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THE INTENSIONS OF MODERN CLASSICAL GUITAR SCHOOLS:
ACHIVEMENTS OF BRITISH PLAYERS

In the article the intensions, which define the dynamics of renovation of the academic guitar
performance of XX — XXI centuries are studied and systematized. The processes of differentiation,
convergence, extrapolation, assimilation, integration, universalization, globalization, marked as
conditional for the development of modern Western European, Eastern European, American and
Asian guitar schools. On example of the creative achievements of Julian Bream, John Williams,
David Russell, Paul Galbraith the contribution of the British guitar school in the further strengthening
of the academic positions of guitar art, the enriching its performing traditions and innovations is
analyzed.
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Isannixoe Tumyp Ilasnoeuu, kanouoam mucmeymeo3Hascmea, OOKMopaHm Kageopu meopii ma
icmopii my3uutoeo suxonaecmea Hayionanonoi mysuunoi axademii' Yepainu imeni I1. 1. Yatikoscvkozo

IHTeHmii cydyacHUX KJIACMYHHUX TiTAPHUX MIKLI: JOCATHEHHS OPUTAHCHbKUX BUKOHABIIIB

Y ecmammi cucmemamuszoeani inmenyii, AKi 6U3HAUAIOMb OUHAMIKY OHOBNEHHS AKAOEMIYHO20
eimapnoeo suxonascmea XX — XXI cmonimo. [lpoyecu ougepenyiayii, konsepeenyii, excmpanonsayii,
acuminayii, inmeapayii, yHigepcanizayii, 2n1o6anizayii 8i03Ha4eHi Sk maxi, wo 00YMoGII0HMb PO36UMOK
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CYUACHUX 3AXIOHOEBPONEUCHKUX, CXIOHOEBPONEUCHKUX, AMEPUKAHCOKUX, A3IamcbKux simaprux wikin. Ha
npukiadi meopuux docsienens Jicyniana bpuma, /[icona Binvsamca, [lesioa Paccena, Ilona I'onbpatima
NPOAHANI308AHO BHECOK OPUMAHCHLKOI 2IMAPHOI WKOU Y NOOATbULe NOCUIEHHS AKAOeMIYHUX NO3UYill
2imapHo2o mucmeymaa, 30a2a4enHs ii GUKOHABCLKUX MPaouyil ma iHHO8AYill.

Kiro4oBi ciioBa: eimapHne mucmeymeo, inmenyii, 2imapHi 6UKOHABCHKI WKOIU, OPUMAHCLKA
2imapha wKoaa.

Heannuroe Tumyp Ilasnosuu, kanouoam uckyccmeoseoenss, OOKMopaHm Kagpeopv meo-
PUU U UCMOPUU MY3bIKATbHO20 UCNOTHUMenbcmea HayuonanvHou my3svikanivHol akademuu Ykpau-
nol um. I1L.U. Yavixosckozo

NHTEeHIUM COBpPEMEHHBIX KJIACCHYECKHMX IMTAPHBIX IIKOJ: JOCTHKEHUSI OPUTAHCKHUX
UCIIOJIHUTeJIeH

B cmamve cucmemamuzuposanvl unmenyuu, onpeoensrowue OUHAMUKY 0OHOGIeHUs aKade-
Muueckozo eumapro2o ucnoanumenvcemea XX — XXI eexos. Ilpoyeccel oughgpepenyuayuu, koneep-
2eHYUU, IKCMPAnoIayuU, acCUMUIAYUY, UHMeSPpayuU, YHUBEpCAIu3ayuu, 2100amu3ayuy ommedensl
Kak obycrnosnusaiowjue passumue COBPEeMeHHbIX 3aNna0HOe8PONENCKUX, B0CMOYHOEBPONEICKUX,
AMEPUKAHCKUX U A3UamcKux 2umapHulx wkol. Ha npumepe meopueckux oocmudcenuii /ocyruana
bpuma, /[orcona Bunvsmca, /[3s6uoa Paccena, Ilona I'onbpaiima npoananuzuposan 6kiao opumarc-
KOU 2UMAapHOU WKOIbl 8 OalbHelulee YCuleHue aKkademMudeckux no3uyull 2umapHo20 UCKyccmed,
obozaweHue ee UCNOIHUMENLCKUX MPAOUYUL U UHHOBAYUI.

