fiato, & in
particulare nel liuto (Venice, 1584).
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Today perhaps no one doubts about its tonal qualities and technical
possibilities anymore, but few believe that it possesses an extensive
and valuable original literature, indispensable to sustain its ambitions.
Without this framework, no instrument, no matter how fascinating, can
survive for long, and so it would be for the guitar the day when, after
this period of happy enthusiasm and having to rely on its own strengths,
it would still find itself maintaining a dangerous misunderstanding that
would inevitably lead it into one of those profound crises with which
history is filled. The misunderstanding, as we well know, is not to have
the awareness of full autonomy in our repertoire, which is a totally
unjustified proof of weakness, since very little has been done to bring
back the repertoire of the past [...]

All these questions, and there would be others, have been posed in
order to demonstrate that the conditions exist for creating a journal that
wants to take on the task of answering them. Here, then, is a periodical
entirely devoted to the guitar and the lute, ‘Il Fronimo’, named after
the imaginary lutenist who gave the title to Vincenzo Galilei’s famous

book [...]

A dialogue also for us, in which guitarists, lutenists and musicologists will
participate, with opinions that may be divergent and even conflicting,
but only through a wide-ranging confrontation it will be eventually
possible to dispel doubts and clarify misunderstandings, certain to
revive through the unmistakable personality of these instruments works
of great value.'®

The first issue of the journal opens with a letter by Andrés Segovia saying:

16 ‘Oggi forse nessuno mette pit in dubbio le sue qualita timbriche e le sue possibilita
tecniche, ma pochi credono che essa possegga una letteratura originale ampia e di valore,
indispensabile per sostenere le sue ambizioni. Senza questa ossatura nessuno strumento, per
quanto affascinante, puod sopravvivere a lungo, e cosi avverrebbe per la chitarra il giorno in
cui, trascorso questo periodo di felice entusiasmo e dovendo contare sulle proprie forze, essa
si trovasse ancora a mantenere un pericoloso equivoco che la condurrebbe inevitabilmente
ad una di quelle profonde crisi di cui ¢ costellata la storia Lequivoco, lo sappiamo bene,
¢ di non avere la consapevolezza di una piena autonomia nel proprio repertorio, il che
rappresenta una prova di debolezza assolutamente ingiustificata, poiché ben poco ¢ stato
fatto per riportare alla luce la produzione del passato [...] Tutti questi interrogativi, e ve
ne sarebbero altri, sono stati posti per dimostrare che esistono le premesse per creare una
rivista che voglia assumersi I'impegno di dare loro una risposta. Ecco quindi un periodico
dedicato interamente alla chitarra e al liuto «Il Fronimo», dal nome dell'immaginario liutista
che diede il titolo al celebre libro di Vincenzo Galilei [...] Un dialogo anche per noi, a cui
parteciperanno chitarristi, liutisti e musicologi, con opinioni che potranno essere divergenti e
anche contrastanti, ma solo attraverso un confronto ampio si potranno finalmente dissipare
i dubbi e chiarire gli equivoci, certi di far rivivere attraverso I'inconfondibile personalita di
questi strumenti opere di grande valore’, Ruggero Chiesa, ‘Premessa’, Il Fronimo 1 (1972), 5-6.
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I greet with sincere joy the new magazine that the illustrious Suvini
Zerboni publishing house in Milan has given birth to on this memorable
day for us. It will be a new and precious way for the universal affirmation
of our beloved guitar. I am sure that under the intelligent guidance
of Ruggero Chiesa it will soon meet with great prestige and wide
circulation. And if the editors allow me, I would advise them not to
stop exercising close vigilance over the number and spiritual and artistic
quality of future contributors so that the desired result of such a noble
endeavour is not thwarted. This journal will have to fly very high and
not patronise works of little value that would threaten to turn it into
a gazette of pseudo-musical amateurs.

I vow that it will achieve secular longevity and that it will carry out, to
the benefit of the guitar, a strictly healthy teaching.”

Il Fronimo is nowadays published by Il Dialogo editions and is successfully
run by Lena Kokkaliari. It is still considered one of the main musicological
journals about the guitar and is a reference for students, scholars, guitarists,
composers and musicologists all over the world.

The growth of classical guitar festivals

The guitar festival panorama in Italy in recent years has been dynamic, now
characterised by several new initiatives. While some of these great initiatives
have been running for more than twenty years, some have ceased to be
organised, as is the case of the International Competition ‘Ruggero Chiesa
- Citta di Camogli’, held every two years in Camogli (Liguria) until 2018.
Other festivals with long traditions that still exist in full swing include
the International Competition ‘Fernando Sor’ (traditionally held in Rome,
now alternatively hosted in Rome and Madrid), the ‘Paganini’ Guitar Festival
in Parma which hosts concerts, masterclasses, a lutherie exhibition and an
international guitar competition, and the Incontri chitarristici di Gargnano
hosted in Gargnano, a small village on Garda Lake, which from 1973 offered
masterclasses held by Oscar Ghiglia and from 1976 an international guitar
competition, as well as a series of concerts. Some further recent initiatives

17 ‘Celebro muy sinceramente el nacimiento de la nueva Revista que la notable Casa Editora
SUVINI ZERBONI, de Milano, ha dado a luz en esta memorable fecha. Serd nuevo y pre-
cioso elemento para la universalizacion de nuestra amada Guitarra. Estoy seguro que bajo
la mirada inteligente de Ruggero Chiesa alcanzara muy pronto prestigio y ancha difusion.
Y, si me lo permitiesen €l y los Editores, les aconsejaria que no dejasen de ejercer estrecha
vigilancia sobre el numero y calidad espiritual y artistica de los futuros colaboradores, a fin
de que no se debilite el esperado resultado de tan noble esfuerzo. Esa Revista debe volar
muy alto y no apadrinar trabajos de flojo aliento que amenacen convertirla en Gaceta de
aficionados inframusicales. Hago votos porque logre longevidad secular y porque practique,
en beneficio de la Guitarra, un magisterio severamente higiénico’, Andrés Segovia, ‘Laugurio
alla rivista di Andrés Segovia’, Il Fronimo 1 (1972), 4.
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worth mentioning include the Roma Expo, created in 2014 as a lutherie
exhibition but now consisting of a series of concerts, conferences, public
guitars tests and an exhibition space for companies and guitar makers. It is
also worth mentioning the ‘Sac. M® G. Ansaldi’ national guitar competition
in Mondovi (Piedmont), now in its forty-seventh year.

One of the earliest guitar festivals created in Italy and still in full operation
is the Classical Guitar Competition ‘City of Alessandria’ (held in Alessandria
in the region of Piedmont), organised for the first time in 1968 as part of
the celebrations for the 800th anniversary of the foundation of the city. The
promoter of this initiative was Michele Pittaluga, also the director of the
‘Antonio Vivaldi’ lyceum, where he succeeded in creating a guitar teaching
position. In 1969, also thanks to Pittaluga’s efforts, the lyceum became a state
conservatory. The first time the competition was held, Andrés Segovia was the
honorary president of the jury, followed by Alirio Diaz from the second to
the fortieth edition. From 1995, after the death of Pittaluga, the competition
was renamed, becoming ‘Michele Pittaluga International Guitar Competition
- Premio Citta di Alessandria’. Since 1981 the festival has become a member
of the World Federation of International Music Competitions and is currently
the only Italian guitar competition that is part of this organisation. To be a
member of this federation, the competition has to follow some precise rules,
for instance to include a concerto for guitar and orchestra (or string quartet)
in the program. Currently Marco Tamayo holds the position of honorary
president and each year has a particular theme or anniversary, making every
festival different (recent examples of themes include tributes to composers or
personalities such as Mauro Giuliani, Heitor Villa-Lobos, Joaquin Rodrigo,
Manuel Maria Ponce, Ruggero Chiesa and Ida Presti, among others, to the
‘Homenaje’ in the guitar literature, the ‘Fantasia’ form or the guitar in
Classical repertoire).

Alongside the main competition, Michele Pittaluga and Alirio Diaz ar-
ranged guitar masterclasses for seven consecutive years, while Maria Luisa,
Micaela and Marcello Pittaluga have, in more recent years, added many
further initiatives to the main event. These include a series of concerts, a
competition for young talents and ‘guitar corners’ that consist of guitar per-
formances in the most evocative parts of the town. Due to the importance
of the prizes given and the deeply rooted tradition of the competition, many
renowned figures of the international guitar scene have been awarded prizes
at this competition, including Kazuito Yamashita, Stefano Grondona, Fabio
Zanon, Lorenzo Micheli, Goran Krivokapi¢ and Marcin Dylla. In 1997 a
guitar composition competition was founded, with the idea of expanding the
contemporary guitar repertoire.

Another very interesting initiative that flanked the competition in
Alessandria for twenty-two years until 2018 is the Convegno Internazionale
di Chitarra (International Guitar Congress). The first congress was held in
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[lustration 15.2. Michele Pittaluga, promoter of the ‘City of Alessandria’
Classical Guitar Competition. The Competition was then dedicated
to him from 1995. Photograph kindly provided by Micaela Pittaluga

(Reproduced by permission).

Pesaro in 1996, a city located in the Marche and the birthplace of the great
[talian composer Gioachino Rossini. It consisted of a full day dedicated to
the classical guitar, hosting lectures on new musicological discoveries or new
editorial releases, followed by concerts. This congress was established by
Filippo Michelangeli, journalist and publisher, founder and director of the
journals Seicorde (1991), Suonare news (1995) and from 2021, director of the
journal Amadeus. He is also editorial consultant for the publishing house
Edizioni Curci (Milan). The event is led by a scientific committee made
up of important personalities of the classical guitar and music scene. The
committee’s present membership includes Filippo Michelangeli, Frédéric
Zigante, Luca Ciammarughi, Evangelina Mascardi, Francesco Biraghi, Giovanni
Podera, Giulio Tampalini and Piero Bonaguri. The position of the congress’s
artistic director was held by Filippo Michelangeli for the first fifteen years,
before Giovanni Podera took over for nine years. Since 2020, Frédéric Zigante
has been the current artistic director.
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The Convegno Internazionale di Chitarra also awards ‘Le chitarre d’oro’
(The golden guitars), prizes intended to recognise excellence in the guitar
world. There are different categories for this award: composition, didactics,
promising young performer, best recording (solo guitar), best recording (with
guitar), newcomer, dissemination, guitar making, musicological research, best
video, professional excellence and the special prize ‘A life for the Guitar’. The
congress is held every year and, since 2019 (its twenty-fourth year), it takes
place at the Conservatorio ‘G. Verdi’ in Milan.

Conclusions

There is no doubt that Andrés Segovia gave a strong impulse to the guitar
in Italy when he taught in the Accademia Chigiana in Siena from 1950 to
1963. From that moment on, we can observe an increase in the popularity
of the guitar in Italy. This rediscovered enthusiasm, fuelled by Segovia’s and
Pujol’s influence, was the seed that grew in Ruggero Chiesa to change the
perception of the guitar at almost every level, leading to its twentieth century
re-blooming in Italy and establishing the idea of the guitar as a respected
and complete instrument. Since then, initiatives such as festivals, concerts
and competitions have given further credibility to an instrument that had
to rediscover itself through an exploration of its past while building a new
repertoire for the future. The guitar continues to attract young musicians,
who become part of a guitar community that includes not only guitarists but
also luthiers, event organisers and fans.



Chapter 16

THE GUITAR IN GERMANY: A MIXTURE
OF TENDENCIES

Katharina Fricke

As a global tendency, music evolves continuously, and the classical guitar is not
an exception. In Germany, as in everywhere else, the guitar has gone through
a process of diversification that can be most clearly seen after World War II.
Since the advent of internet, the borders of what a classical guitar might be
have been challenged, particularly in relation to the electric guitar in musical
styles such as jazz, rock and pop. However, as we shall see, the classical guitar
continues to attract much attention and the guitar enthusiast has many ‘new’
options to explore. In this chapter I will focus on the particularities of the
classical guitar in Germany since the year 2000, describing the place and
function of this instrument today, touching in passing on aspects of the new
classical guitar era in this country such as guitar makers, musical styles and
German composers and personalities, among other topics.

The modern classical guitar

It was not even two hundred years ago that Antonio de Torres developed
the new form of guitar-making at the end of the nineteenth century. Despite
its young age — compared to other instruments, the classical guitar in its
present form is a very young instrument — the construction of the guitar
seems to be in constant evolution, and luthiers devoted to this instrument
are continually researching in order to improve its sound. Therefore, even
today, we find important structural ‘improvements’ or ‘experiments’ in
construction of the soundboard, bridge or sound hole, using new and
different types of wood. Some of these new models can be seen on the
website of one of the largest dealers of classical guitars in Germany, Siccas
Guitars. This company was founded by the two brothers Mirco and Manuel
Sicca, sons of the Italian guitarist Mario Sicca. While the store is based in
Karlsruhe, online trade is their speciality. At Siccas Guitars we can find
classical guitars built by internationally renowned luthiers as well as historical
guitars. In order to maximise their presence on social networks, famous
international guitarists present classical pieces using the guitars they keep
in their collection, so that Siccas Guitars is known worldwide by classical
guitar enthusiasts. Besides Siccas, other luthiers based in Germany include
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the brand Hanika Gitarren,! the most popular German luthier, that not only
makes high quality guitars but also remarkable instruments for students. The
Convention on International Trade in Endangered Species of Wild Fauna
and Flora signed in 1973 inspired the German luthier Christian Stoll to
build classical guitars using only woods from Europe. While it is already
common to use the European spruce for the soundboard of the classical
guitar, walnut for the back and sides was a new invention. According to
Stoll, the sound of walnut can be compared to Indian rosewood. For the
fingerboard and bridge Stoll uses black locust, while the head is made of
maple and smoked larch. According to Stoll Guitars, obtaining high quality
wood from Europe is relatively difficult. On one hand, there does not seem
to be an existing infrastructure for selecting woods for musical instrument
manufacturers. In addition, the cost of workers in Europe is much higher
than, for example, in India. On the other hand, many trees do not have
the quality required for musical instruments. For these and other reasons,
different universities in Germany, for example the Technical University in
Dresden and the Eberswalde University for Sustainable Development, do
research in the thermal modification of local woods, taking into account
that they seem to absorb water better than tropical woods, which causes an
increase in the weight of the wood, and which, in turn, makes this material
less resonant.? This is the reason why researchers from these universities heat
alder, ash and the traditional spruce wood up to 200 degrees for about 15
hours. After this treatment the wood bends more and sounds more similar
to a tropical wood.’

Another important development originating in Germany is the double
top guitar invented by Matthias Dammann in the 1980s. The ‘Sandwich
top’, as it is known, allows the soundboard to have a lighter weight and
therefore a louder sound, an idea that still influences luthiers to the present
day. But evolution is not restricted to the instrument itself. While in the
early twentieth century strings were still made out of gut, today we can find
numerous different materials, tensions and the opportunity for different
tunings. The German company Hannabach, one of the most popular German
strings producers in the world, offers fifteen different types of strings for a
standard guitar at present.

A melange of different musical styles

Numerous musical styles coexist and interact in modern classical music.
At present, composers of music for classical guitar are often influenced

' This company is owned by Armin Hanika, son of the late Helmut Hanika (1932-2020).

? Karolin Dorner, ‘Gitarrenklang ohne tropische Holzer’, www.mdr.de (Accessed 28 Aug.
2022).

> Bernd Schulpeck, ‘Gitarren aus dem Backofen’, www.deutschlandfunk.de (Accessed 28
Aug. 2022).
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by other sources such as the sound and technique of other instruments,
uncommon sounds in nature, or new digital music, to give just a few
examples. Adding to this phenomenon is the fact that many students are
interested in playing different types of music, especially pop music. As a
consequence, the musical horizons of classical guitar teachers are wider than
ever before, so teachers need to be aware of the techniques used in other
styles of music, which means that many classical guitar teachers now have
a diverse musical background in order to cope with these requirements.*
Having a background as a jazz guitarist can be very useful, for example,
in teaching the harmonic patterns of classical pieces, to make the student
feel the rhythm and pulse or to empower creativity in students.” Thus, the
classical guitar today is still constantly evolving.

In times like these, when concerts and guitar lessons may be given online
from all over the world, when guitar students can study abroad easier than
ever before or, when guitar enthusiasts can obtain information and inspiration
from social media, the borders between countries and traditions become blur-
ry. However, in the last fifty years, Germany has been particularly welcoming
for international guitarists. Universities, music academies and the concert
scene of Berlin, for example, have hosted famous guitarists and composers
like Leo Brouwer, Carlo Domeniconi and Toru Takemitsu. This makes Berlin
a melting pot of international guitar traditions.

A popular instrument?

In the present day, the classical guitar is as popular in Germany as it has ever
been. Each year the Verband deutscher Musikschulen (VdM), the Association
of German Music Schools, collects data, like the number of students or
ensembles from public music schools in Germany. Statistics based on these
numbers show that even though public music schools are only one of
several opportunities to learn classical guitar in Germany, it is definitely the
most common. One statistic breaks down the number of students for each
instrument. In music schools, the classical guitar is the second most popular
instrument after the piano. In 2021, about 123,000 students had lessons in
classical guitar in music schools. That is twice the number of students who
learned the violin, the third most popular instrument in Germany.® On the
other hand, there were only 7,145 students playing in plucked ensembles
out of 216,000 students playing in any ensemble in total,” which indicates

* Ivanka Muncan, ‘Von allen Saiten. Die Vielfalt der Gitarre im Spiegel von Gitarristen-Le-
benslaufen’, Uben und Musizieren, Aug./Sept. (2017), 12-15.

> Muncan, ‘Von allen Saiten’, 15.

¢ Deutsches Musikinformationszentrum, ‘Schiiler*innen der VdM-Musikschulen nach Fa-
chern’, https://miz.org/de (Accessed 6 July 2022).

" Verband deutscher Musikschulen, ‘Schiilerzahlen und Wochenstunden der Ensemble und
Erginzungsficher’, www.musikschulen.de (Accessed 29 June 2022).
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that the classical guitar in Germany continues to be a lonesome instrument
compared to other instruments. Besides plucked ensembles in music schools,
we can find plucked ensembles in each federal state of Germany, called
‘Landeszupforchester’. These ensembles are semi-professional and addressed
mostly to adults as performers. In some federal states we find high level
plucked ensembles for young enthusiasts, for example the Youth Plucking
Orchestra of Brandenburg-Berlin.

Regarding higher education, there are about thirty universities or music
colleges in Germany that offer guitar programs. The three most common
degrees at music universities are: solo guitar, music education and teacher
training programs. The solo guitar degree aims at a concert career, while music
education provides skills for people who want to teach the guitar at music
schools. Teacher training programs, in contrast, are devoted to future music
teachers in general schools. Solo instrumental degrees are the most popular at
Germany music universities with, in 2020-21, 9,500 students enrolled to study
a solo or orchestral instrument. The smallest cohort is students studying the
degree in music education (on any musical instrument), with just over 4,000
students in the same period, while about 8,000 students took the teacher
training degree.®

To entering a program of either solo guitar or music education in
classical guitar, a student needs a very high level of performance skill on the
instrument. The level required to pass the entrance exam increases steadily,
so it is becoming more and more difficult to become a classical guitar teacher
since there are only a few vacancies at the universities to study this instrument
each year. At the same time, the number of people who want to learn the
guitar at music schools increases too.

Professional field

The range of jobs for professional musicians varies widely. It is not unusual
for a professional musician to work in several fields at the same time. In
2018 Jonas Menze and Govinda Wroblewsky, both from the music college in
Detmold, began a survey on the aspirations of alumni at the beginning and
end of their study program and in the three to five years after graduation.
The interviewees were instrumentalists in solo study programs. The options
in their professional goals were musician, music teacher, musicologist and
others, whereby it was possible to choose multiple alternatives.” The study
shows that while at the beginning of their studies 97 per cent of the
interviewees who studied a plucked instrument aimed at a concert career,

8 Deutsches Musikinformationszentrum, ‘Studierende in Studiengingen fiir Musikberufe nach
Geschlecht und auslindischer Staatsbiirgerschaft’, https://miz.org/de (Accessed 29 June ZQ‘ZZ).
? Jonas Menze and Govinda Wroblewsky, ‘Vom Karrieretraum zum Portfolio!? Teil 1’, Uben

und Musizieren, Dec./Jan. (2020/21), 53.
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three to five years after graduation this number decreased to 79 per cent.
On the other hand, the career aspiration to be a teacher gained 14 per
cent, having been the career of choice for only 38 per cent of interviewees
at the beginning. The reasons for this change were explained, among other
causes, by the difficult situation of the job market (37 per cent) or the small
income (18 per cent).”® According to the survey, job chances for guitarists
are much better than for other instrumentalists. That said, 93 per cent of
the interviewees had had a job, with 58 per cent working as teachers and
38 per cent as performing musicians. Two thirds of all interviewees had
several jobs in different fields.!" The majority of the plucked instrumentalists
had a job as a freelancer or short-term employees.? Self-employed musicians
in Germany are supported by the government-sponsored Artists’ Social
Insurance Fund (Kiinstlersozialkasse or KSK). This institution allows
freelance artists and musicians to pay the same contributions for health,
social and pension insurances as employees, which is half of what those
self-employed in other industries need to pay. According to official data
from the KSK, there were 55,000 freelance musicians reported in 2022.
Almost half of these were employed as freelancers in music schools, 7.9 per
cent working as composers and 7.3 per cent as members of orchestras.”
Many freelance musicians work in different fields at the same time. Another
study shows the breakdown of employed musicians in Germany in the year
2017. Out of 48,000 employees, almost half were working as musicians in
orchestras and ensembles, as composers and conductors and about 17,500
were employed in music schools. Considering to the fact that the classical
guitar plays a small part in orchestras, we may assume that the majority of
classical guitarists are freelance teachers in music schools. The professional
fee for self-employed teachers varies within Germany from approximately
20€/45min to 40€/45min, depending among other things, on the federal
state, music school, type of lesson and the teacher’s professional experience.
Due to the diversity of the students, demands on teachers are increasing,
particularly in relation to the ability to teach both classical and jazz guitar.
Out of three job advertisements found in early 2023 on the website of the
VdM, two of them require knowledge in jazz guitar and pop music. In
2010 a program called ‘Klasse: Musik’ was introduced in Brandenburg. This
cooperation between general schools and music schools allows students,

19 Menze and Wroblewsky, ‘Vom Karrieretraum’, Teil 1, 54.

1 Jonas Menze and Govinda Wroblewsky, ‘Vom Karrieretraum zum Portfolio!? Teil 2, in Uben
und Musizieren Feb./Mar. (2021), 54.

