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GUITARRA Magazine is dedicated to the 
world’s greatest guitarist, Andres Segovia. 

Andrés Segovia has given the guitar its 

brightest hours. After Segovia, and until eter- 
nity, no one will ever hear the guitar played as 

we are now hearing it played. 
: James Sherry, 

January 1, 1966 
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COVER STORY 

The illustrated document on our cover corres- 

ponds to our text story, History of the Guitar. 

Depicted in this drawing is the widespread use 

of stringed instruments in the Middle East; in 

this instance, Ancient Egypt. 
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HE GUITAR is one of the world’s oldest 

musical instruments, and its illustrious 

¢ line of ancestors dates from the prehis- 

toric days of primitive man, though, surely its 

form which we know today is the result of a 

long evolutionary process. 

  

    
Even in cave paintings, string instruments are 

found, a type of fiddle bow similar to those 

used for shooting arrows; fiddle bows—three, 

four, five or seven—joined together at one end, 

while separated at the other end in the manner 

of a half open fan, whose strings were played 

i



  

  
Firenze, Palazzo 

Preceding page, Orpheus, the mythical poet and 

musician who tamed wild beasts and conquered 

death with his music. Above, an ancient Persian 

illumination with a lute player. 

by means of another bow of the same or similar 

characteristics. 

Upon playing, the sound was forced, but to 

rub against or scrape some strings with another, 

would be monotonous, just dissociated! noises, 

to which, nevertheless, the primitive people of 

the world danced or shouted), not im such a dis- 

tinct manner as presently, but some savage 

tribes from the interior of Africa and the 

Amazon forests still act im the same way. “Con- 

cerning the origins of music, we know nothing 

with certainty, but we do indeed know that 

among all human manifestations, acoustics is 

the most spontaneous when man finds: himself 

under the influence of any thought or feeling.” 

(M. Schneider, Mam and Music). 

And, continuing a moment, let’s also add, 

that the mythical and religious traditions and 

beliefs which attribute the origin of the world 

to a primitive sound, to a chord or a song, or to 

a musical instrument which the Creator used 

for the creation of the universe, are numerous. 

“According to am ancient Indian idea, the whole 

universe has been brought into beimg by a 

powerful woman singer, who was transformed, 

little by little, into light, stome and flesh.” And 

the early Christians said that music was invented 

in heaven. 

The guitar’s progeny now ascends im time 

four or five thousand years, as may be seen in 

the bas-relief (sculpture) of the Asian and Egyp- 

tian people who cultivated the worthwhile 

music of various string instruments such as the 

lyre, harp, guzla, lute, and zither, etc. Appar- 

ently, these instruments did not them have an 

independent musical existence, but were bound 

up with the other spiritual and artistic forms; 

the dance, writing, and poetry. For a long time, 

music had am eminently vocal character. The 

song was, as is now the flamenco which charac- 

terizes the musical realm, the center and reason 

for music. Little by little, the imstrument be- 

came independent, ceased to be merely am ac- 

companiment piece, and, around the fifteenth 

century, came to possess am autonomy of its 

own. 

The Greeks were the first occidental people 

that cultivated and developed vocal and imstru- 

mental music. Perhaps with the conquests of 

Alexander (fourth century, B.C.), who intro- 
duced it as far as India after taking possession 

of Persia and Egypt, the ancient musical instru- 

ments of these two great nations, among them
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Above, an engraving of Pythagoras, the Greek philos- 

opher and mathematician who explored the mathemat- 

ical basis of sound frequencies. 

the zither, or kitharah asiria, which in Greek 

was kithara, and, later still, in Arabic, gitar, 

from which was derived guitarra, arrived in 

Greece and at the time its name was changing, 

the instrument’s characteristics were also being 

modified. 

The Greeks so fond of deifying all the out- 

standing aspects of the life of man and Nature, 

gave to Apollo, the god of the Sun and the Arts, 

a son shown with the nymph, Calliope: Orpheus, 

to whom they attributed the invention of the 

kithara. (Orpheus is symbolic of music and 

amorous love.) The harmonious seducing quality 

of his kithara, pulsing with deep feeling, exer- 

cises such powerful magic that it soothes the 

furies (supra-natural agents which appear in 

Greek plays, etc.); tames wild beasts; woos the 

female attendants of Bacchus, the god of wine; 

halts the swift waters of the rivers; attracts the 

stones; and all of Nature, finally, remains as if 

suspended or enchanted under the effects of its 

music inspired by the pensive muse, Polimnia. 

Loving the beautiful Eurydice, nymph of the 

forests, Orpheus, when she dies, in his search, 

descends to Hades, accompanied with his 

kithara, and the power of its sad music relieves 

his pains, opens the doors of pagan hell, and ob- 

tains the surrender of his beloved Eurydice 

from Pluto (lord of the lower world). 

4. 

In the sorrowful myth of Orpheus, the poets, 

painters, and sculptors of each age and country, 

have represented him with the musical instru- 

ment most in vogue; the lyre, harp, lute, and 

the guitar, and always surrounded by Nature in 

a submissive and charmed posture. The myth of 

Orpheus came into being about the sixth cen- 

tury before Christ. 

Music was much cultivated in Greece, and 

with popular approval, the kithara, whose 

sounds provided accompaniment for national 

songs, festive weddings, and even the sad accents 

of the funeral songs. 

The Greek kithara went, later, to Rome, 

while the Asian kitharah, across through Persia, 

arrived in Arabia. The Greek kithara (guitar) 
became the Roman guitar, and the second, the 

gitar sarracena. This last instrument quickly 

had very illustrious kinsmen among the Arabs — 

the guzla, the rabel, and the lute — and from the 

Roman kithara was derived the Latin guitar 

(guitarra latina). ‘‘This was played with the 
fingers and was easy to arpeggio; the Arabic, 

the Moorish guitar, was played with a plectrum 

and was a melodious instrument.’ The term, 

guzla, from the Turkish gaz/, is an instrument 

having a single string which one plucked; the 

rabel, from the Arabic rabab, is an instrument 

similar to a lute, with three strings and having a 

very shrill sound; and the lute, from the Arabic 

cud, is an instrument played by plucking its 

strings. 

The Latin guitar has a sounding case with 

lateral curves, and has four rows of double 

strings. The Moorish guitar has an oval sound- 

ing case similar to that of the lute and primitive 

arc violins, a much larger fingerboard and three 

strings. 

In ancient Rome, string instruments enjoyed 

great favor among society’s upper classes, and 

even Roman emperors were not ill-disposed to 

learning their use—emperors such as Adrian 

(76-138) and Caracalla (188-217), who, surely, 
ordered a monument erected to Mesomedes, 

the player who introduced advancements in the 

technique of string instruments. 

But with the fall of imperialism and the ap- 

pearance of the barbarians, music decayed to 

weak forms that only began to recover about 

the seventh century, A.D. 

By Vidal Denito Revuelta, 

translated by Robert Kotas. 

(To be continued in the next issue.) 

 



     

  

    

NICCOLO 
PAGANIN] 

A rare 

pre-Daguerreotype 

photographic 

representation 

of Paganini’s 

Paris performance 

in 1831, from 

Bettmann Archive. 

POSSESSED 
OR 

BLESSED 

iccol6 Paganini, who is considered the 

greatest violin virtuoso of all time, was 

probably one of the most erratic figures 

of all time. Through his numerous performances 

all over Europe, he enthralled and inspired 

every audience, including musicians of his era. 

Franz Schubert was mystified by him, Rossini 

was appalled by him, and Meyerbeer followed 

him from one concert to another not being able 

to get enough of his playing. Berlioz has des- 

cribed Paganini as “‘one of those artists of whom 

it must be said: “They ,are because they are and 

not because others were before them’.” In Paris, 

Liszt came under Paganini’s spell and was so 

stimulated by his fabulous technical virtuosity, 

determined to accomplish similar miracles with 

the piano, and pushed his technique to the 

highest limits.



  

Paganini was considered a genius, a god, a 

devil worshiper, anything but that of reality. 

There was a rumor, for instance, that when 

Niccolo was only six, his mother made a pact 

with the Devil and is said to have traded his 
soul for a career as the greatest violinist in the 

world. 

Paganini was a legend. In fact, he was so amaz- 

ing no audience could succumb to any type of 

disturbance during the trance he created 

through his musical renditions. After borrow- 
ing a Guarnerius violin for a single concert, 

the lender begged him to keep it for fear of 

coming under Paganini’s supernatural powers. 

He also won a Stradivarius violin in a similar 

manner by playing a technical piece by sight 

which was insisted that nobody could perform 

even after preparation. 

  
Besides his superb technical ability, his 

cadaverous appearance led to myths of all 

sorts. He was tall and thin, had a long nose, a 

pale and long-drawn face with hollow cheeks, 

thin lips that seemed to curl into a sardonic 

smile, and piercing eyes like flaming coals. The 

rumor was spread that he was the son of the 

Devil. It was difficult to think much otherwise 

as Paganini dressed in black, played weaving 

and flailing, with skinny fingers cavorting over 

the strings, and contorted shoulders giving him 

the appearance of a giant flapping bat. Paganini’s 

every movement and every tone emanating from 

his violin seemed to support the 300-year-old 

myth that the violin was the “Devil’s consort” 

and that the violinist himself was the Devil. 

Some people, when in his presence, would 

actually make the sign of the cross to rid 

themselves of what they believed were his evil 

powers. He was once forced to publish letters 

from his mother to prove he had human parents. 

