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I
One of the prime sources of information on the guitar as it was played in the
United States eighty to a hundred years ago is the magazine The Cadenza, which
began publication in mid-1894 and for the next thirty years kept its readers apprised
of goings-on in the world of fretted instruments. Cadenza was not the first American
magazine to devote itself to the guitar, banjo, and mandolin—S. S. Stewart’s Journal had
preceded it by a good ten years—nor was it alone in dealing with the subject—The
Crescendo (1908–1933) was just one of its rivals.1 But a study of this periodical sheds
light on the place of the guitar in American society at the time and gives us considerable information about its leading practitioners. Such primary sources, however,
must be approached with caution. This is journalism we are dealing with here, not
musicology, and as such it is not above displaying self-interest, exaggerated claims,
misinformation, or the downright suppression of data.
Cadenza started life as a bimonthly in Kansas City, the brainchild of Clarence
L. Partee, a publisher and teacher of fretted instruments in that city. The time was
ripe for launching a periodical devoted to the fretted instruments, due to the rising
popularity of the mandolin clubs and orchestras that were just coming to prominence
at the time. The magazine flourished, and Partee moved his operation to New York
in 1900 and began publishing Cadenza as a monthly. It started to attract the leading
personalities in the field: banjo pioneer Frank Converse (1837–1903) contributed
his memoirs, and Philip J. Bone began providing the historical profiles of famous
players from the past that would eventually become an important book. Cadenza
continued in operation until December 1907 when Partee retired, presumably for
1 In his Cadenza “Problem Prober” column of September 1915, Zahr M. Bickford lists twenty-three English-language periodicals devoted to the fretted instruments, including Mandolin
and Guitar (Baltimore), Musical Tempo (Philadelphia), The Troubadour (London), and BMG
(London).
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Clarence L. Partee as he appeared on
the cover of the July 1904 issue of
The Cadenza. Images from the journal
in this article are taken from the Digital
Guitar Archive’s repository of scans of
the Library of Congress’s collection:
https://www.digitalguitararchive.
com/2020/04/the-cadenza/.

health reasons.2 In the meantime, Cadenza was purchased by Walter Jacobs, an Ohio
native, who had established himself as an important publisher of banjo, mandolin,
and guitar music in Boston some years earlier.3 Jacobs attempted to increase the circulation of the magazine by devoting a section to the interests of the just-emerging
silent film musical industry, but the experiment was abolished in 1910 when Jacobs
launched Jacobs’ Orchestral Monthly. When Cadenza eventually folded in 1924, it was
incorporated into this magazine, which continued in existence until 1941.

II
In an article written for Soundboard in 1985, the present writer, discussing the
guitar in nineteenth-century America, observed that “the guitar remained a modest
appointment of the boudoir, even though it actually seems to have grown in popularity during the 1880s.”4 Writing in the November–December 1894 issue of Cadenza,
Alfred Chenet offered two reasons for this increased popularity:
2 Partee eventually died in 1915.
3 Walter Jacobs was born in Oberlin, Ohio, in 1868 and heard a guitar for the first time at the age
of thirteen. After working for a time on a Texas ranch and traveling through Europe, he settled
in Boston in 1894. See Cadenza 15, no. 1 (July 1908): 20. All references are to The Cadenza
unless otherwise stated.
4 Peter Danner, “The Guitar in Nineteenth-Century America: A Lost Social Tradition,”
Soundboard 12, no. 3 (Fall 1985): 292–98; reprinted in Soundboard Scholar, no. 7 (2021), https://
digitalcommons.du.edu/sbs/vol7/iss1/10.
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In the past eight or ten years the guitar has made wonderful progress in this country,
due to several causes, of which I may mention the numerous works of W. L. Hayden,
[ Justin] Holland, [Antonio] Lopez, [Luis T.] Romero, [Charles] De Janon, [Frank]
Converse, [Francis] Weiland, [Miguel] Arevalo, etc. Also, the playing of the original
Spanish students, the famous mandolin and guitar artists in their concert tour through
the United States.5

A number of other Cadenza writers also credited these “Spanish Students” with
creating a new awareness of the mandolin and guitar. For example, E. R. Day, writing
in 1917, remarked, “Many of you recall the visit of the famous Spanish Students to this
country (though of course you won’t admit it) or, if not, you certainly have heard
about it and how their visit introduced and put the ‘Git’ into Guitar and the ‘Do’
into Mandolin.”6 And H. L. Hunt, in an article for the New-York Tribune, reported,
“When the banjo was at the zenith of its glory a band of Spanish students came to
America. . . . This Spanish organization was composed of such fine musicians that it
made a sensation in this country. Their tour started a craze for the mandolin and
guitar in the United States.”7
The mandolin that became so popular was the Neapolitan mandolin, which, of
course, is not a Spanish instrument at all, and therein lies a rather interesting story.
It was best told by Samuel Adelstein, a San Francisco musician who, with Luis T.
Romero, established the first mandolin orchestra on the Pacific Coast in 1887.8
Many people are under the impression that the original Spanish Students, who appeared in this country about twenty-one years ago, performed upon the Italian mandolin. During his visit to Spain, in 1895, the writer searched diligently in Gibraltar,
Ronda, Granada, Seville and Cordova, but was unable to find a single Neapolitan
mandolin. The instrument used by the original Spanish Students was the bandurria,
or Spanish mandolin, an instrument essentially Spanish, and, even at the present time,
seldom seen outside Spain. . . .
The erroneous impression was created by the fact that soon after the original Figaro
Spanish Students landed in this country, a number of Italian mandolinists residing in
New York, noting the furore the Spanish Students were creating, organized and banded

