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Liona Boyd with interviewer Steve Reeder 

on FM Radio WFMT, Interlake's Profiles. 

This interview took place just before 

Liona Boyd's March 12, 1982 concert at 

The Art Institute of Chicago. 

face to face 
witl? LioQa Boyd Part III 

II OYD: "That is a very interesting point 
that .you brought up. I had a big prob
lem with Milton Barnes. As I was just 

saying, he played a little bit of guitar. The first 
draft of Fantasy (the piece is based on the Indian 
Folk song called, The Land of The Silver Birch) 
any average guitarist that had played two or 
three years could play it, and I said, 'Milton, it 
has some good ideas, but it's not a concert 
virtuoso piece. Don't worry about technique, 
don't you try to play it, because obviously you 
haven't had the experience I've had playing.' 
So, I sent him back home with all kinds of ideas 
to add things in - and he rewrote the piece not 
trying to figure it out on the guitar. He just 
wrote it musically, some on the piano, some in 
his head, I think. So there is a danger of 
somebody playing a little bit of guitar. But I 
think as long as you explain that to them it can 
help just having a sense of the instrument and 
the possibilities.'' 

"I was just talking with John Williams, not 
the guitarist, the composer of Star Wars about a 
month ago in Los Angeles. He said he would 
love to write something for me for the guitar. I 
said that would be wonderful if he finds the time 
(he is so incredibly busy). He said, Tm very 
nervous because I don't play guitar.' I told him, 
'don't you worry, I'll explain to you the limita
tions and the possibilities of the guitar and you 
just think music. It is our problem to figure out 
how it lies - I mean, pick a good key - don't 
do it in B flat'.'' 

REEDER: "Your professional career, roughly 
seven years, has consistently been virtually non
stop travel and performing and recording. In a 
sense a classic example of how a solo artist 
establishes themselves before an international 
public. In your case that has meant IO albums 
in only seven years, appearances at music 
festivals, and summit conferences, appearances 
from Carnegie Hall to the amphitheatre in Los 
Angeles. Even a tour of the Canadian Yukon." 

BoYo: "That was way back in 1974, I think that 
was one of my very first tours I ever did about 7 
years ago when I just got back from studying in 
Europe. I got booked on a six weeks tour with 
guitar and flute (Robert Aitken, of Northern 
British Columbia) and the Yukon in December. 
But I tell you those audiences were just so 
appreciative, they don't get concerts there for 
months and months on end and the Canadian 
Government has made great efforts to make sure 
people in the more remote areas do get some 
culture from time to time. We just had terrific 
receptions everywhere we went. And even now, 
from time to time, I will do some concerts in a 
smaller area and it's quite different from 
playing the big cities. I would play in towns 
where the entire population is maybe 1500. 
Some towns where there were under 2000 people 
out of that about 800 people would come and I'd 
think 'my goodness it's like everybody in the 
town is coming out.' And a lot of the people 
have never really heard much classical guitar 
other than maybe on TV or record. 



"Just a little while ago I was up again in a 
Northern area and you get some of the Indians 
coming and the loggers. I don't really have that 
much time to do a lot of little places but I did 
enjoy doing that a lot. 

"But it's still the notion of a lot of these 
people (who haven't been exposed to classical 
music) deciding, I really like this, once exposed. 

"Very often I have put in the concert notices 
- guitar - not classical guitar, so it wouldn't 
be thought to be too heavy." 

REEDER: "Regarding 
Gordon Lightfoot, who 
approached whom? 
How did that tour 
come about?" 

BovD: "Gordon lives in 
Toronto. He had heard 
my very first album, he 
loves classical guitar. 
He jokingly said to me, 
at the Juno Awards, 
when we were intro
duced, 'Oh, you've got 

just did a TV special with Paul Anka. It was 
great fun, he sang songs and I played. Why 
should we have to be pigeon-holed into one 
particular style, I mean, sure, we all specialize, 
I couldn't pick up a guitar and suddenly play 
flamenco or jazz, it would sound terrible if I 
attempted it. Classical has always been my 
love. What I have been trying to do is use the 
popular media. I have done an enormous 
amount of television. In the states I have done 
all the talk shows from: Tom Snyder, Today 

Show, Diana Shore, 
Merv Griffin, Mike 
Douglas, John David
son and the Monte Carlo 
Show (since this inter
view Liona has appear
ed twice on the Johnny 
Carson Show). These, 
for me, .have been a 
terrific way of introduc
ing my music to a large 
audience. Ten million 
people watch some of 
these shows, how else 

to give me some guitar could you ever reach 
lessons one day, Liona.' that number of people. 
I thought that would be You would have to tour 
great. I was a big fan of a lifetime. 
his as a teenager, I had "After my concerts 
many of his records. people will come back 

"I was living in San stage and say, 'you 
Francisco and received a know, we saw you on 
call (about 4 or 5 months that cooking show you 
later) from his office. did (or on that, whatever 
They said, 'Gordon's show), and we had not 
opening act has can- heard classical guitar 
celled could you pos- .___ ________________ .;....;; ___ .... before. Now, we have 

sibly come and do the Liona Boyd Pictured in a Humorous Mood. been introduced to 

opening in Minneapolis?' There were two con- classical guitar and, sometimes, to classical 
certs, both sold out, 5000 people each show. I music in general.' I think the guitar is a perfect 
just about died on the spot. I had been used to way of introducing non-classical people to 
playing to about 1000 people at the most. I classical music. And they will say, 'after seeing 
thought I might be booed of the stage. I didn't you, we have gone out and bought some of your 
know what the reaction would be. records along with Bream's and Parkening's.' 

"Gordon was great. He came out and That makes me feel wonderful to be able to do 
introduced me and the audience was wonderful. that. So I don't feel that I am compromising my 
Then he asked would I like to continue touring music. Sure TV is not the ideal way to hear the 
with him. I think it was great to be able to do guitar. Sometimes the big concert halls or the 
that. There shouldn't be a category. If an artist hockey rinks that I played in with Gordon - the 
plays classical music they are not allowed, from sound is not that terrific - but how else can you 
time to time, to do something more popular. I get to that number of people." ■ 
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Chapter XIII 

CliNIQUE: by Douglas Nicdt 

Mastering Th8 Tr0molo 

PART I 

Learning to play an even, clear, articulated 
tremolo requires most of all, patience. The 
tremolo must be cultivated very slowly and care
fully so that the right-hand fingers do not acquire 
any bad habits. The type of tremolo I describe here 
is the typical classic guitar tremolo of pami in 

Standard Tremolo 

PAM/ PAM/ 

Flamenco Tremolo 

p IAMtpJAMJ 

South American Folk Music Tremolo 

f A M I P A M I 

I 
' 

_j -- -. • -. - • • ... 
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even 16th, 32nd, or 64th notes. There are many 
other tremolo patterns seldom used in the stand
ard classic guitar repertoire such as the flamenco 
piami quintuplet ,pattern and a variant of the 
standard tremolo used in some South American 
folk music in which ami play two strings: 

. . 

r r _J 



For most guitarists, the major problem to solve 
in playing the tremolo is to play it rhythmically 
evenly. In addition to that primary objective, the 
balance in loudness between the thumb and 
fingers is also important. In most tremolo pieces 
such as the famous tremolo study Recuerdos de la 
Alhambra by Francisco Tarrega, the fingers play 
the melody and the thumb plays the accompani
ment. Therefore, when playing any tremolo ex
ercise, always be certain you play the melody very 
strongly and use a light touch with the thumb. 

IT TAKES SHORTER, MORE CONTROLLED 
FINGER MOVEMENTS TO TREMOLO THE 
SECOND OR THIRD STRINGS THAN THE 
FIRST STRING. THEREFORE, TO DEVELOP 
THE MOST CONTROL OF THE TREMOLO, 
I RECOMMEND PRACTICING MUSIC 
WHERE THE MELODY FALLS PREDOMIN
ATELY ON THE INSIDE STRINGS RATHER 
THAN THE FIRST STRING. 

The tremolo melody usually falls on the first, 
second, or third strings. IL is probably easiest to 
play the tremolo when the melody falls on the first 
string since there is no other string in front of it 
that the fingers have to avoid touching. Whereas 
the second and third strings are more difficult LO 

tremolo because there is a string above and below 
them that the fingers must avoid brushing against 
or accidentally plucking. It takes shorter, more 
controlled finger movements LO tremolo the 
second or third strings than the first string. 
Therefore, to develop the most control of the 
tremolo, I recommend practicing music where the 
melody falls predominately on the inside strings 

rather than the first string. 
I believe the best (and most enjoyable) piece to 

practice to learn the tremolo is Tarrega's 
Recuerdos de la Alhambra, especially the first 
section in A minor where the melody is predom
inately on the second string. Some teachers may 
believe this is LOO difficult a piece to use LO teach 
the tremolo. It is difficult, but, at the same time, 
you really shouldn't be trying Lo learn a tremolo 
in the first place unless your general technique is 
at an intermediate level. 

PLAYING A GOOD TREMOLO REQUIRES A 
CERTAIN AMOUNT OF INDEPENDENCE 
BETWEEN THE HANDS. RIGHT-HAND 
FINGER INDEPENDENCE AND SPEED ES
PECIALLY BETWEEN M and A, A KEEN 
TACTILE SENSE, AND A SENSITIVE EAR. 

Playing a good tremolo requires a certain amount 
of independence between the hands, between m 
and a, a keen tactile sense, and a sensitive ear -
all of which most students will not have de
veloped sufficiently until they have studied for 
a few years. 