Whenever and wherever he played, he aroused 

terror and awe in his audiences. There was the 

rumor that a satanic figure, a double of Paganini, 

always appeared in the audience in sombre 

black with the same long black locks, burning 
eyes, and sardonic smile. Or else the figure 

appeared on the stage at Paganini’s side dressed 

in a red cloak and pantaloons, with horns, 

hooves, and a tail to guide Paganini’s bow arm 

through a performance. It was believed that this 

figure raised a thunderstorm during a concert 

and conducted lightening to the free end of the 

bow, and at another performance he actually 

took possession of Paganini’s body. 

In spite of his appearance and the suspicions, 

however, he was worshiped wherever he went. 

All parts of Europe were delighted with his 

music and women were spellbound at the 

sound of his hypnotic melodies. There was an- 

other rumor that he was the greatest womanizer 

of all time and that he killed a woman, im- 

prisoned her soul in his violin, and used parts of 

her intestines as an eternal source of gut for his 

strings. The unearthly screams of women were 

sometimes heard coming from his violin as he 

played on stage. 

Paganini was born of a poor family in 1782 

at Genoa and showed a natural talent at a very 

early age. His father wanted his son to be a 

genius and did everything in his power to make 

that come true. He stood by him consistently 

when he practiced disciplining him severely 

with a rod that was seldom spared. His father 

was quite successful in his persistence for at the 
age of eight, he played a Pleyel Concerto ina 

Genoa church. He so enthralled the audience, 

that his playing became in great demand for 

local social gatherings. His teachers at that time 
were Giovanni Servetto and Giacomo Costa. 

When he turned nine, he made an official debut 

in a Genoa concert auditorium playing his own 
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composition, La Carmagnole which is a theme 

and variations. By age thirteen, he was known 

throughout the town as the “wonderchild.”’ 

He continued with his studies in Leghorn 

with Ferdinando Paér and in Parma with 

Alessandro Rolla, which began his first extend- 

ed concert tour. He succeeded rapidly in the 

cities of Lombardy playing many of his own 

electrifying compositions. 

At the age of seventeen, he was on his own. 

He no longer needed financial assistance from 

his father and broke away assured of his talent. 

Freed for the first time of his father’s strictness, 

he gave in to his two passions — women and 

gambling -- to which he was thenceforth to be 

addicted. 

At the turn of the century, he disappeared 

from the public eye. It is generally believed that 

he fell in love with a Guscan noble lady and 

lived with her at her chateau. At this time, he 

abandoned the violin temporarily because of 

his mistress’ wishes and concentrated his vir- 

tuoso and creative gifts on the guitar. He also 

composed several pieces and chamber works 

for the guitar. But, after three years, he re- 

turned to his native city to study, play, and 

compose at full intensity. 

The most amazing stories were heard about 

his performances. The most famous is of the con- 

cert in Leghorn. When a string of his violin 

snapped in an intricate passage, the audience 

began expressing derision. But when Paganini 

continued to play the piece on three strings 

instead of four, the derision turned to wonder 

and awe. From then on Paganini would not 

hesitate to use this devise on purpose to further 

entrance his audience. Often he would use worn 

strings so that he could complete his perform- 

ance on three or even two strings when they 

snapped. Later he got the idea to write entire 

pieces for a single string, such as the Fantasia 

on the G String. 

By 1813, Paganini became the greatest 

violinist of his day and the most worshiped. He 

spent the next decade and a half performing 

numerous concerts throughout Italy. His health, 

however, was turning bad which limited his 

touring voyages to his own country. 

When he finally left his country to perform 

in other parts of Europe, the concert halls were 

filled immediately and crowds rushed to see for 

themselves the creature that was so talked about. 

In 1828, he was in Vienna where he hypnotized 

8. 

his audience. Everyone was talking about him. 

Snacks and billiard shots were named after him. 

After Vienna, he traveled extensively through- 

out Germany and in 1831, he arrived in Paris, 

his ultimate goal. In Paris, there was a study 

made of him because his unusual appearance 

created an abnormal “presence” about him. Up 

until then there was no challenge as to the idea 

that he was possessed by the devil or was some 

sort of god himself. Through this study, how- 

ever, it was found that his physical characteristics 

were linked to his mental abilities; the same 

qualities which characterize a genius. 

In his tour to England and Scotland, Paganini 

made the largest sum of money that any per- 

forming artist had earned up to that time in a 

single trip. 

He returned to Italy and purchased an estate 

near Parma where he made several concert 

appearances despite his suffering from poor 

health. He lost some of his fortune in a gambling 

house named after him, thus making him rest- 

less and weary. He started coughing and eventu- 

ally lost his voice completely in 1838. He went 

to Nice for a rest cure — but neither rested nor 

was cured. He spent his last hours improvising 

feverishly on his violin, defying his rapidly 

waning strength. Finally, he died on May 27, 

1840. 

For five years the Church, disturbed as to his 

orthodoxy, refused his body interment in con- 

secrated ground, and so it was laid to rest in a 

village graveyard on his own estate. The people 

in nearby towns use to say that every night 

they heard the sounds of a ghostly violin 

emanating from that coffin. The legend of 

Paganini’s life lasted until the very end. 

ee are 
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ALLEGRETTO SCHERZANDO 
Arranged by Karl Scheit Niccolé Paganini 

(1782 - 1840) 
a i m ees m m i     i 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 

 
 
 

  

7 Zi) ae f 

        

  
*From “Six Original Compositions for Guitar’ 

10.



  

  

  

  

  

a 

2 si | Ae | 
2 Jo Bg T oe oe Beek 4 

ZN Te Re 2 2a —_ ~~ a WT ares 2 } 
Ci Ta) Macc Ptr re. to, RET j 

I tyr } } I t 1 mm mm + 
  

  

  

  

  

    
  

   
“Allegretto Scherzando,” “Andantino” and ‘‘Minuetto”’ reproduced by permission of 

European American Music Distributors Corporation 

it.



ANDANTIND 
 
 

  
 
 

  
      

  
    

  
  

  
  

    
    

    
  

  
  

  
  

  
    

 
   

    
ze.  



  

MINUETTO 
  
  
    

          

  

  

      
  

            

    
  

  

  

    
      

 



  

NARCISO YEPES 

SALVADOR JIMENEZ 

  

The first thing we notice upon meeting is the 

guitar, his guitar. It is difficult not to stumble 

over the instrument when trying to shake his 

hand, as it is difficult to understand Narciso 

Yepes without listening to him play this guitar 

which he has played for the attentive ears of 

half the world. 

He has just arrived from Paris, where, with 

Mauricio Ohana, he was a judge at the French 

Radio-Television Convention dealing with works 

for the guitar, and for the guitar and orchestra. 

He is going today, up Europe to continue his 

own series of concerts. 

Jimenez: 

What verb conjugates the guitar: plays, sings, 

sounds, dreams? 

Yepes: 

I would say that the guitar suggests. And se- 

duces. Or better: suggests and invokes. 

14. 

Jimenez: 

What definition would suit you more; would 

disturb you less? 

Yepes: 

The guitar is sound put in motion. With a 

single note, you can create beauty. It is an 

instrument that makes time beautiful. 

On the shelf is the time of Marcel Proust, the 

book-binder. It is sounding from the hand of 

Yepes, a time that has gone and has remained. 

Between abundant amounts of coffee and small 

talk, he has made his important statements. The 

guitar of Narciso Yepes is with us. It is not an 

ordinary instrument. First, clearly, because it is 

his, but moreover, because it is a different gui- 

tar—a ten string guitar—a guitar we could call 

unusual. An instrument with which Yepes, its 

inventor, extends old borders, enlarges its range, 

and establishes, for the guitar, a new frontier.



  

Jimenez: 

How did the idea for the guitar come to you? 

Yepes: 

While thinking about its deficiencies. 

Jimenez: 

Was it really a limited instrument? 

Yepes: 

Yes. There are notes, which played on it do 

not reach harmonious resonance. 

We are entering into a technical explanation 

which I best understand when Yepes illustrates 

it musically, but I do not know if I can explain 

it with the necessary precision. I can say that 

there is more sound. That the guitar sounds 
better. It seems, as it were, that its throat has 

been enriched and its heart enlarged. Even its 

form seems better. 

Yepes: 

One string can produce simultaneously, two 

harmonies of different sounds. 

He tells us that there is in this guitar, great 

technical difficulty. But he is content; serenely 

sure of his discovery. It appears to him to bea 

logical discovery. Something which inevitably 

had to happen, as the rivers inevitably flow to 

the seas. 

Yepes: 

Everything about it is an advantage. There 

are works from the Renaissance, from the 

Baroque period, which never, on the guitar, 

have been played in their pure, original state. 

Guitars have always required transcriptions 

from original scores, but these transcriptions 

have not always been accurate. At times, 

rather than translations, accomodations, and 

in some cases, adulterations result. 

We think that because of this unconfessed 
horror which frightens so many people, and be- 

cause of his perserverance in not departing from 

the original meaning of scores, and his insistence 

upon fidelity to that meaning, that all are not 

going to be in favor of Yepes’ magical and logi- 
cal guitar. 

Yepes: 

I expect very strange reactions. At first, they 

will criticize it, of course, as something new, 

which it is. They will say that it is not a gui- 

tar. They will say everything they can think 

of. But it will assert itself in time. 

He does not say it with prophetic concern. 