5 Alfred Chenet, “The Guitar and its Progress in America,” vol. 1, no. 2 (November–December
1894): 3. Born in Canada in 1854, Chenet was professor of fretted instruments at the Boston
Conservatory of Music when this article was published. A profile of Chenet appeared in
the November–December issue, p. 2. He moved to Denver at the end of 1898 (see January–
February 1899).
6 E. R. Day, “Efficacy of the Ukulele and Steel Guitar,” vol. 24, no. 2, new series (February 1917):
4.
7 H. L. Hunt, “The Growth and Popularity of Small Instruments in the United States,” vol. 21,
no. 5 (November 1914): 35. The article is reprinted from the New-York Tribune. Hunt was
manager of the musical instrument department of Chas. Ditson & Co., New York. Compare
George Krick’s version of the story quoted in Soundboard 27, no. 2: 29.
8 Samuel Adelstein, “Mandolin Memories,” vol. 16, no. 7 ( January 1910): 17.
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themselves together under the leadership of a noted mandolinist.9 This fraudulent
organization took the name of the Figaro Spanish Students, adopted similar costumes,
and actually took the personal names of members of the original Spanish Students. . . .
The Original Figaro Spanish Students—22 in number—came to America from
Madrid in 1879, under engagement to Henry Abbey. Their leader was Señor Denis
Granada, composer of the “El Turia” waltzes and other celebrated compositions.
Their instrumentation was as follows: 13 bandurrias, 7 guitars, 1 violin, 1 ’cello. They
returned to Spain in 1881; in 1882 the Figaro Spanish Students again left Spain, bound
for Mexico. This time they were 18 in number and under the direction of Señor Garcia.
They also traveled about America and appeared in San Francisco, at the old Winter
Garden, now torn down. They next went to South America, where they disbanded
at Buenos Ayres in 1885.10

Hunt substantiated the story:
At that time there were hardly any mandolin players in the United States. However,
in New York there were a few Italians who played the instrument. One enterprising
Neapolitan conceived the idea that Italians looked very much like Spaniards, so he
at once organized a mandolin, guitar and bandurria orchestra similar to the Spanish
Students’ Orchestra. For business reasons he named his band “The Spanish Students
from Madrid.” This organization concertized America from one end to the other.
They were dressed in Spanish costume and were supposed to be Castilian noblemen.
All went very well with our Italian friends, who were excellent musicians, until they
ran across the original “Spanish Students” in some city in the far West. Naturally, a
very animated argument ensued. The “Spanish Students’” popularity in this country
was lost, but the seed which they had sown broadcast had its results. Never before
in the history of music had there been such a craze for mandolins and for guitars.”11

The popularity of the mandolin in this country was thus established through a
subterfuge. The bandurria has six strings and is tuned in fourths; the mandolin has
four strings and is tuned in fifths.
While the mandolin was the main beneficiary of these various “Spanish” tours, the
guitar also received a considerable boost: not, however, so much as a solo instrument.
It is practically impossible to discuss the guitar in the United States between 1890 and
1920 without taking into account its association with the mandolin and banjo, with
which it became intimately linked. Thanks to the “Spanish Students,” the mandolin
9 This was Carlos Curti, who was better known as a violinist. Later he became director of the
orchestra at the Waldorf-Astoria Hotel in New York City. See vol. 8, no. 10 ( June 1902): 26.
10 Samuel Adelstein, “The Bandurria and the Spanish Students,” vol. 6, no. 5 (May–June 1900): 4.
The Spanish term estudiantina refers to a collective group of student musicians. According to
Ronald Purcell, Emilio Pujol belonged to such a group and went on tour in Europe at the age
of twelve playing the bandurria.
11 Hunt, “The Growth and Popularity of Small Instruments,” 35.
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became the fashion of the hour. The banjo was a survivor from minstrel days and
was to play an important role in establishing ragtime—a number of commentators
have credited George L. Lansing’s The Darkies Dream (1887) as important to the
development of the rag. Although a few stalwarts remained faithful to the solo guitar, most teachers took up all three instruments to supplement their incomes, and
helped establish the various plucked-string orchestras, which flourished in every
part of the country. Solo guitar playing was relatively rare. To some, this was more
than acceptable. To Chenet, “One guitar played alone is effective, but if used in a
club or orchestra, helping and helped by other instruments, it is so much prettier.”
A certain R. S. Chase observed, “Within the last ten years the guitar has been quite
extensively studied, although in such a manner as to render it simply an instrument
for accompaniment purposes. Since the introduction of the pianoforte into all houses
where the least taste for music exists, the guitar has been little used [to play solos]
except in Spain or Italy. Some performers have studied it, and still study it as a solo
instrument in such a way as to derive from it effects no less original than delightful.”12
“Occasionally,” noted Day, “one would hear of a guitar soloist who could play the
‘Spanish Fandango,’ ‘Battle of Sebastopol’ or other equally beloved gems with much
fire and enthusiasm, always making a hit with his hearers.”13
“Why is it,” asked Iowa guitar teacher Thomas Tyler, “at the present day, when
mandolins, guitars and banjos may be found in nearly every home, that so many
can play the mandolin or banjo fairly well, as solo instruments, but avoid the guitar,
thinking it made only for accompaniments?” To Tyler, “It must be because they
hear so few guitar soloists . . . and as a rule when they do get the opportunity to
hear a soloist he plays music so difficult or classic in theme, the uninformed get the
impression that nothing but these are playable on the guitar?”14 As for Partee, he
blamed the guitarists themselves:
The extreme technical difficulty of the instrument accounts for the comparatively
limited number of really great performers, but we have a sufficient number of great
guitar artists to successfully and thoroughly demonstrate the merits of the instrument
if they only possessed the enterprise and “hustling” abilities displayed by some of our
prominent banjoists and mandolinists. In these qualities they appear to be lacking, to
a certain extent; and as the players who are most competent to display the beauties
of the instrument and to give recitals and concerts successfully before the musically
cultured and discriminating, are doing nothing, practically speaking, to bring the
instrument before the public as a solo instrument of the highest class, naturally the

12 R. S. Chase, “The Guitar and Its Teaching,” vol. 1, no. 1 (September–October 1894): 3.
13 Spanish Fandango and Sebastopol were perhaps the two most popular pieces in the American
repertoire at the time. Both were in open tuning and might be compared with today’s Spanish
Romance. While they were beloved by amateurs, they were considered anathema by serious
players, as Day’s comment suggests.
14 Thomas Tyler, “The Guitar,” vol. 11, no. 7 (March 1905): 10.
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guitar does not receive much consideration from that standpoint, except in certain
limited localites.
No doubt, such of the guitar virtuosi as are competent and willing to tour the
country as solo artists have been discouraged at the difficulties of the undertaking,
and on account of the lack of interest exhibited by local teachers and others, who
should be the first and foremost to encourage anything of the kind.15