Let me also say that Lo really master this 
technique (correct balance, absolutely evenly 
played notes, good tone) will require about a half 
hour of practice everyday for about six months. 
One can learn LO play an unbalanced, uneven, 
sloppy tremolo in a mailer of days. But a 
beautiful, musical, technically precise tremolo 
is another mailer. Here is how you do it: 

First, learn the left-hand part of the A minor 
section of Recuerdos de la Alhambra. Don't try 
to tremolo the melody - just play the chords: 

Y----

-@:~ 1f 1j ;~ I :j J1~j lf1 ~ l ... 
• 0 1 0 1 

Practicing in this manner will allow you LO learn the left-hand part confidently and securely 
without the distraction of the right hand. (To be continued.) 

Note: Readers of Guitarra who wish to submit questions to this column write: 
Guitarra, TechniquF, 3145 WFst 63rd Strfft, Chicago, IL 60629 
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MUSIC lffi 
• LIBR.AR.Y 

PR.ELUDE 
Francois Campion (Vers 1680-1748) Transcription Ramon Cuew 

cm.----. 

4 :u;·~I~ ;Fr I~ ,,u1:ag~1 
<I ~~ ~-----. 
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MENUET 
Santiago de Murcia Transcription Ramon Cueto 

GUITARRA Magazine wishes to expre'ss its appreciation to the 
fine French guitar magazine, GUIT ARE ET MUSIQUE for lend
ing us the services of their guitar composer and transcriber, 
Ramon Cueto. Maestro Cueto's transcriptions will appear regu
larly in GUITARRA Magazine. We wish to express our appre
ciation to Mme. G. Imbar, director of GUITARE ET MUSIQUE 
for granting us this permission. 
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Daniel A. Jiazard 

Guitar Forum 

Slow-Motion Prc1ctice 

D was first introduced lo the process and 
benefits of slow-motion practice by one of 
my earliest teachers and long lime mentor, 

Manuel Lopez Ramos. I soon came lo the 
conclusion that if there was indeed some 'secret 
formula' which allows the instrumentalist access 
lo the riches and beauties of his repertoire, security 
in their performance, and accuracy in their 
technique - I would have lo credit slow-motion 
practice as an integral and important aspect of 
this formula. Il is, therefore, lO Maestro Lopez 
Ramos whom I owe much thanks for this 'secret' 
which is in reality not a secret al all; and is in fact 
nol an idea that he originated. Ramos would be 
the first lo enumerate the many artists and 
amateurs alike who use and reap the rewards of 
such well disciplined practice. My research into 
this topic virtually surrounded me with the names 
of eminent concert artists and teachers of the 
various instruments who use and recommend 
slow practice ... "Slow practice is undoubtedly 
the basis for quick playing" (Josef Hofmann). 
"Let me recommend very slow playing with the 
most minute attention lo detail" (Teresa Carreno). 
"The worst possible thing is lo start practicing loo 
fast: il invariably leads lo bad results and lengthy 
delays" (Ernest Schelling). "Slow practice brings 
magical resulls" (Charles Cooke). "Thinking is 
rendered easier by practising al first slowly, nol 
playing faster until you are sure of your ground" 
(Leschetizky). "Slowness also helps lO check note 
accuracy and phrasing, because when you play in 
slow-motion, just as viewing a movie run slowly, 
you see every detail and al the same time reinforce 
the memory" (Alicia de Larrocha). "Il is through 
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slow-motion practice that you are allowed lo find 
and realize the rainbows of every phrase" (Pablo 
Casals). 

Let's examine the exact procedure and the 
resulling benefits. Our goal al this stage on our 
selected composition is lo gradually wean our eyes 
away from the musical score altogether. And what 
beuer way than through the process of slow
motion. h is the slow repetitious practice of the 
whole piece, rather than of its pans, that will 
accomplish this goal. Remember that the peaks of 
difficulty have been previously leveled through 
our 'fracture' work and it is now technically 
possible lO gain a sense of continuity, LO 'grasp' 
the piece from beginning lO end is now possible as 
long as our tempo is controlled. As Christopher 
Parkening suggests, "The goal should be lo play 
each study or piece without mistakes, starting al a 
very slow speed (or tempo) and working up lO a 
faster speed. Increase the speed as you are able 
proficiently lo do so. A metronome is very helpful; 
it is, in fact, an indispensable tool for practicing. 
Select a comfortable speed or tempo on the 
metronome and play in strict rhythm with it. If 
the piece cannot be played without slopping or 
making mistakes, slow the speed down and work 
up lo the faster speeds. Ordinarily, you should not 
increase your tempo more than one metronome 
digit al a time." 

Concurring with Mr. Parkening, I might 
suggest that your initial metronome speed be such 
that it incorporates the tempo al which you can 
successfully play the most difficult passage of the 
piece and al the same time allows for all aspects of 
interpretation, tone production, and fingering lO 



be implemented simultaneously. Regarding this 
final element, it is C.P.E. Bach who stated., "More 
is lost through poor fingering than can be 
replaced by all conceivable artistry and good 
taste." It is during slow-motion practice that we 
are allowed the time to observe carefully· that we 
are following our predetermined fingerings of 
both the left and right hands. Regarding tone 
production, we must remember that it isn't so 
much Segovia's technique that the world fell in 
love with, it is his sound. Rubenstein had a certain 
kind of sound; Casals had a certain kind of sound, 
Bream has a certain kind of sound. Technique 
isn't a matter of how quickly you can play scales, 
it's the ability to produce many beautiful and 
different sounds. It's an intensity and variety of 
tone that constitutes the highest ideal of 
technique. Slow-motion affords you the oppor
tunity to develop good tone production as no 
other method could ever achieve. In regards to 
interpretation, let's take Pablo Casals as the 
example. Students are often urged to 'practice 
slowly' mainly to analyze technical difficulties. 
Casals' purpose was infinitely broader; by 
bringing an aspect of a composition into larger 
view, not only did he ensure maximum awareness 
of every interpretive requirement but he 
uncovered the deep roots of expression from 
which all music is formulated. To hear him thus 
play the opening statement from Schumann's 
Cello Concerto, elucidating in an adagio tempo 
the meaningful connection of each note to the 
other, the heartrending quality of every appog
giatura and syncopation, is unforgettable. When 
reintegrated into the original tempo, these 
nuances, now proportionately faster, retained the 
precise character which the slow-motion process 
had enabled him to perceive. Casals on slow
motion practice; "Your experience in music will 
be enhanced by a further dimension of depth and 
of clarity." All in all, slow-motion practice is 
going to allow our minds the time and the means 
by which to 'mentally digest' all facets of our art: 
technique, interpretation, tone production, and 
fingering while at the same time allowing us to 
wean our eyes away from the music taking with us 
not only the memorized notes and time values, but 
all the other interpretive qualities that are, as 
Vladimir Horowitz states, "behind the notes." 

Understand that the tempo may be painstak
ingly slow as you begin, but this will allow for 

optimum assimilation into the brain and fingers. 
As you play, trust the first impression and make 
this deeper and deeper by practicing recall instead 
of reimpression. This is analogous to the taking of 
a picture. If you have selected your object, 
determined to photograph it, and timed your 
exposure properly, you may get a permanent 
picture from the first impression; repeating the 
impression will result in a blur. This principle is 
opposed to the rote method by which the learner 
simply grinds away blindly, thinking that some
thing will be ground in eventually. Trust your 
first impression and your memory will serve you 
well. Such is the practice that counts. 

Some readers, who possibly missed my previous 
articles in this column, are thinking, "Impossible! 
Memorize an entire piece just like that? All at 
once." Nothing could be further from the truth, 
this is merely the final stage of a memorization 
process we started long ago. We have done much 
prior preparation and work to reach this point 
and in fact, much of the composition is already 
committed to memory from our work on the 
'fractures.' 

Once you have achieved the ability to play the 
entire piece from beginning to end without the 
printed music you should reward yourself. Many 
methods of rewarding are possible, say a trip to 
the local ice cream parlor or whatever, but the best 
and most practical reward I've found is a simple 
'mark' on a graph (or chart). Indeed, it is quick so 
that I may continue with, practicing, it is free 
which fits my budget, and it's not fattening. 
Additionally, it's exciting to watch the graph 
grow into a detailed picture of progress. It ·is this 
excitement which encourages me to practice more 
than I might otherwise - yet it's so simple. By 
studying a typical graph you may learn many 
more things about your learning and memorizing 
abilities that will assist future endeavors of a 
similar nature. 

In my column for the next issue, we will 
examine one of these graphs and I think you will 
be amazed at what it can tell you about yourself 
and the different periods of learning that occur 
during the acquisition of a musical composition. 
Don't wait until then to try it for yourself. 
Experiment, be creative - and then you can 
compare your observation and results to mine in 
the next issue. 

Daniel A. Hazard is on the faculty of the College of DuPage in Glen Ellyn, IL, the University of 
Illinois - Chicago Circle Campus, and the Academy High School - Art, Music, Dance, Theatre 
in Chicago's Loop. 
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Critics at Large 
------------------------+t---

}Indres Sego11ia 
Performs at Lincoln Center 

r. Segovia, after a long program that he 
actually played with more technical 
polish than characterized some of his 

performances a decade ago, closed out a remark
able evening with a performance of Albeniz's 
Leyenda that was a gripping example of story
telling in musical tones. This is a piece that 
Mr. Segovia over the years has played so magic
ally in his own transcription that it can strike 
one as thick and clumsy on the piano, its 
original medium. 