KiroueBsle coBa: cumapHoe ucKyccmeo, UHmeHyuu, 2umapHvle UCNOJHUMENbCKUE WKOJIbL,
OpumancKas 2umapHas wKoad.

Panorama of modern guitar performance, at first glance, reflects two opposite
routes of the development — the reinforcement of specific, local national traditions
and the strengthening of the process of globalization. Both directions are productive
in terms of cultural interaction, the active exchange of contacts, accumulation of
personal achievements and sensitivity to other people's experience. In our days, the
overall picture of progress of the guitar schools looks extremely dynamic with flares
of new names, dynasties, generations of virtuoso musicians, by impressing of
unprecedented scale of concerts and an arsenal of new techniques. The current state
of the academic guitar performance is characterized by the interplay of a number of
intensions affecting the development of any guitar school. Identification of these
intensions and their expression in creativity of most prominent representatives of
British guitar school is the goal of this article.

Performing schools as "a kind of cultural tradition" [4, 12] carry a steady
reserve of hereditary information and transmits it over synchronic and diachronic
channels of succession: passes in direct contact "teacher-student" or indirectly.
Performing school as a part of the national culture is not only aimed at expanding of
the genesis, consolidation of experience, further development of the accumulated
achievements, but is sensitive to the traditions of other schools, their assimilation,
"national assimilation of the perceived" [7, 8], often — to the diffusion of "free
placement of elements of one tradition between the elements of the another" [7, 15].
The most authoritative performing schools are able to extrapolate their own traditions,
resulting in formation of synthesis, diffusion, convergence of traditions (toe, inter-
assimilation), also are produced universal performing norms. They are developed by
generations of musicians, schools.
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In the second half of the twentieth century, the general picture of renovation of
guitar performance is somewhat different than in the first half. Along with the guitar
schools, long and well-established in the field of solo performances thanks to centuries-
old experience of playing the guitar (for example, Spanish guitar school), the Eastern
and Latin American schools who are already quite advanced, professionally equipped,
academic, full in its self-determination are moving to the leading positions. Asian
schools are in process of becoming with demonstration of bright creative
achievements. Each guitar school has its history, the specific development, its leaders
and followers.

Next intensions can be traced in the process of summing up the most significant
achievements of the most influential of these schools:

— differentiation (from the Latin. Differentia — the difference) means separation,
dismemberment different vectors of guitar performance according to the specifics of
national traditions;

— extrapolation (from the Latin. Extra — over, out; and polio — straightening,
unchanged) — the process of distribution (transport), abilities, skills, experience and
traditions of one school to another;

— assimilation (from the Latin. Assimilation — merger, assimilation) — the
assimilation of cultural tradition of guitar school, their incorporation into national
niche musical art and education;

— integration (from the Latin. Integratio — restoration,) is a state of connectedness,
embeddable individual elements of various cultures and traditions of performing a
single system, as well as the process leading to such a state;

— convergence (from the Latin. Converge — convergence) characterizes the
process of convergence, assimilation of different cultures performing, erasing boundaries
and differences between them;

— universalization (from Eng. Universalize — unify) reflects the general
distribution, the introduction of the accumulated cultural traditions of different
schools;

— globalization (from the Latin. Globus — ball) reflects the growth of local
(national and regional) phenomena of guitar art in a global phenomenon, and its
transformation into an integrated global environment; association, the internationalization
of cultural traditions and values, the achievement of the supranational level of
standardization and harmonization in the performing and design methods and
techniques.