12 Menze and Wroblewsky, “Vom Karrieretraum’, Teil 2, 55.

B Deutsches Musikinformationszentrum, ‘Freiberuflich Titige in der Sparte Musik nach
Titigkeitsbereich und Durchschnittseinkommen’, https://miz.org (Accessed 10 Sept. 2022).
¥ Deutsches Musikinformationszentrum, ‘Sozialversicherungspflichtig Beschiftigte und Arbeits-
lose in Musikberufen’, https://miz.org (Accessed 10 Sept. 2022).
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who for social, financial or distance reasons, are not able to visit the music
schools, to learn the guitar for two years through their classes at the general
school. Teachers therefore need to be competent in other pedagogical styles,
and this is required by the job advertisements. Thus, being a professional
guitarist nowadays is much more than playing classical guitar.

German composers for classical guitar

Today, there are numerous German figures composing music for guitar. The
literature on classical guitar education is especially wide, so that teachers may
choose a guitar method taking into account the individual particularities of
each student such as age, size, level and aims. The most well-known guitar
methods today are, in chronological order, Fridolin, eine Schule fiir junge Gi-
tarristen (1986) by Hans Joachim Teschner, Los geht’s! Eine Gitarrenschule fiir
Kinder (1993) by Alfred Eickholt, Meine Gitarrenfibel (1994) by Heinz Teuchert,
Matthias Kijewski and Dieter Kreidler, Play Guitar Gitarrenschule (2003) by
Michael Langer and Ferdinand Neges, Moro und Lilli: Die Gitarrenschule fiir
Kinder (2005) by Gerhard Koch-Darkow and The Guitar School (2009) by
Dieter Kreidler.

For those searching for modern compositions created in Germany, the
website www.sheerpluck.de may be very useful. Its database contains much
contemporary guitar music that can be searched and filtered, for instance, by
the birthdate, gender or country of the composer. This database lists about
1,500 compositions by German composers published since 2000. Among this
vast world of music we can find well-written pieces for plucked ensembles
such as the compositions by Bruno Szordikowsky, Dieter Kreidler or Freya
Arde. The rise of internet commerce has seen many bookshops closing their
doors, as is the case of Haus der Musik Trekel owned by Joachim Trekel,
one of the last remarkable shops in Hamburg where classical guitar sheet
music, guitars and other equipment was sold. The publishing house Joachim-
Trekel-Musikverlag, however, continues to exist, offering a wide variety of
classical guitar music. There are a few other companies in Germany still
publishing music for guitar, with Schott Music — which publishes music of
every style and for every instrument besides educational and musicological
literature — among the most significant, alongside Edition Dux, Stretta Music,
Voggenreiter Verlag, Lugert Verlag and Birenreiter Verlag (the last two do
not offer books for instrumental lessons, but educational literature for music
classes in general school).

When it comes to consuming classical guitar music, there are countless
annual guitar festivals with masterclasses, concerts and exhibitions. Some of the
most significant that took place in 2022 include the Gitarrenfestival Dresden,
Internationales Gitarrenfestival Thiibingen, Hamburger Gitarrenfestival, Koblenz
Guitar Festival, Gitarrenfestival am Maindreieck and the Internationales
Gitarren-Festival Iserloh.
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Personalities of the German classical guitar

Some personalities of the German classical guitar scene have had outstand-
ing careers and are worth mentioning in this chapter. Thomas Offermann
is one of these well-known guitarists in Germany. Besides his artistic career,
he is a professor of classical guitar at the music college in Rostock. In 2014
he obtained his PhD on the topic of integrative movement theory for guitar-
ists and published a book from his dissertation in 2015 in German (and in
English in 2019). For health-related reasons, Offermann had to relearn the
guitar from the beginning, which made him fundamentally re-think classical
guitar technique.” Offermann says that ‘The instrument is a foreign body,
every action requires a technique [...]. Even peeling a banana or eating an
apple requires technique’.!® Furthermore he considers that usually guitarists
learn guitar technique completely disconnected from the physiognomics of
the human body. With his book, Offermann aims to simplify learning and
playing the guitar by reducing the whole human body to single movements.
Considering the physical and physiological rules of movement, this new
approach can help to smooth the action, supporting the whole body and
avoiding pain. After a detailed chapter about the physiological conditions of
the locomotor system Offermann gives exercises for each individual guitar
technique. According to the author, the little finger of the right hand is
often neglected due to its length. Offermann recommends instead, training
each finger of the right hand including this finger, to strengthen the whole
hand. In addition, his exercises counteract frequent incorrect postures, such
as spreading or pinching the little finger. He also affirms that the whole arm
must lead the movement to avoid stiff fingers in both hands as well as that
the arm, elbow and shoulder have to lead the movement of the single fingers
of the left hand, which can simplify some grips. Due to its level of detail,
this book is especially recommended for university students of the guitar,
professionals and dedicated hobby guitarists.

The Austrian guitarist, composer and teacher Michael Langer is also
well-known in Germany. His guitar teaching book, which is titled Play
Guitar in English, and his collection Saitenwege containing compilations
and transcriptions of pieces for classical guitar from over 500 years, are also
very popular in German music schools. As a prestigious fingerstyle guitarist,
Langer connects the classical guitar with elements of jazz music. For the series
Acoustic Pop Guitar Solos Langer arranged famous jazz, rock and pop songs for

5 Thomas Offermann, Moderne Gitarrentechnik-Integrative Bewegungslehre (Mainz: Schott Music,
2015), 10.

16 ‘Das Instrument ist nun einmal ein Fremdkorper, jedes Handeln verlangt eine Technik
[...]. Selbst eine Banane zu schilen oder einen Apfel zu essen verlangt Technik’, Offermann,
Moderne Gitarrentechnik, 15.
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solo guitar. These pieces are often very stimulating for students due to the
connection they normally feel with these styles of music.

Another significant figure is Tilman Hoppstock, a classical guitarist, cello
player and musicologist born in Darmstadt. He founded the publishing
house PRIM-Musikverlag in 1994, which publishes many music editions
from pieces for beginners to solo pieces for professional guitarists. He
is particularly known for his books on the lute works of J. S. Bach. The
book-series Die Lautenwerke Bachs aus der Sicht des Gitarristen consists of
two volumes published in 2009 and 2012." The publisher promises a
detailed description of different aspects of music such as harmony, melody,
structure, polyphony, tempo relations, articulation, problems of transcription,
questions about fingerings and much more for almost every one of Bach’s
suites for the lute. A third volume to complete the lute work is already
planned. These books are a must-have guide to interpretation of these works,
especially for university students of the classical guitar and professional
musicians. Since these books were also published in English in 2010 and
2012, they are important literature for guitarists from all over the world."
In addition, Hoppstock is also a composer, known under the pseudonyms
Allan Willcocks and Franz Werthmiiller. His work is for both professional
soloists and guitar students.

Women and the guitar

One big question accompanied my research into personalities of the classical
guitar scene in Germany: what about women? The website www.zupfmusiker.de
lists the universities and music colleges in Germany and also their professors
and teachers. In 2022, of a total of thirty-seven professors of classical guitar,
four were women. The German music publishing house Schott Music names
famous guitarists on their website. Certainly, this unofficial list is not up to
date. For instance, we find the name Konrad Ragossnig, without mentioning
his death in 2018. Nevertheless, it lists twenty-six renowned guitarists based
in Germany, with only three being women. Many guitarists from this list are
professors at universities or music colleges, which suggests that a professorship
and a public perception of a successful career influence each other in a
positive way.

According to statistics from the German Music Information Centre (miz.
org), which examines the number of employed women in universities and
music colleges, about 38 per cent of all employees in 2020, including lecturers

" Tilman Hoppstock, Die Lautenwerke Bachs aus der Sicht des Gitarristen, vol. 1 (Darmstadt:
Prim-Musikverlag, 2009); vol. 2 (Darmstadt: Prim-Musikverlag, 2012).

18 Tilman Hoppstock, Bach’s Lute Work from the Guitarists Perspective, vol. 1 (Darmstadt:
Prim-Musikverlag, 2010); vol. 2 (2012).
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and scientific staff were women."” On the other hand, the proportion of
female students in music courses was more than 50 per cent over the last
twenty years.”> The data from the KSK mentioned above also compares the
income of men and women in music careers. In 2022 women received more
than 20 per cent less money than men.” This seems to show that women are
still underrepresented and underpaid in the German classical guitar sphere.

One network of female guitarists based in Berlin discusses the reasons for
this imbalance. The network, called Netzwerk Gitarre Berlin,?? hosts concerts,
workshops and networking events to support and encourage women in the
world of music. Women like Eva Beneke, Katrin Edrikat, Nelly von Alven,
Nora Buschmann and Tina Klement are well-known guitarists in Germany, as
in other countries. Another female guitarist who supports women in music is
Heike Matthiesen. She is chairwoman of the Archiv Frau und Musik, which
collects compositions, literature and recordings by women from the nineteenth
to the twenty-first century.”> With their material, this institution supports the
preparation of concerts and scientific papers. Matthiesen published, among
other papers, a list of compositions for classical guitar by women and added
personal comments on each piece. Another non-published list by Matthiesen
counts twenty-eight women composers for classical guitar who have been based
in Germany, including many women who immigrated to Germany some time
ago, like Maria Linnemann, Dale Kavanagh and Laurie Randolph.

The guitar on the internet

Today, there is a much more promising field of work for many guitarists
than a professorship, concert career or publications. For guitarists of the
new generation, popularity is defined by followers on Instagram, TikTok
and YouTube. A presence on social media seems to be the key for real
success, if we define success as the volume of income. While there are many
guitarists with large followings on Instagram from, for example, the US (@
evantaucher), Canada (@tarigharbmusic), Bahrain (@thuleguitarist), England
(@alexaguitarist) and Brazil (@luisleite.music), it seems difficult to find a
German presence on this platform. A rarity based in Bremen is Tatyana
Ryzkova, who is active on social media platforms like Instagram and YouTube.
On her YouTube channel she publishes remarkable performances of popular
guitar pieces as well as tutorials about classical guitar techniques. Digital
learning is more important than ever before, but in these terms, Germany

¥ Deutsches Musikinformationszentrum, ‘Wissenschaftliches und kiinstlerisches Personal in
Studiengingen fiir Musikberufe’, https://miz.org (Accessed 25 Sept. 2022).

2 Deutsches Musikinformationszentrum, ‘Studierende in Studiengingen’.

2 Deutsches Musikinformationszentrum, ‘Freiberuflich Titige’.

22 www.netzwerkgitarreberlin.de (Accessed 3 Jan. 2023).

5 www.archiv-frau-musik.de (Accessed 2 Jan. 2023).
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seems to be far behind other countries. When the covid pandemic hit in
2020, schools — including music schools — had to suddenly close all of their
face-to-face teaching. Certainly, schools were not prepared for this situation, so
all lessons immediately stopped for a few months. Fortunately, this situation
allowed a change in many domains. The Musik- und Kunstschule Havelland,
for example, now has its own app for the management of the classes, provided
by iMikel.”* The app allows for communication between students, management
and colleagues, scheduling, managing documents and has an extra function
for video calls. In addition, teachers at the Musik- und Kunstschule Havelland
have access to Tomplay,” an app from Switzerland for interactive scores.
Students of this institution can get a discount for using this app. The app
regularly publishes new sheet music for learning interactively and playing
along. It has many functions for individual learning, which can have a great
effect in the motivation of students, and supplies different levels, variable
tempos, several high-quality play-alongs, self-recordings and annotations.

For many musicians in Germany, digital teaching was and still is a very
new experience. In 2020, right at the beginning of the covid pandemic,
Kristin Thielemann and Max Gaertner started a podcast called ‘Motivation
Musikpidagogik’ with daily episodes to support and inspire teachers for their
digital classes. Later on, the educational magazine Uben & Musizieren, pub-
lished many articles outlining a new pedagogical approach. After two years
of the pandemic, Germany now seems to be prepared for digital learning.

Conclusions

The guitar seems to be a particularly interconnected instrument in Germany,
adapting as time goes. As has been shown, the guitar reaches more people than
ever before in this country, generating a market of numerous guitar publica-
tions, interactive initiatives and the creation of special educational programs
related to this instrument. Germany offers a great variety of opportunities for
students, supporting their education particularly at advanced levels. However,
being employed in Germany, particularly as a guitar teacher, is difficult and
requires a high level of proficiency in many fields of music even though there
are many job opportunities and solid incomes for freelance classical guitarists.
Despite this difficulty — a result of a high level of competency — the most
important reason for foreign guitarists and guitar enthusiasts to visit Germany,
and perhaps even to stay there, must be the numerous classical guitar concerts
taking place constantly in this country. This is certainly the reason why most
guitarists began to study this instrument in the first place.
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Chapter 17
THE GUITAR IN THE CONSERVATORIES OF SPAIN

Damidn Martin-Gil

In January 1910, just two months after the death of Francisco Tarrega, the
guitarist and composer Miguel Llobet wrote a eulogy dedicated to the memory
of his maestro, stating:

If the two most legitimate glories of the past, Sor and Aguado, had
returned now, what would have been their surprise when they saw
the progress and the degree of perfection that Tarrega reached in the
instrument that they praised so much in their respective era!!

Although we can certainly attribute this statement to a moment of exalted
reverence for the figure of Villareal by Llobet, rather than a neutral assessment
of Térrega’s contributions to the musical and technical development of the
guitar,” this phrase, with some modifications, could be used to illustrate the
current situation of the study of the guitar in Spain (and, by extension, the
entire world). We could therefore assert that, if three of the most legitimate
glories of the past, Sor, Aguado and Tarrega, returned now, they would be
utterly surprised to see how the guitar has been included in conservatories.

While it is difficult to claim with certainty, surely Spanish guitarists of the
generations before Andrés Segovia strived — without any apparent success — for
the inclusion of their instrument in the official conservatories. It may have
been frustrating for them to devote their lives to an instrument systematically
barred from these institutions and, therefore, from many artistic-intellectual
circles. This also meant that the guitar did not obtain the same level of
academic recognition as the piano or the violin until almost the middle of
the twentieth century.

Although the guitar can be studied privately, either through a private teacher
or in music schools (public or private), in this chapter I will provide a synthetic
overview of the evolution of guitar teaching in the official conservatories of

1 ‘Si les dues glories més llegitimes del passat, Sor y Aguado, haguessin tornat ara, jquina
hauria sigut la llur sorpresa al veure I'avenc y el grau de perfeccié que alcanca en Tarrega
[sic] en I'instrument que tant van enaltir ells en la llur época respectival’, Miguel Llobet,
‘Francisco Tarrega’, Revista Musical Catalana 73 (1910), 9.

? For the curious reader see for example Matanya Ophee, ‘The Promotion of Francisco
Tarrega’ Part I, Soundboard 8/3 (1981), 152-58; Part II, 256-61; Julio Gimeno, ‘The “Tarrega
School”, According to the Methods’, Soundboard 30/3 (2004), 9-25.
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Spain, which are institutions where the guitar can be studied from the age of
eight,’ as well as consider the curricula that have marked the recent history
of the instrument.

Towards the inclusion of the guitar at the Conservatory of Madrid

Spanish guitarist Vidal (c1740-1803), while little-known today, was one of the
most famous and skilful guitar masters in Europe of his time (see Chapter
5) and may have suffered when the guitar was not included in the list of
instruments offered by the Paris Conservatoire at its creation in 1795. It is
hard to imagine that he, and other prominent guitarists, did not envy the glory
enjoyed by teachers of the conservatoire such as Louis Adam (piano), Pierre
Baillot (violin) or Francois Devienne (flute). Other Spanish guitarists such as
Fernando Sor or Dionisio Aguado must have contemplated with resignation
not only how their instrument was relegated to a second-class position, but
also how the inclusion of the guitar in the most important conservatory in
Europe could have changed its fortunes.

This situation did not change with the foundation of the Royal Conservatory
of Madrid in 1830, where the so-called ‘national instrument’ did not find
a place either.* When this institution opened its doors in April 1831, the
guitar did not appear on the list of instruments taught, most probably as
a result of the influence of similar institutions in France and Italy.’ After
returning to Madrid from his Parisian period (from 1826 to 1838)® and for
the rest of his life Aguado witnessed how the guitar remained unaccepted at
the conservatory, although at times it may have been very close to entering
this institution. According to Luis Briso de Montiano:

One of the reasons why Aguado might have wished to return to Madrid
could have been that he intended — or hoped — to join the Madrid
conservatory as a teacher, because in August 1838 Antonio Tenreiro
Montenegro, Count of Vigo and — according to Saldoni — a disciple
of Aguado, was appointed Viceprotector of that institution.’

> Note that the word ‘Conservatorio’ (Conservatory) in the present day in Spain refers to
public and official music schools instituted by the government where only classical music
is taught from the age of eight to eighteen as well as high proficiency conservatories as in
other countries.

4 On the establishment of this institution see Luis Robledo Estaire, ‘La creacién del Con-
servatorio de Madrid’, Revista de Musicologia 24/1-2 (2001), 189-238.

> Beatriz Montes, ‘La influencia de Francia e Italia en el Real Conservatorio de Madrid’,
Revista de Musicologia 20/1 (1997), 467-18.

¢ Luis Briso de Montiano, ‘Dionisio Aguado: El hijo’, Roseta 15 (2020), 43.

" ‘Una de las razones para que Aguado pudiera haber deseado volver a Madrid podria haber
sido que tuviese la intencion —o la esperanza— de ingresar en el conservatorio madrilefio
como profesor, porque en agosto de 1838 Antonio Tenreiro Montenegro, conde de Vigo
y —segun Saldoni— discipulo de Aguado, fue nombrado Viceprotector de esa institucion’,

Briso de Montiano, ‘Dionisio Aguado: El hijo’, 44.
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Illustration 17.1. Regino Sainz de la Maza in 1958 photographed by Alfonso Sénchez Portela.
Courtesy of Paloma Sainz de la Maza (Reproduced by permission).®

Despite the international fame obtained by several guitarists in the second half
of the nineteenth century, such as Trinidad Huerta and Julidn Arcas, not to
mention the transcendental figure of Francisco Tarrega, the guitar remained
an outcast instrument. It was only in the first decades of the twentieth century
with the success of Andrés Segovia and some of Tarrega’s students that the
guitar acquired a new dimension internationally and began to be regarded
as an instrument worthy of study. Finally, in 1935, the first guitar chair at
the Royal Conservatory of Music in Madrid was created for Regino Sainz de
la Maza (1896-1981), who at the age of thirty-nine had already toured South
America and Europe,” although he would not take up the position until the
end of the Spanish Civil War in 1939.°° One of the first guitar students at
this institution may have been Rosario Fernandez-Huidobro Pineda (1914-

8 T am very thankful to Leopoldo Neri de Caso for providing me several photographs of
Sainz de la Maza during the preparation of this chapter.

% Leopoldo Neri de Caso, ‘Regino Sainz de la Maza (1896-1981) y el renacimiento guitarristico
del siglo XX, Revista de Musicologia 33/1-2 (2010), 560.

10 Fernando Delgado Garcia, ‘Los gobiernos de Espafia y la formacion del musico (1812-

1956)’, PhD diss. (Universidad de Sevilla, 2003), 409.
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1999) who ‘finished her guitar studies in the academic year 1939-40 and,
from then until the academic year 1944-45, worked at the same institution
as assistant to her teacher’s chair’.!!

The guitar in the conservatories of Spain between 1942 and 1990

The decree of 15 June 1942 on the organisation of conservatories, which
for the first time divided Spanish musical education into three types of
conservatories — elementary, professional and higher — included ‘Guitarra
practica y vihuela histérica’ (practical guitar and historical vihuela) among the
subjects offered at the Royal Conservatory of Music of Madrid."”? The syllabus
in force until the 1966 reform was based on the Royal Decree approving the
Regulations for the government and regime of the Royal Conservatory of
1917.8 Here, instrumental teaching was divided into two sections for piano
and violin, elementary (five years) and higher (three years),"* while the rest of
the instrumental specialities, without this division, had various numbers of
years of study: eight for cello, seven for harp and six for other instruments.”
From its beginnings at the Madrid conservatory, the study plan for the
guitar was structured in six courses, culminating in an award with special
distinction,'® the ‘Diploma de Capacidad’ (Diplome of capacity). Students also
had to study subjects like solfeggio and music theory, harmony, salon music,
vocal and instrumental ensemble, history and aesthetics of music (especially
Spanish) and the teaching of the instrument.”

In the decades following 1942, several newly established conservatories
across Spain began to claim a similar status to Madrid, attempting to offer
equivalent qualifications. In addition to many other demands, this led to
the promulgation in 1966 of a decree on general regulations for music
conservatories,’® which determined, among other things, the courses comprising
the various degrees levels (elementary, professional and higher), as well as the
requirements necessary to access each one of them.