Nor with emphasis. With candor, yes. I have 

heard Yepes play many times. Entire evenings, 

with the Bay of Santander opposite. In the 

repertory, Gaspar Sanz, Bach, Vitoria, Cabezon, 

Galilei. I do not know why I remember Galilei. 

A name which recalls something. And, neverthe- 
less, moves one. It is something like this, if you 

will permit me, that I believe Yepes wishes to 

say. The guitar of the new frontier will assert 

itself on its own merits. And, of course, it sounds 

better. 

There is no name for this guitar. It is the only 

example in the world. It has not been christened. 

Perhaps it does not need a new name. It is called 

a guitar—which already is a name—and it was 

born of a distinguished family. It has gone from 

six strings—a number which was not a constant 

throughout its historical development—to ten 

strings, a number of great philosophic signifi- 

cance . the “tetrarch”. . . the sum of the 

first four numbers by which swore the members 

of the Pythagorean sect, who were mystics of 

numbers. The guitar now has as many strings as 

there are fingers on its player’s hands. It has 

entered the metric decimal system, and is, if I 

have properly understood the explanation, now 

in respect to its immediate past, somewhat as 

the piano once was the clavichord. 

It is a lute which produces more sound. With 

a touch of inherited artfulness, Yepes insinuates 

that one would be able to call it a “‘laudarra’’. It 

brings to mind romantic words, an Arabic-An- 

dalusian poem, a mystery, a well. Was that what 

Gerardo Diego meant when he wrote: “The gui- 

tar is a well with wind instead of water.” 

Yepes says that the idea for the guitar arose 

a year ago. When he was playing a “Prelude” of 

Bach, corroborating something with which he 

was already experimenting in previous sessions. 

He had notes that remained muffled; without 

resonance. Last September, he spoke of his plan 

with Jose Ramirez, an artisan deeply in love with 

his beautiful occupation as a tamer of wood. 

Ramirez seriously took on the request that Yepes 

made. He put his heart into the project. He 

spared no attention in the workshop. And this 

is the result. Vivaldi, Mudarra, Sanz, Bach,—all 

are heard this afternoon from the pure, faith- 

ful hand of Yepes—proof, ten times over, of 

15.



what he has spoken. An innocent and know- 

ledgeable hand which speaks the musical truth 

without concessions. 

I asked him about the following the guitar 

enjoys in the world today. If it has increased; if 

it has grown. 

Yepes: 

In a gigantic, incredible way. The guitar has 

reached even the most exotic countries. There 

are, in Japan, more guitarists than in all of 

Europe. They exceed three hundred thou- 

sand. The people there will travel hundreds 

of miles to attend a concert. 

I invited him to review the pages in his album 

of memories and to tell me where he had his 

greatest satisfaction. 

Yepes: 

Perhaps the greatest success has been in 

Helsinki. The Nordic public is more passion- 

ate than that of Seville, and it reacts more 

warmly than one would imagine. I was much 

satisfied when, in Strasberg, I presented for 

the first time, Ohana’s Concert for Guitar 

and Orchestra which he had dedicated to me. 

And in Tokyo, at one recital I had to give 

nine encores. But possibly the greatest satis- 

faction in my life took place in Vienna. It 

was one of those moments when what most 

pleased me was also what most pleased the 

public. A spiritual identification. 

Enrique Franco calls it a spiritual “‘strip- 

tease”. A form of baring his soul before the 

public. 

Narciso Yepes possesses almost a scholarly 

timidity. His eyes, so long disciplined, are per- 

fectly level with the guitar at his waist as, 

Franciscan-like, he gazes toward the floor. He 

has something of the meditation of a monk who 

has always thought leisurely in his cell. Deep 

wrinkles, like furrows in the sand, are present 

in his forehead; and his eyes seem like two 

little balls of mercury about to spring—like 

atoms in action. 

He practices five hours daily. He has the 

flexibility of a Latin, and the methodism of a 

German. Without the vanity of a Frenchman. 

Have I already stated that he is an optimist? 

Yepes: 

It is not difficult to play well, only to 

practice well. 
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Such is his explanation concerning his in- 

spiration. But how did the guitar—his first 

guitar—feel in his hands? There is no one tra- 

dition. The reply, because of its sincerity, is 

almost surrealistic. 

Yepes: 

My first guitar was a stick. 

‘  Yepes placed a stick in the position of a 

guitar and simulated playing upon it. That 

broom handle which we have all mounted as if 

it were a horse! All day long he hummed songs, 

melodies, popular ballads. He was four years old. 

Yepes: 

Then my father, seeing me play with the 

stick as if it were a guitar, bought me one. 

He played only by ear. In the Guerra Theater, 

he gave his first concert when he was seven. It 

was in 1934. The program then did not reach 

Tarrega. Later he studied with Jesus Guevara, 

and solfaed, with Pedro Huertas, at an institu- 

tion. Still later, he studied with Vicente Asencio 

and Rafael Balaguer. He jumped to Paris, where 

he is an alumnus of two clavichord instrument 

teachers: the violinist, Enesco; and the pianist, 

Gieseking. Yepes truly desired to enter the 

music profession. 

The distinct specialties of the teachers that 

he chose readily explains Yepes’ rigor. He con- 

tinues to study. 

Yepes: 

I am now practicing Falla’s Retablo on the 

new guitar, especially the part don Manuel 

composed for the harp and lute. It plays dis- 

tinctly. 

He plays a few measures. I am sitting so near 

that I am afraid to get any closer. I dwell upon 

this stool—this foundation which always accom- 

panies the guitarist—as an external sign of humil- 

ity that gives him a poor scholarly air. 

Jimenez: 

Is the stool necessary? How would you play 

more to your liking? 

Yepes: 

I would prefer to play while seated on a sofa 

or in a big armchair. It is the most comfort- 

able posture. But it does not appear aesthetic 

or proper to present myself on the stage in 
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such a manner. So there is no other alterna- 

tive but to use a stool. The circumstances 

demand it. 

We speak about poetry. Yepes likes that of 

Antonio Machado. We talk about the rare poet, 

Eliodoro Puche, of Lorca, who is like a living 

monument. 

“Wine, sentiment, the guitar, and poetry,” 

writes Manuel Machado. But Yepes seems to 

have modified the stanza. Because his guitar 

has more strings and more clefs, among other 

things, he is now seriously pursuing composition. 

He regaled us with fragments from Concerto for 

the Guitar and Orchestra by Vivaldi. 

Jimenez: 

What music sounds best inside you? 

Yepes: 

We should say that there are three types of 

music. One, which heard, you do not wish to 

hear again. Another, which you would like’ 

to hear again, and the third type, barely fin- 

ished, which you would not want to hear, 

but only because you want to continue lis- 

tening to it within yourself, because it re- 

sounds and accompanys you within. 

I have spent an evening at home with Narciso 

and Marisa, and his unusual guitar—a unique 

  
mirror reflecting, in this artist, nothing narcissic- 

tic. Yepes has converted the guitar into a nor- 

mal vehicle for playing music free of folk lore 

and those libertinisms and misdeeds that the 

guitarist tolerates because of the acknowledged 

limitations of the instrument, Yepes calls exi- 

gency, musical rigor. 

I glance at his books. Many philosophic 

titles. And many concerning astronomy. He 

anticipates my question. 

Yepes: 

I am quite interested in astronomy. I have, 

besides, a 150-power telescope. The next 

night you come, I invite you to look at 

Saturn’s ring. 

Pythagoras, Fray Luis, the music of Salinas. 

Who speaks about the music of the stars? I see 

beginning to burn, those stars, so illuminated 

by Yepes, which lightened the sky of Aranjuez 

and Joaquin Rodrigo. I don’t know if he is 

familiar with Neruda’s prologue for the guitar. 

It goes like this; “and so the entire night is 

transformed into the starry case of the guitar, 

the firmament trembling from its sonorous cup.” 

I will return. To take lessons on the guitar. 

Lessons from the heavens. 

(Credits to Arriba, 1964, Madrid) 
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NARCISO YEPES 

CONCERT 
(Q) 

The world famous Spanish guitarist, Narciso 

Yepes, was welcomed by an enthusiastic audi- 

ence on October 24 at North Park College, after 

not appearing in Chicago for several years. The 

small size attending the great artist’s perform- 

ance was a disappointment, proving poor pub- 

licity and inadvertence of so called guitarists 

and guitar fans. 

Narciso Yepes, probably one of the most re- 

nowned technicians in the world, demonstrated 

his proficiency to the utmost. The entire pro- 

gram was composed of pieces from several cen- 

turies, all played on the 10-string classic guitar. 

The program began with a Kurdish Dance 

from the 14th century Passemezzo and Branle 

by Adrian Le Roy. These early compositions 

demonstrated rhythmic complexities and modal 

tonalities played in a characteristic lute style. 

Two later compositions, J. S. Bach’s Sara- 

bande and Double, and Silvius L. Weiss’ Suite 

in E Major, delighted the audience through the 

delicate ornaments and continuous intensity. 

Fernando Sor ended the first half with his 

Theme and Variations, Op. 9. The speed that 
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Mr. Yepes displays is overwhelming, but it some- 

times fought against a need for relaxation at the 

ends of phrases. 

After intermission, the performer evolved the 

nature of his music from dispassionate to a light 

heartedness that brought laughter and smiles 

from all faces. This commenced with Barcarisse’s 

Intermezzo and Passapie, very gay pieces with 

awesome guitaristic effects such as portamentos 

all the way up the fret board and harmonics 

that span the entire range of the instrument. 