Particularly impressive was the Allegro with 
which he ended a group of pieces by Sor. The 
work's almost Schubertian modulations and 
10 

March 11, l 98S 

Progi-am 

Anclantt, Minuet 
and Rondo 

Cbaracttristic Pieces 

Siciliana, Fugue 
and Gavolle 

Sonata 

Two Songs 
Without Words 

Sonata Mesicana 

Mallorca 

Leyenda 

Sor 

Torroba 

Bac,h 

Scarla1ti 

Mendelssohn 

Ponce 

Albeniz 

Albeniz 

rhythmic changes were kept under firm 
command. 

Mr. Segovia has such a gift for exploiting the 
quasi-orchestral possibilities of the guitar that 
he can hold the listener's attention simply by 
his shifting colors or timbre at the moment 
when such a change means the most musically. 

A feature of every Segovia recital is his 
Bach. He was not at his best in this group, 
his hesitations over difficult fingerings too 
often breaking the line and disrupting the 
momentum of pieces that must flow in ways 
that Mr. Segovia's severe use of rubato did not 
permit. Even there, however, his musical instincts 



often produced lovely results, especially when 
he would pause on a melody note, like a con
versationalist trying to decide exactly how to 
put his next word most felicitously. 

The art of giving a recital in a hall as large 
as Avery Fisher is a closed book to most 
musicians, even to those who play louder-voiced 
instruments than the guitar. They could have 
taken a lesson from Mr. Segovia on this night. 
He began his opening selection, an Andante by 
Sor, at an exceptionally soft level that forced the 

audience to settle down immediately and listen 
with great care. 

Mr. Segovia's undiminished power to hypnotize 
the susceptible music listener was demonstrated 
best, perhaps, in two excerpts from Mendelssohn's 
Songs Without Words, most tellingly in a 
Venetian boat song that was pure, concentrated 
magic. 

Condensed from critique featured in The New 
York Times by Donal Henahan, March 12, 1983. 

Pepe R.omero 
Performs at Northwestern University 

Program 
Sonata in C major, Op. 15 Fernando Sor 
Variations on a Theme Mauro Giuliani 

by G. F. Handel 
for Guitar, Op. 107 

Suite No. 8 in G major J. S. Bach 
for Solo Cello, BWV 1009 
(Trans. lo D major for gu.itar by Pepe Romero) 

Pr,lude 
Allemande 
Counnle 
Sarabande 
Bountt I 
Bountt 11 
Gigue 

Three Short Pieces Joaquin Rodrigo 
Ye~ van los Paslorcs 
Camino de Santiago 
Sevilliana 

Rodrigo Junto al Generalife 
Spanish Serenade Joaquin Malats 

(trans. by U'IOOonio Romt'ro) 

Recuerdos de la Alhambra F. Tarrega 
Suite Andalusa Celedonio Romero 

Soleares 
Alegrias 
Tango 
Zapateado 
Fantasia 

orthwestern University's 1983 guitar series 
began on a high note with the appearance 
of Pepe Romero on January 30. Begin-

ning with two classics, Giuliani's Handel Var
iations and Sor's Sonata, Op. 15, it became 
obvious that Mr. Romero's reputation as' a 
virtuoso is well deserved. The slower variations of 
the Giuliani piece were played with great 
sensitivity, the faster variations with great 
aplomb. Romero followed with Bach's Cello Suite 
#3. The transcription (Romero's own) was in D, 
stripped of any figured bass and stroked a-Ia-cello. 
Though this piece is usually heard in A, this D 
version has the added luxury of the deep bass, but 

the unadorned melodies and Romero's straight
forward approach took some of the excitement out 
of this piece. Mr. Romero's playing was a bit 
detached, possibly due to the fact that he was 
reading all his music from a stand. 

The second half of Mr. Romero's concert was 
devoted to more Spanish music. Three short pieces 
by Rodrigo were played with "flamenco" flair, as 
was Rodrigo's ]unto al Generalife. Malats' 
Spanish Serenade was performed at a relaxed 
tempo, though Pepe got a chance to show off his 
scale playing ability. Possibly the most well 
received piece on Mr. Romero's program was 
Tarrega's Recuerdos, boasting and even tremolo 
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and some nice rubato. 
The encores Pepe chose departed from the 

classicical vein. First he performed Celedonio's 
Fantasia, a perfect encore, sounding no musical 
depths but exploring the sonorities (and tricks) of 
the guitar. After further applause Pepe performed a 
work that may have been a highlight of the 
evening, an improvised flamenco piece with lots of 
flair. 

Instead of the suite Andaluza by Pepe's father 
(and mentor) Celedonio Romero, Pepe blazed 

through Sor's Variations on a Theme by Mozart. 
Though Pepe's performance was virtuosic, these 
carefully crafted gems suffered the fate they've 
always suffered in the hands of virtuosos, 
substituting speed for sensitivity. The audience, 
however, responded warmly, calling Mr. Romero 
back to the stage several times. 

As a listener I would pay the top price to hear 
Mr. Romero do a full program of flamenco music, 
for if Romero's classical playing speaks his mind, 
his flamenco speaks his soul. Norman Ruiz 

E11e1ngelos ~ Liz& 
At the Music Center of the North Shore, Winnetka, IL 

n March 18 the Mid-American Guitar 
Society presented a concert featuring the 
duo guitars of Evangelos and Liza. A large 

crowd greeted this fine duo at the Music Center of 
the North Shore in Winnetka, Illinois. 

The Athenian Duo opened their program with 
Sor's Divertimento #1, a work which Bream and 
Williams brought to life on their album. The 
playing was clean, but not always together. There 
were also some tuning problems. Evangelos has a 
forceful playing style which is contrasted by Liza's 
perfect technique and graceful phrasing. The 
Theme and Variations section of this work was 
extremely well played, each performer seemingly 
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Program 

Divertimento No. I 
Cantabile 
Theme 
Variations 
Finale 

Tango 
Cadiz 
Pavana-Capricho 

Serenata Andaluza 
Spanish Dance No. I 

Two Sonatas 

Spanish Dance No. 11 
Spanish Dance No. 2 
Intermezzo 

Tonadilla for Two Guitars 
Allegro 
Andante 
Allegro Vivace 

F. Sor 

I. Albeniz 

M. de Falla 

P.A. Soler 

E. Granados 

J. Rodrigo 

outdoing the other as they exchanged the main 
themes. 

Next the enthusiastic crowd was treated to three 
pieces by Albeniz. The Tango was not the usual 
one heard. The next piece, Cadiz, was played with 
great drama, the central minor section treated as 
one unit and repeated da capo. The Pavana
Capricho, though not as interesting musically, 
was played with long lines and much rubato. 

The first part of the program ended with two 
pieces by DeFalla. Serenata Andaluza was uneven 
in the stacatto opening (done all in harmonics). 
But DeFalla's Spanish Dance #1 was brilliant, 
both performers finally working together to 



produce an excllmg virtuoso performance. 
Two Sonatas by Soler opened the second half of 

the evening's program. Almost Scarlatti-like, 
these works were executed with grace and perfect 
control. But it was the three pieces by Granados 
that exhibited the sensitivity of the two per
formers. The Intemezzo was orchestral, the 
personalities of each performer shining through 
the music. Dance #11 set the mood which reached 
its fulfillment in Dance #2 ("Oriental"). The 
haunting melody and emotional interpretation 

brought tears to the eyes of some in the audience. 
Finally this talented duo turned to a piece I had 

only heard once before, Rodrigo's Tonadilla for 
Two Guitars. It was humorous, it was lively, it 
was flashy, and it was performed with fine music
ianship and perfect ensemble playing. The 
audience was delighted, and after several curtain 
calls, Evangelos and Liza topped the evening off 
with a blazing performance of De Falla's Ritual 
Fire Dance. 

Norman Ruiz 

Douglc1s Niedt 
Performs at Northeastern Illinois University 

Program 
El Humahuaqllf!no 
Misionera 

E. Zaldivar 
Fernando Bustamente 

Pablo Escobar Chopi 
Down a Country Lane 
Midsummer Nocturne 
Young Pionttrs 
Prelude No. 2 
Music by Gershwin 

I. Rhapooody in Blur 
2. Summertime 
!J. It Ain't Necrssarily So 
4. Bess You Is My Woman 
5. Rhapsody in Blur 

Three-Quarter Blues 
Andante Can1abile 

(lrom S.n,nadr No. 10) 

Le Petit Negre 
Le Petit Olseau 
Cheval Mecanique 
Disque 

Aaron Copland 

George Gershwin 
Arr. Jorge Morel 

George Gershwin 
Vincent Persichetti 

Alexandre Tansman 

West Side Story Medley Leonard Bernstein 
3. I Frrl Pn,11y (arr. Morel) 
2. Maria 
3. America 

Blue Rondo a la Turk 
Aria 
Dancers in Love 

Dave Brubeck 
Eugene Bozza 

Duke Ellington 

illy popular demand Doug Niedt returned 
: t) to Chicago to perform his special magic 
_ on March II, 1983. 

The Latin-American pieces opened the 
recital on a high note. Brubeck's Blue Rondo 
a la Turk, an unbelievably difficult piece, m

0

ade 
the listener wonder if by some trick two guitars 
weren't playing. A medley of tunes by Gersh
win demonstrated Niedt's ability to be lyrical 
and endearing. Equally well played were Per
sichetti's Andante Cantabile and Bozza's Aria. 

Also new on Niedt's program were three 
pieces by Aaron Copland. The rendition of 
these pieces showed Niedt's deep understand 

of American music, a dedication which makes 
him unique among today's younger guitarists. 
This was also evident in his performance of 
Gershwin's Prelude #2 and the witty Three
Quarter Blues. 

After four pieces by Tansman and a brilliant 
performance of Morel's arrangement of three 
tunes from Bernstein's "West Side Story", it's 
little wonder that the audience begged for more. 
What made this concert equally entertaining 
were Doug's humorous anecdotes and stories, 
lending a personal touch to a mileau which is 
often stuffy and pedantic. 