The process of differentiation of guitar schools by ethno-geographical and
regional lines formed historically. It is currently represented by the modern guitar
schools that can be organize on the basis of national origin and degree of influence:

1) from Western European guitar schools the most reputable is Spanish school
(Pepe and Angel Romero, Gabriel Estarellas, Maria Guzman, Francesco de Paula
Soler, Pablo Sainz Villegas, Ricardo Gallen), Italian school (Oscar Ghiglia, Angelo
Gilardino, Carlo Marchione, Aniello Desiderio, Marco Aurelio Zani de Ferranti),
German school (Thomas Muller-Pering, Tilman Hoppstok, Hubert Kappel ), English
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school (Julian Bream, John Williams, David Russell, Paul Galbraith, Nigel North),
French school (Alexandre Lagoya, Roland Dyens, Jeremy Jouve, Olivier Chassain);

2) between Eastern European guitar schools can be distinguished: Czech school
(Stepan Rak, Pavel Steidl, Vladislav Blaha), Polish school (Krzysztof Pelech, Marcin
Dylla, Lukasz Kuropaczewski), Balkan school (Zoran Dukic, Dusan Bogdanovic,
Denis Azabagic, Goran Krivokapic, Ana Vidovic), Greek school (Kostas Kociolis,
Antigoni Goni, Elena Papandreou), Russian school (Alexander Frauchi, Evgeny
Finkelstein, Alexey Zimakov, Dimitri Illarionov), Ukrainian school (Vladimir
Docenko, Valery Petrenko, Roman Viazovsky and others);

3) in the America’s continents we note the US school (Manuel Barrueco,
Christopher Parkening, Sharon Isbin, David Starobin, Eliot Fisk, Los Angeles Guitar
Quartet), Cuban school (Leo Brouwer, Jesus Ortega, Joaquin Clerch), Brazil school
(Assad Duo, Fabio Zanon, Brazilian guitar Quartet);

4) between Asian schools the most representative are Japanese school
(Katsuhito Yamashita, Tadashi Sasaki, Ichiro Suzuki, , Kaori Muraji), China school
(Chen Zhi, Xuefei Yang, Beijing Guitar Duo), South Korea school (Bae Chang Hym,
Ko Jung Jin), Vietnam school (Hai Thoai, Quang Hue, Phan Dinh Tan).

In the dynamics of renovation of traditions of the national guitar schools we
can consider the effect of all the above intensions, which manifested in each case in
different proportions and with different power of expression. The strength of these
intensions in the development of any performing school depends on the scale and
success of the creative activity of its most prominent representatives. For British
guitar school, undoubtedly, such influential musicians are Julian Bream, John
Williams, David Russell, Paul Galbraith and others.

Julian Bream (1933) — an outstanding guitarist and lutenist, the founder of
modern British guitar school. Musical and stylistic interests of Bream in scenic lute
repertoire (as related instruments and other field of performing) has to enrich the
guitar performing traditions, multiplying list of guitar transcriptions of lute music of
the Renaissance. On the other hand, the desire to increase the range musician
contemporary works, specially created for the guitar, pushed him to the many
creative initiatives.

Early in his career he turned to I. Stravinsky, P. Hindemith, D. Shostakovich to
write the music for the guitar, but — without any success. However, he managed to
interest his compatriots — the British composers: Benjamin Britten, Malcolm Arnold,
Reginald Smith Brindle, Lennox Berkeley and Stephen Dodgson. As a creative
response to the initiative of John Bream were created "Nocturnal" (1963) by
B. Britten, "Nocturne for Guitar Solo", "El Polifemo de Oro" by R. Smith Brindle
(1956), "Five impromptus" (1968) by R. Bennett, Sonatina by L. Berkeley (1957) and
other works. Bream was first performer of all of them. Bream’s authority in academic
circles was so high that many famous composers from different countries dedicated
to him their works: "Drei tientos" (1958) by H. W. Henze, "Ballade-Phantasy" by
T. Eastwood, "Paseo" by P. Fricker, "Five Bagatelles" by W. Walton, "The Blue
Guitar" by M. Tippett, "Sonata" by T. Carrey, "Suite" by G. Swain, "All in Twilight"
by T. Takemitsu, "Concerto elegiaco" and "Sonata" by L. Brouwer .
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Of course, J. Bream played also already popular guitar works by Heitor Villa-
Lobos, H. Turina, F. Moreno-Torroba, but his new British repertoire was original.
"Sonatina" (1957) by L. Berkeley and "Nocturnal" (1963) by B. Britten in Bream’s
performing entered to the modern concert everyday life and is still considered one of
the best guitar works of the twentieth century. With such mainstream works in his
repertoire John Bream upgraded guitar concert program. It became more continuous,
seamless, the original and widescale, compared with the earlier standard of repertoire,
enriched of miniatures and transcriptions.