1 “Termino sus estudios de guitarra el curso 1939-40 y, desde entonces hasta el curso 1944-
45, trabajo en ese mismo centro como asistente de la catedra de su maestro’, Luis Briso de
Montiano, ‘Una parte de la biblioteca personal de Dionisio Aguado en el legado de Rosario
Huidobro’, Roseta 12 (2018), 115.

12 ‘Decreto de 15 de junio de 1942 sobre organizacion de los Conservatorios de Musica y
Declamacion’, B.O.E. no. 185, 4 July 1942, 4838.

B ‘Real decreto aprobando el Reglamento para el gobierno y régimen del Real Conservato-
rio de Musica y Declamacion’, in Gaceta de Madrid, ano CCLVI, vol. III, no. 242, 30 Aug.
1917, 546-51.

4 ‘Reglamento para el gobierno y régimen del Real Conservatorio’, 546.

B Delgado Garcia, ‘Los gobiernos de Espana’, 303.

16 Neri de Caso, ‘Regino Sainz de la Maza’, 560.

1" Delgado Garcia, ‘Los gobiernos de Espafia’, 302.

18 ‘Decreto 2618/1966, de 10 de septiembre, sobre Reglamentacion general de los Conser-
vatorios de Musica’, B.O.E. no. 254, 24 Oct. 1966, 13381-87.
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The elementary guitar grade consisted of three academic years,” while the
piano, violin and cello consisted of four. The intermediate grade consisted of
another three years, while the piano, violoncello and violin again consisted of
four. Finally, the higher grade consisted of two courses for all instruments. In
parallel to the study of the guitar, other subjects were necessary to obtain the
different degrees, including for the elementary grade solfeggio, choral ensemble
and instrumental ensemble; for the intermediate grade solfeggio, instrumental
ensemble, harmony, counterpoint and fugue, musical forms, composition,
chamber music, acoustics, aesthetics and history of music and folklore; and for
the higher grade chamber music, composition, music pedagogy and teaching
practice. Most of today’s teachers in Spanish conservatories received their
education under this program, although students trained under a later plan
(described below) are also now starting to take up teaching positions.

The guitar in the L.O.G.S.E.

The Organic Law of 1990 on the organisation of the educational system
(L.O.G.S.E.)) put an end to almost eighty years of supremacy of the piano,
cello and violin — through which these three instruments were considered
worthy of additional years of study — by implementing an equal educational
system of fourteen years for all instruments. This law, in a way a consequence
of the decentralisation that followed Spain’s new democratic period from
1975 onwards, specifies that the teaching of music in conservatories will
comprise three grades: a) elementary grade, lasting four years; b) intermediate
grade, structured in three cycles of two academic years (six years in total) and
¢) higher grade, comprising a single cycle of four years. It also provides a
descriptive definition of the elements making up the curriculum, setting out
the goals, contents, teaching methods and assessment criteria of the cycles
and grades into which educational practice is organised. Some sectors of the
teaching profession considered this law to impose an immense amount of
bureaucracy on teachers,” turning the teaching process into a systematised
process of endless documents that had to be known, elaborated, and put
into practice.

Certainly, this reform was an important moment in the structuring of the
educational system, both for the study of music in general and the guitar
in particular. Two years later, the Royal Decree 756/1992 established the
basic aspects of the curriculum for the elementary and intermediate grades
of music teaching. This decree also presented the compulsory subjects across

1 Other instruments, such as the viola, double bass and wind instruments, had the same
status.

2 An example of all terminology in general compulsory education can be found in Enrique
Gervilla Castillo, ‘Los valores de la L.O.G.S.E. en las ensefianzas de régimen general’, Revista

Espatiola de Pedagogia 195 (1993), 269-89.
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the different grades. In the elementary grade, in addition to guitar (which
is studied for one hour per week), solfeggio, choir and guitar ensemble are
included, meaning that the guitar student spends four hours per week at the
elementary conservatory in the first and second year, and five hours a week
in the third and fourth years. In the intermediate level, the guitar student has
to complete subjects such as solfeggio, choir, complementary piano, harmony,
chamber music, history of music and analysis or composition. The number of
hours increases from four and a half in the first to the fourth year, to seven
and a half hours during the last two years. In addition, this decree established
that in order to gain access to elementary and intermediate levels, it will be
necessary to pass an entrance exam, indicating that tests may also be held
for specific courses.

This educational reform was progressively implemented from the 1992-93
academic year, reaching the intermediate level in the 1993-94 year, and the
higher level in 1994-95.2' Some conservatories nevertheless postponed the
implementation due to their autonomous status and the special requirements
of different regions. It should be noted that this law has also promoted other
types of guitars, the flamenco and the electric guitar, which can now be
studied in an increasing number of conservatories throughout Spain.

Repertoire

The different tests undertaken during the fourteen years of conservatory
musical education (elementary, intermediate and higher), determine the
learning process of the students. Without a doubt the elementary education is
focused on preparing students to pass the entrance exam for the intermediate
level, and that the professional education is similarly focused on passing the
entrance exam for the higher level.

The entrance exams for the elementary level are taken without any
instrument when the pupil is between seven and eight years old and aim to
determine the future student’s aural abilities. These tests are conducted by
a committee of teachers from each school and involve repetition exercises of
rhythms and melodies. Once the order of applicants has been determined,
they have the option of choosing an instrument depending on the number
of vacant places at each conservatory and the results of the test.

In the entrance exams for the first year of the intermediate level, students
need to perform three pieces of different styles across the history of the guitar
— at least one of them from memory — as well as taking a theoretical and
practical solfeggio test. The required level of the pieces is usually the same
across all state conservatories, and are announced in their official documents,
nowadays often on each conservatory’s website. The standard access pieces

2 ‘Real Decreto 986/1991, de 14 de junio, por el que se aprueba el calendario de aplicacion
de la nueva ordenacién del sistema educativo’, B.O.E. no. 151, 25 June 1991, 20928-33.
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usually include Ldgrima by Francisco Tarrega, Study no. 1, from the 25 melodic
and progressive studies by Matteo Carcassi and Study no. 6 from Estudios sencillos
by Leo Brouwer.?

For access to higher studies, the standard works are of much greater
complexity, such as John Dowland’s Fantasia no. 7, a Bach fugue (usually
BWV 997, 998, or 1000), Agustin Barrios’ La Catedral, a set of variations by
Fernando Sor and Joaquin Rodrigo’s En los Trigales. As there are only a few
places in the higher conservatories, students do not always get a place in the
institution they want, so it is common to sit for exams at several conservatories
at the same time.

Studying in higher conservatories

Music education has evolved significantly since the 1966 plan. Today, the
higher qualification is adapted to European regulations and is the equivalent
of a bachelor’s degree, consisting of four courses. During these four years,
students expand their knowledge in the history of music, harmony and aural
training, and complete their education with other subjects such as ergonomics
and injury prevention, concentration techniques, foreign languages, music
technology, complementary piano, sight reading and transposition, choir,
and even improvisation. In addition, there are specific subjects that deepen
the knowledge of the guitar such as harmony applied to the instrument,
stylistic evolution of the guitar repertoire, tablature, or repertoire for guitar
with accompanying pianist. Finally, students must write an essay in which
they put everything they have learnt during their fourteen years of study
into practice, and link it to the subject of methodology of musical research
also studied in this degree. In order to obtain the higher qualification, the
student must perform a forty-five minute programme of music with works
such as a complete suite by Johann Sebastian Bach, a Rossiniane by Mauro
Giuliani, a sonata by Leo Brouwer, and a concerto for guitar and orchestra
to be accompanied by a pianist.

Students usually complement their training with a one or two-year master’s
degree, which is increasingly offered by a number of institutions in Spain.
Through this, the student broadens the knowledge they have already acquired,
placing special emphasis on music research with a final written master’s degree
project.

A guitar teacher in a conservatory

The process for obtaining a permanent position at an official music conservatory
is quite complex, and it is currently based on a competitive examination

22 The list of works and studies that could be listed here is endless, and I recommend the
reader interested in more precise information to access the many conservatory websites or
contact their teachers.
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process. The candidate must specifically hold the official qualification of
a bachelor’s degree in order to take the examinations that are arranged in
each of the regions periodically, depending on the availability of vacancies. In
principle, every two years there is an offer of vacancies, although depending
on the instrument, it is possible that no places are available. In the case of
the guitar, it is relatively common that places are offered only every six or
eight years.

The examination usually consists of two phases, although successive reforms
have sometimes made them mutually exclusive. The first phase consists of a
performance by the candidate of around forty minutes, playing at least four
complete works of different styles in front of a panel of five teachers. In
addition, there is a theoretical exam in which a topic from the history of the
instrument is chosen at random and the candidate must write about it for
around two hours. The list of topics has undergone several modifications over
the last few years, and currently it is composed of thirty-four topics ranging
from the earliest history of the instrument to the present day, group practice
in elementary and intermediate teaching, learning methodology, chamber
music and the interdisciplinary nature of guitar studies.”” The regulations only
refer to the title of the topics, and it is the candidate who, depending on the
bibliography consulted, will develop the contents of a particular topic in one
way or another, which has led to the proliferation of academies that prepare
teachers of all instrumental specialties for these exams. The candidate must
also analyse a guitar piece pedagogically and aesthetically, as well as a piece
where the guitar is part of a chamber ensemble. The works are chosen by the
examining board and are secret until the moment of the exam.

In the second part of the examination, the candidate has to present
and defend an annual program for an academic year, a teaching structure
based on the aforementioned points about goals, contents, methodology and
evaluation, and give their personal view of the teaching in each of these parts.
In addition, the candidate must develop a didactic or learning unit divided
into three or four classes (chosen by lottery from a number of approximately
ten) where the candidates give their personal vision for how to learn a piece,
a technique or a musical resource.

This exam forms only part of the final score which determines who gets
the position. The other part is the professional experience of the applicant

B Two of the most recently published standards are: Orden ECD/310/2002, de 15 de
febrero, por la que se aprueban los temarios que han de regir en los procedimientos selec-
tivos para ingreso y acceso al Cuerpo de Profesores de Musica y Artes Escénicas y para la
adquisicion de nuevas especialidades por los funcionarios del mencionado Cuerpo; Orden
ECD/1753/2015, de 25 de agosto, por la que se aprueban los temarios que han de regir en
los procedimientos de ingreso, acceso y adquisiciéon de nuevas especialidades en el Cuerpo
de Profesores de Musica y Artes Escénicas en las especialidades vinculadas a las ensefanzas
de musica y de danza.
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(years of service, concert experience, etc.), as well as their academic training
(other qualifications, languages, etc.), ranked on a complex scoring scale. It
is necessary to know this before even considering applying for a position in
a conservatory.

A teacher at a conservatory has a workload of 18 teaching hours per week,
to which must be added seven hours of meetings with other teachers, parents
and students. The salary currently varies around 2,000 euros, net per month,
depending on the number of years one has worked. Across a usual working
day, the majority of a teacher’s lessons will be with individual students,
although at elementary and intermediate levels they also teach group classes
with several students. In higher professional courses it is also common to be
responsible for teaching chamber music.

Conclusions

More than a century after the creation of the Royal Conservatory of Madrid,
the guitar finally entered this institution thanks to the work of the great
guitarists of the period who surrounded Andrés Segovia. Since then, the
guitar has continued to expand its presence in this type of institution all over
Spain, not only by creating teaching positions, but also by colonising other
musical spheres through the flamenco and the electric guitar. The guitar has
achieved equality with other instruments in the conservatories of Spain; not
only that, it has become one of the most sought-after instruments due to its
great popularity, so that it is common to see at least five guitar teachers in
conservatories with approximately 500 students and around fifty teachers in
total. Sor, Aguado and Tarrega would be proud not only to hear their works
in the halls and corridors of the conservatories in Spain, the native country
of the guitar, but also to see the rigor with which their music is taught.






Chapter 18

THE SPECIALISED ARTISTIC EDUCATION
IN PORTUGAL

Ricardo Cerqueira

The years of democracy instituted in Portugal, after the Carnation Revolution
of 25 April 1974, were a fast track to accessible education in this country.
Among the many advancements of this period are the very significant steps
towards the elimination of illiteracy — which dropped from 25.7 per cent of the
population in 1970, to 3.1 per cent in 2021 — and the accelerated reduction
of child labour, still very present during the 1980s and 1990s in some rural
areas and certain industrial activities.! In a similar vein, alongside these
improvements in education, classical music experienced a democratisation in
the Portuguese society. In this chapter I will explore the general Portuguese
educational system, paying particular attention to music, focusing on the
guitar whenever possible, and using the Conservatorio de Musica do Porto
as a case study.

The Portuguese educational system in the present day

Today, the Portuguese educational system is built so that all children and
teenagers enjoy twelve years of schooling, free and compulsory, between the
ages of six and seventeen. These twelve years of schooling are divided into
basic and secondary education. Basic education, which takes place during the
first nine years of schooling, is organised in three cycles and aims to provide
a general education common to all students. It is followed by secondary
education, which occurs in the last three years of compulsory schooling and
tend to be more focused in certain areas of knowledge. From the age of
three, children may attend kindergarten education (Educacio de Infincia)
which is mandatory from five years of age until they enter the first year of
the compulsory schooling.’

! Manuel Jacinto Sarmento, ‘O Trabalho Infantil em Portugal, da realidade social ao objecto
socioldgico’, in Manuel Lisboa (coord.), Infancia interrompida. Caracterizacdo das actividades
desenvolvidas por criancas e jovens em Portugal (Lisbon: Colibri, 2009), 13 and 16.

? *Educacio de infincia’ is referred as Pre-School Education (Educagio Pré-Escolar), in Lei
no. 46/86 (1986). Lei de Bases do Sistema Educativo. Didrio da Repiiblica no. 237/1986,
Série I, 14 Oct. 1986.
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The Basic Law of the Educational System defines in its first article, ‘Scope
and definition’, that the educational system is ‘the set of means by which
the right to education is accomplished, which is expressed by the guarantee
of a permanent formative action aimed at favouring the global development
of the personality, social progress and democratisation of the society’.” In its
second article, ‘General Principles’, after reaffirming the right to education
and culture foreseen in the Constitution of the Republic (approved in 1976),
it indicates that it is ‘the special responsibility of the State to promote the
democratisation of education, guaranteeing the right to a fair and effective
equality of opportunities in school access and success’.* The public school is
understood as a space that, beyond learning, aims to promote social cohesion,
guaranteeing for that purpose, and especially focused on supporting the most
disadvantaged students, the safety, reception and occupation of children as
well as their transport and feeding. The referred right and obligation to attend
school are guaranteed by a network of public schools. In territories where the
public network is insufficient, the Ministry of Education promotes ‘association
contracts’ with non-governmental schools (private and cooperative education),
in accordance with the Statute of Private and Cooperative.” Although the need
to use this type of protocol with private education has been decreasing as a
result of investments in infrastructures in the last decades, and especially in
the first decade of this new millennium, recent years have shown a reversal
of the downward trend in the percentage of students enrolled in private and
cooperative education.

The right to attend private education is guaranteed by the Constitution
of the Portuguese Republic. The society that was built from 1974 onwards
democratised access to education, but the political choices of the governing
parties pointed to different and not always coherent paths to achieve this
objective. It should be noted, for example, that the Parliament (Assembleia
da Republica) was much faster in the construction of the Basic Law of Private
and Cooperative Education (Lei n.c 9/79), sanctioned in 1979, than in the
Basic Law of the Educational System (Lei n.c 46/86), approved in 1986. The
changing percentage of children and adolescents attending private schools has
a growth tendency in recent decades and provides clues about political options

3 ‘O sistema educativo ¢ o conjunto de meios pelo qual se concretiza o direito a educacio,
que se exprime pela garantia de uma permanente acio formativa orientada para oferecer o
desenvolvimento global da personalidade, o progresso social e a democratizacio da sociedade’,
Lei n.o 46/86 (1986), 3067.

4 ‘E da especial responsabilidade do Estado promover a democratizacio do ensino, garantindo
o direito a uma justa e efetiva igualdade de oportunidades no acesso e sucesso escolares’,
Lei n.c 46/86 (1986), 3068.

> The latest version of the Statute of Private and Cooperative Education is set out in De-

creto-Lei n.c 152/2013.
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that not always properly defend the public school, that is to say, accessible to
all, as an inalienable anchor of democracy itself.

The fact that more than one in five students attend high school in the
private school system is particularly important because of the role this level
of education plays in providing access to higher education.® While there was
a slight decrease in students attending private high schools between 2010
(23.6 per cent) and 2020 (21.5 per cent), this does not contradict the overall
trend, but rather reinforces it, as it was during this period that compulsory
education was extended from fifteen years of age to the age of majority
(eighteen years in Portugal), thereby increasing the overall number of students
attending this level of education. This obligation allowed children and young
people from more vulnerable socioeconomic backgrounds to have access to
education and the chance to obtain a high school level qualification when
they reached the age of eighteen,” preventing an early entry into the labour
market. At the same time, private schools — which charge fees and choose
their students according to criteria that they themselves establish — have
been increasingly sought out not only by families from more favourable
socioeconomic backgrounds but also by the so-called ‘middle class’, wishing
to ensure, in a much less heterogeneous and inclusive environment than the
state school, grades that would allow the students to enter the most prestigious
higher education courses.

The Artistic Education and Specialised Artistic Education in Music
(SAE-M)

The presence of artistic education in the Portuguese educational system has
many inconsistencies and ambiguities. The Basic Law of the Educational
System (Lei n.c 46/1986) asserts that, in the first cycle of basic education,
the class teacher should be assisted by other specialised teachers, to provide
additional expertise in areas beyond the class teacher’s own knowledge,® but
this has never been implemented in a universal way for arts education. Music
is usually present as a tool to enhance the learning of other subject areas, but
without itself having the proper space in the curriculum nor the presence of
a specialised teacher.

¢ To access higher education, the applicants choose the courses they wish to attend and the
available places are taken up according to their grades. In order to produce this rankings,
the average grades of the high school and the grades obtained in national exams are taken
into account. In some higher education courses there are also local entrance examinations as
a criterion for the selection of candidates, which is generalised in the higher music courses.
" The practical application of this legal determination occurred from the 2012/13 school
year, as established in Lei n.c 85/2009.

8 During the first cycle, the teaching is broad and the responsibility of a single teacher, who
can be assisted in specialised areas (Lei n.° 46/1986). Kindergarten has the same organisation
with classes taken by a single educator.
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This lack of contact with specialised music teachers is sometimes filled
within the framework of the ‘Supports and educational supplements’ that
make up the ‘full-time school’.” The implementation of full-time school is
a responsibility of the municipalities, who work with the schools and other
partners to determine the type of activities that take place there. Schools do
not have autonomy to recruit teachers for recreational or educational projects
that take place during the periods in which children are at school outside
their primary teacher’s timetable. Artistic activities, when they are present,
are selected by municipal decision-makers. It is therefore possible that, one
child attending a public school may have contact with a specialised music
teacher from the age of three, while another, attending a different school or
living in a different municipality, has to wait until the age of ten to have
their first music classes.

The compulsory presence of music in the curriculum only happens in the
second Cycle of Basic Education. Over two school years, students aged ten
and eleven attend music education classes. Without a structured means of
experiencing different artistic experimentations, guided by specialists from a
very young age, students and their families are orphaned from the choice of
paths that may lead to a future specialisation.

Table 18.1 shows the offers provided for the Specialised Artistic Courses
in Music (the same legal diplomas also regulate the area of Dance and also,
recently, Theatre).” It should be noted that the percentage of students
attending public schools is only 18.3 per cent,!' in clear contrast to the 79.1
per cent attending public schools for the general curriculum.” This is due to
the decision, as seen over the last decades,” to finance private schools instead

% Full-time school extends the children’s school timetable with optional activities, aiming to
reconcile parents’ working hours with family life. It is one of the answers for the fulfilment
of the constitutional guarantee of the right to equal opportunities of access and success at
school, as established in Decreto-Lei n.c 21,/2019.

19 Portaria n.° 223-A/2018 regulates the SAE courses in basic education and Portaria n.c
229-A/2018 regulates the Secondary Education.

' Data from the Direcio-Geral de Estatisticas da Educacio e Ciéncia, collected from the
Report (2021) prepared under the scope of the Working Group for Specialised Artistic
Courses (GTCAE), created by Despacho n.c 435-A/2021.

12 ‘Alunos matriculados no ensino privado em % do total de alunos matriculados nos en-
sinos pré-escolar, basico e secunddrio: total e por nivel de ensino’, https://www.pordata.pt
(Accesed 29 Dec. 2022).

B “Entre os anos de 2007 e 2010 essa expansio atingiu mesmo os 70%, passando de 17 282
estudantes inscritos (em 2007) para 29 645 (em 2010) (Feliciano, 2010, p. 3)’, Paulo Felicia-
no, ‘Mais alunos no ensino especializado da musica’ in Miniatério da Educacio (ed.) Boletim
dos professores — Ensino especializado da miisica 18, quoted in Maria Helena Vieira, ‘Passado e
presente do ensino especializado da musica em Portugal. E se explicidssemos bem o que sig-
nifica “especializado”?’, in Antonio Pacheco (ed.), I Encontro do ensino artistico especializado da
muisica do Vale do Sousa. Do passado ao presente: Impressoes e expressoes (Lousada: Conservatorio

do Vale do Sousa, 2014), 62.
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School year Public Schools Private Schools
202072021 Number of students | % Number of students | %
1st Cycle (4 years) 1326 25,2 3940 74,8
2nd Cycle (2 years) 1362 14,2 8240 85,8
3rd Cycle (3 years) 1598 14,4 9477 85,6
Secondary (3 years) 862 39,5 1319 60,5

Table 18.1. Number of students of the SAE-M system in the two types of institutions (public
and private). Data from Direcido-Geral de Estatiticas da Educacio e Ciéncia (2022), ‘Perfil do
Aluno 2020/2021°, https://www.dgeec.mec.pt (Accessed 9 Feb. 2022).

of investing in the network of public schools for Specialised Artistic Education
of Music. This network comprises only fourteen public schools, all located in
coastal districts of the country, and 128 private schools.