Norman Ruiz 
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Chapter II The Siguiriya Series VIII 

by Alain Gobin 
Translated from the French by Alfred Valerio 

D t is man's challenge to the universe. This 
"cry" will pick up force and originality, 
all the more evident, since it is followed by 

a long silence heavy with meaning, at which time 
the guitar allows it LO break out and dissolve 
itself into a labyrinth of short melodies with 
characteristic harmonies of the Siguiriya. This 
truly conditioning "cry" creates the "climate" of 
the Cante giving it dimension, and is able LO 

estabi'ish three forms. The first of these forms is 
one of a "groan", a "growling animal." The 
modulating voice is of prime importance. Don 
Chacon began his Siguiriyas by a piercing lament 
composed on a simple 3 note motif repeated many 
times over, thus, he created the haunting character 
of the Siguiriya. What a hypnotic spell! ... Pepe 
de la Matrona on the other hand, sometimes began 
his Siguiriya by a somber lament which distinc
tively and progressively stands apart from the 
guitar accompaniment. This type of temple is 
especially difficult. It requires a restrained 
"violence" which must be freed on and off only 
in "tonal inflections" which will fade away gently 
as it came, before silence takes over. Contrary LO 

the lament, and the outward cry, it must achieve 
immediately with weak amplifying variations the 
apogee of sonorous power which will fade away 
abruptly. The singer must utilize his lungs to the 
maximum giving his voice the greatest clarity and 
purity possible. 1 Midway between the lamenta
tion and the outward cry, one can take note of the 
"inward cry", although rarely used this cry does 
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not appeal to power but LO intensity. It is the most 
jondo and must come from the throat. The 
influence of oriental music is preceptible, and 
goes even beyond the utilization of sounds of the 
oriental civilizations. 

It is clear that each singer possesses his persona·! 
"cry" and that the three recorded types are 
nothing but the crystallizations of existent forms. 

The temple in the Siguiriya generally gives 
evidence of musical duration and tension brought 
about by the physical effort of the singer. The 
silence that follows allows also the cantaor to 
regain his breath, moreover, it symbolizes an em
anation of the powerlessness of man's sentiment 
since having exteriorized his drama, he has 
nothing more to say but to keep silent. This 
silence lasts- uneasy- heavy. He holds his 
breath! For very long - decidedly not! The 
lamentation must begin anew, and, then the 
Siguiriya unfolds itself. 

Many are the tonalities of the Siguiriyas. The 
three principal keys that are used are all majors: A 
major, E major, D major. Indeed, beyond the 
tonality, the vocal resonance is an important 
element. We must stop now a bit to ascertain the 
type of voices required by the Cante por Siguiriya. 

Distinction can be made among the so-called 
"Affila" voices named after the singer Diego El 
Fillo, who possessed it. The technique used is that 
of control of the sound in the throat and that of a 
modulating vocal tone emerging from the 
movable palate and uvula. Next, the Redonda or 
plain song; finally, the natural voices which are a 
compromise of the two preceeding types. They 
allied the fullness of the sound with the raucous 
accents. 

Among the characteristics of the Siguiriya are 
the fullness of sound and the high pitch of its 
songs. It is at this stage that the difference in the 
liturgical songs, especially the Gregorian Chant 
is appreciable. 

In the Gregorian Chants, passages of different 
high pitches are progressive. The Chant of the 
Siguiriya, on the other hand, cultivates the breaks 
in high pitches which are very difficult LO sing. 

It affiliates itself that way to some of the 
contemporary vocal music. A typical case is that 
of the Siguiriyas al Cambio which changes briefly 
and abruptly the intonation. The vocal diHicuhy 
for this formidable effect is of the utmost - only a 
few cantaores will risk it. To the question of high 
pitches, LO which we have alluded, the fullness 
of the voice is added. 

Chacon sang Siguiriyas of low amplitude. All 
of his art, aside from his modulating voice, 



dwelled on lhe infleclion and on lhe accenl. To 
lhis end, he remained failhful lo lhe Ziryab 
principles. 

Melodies presenl lhemselves generally accord
ing lo a simple diagram. The firsl lheme is 
exposed very succinclly quile oflen doubled. IL is 
lhe introduelion which is recaplUred, developed 
and ornamenled. The end of lhis central pan may 
have lwo forms: a long ascending vocal 
modulalion wilh an abrupl end, or a descending 
one recapilulaling lhe lasl measure lwo lO lhree 
limes. 

The influence of Arabic music on lhe 
Siguiriya's Cantes can be seen in lhe lhemalic 
ornamenlalions and lheir vocal modulalion. The 
leading and fundamental mode of lhe key noles is 
lhe key signalure of lhe vocal modulalion. 

The Siguiriya is a Cante which develops 
imbricalion of melody and rhylhm. The rhylhm is 
given by lhe guilar which repeals lhe following 
rhylhmical call in numerous varialions. 

The repealed ending of lhe lasl measure in 414 
lime is lhe elemenl lhal creales lension in lhe 
Siguiriya. 

Throughoul lhe cadence lhe imponance of lhe 
lied Bb is noled. 

For lhe gypsies, nevenheless, a nolalion 
problem exisls which consisl of lransmiuing 
rhylhm in lhe following manner: 3 fasl lempos 
followed by 2 slow ones. 2 

In spile of such a specific rhylhm dancing lo lhe 
Siguiriya has never been done since ils inceplion. 
The habil of dancing ·lo il slaned al flamenco 
speclacles. In lhis case, nor in any olher dances of 
lhe ]ondo slyle caslanels are never allowed. 

The ]aleo (bqislerous encouragement) are 
composed principally of inlerjeelions by lhe 
panicipants and by lhe pitos (whislles). The 
palmas (hand-clapping) is absent due lo lhe 
unerring sacred and hieralic charaner of lhe 
dance. 

Since researching lhe origins of lhe Siguiriya 
lo delermine ils slruclUre, it is necessary LO pin
point lhe slyles, so as lo encircle lhe evolulions 
lhat this Cante underwenl. (to be continued) 

FOOTNOTES: I - JuanilO Varea begins habitually his Siguiriya with this type of a cry. 2 - On the nature 
of this rhythm see Brailoiu, Le Rhythme Aksak (see Aksak rhythm) in Revue Musicologique, Dec., 1951. 

In Relation to the Siguiriya ~ERREFll:\~ Jose Pena 
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~ERREijf\~ (continued) 
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~ERREija~ (continued) 
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ex, 

CAL\E\ND 
SUN 

6 

13 

Chicago, IL 
Andres Segovia 
New York, NY 

C. Barbosa-Lima 

20 

Gettysburg, PA 
Llona Boyd 

San Francisco, CA 
Michael Lorimer 

27 

Detroit, Ml 
Michael Lorimer 

I MON 

17 

Washington, DC 
Andres Segovia 

I 14 

21 

Montreal, CN 
Carlos Montoya 

Montreal, CN 
Michael Laucke 

28 

19 MARCH 83 
TUES WED THURS 

1 2 3 

Sprln¥!,eld, MA 
C. Bar sa-Llma Salzburg, Austria 

Tokyo,Japan Ellot Fisk 
Llona Boyd Port Albernl, CN Nanalmo, CN 
thru Mar.10 Michael Laucke Michael Laucke 

8 
., . 

9 10 

16 17 

22 23 24 

I Kokomo, IN Pittsburgh, PA Kokomo, IN 
Llona Boyd Andres Segovia Llona Boyd 

29 30 31 

FRI SAT 
4 5 

Annapolls, MD 
C. Barbosa-Lima 

New Westminster, CN Victoria, CN 
Michael Laucke Michael Laucke 

11 12 Chicago, IL 
Douglas Nledt PenNc:ola, FL 

New York, NY Car108 Montoya 
Benjamin Verdery • G Stanford, CA 

Rle Schmidt • fl MlchNI Lorimer 
Osaka, Japan Chlc:llgo, IL 

Llona Boyd • sym Dougla Nledt" 

18 19 

Chicago, IL Dayton, OH 
Evangelo• & Liza Carlos Montoya 

25 26 
New York, NY 

Carlos Montoya 
Boston, MA 

I 
Fllnt, Ml 

Andres Segovia Llona Boyd • sym 
Fllnt, Ml Tupolo, Miss. 

Llona Boyd • sym Eliot Fisk 



<O 

SUN 

3 

10 
Evanston, IL 

Carlos Bonnell 
Suffern, NY 

Carlos Montoya 
Purchase, NY 

Ellot Fisk 

17 

Albuquerque, NM 
Llona Boyd 
Chicago, IL 

John Stropes 

24 

Auburn, CA 
Llona Boyd 

•Master Clau 

MON 

4 

11 

18 

Sliver City, NM 
Llona Boyd 

25 

OF 

19 

5 

TUES 

New Orleans, LA 
Carlos Bonnell 
Syracuse, NY 

Carlos Montoya 

12 

19 

26 

Fort Bragg, CA 
Llona Boyd 

£ 

APRIL 83 
WED THURS FRI 

1 2 

6 I 7 
1

8 I 9 

New Orleans, LA 
Carlos Bonnell 

SAT 

···~•. CD I I I W••···-· DC Benjamin Verdery Carlos Montoya 

13 14 15 16 

Greencastle, IN 
Carlos Montoya 

•- v~ NY I I I Ho,dm, CA Ellot Fisk Carlos Montoya 

20 21 22 23 

Westport, CT 
Benjamin Verdery - G West Point, NY 

Rle Schmidt - fl Carlos Montoya 

27 29 30 

Medford, OR 
Llona Boyd 

Ann Arbor, Ml 
Carlos Montoya 
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GUITAR Music OF THE BAROQUE 

Carlos Bone/I 
Nonesuch H-71403 

Carlos Bonell tackles the Baroque in this album 
featuring works by Bach, DeVisee, Weiss and 
Purcell. DeVisse's Suite In G is performed with 
grace, the Allemande stately, the Gigue lively. Not 
overly ornamented, the structure of the music 
shows through, indicating Bonell's fine technique 
and deep understanding of the Baroque. Purcell's 
music from the Fairy Queen is more direct, but 
still displaying a graceful voicing and control. 
Weiss' Tombeau sur la Mort de Monsieur Comte 
de Logy is played accurately, but somehow lacks 
the pathos and finality intended by the piece. The 
Bach Suite #2, BWV 997, is performed with great 
skill, a clean, lucid sound, bright and "harp
sichord" -like. 