Next came the ever popular Malaguena by 

Albéniz, that tantalized the audience with clean 

scale passages and lyric melodies. Granados’ 

Spanish Dance No. 4 was also captivating with 

the quick repeated grace notes in the low bass 

making a drone effect. 

One of the highlights on the concert was a 

set of five pieces called Diario by Vaclav Ku€era. 

The 20th century composition depicts the 

phases of life (Days of Love, Hate, Decision, 

Fight, and Death) through moments of agita- 

tion and sensitivity, tension and relaxation. 

In celebration of the 200th anniversary of 

Fernando Sor’s birth, the last piece, Theme and 

Variations, Op. 28, was dedicated to him. 

Narciso Yepes ended the evening with stand- 

ing ovations and three encores: an Irish March 

of the 11th century, beginning and ending ina 

whisper, a flamboyant Spanish Dance, and the 

touching Recuerdos de la Alhambra by Tarrega.
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PAMELA KIMMEL 
CREATES MUSIC 
  

Pamela Kimmel, head of the guitar depart- 

ment at Roosevelt University, brought enthusi- 
astic listeners from many areas, not to mention 

many of her own students, to hear her perform 

on October 30. 

The unique feature of Miss Kimmel’s playing 

is her tone. We were not insulted by excessive 

string noises, buzzing, and detached lines, but 
rather we were serenaded by smooth, legato 

melodies. This is perhaps the most difficult task 

in playing the guitar well, thus, it shows her tre- 

mendous concern for making music rather than 

simply plucking strings. 

The first two pieces, Romanesca and Fantasia, 

by Alonso de Mudarra (c. 1508-1580), demon- 
strated her musical knowledge. Her rhythm was 
precise, her phrasing was correct, and her tone 

was crystal clear. 

The two pieces by Haydn, Andante and 

Minuet, seemed to be difficult to play with the 

same intensity and the dynamic range of an 

orchestra, on the guitar. There is an apparent 
need for more continuity of the pieces as a 

whole. 

A composition in four movements, Sonata 

Romantica by Manuel M. Ponce, succeeded the 

Haydn. Miss Kimmel is also a very careful player. 

This is demonstrated by her concern for exact 

tuning and precision technique, though, at times, 

she is perhaps too reserved. 

Also featured in the performance was an en- 

semble piece for guitar, flute, and English horn 

(Mary Finnigan, flute; Carl Sonik, English horn) 
by Castelnuovo Tedesco. The guitar was slightly 

overpowered, but, the ensemble work was ex- 

cellent. Especially enjoyable were the pastoral 

Allegro con spirito and Allegretto vivace, con 

spirito. 

The technical difficulties evident in Villa- 

Lobos’ Etude No. 5 did not stifle Kimmel’s 

determination in the Etudes No. 11 and No. 7. 

She seemed to feel very much at home with this 

composer for these were the most imaginative 

and the most successful on the program. 
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The last piece, Sevilla by Albeniz, began 

slightly fast for Miss Kimmel’s ability. Still, a 

proper feel for the festive character of the piece 

emerged and her beautiful tone, executed by 

her gliding fingers, made the finality of the con- 

cert very satisfying. 

  

THE 

INCREDIBLE ONE 

RETURNS 
  

Carlos Montoya made his annual return to 

Chicago’s Orchestra Hall Sunday afternoon, 

October 1, 1978. The old gypsy played beauti- 

ful old flamenco music that charmed a young 

audience. 

Montoya, 75 years old, was really his young 

self again as he recaptured the past for his 

audience. Again, recapturing the past when he 

had played for the great flamenco dancers, 

Argentina, Argentinita, and Antonio. The fla- 

menco of Montoya this afternoon was con- 

stantly spellbinding. Like a sorcerer, Carlos 

took us on a mystical tour of the old Spain that 

once existed. 

First there was the Fiesta followed by a 

Soleares, Zapateao, a dream inducing Tarantos 

and a soulful Seguiruye. Then he played Solea 

Por Medio with such solitude that one could al- 

most hear a signer chanting as the darkness 

settles over the hills of Andalucia. 

Carlos continued his fantasy with a Bulervias, 

La Rose, Fandango, Macarena en Tango, Caribe 

Aflamencao, a fabled Garrotin, a Taranto and 

Zambrilla that takes us to a gypsy camp. 

The Granaina is a picture of the Alhambra, 

with each stroke of Montoya’s fingers like the 

brush of an artist, painting a vivid Moorish image 

on the mind of the listener. 

This is followed by a Sambra, a Malaga and 

finally the best number of the program, a power- 

ful Farruca that brought the captive audience 

to its feet in spontaneous applause. 

If bullfighting is death in the afternoon then 
Montoya and his guitar are life in the afternoon. 
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UGUSTINE 

GUITARS 
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FRANK 
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bout twenty years ago I met Albert 

Augustine at a time when he was look- 

ing for an apprentice. Having worked 

with wood with my father, a cabinetmaker, 

since childhood, I was very interested in his 

proposal. Mr. Augustine was an excellent and 

patient teacher and I benefited greatly from the 

tremendous amount of research he had done 

and the information he had acquired. I was 

very saddened by his untimely death but with 

the encouragement of Mrs. Rose Augustine I 

have continued with my work furthering the 

ideas of Mr. Augustine and also my own. 

The Augustine guitar is designed to satisfy 

the needs of the professional performer and all 

other serious students of the guitar. It is made 

slowly under controlled conditions using the 

finest materials available. This makes for a 

durable and stable instrument capable of being 

played anywhere. Some of these instruments 

are being used by professional artists.   
22;



  

  

    

  

    
Finish: Oil Varnish 

Woods: Back and Sides =... 2. Rosewood 

BOG sises gence ace tye ee gees Spruce 

PIB PCIRO ANG eo 450 ccc a Ebony 

DON ge es cask pee oe Mahogany 

PMT G6 sig a oe oe Rosewood 

SOG Retna ecie 39 3/4 in. 

Length of sound POX. . ns as a 19 1/2 in. 

Width at narrowest point ......... 9 1/21n; 

Widti- at boltom bout... 626 14 3/8 in. 

Wiett at top DOUt ss... ssc. es 11 1/4 in. 

Ts ee ee ee es 3 7/8 in. 

Pigueth Odra at WUt. cies hae 2 1/8 in. 

Fimgerboard nut to bridge... .. .. 5... 26 in. 
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TALL, scholarly-looking gentleman step- 
ped up toa ticket window in Grand Cen- 

tral Station and shoved a bill under the 

brass wicket. ‘‘Let me have a five-dollar ticket 

please.” Surprised, the ticket agent looked up, 

asked, ‘‘Where to, sir?”’ 

“Oh, nowhere in particular—any where,” came 

the astonishing reply. 

Other travelers awaiting their turn at the 

window craned their necks. The ticket man’s 

eyes blinked, “Beg pardon, sir; afraid I didn’t 

understand you. You wish a ticket for . fe 

“I’ve got no special destination in mind,” 

smiling patiently, ‘just anywhere five dollars 

will take me.” 

The agent turned to his ticket rack, ran his 

hand dubiously over the pasteboards, faltered: 

“This is most unusual sir, if I understand you, 

I’m really at a loss, can’t you. . .” 

The traveler interrupted. “Five dollars will 

take me to any number of interesting places. 
Just let me have any five-dollar ticket that 

comes first to mind and—please—there are other 

passengers waiting.” 

Bobri, unpredictable in his art, is original in 

his behavior which, contrary to the implication 

of the incident at the ticket window, is actuated 

by highly intelligent purpose. That ticket to 

“anywhere,” for example, is a device to grasp 

the hand of fate, to be led into new and unpre- 

meditated experiences. Arrived at his chance 

destination, Bobri will wander about, with or 

without his sketchbook, according to his mood, 

and in due time will return with something con- 

sciously or unconsciously added to the drawing 

account of an exceptional background. 

So much for factual information. What can 

be learned of Bobri’s creative processes? 

That can best be answered by saying that to- 

day’s problem was solved yesterday, perhaps 

way back in those Constantinople days, or even 

in the gypsy wanderings in the Crimea. Putting 

it another way, he works from background to 

foreground. He asserts that often his approach 

to a design is as unpremeditated as the purchase 

of a ticket to “anywhere.” Out of the sub- 

conscious—isn’t that the same thing as back- 

ground?—comes an idea. The pencil begins to 

play with it. The embryo grows. Memory, imag- 

ination and skilled hands are all at work. Can 

Matisse help, or Picasso—or Goya? I think we 

see him in one of our reproductions. Originality, 

after all, is a matter of fertility; fertility comes 
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from soil that has been fertilized. Bobri draws 

upon the great out of the past: unhesitatingly 

borrows from Constantin Guys; the Persian 

miniaturists; also the classic Greeks, and thus 

avoids the limitations of an uninstructed imag- 

ination. 

A good commercial artist is a fine artist in the 

marketplace. Such an artist is continuously re- 

plenishing his esthetic storehouse against the 

recurrent grind. Bobri spends hours at his easel; 

he does wood carving; he draws from the nude 
model; he sketches incessantly; he engages in 

cultural pursuits not directly related to graphic 

art but none the less inspiring as sources of de- 

sign ideas. 

Bobri’s New York studio, naturally enough, 
is a busy place. He carries on his work with the 

assistance of two or three artists who, like him- 

self, are Americans by adoption and who like- 

wise have been trained with characteristic Euro- 

pean thoroughness. Whatever comes from Bobri’s 

studio is as meticulous in technical execution as 
it is original and effective in design. Behind it 

all is a canny sense of merchandising without 

which no amount of artistic genius is useful in 

the field of advertising art. 