The majority of students attending SAE-M in all cycles come from private
educational institutions, with the second cycle having the lowest number of
public- school students (14.2 per cent). In public schools, the distribution of
the number of students by cycle is more balanced. It should also be noted
that the number of pupils attending secondary school (the period in which
students select courses that lead to possible areas of further study in higher
education) is, at public schools, about half the number of pupils attending
the third cycle, while this decrease in pupils is much more accentuated in
private schools. The SAE-M vacancies funded by the state are usually free
of charge to students and centred, mainly through the articulated regime of
student attendance, in the second and third cycles. The lower percentage
of students attending the first cycle or secondary school is therefore due to
political choices, and not the result of the wishes of students and families
(see Table 18.2).

There are three ways of attending SAE-M, with differences in the conditions
of access for students and the ways in which the courses can be organised.
In the first, the integrated regime of student attendance, a student attends
a specialised artistic course provided by a single educational establishment
(that is, both the musical and other curricular subjects are offered by the
same school). In the second, the ‘articulated’ regime of student attendence, a
specialised artistic course is provided by two different schools (one responsible
for the SAE-M subjects and the other responsible for the other curricular
subjects) who collaborate in organising the student’s schedules and assessment.
The final, or ‘supplementary’ regime of student attendance, sees the student
attend a specialised artistic course separate and in addition to their general
education.

After the publication in 2007 of the Estudo de avaliacdo do ensino artistico,
which recommended that the SAE-M schools should be ‘properly framed
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School year Percentage of students attending the SAE-M (calculated in relation to the
2018/2019 total number of students)
1st Cycle 2nd Cycle 3rd Cycle Secondary

Table 18.2. Percentage of students attending the SAE-M, out of the total number of students
in the Portuguese educational system in the school year 2018/2019. Data from the Dire¢io-
Geral de Estatisticas da Educacio e Ciéncia, collected from the Report (2021) prepared under
the scope of the Working Group for Specialised Artistic Courses, created by Despacho
n.° 435-A/2021.

within the education system’ advocating that students in these school ‘should
be essentially the integrated regime’)"* the legislative changes that took place
in the years after 2007 brought obvious limitations to quite deep-rooted
practices, particularly in the absence of political will to invest in extending
the integrated regime of student attendance, the articulated regime became
the most common.”

The Portaria n.c 223-A/2018, which regulates the SAE-M Basic courses, as
an extensive and very detailed document, dedicates only one of its fifty-one
articles to Initiation (students attending the first cycle of basic education).
The Working Group for Specialised Artistic Courses report states (as seen in
Table 18.3) that the Initiation students do not benefit from the attendance
regimes outlined for the second and third cycles of basic education and
for secondary education, although schools still arrange students’ timetables
using those organisational models. Students starting SAE-M courses during
the fisrt cycle may be subject to selection tests, depending on the number of
vacancies and candidates. Initiation is then considered as a possibility but is
not compulsory.

In the integrated and articulated frequency regimes, it is compulsory for the
artistic course to run in parallel with the school year, and there are restrictions
on the renewal of enrolment in cases where a student fails any subject of
the SAE-M. In the case of the supplementary frequency regime, there may
be a delay of up to two school years. In practice, this means that a student
who wishes to enter the SAE-M at the age of twelve may only do so in the
integrated or articulated attendance regimes if he or she demonstrates in the
entrance examinations a capacity and/or knowledge to start that pathway

4 ‘As escolas deverio [...] ser devidamente enquadradas no sistema educativo [...]. O regime de
frequéncia dos alunos em todas as escolas publicas do ensino artistico especializado deve ser
essencialmente o regime integrado’, Domingos Fernandes, Jorge Ramos do O and Mario B.
Ferreira (eds.), Estudo de avaliacdo do ensino artistico (Lisbon: Universidade de Lisboa, 2007), 27.
15 The articulated frequency regime tends to be free, even when attended at private schools,
and was mainly responsible for the growth in SAE-M attendance.
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Public Schools Private Schools Total
1336 17152 18488
1338 648 1986
1148 1236 2384
1326 3940 5266
5148 22976 28124

Table 18.3. Number of students attending Specialised Artistic Education in Music in the
academic year 2020/21 (Direcio-Geral de Estatiticas da Educacio e Ciéncia, 2022). While
in public schools there is a more equitable distribution of students both by cycle and by
attendance regime, in private schools there is a greater weight towards the articulated regime,
which is much desired because it tends to be free.

from grade three. Alternatively, the student may enter at the first grade, but
only through the supplementary frequency regime.'®

To enter the basic course of SAE-M, which begins in the fifth year of
schooling (second cycle of basic education), students are subjected to selection
tests, even if they have previously attended the initiation course. The schools
are responsible for the content and assessment of the selection tests, following
a model put forward by the National Agency for Qualification and Professional
Education (ANQEP). These tests may include two different types of assessment:
Musical Aptitude, and Musical Training and Instrumental Performance. Even
taking into account that the assessment of specific knowledge in the area
of music has a maximum weight of 50 per cent (no minimum weight is
defined, so schools may decide to eliminate this component), this has the
potential for double discrimination of socially and economically disadvantaged
families. These families have more difficulty accessing cultural experiences
that stimulate musical aptitudes (which are assessed here as a priority) and
have similar difficulties in accessing initiation courses (due to the reduced
number of free public places in these courses, or the fees in private schools)
that allow the acquisition of specific musical knowledge. Moreover, given that
every year there are students prevented from accessing the SAE-M due to a
lack of vacancies, it is clear that terms such as ‘aptitude’, ‘talent’ or ‘vocation’
are being used to excuse the lack of opportunities that are the consequence
of political decision-making.”

Each subject of the SAE-M has an independent evolution and, if a student
fails a subject in any of the school years, they are required to take a transition
test the following year to put them back on par with the appropriate school

16 Most public schools — free of charge — have maintained a considerable percentage of places
for the supplementary frequency, especially at secondary level, while in private schools the
high fees often constrain the will of pupils and their families.

" Vieira, ‘Passado e presente’, 62-63.
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year. If they fail to do so, they cannot re-enrol in the integrated or articulated
frequency regimes. In the supplementary frequency regime there can be a
maximum of two years of delay in the SAE-M in relation to the expected
year of schooling, except in the secondary singing course, which is possible
to start up to the age of twenty-three.

Selection tests are also required to access the SAE-M secondary course,
although it is not compulsory to have concluded or even previously attended
any artistic disciplines for this type of education. Similarly, to access the higher
music courses it is not necessary to have concluded the SAE-M secondary
course (although it is necessary to have concluded at least one other secondary
course, and to take local entrance exams).

A study on the cultural practices of the Portuguese shows that only 4 per
cent of the population has an amateur music practice, a very low value when
compared with the 10 per cent of people in Spain or 16 per cent in France.
In any case, it is interesting to note that the percentage of the population
with an amateur musical practice rises considerably to 13 per cent, among
students.’®

In the absence of a stable presence of music within many schools to provide
the first stimulation of a young child’s talents, families have resorted, often
as a first step, to the schools of the SAE-M network. It is unusual to find
cooperation between schools, where a generalist school identifies talent in
a student and directs them to a specialised school as, despite this desirable
outcome, this process is often distorted by competition between institutions.

The Conservatério de Musica do Porto and the guitar

Founded in 1917 through the work of personalities from a musically active
civil society, the Conservatério de Musica do Porto is today one of the few
conservatories to constitute the public network of SAE-M."” The Conservatoire
has occupied its current facilities since 2008, which has enabled it, in addition
to increasing its number of students, to start offering the integrated frequency
regime. During the school year 2021/22, the Conservatory had 969 students
distributed mostly through the supplementary frequency regime (49 per cent
), closely followed by the integrated frequency regime (44 per cent), while the
articulated represents a minority (7 per cent).

The history of the guitar in the SAE-M and in the Conservatorio de Musica
do Porto is still a brief one, constructed in recent decades. The great interest
in the study of the guitar was, perhaps, affected by its ongoing connection

18 Rui Telmo Gomes, ‘Participacio artistica e capitais culturais’, in José Machado Pais, Pedro
Magalhies, Miguel Lobo Antunes (ed.), Prdticas culturais dos portugueses: inquérito 2020 (Lisbon:
Imprensa de Ciéncias Sociais, 2022). 42-46.

1 Note that The Conservatorio Nacional de Lisboa was created in 1835, almost a century
before.
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to popular music, which does not always find a place in conservatory educa-
tion. The first official guitar course appeared in 1946 in the Conservatorio
Nacional of Lisbon, guided by the Spanish master Emilio Pujol (see Chapter
10). The gradual acceptance of the guitar as an instrument of erudite music,
appropriate to be taught in conservatories, occurred over the last thirty years,
particularly through the contribution of the Conservatério de Musica do
Porto. In most SAE-M schools, piano, violin and guitar are the most popular
instruments with the highest number of students.

Mairio Carreira was the first guitar teacher of the Conservatério de Musica
do Porto. Currently there are six classical guitar teachers — Francisco Berény
Domingues, Joao Machado, Mario Carreira, Paulo Peres, Ricardo Cerqueira
and Tiago Cassola — with more than sixty guitar students (almost 7 per cent
of the total number of students) and five orchestras involving the guitar stu-
dents. Activities organised by the guitar teachers include the annual Guitar
Week, which holds concerts, one masterclass and other activities. Several
former guitar students of this conservatory are now studying in celebrated
higher institutions, giving concerts and giving classes in Schools of Specialised
Artistic Education of Music (SAE-M).

Attendance at SAE-M requires students to attend at least 135 minutes
of additional class time per week in the first cycle, distributed over three
disciplines: instrument, music training and ensemble classes. The instrument
discipline is allocated a minimum of forty-five minutes per week and, despite
the individualised characteristics of each instrument and player, the classes
can be held in groups of up to four students. At the Conservatério de Musi-
ca do Porto, initiation students enjoy one individual instrument lesson per
week, lasting forty-five minutes. In addition, they have ninety minutes of
Music Training (usually organised into two lessons of forty-five minutes) and
forty-five minutes of ensemble classes (choir or instrumental group).

In the second cycle, the total weekly workload for students attending the
SAE-M varies between 1,485 and 1,530 minutes, with the artistic subjects
occupying between 315 and 360 minutes, or between 21.2 per cent and 23.5
per cent of class time. In the third cycle, the artistic component maintains the
same number of hours, but is less of the overall total workload (18.9 per cent
to 22.2 per cent) compared to the increase in other curricular areas, resulting
in a total weekly workload that varies between 1,575 and 1,710 minutes. The
lessons are usually 45 minutes in duration with the possibility of grouping two
lessons together, after which the students have a break. For Music Training
and Ensemble Classes (Choir, Chamber Music or Orchestra), 225 minutes
(five lessons) are scheduled. The possible variation in the workload of the
artistic component is due to the possibility of using forty-five minutes per
week to reinforce the collective subjects. Because of the effort that students of
articulated and supplementary frequency regimes make to reconcile schedules
between their two schools, and in order not to overburden them with classes
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and travel between schools and home, the Conservatory chooses to use this
reinforcement period only with students in the integrated frequency regime.

At the Conservatorio de Musica do Porto, all second and third cycle
guitar students have ninety minutes of music training. The students of
the integrated frequency regime have ninety minutes of choir and ninety
minutes of orchestra. The students of guitar in the regimes of articulated and
supplementary attendance have 135 minutes of choir or orchestra. In both
regimes, there is one orchestra per cycle that gathers the students of plucked
string instruments.

The Portaria n.c 223-A/2018, despite assigning ninety minutes per week
to the instrumental discipline, places four organisational hypotheses that, in
practice, prevent students from having ninety minutes of individual lesson
time, namely: a) forty-five minutes individual plus forty-five minutes to a
group of two students; b) forty-five minutes individual plus forty-five minutes
divided by two students; ¢) ninety minutes to a group of two students; d)
ninety minutes divided by two students. Despite these somewhat erratic
organisational options, which, even if it allows access to more students, does
so by reducing what is offered to them, the Conservatorio de Musica do
Porto obtained authorisation to organise instrumental tuition in individual
lessons of ninety minutes.

At the secondary level there is usually a significant reduction in the
number of students compared to the third cycle. This is because at this point
students begin to specialise and may consider a professional future in the
area of music. Those who choose the supplementary frequency regime do so
because they want to continue to deepen their musical knowledge but desire
to pursue another secondary course which gives access to other areas in higher
education. For these students, instrument lessons are individual and last forty-
five minutes. For the students of the integrated and articulated frequency
regimes, the assumption is that they aim to pursue higher education studies in
music, and so their instrument lessons are individual and last ninety minutes.

At the Conservatorio de Musica do Porto, with its organisational autonomy
and aim to fulfil a strategy to increase the academic success of students in
the supplementary regime, all students of the final instrument grade receive
ninety minutes of classes.

In the twelfth year of schooling an Artistic Aptitude Test is held, as the
culmination of a path in which students perform several times per year in public
(both solo and as members of orchestras or choirs), take annual Final/Global
exams before a jury of three teachers, perform either in internal or external
competitions, and have their training complemented by master classes. This test
has a weight of 20 per cent of the final grade for the course, and is assessed
by a jury of six experts, including at least one guest from outside the school.

In the secondary course there are today new specialisations created through
the emergence of new subjects: in the scientific component, in addition to the
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continuity of music training (ninety minutes), there is the history of culture
and arts (135 minutes), analysis and techniques of composition (135 minutes)
and some schools may decide to offer a subject of complementary offer (ninety
minutes) according to the available resources and the characteristics of the
educational project; and in the Artistic Technique component, in addition
to the continuity of the subjects of instrument and ensemble classes (which
include forty-five minutes class of chamber music) guitar students usually
choose to attend the key instrument subject in the eleventh and twelfth school
years (forty-five minutes). Being a SAE-M teacher involves an effort to find a
balance between the musician and the pedagogue. ‘After all, who should teach
in an Ideal School? Artists, certainly’.?° But in reality, these artist-teachers have
little time to be artists. In public education and in private and Co-operative
Education, the weekly timetable of a teacher is thirty-five hours. In both
sectors it is usual, due to the needs or wishes of the schools (and sometimes
also of the teachers) to resort to partial contracts. According to the Labour
Code, in the private sector, teachers are given permanent contracts after they
work for more than two years at the same school. This imposition does not
yet apply in the public sector, where 16.2 per cent of teachers in the Ist cycle,
20.8 per cent in the second cycle and 25.3 per cent in the third cycle and
secondary are precarious.”!

In the public SAE-M, it was only in 2018 that stable positions began to be
offered to teachers who met some requirements, namely, having been hired
for an annual and full schedule for three years (Decreto-Lei n.c 15/2018). In
public SAE-M schools it is usual to have partial working hours, especially for
some subjects and instruments (and depending on the size and educational
project of the schools), which leaves many teachers in precarious employment.

The full-time timetable in public education comprises up to 1,100 minutes
of lessons, of which up to twenty-four lessons can be organised, to which must
be added up to 150 minutes of work in school. The remaining working time
is managed on an individual basis and includes, in addition to preparing
lessons and other activities, various bureaucratic tasks.

In private and cooperative education, the organisation of teachers’ timetables
has been particularly critical in recent years, with growing problems since the
employers terminated the Collective Labour Agreement signed with FENPROF
in 2015. Only in 2022 was it possible to sign a new agreement between the
employers’ associations and the largest federation of teachers’ unions, allowing
many to regain rights, including career progression. Regarding working hours,
there is a greater overload with tasks to be fulfilled in schools, in addition

20 Maria Sequeira Mendes, Marta Cordeiro, Marisa F. Falcon, O desensino da arte. projecto de

uma escola ideal (Lisbon: Sistema Solar, 2022), 42.
2 Domingos Fernandes (dir.), Estado da educacdo 2021 (Lisbon: Conselho Nacional de Edu-
cacio, 2022).
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to the fact that the limited number of classes can be higher than in public
education, with a special flexibility in the case of SAE-M teachers.

Conclusions

As the aim of artistic education is to promote artistic practices — which de-
velop competences so often praised as being of great importance for other
areas of knowledge — it is important to allow access to art that provides for
continuous reconstruction and growth. Consciously envisioning a future in
which human values are properly defended at school and by the school, it is
important to realise that the new and greater demands we are placing on it
also need to be continuously supported by the means which guarantee quality
answers. A school that, assuming a permanent dialogue, challenges society
while it is challenged by it in the construction of a fairer future. This should
be one of the central purposes of artistic education. It is up to each commit-
ted teacher, aware of his or her socially transformative role in the life of each
student, to demand a system in which artistic education access becomes more
democratic. The experience of culture and education, areas that SAE-M mixes
like few others, requires us to take the role of an implicated social agent, in
which the cultural receiver takes the place of practitioner instead of consum-
er.”? In this spirit, guitar teachers at the Conservatério de Musica do Porto
pursue a balance between demanding consistent and persistent individual
instrumental practice from students — necessary for a fruitful acquisition of
technical and musical skills and which requires the development of, among
other things, selfregulation, motivation, and concentration abilities — with
group musical practices that require respect between peers and establish rela-
tionships that, more than partnerships, are of true organised interdependence.

22 Joao Teixeira Lopes, Da democratizacdo a democracia cultural. Uma reflexdo sobre politicas
culturais e espago puiblico (Porto: Profedicoes, 2007).



Chapter 19
STUDYING MUSIC IN ITALY

Dania Carissimi

Almost half a millennium has elapsed since the creation of the first
conservatories in the south of Italy in the first decades of the sixteenth
century. At that time, learning music was essentially a question of birth,
affordable mostly to the sons or daughters of musicians, those with the
resources to devote time to its study, or orphans that barely had another
choice. Today, music is included in general schools in Italy, where students
learn a basic overview of music history as well as instrumental practice
with the use of Orff instruments and the recorder. Professional training in
an instrument, which is not compulsory, is chosen in theory by motivated
students who follow a particular course of study.

Legislative reforms from the late nineteenth century to the present day have
led conservatories to no longer be the only institutions providing instrumental
training. Instead, they are just the final part of a path that begins with
learning some musical knowledge in elementary school, continues with the
study of an instrument in secondary school and ends with a specialisation
at the conservatory, today named University Athenaeum of Higher Musical
and Artistic Education (AFAM). This chapter provides an overview of the
most important legislative, social and educational changes that have occurred
in recent times in order to promote a musical culture and practice that is
accessible to all students. The repercussions of these transformations have led,
particularly in the case of the guitar, to a great dissemination of enthusiasm
for this instrument across different age groups, an increase in educational
publications, and a re-evaluation of the effects that studying an instrument
have on the development of a human being.

The structure of the Italian educational system

The general school system in Italy was created in 1859 at the time of the
unification of the country. The main objectives were to fight illiteracy and
to deprive the Catholic Church of exclusive control of education, entrusting
it instead to the state. The public system was then divided into three levels:
an integrated system from zero to six years including early childhood services
and kindergarten, a first stage (elementary school lasting five years and lower
secondary school lasting three years) and a second stage (upper secondary
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school lasting five years for the high school lyceum and lasting three years
plus two optional years for professional schools).

After several reforms over the last 150 years, today the educational system
in Italy is divided in four main stages, from the time parents enrol their
children at an early age to the university. Firstly, Italy has an integrated
system for children aged between zero to six years. Attendance at this
early course is not compulsory and is subdivided into ‘creche’, that offers
educational services for early childhood, and kindergarten, attended by
children from the age of six years. From there, children go on to their
first stage of education, from age of six to sixteen, which is compulsory by
law. This includes primary school and lower secondary school. These years
are essential in acquiring the competences necessary to continue learning
throughout life. A pupil thus begins a phase of compulsory education which
is set out in the following manner:

Firstly, primary school has a duration of five years and is attended by
pupils aged between six and eleven. In this period, children learn how to
read and write, understand the rudiments of Italian grammar and acquire
a basic knowledge of history, geography, physical education, and music, as
well as the English language and technology. Secondly, lower secondary
school has a duration of three years and includes students between the ages
of eleven and fourteen. Pupils study subjects from primary school in more
detail and, at the end of the period, take a state exam. Thirdly, teenagers
attend upper secondary school for five years between the ages of fourteen
and nineteen. Students can choose between three types of high school. The
first is the Lyceum, which offers a more theoretical background and is meant
for students intending to go on to higher studies. There are different types
of Lyceum, offering musical, classical, scientific, linguistic, technological and
health-related studies. The second type of high school in the Italian system
are the Technical Institutes where theory is combined with technical-practical
instruction to train students specifically for workplaces in sectors related to
economy, tourism, agriculture technology and health-care. Finally, the third
type of high schools are Professional Institutes that offer a more practical
form of education and have a shorter duration of three to four years.

Those students who succeed at the Lyceum upper secondary school may
pursue higher education, having three options: Universities, Institutions of
Higher Education in Arts, Music and Dance (AFAM) and Higher Technical
Institutes (ITS). These types of institutions offer three stages of education: the
first has a duration of three years and concludes with a degree (the equivalent
of a bachelor’s degree). The second stage has a duration of two years and
it is the continuation of the three year degree with greater specialisation,
concluding with the Laurea Magistrale, the equivalent of a master’s degree.
The third stage consists of further specialisation in one particular area, in a
doctorate or specialised training course (master).
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The Italian school run by the State

Italian schools were granted autonomy in 1999 in a definitive change in the
history of education in this country.! This gave them the possibility to make
didactic, administrative and economic decisions, which are defined every three
years in the school’s educational offer plan (POF).2 While the state establishes
general guidelines, each school can decide autonomously how and in which
areas to improve its educational offer. It is perhaps the subject of music which
is most affected by the individual choices of each school.