III
Who were these “great concert artists” of whom Partee speaks, and what music
did they play?—this “music so difficult or classic in theme,” as Tyler put it? One way
to answer these questions is to consider the guitarists who appeared at the annual
concerts sponsored by the American Guild of Banjoists, Mandolinists and Guitarists.
As early as 1895, C. L. Partee had suggested the formation of a “Banjo, Mandolin and
Guitar Players Union.”16 This suggestion became a reality in 1900 with the establishment of the American Guild of Banjoists, Mandolinists and Guitarists, which held its
first convention in Boston in 1902. Together with a variety of ensemble groups, the
AGBMG presented featured soloists, including the finest classical mandolin players of
the time: Valentine Abt (d. 1923), Samuel Siegel (1875–1948), and Giuseppe Pettine
(1876–1966); and the leading banjoists: Albert A. Farland (1864–1954), George L.
Lansing (1860–1923), and Frederick Bacon (1871–1948). Solo guitarists were also
included. Through the years, Cadenza gave detailed reports of these conventions
and from these we can establish most of the leading guitarists of the day.
No guitar soloists appeared at that first convention, but in 1903, in Philadelphia,
two guitarists appeared: C. W. F. Jansen and Fred C. Meyer. Meyer, of Harrisburg,
Philadelphia, is a shadowy figure, but we know something about Carl W. F. Jansen.
Jansen was born in Norway in 1868 and spent his career in Chicago. Before coming
to America “at about the age of 18, he happened to hear a wealthy nobleman of his
own country play some of the guitar compositions of Zani de Ferranti.”17 His favorite
composer was said to have been Mertz. For the Philadelphia festival he played Zani
de Ferranti’s Ronde des Fées, op. 2 (“with unpublished Finale”), and Mertz’s Fantasy
on Martha, op. 16. “His work was appreciated, as evidenced by the liberal applause.”18
The third AGBMG convention was held in New York in 1904 and is of particular
significance. This convention was managed by Partee personally, and he went out of
his way to make the concert, held in Carnegie Hall, a stellar event:
15 C. L. Partee, “Status of the Guitar,” vol. 7, no. 8 (April 1901): 6.
16 C. L. Partee, “The Proposed Convention of Banjoists: How to Make a Success of It,” vol. 1,
no. 6 ( July–August 1895): 5.
17 See the profile of Jansen in vol. 18, no. 9 (March 1912): 10.
18 Vol. 9, no. 6 (February 1903): 39. The comment about the unpublished Zani de Ferranti finale
is suspicious. The American edition published in 1846 by Ernst & Son specifically mentions it
containing “the Finale never before published.” See Marco Aurelio Zani de Ferranti, Works, ed.
Simon Wynberg, vol. 4 (Chanterelle, 1989).
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One of the objects of the manager of the recent New York Grand Festival Concert was,
if possible, to create a revival of interest in guitar playing and to bring this instrument
favorably before the notice of well-to-do-people. It was with that end in view that
he assumed the large expense of engaging those two great guitar artists, Mr. William
Foden and Mr. C. D. Schettler. . . .
One thing is certain, the guitar has been too much neglected as a solo instrument
of late years; and it is to be hoped the playing of Messrs. Foden and Schettler may
have inspired many to study the instrument more seriously in the future.19

Most Soundboard readers will be familiar with the name of William Foden (1860–
1947).20 By 1903 he was perhaps America’s leading guitarist. Luis Romero had died
in 1893; Manuel Ferrer (1828–1904), Charles Dorn (1839–1909) and Charles de
Janon (1834–1911) were in the twilight of their careers. Partee expressed concern that
Foden might be unwilling to appear: “When it was proposed to engage Mr. Foden,
many persons thought it would be impossible to induce him to come to New York
to appear in concert, for the reason that he is already so famous as a guitar artist that
he needs no further propaganda to establish his fame; and also on account of Mr.
Foden’s well-known aversion to traveling.”21 Foden did appear and apparently gave
Partee and his audience their money’s worth. Partee’s review is expressed in the most
glowing terms: “One is at a loss to find words adequately to describe Mr. Foden’s
playing upon the guitar, for he is more than a virtuoso, he is a thorough master of
the instrument in every phrase and detail.”22 Foden performed his arrangement of
the Sextet from Lucia and his variations on Joseph Ascher’s once popular song Alice,
Where Art Thou?
The other guitarist to appear at the New York concert in 1904 is all but forgotten
today, but he was an important guitar figure at the time. C. D. Schettler was born in
Utah in 1874 and lived most of his life in Salt Lake City, dying there in 1931. An earlier
Cadenza article reported: “Mr. Schettler is said to be a guitar artist of rare ability and
has recently returned from a three years’ European trip, during which time he studied the guitar under the Masters of Munich, Vienna, and Berlin.”23 Schettler seems
not to have toured much, although he returned to Berlin in 1903, where he took up
the cello and gave some guitar concerts (including a program in Berlin in January
1904, where he appeared on the same program as the young Otto Kinkeldey, later to
become the “founder of American musicology”24), before returning to America in
19 Editorial, vol. 10, no. 8 (April 1904): 23.
20 For information on Foden, see Douglas Back, “Classical Guitar in St. Louis (1870–1900),”
Soundboard 17, no. 2 (Summer 1990): 27–33; and John F. Greene, “William Foden’s Guitar
Idiom,” Soundboard 18, no. 1 (Spring 1991): 12–15. An early profile of Foden appears in
Cadenza 4, no. 2 (November–December 1897): 12.
21 [Partee], “William Foden,” vol. 9, no. 12 (August 1903): 29.
22 “The New York Mandolin, Guitar and Banjo Concert a Great Success,” vol. 10, no. 6 (February
1904): 23.
23 “A Guitarist of European Training,” vol. 5, no. 1 (September–October 1898): 14.
24 Quoting Donald Jay Grout in The New Grove Dictionary of American Music (New York:
Grove’s Dictionaries of Music, 1986), 2:635. The program of Schettler’s Berlin concert is found

		

The Guitar in Cadenza

7

William Foden at the annual concert
of the American Guild of Banjoists,
Mandolinists and Guitarists, Witherspoon
Hall, Philadelphia, May 27, 1918.
Source: Wikimedia Commons.

