FERNANDO SOR - THE COMPLETE STUDIES FOR GUITAR
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INTRODUCTION 5

INTRODUCTION
by Matanya Ophee

Historical Background

The earliest collection of didactic pieces by Fernando Sor, the
12 Stuelies op. 6, was first published in London in 1815. The
last one, the Intraduction to the Study of the Guitar op. 60,
was composed in 1837, just two years before the composer’s
death.! Together with the other collections contained in the
present volume the: /2 Studies op. 29, the 24 Lessons op. 31,

the 24 Exercises op. 35 and the Twenty-four litle pieces o
serve as lessons for beginers op. 44, this material se rich in
the wisdom and compassion of a great teacher has enjoved
the respect and admiration of generations of guitar teachers
and their students. The didactic pieces written and published
by Fernando Sor throughout his entire creative- life have
remained in print for well-nigh a century and a half aow. In
spite-of the appearance of more recentde i
tar literature, these picccs have demonstrared a sesili
purpose seldom seen in guitar music ol thegarly nin
century, Indeed, this was, and will remain so
of guitar pedagogy.
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arg three biographies of Femando Sor currently in prinl. Brian Jef-
wendloSon Eompaserand Guilarist. London, Tecks Edinons, 1977,
sentially unchanged in 1994, Also: Wolf Moser. Fernando Sor
h iter Aiitohio) "g.'p.-’rre:r.lugrnu risi ke Schiifien. Cologne, Gitare
L'L Laute Veriag: 1984, Also: Bemard Pinis; Fermando Sor Une Guitare
& UOrde du Romantisme, Paris, Aubier, 1989 All three books scems to
be based on the same material. mosthy the writings of Sor himself, Many
quastions aboul Sor's persons! biography still remain unanswered.
Methode pour La Guitare/ par/ Fernando Sox Paris, 18330, Facsimile edi-
tion by Minkoff Reprint, Geneva 1981 1L should be noted that the Minkoff
ediionis a kybrid of two different editions: The text is indeed thal of the
530 Paris editton; The illustrations and the music examples, though; are
taken from the 1832 N, Simrock hi-lingual French/German edition.

All guotations from this book are taken from the French ongiral. The
English version transtated by Arnold Merrick is much better known today.
Unforhmately, it contains several mis-translations and distortions of Sor’s
original intentions.



FERNANDO SOR - THE COMPLETE STUDIES FOR GUITAR

Depuis Robertde Visée, peud'artistes se distinguérent dans
ce genre de composition. Aussi lorsque Sor parut prés de
deux siécles plus tard, causa-1-il une vive sensafion dans le
meonde musical. Il étonna et ravit par le charme et la now-
veauté de ses créations qui resteront comme des modiles
de science et du goilt, Les succés de ce grand artiste ne le
mirentpointa Fabridelacritigue envieuse. Les tracasseries
gu'il eut d essuyer de la part d'ignorants confréres i ne
le comprenaient pas, lui aigrivent Uesprit ef ce fut sous ces
Jdcheuses impressions gu'il écrivitle texie de sa Méthode
dans lequel il paraissait bien plus préoccupé de repousser
les attagues dont il croyait étre | 'objet et de rendre guerrve
poitr guerre; que de dévelppper ces précepies er de les
mettre a la portée de vous, Ce défaui prave ait point de vue
de Vensétgnement a été senti par e judiciews éditenr qui
remet au four Uoewvre de Sor”

Since Robert de Visée, few artists distinguished themselves
inthis kind of composition. Also, when Sor appeared
two centuries later; he caused a lively commono
musical world. He astonished and enrapiured by theof
and the novelty of his creations which wall stay 85 wndels
of science and taste. The suceesses of this greal
not sheltered hin from envious criticism. T
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* Napoleon Coste. Méthode de Guitare par Ferdinand Sorv. Paris,
Schonenberger. 1851 (Lesure), p.n, 1726, Copy in the Rischel & Birket-
Smith Collection, Royal Library of Copenhagen: Reprinted by Lemoine
c: 1880, Copy of the reprint in the collection of Matanva Ophee.

its fingers in that position. The argument appears convincing,
except that it is based on the faulty notion that the fingers
remain in that alignment even when the hand is curved into a
playing position above the strings, It may well have remained
s0 in Sor's own hand. but hurman angion
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betweenindividuals. lanany e
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are many pieces
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R.H. aliernation in m.i sy -and similar

G, e ne pids misux faive que de
de M. Asuado, gui, excelleni dans
e eveciiion, est dans le cas d'éabliv les régles les
réflechies et les mieux calculées fa-dessus.

If the reader wishes folearn to pluck the notes.of a passage
with speed, [ cannot do better than send him to the Method
of Mr Aguado, whoexeels in this manner of execution; and
in which he established the most thought-out and the best
calculated rules about it, (My translation - MOL)

Animportantobservation must be made here; the only method
by Aguadoe available in the French capital in 1830, must have
been the 1826 Méthode Compléte translated into French by
Frangois de Fossa. Itis not likely that Sor would have directed
his French readers to the Spanish versions of this book, even
il they were available. In that book, Aguado expresses the
notion that scale passages should be performed in an i.a.ia
alternation. Can we then assume that Sor approved of La.i.a
fingering for scales? Probably not! In a simplified version
of the Escuela published c. 1834, (op. 6) Aguado provides a
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INTRODUCTION

first-hand testimony onthe mater. Thistestimony was perhaps
based on observations and discussions with Sor himself, made
while living and working in close proximity in Paris.