Bone!) is a performer with great control and 
simple direction who is able to avoid the pitfalls 
of making Baroque dramatic and presents it in a 
straightforward, unfeigned manner. 

Norman Ruiz 

J. S. BACH AND ALFONSO EL SABIO 

Mikio Hoshido 
Globo Records - 404 

Born in 1947, Mikio Hoshido, has studied with 
Segovia, Sainz de Ia Maza, Tomas, Diaz and 
Yepes. His approach to Bach's Lute Suite #3 
(BWV 995) is very interesting. The Prelude is 
played at a snail's pace, which is very effective, 
even in the much faster 3/8 section, which sounds 
interesting played at a slow speed. The Allemande 
is also played very slowly, even the Gigue is 
played at a moderato, with the illusion of speed 
achieved by dotting the triplets. 

Side 2 is devoted to the Cantigas de Santa Maria 
by Alfonso X. These pieces, written in the 13th 
century, were written in praise of the Virgin Mary, 
mixing folk melodies from all areas of 13th 
century Europe and Asia. 

Selecting 5 from over 400 monodies, Hoshido 
ha_s created a suite of Medieval tunes, some lively 
and drum-like, others hauntingly simple - a 
welcome addition to the guitar repertoire. 

Norman Ruiz 

Note: Recording companies or artists who wish to submit records for review in this column send to: 
Guitarra Magazine, Record Reviews, 3145 West 63rd Street, Chicago, IL 60629 
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~.Publication f\e11iews 
- - - --- - - ----------~-- -~-

MAURO GIULIANI 

Variazioni 
Revised and fingered by Ruggero Chiesa 

Guitarists who enjoy the brilliant and dramatic 
quality of Giuliani's music will delight in this 
edition of Variazioni, which is a lesser-known set 
of variations based on the German opera Ruhm 
und Liebe. 

The nine-page work consists of an introduc
tion, theme, and four variations, and every note of 
it is pure Giuliani: light, graceful, melodious, 
brilliant. 

The technique required to play Variazioni is 
also distinctly "Giulianesque": the piece gives 
both hands a good workout, especially the right 
hand, which is called upon to execute all kinds of 
fast arpeggios. Variazioni is also excellent for 
developing all-around flexibility and coordina
tion in both hands. Musically, the piece is not 
hard to interpret - the melody is easy to find, the 
rhythm is easy to grasp, and Giuliani modulates 
(changes key) once to add variety and interest. 

MAURO GIUUANI 

VARIAZIONI 
I oulb rom,nu d.,JJ'Opcn "Ruhm und Llebo" 

,,.10, 
per chiw-ra 

EDIZIONI SUVINI ZERBONI-MILANO 

Scott Bach 

ISAAC ALBENIZ 

Cordoba 
Transcription by Miguel Alboniz-Theodore Presser 

This transcription of Cordoba is for those who 
want to play Albeniz but. who don't have an 
advanced technique. As a simplified version it is 
therefore not totally loyal to the original music. 
This is most obvious in the chordal introduction 
(the easiest part of the'score) which is surprisingly 
adumbrated when really such a change seems 
unnecessary. The main dance theme moves along 
well and, though the melody is retained, there are 
some changes in the chords. In the center section 
however, where there is a melody suspended over 
an active accompaniment, Alboniz just gives us 
the chords, when it seems another approach at 
capturing this excitement might have been tried. 
Though simplified Albeniz, this piece is still 
intermediate, requiring a thorough knowledge of 
the fingerboard and a good left hand. The piece 
itself is a haunting mood study with changing 
colors and long phrases. 

Norman Ruiz 

Note: Publishers or artists who wish to submit publications for review in this column send to: 
Guitarra Magazine, Publication Reviews, 3145 West 63rd Street, Chicago, IL 60629 
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LETTER: "Are there any guitar master 
classes or seminars scheduled for the 
Midwest during the Spring or 
Summer of '83?" 

James Carisle, Watervliet, MI 

ANSWER: The Wisconsin Conserva
tory of Music will present its third 
annual classic guitar seminar June 
19-24, '83 with John Holmquist, 
Raymond Mueller, George Lindquist, 
Peter Bai me and John Stropes. There 
will be ensemble workshops, lectures, 
master classes, concerts, student 
recitals. For full details write to: John 
Stropes, Coordinator, Classical 
Guitar Seminar, Wisconsin Con
servatory of Music, 1584 N. Prospect 
Ave., Milwaukee WI 53202, or call 
(414) 276-5760. 

LETTER: "Dear Guitarra; We're going 
to have Manuel Lopez-Ramos 
(pictured below) for a master class 

and concert in Ann Arbor, MI, at the 
University of Michigan. It will take 
place from July 31 - August 13. Fee 
for performers is $225, auditors fee 
is $100." For further info write to: 
Helene Rottenberg, 4548 Common
wealth, Detroit, MI 48208 or call (313) 
832-2613. 

LETTER: "Is there a publication that 
lists the tempo terms (eg: andante) 
with it's equivalent metronome value 
approximately (76-108)?" 

Letters 
Questions 
and 
Answers 

ANSWER: Metronomic marks. Figures 
appended to pieces of music, referring 
to corresponding figures on a met
ronome: The "M.M." employed in 
this connection means "Maelzel's 
Metronome,'' (the metronome 
invented by John Maelzel in 1815) not 
"Metronome 'Mark." The following 
are examples of metronome marks: 
I. M.M. ,,J = 112. 2. M.M. ,,J. = 60. 
These would mean: I. That the 
counter-weight of the metronome is 
to be set at 112, and that each click 
is to represent the speed of a quarter
notc, or in other words, that the speed 
is to be at the rate of I 12 quarter-notes 
a minute. 2. This signifies that the 
metronome is to be set at sixty, and 
each click is to represent a dotted 
quarter. (The words of tempo on the 
metronome, such as Andante, Largo, 
etc., are entirely misleading; you must 
be guided by the numerals only. 
Beethoven and Czerny were the first 
composers to use the metronome.) 

LETTER: "A question for Liona Boyd: 
I have been unable to acquire the 
music for Andantino by Mateo 
Carcassi and £studio #17 and #7 by 
Dionisio Aguado which you play in 
your cassette Miniatures For Guitar 
- are your arrangements for 
miniatures available?" 

Fred Copeland, Reno, NV 

ANSWER: "The arrangements for 
Miniatures For Guitar will be 
available in the near future. Contact 
Guitarra for further information." 

Liona Boyd 

LETTER: "I am aware of the books of 
music which accompany Mr. Niedt's 
albums. I wish there were more books 
like them. I sometimes enjoy melodic 
music and realize some is not 

intended for guitar. Do you know 
where I might be able to obtain some, 
an example is: Rachmaninoff's 
Eighteenth Variation from a 
Rhapsodie on a Theme of Paganini." 

LeVerne Holden, Westchester, IN 

ANSWER: Though some purists would 
like to set boundaries, it seems just 
about every type of music has been 
transcribed for guitar, from Bach's 
Tocatta and Fugue in D Minor 
(Azpiazu) to Ravel's Bolero. Recently 
Yamashita, a young Japanese guitar
ist, made himself famous with his 
recording of Moussorgsky's complete 
Pictures at An Exhibition. To find 
these works just write to the music 
publishers and ask for their Guitar 
Catalog. Or, stop by your local music 
store and ask for a specific piece; they 
have almost every catalog from every 
publisher of guitar music. 

LETTER: " Will Christopher Parken
ing be giving a master class at 
Montana State this year?" 

Charles Matthews, Woodbury, CT 

ANSWER: Montana State University 
wil I offer a master class by 
Christopher Parkening (pictured 
below), August 15 thru August 18, at 

the university. For full details write: 
Creech Reynolds, Music Dept., 
Montana State University, Bozeman, 
MT 59715, or call (406) 994-3561. 

Note: Readers of Guitarra are invited to send in their letters to Guitarra Magazine 
Letters Department, 3145 West 63rd Street, Chicago, IL 60629 
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TfiE ______________ _ 
GUITAR ________ _ 

ND ______ _ 
---------------LD _________ _ 

lsLAND OF lsCHIA: On March 8, 1983, 
the English composer Sir William 
Walton, O.M., died at his home on 
the island of Ischia, (Tyrhennian Sea 
off Naples). He would have been 81 
on March 29th. 

Walton's association with the 
musical life of the United States has 
been a distinguished one. Sir William 
visited America three times, to hear 
premieres and conduct performances 
of his own music in Chicago, 
Houston, and New York. His 
orchestral work has long been played 
here: from the Viola Concerto, 
Belshazzar's Feast, and the First 
Symphony in the 1930's to the 
observance in 1982 of his eightieth 
birthday by orchestras from coast LO 

coast. He received many commissions 
from American orchestras: Chicago, 
Cleveland, New York, and San 
Francisco among them. His most 
recent American commission came 
from the National Symphony of 
Washington, D.C., which have the 
first performance of his Pro/ogo e 
fantasia in London in January, 1982, 
with the composer in the audience, as 
part of the English celebration of his 
eightieth birthday. (A recent photo of 
Sir William below.) 