time to appear with William Foden in Carnegie Hall. He played the Ernani Fantasy
by Mertz and Melodie russe by Pettoletti. Schettler returned to Utah and was little
heard from thereafter, although Vahdah Olcott-Bickford reported in 1921 that “Mr.
C. D. Schettler is still playing and teaching guitar in Salt Lake City, where the writer
heard him on her return trip from California.”25
No guitar appeared before the AGBMG in 1905; the guitarist in 1906, F. S. Morrow,
need not concern us here, except to note that he played a Pettoletti Theme and
Variations and Arevalo’s Leonore Mazurka. In 1907 the AGBMG convention returned
to Philadelphia and introduced the membership to the playing of George C. Krick
(1871–1962). Krick had been one of Foden’s prime students, and his playing seems to
have caught Cadenza rather off guard. Unlike Jansen, Foden, and Schettler, Krick had
received no big build-up before the convention. The tone of the review suggests that
the writer had expected little and had received an earful: “Mr. George C. Krick, guitar
soloist, scored a phenomenal hit and his playing was one of the leading successes of
the concert. His technique is most remarkable, and his phrasing and expression are
musicianly and in good taste. Both his numbers [the Fantaisie hongroise of Mertz and
Foden’s Alice] were exceptionally difficult, but were handled with such apparent ease
and rendered so effectively that Mr. Krick made an instantaneous hit and was obliged
to respond to insistent encores.”26 For many years, Krick maintained a studio in the
Germantown district of Philadelphia, and in Europe in the 1920s he was one of the
in the March 1904 Cadenza, p. 35.
25 “The Guitarist,” vol. 28, no. 10 (October 1921): 42.
26 “The Guild Exhibition and Festival Concert,” vol. 13, no. 8 (April 1907): 41.

8

soundboard scholar 7

first Americans to hear Segovia. He was also one of the first to discover Hermann
Hauser. From 1937 to 1943 he contributed a guitar column to the Etude Magazine, a
period when guitar playing in this country was at low ebb. Krick appeared at many
subsequent AGBMG conventions (indeed, he was the featured guitar soloist the next
three years running), always with apparent success.
The 1907 AGBMG convention was also memorable for introducing the Guild to
the first woman guitarist to appear before it: Emma Schubert, about whom very
little is said. She played a Concert Waltz by Carcassi and Triumphal March of Buena
Vista by De Goni with “a distinct style of her own, introducing some new and novel
effects in guitar playing.”27
Foden, at the height of his powers, returned for the 1911 Guild convention, once
more held in Philadelphia. This was the year he teamed up with the convention’s
banjo soloist (Fred Bacon) and mandolinist (Giuseppe Pettine) to form a trio that
toured the country with great success. Foden gave a memorable performance at the
formal concert, playing a twenty-minute fantasia on Gounod’s Faust, but it is the
account of an informal recital given earlier in the convention that conveys the awe
in which his colleagues seem to have held him:
When he began his selection there were not many in the room, just the invited Press
representatives and a few of the “wise ones” of the “frat.” But the magic of his playing
began to compel; word was passed, one to another; singly, by two’s, by three’s, they
came through the softly and constantly swung door, and the room was silently filled.
And when, after a splendid finish with a long, brilliant and most difficult cadenza, Mr.
Foden awoke to himself, and realized he had been playing to a literally packed room,
his expression of amazement bordered almost on the ludicrous.28

The 1912 Guild convention was held in Chicago and featured favorite son Carl
Jansen, who had played in 1903. This time he performed Mertz’s Fantaisie hongroise
on the harp-guitar and Giuliani’s opus 103 on terz guitar with a string quartet.
Although he had been a significant guitar soloist since before the turn of the
century, Johnson C. Bane did not appear as a featured artist at a Guild convention
until 1913, in New York. Bane was born in Waynesburg, Philadelphia, in 1861. He
opened a studio in Pittsburgh in 1910, and later established himself in New York. As
early as 1895 he was being held up as a model: “Surely the good people of Kansas
City have never had the extreme pleasure of hearing that great artist Johnson C. Bane
play the guitar, or the late Señor Romero, of Boston?”29 Bane was one of the most

27 “The Guild Exhibition,” 41.
28 “The Tenth Annual Convention,” vol. 17, no. 12 ( June 1911): 9. The piece Foden was playing
was his Variations on Old Black Joe.
29 J. Earl Rabe, “Steel Strings on the Guitar,” vol. 2, no. 2 (November–December 1895): 4. Rabe’s
article was one in a series run at the time debating the merits of using steel strings, rather than
gut, on the guitar. Rabe, like most serious players at the time, was strongly opposed to them.
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Left Emma Schubert (pictured here in vol. 13, no. 7 [March 1907], 25) became in 1907 the
first woman to perform at the Guild’s annual convention (photo courtesy of Jeffrey Noonan).
Top right C.D. Schettler at the time of his Carnegie Hall appearance in 1904.
Bottom right Johnson C. Bane from a turn-of-the-century advertisement for his “Saxton System.”

active recitalists of the period.30 Toward the end of his career, when he appeared at
the final Guild convention to be covered by Cadenza (1923), it would write of him:
It may be said that Mr. Bane is doing more in a practical way to perpetuate the guitar
than any other one individual, for he is, I believe, the only guitarist who is continually
appearing before the public. As most of Mr. Bane’s recitals are given before school
audiences and as his playing is always interesting and pleasing, literally thousands of
people are inoculated with a favorable opinion of the guitar—and were it not for Mr.
Bane the majority of these people would never have opportunity to hear any other

30 See, for example, the remarks on a concert in Indianapolis in 1901 (which Bane shared with
mandolinist Samuel Siegel, who was the main attraction): “The . . . immense hall gave him
[Bane] the opportunity for the first time to demonstrate the possibilities of the guitar as a real
concert instrument.” Vol. 7, no. 9 (May 1901): 27.
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demonstration of the guitar than what is afforded by Hawaiian players and the guitar
accompanists offered on some talking machine records.31

And Vahdah Olcott-Bickford noted: “I believe that our American guitarist, Johnson
Bane, is the first to play at a wireless concert. We see by a recent newspaper that with
several other artists he was on the program of a local concert given in a little town in
New Jersey. Congratulations! It would have been an interesting experiment to listen
to the guitarist in this way. We all may have that pleasure before many years.”32 For
all his work on behalf of the guitar, Bane seems to have been a bit of an opportunist.
He tended to play the same pieces over and over (mostly his own works, like Indian
Dance, and he was inordinately fond of the Spanish dances of Moszkowski) and
devised the “Saxton System” for a guitar tuned C–G–D–G–B–D.33