Pour exécuter les gamimes je préférerais | index e le médius
a lindex et Uannulaive comme je le pratiguais jadis. Mon
expérience m'a prauve gue les raisons de Mr. Sor pour cette
préférence sont décisives.

To execute scales | prefer the index and medium fingers
[f.m.i. ] to the index and annolar [i.q.ia. ] fingering I used
to practise before. My experience proved to me that Mn
Sor’s reasons for this preference are decisive.

(My translation - MO.)

This is a testimonial by his friend Aguado. It tells ug how
Sor actually played seales, in effect, repudiating Sor’s own
pronouncements as made in his Method. Ithas alsolong be
assumed that most scale passages in Sor's music should be
played as legato as possible. The legato-in-scales was ont
themajoraspectsoftheteachingsof the Russian mastors of
sevenstring guitar such as Andeei Sychra, Mikhail Vyss
and Semion Aksionov. Az much s 5
type of scale playing. and winle he
ides from the Russians, there
in his published music. The apparent a
idea must then be viewed with
Oiher aspectsef Sor's wchmgue sucl
fingerstop., i and ., cann

1 litel

but ratherconidered inthe con

The rationale

Exercices. Morceaux de musique doni chacun a pour bui
de nous rendre familiere | application des régles. Les exer-
cices somt la pratigiee des theories établies par la méthode
(gue je considére la partie spécudative), comme |'emplol
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de I'équerre pour élever une perpendiculaive n'est que le
résulial de da démonsiration de cette figure:

Exercises. Pieces of music, each having as an objective to
makens familisryriththe innlicatinn nf thamitar Bvorsican
arcthe practice of their }
| considerthe specaiative
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ris-a simple geomelric cons ruction which proves
1 poitt M. the conjunction of two circles whose
t-from point € (the point of equal divisionof the line
l-angle botween linesMC and AB. The relevance of
the drawing and s ic to the argument about the nature of exercises;
m&ohirseon first reading. Its significance may lie m private or public
uments Sor may Have had with his colleagues with which we are not
copversant today. In his English translation, Arnold Memick solved the
dilemma by simply making an obseure reference to the drawing without
dplicating il

ABywillformat

Arnold Merrick translates this passagethus; Lessons, pieces of music, éach
hetvitig for i obect not the evercise of a single rile, buralso of the ritles
emploved i the lessons preceding, and even the nitiating of the learner
ire some excepiions. While this rendition is in impeccable Bnglish. it does
rot precisely render the same scnse of the original text,

This was one of the earliest compositions published by Sor himsclf and
distributed by Pacini. It was listed in the Bibliographie de fa France. ac-
cording to Jeffery, in September 1828 almost a year and a half before the
publication of the Méthode in 1830, See page 93 of the present publication.
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These exercises will be very useful to persons whoshall study
according to the method which | am about to publish,-as my
principal purpose has been to put to practice the principles
‘contained therein. (My translation - MO,)

This text tells us that Fernando Sor had formulated the prinei-
pal theories expounded upon inthe Methad. For all we know,
the book may have been written already by 1828 and in the
process of being prepared for publication. [talso tells us that
by this time Sor was convineed of the wisdom of presenting
the student with technical difficultics in acarefully graduated
manner. If the-exercises in fact are a practical renditien of a
giventheory orrule, Sorhas not seen it fitte identify preciscly
in each exercise the theoretical rule-to which it
Obviously, it would have been confusing to readers in 1828,
since the theoretical text was not yet available. Conversely,
the Method itself does not contain any direet reference tothe
practical-application of any of its.theories in these Exercise:

Whilethe 24 Studies and 24 Le ssons arc repeatcdly mentioned
in the Method right from its very beginni
are mentioned then briefly at the cnd of |
the assertion that they were meant to
mote graduated version of the Lessons
terming whichtheoretical principlei
illustration in ¢

s relevant:
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technigue, the way he
a&:tua]ly performed lhese pieces himself. Another important
issue we had to consider was that as much as historically
informed performance practice has been of great benefit to
performing musicians, we must be aware that the purpose of
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these pieces is to help in the formation of foday's beginner,
intermediate and advanced guitarists. Whatever their impact
may have been on Sor's students in the early nineteenth cen-
tury, we must consider the impact tbey have today, on our
students.
onlyapplicable o plavingthe cond
samecompaser;butalsowthe ¢
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v wording, Coste s telling us in fact
change made by him to these pieces was
i he received dircetly from-his teacher;
nposer, Femande Sor This is ‘a fust hand testimony
1o Sor's activity as a teacher and his use, in
is wacher’s studio, of printed material of his
sitions. As pointed out by Erik Stenstadvold.” the
ifdtion must have been the major source for the
seadit ngs of Sor’s original text as they appear in the
tarnous edition of 20 Sor Studics by Andrés Segovia. In his
Stenstadvold 1akes the: view that these changes
made by Coste, as indeed they were. Even though he
guotes the same wording to the Coste text as printed above,
My Stenstadvold does not allow for the evident likelihood
that these changes were made by Coste, because his teacher
might have changed his own view of the works. In our view,
itisunwise to always take firsteditions as a final authority for
musical texts, particularly when such editions did not enjoy
the full participation of the:composer in the publishing proc-
£s%, as must have been the case at least with opp.6, 29 and
31. The intimate relationship between teacher and student,
working throughout a series of studies, is a perfect environ-
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article; Mr.

* Erk Stenstadvold. Cosie's Comvibutions to the "20 Studies by Sor',
Soundboard X172, 1084, p. 136,
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