Background. Keep that in mind when study- 

ing the work of V. Bobri. Not the background 

of accidental environment—though that is a 

considerable factor—but the background of self- 

directed experience and culture. That back- 

ground is an indistinguishable component of his 

creative genius. To arrive at some acquaintance 

with it let us turn to an excellent, though brief, 

biographical sketch by S. Yalkert, a friend of 

the artist, who outlines the prominent events 

in an unusual career. It gives more than a hint 

of an appetite for adventure which in the more 

tranquil environment of later years finds outlet 

in graphic innovations. 

“Bobri,’”’? writes Mr. Yalkert, “was born 

Vladimir Bobritsky, in Kharkov, Ukraine. He 

was a pupil in the Kharkov Imperial Art School, 

where the curriculum was an admixture of penal 

servitude and antique exaltation. All professors 

were admired, respected. Students goose-step- 

ped in uniform and were proud of it. All wore 

hair shirts for the Muse. In an atmosphere of 

self-flagellation and voluminous output those 

who could not pass were forever disgraced. Those 

who remained learned anatomy, the old masters, 

the moderns, manners, style, how to draw and 

how to argue. 
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Ida Presti — Paris, 1935 

Credits: Guitar Review 31 

““At seventeen he was already designing sets 

for the Great Dramatic Theatre (as distinguished 

from the Small) of Kharkov, and was one of the 

first to introduce Gordon Craig’s methods. 

“He fought during the Revolution in several 

armies, with and against. After the Revolution, 

came a long and enforced period of travel and a 

kind of montage of activity. As a refugee he 

traveled on a handmade passport, eight closely 

printed pages in Polish, so skilfully wrought that 

it left no doubt as to his talent and feeling for 

calligraphy, since it successfully passed the ex- 

pert examination of the English, French, Italian 

and Greek consular authorities. With it he fled 

to Feodosia, thence to Constantinople. In the 

mountainous, peninsular Crimea he worked as 

a wine presser for the Tartar fruit and wine 

growers. Later he came in contact with Russian, 

Hungarian and Spanish gypsies, studied their 

lore, the pecularities of the different tribes. Hav- 

ing met with a band of gypsies in the Crimea 

he earned his way as a guitar player in their 

chorus. It is his long love for the guitar which 

makes him today a finished musician (secretary 

of the Society of the Classic Guitar) and com- 
poser (Danza En La, performed in New York’s 

Town Hall in 1936). 

“Wandering through the Greek islands he 

was hired to do ikon painting for a Greek mon- 

astery on the Island of Halki. In Asiatic Istanbul 

he painted signs. In Pera he played the piano in 

a nickelodeon, lectured on art—free lance, un- 

known to the museum’s administration but to 

the complete satisfaction of button-holed 

26. 

tourists. In an abandoned Turkish mosque he 

made an important archaeological find, a Byzan- 

tine mural, which later was restored by the 

Turkish Government. It was in Constantinople 

that for two years he did the decors and cos- 

tumes for the Ballet Russe of Constantinople in 

order to earn his passage to America. 

“Through all those wanderings his knapsack 

always had a watercolor box, a drawing pad. 

‘The record was kept with constant sketching of 

people, stories, folklore, folk music and crafts. 

And there were always the museum and the gal- 

lery, the theatre and the cafe. Art school had 

not ended in Kharkov. It is this scenario which 

has yielded its many parts to the concentrated, 

contemporary field of design.” 

That is Bobri’s background prior to his com- 

ing to New York. His experiences in America, 

if less dramatic, have been consistent with his 

flair for adventure. Soon after his arrival he 

was operating his own textile printing estab- 

lishment. In 1925 he was called in by the art 

director of Wanamaker’s in an experiment with 

modern advertising. His radically different news- 

paper layouts were more than the management 

could stomach and both artist and art director 

were dismissed. But Saks Fifth Avenue saw, 

admired and beckoned. Bobri here found en- 

thusiasm for his innovations. 

Bobri’s more recent work is well-known to 

all whose interests embrace the field of com- 

mercial design. It is always prominent in the 

Annual of Advertising Art. 

  
Dionisio Aguado and Fernando Sor. 

Credits: Guitar Review 31



  

  

  

  

      
      

Félicité-Virginie Hullin Sor. Drawing by Bobri. 

Credits: Guitar Review 39 

  

      

Credits: Guitar Review 39 
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Maria Luisa Anido — Miguel Llobet (1878-1938) Credits: Guitar Review 31 

EDITOR’S NOTE: 

It is a common error to take for granted the gifted acquaintances we have had through the 

years. VLADIMIR BOBRI, to the classic guitar world, is normally recognized as the President of THE 

SOCIETY OF THE CLASSIC GUITAR in New York City, author of the SEGOVIA TECHNIQUE, and 
as Editor of THE GUITAR REVIEW. But several recent occurrences have brought to light many more 

facets of his talents. 

In the 38th issue of THE GUITAR REVIEW, an announcement was made of two great 

honors which had been conferred on Vladimir Bobri: 

On August 31, 1972, Mr. Bobri was named ‘‘Puntius Counselor at Large 

Efficientior”’ to ‘Musica en Compostela,” that unique organization devoted to the 

study and interpretation of the music of Spain, located in Santiago de Compostela. 

The honor, in the form of a beautifully illuminated parchment, was given in con- 
sideration of his outstanding contribution to the appreciation of the Spanish guitar 

through his Presidency of THE SOCIETY OF THE CLASSIC GUITAR and his 

work as Editor of THE GUITAR REVIEW. 

On January 10, 1973, Vladimir Bobri was decorated with the Cross of Isabel 

la Catolica with the rank of Knight-Commander (Comendador). This important 

decoration was bestowed in recognition of his life long achievements as a designer, 

painter, art director, composer and writer, and for his utilization of these talents to 

make others more keenly aware of the richness of Spanish culture. Presentation of 

the Cross was made by H. E. Alberto Lopez Herce, Consul General of Spain in New 

York, at a ceremony attended by Spanish dignitaries, including Andres Segovia. 

Recently, as I was casually glancing through the pages of a book of the leading illustrators in 

America entitled FORTY ILLUSTRATORS And How They Work by Ernest W. Watson (Watson- 

Guptill Publications, Inc., New York, Copyright 1946), I chanced upon a particular page and was 

immediately captured by that familar, striking signature. (Later I discovered stories of two other 

illustrators associated with the Guitar Review, George Giusti and Gregory D’Alessio.) Surprised and 

astonished, I could not resist sharing this fascinating story of this ingenious man. 
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Vladimir Bobri showing Andrés Segovia 

an enlarged diagrammatic representation of the maestro’s right hand playing position. 

   

  
(Credits: Photograph from The Segovia Technique by V. Bobri) 
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GUITAR MUSIC BY FERNANDO SOR 

Alice Artzt, guitar (Meridan E77006) 
[FERNANDO SOR: Fantaisie Elegiaque, op. 59; 

Sonata in C major, op. 15b; Allegro moderato; 

Fantaisie, op. 7; Etude (Andante) in A major, 
op. 6, no. 12; Fantaisie On ‘Ye Banks and Braes’, 

op. 40.] 
The recently produced recording of Alice 

Artzt is dedicated to Fernando Sor, commem- 

orating the 200 years since his birth. Though 
seldom performed by other guitarists, the works 

chosen are among Sor’s most significant, and it 

is Alice Artzt who brings to life these once 
buried musical endeavors. 

As a guitarist, Artzt is unique in that she is 
capable of holding together long compositions, 

such as the Fantaisie Elegiaque op. 59, and the 

Fantaisie op. 7, by using all dynamic and tonal 

ranges of the instrument. 

Throughout her album she manages good 

tone and is able to vary the timbres spontane- 

ously to maintain musical interest. Technical 

difficulties are rare except in some fast or orna- 

mented passages. 

Artzt displays much musical knowledge and 

sensitivity through this recording. You can be 

sure that it will become an item in every collec- 

tion of classical guitar music, ranking Ms. Artzt 

among the more prominent guitarists of this era. 

eerie: 

Alice-Artzt 
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SCARLATTI... 
from the gifted guitar of BARBOSA-LIMA 

Carlos Barbosa-Lima, guitar (WGS - 8209) 
‘[DOMENICO SCARLATTI: Sonata in E minor, 
K. 11; Sonata in G major, K. 391; Sonata in E 

minor, K. 32; Sonata in A minor, K. 462; 

Sonata in A major, K. 322; Sonata in A minor, 

K. 481; Sonata in A major, K. 431; Sonata in 

D major, K. 309; Sonata in G major, K. 380.] 
Originally for keyboard, Barbosa-Lima’s 

guitar transcriptions of Scarlatti’s Sonatas are 

compiled into a fine collection. Most of the 

Sonatas adapt very well to the guitar, suggest- 

ing Scarlatti’s fondness for Spanish music, and 

for the instrument most representative of that 

country. 

The Sonatas remain almost exclusively in 

the traditional binary form. In this sense, the 

guitar adapts very well because of the guitar’s 

great possibilities in tone and color contrast. 

Although Barbosa-Lima produces a slightly 

nasal tone, he does master many of the guitar’s 

potentials in sound. 

Barbosa-Lima’s sensitivity comes through in 
the slow Sonatas but he becomes more alive 

when playing pieces that have a quick tempo. 

Scarlatti may never have imagined the musi- 

cal heights of the guitar which this artist so 

skillfully projects. 