After Julian Bream we should note creativity of other famous British guitarist —
John Williams (1941). One of the best students of Andres Segovia D. Williams found
himself true virtuoso. His mastery in 1960-1970 years established a new level of
guitar technique. He played a huge number of concerts each year throughout the
world, and his discography to this day remains one of the largest. From 1958 to 2014
he recorded more than 150 discs and CDs. Such potency in sound recordings is
explained by the wide field of interests of guitarist. John Williams throughout his
career, participated in numerous musical projects, in which in addition to classical
music often sounded jazz, folk, country and even pop music. Biographer of
J. Williams William Starling described the creative intentions of the two leading
British guitarists of the older generation: "Julian Bream was an important person in
John Williams' background as he was building his career. Eight years John's senior,
Bream represented a different school of musical expression, and while Segovia was
creating an audience for the "Spanish" guitar around the world, Bream focused on
creating a new repertoire, commissioning and playing new works by British classical
composers (Berkeley, Bennett, Britten, Maxwell-Davies, Tippett, Walton, etc.).
Williams, on the other hand, had always preferred to approach and absorb other
strains of music, notably folk, jazz and even pop)" [6, 87].

The active role of J. Williams in the promotion and popularization of the guitar
art cannot be overstated. As the world's leading artist he discovered the name of the
Australian luthier Greg Smallman. Design features of his classical guitar provided a
wider dynamic range than the traditional one. So, at present, there are numerous
followers, luthiers all over the world, who applied his new method of construction of
the guitar.

The most prominent representative of the next generation of British guitar
school can rightly be called David Russell (1953). A virtuoso performer and teacher,
winner of numerous awards, has not less significant influence on the formation of the
British guitar art. His name 1s included in the elite of concert virtuoso musicians of
our time. Among other outstanding representatives of the British guitar school —
J. Bream, J. Williams, P. Galbraith, E. G. Devine, N. North, as well as the leading
masters of guitar schools of America, Europe, Asia (Manuel Barrueco, Katsuhito
Yamashita, Leo Brouwer, Fabio Zanon, Costas Kocholis, Victor Mikulka, Sharon
Isbin, Roland Dyens, Tilman Hoppstok, Pepe and Angel Romero, Zoran Dukic, Pavel
Steidl, Carlo Marchione, Aniello Desiderio, Sergio and Odair Assad, Franco Platino,
Antigoni Goni) David Russell has had a significant influence on the formation of
contemporary artistic avant-garde of the guitar art. Along with the concert and
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educational activities, he has taught a galaxy of his followers. His well-known pupils
are M. Palmer, E. Costa, A. de Contreras, J. Kerry and others.

David Russell is well known among professionals and fans of guitar art as one
of the most sought-after classical guitar performers. Every year he plays a record
number of recitals (up to 200). In 2004, D. Russell was awarded the prestigious
Grammy Award for the album "Aire latino", recognized as the best in the category of
"classical solo instrumental music". For the entire history of this competition awards
such rank it was awarded a few guitarists — Brazilian artist Laurindo Almeida (1960,
1961, 1964), English virtuoso Julian Bream (1966, 1971) and Los Angeles Guitar
Quartet (2004). Such creative triumphs reflected the process of strengthening the
position of guitar in an academic performing.

This 1s a musician with a phenomenal technique and unusually thin lyrical gift. In
a review of the Russell’s concert placed in the Italian newspaper "Il Gazzettino di
Treviso", the musician was called "Lord of the guitar" [5, 2], meaning his harmony,
power and at the same time sophisticated elegance of his playing: "Everything he takes
seems charming; his guitar "sings" melodious, gently tapping such colors and nuances in
the music, which the listener may have no idea ..." [5, 3]; "Russell — the undisputed
"maestro" of the guitar, synthesis of Segovia’s school and Julian Bream’s British school
enriched extraordinary sense of color and musical taste" [1, 5]; "David Russell may be
named Glenn Gould of the guitar whom Baroque music is certainly close. He, like no
other, is able to maintain a steady stream of Baroque works almost like a clock with
precision, revealing at the same time the average vote in the three- or four-part structures
with incredible technical ease" [1, 5]. These and many other features can be found in
various foreign newspapers and magazines: "Acoustic guitar", "Classical guitar", "Guitar
review", "Il Tempo", "Guitart", "Seicorde", "Gitaarview" and others.