IV
We have just mentioned Vahdah Olcott-Bickford, who was the featured guitarist
at the thirteenth annual convention of the American Guild of Banjoists, Mandolinists,
and Guitarists, held in Cleveland, Ohio, in 1914. This remarkable personality was to
fill many column-inches in Cadenza in the final decade of its run, as, indeed, she had
done since 1904, but before we become distracted by her presence, it might be well
to consider some of the other significant American guitarists from the early part of
the twentieth century who never appeared at AGBMG concerts.
One of these was C. F. E. Fiset (1874–1966), who, until he retired from public
performing to pursue dentistry, was one of America’s most promising guitarists. His
letters to J. M. Sheppard, which recently appeared in Soundboard, attest to a musical
mind that continued long after his professional career ended. In 1901, while he was
living in Philadelphia, Cadenza wrote: “He appeared in two recitals before the Ladies’
Thursday Musical Club [Minneapolis], playing among other numbers, Bach’s G minor
four-voiced fugue, two Bourrées and Preludio to the Sixth violin Sonata. . . . Mr. Fiset
makes a specialty of playing at private musicales and receptions. It is expected, however,
that he shall soon appear publicly in New York and Philadelphia.”34 Of all the guitar
concerts mentioned in the thirty-year run of Cadenza, Fiset appears to be the only
performer to have attempted Bach. Six months later, a second notice appeared: “Mr.
C. F. E. Fiset, the eminent guitar virtuoso, played at the Waldorf-Astoria, New York
City, as soloist with the combined Pennsylvanian and Columbia Clubs recently. His
31 “The Guitarist,” vol. 30, no. 7 ( July 1923): 11. Beginning in 1914, Hawaiian music, in the form
of the ukulele and the Hawaiian steel guitar, began to have an enormous impact on the fretted
string instruments.
32 “The Guitarist,” vol. 29, no. 5 (May 1922): 42.
33 Cf. Ronald C. Purcell, “Letters from the Past, V: The Correspondence of C. F. E. Fiset to Mr.
Sheppard,” Soundboard 17, no. 4 (Winter 1991): 29n8.
34 “C. F. Elzear Fiset,” vol. 7, no. 6 (February 1901): 13.
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C. F. Elzear Fiset, pictured
in S. S. Stewart’s Banjo
and Guitar Journal 15, no. 2
(June–July 1898), p. 5.

solos were magnificently rendered, and his performance was much appreciated.”35
With that, Fiset disappeared from the pages of Cadenza.
Then there were three remarkable women: Jennie Durkee, Gertrude Miller, and
Elsie Tooker. Had they lived in a less confining era, any one of them might have
pursued successful concert careers.
Jennie Mercedes Durkee, according to Cadenza reports, was the daughter of the
designer of the Washburn guitar:
Miss Jennie M. Durkee, one of America’s greatest lady guitarists, was born in Chicago,
Ill., Dec. 5 1877. Her father, Mr. George B. Durkee, formerly superintendent of the
Lyon & Healy factory in Chicago, is an inventor and the designer of the Washburn
instruments. . . .
Miss Durkee, at a very early age, showed such a remarkable talent that her father
gave her a small guitar to play with. . . . Later she studied under Prof. Lynn, of Chicago,
who, after a time, informed her he could teach her nothing further and advised her to
apply to Mr. William Foden, of St. Louis, for further instruction. . . .36
35 In the personal columns, vol. 7, no. 12 (August 1901): 24.
36 According to the profile published in the March–April issue of 1900 (vol. 6, no. 4: 12), she was
fourteen at the time.
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For twelve years Miss Durkee was an instructor in the city of Chicago . . . and
enjoyed the reputation of being the finest guitar soloist in that city.
In June, 1903, on account of continued ill health, and after a severe illness, she
was ordered by her physician to another climate, and in September of that year she
removed to Denver, Colo., later opening a studio in the Colonial Building.”37

Jennie Durkee married C. T. Ostrander (“a mandolinist of recognized ability”)
in Seattle, Washington, in 1909.38 She resumed teaching in Denver, and was the first
Cadenza advertiser to list a telephone number (in January 1912). She never played
the guitar at an AGBMG convention. When she finally did appear it was in 1922, when
the fad for Hawaiian instruments was at its peak. She played the ukulele.39
Gertrude T. Miller was another guitarist of considerable ability:
Miss Gertrude T. Miller, of Vinton, Iowa . . . began the study of music at a very early
age and made her first public appearance when 13 years old. . . . She has appeared
many times since. . . . Much of her success may be attributed to her father, Prof. J. M.
Miller (teacher of music at the Iowa State College for the Blind), who has always
been her teacher. . . .
Mr. Miller has been personally acquainted with some of the leading guitarists in
this country and Europe, including the late Zani de Ferranti and J. K. Mertz, from
whom he has received many manuscript pieces among which are: Walpurgis-Night
Caprice Fantastique (Ferranti) and Grand Fantasia Original (Mertz) both of which
are unpublished, and also Ferranti’s unpublished guitar school, which contains much
valuable information concerning the technique of the guitar. . . . She plays a vast repertoire including the principal works of Legnani, Sor, Ferranti, Mozzani, Regondi,
Mertz and many others.40

In February 1900, Miller is reported as “doing a good deal of concertizing . . . frequently appearing at entertainments in Vinton and surrounding cities.” In September
of the same year, Cadenza advised their readers that Miss Miller was “prepared to
accept a position . . . with a reliable conservatory or school of music” (25). 1905 found
her teaching in Portage, Wisconsin. From the program given by her students printed
in the April 1905 issue, her talents were being wasted.
From Portage, in November of that year, Miller attempted to found an American
Guitar Society:
A large number of our best guitarists, and guitar lovers in this country have long been
urging that we form an American Guitar Society, similar to the International Society

37
38
39
40

“Jennie M. Durkee,” vol. 11, no. 9 (May 1905): 31.
Vol. 16, no. 3 (September 1909): 36.
Vol. 29, no. 8 (August 1922): 11. Cf. footnote 30 above.
“Miss Gertrude T. Miller,” vol. 6, no. 2 (November–December 1899): 2.
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Clockwise from top left Jennie M. Durkee with her terz guitar and a ukulele (Vahdah Olcott-Bickford
Collection, Special Collections and Archives, University Library, California State University, Northridge);
Gertrude Miller in Cadenza 6, no. 2 (November–December 1899); Elsie Tooker on the cover of Cadenza 5,
no. 6, July–August 1899 (photo courtesy of Jeffrey Noonan); Jennie M. Durkee on the cover of her 1917
method, The American Way of Playing Ukulele Solos (photo courtesy of Samantha Muir).

of Guitarists in Germany,41 and now a movement is on foot to put this plan into
action. . . . As a rule, guitarists receive little appreciation in this century. Mertz died
a poor man, and his widow now wants for a few luxuries in her aged life! Then there
are Chas. De Janon, and M. Y. Ferrer, now veteran teachers,42 formerly “wizards” of
their instruments. How I should like to see some token of appreciation extended to
them now, by appreciative guitarists, instead of waiting until it is “too late.”43