 



  

  

CLASSICAL GUITAR — Liona Boyd 
(London - Boot CS 7015) 

[SAGRERAS: El Colibri; SAINZ DE LA 
MAZA: Campanas del Alba; ALBENIZ; Rumores 
de la Caleta, Zambra Granadina; GUIMARAES: 

Sounds of Bells; CALLEJA: Cancion Triste; 

BACH: Prelude in A minor, Presto in A minor, 

Gavotte 1 and 2; SCARLATTI: Sonatas in A 

minor and A major; DEBUSSY: La Fille aux 

Cheveux de Lin; TOMASI: Le Muletier des 

Andes. } 
In her debut recording, Liona Boyd unveils 

her sensitivity and her virtuoso technique into 

a single work of art. She shows an inspiring 

knowledge of music, particularly of the sensual 

music of Spain. In the two pieces selected from 

Recuerdors de Viaje by Albéniz, portraying the 

memories of a Spanish Voyage, Liona adapts 

very well to the Andalusian folk style. Although 

at times the sound is over relaxed, she manages 
good tone and color contrast. 

The second side of the album is not as flam- 

boyant as the first except for the 20th century 

piece of Tomasi, representing a period she feels 

much at home with. Rhythmic precision and 

melodic flow sometimes lack in the Bach and 

Scarlatti pieces. 

With Liona’s enthusiasm and love for the 

guitar, her success is undeniable. 

REVIEWS 
GUITAR ROMANTICA: Giuliani, Sor, Tarrega 

Narciso Yepes, guitar 

(Deutsche Grammophon - 2530 871) 
[MAURO GIULIANI: Sonate in C major, op. 
15; FERNANDO SOR: Variation on the theme, 

Marlborough, op. 28; MAURO GIULIANI: 

Sonatine in D major, op. 71, Nr. 3; FRANCISCO 

TARREGA: Preludio in D minor, Preludio in E 
major, Marieta, Capricho arabe. | 

The recording of Narciso Yepes, playing 
music of the guitar’s most influential composers, 

is truly the work of a technical genius. 
Throughout the recording, it is apparent that 

Yepes prefers staccato over legato. Although 

sometimes overbearing it does prove to be very 

effective when a quick, staccato line is superim- 
posed by a legato melody. 

His arpeggios and his scale patterns are ex- 
ceptionally rapid but not always smooth. In the 

fast movements of Giuliani, Yepes will keep 

you on the edge of your seat, but in the slower 

movements and in the romantic music of Tarrega 

some sense of beauty is lost. 

Sor’s Variations on the theme of Malbrook, 

a tribute to the Duke of Marlborough, consists 

of five ornamental variations with increased 

rhythmic complexity toward the last variations 

— complexity which Narciso Yepes is well 

adept for. 

 



  

Bozeman, Montana: 

An unique event will take place in Bozeman, 

Montana — of all places, next summer, August 

13-16. Bozeman may well be the guitar capital 

of the world for four days. Many readers already 

know that Christopher Parkening teaches a 

weekly Master Class at Montana State University, 

Bozeman, during the autumn and spring. He has 

taught a week-long summer Master Class there 

for the past three summers. Next summer, with 

a little bit of luck, Mr. Parkening may join forces 

with the brilliant jazz-studio guitarist, Lee 

Ritenour, to present simultaneous classical /jazz- 
studio Master Classes for performers and ob- 

servers. 
Performance students may study in either of 

the two sections of the Class. They also will have 

the option of attending three sessions out of 

the four with one teacher and one with the 

other, so long as the number of exchanges by 
performance students is equal. These options 

will be controlled by the teachers on a first- 

come, first-served basis. Observers may ex- 

change sections at their own discretion. All 

students will receive two quarter credits. 

Mr. Ritenour’s participation in the Class is 

contingent upon one factor: At least seventeen 

(17) performance students must have registered 

for his section of the Classes, and must have 

paid the non-refundable tuition fee of $275, be- 

fore April 1, 1979. If less than that number of 

performance students have registered by that 

date, the fee will be returned and the Ritenour 

section will be cancelled. If the Ritenour sec- 
tion is assured by that date, however, he will 

accept additional students. 
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Performance students in Mr. Parkening’s 

section of the Class will be accepted until Aug. 

1, 1979, and there is no contingency that his 

Class will not be offered. The performance- 

student fee for study with Mr. Parkening also 

is $275, non-refundable after Aug. 1, 1979. 

Observers’ tuition fee is $50 and is non-refund- 

able after Aug. 1. 

All performance students will be accepted 

through audition tapes: not longer than ten 

minutes, on either cassette or reel-to-reel. Tapes, 

and requests for registration forms or for addi- 

tional information, should be sent to Creech 

Reynolds, Head, Department of Music, Montana 

State University, Bozeman, 59717. All inquiries 

should indicate which section the prospective 

student wishes to attend and whether the stu- 

dent is applying as a performance student or as 

an observer. 

Bozeman is located in the heart of the Rocky 

Mountains, 90 miles north of Yellowstone Na- 

tional Park. It has ideal recreational facilities 

nearby for fishing, camping, back-packing, 

hiking, etc. It is a community of about 28,000 

residents. The Master Class will take place in 

the new music building on the M.S.U. campus, 

and inexpensive housing is available in nearby 

dormitories. 

Long Island, New York: 

It was October 27th, 1978. The Contem- 

porary Institute of Guitar, located in Long 

Island, New York, was packed with classical 

guitarists. They had come from all over New



York City and Long Island, and now The In- 

stitute was filled with their sound, as they furi- 

ously warmed up on their guitars. They waited, 

somewhat eagerly and somewhat nervously, 

for the arrival of Angel Romero, who in just a 

few short moments would begin teaching the 

Master Class that they had all come for. Finally, 

he arrived! 

Angel Romero, the 32-year-old virtuoso of 

the classical guitar, known so well as a result of 

his many fine recordings and numerous concert 

appearances, settled himself into the small 

room where he would spend the next seven 

hours teaching the eager students of the guitar. 

Just the evening before, October 26th, he had 

given a performance at the Metropolitan Museum 

in Manhattan along with his two brothers, Pepe 

and Celin, and his father Celedonio, who com- 

prise the famed quartet ‘“‘Los Romeros.” The 

Master Class was to begin at 2:00 p.m. and was 

scheduled to end at 9:00 in the evening, with a 

two-hour break for dinner in between. At last, 

the class began. 

Each performer was to sit across from Mr. 

Romero, play one or two pieces that had been 

prepared, and then receive a critique from him. 

After the first performer, Mr. Romero began 

talking about the importance of correct finger- 

ings of guitar pieces. He began, “Fingering is a 

great part of accomplishing technically in a 

piece. You can really make your life miser- 

able with the wrong fingerings.”” He continued, 

“Unfortunately, there is no real guide to fin- 

gering in (guitar) music.’’ He then proceeded to 

discuss the fingerings of the pieces just played. 

During the class, topics such as proper nail 

filing, proper hand positions, playing rapid 

scales and arpeggios, and how to overcome ner- 

vousness while performing were discussed. 

Throughout the class, Mr. Romero created an 

atmosphere of genuine warmth and good humor, 

often making tasteful, witty jokes that encour- 

aged laughter from the audience of performers 

and auditors. For example, he likened nervous- 

ness to little ‘‘devils” that are always there, 

waiting for you to slip up. When asked how to 

get rid of these “‘devils,” he replied, “You just 

get rid of them... If you don’t, they get rid of 

you! One or the other leaves the theater!” 

By the end of the class, everyone had bene- 

fited in some way. In addition, all were convin- 

ced that Angel Romero is not only a brilliant vir- 

tuoso of the guitar, but a master teacher as well. 

  

The festivities involving Angel Romero were 

not over; The next evening, he gave a perform- 

ance of Joaquin Rodrigo’s Concierto de Aranjuez 

with the Massapequa Syphony Orchestra in 

Massapequa, Long Island. His brilliant, master- 

ful playing of the Concierto was received with 

a unanimous standing ovation by a cheering 

audience that would not let him leave the stage 

until he had played two encores. A more thor- 

oughly satisfying performance can hardly be 

imagined! 

(Credits: Scott Bach) 

Des Moines Iowa: 

Douglas Niedt has completed the first half of 

his 1978-79 U.S. tour giving concerts in Missouri, 

Colorado, Illinois, Indiana, and Ohio. These con- 

certs met with great success and he has been re- 

engaged by nearly all the presenting institutions 

for the 1979-80 and 1980-81 seasons. He will 

complete this season’s tour in April with con- 

certs in Illinois, Ohio, Missouri, Kansas, and 

Georgia. 

Niedt also returned from his first two week 

residency in Des Moines, Iowa as the Affiliate 

Artist for that city, where he performed two 

concerts each day for a wide variety of audi- 

ences to build audiences for classical music and 

the classic guitar. He returns to Des Moines in 

January, March, and May. Affiliate Artists Inc. 

is a national program funded in part by the 

National Endowment for the Arts. 

The Affiliate Artist tour involves performing 
in concert halls, high school auditoriums, fac- 

tory cafeterias, etc. 

Niedt not only performs on the guitar, but 

answers random questions from a large variety 

of audiences. 