His Facade is a staple of the concert 
repertory and the trilogy of string 
concertos are much played by the 
leading soloists. John Graham plans 
to give the first performance in China 
of the Viola Concerto later this year. 

Walton's film scores rank with the 
finest and concert versions of his 
music from Sir Laurence Olivier's 
Shakespearean films - Henry V, 
Richard Ill, andHamlet-arewidely 
played. His coronation marches for 
George VI and Elizabeth II - Crown 
Imperial and Orb a Sceptre - are in 
the repertory of almost every 
orchestra. 

Besides the grand choral works -
Belshazzar's Feast, Coronation Te 
Deum, and Gloria - Walton 
composed many shorter seuings, both 
secular and sacred, which have taken 
their place in the tradition of English 
choral writing. 

An American audience will be the 
first to hear the last music Sir William 
wrote. The Royal Ballet, as part of 
'Britain Salutes New York', will 
perform Sir Frederick Ashton's 
Capricious Variations, based on 
Walton's Varii Capricci, in perfor
mances al the Metropolitan Opera on 
April 19th, 20th, and 21st. Ashton 
needed several extra measures of 
music for the ending of the ballet and 
the composer obliged, completing 
them four days before his death. 

Over a long creative life Walton has 
received many honors. He was 
knighted in 1951 and in 1968 received 
the Order of Merit. 
(Sir William Walton wrote the Five 
Bagatelles for Guitar in 1971 for 
Julian Bream.) 

CAMP HILL, PA: Christopher Park
ening will teach a Summer Master 
Class at Messiah College from July 27 
through July 30. Mr. Parkening will 
focus on solving each performer's 
technical problems. The class will 
meet eight hours each day - four 
hours on Saturday. For further details 
write to: Messiah College, Grantham, 

PA 17027, or telephone David 
Stafford, coordinator, (717) 737-4379. 

LIEGE, BELGIUM: The 4th Interna
tional Guitar Festival was held in 
Liege, March I Ith through the 21st. 
Master classes were given by Manuel 
Barrueco and Marcel Dadi. Concerts 
were performed in the Conservatory 
of Liege by Cacho Tirao, guitar, 
Argentina, Astor Piazzola, Argentina, 
with the Philharmonic Orchestra of 
Liege, dir. Alicia Farace. Concerto of 
Toru Takemitsu, Ichiro Suzuki, 
guitar with the Philharmonic 
Orchestra of Liege, dir. Hikotaro 
Yazaki. Picking: Marcel Dadi, France, 
with Chet Atkins, U.S.A. Guitar and 
songs, Yves Duteil. Guitar with 
piano, jazz with bossa, Egberto 
Gismonti, Brazil. Camerata 
Orchestra, Guy Lutkowski, guitar, 
Belgium. World Premier of a new 
guitar duo: Nardso Yepes, Spain, 
with Godelieve Monden, Belgium. 
Concerto d'Aranjuez, Angel Romero, 
guitar, U.S.A. Flamenco, Manolo 
Sanlucar. Lecture by Robert Vidal 
(pictured below), France. 

KANSAS CITY, MO: The University of 
Missouri-Kansas City will present a 
special master class conducted by 
Douglas Niedt July 8-10, 1983 in 
Kansas City, MO. For information, 
please write to: Douglas Niedt Master 
Class, Conservatory of Music, Univer
sity of Missouri-Kansas City, 4420 
Warwick Blvd., Kansas City, MO 
64111. 

Note: Readers who wish to submit articles pertaining to this column write: 
Guitarra, Guitar Around the World, 3145 West 63rd Street, Chicago, IL 60629 
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Antigua Wax is a secret blend of Carnauba, 
Coconut and Rosewood Waxes. It has been 
used to protect priceless instrument collections 
in museums throughout the world. 

PRICE: $2.95 plus 75¢ postage 
Antigua Casa Sherry-Brener, Inc. 

3145 W. 63rd Str., Chicago, IL 60629 

& 
Angel 

S-36021 
CHRISTOPHER 

PARKENING 
S-36053 

Plays On Angel Records 
"The kind of impeccable musicianship that only greatly talented people achieve at any age." 

-Henahan, NY Times 
IN THE CLASSIC STYLE S-36019 Bach: Fugue from Violin Sonata No. 1 • Bach: 
Chaconne• Transc. Segovia: Two Renaissance Lute Pieces• Weiss: Preludio • Bach: 
Prelude from Cello Suite No. 1 • Bach: Courante from Cello Suite No. 3 • Bach: 
Prelude for Lute• Tansman: Scherzino from "Cavatina" • Tansman: Danza pomposa 
from "Cavatina" 
IN THE SPANISH STYLE S-36020 Albeniz: Leyenda • Villa-Lobos: Etude No. 1 in E 
minor• Villa-Lobos: Prelude No. 2 in E major• Tirrega: Estudio brillante • Tarrega: 
Recuerdos de la Alhambra• Torroba: Romance de las plnos • Mudarra: Fantasia No. 
10 • Guerau: Canarios • Sor: Estudio No. 17 in E minor• Sor: Estudio No. 19 in B flat 
major • Sor: Estudio No. 3 in A major • Lauro: Vais venesotano No. 3 • Ponce: Four 
Preludes ( 1-2•4•6 l 
ROMANZA S-36021 Anonymous: Romance • Tirrega: Capricho Arabe • Albaniz: 
Rumores de la Caleta • Castelnuovo-Tedesco: Melancolia • Mompou: Cuna • 
Anonymous: Catalonian Song• Villa-Lobos: Etude No. 11 • Villa-Lobos: Prelude No. 
1 • Villa-Lobos: Prelude No. 3 • Carcassi: Study No. 19 • Schumann: Andante 
cantabile 

PARKENING PLAYS BACH S-36041 Jesu. Joy of Man's desiring• Gavotte from Violin 
Sonata No. 6 • Prelude No. 1 from The Well-Tempered Clavier • Prelude No. 6 from 
The Well-Tempered Clavier• Prelude No. 9 from The Well-Tempered Clavier• Sheep 
may safely graze • Prelude & Allegro lor Lute• Gavotte 1 & 2 from Cello Suite No. 5 • 
Gavotte 1 & 2 from Cello Suite No. 6 • Sleepers, Awake 
THE CHRISTOPHER PARKENING ALBUM S-36069 Albeniz: Rumores de la Caleta • 
Tirrega: Capricho Arabe • Villa-Lobos: Etude No. 1 in E Minor • Anonymous: 
Romance • Albeniz: Leyenda • Tarrega: Estudio brillante • Bach: Prelude No. 1 • 
Bach: Prelude No. 6 • Bach: Courante from Cello Suite No. 3 • Bach: Fugue from 
Violin Sonata No. 1 • Bach: Jesu, Joy of Man's Desiring 
PARKENING ANO THE GUITAR S-36053 Scarlatti: Preimbulo and Allegro vivo • 
Handel: Sarabando and Variations • Handel: Minuet in O • Visee: Giga • Weiss: 
Passacaglia-Couperin: Les Barricades mysterieuses • Satie: Gymnopedie Nos. 1, 2 & 
3 • Debussy: The Girl with the Flaxen Hair • Poulenc: Pastourelle • Ravel: Pavane of 
the Sleeping Beauty • Ravel: Empress al the Pagodas • Tradltional: Afro-Cuban 
Lullaby 

Christopher Parkening. In the Angel tradition of recording the great artists of our time. 
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ALBERT AUGUSTINE· LTD· 
CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS 

m 
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in San Francisco ..... 

Concert Guitars 
J. Oribe 
J. Ramirez 
M. Kohno 
M. Contreras 
A. Marin 
R. Brune 
Mig. Rodriguez 
V. Camacho 
M.L. Bellido 
J. Orozco 
Sollsta 
Alejandro 
J. Aguilarte 
Hirade 
Aria 
and others 

Classical 
Guitar Music 

Send for our updated, 1982 
Mail Order Catalog of music, 

strings, guitars & records. 
U.S. & Canada-$3.00 

All other countries-$6.00 

I (415)386-0395 I 
1433 Clement St. S.E, CA. 94118 
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Expert Instruction 

Accessories 

All Major Strings 

Publications 

!)e <!&lbe 
®uitar ~boppe 

Specially Selected 
Imported Handmade 

Classic Guitars 

6806 Douglas 
Des Moines, Iowa 503 22 

515/278-8780 

CHRISTOPHER PARKENING 
PLAYS ON ARABESQUE STRINGS 

"Arabesque" are the finest set of guitar strings I 
have ever tried. 

The treble strings produce a clear ringing bell-like 
tone. The bass strings are powerful and brilliant in 
sound. Both are extremely responsive to the most 
subtle demands of the artist and I am using them 
exclusively in my recordings for Angel. 

I sincerely recommend these strings to any guitar
ist who insists upon the utmost from his instrument. 

Christopher Parkening, 1971 

ARABESQUE 
CONCERT GUITAR STRINGS STATISTICS 

Bass Strings: 
Handwound, Silver Plated, Made in France 

Treble Strings: 
Diamond Guaged, Precision Nylon, Made in USA 

No. 100-CG, Price $11.95 plus 75¢ postage 
Antigua Casa Sherry-Brener, Inc. 