A second appeal appeared in June 1906: “To those interested in the new American
Guitar Society, and to all lovers of the guitar, I wish to state that we have not as yet
secured enough names to enable us to formally organize, but that we hope to obtain
these in the near future and not later than next September” (15–16). No more than
twenty-nine people had responded, and the society was never formed. Gertrude
Miller seems to have passed into guitar history.
A third significant turn-of-the century woman guitarist was Elsie Tooker: “Miss
Elsie Tooker, of San Jose, Cal.,… is pronounced by competent critics to be one of
the most expert and finished guitarists in the United States. . . . Miss Tooker was born
Sept. 1st 1879, at Ogden, Utah, but most of her life has been passed in California. . . .
Her teacher and advisor through life has been her mother.”44 She and her mother
moved to San Francisco in 1900 and established a studio at 722 Powell Street.45 She
studied with Romero and Ferrer and subsequently toured widely, receiving much
positive comment: “She executes the most difficult compositions with ease and
renders them with that skill, expression, and nicety of detail which denotes the true
artist.”46 She became Mrs. Elsie Howard sometime before 1908, when she played
for Fiset in Seattle.47

V
We now return to Vahdah Olcott-Bickford—or Ethel Lucretia Olcott as she was
known before 1914. A full biography of her career is beyond the scope of this article,
but a few details should be provided. She lived from 1885 to 1980, long enough both to
have studied with Manuel Y. Ferrer and to serve on the GFA Board of Directors. She
founded the American Guitar Society that Gertrude Miller had dreamed of twenty
years earlier, in 1923 (and still in existence). She amassed a remarkable collection
of guitar music that is currently being catalogued by California State University,
41 Word of the formation of “an International League of Guitarists, at Munich, Germany,” appeared in vol. 6, no. 6 ( July–August 1900).
42 Miller had obviously not received word of Ferrer’s death the year before.
43 “The American Guitar Society,” vol. 12, no. 3 (November 1905): 12–13.
44 “Miss Elsie Tooker,” vol. 5, no. 6 ( July–August 1899): 2.
45 Vol. 6, no. 3 ( January–February 1900): 22.
46 Personal, vol. 7, no. 2 (October 1900): 25.
47 Ronald C. Purcell, “Letters from the Past, VII: The Correspondence of C. F. E. Fiset to
Mr. Sheppard,” Soundboard 18, no. 2 (Summer 1991): 26.
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Two portraits of Vahdah Olcott-Bickford, née Ethel Lucretia Olcott (1885–1980): in October 1904 (left),
and with Zahr Myron Bickford, c. 1919 (right). Images courtesy of the International Guitar Research
Archive.

Northridge.48 Her name first appeared in Cadenza in 1904: “Elsewhere in this issue
will be found the program of a guitar recital by Miss Ethel L. Olcott, the guitar virtuoso. We are informed by Mrs. Fannie Fern Burford, and other noted musicians, that
Miss Olcott is a musician of remarkable attainments, and that she is one of the finest
concert guitarists ever heard.”49 Among other items on the program, she played two
Mertz fantasies (on Merry Wives of Windsor and Ernani), Romero’s Souvenir d’Amérique,
an original piece called Cupid’s Wireless Telegram, and her own transcription of “Nel
Cor Più,” which for some inexplicable reason gets credited to Beethoven.
She continued for the next several years performing actively in Southern California;
indeed, there are probably more reports on her concerts in Cadenza than for any other
guitarist active at the time. She moved to Cleveland, Ohio (actually her native state),
in 1913 to perform with, teach beside, and eventually marry Myron A. Bickford.50
Vahdah Olcott-Bickford made her Guild debut at the thirteenth Annual AGBMG
Convention in Cleveland in 1913. The high point of her career, however, was probably in 1922 at the twenty-first convention in Town Hall, New York, when she gave
48 The catalogue is now complete: https://oac.cdlib.org/findaid/ark:/13030/c8zp4c79/.—Ed.
49 “News, Notes, Concerts, Etc.,” vol. 10, no. 12 (August 1904): 34. Fannie Burford was a Los
Angeles mandolin teacher and performer.
50 Myron A. Bickford (1876–1961) was an extremely active teacher of the fretted instruments
and very involved in the affairs of the AGBMG. For astrological reasons, the new Mrs. Bickford
assumed the name “Vahdah” and Myron became “Zarh.”
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the American premiere of Giuliani’s Concerto, op. 36 (first movement only), with
a string quartet. This was considered a unique event: “This was the first time it had
ever been given publicly in America, and it is not likely that it will become very
familiar, due to its extreme difficulty and to the fact that there are only two known
copies in existence.”51
The Bickfords did not stay in Cleveland long, but moved to New York City at the
end of 1914, where they remained until moving to California permanently in 1923.
A number of other guitarists appeared before the American Guild over the years,
but only one other need concern us here: Walter Francis Vreeland (1868–1926), a
native of Newark, New Jersey, who performed first for the Guild in 1914. Vreeland
moved to Boston in 1899 and became “one of Boston’s popular teachers.”52 Among
his students was President Theodore Roosevelt’s son, Archie, to whom he dedicated
at least two guitar pieces. His favorite composer was said to have been Legnani.