Niedt is also preparing for publication his 

arrangements from his debut recording ‘‘Classic 
Guitar Artistry.”’ Publication by Sherry-Brener, 

Inc., is expected in early 1979. 
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/ .NDAR 
  

19 MARCH 79 
  

SUN | MON TUES | WED THURS FRI SAT 
  

UCLA, California 
The Romeros 

Ashland, Ohio 

Alice Artat 

  

Cincinnati, Ohio 

Alice Artzt 

Chicago, Minois 
Andres Segovia 

9 New York, New York 
Andres Segovia 

Riverside, California 
The Romeros 

Fort Wayne, Indiana 
Michael Lorimer 

  

11 south Bend, Ind. 
Pamela Kimmel 

Washington, D.C. 
White House 

Andres Segovia 

12 

Luton, England 
Alice Artat 

13 15 16 London, England 
Wigmore Hall 
Alice Artet 

Chico, California 

Pepe Romero 
(master class) 

17 Chico, California 
Pepe Romero 

(recital) 

Heimbach, W. Germany 
Alice Artzt 

  

18 

Chico, California 
Pepe Romero 

(recital) 

19 20 

Des Moines, Iowa 
West Branch Library 

Douglas Niedt 

21 

Borrego Springs, Ca. 
The Romeros 

22 23 24 

Amarillo, Texas 
Angel Romero 

  

25 

Amarillo, Texas 

The Romeros   26   27 28   29     30   31 

  

  

19 APRIL 79 
  

TUES WED THURS SAT 
  

  

Victoria, B.C., Canada 
The Romeros 
PALM SUNDAY 

9 Victoria, B.C., Canada 

The Romeros 

San Diego, California 
Grossmont College 

Christopher Parkening 
(master class) 

10 

San Diego, California 
Grossmont College 

(master class) 
Christopher Parkening 

11 

San Diego, California 
Grossmont College 

Christopher Parkening 
(master class) 

12 

San Diego, California 
Grossmont College 

Christopher Parkening 
(master class) 
PASSOVER 

13 

San Diego, California 
Grossmont College 

Christopher Parkening 
(master class) 
GOOD FRIDAY 

  

15 

EASTER SUNDAY 

16 17 18 19 20 21 

Los Angeles, California 
‘The Romeros 

  

Karachi, Pakistan 

Alice Artzt 

Oceanside, California 
The Romeros 

23 

Lahore, Pakistan 
Alice Artzt 

24 25 

Hartford, Connecticut 
Angel Romero   26 

Hartford, Connecticut 
Angel Romero   27 

Chicago, Hlinois 
Northwestern University 

Manuel Barrueco     28 = Taipei, Taiwan 
Alice Artzt 

Milwaukee, Wisconsin 

Manuel Barrueco 

Walnut, California 

The Romeros 

  

29 Kaohsiung, Taiwan 
Alice Artzt 

Milwaukee, Wisconsin 
Manuel Barrueco 

(master class)   30       
34. 

 



  

  

CONCERTISTE 
Nylon Guitar Strings 

bate de la perfection 

BOP Pe ee rr 

epi nd Completely Made by Hand 

Available Technical Variations 

Tension: Medium or High 

Bass Strings: Hand Wound Silver 

or Gold Plated 

Treble Strings: Precision extruded 

French Nylon 

  

. Concertiste Strings are endorsed and used by — Made in France— 
Emilio Pujol, Tarrega’s only disciple. 

ee 

| The Mid-America 

      
          

       
a ~ * 
‘¢ Guitar Society 

if Invites you to participate in our 1979 - 1980 

Concerts featuring professional artists, 

Student recitals, 

Monthly meetings. 

For information about performances and member- 

ship, write or call: 

season of classic guitar events: : 

THE MID-AMERICA GUITAR SOCIETY 

909 W. Armitage Avenue 

Chicago, Illinois 60614 3 
_ Phone: 525-7621 

CYYCYLY CY QYY CY CQWYICQVAQWVOSY



  

IN ANAHEIM 

ALL GUIcHR 
CENTER 

ONE OF THE LARGEST SELECTIONS 

OF THE FINEST CLASSICAL & 

FLAMENCO GUITARS IN THE WORLD 

AP GIGIE SE IiginSteie 

fal fal 

  
   
   
   
   
    
   
   

    

Fernandez Ramirez 

Hernandez |e Manzanero 

Barbero ne Nakade 

Matunaga Rodriguez 

Oshita Esteso 

La Chica Hauser 

Kono Sesoko 

Monch Kuniharu Nobe 

ALBERT 

AUGUSTINE 
made by 

Frank Haselbacher 

Instruments shown 

by appoiniment only. 

Complete 

Classical & Flamenco 
Sheet Music 

- FRANK HASELBACHER 
Voluntown, Conn. 06384 

714-828-9762 

335 SO. MAGNOLIA 

ANAHEIM, CA 92804 
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(Patent Pending) 

This is a brand new product scientifically 

designed specifically for guitarists to solve for- 

ever the problem of centuries. 

This product is not available in any store 

and does not have any connection whatsoever 

with the cosmetic industry and its products for 

nail care. 

Instantly it allows you to replace any nail 

which has suffered any kind of damage. Any 

broken nail can be replaced in a matter of 

minutes. 

The material of the same density and flex- 

ibility as the natural nail can be filed, shaped 

and buffed to perfection. The surface of the 

material is much smoother than the natural 

nail and produces a full range of colors of 

sound. 

If your nails are breaking or just wearing out 

this product will allow you to play as hard as 

you wish and as long as you want while your 

natural nail grows unaffected. 

It does not inhibit the growth, health or 

breathing of your natural nail since your entire 

nail remains uncovered. 

This is without doubt the greatest innovation 

in guitar accessories since the nylon string. This 

LO: 

is not an aggressive commercial advertisement 

but the proud announcement of a great dis- 

covery, which can change your entire guitar 

playing schedule and an absolute insurance 

against any accident which may happen to your 

nails. Look for more details and areview of the 

product by Alice Artzt in GUITAR REVIEW 

No. 46. 

Here is what Brazilian virtuoso Sergio Abreu 

has to say about it. “Having tried all different 

ways of overcoming the recurring nightmare of 

breaking a finger nail before a concert — all of 

which turn out to be no match for one healthy 

natural nail — I have finally been introduced to 

an ideal solution to the problem. As a matter of 

fact, I am now using PLAYER’S NAILS con- 

tinuously on my index finger. Not only is it 

stronger, but also, produces a better tone than 

my natural nail.” — SERGIO ABREU 
The complete kit which includes 2 dozen 

nails plus accessories and complete detailed in- 

structions will insure you against any accident 

which may happen. For more information you 

may call 617-232-0069. 

Mail along with a check or M.O. for $19.95 

plus $1.50 postage and handling (foreign $2.50). 

BALCAN MUSIC AND ACCESSORIES 
99 Pond Ave. Suite 224 
Brookline, Mass. 02146 

(outside U.S. Please Send Int. M.O.)  



  

Fine Classical & Acoustic Guitars 

Expert Instruction, Repairs 

Large selection of 
Classical Guitar Music    

  

nternational 
“An oasis for those 

who appreciate 
Classical Guitar’’ 

5169 Baltimore 
La Mesa, CA 92041 
(San Diego area) 
(714) 462-6900     

SOUTH EAST HEADQUARTERS 

for fine guitars, strings, accessories 

One of the largest supplies of Sheet Music for 

guitar in the country 

Lowest prices on Beginner, Intermediate, & 

Concert guitars 

Expert Instruction in Classic Guitar 

Our instructors are on the faculty at six area 

colleges 

Our teachers are willing to reserve weekend les- 

son times for out of state students 

Sutherland’s House of Guitar 
3177 Peachtree Road, N.E. Atlanta Georgia 30305 

237-8934 233-9106  



    

first fime in fhe wu.s.a. 
ALICE ARTZT 

THE ART OF PRACTISING 
A GUIDE TO DEVELOPING TECHNICAL 
PRECISION BY ANALYZING DIFFICULTIES 
AND REDUCING THEM TO THEIR MOST 
BASIC FORM. $6.5 

      
       

  
     

      

  

ALICE ARTZT 
GUITAR MUSIC BY 
FERNANDO SOR 

(RECORD) 
“SUPERBLY PLAYED, MAKING IT AN INDIS- 
PENSABLE ACQUISITION FOR ALL SOR 
LOVERS." 'GUITAR' MAGAZINE. £95 

  

    
     
       
   

      

    

   

  

GEORGE CLINTON 
AN ANTHOLOGY OF VIHUELA 

MUSIC FOR THE GUITAR 
A COLLECTION OF 16TH CENTURY PIECES 
COMPILED AND ARRANGED BY THE EDITOR 
OF 'GUITAR' MAGAZINE. $5.0 

    

      

  

    

         JOHN MILLS 
MUSIC FROM THE STUDENT 
REPERTOIRE SERIES 1 & 2 

ONE OF THE MOST POPULAR ITEMS THE 
BOLD STRUMMER HAS EVER HANDLED. 
EACH BOOK CONTAINS THE MUSIC AND 
OVER FOUR THOUSAND WORDS OF GuUID- 
ANCE. $6.50 

    

      

    

     

      

   

   

  

IAN GAMMIE 
AN ANTHOLOGY OF LUTE 

MUSIC FOR GUITAR 
AN ANTHOLOGY OF LUTE MUSIC INCLUD- 
ING THREE PIECES FROM LUIS MILAN TO ALICE ARTZT 
ILLUSTRATE THE ITALIAN INFLUENCE ON 
SPANISH MUSIC. $6.5 

    

    

         