3145 West 63rd Street, Chicago, IL 60629 

DAVID HARRIS PRESENTS 
OCTO-CHOJIDAB PJlU• 

A new complete method for READING & UNDER· 
STANDING RENAISSANCE LUTE TABLATURE 
AND STAFF NOTATION. Excellent for guitar and 
lute students In Improving skills and repertoire. 
Includes scales, barre, lutesong accompaniment, 
manuscript decipherment for both English
French and Italian-Spanish tablature. All exer
cises in both types of tablature. G tuning (capo 
at third fret), &-string instrument. 60 pages. 

NEW EDITIONS OF MUSIC FOR &-STRING 
GUITAR. Dowland, Holborne, Gabriell, Dlugoraj, 
Vieux Gaultier, Dufat, Bach, Weiss, Vivaldi, 
Mozart and others. 
■ Send for list and prices to: 

Octo-Chordae PreH 
150 Plu .. nt StrNt 
Morgantown, WV 26505 

CONCERT/STE 
Nylon Guitar Strings 

Endorsed by Emilio Pujol 

Made by Hand 
Available 

Technical Variations 
Tension: 

Medium or High 
Bass Strings: 

Hand Wound Silver 
or Gold Plated 

Treble Strings: 
Precision extruded 

-Made in France-





PAF\KENING 
Virtuoso Music 

All available 
Christopher 
Parkening 
publications are 
listed below with 
prices - add $1.65 
postage and 
handling. 
Parkenlng Guitar Method 

Parkenlng Plays Bach 

Romanza Folio 
Parkenlng & The Guitar 

Vol. I & Vol. It each 

DOUGLAS 
NIEDT 

PLAYS ON 
ANTIGUA 
RECORDS 

CLASSIC GUITAR ARTISTRY S-1000 BUSTAMENTE 
MISIONERA; RAVEL! PAVANE POUR UNE INFANTE OE 

FUNTE; TURINA: FANDANGUJLLO; MYERS! CAVATINA 
SATIE: PLEASANT DESPAIR; GERSHWIN! PRELUDE NO 

2; GIULIANI! LE ROSSINIANE NO. t, OP 119. 

VIRTUOSO VISIONS S-2000 CORELLI: GIGAi MOREL! 
JUGUETEANDO; BACH! FUGUE; BRUBECK: BLUE RONDO 

A LA TURK; KLEINSINGER: PAVANE FOR SA SKI At ESCOBAR: 

CHOPI; MAVER: SONATA; ANONYMOUS! BRIAN BORU'S 
MARCH; IRISH AIR! PAISTEEN FJONNt ELLINGTON: DAN

CERS IN LOVE; GERSHWIN! MUSIC BY GERSHWIN, 

ANTIGUA STEREO s-1000 OR s-2000 $1.95 - 1.35 POSTAGE 
TRANSCRIPTIONS s-1000 OR s-2000 $6.95 • 1.00 POSTAGE 
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ANTIGUA CASA SHERRY-BRENER, LTD. 
3145 W. 63RD STREET, CHICAGO, IL 60629 

312-737-1711 

JYrake lour 0wn 
Glassical Guitar 
.... at a fraction of the 
cost of a professionally
made instru1nent! 
Stanley Doubtfire is both a superb craftsman and 
a gifted teacher. Here, in his Make Your Own 
Classical Guitar, each stage of the instrument's 
construction is carefully explained through his 
concisely written text and his profuse use of dia
grams and photographs. 

This is a book for anyone with the patience to 
follow simple step-by-step instructions and the 
ability to handle wood-working tools-but partic
ularly for that someone with special regard for a 
fine, handsome classical guitar. The quality of 
your finished instrument will compare favorably 
with those made by professionals costing 
hundreds of dollars more. 

The book also contains interviews with the 
world's three outstanding guitar-makers and a list 
of materials-suppliers across the nation. Order 
today-send $17.95 plus postage-make your 
own classical guitar-now! 

r~ 
~ 

- - ..... j .•• , ... 

Schocken Bo k 200 Madison Avenue. 
0 $ New York 10016 

I Schoclcen Books I 
I 200 Madison Avenue, New York 10016 I 

G 

I Yes, I'm going to make my own classical guitar. Please send _ I 
I copy{ies) at $17. 95 each plus $1.50 each post and handling. (NY I 

residents add tax.) I 
Name ___________________ l 

I Address __________________ , 

City I ---------------, 
State/ZiP-------------------1 

----------------------~ 



all 
Most nylon guitar string material doubles as fishing line or 
toothbrush bristles. Except D'Addario Pro-Artes. It's the only 
nylon designed exclusively for guitar string use, and the only 
material fit for the accomplished classical guitarist. 
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FOR 
FLUTE 

AND GUITAR 
a selection of attractl11e, accessible, and 
melodic works perfect /or pleasure and perfor
mance, recentlv published bv Theodore 

Presser CompanJI and affiliates. 

Olivier Chaualn: A SURGENTE 
A simple, elegant flute line over a rich, more difficult 
guitar part. 5.50 

Yvonne Desporte.: 6 DANSES POUR SYRINX 
Dance movements based on traditional forms. Easy
medium. 7. 75 

Leonard Handler: SUITE FOR FLUTE & GUITAR 
A melodic 10-minute concert suite based on folk 
themes, which has been performed nation-wide. 
Easy-medium. 4.95 

Gloacchlno Rossini: LA GAZZ.A LADRA 
Carul/i's arrangement of the famous operatic over
ture, for flute, violin, and guitar. Easy-medium. 7. 75 

AVAILABI£ WHEREVFR FINE MUSIC EDmONS 
ARE SOID, OR DIRECT fROM DEPT. 3GRA. 

THEODORE PRESSER COMPANY 
AYN MAWR, PA. 19010 

JOHN WILLIAMS 
SABICAS 

MARIO ESCUERDO 
PACO PENA 

AND MANY MORE ARTISTS IN 
CIRJOBA, SPAIN 

JIQ 11, -- -- I. 1113 Ill 
....... IIICllll.lll:llrll,•IIIICl--

--11: can flllllllCO 
Dn:lr. PICO PEIi --•1 CDl'IIIIII.Ellm 

Antigua Guitar Blanket 
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Endorsed by Manuel Lopez Ramos 

Price: $19.95 plus 95¢ postage 
Sole Distributor: Antigua Casa Sherry-Brener, Inc., 
3145 W. 63rd St., Chicago, Illinois 60629 (312)737-1711 

The AGB protects your GUITAR against 
body perspiration. 

The AGB protects the shiny varnish of 
your GUITAR against possible damages 
caused by rings, cufflinks or other pieces 
of jewelry or sharp instruments. 

The AG B protects your GUITAR against 
shocks or slight bumping. 

It maintains your GUITAR firmly posi
tioned in your legs avoiding it from slipping. 

The AGB helps your arm movements 
along the body of your GUITAR whenever 
wearing short sleeves, 

The AGB totally eliminates the need of 
that most uncomfortable and useless piece 
of cloth that is sometimes used in between 
your guitar and legs. 

The AGB avoids scratches or marks in 
your GUITAR when placing it in a guitar 
stand. 

Once the AGB is placed on your guitar it 
can remain there permanently even when 
your GUITAR is put back in its case. 



·~t·~ ~i ij he artist is brilliant. The instrument is a work of art. The strings are 
~-=~ CHS La Classique - the final detail that leads to an extraordinary per
formance. □ Because each musician is an individual, with a unique touch and 
approach, CHS offers 6 different sets of classical strings. □ Extensive testing 
and consultations with professional musicians have culminated in string sets 
with discrete variations to complement the style of every classical artist. □ CHS 
strings - designed for the perfectionist- and made by the specialists. If you 
would like more information on La Classique strings please write. 

Manufactur.:d hy G.H.S. Corporation 2813 Wilber Avenue, Battle Creek, Ml 49015, U.S.A. 
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ANTIGUA CASA 5HERRY·8RENER, OF MADRID PROUDLY PRESENTS: 

CRYSTAL 
ELECTRONIC 

METRONOMES 

------

THE METRONOME WITH MORE FEATURES THAN ANY OTHER METRONOME IN THE WORLD. 
• BESIDES BEATING THE STANDARD BEATS PER e THREE DIFFERENT PITCHES PROVIDED FOR 

MINUTE, CAN BEAT HALF AND DOUBLE. TUNING: 8~ A, ANO E. 

• FIRST BEAT OF 2/4, 3/4, 4/4, 6/8 TIME e AUDIO OUTLET FOR EARPHONE OR AMPLIFIER. 

SIGNATURES CAN BE ACCENTED. e OUTLET PROVIDED FOR POWER PACK. 

e VOLUME CONTROL FOR ANY LEVEL BETWEEN e POWER PACK PROVIDED. 
LOUD SOUND ANO COMPLETE SILENCE. 

e BEATS OF LIGHT CAN BE USED WITHOUT THE 
BEATS OF SOUND. 

e BATTERY OPERATED - BATTERY PROVIDED. 

e $MALL 3 X 5 X 1 1/2 IN PLASTIC ANO 1/2" 
LARGER EACH WAY IN WOOD. 

e FITS IN MOST CASE STRING COMPARTMENTS. 

e BLACK PLASTIC. . . . . . . . • . . . . . . . . . . $69.95 

e SOLID WALNUT . . . . . . . . . . . . . .. . • . 83.95 

e SOLID MAHOGANY ..•..•.. •...... 83.95 

e ADD FOR SHIPPING , ..... • •...•... $ 2.25 

THE LEGENDARY 

HOUSE OF 
GUITARS 
FOUNDED 
IN 1939 

-~~-~~~~~ ---· ~ :111111~-~-31 4!5 WEST 63RD STREET, CHICAGO, IL 60629 - U.S.A. 312-737• 1 71 1 

OFFICES IN: 

• MADRID 
• PARIS 
e PERSIA 
e MACAO 
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PLAYER'S NAILS 
(patent pending) 

AN INDISPENSABLE ACCESSORY 
FOR EVERY GUITARIST 

• Solves a centuries' old problem of 
broken, warped, or damaged finger nails 
and in most instances produces better 
tones than one's natural nails. 