VI
These, then, were the American guitar virtuosos of the era: the Fodens, the Kricks,
the Durkees, the Olcott-Bickfords, the Schettlers. Posterity has not been kind to
these guitarists for two principal reasons. With one or two exceptions, none was a
significant composer. If they did compose, it was primarily concert material designed
to display their own technical strengths. Secondly, although Samuel Siegel had made
mandolin recordings as early as 1895, the guitar was not considered an appropriate
instrument to place before the recording horn. As far as I am aware, the only guitarist
of the period to make records was Vahdah Olcott-Bickford, on her own private label.
A perusal of their programs, many of which were given in Cadenza, allows us to
determine the kinds of music they favored. Performers like Foden and Olcott-Bickford
remained faithful to their teachers, Foden frequently playing William Bateman and
Olcott-Bickford offering works by Ferrer. Foden and Bane tended to favor their own
compositions. Otherwise, there were certain clearly perceivable programing trends.
Fantasias were considered appropriate for the big gesture. Mertz was a particular
favorite (especially his Ernani Fantasia, op. 8, no. 4, and Fantaisie hongroise, op. 65), as
were Zani de Ferranti and Pettoletti (his Fantaisie russe, op. 32, was a favorite vehicle).
Arrangements of the Sextet from Lucia di Lammermoor were legend. In short, the
rent-a-program syndrome seems to have been very much in evidence, as Thomas
Tyler complained: “The guitar virtuosi have nearly all gotten in a rut where they play
just about the same compositions at each concert; read the program of one and you
will know what the others have played.”53 While such old masters as Sor and Giuliani
were venerated, with writers from Partee to Olcott-Bickford extolling their virtues
51 S. Franklin Harvey, “Echoes of the Convention,” vol. 29, no. 8 (August 1922): 10.
52 “A Vreeland Night,” vol. 15, no. 10 (April 1909): 9.
53 Thomas Tyler, “The Guitar,” vol. 11, no. 7 (March 1905): 11.
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(not a surprising attitude for an era in which bound sets of Dickens, Thackeray, and
other “standard” authors lined the shelves of numerous bourgeois libraries), their
music was generally considered unsuitable for concert use. When Carl Jansen played
Giuliani’s opus 103 at the 1912 Guild convention, it left less than a favorable impression:
“The next number called out Mr. Carl W. F. Jansen, the terz guitarist, and his string
quartet. This number was a disappointment, although not through any fault of the
players, but from the uninteresting character of the selection presented. It was . . . a
number much better suited to studio practice than concert performance, at least for
a miscellaneous audience. In the guitar solo and encore that followed, Mr. Jansen
appeared to better advantage and disclosed himself the musician.”54
This music was considered hopelessly out of date. As an English contributor,
Arthur Froane, put it: “The old masters who wrote for the guitar were many, and
undoubtedly from their numbers can be selected some of the greatest living musicians of their day. . . . But here again we who live in modern days labor under a great
disadvantage, because good in its day as much of this old music was, and of course
still is, yet other than for practice, and interest to the odd student, nine-tenths or
more of this old music is almost useless as a means of revivifying the public interest
in the guitar. . . . The reason that most of this old music is useless in these modern
times, is that it is hopelessly out of date.”55 Froane concludes with a telling comment:
“And worse still, we have had little to replace it.”
Therein, of course, lay the problem. Commercial bonbons might be fine for amateurs—to followers of the local mandolin club—but professionals found themselves
adrift without a tradition. These people disparaged rags and other “modern” popular
trends, yet, not being historians, they had no knowledge (and hence no interest) in
the music of the Renaissance and the Baroque (although their German counterparts
were showing signs of an awakening interest in this direction). While, as has been
shown, they admitted their indebtedness to the Spanish Students, they had little
awareness of real Hispanic music. Instead, they clung to the music of the previous
generation, to the music of Mertz and Regondi.
If good new concert music was in short supply, the composition and publication of short dances and character pieces for amateur use continued unabated, and
some of these pieces have appeared in Soundboard over the years. A. L. Weidt and
J. C. Folwell were but two prolific providers of such pieces. There was certainly no
shortage of music. As Paul C. Gerhart, a representative of Lyon & Healy, could write:
“While in New York City several years ago, it was the writer’s pleasure to visit the
store of the largest importer of foreign music for this instrument in the country. . . .
No exaggeration is used in saying that TONS of music were found.”56

54 “The Eleventh Annual Guild Convention,” vol. 19, no. 1 ( July 1912): 13.
55 Arthur Froane, “The Guitar—Its Past, Present and Future,” from The Troubadour (London),
reprinted in Cadenza, vol. 9, no. 10 ( June 1903): 11.
56 Paul Cessna Gerhart, A. M., “In the Realm of the Guitar,” vol. 11, no. 12 (August 1905): 11.
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VII
Many of the techniques advised by the guitarists of the time would raise
eyebrows today. The picture of Fiset on the cover of the Winter 1989–90 Soundboard
shows the accepted method of holding the guitar at the turn of the century. “The
correct method of holding the guitar is illustrated by the banjo artists of the day. It
consists in elevating the instrument at an angle of about 30 degrees in front of the
body, the base of the guitar resting on the right thigh, the left arm raised so that the
left hand reaches a level with the face of the performer; the right arm resting against
the rim of the guitar to assist in supporting the instrument. . . . The ideal position is
such that the performer cannot see the frets of the guitar and therefore learns to play
without watching his left hand.”57 C. D. Schettler felt any other position made one
hopelessly dated: “There are many, I know, will cling to the old position laid down
by Carcassi even in defiance of something better, after it is made known to them. To
such performers I can only say they are going behind the times just so long as they
retain the old position; and as electricity has superseded forces that have been used
in the past, so will they be superseded by the progressive, up-to-date players.”58 This
was also the position adopted by Vahdah Olcott-Bickford: “If the guitar is correctly
balanced in this position there is no need for a footstool and The Guitarist does not
advocate the use of a footstool.”59 Only William Foden seems to have rested the
guitar on his left leg, although his description is rather vague: “The holding of the
instrument to me has always appeared to be of the first and greatest importance. After
experimenting with all the known ways, and with some not so well known, I have
found none so good, and none so secure, as that adopted by the old masters, i.e., that
of resting it on the thigh, and there balancing it with the right forearm.”60
Opinions seem to have varied concerning the right-hand little finger. Schettler
opposed it: “The little finger of the right hand should not rest upon the guitar while
performing, as the practice only tends to contract the muscles and, above all, it
is necessary that the player have perfect freedom of movement.61 Myron [Zarh]
Bickford was short and to the point: “If it is an advantage in banjo playing . . . I fail
to see why it is not also in playing the guitar.”62 Vahdah Olcott-Bickford was a bit
more circumspect: “My personal opinion is that the little finger should be rested
ever so lightly on the soundboard of the guitar, though the word ‘touch’ would be
better than ‘rest,’ which implies more of a leaning position.”63
A single reference in June 1905 informs us that Foden, Schettler, Jansen, and Dorn
did not play with nails.64
57
58
59
60
61
62
63
64

J.W. Freeman, “How to Hold the Guitar,” vol. 2, no. 5 (May–June 1896): 4.
C. D. Schettler, “The Art of Guitar Performing,” vol. 7, no. 1 (September 1900): 13.
“The Guitarist,” vol. 27, no. 2 (February 1920): 38.
“The Guitarist,” vol. 18, no. 6 (December 1911): 40.
C. D. Schettler, “The Art of Guitar Performing,” vol. 7, no. 1 (September 1900): 13.
Myron A. Bickford, “Hints on Guitar Study,” vol. 11, no. 5 ( January 1905): 24.
“The Guitarist,” vol. 27, no. 2 (February 1920): 41.
Myron A. Bickford, “Hints on Guitar Study,” vol. 11, no. 10 ( June 1905): 32.
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This photograph of C. F. Elzear Fiset
appeared on the cover of Soundboard 16,
no. 4 (Winter 1989–90). It is taken from
Cadenza 7, no. 6 (February 1901): 13.