A significant contribution of David Russell to the development of guitar art is
also measured by his methodical achievements. British virtuoso did not issue special
papers on the technique of playing the guitar, like many "schools" that in excess were
released in different languages by other educators. This situation is largely due to
extremely tight annual schedule of concert performances of the musician. However,
the book "The David Russell technique in 165 councils" [3] was published based on
visits to numerous seminars and masterclasses of maestro by his disciple and follower
of Antonio de Contreras. It is essentially a collection of short but very intensive and
valuable tips, which reflect the guiding principles of the formation and development
of guitar performing art of British guitarist. Toolkit includes several sections devoted
to the basic elements of the performing unit: appliances (about technology in
general), the left hand ("change of position", "compression-tension", "vibrato",
"legato of grace notes", "glissando", "barre"), the right hand ("arpeggios, chords",
"about disposition of the hands", "attacking of fingers", "thumb", "dynamics",
"timbre", "tremolo", "trill", "co-ordination of hands"), music ("phrasing, accents",
"harmony", "rhythm", "some remarks on the style and form", "training method"), a
public performance. It should be noted that the book contains practical advice is, in
many respects are unique finds David Russell. The book notes, in particular, the
general stylistic differences in the performance of grace notes in romantic and
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baroque music: "Romance gruppetto — very sensual, performed slowly, almost
without underlining the first note. Baroque gruppetto is more abstract, they have to
run faster and with an emphasis on the first note" [3, 4]. For using technique of
arpeggio in sequence of chords D. Russell recommends "make arpeggio in
harmonically unstable chords (dominant, dissonance). On the contrary, it is not
necessary to make arpeggio in sustained chords, resolutions: play all the notes at once
quietly and softly" [3, 7]. To decrease the rustles in the sound extraction we should
pay attention to the fact that "the sound of the nail occurs only when the finger slides
too long on string. Make the attack sharply, with one blow, and you get rid of this
noising rustles. Proper attack — a question of speed, not strength: learn how to
perform a quick attack with a strong pressure on the string, and with a weak" [3, 16].
The book "The David Russell technique in 165 councils" surely allows to study many
subtleties of performing techniques and significantly enriches the personal arsenal of
technical skills of playing the guitar, that, in turn, is undoubtedly a significant
achievement of the British guitar school.

In modern academic guitar performance along with the classical six-string
guitar became widespread seven-, eight-, of ten-strings instruments of similar design,
but with a wider fretboard that contains standard six strings and the extra basses. In
recent years, significantly increased its interest in the new varieties — eight-strings
"Brahms guitar". It has a number of indisputable advantages and improvements. Paul
Galbraith — another well-known British guitarist and the main iitiator of the innovative
guitar — said in an interview about the specific features of the instrument: "I realized
that the possibilities of such eight-strings instrument significantly expand the range of
musical works available for playing the guitar. Arrangements of Lute music from the
Renaissance to the late Baroque, built with more natural fingering, allow maintain a
completely original tessitura, and sometimes the tone of the original. In fact, now we
have the opportunity to play the lute music of the Renaissance right in the tablature.
Added strings even in the original works for the six-string guitar make much easier
texture to play, providing better control of voice and phrasing" [2, 6].

Guitar repertoire and discography enriched with new masterpieces of piano and
string music of different epochs thanks to the brilliant performance skills of Paul
Galbraith and his many talented arrangements and transcriptions. Original
arrangements of the music of J. Haydn, W. Mozart, C. Debussy, M. Ravel, J. Brahms,
E. Grieg become the property of the new guitar repertoire, expand the scope of
aesthetic and stylistic perception of the instrument. They also testify to the powerful
process of extrapolation of the world's musical heritage through the British guitar
school, the universalization of the new sides of the guitar performance related with
modifications of classical instrument.