• Manulaclult'd lrom natural ingredienis. it duplicates all 
chara,-itri,1ics ol a naturnl nail. (Can be-liled. shaped, 
and bull,d to p.-rl<'Clion.) 

• C.an Ix-put on or taken off in a few minutes and dots nor 
in1trftre with tht health or growth of ones natural nail. 

• C.an be used permanently or for unlimited numb<-r of 
hounor pracrin· whilc your na1urc1I nail rt>mains 
unall<'Cted. 

USED BY MOST PROFESSIONAL 
PLAYERS ALL OVER THE WORLD. 
PLAYER'S NAILS GOT THE BEST 
POSSIBLE REVIEWS IN AMERICAN 
AND OVERSEAS GUITAR MAGAZINES. 

" ... Now no longtr do Wt" hav<> to 
agrtt wi1h Srgovia 1ha1 in orcltr 
10 br·n,mt· a g11i1;1rin onr must ht
horn with s1rong h111 rltxihlr 
nails. Anyont who is 001 so t·n
dowrd nm bu,· 1hrm. 

Aiirt Art1l 
Nt·w York 
(;uitnr Rr11u,-46 

"Having tritd all diHrrcnl ways 
or ovrrn,ming tlw rt·nuring 
nighlman· or hrt;1king a finl{t'r 
nail bdore a ('Oll('{'fl-all or 
whid1 1urn 00110 be· no ma1ch for 
ont>'s ht·alrhv natur.tl nail-I 
havt rinally bttn inlrf•lucrd 10 
an i<tt.il solu1ion to thr problrm. 
As a malltr of fac1. I am now 
11,ing PI.AYF.R'S NAIISrnn1in• 
w>11~1,• on my ind<"x rin~l·r. Nol 
only is ir slrnngn. h111 aho, 
producr~ a bturr tont 1han my 
nalUr.tl nail." 

SERGIO ARREU 

Th<-Complf'lf' Ki1 whi1·h indudn 2 dOlt"n n;4j(5 plm affNM>ri<"5 an,I 
UMnph•11•• dt·1.1ilt•tl im1rur1io1n n111 ht• ord<"rt'tl hy \t'n<lin,t 
$19.95 p)u'i Sl..''iO pmtaK(' to: 

ULIUN MUSIC and ACCESSORIES 
~• Purnl Aw· .. Sui I<' 224 
Rrnnklinc-, M,155. 021-16. U.S.A. 
01midt• ll.S. plt·a"(' a,kl Jl.00 J)("f kit and 5C'nd only ln1rrna1io11al Monf'y 
Ord.-r in ll.S, hltKb. 



uitar 

special commemorative edition 

an homage to 

ANDRES SEGOVIA 
in celebration of his 90th birthday! 

a unique portrait of Segovia 
the Teacher· the Musician 
the Performer · the Man 

• 
featuring articles by: 

EDUARDO FERNANDEZ, a spiritual grandchild ... 

ELIOT FISK & OSCAR GHIGLIA 
performing guitarists and former students of Segovia ... 

ALEXANDER TANSMAN, composer, dedicating works to Segovia 

HAROLD C. SCHONBERG & ALLAN KOZINN, celebrated critics 
for The New York Times and authors of articles on Segovia 

NATHAN KROLL & CHRISTOPHER NUPEN, makers of films 
featuring the Maestro ... LARRY SNITZLER, 

co-producer of upcoming 13-part NPR series on Segovia 

ISRAEL HOROWITZ 
producer of all of Segovia's records since 1954 

• 
Illustrations designed expressly for this edition 

by internationally famous artists 

Order your copy now-it's sure to become a COLLECTOR'S ITEM! 

Available at $8, USA; $9, Foreign. Payable in US Currency. 

Send order to: Guitar Review, PO Box 5375, FDR Station, NY, NY 10150 
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(j;SSiC{J[ ,,ml ft;nenco 
fficfmacle in 

~r)@iR 
and Japan 

Antigua Casa Sherry-Brener offers J(JU ... 

Handmade guitars from the world's greatest luthicrs; 
for the student, teacher and concert guitarists. 

We have the finest selection of guitars in the world. 
These guitars are made by Ramirez, (Spain); Pena, 
(Spain); Hcmandis, LJapan); Garcia, LJapan). The 
prices range from $250.00 to $5,975.00 with imme
diate delivery on all guitars. 

Every guitar at Sherry-Brener is aged at least one 
year. W c do this because the finish needs at least 8 
months to crystalize. During this time the sound of 
the guitar changes each month. The glue, also, does 
not completely harden until after this length of time. 
The guitars are not tuned up during this drying 
period. 

Any concert artist who has acquired a guitar from 
our firm always demanded an aged instrument. When 
you receive a guitar from Sherry-Brener you can be 
assured it is completely bone-dry. 

A Letter of Value is given with each guitar. All 
major insurance companies accept our evaluations 
without question. 

Due to our close association with the great concert 
guitarists of our day we always solicit their opinion 
and knowledge on every guitar in our catalogue. Any 
improvement that was suggested was made. 

In other words our guitars were designed by great 
guitarists not just by wood workers or scientists. 

Not only do we send aged wood to our makers in 
Spain and Japan, but, also, the ideas and dreams of 
great concert guitarists. 

The gifted hands of these makers tum these rare 
old woods, ideas and dreams into beautiful musical 
instruments. 

It is a well-known fact that virtuoso guitarists 
Christopher Parkcning, Michael Lorimer and Douglas 
Nicdt grew up playing our guitars. Nearly 100% of 
the touring concert guitarists arc playing guitars 
from Sherry-Brener. 

For our catalogue featuring guitars, strings, acces
sories, publications, records and luthicr supplies send 
Sl.25 postage and handling charges. In many areas 
our catalogue has become a collector's item. 

We also publish Guitarra Magazine, a bi-monthly, 
up-to-date news media featuring a calendar of events 
- where and when the artists are performing . . . 
interesting, in depth interviews with performing 
guitarists . . . new music . . . publication and 
record reviews. 

Subscriptions: $15.50 per year (foreign: $21.50) 
Back Issues: $2.60 per issue (foreign: $3.60) 

3145 West 63rd Street, Chicago, Ill. 60629 - U.S.A. 312-737-1711 



~>1 Tcsti111c11ials fer Guitarra Magazi11c t<~ 

Dear James, 
"I am truly happy that, 
like theimmortalPhoenix, 
"Guitarra" magazine will 
be born again! A periodi
cal devoted to current 
news of the classic guitar 
world is badly needed and 
will be appreciated. Under 
your experienced guid
ance success is assured. If 
I can be of any help, 
please do call on me." 

VLADIMIR BOBRI 
September 27, 1978 

To GUITARRA 
Magazine from Regino 

Sainz De La Maza 
"With my best wishes 
and congratulations for 
your interesting mag
azine." 

REGINO 
SAINZ DE LA MAZA 

July 21, 1964 

Andres Segovia 
Comments on 

GUITARRA Magazine 
"I hope that this fine mag
azine (GUITARRA Mag
azine) accomplishes its 
artistic purpose - to in
crease the love and know· 
ledge of its readers -for 
the beautiful instrument 
which is the guitar." 

ANDRES SEGOVIA 
1966 Winston-Salem, NC 

Julian Bream Proclaims 
GUITARRA Magazine 

"GUITARRA is a truly 
lovely magazine. I wait 
anxiously for each issue, 
it really keeps me inform
ed on the happenings of 
the guitar world." 

JULIAN BREAM 
February 25, 1964 

A Word from Sabicas 
"I, Sabicas, find the 
GUIT ARRA Magazine in
spiring, authentic and in
formative. The people 
who publish this mag
azine are dedicated afi
cionados of the guitar. 
Amigos this is our mag
azine." 

Juan Serrano Comments 
"GUITARRA Magazine 
. . . The cornerstone of 
the guitar world, a phen
omenal publication. The 
one true source of.infor· 
mation featuring high
lights on every facet of 
the guitar world; past, 
present and tomorrow." 

JUAN SERRANO 

A Duo Proclamation 
by Presti and Lagoya 

"We are inspired to see a 
magazine like Guitarra. 
It is nicely written and 
pictured. More publica
tions should follow in the 
footsteps of GUIT ARRA 
Magazine." 

IDA PRESTI and 
ALEXANDRE LAGOY A 

Carlos Montoya 
Exclaims ... 

"GUIT ARRA Magazine 
is the world's greatest 
guitar publication. In fact, 
I consider GUITARRA 
the finest guitar magazine 
of all time. Sincere con
gratulations." 

CARLOS MONTOYA 
March 19, 1966 

~>, Cfqe World's Greatest Guitar Magazi11c K~ 



Birtlldays of ~icioqados 

Sir William Waltcq 
Lancashire, England, March 29, 1902 

Maurice Ravel, Ciboure, Frarice 
Marsal Domingo Prat, Barcelona, Spain 
Johann Sebastian Bach, Eisenach, Thuringia 
Bela Bartok, Nagyszentmiklos, Hungary 
Vincent d'Indy, Paris, France 
Mario Castelnuovo-Tedesco, Florence, Italy 
Emilio Pujol, Lerida, Spain 

March 7, 1875 
March 17, 1886 
March 21, 1685 
March 25, 1881 
March 27, 1851 

April 3, 1895 
April 7, 1886 
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