It is easy for us to forget the impact of nylon strings on the classical guitar community. In the days of Cadenza, things were different: “All gut strings are made from the
intestines of sheep, and not from goat or cat gut, as many suppose. They are finished
and polished with olive oil. Do not use oil on them after purchasing but keep them
wrapped in tissue paper and boxed up until ready for use. Do not expose them unnecessarily. Don’t condemn a bundle of strings because some are false, as some will
be found among the finest qualities. This is caused by the difference in thickness of
material from which they are made, and up to the present time no manufacturer has
been able to obviate the difficulty.”65 Things had not changed much twenty years later:
“String troubles have been an almost ever present difficulty with guitarists from time
immemorial, and even in the old days of many years ago that greatest of banjoists,
Mr. Alfred A. Farland, referred to them as ‘profanity provokers.’ ”66
On the other hand, one thing that might have been nicer was the price of guitars:
“Imported guitars are the least reliable. Many who have begun practicing on $3.00
instruments have succeeded, and then obtain better ones, but a fairly good guitar is
worth $12.00. The better the instrument the easier and more responsive its action,
with richer tone. A really sensitive instrument costs from $30 upwards to about $65.
Prices beyond that are mainly for extra ornamentation.”67
Foreign guitarists seem to have made few visits to these shores. If they did, Cadenza
did not report them, with one notable exception. In October 1912, Miguel Llobet
arrived in Boston. The description of his meeting with the Cadenza staff makes it
clear that Jacobs and his colleagues weren’t quite sure what to make of him:
Mr. Paul Eno of Philadelphia was in Boston on Monday, October 7th, and it was
through his courtesy that three representatives of THE CADENZA and several other
65 H. J. Isbell, “Strings,” vol. 1, no. 5 (May–June 1895): 3.
66 Vahdah Olcott-Bickford, “The Guitarist,” vol. 26, no. 4 (April 1919): 25.
67 Walter Vreeland, “The Guitar Superior for Personal Pleasure,” vol. 18, no. 3 (September 1911): 8.
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music-lovers were treated to a rare exposition of guitar virtuosity. Mr. Eno presented
Señor Miguel Llobet, a Spanish guitarist on his way from Chile to France, who graciously played three solos to a small audience of invited guests. To treat of Señor
Llobet’s performance technically would be criticism trite and effete, though perhaps
an easy way out. But to tell of his perfect tonal production, wonderful dynamics,
confusing rapidity of execution and strange and bizarre effects would be well nigh
impossible. Suffice it to say, that to THE CADENZA it was an event, if not an epoch.68

In December 1916, on the eve of America’s entry into World War I, Walter Jacobs
published a profile of his former teacher, George W. Bemis (born 1848), a flutist and
teacher of fretted instruments at the New England Conservatory for thirty consecutive
years—“A living link between the past and present,” Jacobs called him.
He has seen this instrument [the guitar] reign as the social musical idol—the “polite”
instrument for society dames and demoiselles—later to abdicate its throne in favor
of the incoming mandolin; he has watched it regain its royal prestige through the
exploitations of the once famous “Spanish Students,” fade again into semi-obscurity
and then spring into new birth through sheer musical merit when [exposed] by such
devotees as Mertz, De Janon, Bane, Foden, Olcott-Bickford, himself and others.69

Cadenza did not survive long enough to chronicle the arrival of Segovia. No doubt,
as with Llobet, it would have said, “It was an event, if not an epoch.”
•
“The Guitar in America as Mirrored in Cadenza (1894–1924)” was first published in Soundboard
18, no. 3 (Fall 1991). It included this acknowledgment: “The author wishes to thank Ronald
C. Purcell for his assistance with the photographs appearing in this article.”
This reprint includes added section breaks and minor corrections to the text and citations;
some images have been added, while others have been replaced. The editor would like to thank
Kathy Acosta Zavala, Samantha Muir, Jeffrey Noonan, and the staff of Special Collections
and Archives, University Library, California State University, Northridge, for assistance with
the images in this version.
This article is part of a series, “From the Soundboard Archive,” featuring reprints of articles
by Peter Danner on the guitar in the United States, c. 1770–c. 1924. For an introduction to
the series, including links to each of the reprints, see https://digitalcommons.du.edu/sbs/
vol7/iss1/7.

68 Editorial, vol. 19, no. 5 (November 1912): 16. Llobet gave a public performance in Philadelphia
on October 29, 1912. See Miguel Llobet, Four Short Pieces, ed. R. C. Purcell, GFA Facsimile
Series F-1 (Cypress, CA: Guitar Foundation of America, 1978).
69 “Prominent Boston Teachers,” vol. 23, no. 6 (December 1916): 4.
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Peter Danner attended the first meeting of the Guitar Foundation of America
in Santa Barbara (1973), at which time he was representing the Lute Society of
America. He edited that society’s journal between 1975 and 1982 and served as its
president between 1977 and 1982. He was elected to the GFA board of directors in
1975 and served as its chairman between 1977 and 1985, at which point he stepped
down from the chairmanship to take over as chief editor of Soundboard from Jim
Forrest. He continued as Soundboard editor until 2001, when he resigned the post for
personal reasons. Peter was thus an eyewitness to the Guitar Foundation though its
formative years and contributed as a lecturer, coordinator, and adjudicator at many
of the Foundation’s events.
Peter is a graduate of the University of California, Santa Barbara, and holds a PhD
in music history from Stanford University (1967). He pursued an active performing
career in the early seventies but abandoned this to concentrate on teaching, writing,
and family. For many years he taught at Menlo College in Menlo Park, California,
where he devised an innovative course in music appreciation, meant more to teach
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the vocabulary of music than instill a love for Haydn (let alone Schoenberg) string
quartets to an audience not prepared to accept them. Peter is now retired but still
involves himself in his twin loves of music and history. He has too many CDs of
classical music (guitar and otherwise) and sees to it that they’re not neglected. He
involves himself in the local history of the San Francisco Bay Area, which, being
Silicon Valley, has seen changes that would have been unimagined fifty years ago.
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