Among the most important new regulations concerning kindergarten and
the first stage of education are the National Guidelines,” which have become
a reference source for curriculum planning, where teachers can find an overall
pedagogical plan that aims to reach the specific learning targets through
pedagogical contents, methods and evaluations. The most significant National
Guidelines date back to 2007 and 2012. In a 2007 ministerial decree, ‘Fields
of Experience’ were introduced in kindergarten, with musical experiences
coming under a category titled ‘Languages, Creativity and Self-expression’. In
turn, the guidelines introduced in 2012 rework and modify those of 2007,
including music in the ‘Images, Sounds and Colours’ area.

‘Images, Sounds and Colours’ is one of the five fields of experience that
make up the kindergarten educational path, the other four being: Self and
other, Body and movement, Speech and Words, and Knowledge of the
World. In kindergarten a child does not learn how to play an instrument
but, through preparatory activities, he or she is brought closer to the musical
experience. Musical activity is not always the exclusive responsibility of the
teachers; in most cases an expert intervenes, usually a graduate musician with
didactic experience, who carries out projects in accordance with the National
Guidelines. Teaching in projects of a limited duration conducted by external
experts in musical training for this age-group are welcomed. At the end of
the three years of kindergarten, the skills acquired by each child are described
in the Targets for the development of competences.

Primary schools have been affected by three important new regulations in
recent decades. In 1985, one weekly hour of ‘education to the sound of music’
was added to the curriculum.* This was based on the achievement of three
objectives: first, training students’ perception, that is, the ability to perceive

! ‘Regolamento recante norme in materia di autonomia delle istituzioni scolastiche, ai sensi
dell’art. 21 della legge 15 marzo 1997, n. 59’, Presidential Decree no. 275, 8 Mar. 1999.

2 Each school has its ‘Own Educational Offer Plan’ which presents the services and activities
through which teachers work on the educational process of the students.

3 ‘Indicazioni nazionali per il curricolo della scuola dell'Infanzia e del primo ciclo d’istruzio-
ne’, Ministerial Decree no. 254, 16 Nov. 2012. The curriculum includes learning experiences
which are planned, carried out, and evaluated by the school to reach the learning targets.
* ‘Approvazione dei nuovi programmi didattici per la scuola primaria’, Presidential Decree no.

104, 12 Feb. 1985.
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sounds and noises and knowing how to distinguish between them; second,
comprehension with the aim of distinguishing sounds and noises produced by
human beings, animals, natural events or musical instruments; third, listening
to musical pieces of different periods and genres. The goal is not to teach the
students to play a musical instrument, but to offer them a first stage in musical
literacy. The second important regulatory intervention is found in the National
Guidelines of 2012, where music is defined as ‘a fundamental and universal
part of human experience’.” Since then, teachers have had more autonomy
regarding teaching plans and the choice of programmes to follow. There is
no further mention of disciplinary areas such as humanistic studies, but it
contains references to the disciplines themselves. This is because the aim is to
create a ‘vertical curriculum’ between primary and lower secondary school in
which the targets of developing competences and learning objectives join in one
educational pathway from the ages of six to fourteen. The musical discipline is
taught through choral and ensemble music activities. Even in primary school,
teachers are not always specialised in music and, as is the case in kindergarten,
they are assisted by external experts who present music projects over limited
time periods. Music lessons are an in-depth study that integrate curricular
planning. The lessons consist of guided group listening activities using the
small Orff instruments, xylophones, metallophones, recorder, body percussion
exercises and choral activities. Time is also given to improvisation. Targets and
objectives are planned for every school subject or discipline, including music.

Finally, at the lower secondary level, music is studied in all Italian schools.
From the year 1979 the lesson time increased from one to two hours per
week for each class. The music teacher carries out a teaching programme to
achieve the goals and competences established in the National Guidelines of
2012. Therefore, music teaching in lower secondary school aims to provide
the student with the possibility to improve all the cognitive abilities that
music offers for the development of the individual, and to give students a
basic background in musical culture and tradition. These cognitive capacities
are stimulated by playing musical instruments and training the voice using
mainly the Orff musical instruments, small keyboards and the recorder, solo
singing practice and in a group, rhythm practice, and vocal and instrumental
improvisation.

Providing a background in musical culture includes giving students general
knowledge of the history of music, the various musical genres and main
composers, as well as guided listening to the main works, different musical
styles and the influences that music has taken from other art forms and the
different cultural movements through the centuries.

> ‘Regolamento recante indicazioni nazionali per il curricolo della scuola dell'infanzia e del
primo ciclo d’istruzione, a norma dell’articolo 1, comma 4, del decreto del Presidente della

Repubblica 20 marzo 2009, n. 89’, Ministerial Decree no. 254, 16 Nov. 2012, 58.
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Musical instrument training in secondary school

The teaching of instrumental music began as an experiment at the end of the
1970s. The first ministerial decree from 1979,° and the second from 1996,
regulate (in the context of law) the study of a musical instrument and allow
new courses to be opened. The idea was not to train professional musicians
but to prepare students for a subsequent more in-depth study of music. The
decree of 1996 determined the teaching programmes to be followed and
increased the choice of music activities: individual lessons, group lessons and
practice and teaching music theory. The Law 124/1999 made the teaching of
a musical instrument a discipline in all respects,® subjected to assessments and
included in the state exam which ends the first stage of education. Teachers
now have more freedom in organising their lessons and the activities listed
above are regulated by law.

The real innovation appears in secondary schools with the inclusion of
musical instrument training in the academic curriculum of the lower secondary
school. Students have the possibility to study a musical instrument without any
fees, together with music theory and music practice in small ensembles or in an
orchestra. The teachers of musical instruments are musicians who have graduated
from a conservatoire. They have also taken courses specifically designed to apply
in-depth teaching to students during their compulsory schooling.

In 1999 a ministerial decree organised how this kind of music education
would function, stating that participation in a musical instrument course is
optional and students can access these on request by filling in the relevant
form for registration in the first year of lower secondary school. Students
are also required to take an aptitude test prepared by the school, with a
commission of designated teachers evaluating these tests to create a waiting
list made available to the public and shared with the families who are asked
to confirm registration. Following the tests, the formal registrations commit
students to compulsory attendance at musical instrument lessons for the
entire three-year period.

Principally, there are four instruments the students can study, and the
choice is made by a committee of teachers at each school. Two polyphonic
instruments are included (chosen from guitar, piano, accordion, harp or
percussion) and two monodic instruments (chosen from the flute, oboe,
bassoon, clarinet, saxophone, trumpet or cello). Students are then divided
into four groups corresponding to the four musical instruments; a minimum
of three and maximum of six students are required for each group and for

¢ ‘Corsi sperimentali ad orientamento musicale’, Ministerial Decree, 3 Aug. 1979.

" ‘Nuova disciplina della sperimentazione musicale, nelle scuole medie statali ad indirizzo
musicale’, Ministerial Decree, 13 Feb. 1996.

8 ‘Riconduzione ad ordinamento dei corsi sperimentali ad indirizzo musicale nella scuola
media ai sensi della legge 3 maggio 1999, n. 124’, Ministerial Decree, 6 Aug. 1999.
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each year of lower secondary school. Each teacher will ideally have six pupils
per year group, making a total of eighteen.

The teaching hours (18 hours for each teacher), mainly take place in the
afternoon and are organised in the following way: one hour for practice on
the musical instrument either individually or in small groups and two hours
for music ensembles and music theory lessons. The pupils who study a musical
instrument have a bigger number of lessons per week compared with the other
students. Students are evaluated with a mark from which an average will be
made with their other subjects. In the state exam, which concludes the first
stage of education, students performing musical instruments will do a final
individual and/or an ensemble audition with the goal being to evaluate their
musical ability.’

Guitar education in the lower secondary school consists of a teaching
programme of classical studies, the classical repertoire and basic techniques for
the execution of arpeggios and chords. Among the most common methods are
the Preludes and the Studies of Ferdinando Carulli, studies from the method
of Mauro Giuliani, the First Guitar Lessons of Julio Sagreras and collection
of Studies by various authors of equal levels of technique and execution.

Prior to selecting students and at the beginning of the music classes,
the school must follow a bureaucratic procedure. The choice of the musical
focus must be approved by the teachers’ committee and then by the school
board (these are bodies that represent teachers, members of staff, students
and parents). The school board approves the POF (Educational Offer Plan)
in which the four instruments proposed by the teaching board are identified.
The school is in charge of collecting the registrations for a sufficient number
of students to form a class and passing these on to the Regional Office for
Education that decides whether to give approval to start the academic year
of the class. The request is not always approved and not all lower secondary
schools decide to create these kinds of classes. Today there are 2,050 second-
ary schools offering musical instrument training and over 120,000 students
are involved. In the surrounding province of Bergamo, for example, there are
twenty schools with musical instrument training. The instruments included
are the guitar, piano, percussion, flute, violin, clarinet, saxophone, trumpet
and cello. In the twenty secondary schools, the guitar is always given as an
option and often proves to be the most popular instrument with children.

Music Lyceums: The case of study of Liceo Musicale ‘Secco Suardo’

In 2010, the upper secondary School of Music and the Choreography School
— The Music and Dance Lyceum — was introduced into the national system.
1 The Music Lyceum — we will leave dance to the dancers — is an institute

? ‘Riconduzione ad ordinamento’, Ministerial Decree, 6 Aug. 1999, art. 11.
10 Presidential Decree no. 89/2010.
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of upper secondary education aimed at the study of music from a theoretical
and practical perspective preparing students for musical performance, recitals
and music composition. Regular high school education combines musical
education with the study of scientific and humanistic subjects, offering a solid
general education that prepares a student to access high level conservatoires or
other university faculties. The instruments taught represent all those included
within the framework of the main courses of the conservatories of music:
piano, classical guitar, violin, viola, cello, double bass, flute, oboe, bassoon,
clarinet, saxophone, trumpet, trombone, horn, harp, mandolin, organ and
accordion.

Music Lyceums provide an excellent opportunity for anyone who wants to
develop a specific artistic profession supported by basic humanistic cultural
training. The curriculum in music instrument training is divided into activities
and subjects, besides those common to other high schools, including mainly
performance practice (I and II); theory, analysis and composition (TAC),
history of music, music technologies and group music workshops.

The discipline of performance practice involves the study of two musical
instruments. The first and main one is chosen by the student and is the
one on which they sit the admission audition; the second is assigned by
the headteacher. If the main instrument is polyphonic, the student will be
assigned a monodic instrument and viceversa. During the first two years of
study the student will go through two hours of weekly individual lessons
for the first instrument; in third and fourth grade the lessons are one hour
for each instrument while in the fifth year only the first instrument will be
studied for two hours a week in order to take the national exam. During the
first four years, the student has the right to study the second instrument for
one hour per week and, at the end of the fourth year, the student takes an
exam to certify their competences. The group music workshops take place in
the morning and include two hours of lessons for the first and second grades
and three hours for the third, fourth and fifth (the three-year period). Each
class is divided into four groups, for which there are four teachers, teaching
singing, strings, woodwind and chamber music respectively.

In order to attend a Music Lyceum, it is necessary to pass an entrance
exam devised by each institution following the guidelines dictated by the
Ministry of Education, a test that measures basic theoretical competences,
intonation, as well as an audition on the instrument to be studied in depth
during the five years at the Lyceum. A motivational interview is also required
to understand the interest that guides each student to apply to these insti-
tutions.!! Specifically, the guitar instrumental test involves presenting a work

1 Presidential Decree 89/2010, art. 7. The Ministerial Decree no. 382 appeared in 2018 concern-
ing the standardisation of training courses in the artisticcmusical sector. Here the contents of
the music admission exam were revised trying to make the text uniform at a national level.
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of the candidate’s free choice and an étude chosen from those listed in the
Ministerial Decree 382/2018 that generically recommends music of composers
such as Fernando Sor (particularly op. 60), Mauro Giuliani (Studies and the
first 15 arpeggi op. 1), Matteo Carcassi (25 Progressive Melodic Studies op. 60),
Dionisio Aguado (Studies); Leo Brouwer (Estudios simples), Ferdinando Carulli
(Preludes taken from op. 114) and Manuel Ponce (Preludes).

The diploma received from a Music Lyceum permits future access to
Conservatoires, allowing students to achieve the highest level of music
specialisation in courses of composition, performance practice, musical
disciplines specialization in technology, orchestral or choral conducting,
piano accompaniment and teaching qualifications. Another possible outcome
is a specialisation in Jazz. Students can also follow a path at university to
pursue degrees in musicology, music and theatre (D.A.M.S), sducational
science, classical and modern literature, psychology, philosophy, history,
sociology and political science, among others. As well as a musical and
teaching career, there are many other career paths such as becoming an
artist manager or agent, sound technician, in audio-visual editing or editing
of soundtracks, theatre producer, lawyer specialising in composers’ rights,
luthier, music librarian, etc.?

In Italy there are 130 Music and Dance Lyceums grouped according to
region. Lombardy, in the north, has seventeen of them. The Music Lyceum
located in Bergamo is the most important of those in this region, and in its
classrooms, we find approximately 230 students. After the piano, with seven
tenured teachers, the guitar has the highest demand at this institution (four
teachers). As with other instruments, guitar lessons are individual and the
teacher organises them autonomously planning their schedule for the benefit
of the student.

During the school year, students are involved in extra-curricular projects
with voluntary participation; these projects involve learning instruments
belonging to the same family as their primary instrument, aimed at integrating
the musical and educational experience of the student by offering activities
not possible during individual lessons or group workshops.

One of the most important aims of this Lyceum is to make music in groups
that is strictly idiomatic and original for the instrument, looking in depth at
repertoires and musical genres of different periods, teaching students about
orchestral performance practice, studying deeply the interpretative aspects of
musical style, and commanding and managing any tension during a public
performance. The projects that involve families of instruments allow an
in-depth exploration of original musical genres or transcriptions for these
occasions. Some examples of these are the guitar orchestra — which gathers
together string or plucked instruments and solo instruments such as the flute

12 Hugo Pinksterboer, Corsi di musica per bambini e ragazzi (n.p.: Curci, 2013), 35.
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or the violin — the symphonic orchestra, the big band, the wind orchestra,
the sax ensemble and the vocal chamber ensemble.

The high school guitar studies course is adapted to the needs and indi-
vidual potential of each student. At the conclusion of their studies, those
who want to attend the AFAM pathway must reach a medium-high technical
performance level, which is necessary to pass the entrance exam provided by
the conservatory. The required preparation includes instrumental technical
maturation adequate to perform works music of composers such as Fernando
Sor (Studies op. 6 and op. 29), Mauro Giuliani (Studies op. 111 and op. 48)
Heitor Villa-Lobos (12 studies) as well as contrapuntal Renaissance or Baroque
works (originally for lute or similar instruments), a work from the nineteenth
century and one modern or contemporary piece.

AFAM (Higher Artistic, Musical and Dance Training)

The aforementioned law of 1999 ushered in an unprecedented renewal of
the school sector. Reforms were made in the administrative, organisational,
and especially pedagogical and didactic areas.”” The sector of higher artistic,
musical and dance education was also affected by this reform. The AFAM
sector comprises Conservatoires, state-recognised Musical Institutes, Fine
Arts Academies, Dance and Dramatic Arts Academies, and Art Industry
Academies. Until 1999, Conservatoires awarded a diploma at the completion
of a course of study, which permitted access to employment in the arts and
music sector and teaching in state schools (even without an upper secondary
school diploma). The 1999 law establishes that the AFAM sector is considered
equivalent to university, acquiring equal rights and duties in organisational,
administrative and didactic areas. The law also established the activation of
courses of study, training and research in the fields of art and music. This
qualification is now legally recognised as a degree of first and second level.
In fact, all diplomas issued before 1999 were initially equivalent to a first
level academic diploma and gave the possibility of access to the second level
master’s degree. More than a decade later, all the diplomas issued before
2012 were made equivalent to the second level master’s degree, but only if
combined with the upper secondary school diploma.* In 1999 there was a
renewal of the study programmes on offer, introducing courses of study in
music technology, folk/traditional music, popular/rock music and electronic
music.

The AFAM Educational System is organised into three stages. The first
has a duration of three years and, in order to enter it, it is necessary to

B ‘Riforma delle Accademie di belle arti, dell’Accademia nazionale di danza, dell’Accademia

nazionale di arte drammatica, degli Istituti superiori per le industrie artistiche, dei Conser-
vatori di musica e degli Istituti musicali pareggiati’, Law no. 508, 21 Dec. 1999.
4 ‘Riforma delle Accademie’, Law 508/99.
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have a secondary school diploma and to pass an admission exam. At the
end of the threeyear period, the student obtains a bachelor’s degree and
180 credits (CFA). The goal of the First Level Academic Diploma courses
is to acquire specific disciplinary and professional competences. Admission
to the Second Level Academic Diploma Courses is gained with a First-Level
Academic Diploma (another qualification obtained abroad which is recognised
as eligible) and by taking an admission exam to verify the knowledge and
competence for the second stage. After a two-year course of the Second-Level
Academic diploma the students gains a ‘Laurea Magistrale’ or master’s degree
and the recognition of 120 credits (CFA). The aim is the acquisition of
high-level professional competences. Admission to the third cycle, consisting
of research training academic diploma courses, is through the second level
academic diploma or a foreign qualification recognised as eligible. It lasts
three years and no credits are acquired. The main objective is to mature
competences for the planning and undertaking of high-level research activities.

The AFAM institutions can also offer advanced music education courses,
master’s degrees and high-level diploma courses aimed at enhancing musical
studies and skills in specific areas. They also offer the possibility of professional
upgrading and retraining with qualifications valid for future work in teaching,
concert and technical fields. 60 credits (CFA) are acquired. This type of
educational offering is not the same for all conservatories.

Another important reform was made in 2018 by sanctioning a ministerial
decree aimed to harmonise and balance the educational offerings of
[talian conservatoires that had until then been divergent and did not offer
homogenous training in terms of technical ability and cultural knowledge.”
The master’s degree awarded after the two-year period of academic study at
the Second Level become then a single qualification across the whole of Italy,
adapting to European standards and based on the acquisition of 120 credits
in line with the principles of ECTS (European Credit Transfer System). In
the same reform, propaedeutic courses of three years were set up at all the
conservatoires, which are compatible with the attendance of upper secondary
school. These courses are aimed at developing instrumental technique and
musical theory to access the AFAM institutions.

The specific attachments to the aforementioned decree detail the
requirements to access every propaedeutic course, the educational objectives,
technical ability and level for admission for the second and third academic
years. The propaedeutic courses are aimed at musically gifted students and are
an alternative for students that do not attend Music Lyceums. To gain access,

5 ‘Decreto sull’armonizzazione dei percorsi formativi della filiera artistico-musicale adottato
ai sensi dell’articolo 15 del decreto legislativo 13 aprile 2017, n. 60’, Ministerial Decree no.

382, 11 May 2018.
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it is necessary to take an admissions exam. The student must demonstrate that
he or she has musical and theoretical abilities and a high performing level.

Conclusions

The launch of music-oriented middle schools and the subsequent opening of
the Musical Lyceums were two milestones in establishing a vertical curriculum
across the teaching of music education and instrumental practice accessible
to all social classes and all age groups, from the earliest age up to university
studies. The benefit of the Musical Lyceum is that it offers both professional
and amateur training and, above all, is free of charge for five years. Students
can access an almost complete music and humanistic education by attending
a single educational institution that prepares them for university courses of
various types: from music to technology, humanities, law or science. In turn,
I[talian universities have worked to achieve an alignment with European
educational standards, in order to obtain an adjustment of the educational
credits acquired during the course of studies and of the university degrees
attainable in all countries, thus allowing for a greater number of intercultural
exchanges between Italy and the rest of Europe.






Chapter 20
THE MUSIC EDUCATION SYSTEM IN GERMANY

Michael Hadrisch

In the field of music, Germany is known around the world for its composers
and the role they played in the evolution of this form of art. However, music
enthusiasts from abroad may know very little about music education in this
country. This chapter attempts to provide a basic overview of music education
in Germany, the various concepts, ideas and the organisations and institutions
involved. As one of the most important parts of German music education, the
main emphasis of this text is on the public music school system: its objectives,
structure and curriculum. In addition, music education in general schools,
universities and music colleges is outlined. Finally, the particularities of guitar
training in the larger context of music training in Germany are identified.

Music education in general education schools

In Germany, each of the sixteen federal states is responsible for its own general
education. Due to the different regional backgrounds, many educational issues
differ greatly from state to state. Attending school is compulsory in Germany
and the overwhelming majority of students go to public schools, which are
tuition-fee free. At the age of six or seven, children begin primary school, which
covers the first four grades.! There are several types of secondary school.? The
most common are the Hauptschule (grades five to nine or ten), the Realschule
(grades five to ten), the Gymnasium (grades five to twelve/thirteen) and the
Gesamtschule (grades five to twelve/thirteen). Students who have successfully
completed the Realschule or Hauptschule will usually go on to vocational
training in combination with attending vocational school or can transfer
to a Gymnasium or Gesamtschule. Students who have successfully passed
examinations, called Abitur, at the end of their Gymnasium or Gesamtschule
phase are entitled to study at a university or a university of applied sciences.

''In the states of Brandenburg and Berlin primary school lasts from grades one to six.