Summing up, it should be noted that British guitar school made a significant
impact on the development of modern guitar art. It extrapolated the best examples of
lute and vihuela music, new performing standards, and also it provided the integration
into the global academic culture of performing thanks to close cooperation with the
leading composers of our time.
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YJIK 784.3:82-1(430+510)
Y Xynu IOanw,
accucmenm-cmasicep Kageopuvl CoNbHO20 NeHUs.
Xapvroscko20 HayuoHaIbHO20 YHUGEpCcUmema
uckyceme um. M.11. Komnapeseckozo

5 _ CMHTE3 TPAJALHUA KJIACCUYECKOH
KHTANCKOM 033U U HEMELIKOM KUNSTLIED B BOKAJIbBHOM
IUKJIE XYAH 13bI "TPH 'KEJIAHUSI PO3bI"

Yemanoenenvl gpynxyuonanvhvle cesa3u mesxcoy yOaieHHbIMU 80 8DeMeHU U NPOCMPAHCIEe s6jle-
HUAMU — KIIACCUYeCKoU Kumatickoti noasuell u Hemeyxotl Kunstlied, cunmesz xomopuwix onpedensem sicam-
PosyIo cneyughuky Kumatickou xyooxcecmeentol nechu XX 6exa u co30anmblli Ha ee 0CHOBe BOKAbHbILL
yuxn Xyan 301 "Tpu srcenanus posot”. Cpeou obwux wepm, npucyuux KUmMatickou nodmuyeckol mpaou-
yuu u nHemeykou Kunstlied u cunmesuposannvix 6 sokamvuom yukie Xyau Lf3vl, — npunyun "netizadxc 6
amoyusAx", passumue mem 6036paweHUs, MOCKU NO POOuHe, OOUHOYECMEa, HCeNaHUsl, CMbICI000pasbl
8eCHbl, 800bl, YBEMKA, BONPOCA, CK8O3b NPUSMY KOMOPLIX PACKPLIEAEMCsl HympeHHuu mup 1 epounu.

KitoueBsie cnoBa: xumatickas xy0oxicecmeenHas necHs, KUMaucKas Kiaccuyeckdas nodsus,
nemeykasn Kunstlied, soxanvhulil yuxi, unmoHnema.

Y Xyn FOans, acucmenm-cmasicucm xagheopu convrnoco cnigy Xapkiecbko2o HayioHanIbHO20
yHigepcumemy mucmeyms im. 1.11. Komaapescvkozo

Cunre3 Tpagulii KJIacu4Hol KuTalicbKkol noesii i Himenbkoi Kunstlied y Bokaabnomy
nukiai Xyad I3u "Tpu 6axkanus TpossHau'

Bcmanosneno ¢ynxyionanvri 36 ’s13ku Midc 8i00aieHUMU Y 4aci i npocmopi A8Uamu — Kid-
CUYHOIO Kumaticbkoio noesicio ma Himeywvkoro Kunstlied, cunmes axux eusnauae dHcanposy cneyu-
@ixy xumaticbkoi xXy00dcHvboi nicni XX cmonimmsa ma cmeopenuil Ha ii OCHOBI 8OKANbHUL YUK
Xyan [3u ,, Tpu 6ascanns pozu". Ceped cnilvHux puc, 61acCmugux KUMaucCbKil NoemuyHiti mpaou-
yii' i nimeyoxiu Kunstlied, wo cunmesoeani y eoxkanornomy yurii Xyan [{3u, — npunyun "netizasxic 6
emoyiax", po3eumox mem noeepHenHs, Hypou 3a 6amvKiUUHOI0, OOUHOKOCMI, OANHCANHHI, CMUCTLO-
obpa3zu 8ecHu, 600U, KEIMKU, NUMAHHS, KPI3b NPUSMY AKUX POZKPUMO eHympiwHil ceim I epoiHi.

KnrodoBi croBa: xumaiiceka XyO0odcHsi NiCHA, KUMAUCbKA KIACUYHA NOe3if, HiMeybKa
Kunstlied, soxanvruii yuxi, inmonema.
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