       
IMPORTED EXCLUSIVELY BY 

THE 
BOLD STRUMMER 

156 FIFTH AVENUE ¢ NEW YORK, NY 10010 
PLEASE ADD 50¢ PER ITEM FOR SHIPPING 

NEW YORK RESIDENTS ADD TAX. 
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MARIO CASTELNUOVO-TEDESCO 

Sonata: Homenaje a Boccherini 
(ed. Segovia) 71 H0149 .... $5.00 

Tonadilla on the name Andrés Segovia 
(ed. Segovia) 71HO191 .... 4.25 

JOHN DOWLAND 

Lachrimae: Pavane & Fantasy 
(ed. Scheit) 51 14480... ... 4.25 

Nine Pieces (ed. Duarte) 50 29151 3.25 
NICOLO PAGANINI 

Romances (ed. Scheit) 5113068 4.25 
Six Original Compositions 

(ed. Scheit) 51 14465...... 515 

Sonatina in C Major 
(ed. Scheit) 51 14455...... 4.25 

MANUEL PONCE 

Sonata Classica: Homenaje a Sor 
(ed. Segovia) 70 GA122.... 4.00 

A small sampling: 

JOAQUIN RODRIGO 

BsOpean 

ee 

  

Fantasia para un gentilhombre 
(reduction for guitar and piano — 

ed. Segovia) 75 T0208 ..... 11,25 
Three Spanish Pieces 

(ed. Segovia) 70 GA212.... 3.50 
GASPAR SANZ 

Folia — Espanoleta — Matachin 
(ed. Scheit) 51 14469...... 5.00 

Pavana — Fuga — Canarios 

(ed. Scheit) 51 14470...... 5.00 
DOMENICO SCARLATTI 

Five Pieces (arr. Duarte) 75 T0228 2.00 
FERNANDO SOR 

Twelve Etudes, op. 6 — 71 HO077 4.25 

Variations on a Theme by Mozart 
(ed. Scheit) 51 13628...... 

Prices subject to change without notice 

4.25 

For a deeper look into two of the world’s most impressive catalogues of guitar music, 
simply write to Dept. GUI. 

EUROPEAN AMERICAN MUSIC DISTRIBUTORS CORPORATION 
195 Allwood Road Clifton, New Jersey 07012 

mmerican



  
  

  

CLASSIC GUITAR ARTISTRY 

ry DOUGLAS NIEDT 
Antigua Records proudly presents 
the world’s newest guitar virtuoso 

playing music by Ravel, Bustamente, 
Turina, Myers, Satie, Gershwin and 
Giuliani... much of it transcribed, 
arranged, or edited by himself. 

Antigua Stereo $6.98 +75¢ postage 

f ANTIGUA CASA SHERRY-BRENER, LTD. 

3145 W. 63rd St., Chicago, Ill. 60629        

  

» Wrought Iron S 
Fleetrest 
     

Adjustable 

to 

3 positions 

Handmade by 

= Spain’s greatest 

_ Tron Worker 

    Truly a work of art that can be treasured for one’s lifetime. 

Price: $30.00 in U.S.A. 

SC) Available at all leading music stores (S2 g 

41.



  

  daniel mani rings Xen 
UT awa al 

Ur aU ee   

Daniel Mari proudly announces 
the new Mari Strings classical 
guitar string sets. He has 
developed several categories of 
strings for every type of playing— 
professional in two tensions, 
flamenco. virtuoso, student and 
beginner—providing excellent 
quality at a favorable price. 
These strings produce richer, 
purer treble tones, in perfect 
concert gauge and tonal balance, 
with harmonic purity at every fret, 
giving softer, easier action than 

you have ever known at concert 
pitch, and faster retention 
of pitch on tune-up. 
Try a set and see 

how they bring out the best 
in your performance. 

For information write to 

DANIEL MARI STRINGS Inc. 

14 West 71st Street » N.Y., N.Y. 10023 

  

  

pe Boyd 

OF cc ahivees for Guitar 

Including: Spanish Romance, Greensleeves, 

Adelita, Lagrima 

This album is a unique collection of smaller 

selections for the classical guitar by one of 

today’s outstanding artists. 

Available in all record outlets or send $7.50 

by Money Order to: 

Boot Records Ltd. 

1343 Matheson Blvd. W. 

Nississauga, Ontario 

L4W 1R1   
    

 



  

    

  

    

Antigua Casa Sherry-Brener offers you ... 

Handmade guitars from the world’s greatest luthiers; 

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);, Hernandis, (Japan); Gracia, (Japan). The 
prices range from $250.00 to $5,175.00 with imme- 

Every guitar at Sherry-Brener is aged at least one 

year.. We do this because the finish needs at least 8 

months to crystalize. During this time the sound of 

the guitar changes cach month. The giuc, 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 anaged instrument. When 

you. receive a guitar from Sherry-Brener you cam be 

assured it is completely bone-dry. 

A Letter of Value is: givem with each guitar. All 

major insurance companies accept our evaluations 

without question. 
Due to ourclose-association with the great concert 

guitarists of our day we always solicit their opinion 

and’ knowledge om every guitar im 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 turm these rare 

old woods, ideas and dreams into beautiful musical 

instruments. 

At Sherry-Brener we consider the guitar to be am 

investment the same as agreat violin or precious gem_ 

Guitars purchased from us over a decade ago have 

appreciated im value 10 fold. Nearly 100% of tae 

touring concert guitarists are playing guitars from 

Sherry-Brener. 

It is a well-knowm fact that virtwoso guitarists 

Christopher Parkening, Michael Lorimer and Douglas 
Niedt grew up playing our guitars. 

For our catalogue featuring guitars, strings, acces- 

sories, publications, records and luthier supplies:send 

$1.25 postage and’ handling charges. Im many areas 
our catalogue has become a collector’s item. 

  

3145 West 63nd Street, Chicago, Il. 60629 —U.S.A. 312-737-1711 

  

 



  

  
  

VITAR REVIEW 
A LUXURIOUS PUBLICATION DEVOTED 

TO CLASSIC GUITAR, VIHUELA, 

LUTE AND RELATED RENAISSANCE 

& BAROQUE INSTRUMENTS 

Profusely illustrated. Scholarly articles Ly noted musicologists iliuminate 

instrument construction and historical development; virtuosi and composers of 

past and present: playing techniques: the guitar in art and museums; significant 

folklore music and instruments of many lands: all aspects of flamenco. Reviews 

of new music and books. Rare musical selections. Every issue a valuable source 

for reference and pleasure. Thirty-one years of continuous publication. 

3 issues a year: spring, summer, fall 

Subscriptions: 

3 consecutive issues $13.00 (foreign: $14.00) 

Back issues: 
Nos. 28 through 43 at $6.00 per copy (foreign: $6.50) 

Facsimile reprint editions: 

Vol. One (issues 1-6, 1946-48) $30.00: Vol. Two (issues 7-12, 1948-51) $36.00; 
Vol. Three (issues 13-18, 1952-55) $37.00 (after 1 Jan. 79: $40.00) 
Printed on fine quality paper with durable hard cover stamped in gold. 

Limited edition. Descriptive brochures on request. 

GUITAR REVIEW 

Subscription Secretary 409 East 50th Street, New York, New York 10022   
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CHRISTOPHER 

PARKENING 
. Plays On Angel Records 

“The kind of impeccable musicianship that only 

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 Albéniz: Leyenda ¢ Villa-Lobos: Etude No. 1 in E 
minor ¢ Villa-Lobos: Prelude No. 2 in E major ¢ Tarrega: Estudio brillante © Tarrega: 
Recuerdos de la Alhambra © Torroba: Romance de los pinos ¢ 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: Vals venesolano No. 3 © Ponce: Four 
Preludes (1-2-4-6) 
ROMANZA S-36021 Anonymous: Romance © Térrega: Capricho Arabe © Albéniz: 
Rumores de ia 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 

CHRISTOPHER PARKENING 
in The Classic Style 

music by BACH - WEISS -TANSMAN, 

Christopher Parkening 
ROMANZA 

CHRISTOPHER PARKENING 
  

   

in The Spanish Style 
MUSIC OF ALBENIZ » VILLA-LOBOS - PONCE | 

DARRA -LAURO -TORROBA-SOR       

Music of Tarrega, Casteinuova- 
‘Tedesco, Villa-Lobos and Albéniz 

S$-36019 

F 2 barren 
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Christopher Parkening. In the Angel tradition 

of recording the great artists of our time. 

greatly talented people achieve at any age.” 
—Henahan, NY Times 

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 for 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 Albéniz: Rumores de la Caleta © 
Tarrega: Capricho Arabe © Villa-Lobos: Etude No. 1 in E Minor ¢ Anonymous: 
Romance © Albéniz: 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 AND THE GUITAR S-36053 Scarlatti: Preambulo and Allegro vivo © 
Handel: Sarabande and Variations © Handel: Minuet in D © Visée: Giga © Weiss: 
Passacaglia -Couperin: Les Barricades mysteriéuses © Satie: Gymnopédie Nos. 1, 2 & 
3 ¢ Debussy: The Girl with the Flaxen Hair ¢ Poulenc: Pastourelle ¢ Ravel: Pavane of 
the Sleeping Beauty ¢ Ravel: Empress of the Pagodas © Traditional: Afro-Cuban 
Lullaby 
  

PARKENING 
PLAYS Park: Slatted ening 

BACH Album     Music bu Albsbaiz Is 

PARKENING AND THE GUITAR 
  

TRANSCRIPTIONS 
ora rornan 

Weiss Visee 
Ravel Satie Poule 
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