? The different kinds of secondary schools in Germany, mainly Hauptsschule, Realschule and
Gymnasium were created to allow for a differentiation between learning abilities and talent,
with the Gymnasium addressing the students with the best learning abilities, followed by
the Realschule and then the Hauptschule. The Gesamtschule is a more recent development
to include everybody.
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The subject of music is mandatory from grade one to ten. From grade
eleven to thirteen students can choose between music, arts or, in some cases,
theatre. The number of music lessons is one per week in primary school,
one to two per week from grade five to ten and can reach two to three per
week from grade eleven to thirteen in basic music courses and five to six in
advanced music courses.

Due to the federal structure of the education system in Germany and, in
addition, the various types of schools, there are approximately fifty different
curricula for the subject music. Even though these curricula differ from
each other in their main points, they have much in common. These points
— often called fields of music education — include elementary music theory,
music-making (singing, producing electronic sounds, playing an instrument),
representation of music (dancing, representation of music using media,
creation of musical collages, music and theatre), listening to music (guided
and free listening) information about music (knowledge acquisition and
research), reflection on music (making historical connections, discussion of
aesthetic relationships and functions).’ Decisions about what actual content
to use within these fields remains to a great extent at the liberty of the
music teacher. In some cases schools have developed more specific curricula.
Instruction in musical instruments is not part of the German general music
education system.

In Germany there are about twenty secondary schools with a special focus
on music education (Musikgymnasien). These are the institutions that take on
the most talented and dedicated young musicians. The curriculum includes
primary instrument (e.g. the guitar) and piano lessons, music theory, ear
training and ensemble playing. As well as having to pass an audition to be
accepted into the school, each year the students also have to succeed in an
examination in order to be able to continue. Some of these schools are closely
attached to higher education music colleges such as the Musikgymnasium ‘Carl
Philipp Emmanuel Bach’ in Berlin which cooperates with the Hochschule fiir
Musik ‘Hanns Eisler’ and the Universitit der Kinste.

Public music schools

Public music schools in Germany are public non-profit institutions for music
education of children, adolescents and adults. They implement a public
educational mandate that addresses not only the teaching and learning
of musical skills on and of the instrument but also encourages creativity,
dedication, endurance and concentration.* Furthermore, according to the

3> Music Education Network (MeNet), ‘Allgemein bildender Musikunterricht in Deutschland’,
http://menet.mdw.ac.at (Accessed 20 Sept. 2022).

* Verband deutscher Musikschulen (VdM), “Was Sind Musikschulen’, www.musikschulen.de
(Accessed 20 Oct. 2022). See also Prisidium des Deutschen Stidtetages and Prisidium des
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German Association of Cities and Towns, public music schools are ‘places of
integration [...], of open mindedness towards the unknown, bringing together
different social, ethnic and cultural groups’.’

Public music schools in Germany, in contrast to private music schools,
are partly publicly funded. They are members of the Association of German
Music Schools (henceforth VAM), an organisation that represents public
music schools. The VAM works together with policy makers, authorities and
other organisations.® The VdAM is responsible for determining and describing
a general curriculum and structure for its member schools. It develops new
educational and organisational concepts. It organises advanced training
not only for the music teachers of its member schools but also for the
administrative staff. In addition, the VdM is in charge of public relations
and information, working closely with the sixteen federal organisations that
represent the public music schools in each German federal state. As of January
2020 there are 931 public music schools in Germany.” They are all members
of the VAM. Public music schools exist in almost each county in Germany
and in addition in many cities. 1.470.000 students attended a German public
music school in 2018 and 39,000 teachers work in these schools, almost all of
whom have earned a degree in music education, music performance or similar.

German public music schools are funded by the local counties and cities, by
the parents (via tuition) and to a lesser extent by federal states while funding
differs according to the state. The VAM aims to establish a policy that divides
the funding evenly between counties (and cities), parents and the federal states.

The VdM has implemented a plan of structure (Strukturplan) whose main
objectives can be summarised in three parts: 1. The public music school will
provide qualified music education on and off the instrument. This opens
the possibility for lifelong involvement with music and musical activities. It
gives its students the chance to participate in musical activities (e.g. ensemble
playing) in the music schools, in general education schools, within the family
or other amateur organisations and groups. Especially talented students can
be further supported and can also be prepared for advanced musical study to
become a professional musician. 2. The public music school creates special
course offerings for adults, people with disabilities, people with a migration
background and socially disadvantaged people. With special projects and the
willingness to cooperate it builds bridges to other organisations within the

Deutschen Landkreistages, Die Musikschule, Leitlinien und Hinweise (Frankfurt a. M.: Deutscher
Stiadtetag and Deutscher Landkreistag, 2010), 2.

5 ‘Sie sind Orte der Integration [...], der Offnung fiir Unbekanntes und des Miteinander
auch unterschiedlicher sozialer bzw. ethnischer Gruppen und kultureller Milieus’, Deutscher
Stidtetages, Die Musikschule, 2.

¢ VdM, ‘Der VdM Verband Deutscher Musikschulen’, www.musikschulen.de (Accessed 20
Oct. 2022).

"VdM, ‘Zahlen und Fakten’, www.musikschulen.de (Accessed 21 Oct. 2022).
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community. 3. The public music school is the centre of excellence for music
education within a community and cooperates with many partners, such as
general education schools, kindergartens, amateur music organisations and
others.®

Public music schools provide basic musical training, widespread musical
promotion and find and support particular musical talent. Playing music in
an ensemble plays a big role in the musical development of the students.

According to the current system, music instruction is organised in four
levels and depending on subject and level, the lessons can be arranged as
one-on-one lessons, two students per teacher, or in groups of more students.
The elementary level (Elementarstufe/Grundstufe) is mostly aimed at children
from the ages of three to six. The lessons are organised as classes and teach
typical early childhood music educational matters such as singing, dance
and movement, getting to know musical instruments, listening to music and
elementary playing of music, especially with Orff instruments. These classes
often happen in local kindergartens. Another form of elementary musical
education is the Instrumentenkarussell (carousel of instruments), where
students can try out different instruments.

The lower level (Unterstufe) is about the first understanding of the
instrument, its technical peculiarities, its sound possibilities and the basic
posture for playing it. Basic elements of form, structure and harmony are
presented. The lower level introduces regular one-on-one or one-on-two
teaching of the instrument or voice. It is not a prerequisite to have gone
through the elementary level. As soon as possible ensemble playing is added
if wanted by the student. Basic music theory classes are offered. The lower
level lasts approximately four years.

The intermediate level (Mittelstufe) focuses on instrumental or singing
lessons, as well as ensemble playing. Technical standards are continuously
raised, which leads to a more distinctive approach towards musical styles,
musical epochs and musical forms. Playing large and well known musical works
in an ensemble is possible. Intermediate music theory classes are offered.

The advanced level (Oberstufe) is for the most gifted and most dedicated
students. They will approach musically and technically challenging pieces. They
are very important players in their ensembles and often take on responsibilities
as soloists. Talented and committed students who want to study music at a
higher institute of education in order to become professional musicians are
put into a special program (Studienvorbereitende Ausbildung). They usually
have two lessons per week in their main subject as well as one lesson in either
voice or piano and one in music theory. These students are also very active
in different music school ensembles.

8 VdM, ‘Strukturplan des VAM’, www.musikschulen.de (Accessed 22 Oct. 2022).



The music education system in Germany 229

For the lower, intermediate and advanced levels taking examinations is
possible but not required. As part of the plan of structure of public music
schools, and in addition to regular instrumental or voice lessons within the
different levels, students take part in ensemble playing, add-on classes such
as music theory, composition, dance or music theater, many music school
concerts and other events, temporary musical projects and cooperation with
other organisations.

Over the last thirty years the VAM has developed syllabuses for each
subject taught at the public music schools. While these curricula define the
goals and contents of musical education, they still leave enough freedom for
teachers to be individuals with their own personalities, didactics, methods
and preferences but also, and most importantly, leave freedom to work with
students in accordance with their individual needs, wishes and abilities.

Since the 1990s the VAM and the public music schools have incited many
collaborative projects with public education schools. The most successful of
these are the instrument classes. In these classes every student learns to play
an instrument and, almost immediately, starts to play together with his or her
classmates as an orchestra. Usually, these classes happen from the beginning
of secondary school. The instrument classes are mostly made up of single
instruments, either string instruments, woodwind and brass or guitar. They
are organised as follows: a whole class will be designated as an instrument
class at the beginning. These classes will be taught by one or two music
school teachers together with the regular music teacher. In the beginning
every student gets an instrument assigned. All the instruments are purchased
in advance by either the regular school or the music school. There are three
lessons per week. Two lessons are section rehearsals that in the beginning
focus on learning the basics of the instrument. In the third lesson the class
rehearses as an orchestra. Special teaching methods have been established.
Even after a few months the class can play little pieces together. Overall,
these instrument classes are a tremendous success. Most regular schools
renew the co-operational contracts with the music schools and start new
instrument classes every two years. The arrangement of the instrument class
is advantageous for everybody involved. The general education schools can
offer a deeper and more qualified music education but can also distinguish
themselves from schools that do not offer these classes. Music schools also
distinguish themselves as such as that they fulfill their role as a center for
music education within the community and bring their knowledge and skills
to various partners. Music school teachers can recruit talented students from
the instrument classes to become regular music school students. The awareness
of the music school as an institution will grow within the community and
lead to more applications for instrumental and voice lessons. Often the
arrangements between the two schools include the usage of general education
school rooms for music school instrumental lessons in the afternoon.
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A special cooperation program between general education schools and
public music schools is called ‘JeKits - Jedem Kind Instrumente, Tanzen,
Singen’ (Every child can experience playing an instrument, dancing or singing).
This program exists in the federal state of Nordrhein-Westfalen only and is
partly financed by the state. It is part of the curriculum of the elementary
schools that elect to participate in the program and usually lasts two years
(with the possibility of being extended). Each school can choose one of the
three elements: playing an instrument, dancing or singing. Together with the
public music school teachers or other competent partners the music teachers
of the elementary schools teach one lesson per week, in accordance with the
program’s curriculum.’

In addition to these projects, there many other collaborative partnerships
between general education schools and public music schools such as joint
orchestras and music theatre productions or other larger projects. Also, many
public music schools use rooms in general schools as their teaching facilities.

The guitar in public music schools and ‘Youth Makes Music’

The guitar, together with the piano, are the most popular instruments in public
music schools. In most cases, new students can choose to learn classical guitar
or electric guitar. The term classical guitar as a subject does not necessarily
exclude other fields of acoustic guitar playing. The VAM has put together a
curriculum for classical guitar.”® This publication defines areas of learning
that belong to a comprehensive teaching method for the guitar. In addition,
it provides a framework of lesson contents and learning goals in relation
to the implemented structure plan as well as an extensive repertoire list for
guitar. The learning areas include playing technique, body and instrument,
new music, ancient music, listening, music theory, improvisation, practicing,
playing together with others, sightreading, using electronic media and popular
music. For each topic comprehensive information is provided.

Even though classical guitar teaching within public music schools adheres
to the guidelines of the VAM curriculum in general, the specific teaching
methods, the didactic contents, the selection of actual workbooks and music
pieces, as well as the pace of advancement is highly individualised. German
public music schools aim to include everybody who is interested in learning
the guitar. There is no institutionalised separation between students with dif-
ferent levels of talent or motivation. Each teacher is individually responsible
for recognising different levels of talent and interest, and teach and motivate
accordingly. This means that the teacher will work with very different inter-

% Jekits-Stiftung, ‘Programmbeschreibung JeKits - Jedem Kind Instrumente, Tanzen, Singen’,
www.jekits.de (Accessed 1 Nov. 2022).
1 Verband der Musikschulen, Lehrplan Gitarre (Kassel: Gustav Bosse, 2012).
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ustration 20.1. Verband der Musikschulen, Lehrplan Gitarre
(Kassel: Gustav Bosse, 2012), title page
(Reproduced by permission).

ests and skills, ranging from simple song accompaniment to very advanced
classical guitar repertoire and technique on a daily basis.

A lesson takes usually thirty or forty-five minutes per week. All students
are encouraged to participate in a class concert together once a year. Some
students play in front of a jury at the end of the school year with a program
that usually contains a scale, an étude and two pieces with undefined levels of
difficulty. The most dedicated students play in various music school concerts.
They also aim to pass an exam of the aforementioned levels (lower, inter-
mediate, advanced) of the public music school structure plan. These exams
need to adhere to predetermined difficult levels, described in the curriculum
for the classical guitar. Usually, the exams are divided into a performance
part consisting of pieces of different epochs and a technical part, consisting
of scales, chord changes and études. For the lower level exams song accom-
paniment is added. For the intermediate and advanced levels some kind of
chamber music is included.

Since one of the main goals of the public music schools is to involve
students in ensemble playing as much as possible, many different guitar
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ensembles or chamber music ensembles with guitar are established in public
music schools. These are often organised in age groups and can range from
guitar duos to a guitar orchestra. Many guitar ensembles are put together
specifically for the competition ‘Youth Makes Music’.

One of the most important institutions in Germany, especially for the
musical development of the more talented and dedicated instrumental and
vocal students, is the nationwide music competition “Youth Makes Music’
(Jugend musiziert). This competition is a project of the German Music
Council (DM),"! and was created in the 1960s as a means to identify and
promote urgently needed young orchestral musicians. From there, it has
developed into the main outlet for fostering talented and dedicated young
musicians. Most of the participants are nominated by their local public music
schools, who are also involved in organising the competition on a local and
regional level. While in the beginning “Youth Makes Music’ was mostly
aimed at orchestral instruments such as woodwind, brass and strings, over
the years it has evolved to include every instrument taught in public music
schools, even branching out into popular music. In 2015 more than 20,000
young musicians participated nationwide. Approximately 7,500 participated
in the state competitions, and eventually 2,400 federal state award winners
participated in the national competition. Many German professional musicians
of today took part in this contest when they were growing up.

“Youth makes music’ is held annually, however it is presented in different
categories, which means that not every instrument is part of it every year.
There are two types of categories, the solo instrument and ensemble playing.
Each category is part of the event every three years, e.g. solo classical guitar
took place in 2015, 2018 and 2021. ‘Youth Makes Music’ is divided into three
phases. At the beginning, usually sometime in January, there are regional
competitions. The best musicians will be sent to the state level which takes
place in March. The best state participants then go on to the national
competition, usually happening in May in a different German city every year.
At each stage the participants play in front of a jury made up of professional
musicians, known for their excellence, music professors from the realm of
advanced education and public music school teachers. The jury awards points
to the performance of each participant and also gives advice regarding their
playing and their further musical development. The young musicians who
participate at “Youth Makes Music’ are divided into different age groups and
compete only within that group. Participation at the competition is only
possible up to the age of 21, except for voice and organ, where the age limit
is 27. People who are enrolled as music students in higher education are not
allowed to take part. The yearly German competition “Youth Makes Music’
is a very important event for public music schools. They regularly put on

' Deutscher Musikrat (DM).
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concerts and special consultations for the participants. Very good results
are often published in the local press and are appreciated not only by the
musically interested public, but also by politicians and representatives of the
local business community.

The classical guitar has been part of “Youth Makes Music’ for a long time,
as a solo category, as well as in ensemble categories. In 2009 the category
Pop Guitar was added, which includes all styles of guitar playing other
than classical. For the guitar as a chamber music instrument there is, most
importantly, the category of guitar ensemble, where two to five guitars can
form an ensemble to participate. In addition, the guitar can be part of the
category special ensembles that consist of unusual instrument combinations.
Furthermore, the guitar can be used as an accompanying instrument either
as a participating contestant or as an outside professional.

The solo guitar category sees many contestants at each competition and the
level of playing is very high. There are a few guidelines for putting together a
program. Depending on the age group, it is a requirement to present pieces
from different music periods. Six musical eras are defined by the German
Music Council: Renaissance and Early Baroque, Baroque, Classical, Romantic
and Impressionism, Tonal Music from 1910 (including Pop and Jazz) and
Contemporary Music."

The age groups one (7-10 years) and two (11-12 years) must perform at least
two pieces chosen from two music periods. The length of the program should
range from six to ten minutes. The age group three (13-14 years) are required
to perform at least three pieces chosen from at least two music periods. The
length of the program should range from ten to fifteen minutes. The age
groups four (15-16 years), five (17-18 years) and six (19-21 years) perform at
least three pieces chosen from at least two music periods. The length of the
program should range from fifteen to twenty minutes.

Private music teachers and private music schools

As in many other countries, musical instrument lessons are, to a certain
extent, the realm of private music teachers. In Germany these teachers are in
part highly qualified. This can be seen in the 20 per cent participation rate of
privately taught students in ‘Youth Makes Music’. Private music teachers teach
all age groups and all levels, in some instances even professional musicians.
In many cases, the income of a music teacher comes from different sources,
such as playing music professionally and getting paid for teaching in music
schools, as well as teaching privately. Since there is no legal requirement
to call oneself a music teacher and work as a music teacher, many private

12 Deutscher Musikrat, Jugend musiziert 58. Wettbewerb, Ausschreibung 2021 (Miinchen: Deut-
scher Musikrat, 2020), 13.



234 Michael Hadrisch

music teachers have joined the Association of German Musicians (DTKV)"
to distinguish themselves. Members of the DTKV are required to have a
professional music degree.

In addition to the offerings of public music schools, there are also numerous
private and independent music schools in Germany. These include large
companies and franchise companies, some of which train teachers themselves
or use their own teaching material. Many private music teachers run smaller
private music schools on their own initiative, which are usually limited to a
single classroom, certain instruments and sometimes to individual genres, for
example, from the field of popular music."

In contrast to public music schools, private music schools in general do
not teach a wide variety of musical instruments but focus instead on the
more popular ones. The teachers do not necessarily need to have earned a
professional music degree. The added focus on ensemble playing is not a big
part of private music schools. Teachers at private music schools in general
earn less than their public music school counterparts. Due to the fact that
the private music schools are business enterprises, aimed at being profitable
and also due to the lack of public financial support, tuition for the students
is higher than in public music schools.

Several private music schools have founded the Association of Independent
Music Schools (BDFM)." Together they aim to establish certain quality
criteria for their member schools. As of 2016, 340 private music schools with
approximately 127,000 students and 6,300 teachers belong to the BDFM.

Higher music education

There are a number of well-regarded music colleges in Germany, as well
as music faculties at some universities. A variety of musical degrees can be
obtained, ranging from performance majors, to music education for teaching
an instrument, music education for general schools and musicology. Other
degrees are composition, sound engineering or church music. Most degrees will
be at the Bachelor level, but some are only achievable at the Master level. Not
every music college or music faculty offers every degree or every instrument.

In order to be admitted, potential candidates have to go through an
audition process that usually includes a short recital on their main instrument
and the piano (if not the main instrument), singing and an examination in
ear training and music theory. In general, every year there are many more
applicants than available places in the programs. Study music at a German
institute of higher education is free of charge.

B Deutscher Tonkiinstlerverband (DTKV).

4 Michael Dartsch, ‘Auflerschulische musikalische Bildung’, Musikleben in Deutschland (Bonn:
Deutsches Musikinformationszentrum, 2019), 78-105.

5 Bundesverband der freien Musikschulen (BDFM).
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There are twenty-two music colleges in Germany that offer performance
majors in classical guitar. Due to the fact that many very good guitarists
from all over the world apply to study at these music colleges, as well as
musicians from Germany, competition for the few spots is extremely high.
Some institutes offer a performance Masters degree either for solo guitar or
chamber music. The two most common music degrees for classical guitarists
are the degree in music education at general education schools and the degree
for guitar teaching, which is the most common requirement to work as an
instrumental teacher in a public music school.

There are a few music colleges that try to develop new ideas in the music
education of guitar teachers. One example is the Hochschule fiir Musik
‘Carl Maria von Weber’ in Dresden. Instead of the typical degree in classical
guitar, the college has established a degree in acoustic guitar. This program
combines classical training and playing techniques with a fingerstyle approach
on steel-string acoustic guitar, expanding the range of musical styles to pop,
jazz and world music. Learning to accompany and arrange in many different
styles is also part of the program. In addition, electric guitar lessons can be
included. Going this way, the guitar teachers will have a much broader musical
experience and are more flexible in their teaching.

Something of a particularity in the educational system in Germany is
the Specialist College. In general, these schools concentrate on a singular
field of education. They have a very practical approach ingrained in their
teaching philosophies and their offered subjects. Specialist Colleges can be
public or private schools. Tuition has to be paid at private schools. Especially
in Bavaria there is a number of music orientated colleges of this type. They
mainly offer two-year music programs that are designed as preparation for a
music college audition. A degree can be obtained by attending a third year
and passing certain exams.

Conclusions

Music education is a greatly appreciated value in Germany and, especially
through the public music school system, is accessible to everyone. From
preschool age, through elementary and secondary school to college, everybody
interested can go through a publicly funded musical education career and
the most talented and dedicated musicians will find various opportunities
for advancement. With the structure plan, the public music schools offer
excellent guidelines for learning and teaching a musical instrument. A good
framework for classical guitar instruction is the curriculum provided by the
VdM. In order to broaden the musical horizons of classical guitarists in terms
of literature, playing techniques and use of improvisation, a wider approach to
the instrument, as offered by the acoustic guitar program by the Hochschule
fiir Musik ‘Carl Maria von Weber’ in Dresden, could be beneficial, in public
music schools as well as other music colleges.
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Chapter 21
TO TRANSCRIBE OR NOT TO TRANSCRIBE

Christian El Khouri

Guitar players all over the world increasingly perform music taken from the
literature of other instruments, ranging from Spanish music for piano, to
Renaissance masterpieces, Bach’s Sonatas and Partitas or contemporary movie
soundtracks, forming a list that could be potentially endless. Nowadays we can
listen to almost every kind of repertoire played on a guitar. Performers seem to
be mainly divided into two different streams of thought: those that are ‘pro-
transcriptions’ and warmly welcome every new solution or idea — exploring
every possible expedient or technical gimmick to carefully play every note of
the original score on the guitar — and those who look at transcriptions more
reluctantly, believing that the classical guitar repertoire is wide enough and
arguing that it is not necessary to take inspiration from other instruments.
In this chapter I will discuss the challenges that a guitarist faces in deciding
whether to play music not originally written for the guitar, and the pros and
cons of doing so.

Should we transcribe music?

There are several historical reasons to consider transcriptions, for instance,
such as taking inspiration from pianists who have written beautiful arrange-
ments for their instrument (such as those by Liszt and Busoni, among others).
But even our instrument has a transcription-related history, as some of the
most important names of our literature devoted their effort to transcribing
other composers’ music: Francisco Tarrega is famous for his versions of
piano romantic pieces (including works by Beethoven, Schubert, Schumann
and Chopin), which present a beautiful intimate dimension to the music.
Miguel Llobet also brought the charm of some wonderful Spanish music
(by Granados and Albéniz) as well as of other European composers (such
as Tchaikovsky, Bizet and Chaminade) to the guitar. However, it should be
noted that before them, other composers also cultivated this genre, such as
‘Carulli, Matiegka, Schuster, Heeser, Kiiffner and others during the compos-
er’s lifetime; transcriptions of Chopin were already made by Bobrowicz, also
during Chopin’s lifetime and apparently with his blessing’.! Other examples

! Matanya Ophee, ‘The Promotion of Francisco Tarrega’ Part I, Soundboard 8/3 (1981), 153.
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include Josef Kaspar Mertz and Anton Diabelli who left us some stunning
transcriptions of Schubert’s lieder.

Leaving historical issues to an appropriate in-depth analysis that is beyond
the scope of this chapter, I will focus on why guitar history is so intertwined
with transcriptions. The main reason is that the guitar, as we know it, is a
relatively ‘young’ instrument: while the violin, for example, has had almost
its final shape and design for over 450 years (with the earliest surviving
instrument built by Andrea Amati, founder of the Cremonese violinmaking
school, dated 1564),’ the guitar barely passed from double courses to single
strings and added its sixth string by the last quarter of the eighteenth century.?
And still this instrument was far from what we consider the modern classical
guitar today.

As a consequence, as guitarists, we miss a large slice of repertoire that we
love to listen to, that is of fundamental importance to music history and
that is absolutely necessary for our education as musicians. It is enough to
consider the music of all the major composers that we miss from the Baroque
era to understand how farreaching this lack could be. A guitar student,
for instance, could grow as a musician without getting in touch with Bach,
Handel, Telemann, Vivaldi, Couperin, or, if we consider also later periods,
without knowing Mozart, Haydn and Beethoven. Therefore, many guitarists
find it necessary to deepen their knowledge of the repertoire of these great
composers to better understand the evolution of different musical languages.
This need also comes from a desire to compare the guitar with the so-called
‘noble’ instruments. The guitar has always had a dichotomous history, mainly
due to its use in popular music in parallel to its path with the classical (in the
sense of ‘cultured’) music. It has always been associated with popular music,
from the early Baroque ‘chitarra battente’ (a sort of strumming guitar) to
the Spanish ‘flamenco’. Therefore, the entrance of the guitar to the ‘noble’
instruments family, along with its inclusion in academic curricula, brought
out the necessity of being equal with other instruments in study programs.

This was the greatness of the key figure of the guitar in the twentieth
century, Andrés Segovia (1893-1987), a guitarist that every guitar student gets
to know sooner or later. His role in the development of the guitar is still an
object of debate ranging from those who appreciate his different thoughts
on music to those who find his way of playing anachronistic. But, debates
and speculations aside, Segovia’s role has been invaluable in bringing the
guitar into the spotlight as an instrument with the same ‘dignity’ as other

2 Carolyn Goldstein, ‘The Art Behind the Baroque Violin’, BA diss. (Syracuse University,
2016), 2.

3 For a detailed account of the development of the guitar from five courses to six single
strings see Paul Sparks, ‘The Origins of the Classical Guitar’, in James Tyler and Paul Sparks,
The Guitar and Its Music from the Renaissance to the Classical Era (Oxford: Oxford University
Press, 2002), 191-297.
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classical instruments. This is something that he did mainly by collaborating
with several composers* to enrich and expand the guitar repertoire, but also
transcribing much music from other instruments. During his concerts, it was
common to listen to Bach’s Suites, Purcell’s pieces, as well as music by Grana-
dos, Albéniz and other composers conceived for instruments other than the
guitar. For instance, the program of one of his concerts held in Moscow in
1926 included a Suite in D minor by Robert de Visée, a Sonatina by Mauro
Giuliani, an Etude by Napoléon Coste, a not specified Dance by Francisco
Tarrega, a Loure by Johann Sebastian Bach, the Federico Moreno Torroba’s
Sonatina, the Sevillana by Joaquin Turina, two dances by Enrique Granados
and a Serenade by Isaac Albéniz.’ Also, in one of Segovia’s broadcasts for the
BBC in 1934 the program consisted of: Prelude, Bourrée, Sarabande and
Corrente from the Suite in D minor by Visée, Andante by Wolfgang Amadeus
Mozart, Chanson and Allegro by F. Moreno Torroba, a Danza by Granados
and an Etude by Tarrega.t

Today, transcriptions have become common practice on the guitar, and not
only limited to Baroque or piano music. Transcription styles are constantly
changing and evolving, with transcribers often choosing from a wide variety
of repertoires as a result of the constant evolution of guitar didactics, the
continuous improvement of the players’ technical skills and thanks to growing
curiosity in new and ancient music. For instance, while in the past it was
commonplace to explore only the Suites for lute by Bach, today we can find
arrangements of his violin Partitas and Sonatas on the guitar. In a similar vein,
while it was customary to listen only to a few of Scarlatti’s sonatas, today we
can listen to full guitar albums devoted to the music of this composer, not
to mention arrangements of music by composers such as Telemann or Bieber
and more modern music such as Piazzolla or Morricone. This is all without
even having considered that the guitar has historically had a transcription
practice inherent in its DNA and didactics, as it was strongly related to the
majority of the plucked strings instruments (lute, baroque lute, theorbo, etc.)
before the guitar had found its final shape and proper place in music history.

Different kinds of transcription

The art of transcription for guitar is generally divided into two types: works
transcribed from instruments somehow related to the guitar and works taken

* An example can be seen in the music composed by Manuel Maria Ponce. A detailed account
of the relationship between Segovia and Ponce can be seen in Mark Dale, ‘The Collaboration
Between Manuel Ponce and Andrés Segovia’, Soundboard 4 (1997), 15-22. See also Matanya
Ophee, The Segovia-Ponce Letters (Columbus: Orphée, 1989).

> Matanya Ophee, ‘Segovia and the Russians’, lecture held at the International Conference
Instrument of Change: The International Rise of the Guitar (c1870-1945) (University of Melbourne,
9-11 Dec. 2016).

¢ Allan Clive Jones, ‘Segovia at the BBC’, part 1, Classical Guitar (Apr., 2007), 18.
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[lustration 21.1. Excerpt from ‘Ricercare’, Francesco Spinacino, Intabulatura de lauto
(Venice, 1507), 39. Biblioteka Jagielloriska, Mus. ant. pract. P 680 (Reproduced by permission).

from totally different instruments or even ensembles. Of the first type, while
we might notice weak points when comparing the guitar to other instruments,
performing music of guitarrelated instruments creates the possibility of getting
in touch with a musical language from a far away time. In this sense, only a
few instruments can really meet the requirements of Renaissance repertoire,
and luckily the guitar is one of them, considering particularly that the tuning
of the modern guitar is similar to that of the lute. We can therefore even
play pieces, like the Ricercare in Illustration 21.1, directly from works such
as Intabulatura de lauto (Venice, 1507), one of the first works ever printed in
music history by Ottaviano Petrucci (1466-1539), who adapted Gutenberg’s
moveable type to music print and used a multiple-impression technique (first
the music lines, then the notes or the letters, and the texts at the end).
Playing music originally conceived for the lute on guitar may seem easy, due
to the instruments’ similarities in tuning, but it is not an effortless process. This
similarity in tuning makes this music indubitably possible on the guitar, but
as musicians, we have to take care of how it will sound. The task of arranging
music written for lute for the guitar is complicated by the fact that the lute, an
instrument with a different physical structure to the guitar, was plucked mostly
without nails on the performer’s right hand, it had gut double-strings, different
intonation depending on which geographical area the instrument was from
and the interval between the fourth and the third course was a semitone lower
than the one between the fourth and the third strings of the guitar. Moreover,
the technique of the right hand in playing the lute has some fundamental
differences to the guitar: the position is quite different (performers usually have
the thumb more internal than the other fingers) and the technique of this hand
is based on the alternation of the thumb (that must be heavier) and the index
(that must be lighter). This is an idea hardly replicable on the guitar, which
is based on the index and middle finger alternating with the same weight.”

7 On an approach to the historical performance on these instrument see Victor Coelho
(ed.), Performance on Lute, Guitar and Vihuela (Cambridge: Cambridge University Press, 2005).
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This means that if we simply played lute tablature without considering these
issues, we would have an unbalanced result. This, added to the fact that the
guitar has a more powerful bass strength, a thicker and darker sound with less
resonance and a more percussive sound with more sustain, makes the challenge
of obtaining a similar result to original lute work a very difficult task.

In order to overcome these obstacles, some guitarists use a capo, trying to
recreate the work’s original key to make the sound lighter and closer to the
original instrument. This, however, may lead to several potential problems:
how can we be sure of the original intonation of the instrument! How could
musicians of the time be sure of the exact intonation with unstable gut strings
and frets and a tuning fork changing according to different places! How can
we deal today with a constantly changing reference sound in the past! In his
History of Musical Pitch, Alexander J. Ellis provides us with a detailed account
of the intonation levels for early pianos.® Extracted from this text are eight
examples to illustrate that the standard pitch A could change depending on
the place:

YEAR PITCH PLACE & SOURCE

1751 A=422.5, London. Handel’s tuning fork. The box which contains the
fork bears the inscription: ‘This pitchfork was the property of the Immortal
Handel and left by him at the Foundling Hospital, when the Messiah was
performed in 1751’

c1754 A= 422.6, Lille, France. Tuning fork found in the workshop of M.
Francois, musical instrument maker.

1776 A= 414.4, Breslau. Marpurg’s pitch for clavichord tuning.

1780 A= 421.3, Vienna. Tuning fork of the Saxon organ builder Schulz who
lived in Vienna during Mozart’s lifetime.

1783 A=409, Paris. Fork of Pascal Taskin, Paris Court tuner.

1796 A= 436, St. Petersburg. Giuseppe Sarti’s measurement of the pitch of
the St. Petersburg opera. Chladni in his book on acoustics mentions that
this pitch was ‘very high’.

c1810 A=430.0, Paris. Tuning fork belonging to M. Lemoine, a ‘celebrated
amateur’.

c1820 A=433, London. ‘Pitch approved by Sir George Smart, conductor of
the Philharmonic’.

This shows how much and how often the standard pitch A could change
depending on the city or time period, and how difficult, if not impossible, it
can be to replicate precise historical intonation. Therefore, it is important to
pay attention to all these elements on the lute, which is an instrument with
a tuning very close to that of the guitar and with six courses most of the

8 Alexander J. Ellis, ‘On the History of Musical Pitch’, Journal of the Society of Arts, 5 Mar.
1880.
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time. Of course, many additional problems present themselves if we consider
a different guitarrelated instrument. For instance, the baroque lute (or the
archlute) has extra courses which change the extension and the resonances
rules. This is even more demanding for a theorbo with its re-entrant tuning.
The baroque guitar may also be tuned using a re-entrant tuning or other
tunings according to the players.’

The use of the capo in trying to get as close as possible to the original key,
intonation and sound could therefore be effective, but may not be enough
since it is necessary to remember that we are playing an altogether different
instrument, with different techniques, strings, sound and qualities. The most
important aim should be to try to do something beautiful without imitating
the original instrument, while respecting and enhancing the original musical
ideas. If we just put the capo on to change the intonation, our guitar will
not sound like a lute, but a shorter guitar.

In addition, it is worth considering that ancient guitarrelated instruments
did not use the modern music notation system. Music of this period was
notated predominantly through tablature that physically indicates to the player
which fret to push and which string to play through letters, numbers or both
(the rhythm was generally indicated with signs above the number/letter). This
means that the transcriber is required to fully understand and conceive of the
polyphony and the counterpoint, which is a skill that demands experience,
theoretical studies and deep knowledge of that particular musical style. All
these elements considered together lead us to conclude that transcribing
music from a guitarrelated instrument is a valuable asset; it gives us the
chance to literally bring back to life some music of invaluable beauty and
has a great didactic importance. However, it requires serious work, attention
and experience, as it hides many pitfalls and can therefore present as many
difficulties as transcribing from a completely different instrument.

In this regard, the history of the modern classical guitar is intertwined
with transcriptions from the time that instrument came to its almost final
shape. At this time, almost all instrument types found their new ‘look’ on
the guitar, from piano music (by Granados, Albéniz, Debussy, or Satie), to
vocal music (Schubert), to strings (Bach and Villa-Lobos), to harpsichord
sonatas (Scarlatti), and beyond. This means that, while the guitar literature,
due to the young age of the instrument, needs to fill an apparent ‘lack of
repertoire’ and to enhance its value by getting in touch with beautiful musical
literature composed for other instruments, some pieces composed for piano,

® On the stringing of this instrument see Donald Gill, ‘The Stringing of the Five Course
Baroque Guitar’, Early Music 3/4, (1975), 370-371; Monica Hall, ‘The Stringing of the Five
Course Baroque Guitar’, https://monicahall2.files.wordpress.com/2012/03/stringing2012.pdf
(Accessed 2 Aug. 2022); and James Tyler, ‘The Spanish Guitar (c.1600-c.1750)’, in James Tyler
and Paul Sparks, The Guitar and Its Music from the Renaissance to the Classical Eva (Oxford:
Oxford University Press, 2002), 47-189.
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harpsicord, violin, cello, etc.. may also assume new shades and nuances,
working beautifully even on the guitar.

A clear example of this is the many sonatas by Domenico Scarlatti. These
works were created for harpsichord but they fit the guitar almost flawlessly.
This is because the six-stringed instrument enhances the singability of this
kind of music adding timbrical richness and variety as well as emphasising the
rhythmic aspect due to the percussive nature of its sound. This is similarly
true of the music of Granados, which of course fits its original instrument,
but gains an incredible warmth in terms of timbre and sound on the guitar,
receiving a special ‘Spanish touch’ to its flavour. However, the path is not
strewn with roses and guitars transcription present, as we shall now see, many
pitfalls.

Technical difficulties: the guitar as a unique musical instrument

Within the instruments used in classical music, the guitar holds a very
peculiar position. Firstly, it is a strong polyphonic instrument but has a
smaller range than the piano. Secondly, it has prominent singability but
cannot ‘swell’ the sound as a bowed instrument like the violin can. Lastly, it
does not have the same sustain and volume of either the piano or violin. In
this regard, Segovia used to say that ‘the guitar is like an orchestra looked [at]
with the reverse side of a binocular’.!l All these elements make composing
for guitar extremely fascinating but incredibly hard at the same time. This
is also due to the physiological characteristics of the instrument, including
the fact that only four fingers are used to pluck the strings and that only
a maximum of six notes can be played simultaneously, while the piano, for
example, can easily play up to ten notes together. Moreover, most of the
notes can be played in up to six different positions, and every position has a
particular quality which needs to be technically and musically contextualised
to be coherent with the timbre of the musical phrase or to make a passage
technically smooth.

In addition, the guitar is strongly influenced by the presence of open
strings, which inevitably sound more brilliant than fretted notes. They can
therefore affect the playability of the different keys. The use of open strings
while playing determines the sound of the final result due to their resonance
on the guitar. For example, the standard tuning of a classical guitar is e-a-
d-¢’b’e” (from the sixth to the first string); on paper, it may seem that G
minor would be a ‘comfortable’ key, as we have both the dominant and the
tonic on an open string but, in truth, this is one of the most difficult keys
to handle because we would constantly have to manage the sixth and the
first strings resonance (a raised sixth) and the second string resonance (that
would be a major third from the tonic in a minor key). Everything is indeed

10 Christopher Nupen, Segovia at Los Olivos (Allegro Films, 1967), min. 13.
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manageable, but it may require, for instance, tuning the sixth string down to
a D or bringing the second string down a semitone. This particular feature
of the guitar unavoidably makes some keys more comfortable than others,
making for example some keys that are very common in piano music very
hostile to our instrument. Think of all the beautiful music Mozart originally
composed in E flat major or G minor, that originally sounds soft and smooth,
but would sound hard and ‘mechanic’ on the guitar.

Another characteristic aspect of the guitar is the notation system, which
condenses the harmonic and contrapuntal richness of a polyphonic instrument
into only one staff; this is almost unique in the world of polyphonic
instruments, which often demand writing on a double staff. This feature
makes it very challenging to organise polyphony graphically, requiring the
transcriber to have a great knowledge of guitar writing. Furthermore, the
guitar is a transposing instrument, as it sounds an octave lower than the
notated sound, so special care must be taken so that the transcription fits
the texture and range of the guitar, while respecting the idea of the sound
of the original score.

Thus, a wide variety of scenarios are possible in transcribing music for
the guitar, and the final result will not always be positive in terms of sound
and difficulty. In this regard, for example, we could analyse the transcription
of Asturias by Isaac Albéniz, a piece considered among the most emblematic
works of the guitar literature despite being originally composed for piano.
Many guitarists have transcribed this famous work, which allows us to compare
different points of view. Among these different arrangements, an interesting
example to subject to a close examination is the renowned Segovia’s version.!!
At first sight a key change is evident, from the original G minor to a more
comfortable key, E minor. This allows the repeated notes of the initial part
(b’) to be played on an open string (see Illustration 21.2). This solution
clearly enhances the guitar’s resonance and gives technical smoothness to
the performer, which produces a fluency of sound. This solution might be
considered antithetic, or as not being faithful to the articulation indicated in
the original score, as every note of the opening part of the piano version,'
repeated notes included, are enriched with a ‘staccato’ sign. Other solutions
aim to valorise the instrumental resources of the guitar through the use of
pizzicato, or radical changes in the chords voicing.

It is clear that Segovia’s version has undergone significant adaptation
and several modifications in order to fit a new coherent musical idea. In
Segovia’s transcription, original dynamics or agogic signs are missing, meaning
de facto a reasonable freedom from the original agogic phrasing. In contrast,

1 Isaac Albéniz, Asturias for solo guitar, transcribed by Andrés Segovia (Buenos Aires: Ri-
cordi, 1956).
12 Isaac Albéniz, Suite espagnole (Leipzig: Hofmeister, 1914).
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Ilustration 21.2. Excerpt from Isaac Albéniz, Asturias for solo guitar, transcribed by Andrés
Segovia (Buenos Aires: Ricordi, 1956), 3. Melos Ediciones Musicales S.A.
(Reproduced by permission).

if we examine a version by Carles Trepat something different happens. The
transcription does not present a change of key from the original piano work
and, in order to do so, this guitarist lowers the sixth and fifth strings of the
guitar a tone (in D and G) to get closer to the original G key (see Illustration
21.3).1 The result is that piece stays closer to the original atmosphere
of the piano version. This intention is confirmed by the fact that every
indication (articulation, agogics and dynamics) written on the piano version
is meticulously copied in this transcription. But these efforts to maintain the
original key in fact leads the theme to sound an octave lower, as the guitar
is a transposing instrument, meaning the theme will sound darker than in
the original piano version. Keeping the original register would have probably
meant that the extension of the guitar would be only partly used (and would
have resulted in an unbalanced sound), as well as potentially raising problems
in the chordal disposition.

After briefly comparing two different ways of transcribing the same piece,
the guitarist faces a dilemma. On one hand, Segovia’s version fits the guitar
incredibly well, enhancing for instance the ‘Spanish touch flavour’ and
making good use of the guitar extension (not surprisingly, his transcription
has been one of the most played since its publication to the present day);
in this way Asturias has made its entrance into guitar history and repertoire,
becoming a famous and emblematic piece of our literature. However, on the
other hand, Trepat’s transcription represents a more modern way of thinking
‘out of the box’, led by the intention of ‘breaking with traditions’, while
simultaneously showing a rediscovered pious respect for the original score.

B Trepat’s transcription of Asturias has been recorded on his CD El Albaicin (Madrid: Nuevos
Medios, 2007).
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[llustration 21.3. Excerpt from Isaac Albéniz, Asturias, arranged by Carles Trepat
(copied by Christian El Khouri).

Conclusions

In light of this, can we declare that one version is better than another?
Unfortunately, no. One version aims to keep its musical meaning by enhancing
the particularities of the instrument, and paradoxically, this gives more
freedom to the transcriber; the other wants to keep the original musical
meaning trying to remain as close to the original as possible. Transcribing,
which is an essential and undeniable asset for our repertoire, is not only about
putting as many original notes from one score into another, cutting or filling
here and there to ‘fit’ the work to the guitar. It is about understanding the
sound, respecting the music, the atmosphere, the context and the value of
the piece we aim to transcribe, while making compromises and knowing that
we will need experience, insight and competence to make it worth of playing.
This also means that we could find countless versions of a work from which
to choose depending on our playing style, or on which musical idea we want
to enhance, or what we find beautiful and important in that particular piece.

Every choice we make should have its own dignity, if we have a deep and
sincere musical reason and, if respectful and motivated, the simple statements
‘because I like it’ or ‘in my opinion it sounds better’ can lead in an intriguing
direction. Our musical ear often offers us a possible choice if we are unde-
cided, as sometimes our instinct suggests which solution sounds smoothest,
and this will sound more fluent to the listener. Our insight is one of the
most valuable assets we have, and when combined with expertise, competence
and attention to detail, it opens up exciting and unexpected new horizons.



Chapter 22
LEO BROUWER IN PORTUGAL

Tiago Cassola Marques™

The living legend Juan Leovigildo Brouwer Mezquida, better known as Leo
Brouwer, is one of the major figures of the classical guitar scene, playing an
important role in the development of this instrument, comparable only with
other masters such as Segovia or Bream. Much research on his life and works
has been done by scholars and other important personalities over the last two
decades. Exhaustive chapters and insightful texts by the Spanish composer
Tomds Marco, or the musicologists Juan Miguel Moreno Calderon, Jesus
Goémez Cairo and the well-known Cuban cantautor Silvio Rodriguez, just to
mention a few, discuss the legacy of the Leo Brouwer, either as a performer
or a composer and give extraordinary clues about the rich and polyhedric
personality of Leo Brouwer.! There is also extensive biographical data in
the most complete monograph, Leo Brouwer: Caminos de la creacion by Marta
Rodriguez Cuervo and Victoria Eli Rodriguez,” or in the short but effective
article ‘El método Brouweriano’ by Gloria Ariza Adame,’ both studies that are
important tools for those who wish to broaden their knowledge of the Cuban
composer. However, very little has so far been written on the presence of Leo
Brouwer in Portugal. His continuous visits from the 1990s and his influence
in this country is a subject worthy of consideration in the study of the history
of the guitar in Portugal in recent times. Therefore, in this chapter I aim to
offer an overview of the events Brouwer attended and how he influenced the
guitar in Portugal in a period spanning more than thirty years.

Becoming a renowned figure

Born in 1939 in Havana (Cuba), Leo Brouwer soon started an international
career as a professional guitarist and composer in the 1970s, touring all
over the world to the most important festivals and concert halls, along

"I would like to thank Artur Caldeira, Augusto Pacheco, Javier Riba, Lito Godinho, Oscar
Flecha, Paulo Vaz de Carvalho, Ricardo Barcel6 and Rui Gama for their help and encour-
agement during the preparation of this chapter.

! Isabelle Herndndez (coord.), Leo Brouwer, in Nombres propios de la guitarra (Cérdoba: Ayun-
tamiento de Cdérdoba, 2006).

2 Marta Rodriguez Cuervo and Victoria Eli Rodriguez, Leo Brouwer: Caminos de la creacién
(Madrid: Iberautor, 2009).

3 Gloria Ariza Adame, ‘El método Brouweriano’, Sexto orden 7 (2012), 31-34.
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with the most acclaimed soloists of the time. His recitals often combined
his own compositions with contemporary music from his colleagues such
as H. W. Henze or Bruno Maderna, while also featuring Baroque sonatas
or his own arrangements of pop songs by The Beatles. His recitals were an
incredible display of virtuosity, fantasy and strong personality. He also made
a considerable number of recordings for Deutsche Grammophon, Erato,
RCA Victor and other important labels, which attested to him being one of
the leading figures of the time, with an impressive repertoire spanning from
Scarlatti’s Sonatas to Henze’s Cimarron.

Amongst the most famous guitar summer festivals was the Festival
Internacional de la Guitarra de Cordoba (Spain), founded in 1981 by the
flamenco guitarist Paco Pefa and since followed religiously by many guitar
aficionados. The presence of the maestro Leo Brouwer at the Coérdoba Guitar
Festival at the end of the 1980s became natural, and was followed by an
invitation to found and assume the role of principal conductor of the Orquesta
de Cordoba in 1992. This Spanish picturesque town was close enough to come
to Portugal.

The years of Santo Tirso

It is not possible to separate the presence of Leo Brouwer at the Santo Tirso
Guitar Festival from what was occurring in Cordoba. In turn, it is neither
possible to separate the presence of Leo Brouwer from the existence of the
farreaching personalities of Lito Godinho and Oscar Flecha, figures desiring to
create an event uniquely worthy of an incredible amount of energy and com-
mitment. The Town Council of Santo Tirso also made its own contribution,
making an effort to finance such an unusual activity. But no less important
was the existence of a fertile ground in which the seed could easily grow.
This ‘humus’ — a whole new generation of young guitar students, players and
teachers, eager for fresh ideas and innovative aesthetics — wanted to know
more and more about the world outside their own borders. The sum of these
four aspects led to the creation of one of the biggest and most important
guitar festivals around the world, with plenty of recitals, concerts, masterclasses
and seminars, growing year after year until it reached gigantic proportions.
One could easily listen in the same year to incredible artists such as David
Russell, Manuel Barrueco, The Assad Brothers, David Starobin, Hopkinson
Smith, Eduardo Isaac and Kazuhito Yamashita, among many other top players.
Certainly, in this context, Leo Brouwer could not be left out.

As far as we know, the first presence of Leo Brouwer in Portugal occurred
during the first Festival Internacional de Guitarra de Santo Tirso, between
the 20th June and the Istof July 1994, in other words, right from the start
of this festival.* Along with other great international guitarists such as David

* Lit6 Godinho, e-mail message to author, personal interview, 25 Oct. 2022.
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ustration 22.1. Leo Brouwer (conductor), watching Eduardo Isaac playing Paisaje cubano con
campanas, during the First Festival Internacional de Guitarra de Santo Tirso, in an encore
moment, after the Concierto de Aranjuez. Auditério Enge. Eurico de Melo, Santo Tirso (Portugal),
1 July 1994. Photograph kindly provided by Lit6 Godinho (Reproduced by permission).

Russell (Scotland), Roberto Aussel (Argentina) or the famous Brazilian Assad
Brothers, Leo Brouwer was invited to conduct the Orquestra do Norte, along
with the Argentinian Eduardo Isaac (soloist) on the last day of the festival,
playing his own composition, Concierto Elegiaco, and the famous Concierto de
Aranjuez by Joaquin Rodrigo. In that same year, Brouwer was invited to give
a fifteen-hour masterclass on composition and guitar performance.

The second edition of the Festival Internacional de Guitarra de Santo
Tirso gathered in 1995, once again, great guitar soloists such as the Assad
Brothers, Hopkinson Smith (USA), Roberto Aussel, Eduardo Isaac and the
rising star of the time, the amazing Japanese Kazuhito Yamashita. This year,
Leo Brouwer once again attended the Santo Tirso Guitar Festival, giving a
fifteen-hour masterclass one more time. Fortunately, there is still an 1h30’
old VHS tape of extraordinary, rare and priceless amateur footage of this
masterclass, full of rich details on his teaching methods and deep speech.’

Two years later, in 1997, the fourth festival took place, attended by well-
known figures of the guitar such as David Starobin (USA), Hopkinson Smith,
Manuel Barrueco (Cuba), Eduardo Isaac, Roland Dyens (France), Roberto

> This video recording was analysed in Tiago Cassola, ‘Projecto educativo. Leo Brouwer:
Contributos para a pedagogia guitarristica’, M diss. (Universidade de Aveiro, 2012), 65-88.
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Aussel, Elena Papandreou and Costas Cotsiolis (both from Greece) and David
Russell. As if this was not enough, the classical guitar fans had the opportunity
to once again watch Leo Brouwer’s conducting skills. This time he brought
with him the young Orquesta de Cérdoba, along with the phenomenal
Kazuhito Yamashita. Those who were lucky enough to attend the opening
concert of the festival had the opportunity to listen to a unique event, with
Yamashita playing four guitar concertos in a row. On the 28th of June in
1997, at 9.30 pm on a sizzling Saturday summer night at the Auditorio Eng.
Eurico de Melo, in the first half of the concert Yamashita premiered Keiko
Fujiie’s Guitar Concerto no. 1 composed that same year (1997), then he played
the Castelnuovo-Tedesco’s Guitar Concerto no. 1 op. 99 in D Major. In the
second half, the audience had the opportunity to listen to the Portuguese
premiere of the Takeshi Yoshimatsu’s guitar concerto Pegasus Effect op. 21, as
well as the famous Concierto de Aranjuez. Time stood still for some minutes
with the immense applause that followed the Rodrigo’s last note. Yamashita
displayed an incredible amount of virtuosity, sensitiveness, and incredibly
rare performance skills, all under the extraordinary baton of Leo Brouwer.®

After Santo Tirso, 1998-2001

Leo Brouwer visited Portugal once again in 1998, but this time not in Santo
Tirso. As a matter of fact, due to major differences between the two Santo
Tirso artistic directors, Leo Brouwer would never come back to this town,
and Lité Godinho and Oscar Flecha went their separate ways.” For better or
worse, the Santo Tirso Guitar Festival would never be the same. Instead, Leo
Brouwer went to Fafe, another little town in the northern region of Portugal,
to give the first course on guitar performance, directed by Litd Godinho and
the maestro José Atalaya. The course was held in the vibrant Academia de
Musica José Atalaya, between the 23th and 25th of June 1998.

Soon after, in 2001, the Cuban maestro came back to Portugal, but this
time he went to Trofa, another small town very close to Santo Tirso, which
had already had the first edition of its guitar festival the year before. Accord-
ing to Litd Godinho, ‘the second edition of the Trofa International Guitar
Festival & Competition is still considered to be the greatest guitar event in
Portugal ever’.® Besides many other activities, such as concerts, seminars as
well as a guitar competition, Leo Brouwer also held a fifteen-hour normal
masterclass and a ten-hour masterclass on composition. The festival also paid
a deserved homage to the career of Leo Brouwer, having by then spent fifty

¢ ‘Appearances of Kazuhito Yamashita at the Festival Internacional de Guitarra de Santo
Tirso festival’, https://kazuhitoyamashita.com (Accessed 15 Jan. 2023).

7 Alvaro Brito Moreira (ed.), Festival Internacional de Guitarra. Vinte Anos 1994-2013 (Santo
Tirso: Camara Municipal de Santo Tirso, 2013), 18.

8 Lit6 Godinho, personal interview with author, phone call, 15 Nov. 2022.
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years making music. Many works by the Cuban composer were performed
during this festival, with particular emphasis to the Concierto de Volos and
the Concierto doble, for guitar and violin, premiered in Portugal, played by
the Orquestra Musicare and conducted by Cesario Costa. The soloists where
Costas Cotsiolis (guitar) and Jurgen Schwietering (violin).

Latest years, 2018-2022

Many years have passed since Santo Tirso, Fafe and Trofa, a long hiatus of
almost twenty years. The continuous presence of Leo Brouwer in the guitar
scene in Portugal at the end of the century made him one of the most beloved
guitar personalities among the Portuguese guitar community. Due to his old
age, it was difficult to expect his presence in this country again. Rui Gama,
guitar teacher at the Music Conservatory of Braga, as well as founder and
artistic director of the Orquestra de Cordas Dedilhadas do Minho, organized
the II Estagio Internacional de Cordas Dedilhadas da Cidade de Braga (4 to
7 October 2018), an orchestra of plucked string instruments that Brouwer
was invited to conduct. In fact, this event, which was very well-received by
the enthusiasts of Leo Brouwer, soon became an unmissable rendezvous with
a large number of interested attendants from all across Portugal, Spain and
Brazil. (The submission soon exceeded the number of fifty guitarists and the
organisation ran out of vacancies). In this enormous guitar orchestra, we
could observe different generations of guitarists, ranging from the youngest
guitarists to the most experienced teachers.

The workshop consisted in four days of intense work on Leo Brouwer’s
repertoire for big guitar ensembles, such as Paisaje cubano con rumba (1985),
Concerto grosso (2017) and Concerto de Tricastin (2014), these two last works
being premiered in Portugal. At last, the final concert took place at the
Theatro Circo in Braga and was a major success mainly because it put an end
to a long term without the presence of Brouwer in Portugal, but also due to
the record number of attendees desiring once again to be in close proximity
to this living legend, making music together under his baton.

The Concerto de Tricastin, for two guitars and guitar orchestra, a very
complex orchestral and solo piece, was played by the Portuguese duo Augusto
Pacheco and Rui Gama. Gama himself expressed:

[t was a privilege to host Maestro Leo Brouwer in the Portuguese city
of Braga at the Second International Workshop of Plucked Strings of
Braga. Four days of intense sharing between the most representative
guitarists of our country, under the guidance of the biggest living
guitar legend of the world. A meeting between musicians across several
generations and countries that I am sure no one will never forget.’

® Rui Gama, ‘Foi um privilégio receber o Maestro Leo Brouwer na cidade de Braga, palco
da II Edi¢io do Estigio Internacional de Cordas Dedilhadas. Quatro dias intensos de par-
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[lustration 22.2. Leo Brouwer conducting the Guitar Orchestra during the performance of
Concierto Tricastin (Augusto Pacheco and Rui Gama, soloists), II Estigio Internacional de
Cordas Dedilhadas da Cidade de Braga. 7 October 2018, Theatro Circo, Braga (Portugal).
Photograph kindly provided by Sérgio Gomes (Reproduced by permission).

The other soloist, Augusto Pacheco, was one of the very young guitar
students who appears in the 1995 video, twenty-three years prior, during a
masterclass with the maestro. One can hardly imagine the strong emotion to
meet him once again and be conducted by Leo Brouwer himself. In Pacheco’s
own words:

I had the privilege to live with Brouwer two very different moments in
my life. The first, while a student in the ‘90s, during a masterclass in
Santo Tirso, and the other one in Braga, in 2018, where I could share
the stage with the Maestro, enjoying the extraordinary and unique
emotion to play his own music under his baton. It is for me very
difficult, almost impossible to put down in words how much Leo
Brouwer impressed me, either in those moments that I personally shared
with him, but also all during other moments either as a teacher or as
a performer that I dedicate to his music. Nevertheless, I still remember
how it deeply touched me, after two decades and at a very advanced
age, I saw once again the Maestro and how he kept intact his passion,
dedication, energy, wisdom and insight, a kind of timelessness far
beyond the common mortals.

tilha artistica entre os mais representativos guitarristas do nosso pais e com a orientacio
da figura méxima viva mundial da guitarra. Um encontro de musicos de vérias geracdes e
varios pafses que com toda a certeza jamais esquecerdo’. Facebook interview, 28 Sep. 2022
(Accessed 15 Dec. 2022).

10 ‘Falar de Leo Brouwer ¢ falar duma lenda viva do universo da Guitarra. O conjunto no-
tavel e vastissimo das suas obras faz com que estejam presentes nas mios do mais pequeno
aprendiz até as do mais eximio profissional. Tive o privilégio de conviver com Brouwer em
duas situacoes e fases de vida muito distintas. A primeira, ainda estudante nos anos 90, numa
masterclass em Santo Tirso, a segunda em Braga, em 2018 onde pude partilhar o palco com
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In 2022 Leo Brouwer was named member of honour and president of the
Jury at the Second Portugal International Guitar Composition Competition
in Seixal. According to Lit6 Godinho, once again the promoter of an event
with Leo Brouwer, ‘this meeting gathered composers from 32 countries,
coming from 4 different continents, and considered by different personalities
(including Leo, who calls it “unique”) and different entities as “the most
important guitar composition competition in the world”.!" Although, due to
either logistic or political reasons, the maestro attended online, he certainly
provided a different but enriching experience.

The aethereal presence of Leo Brouwer in Portugal

The masterclasses that Brouwer gave in Portugal between 1994 and 2001
are considered by many to be authentic landmarks.!”” The lack of reliable
information makes it impossible to quantify the exact number of attendees at
those masterclasses, or to identify precisely all the students that followed such
courses. | have already referred to an old VHS with some images of the 1995
Santo Tirso masterclass, where I could identify some of the students, such
as Artur Caldeira, Paulo Peres or the already mentioned Augusto Pacheco.
Nevertheless, in 2012, it was possible to identify and track down about a
dozen students, who kindly shared their deep memories and emotions, to
whom I am deeply grateful. I had already had the opportunity to focus on
many aspects of Leo Brouwer’s pedagogical and artistic influence,” with most
of these students referring to his extremely rich personality, deep knowledge
and impressive cultural background, as well as how he positively influenced
them both artistically and personally, providing important clues as to how a
music teacher should be:

Although many of these aspects [teaching methods during the masterclasses]
are mostly common to many other teachers and pedagogues [...], his level
of success leaves in its cultural, professional and human richness, in
his communicational skills (verbal, paralinguistic and kinesthesic, often

0 Maestro usufruindo da extraordinéria e impar emocio de tocar a sua musica sob a sua
batuta. E muito dificil, praticamente impossivel, resumir em palavras o quanto me marcou
Leo Brouwer quer nos momentos que convivi pessoalmente com ele quer em todas as horas
que, como pedagogo e intérprete, dedico a sua musica. Apesar disso recordo o quanto fiquei
maravilhado, apos duas décadas e j4 numa idade avancada, revi o Maestro e ele mantinha
intactas a sua paixio, entrega, energia, sabedoria e perspicicia numa intemporalidade longe do
alcance dos comuns mortais’, Augusto Pacheco, personal interview with author, 26 Oct. 2022.
I ‘Certame que reuniu candidatos de 32 paises oriundos de 4 continentes. Este Evento ¢
considerado por diversas individualidades (incluindo Leo, que o considera “Unico”) e por
diversas entidades como [cit.] “The most important guitar composition competition in the
world”’, Lité Godinho, e-mail message to author, personal interview, 26 Oct. 2022.

12 On the study of these masterclasses see Cassola, ‘Projecto educativo’.

B Cassola, ‘Projecto educativo’.
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using the orchestral conducting gestures) and concise explanations, in the
accuracy, dynamics and authority in the classroom.'*

Though it is almost impossible to quantify with accuracy the presence of the
music by Leo Brouwer in concert programs all over Portugal as well as among
the curricula of all the Portuguese Conservatories and music Academies, we
know that he has been very well represented since at least the 1980s, not only
by his Estudios sencillos, but also the Preludios Epigramdticos, Pieza sin titulo n° 1,
Danza caracteristica, Cancion de cuna, Danza del Altiplano, and so on.

The great Brazilian guitarist Maria Livia Sio Marcos, for instance, played
the Concerto Elegiaco with the Porto Symphonic Orchestra at the Teatro do
Campo Alegre (Porto) in the 1990s (unfortunately she does not remember
exactly the day or the conductor). Recordings and performances of some of
Leo Brouwer’s major works have also been made in this country by important
guitarists: José Pina (Variations on a theme by Django Reinhardt), Paulo Vaz de
Carvalho (Elogio de la danza, Fuga, Canticum, Espiral eterna), Antonio Jorge
Gongalves (El Decamerén Negro), Artur Caldeira (Variations, Sonata, Tarantos),
Paula Marques (El Decamerén Negro), Dejan Ivanovi¢ (Guitar Sonata), Julio
Guerreiro (El Decamerén Negro), Pedro Rodrigues (Guitar Sonata), André Ma-
deira (La Espiral Eterna) or recently Francisco Berény (La Gran Sarabanda) just
to mention a few. Also, the Orquestra Portuguesa de Guitarras e Bandolins
has just premiered in Portugal his new work Quasi concert grosso (2020), a
double concerto for mandolin, guitar and plectrum orchestra, played by the
virtuosi Vincent Beer-Demander (mandolin) and Pedro Rodrigues (guitar).

Brouwer has also influenced academic production. For instance, Artur
Caldeira presented in 2011 his masters thesis ‘Leo Brouwer, Figura incon-
tornavel da guitarra’,® and so did Kornel Fiilop’s with ‘The sarabande in
Leo Brouwer’s work for the classical guitar’, or the already mentioned ‘Leo
Brouwer, Contributos para a Pedagogia Guitarristica’ by the author of this
chapter. The Estudos Evocativos by the guitarist and composer Ricardo Abreu
are an explicit homage to the Estudios sencillos by Brouwer.

Conclusions

Understanding the range and pedagogical relevance of the compositions of Leo
Brouwer in all the music schools in Portugal (either academies, conservatories
or universities), as well as to study accurately the presence of his music in the

* ‘Embora muitos destes aspectos sejam comuns a tantos outros professores e pedagogos
[...], o seu nivel de sucesso podera residir na riqueza cultural, profissional e humana, na sua
eloquéncia comunicativa (verbal, paralinguistica e cinestésica, recorrendo frequentemente a
gestualidade da direcio orquestral) e concisao expositiva, no rigor, dinamismo e autoridade
na sala de aula’, Cassola, ‘Projecto educativo’, 99.

5 Artur Caldeira, ‘Leo Brouwer, figura incontornavel da guitarra’, M diss. (Instituto Politéc-
nico do Porto, 2011).
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concerts held in this country are a difficult task but worth the study. It seems
impossible to quantify the impact of Leo Brouwer in Portugal and to measure
how far his influence has reached, but we can ascertain that he particularly
touched the first generation of students who were in their twenties when he
first came, and are now themselves experienced guitarists. Therefore, we can
conclude that the presence of Leo Brouwer goes far beyond those six physical
appearances in the years of 1994, 1995, 1997, 1998, 2001 and 2018. Leo
Brouwer was not only a major influence on the younger guitarists of the time,
he continues to inspire the younger generations today. It would be interesting
to study if there is any evidence of Portugal in Brouwer’s compositions, be it
stylistic, cultural, musical or linguistic.

Leo Brouwer has obtained more than a hundred awards throughout his
life, from UNESCO and Cannes, international nominations and academic
recognitions, and Doctor Honoris Causa in several foreign Universities. His
continuous presence and the important role he has played in Portugal makes
worth considering the possibility of also granting him a Doctor Honoris
Causa in one of the Portuguese universities, especially one of those with a
music department.
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