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EDITOR’S NOTE: 

On the evening of March 11, 1979, Andres 

Segovia made a Command Performance at the 

White House. The following article is a literal 

written transcription of the announcements 

and speeches made preceeding the program. 

This presentation, “Andrés Segovia at the White 

House,’”’ was nationally broadcasted on public 

television. Special thanks to Vicki Lovett, Sec- 

retary to the Office of the First Lady’s Press. 

Television Announcer: 

Good afternoon. This is Jim Lehrer from the 

White House where Vice President Mondale is 

hosting a recital by the great Spanish guitarist, 

Andrés Segovia, the man credited with invent- 

ing the guitar as an instrument for classical 

music. 

“When I was young,” says Andrés Segovia, 

“no one believed in the guitar. I was alone.” 

At the age of 86, he is no longer alone. The 

world is full of believers. Believers not only in 

the guitar, but also in the opinion that nobody 

has played it, or ever will play it better than 

Andrés Segovia. 
We are now in the East Room at the White 

House where great artists perform and great 

announcements are made. Today is the perform- 

ance of the artist, Andrés Segovia. On Sunday 

evening last September it was both. Hours after 

the Russian cellist Mr. Mstislav Rostropovich had 

performed, the results of the Camp David sum- 

mit were announced here in the East Room by 

President Carter, Egyptian President Sadat, and 

Israeli Prime Minister Begin. Again today of 

course, there is a Middle East peace conference. 

The President is in Israel trying to lock in place 

that still basic peace agreement and Mrs. Carter 

is with him. She had hosted the Rastropovich 

concert alone. And with both her and the 

President’s absence, Vice President Mondale is 

doing the honors this afternoon. They have 

invited 200 guests who are now awaiting the 

arrival of Vice President and Maestro Segovia. 

This White House Series of concerts began a 

year ago with the performance of Vladamir 

Horowitz. In addition to Rostropovich, the 

other artists performing, were at that time the 

operatic soprano, Leotine Price, and the Russian 

dancer, Miguel Baryshnikov. 

Andrés Segovia has spent all his musical life 
establishing the guitar as a serious instrument 

for serious music. As a consequence, serious or 
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classical music is mostly all he plays publically, 

and that includes this afternoon. His selections 

are from the classical guitar repertoire, a reper- 

toire that is almost single-handedly developed. 

There is Song of the Emperor and “‘Diferencias”’ 

on a Spanish Tune written for the lute in the 

16th century by Luys de Narvaez, adapted for 

the guitar by Segovia himself. One of Johann 

Sebastian Bach’s Fugues, also written originally 

for the lute, also transcribed by Segovia. Vari- 

ations on a Theme from the “Magic Flute” 
and Minuet in A, were written for the guitar 

by Fernando Sor, a renowned guitarist of the 

late 18th century. Melancolia’ and Primavera 

from the Suite, ‘“Platero and I,” by Mario 

Castelnuovo-Tedesco, an old friend of Segovia’s. 

Allegretto Castellano by Federico Moreno- 

Torroba, another contemporary of Segoria’s. 

Finally, Sevilla, Segovia’s adaptation of a piano 

piece, written by Isaac Albéniz in the late 19th 

century. 
The Vice President and Maestro Segovia are 

now ready to come in. 

Administration Announcer: 

Ladies and gentlemen, Maestro Andrés 

Segovia, Mrs. Segovia, and Carlos Segovia. 

Ladies and gentlemen, the Vice President of 
the United States. 

Vice President Mondale speech: 

As you know, President and Mrs. Carter can- 

not be here this afternoon to welcome the re- 

markable Andrés Segovia to the White House. 
Six months ago, as today, the President was 

unable to attend a concert in the series by 

Maestro Rostropovich because of Camp David 

negotiations. He deeply regretted missing that 
performance and he asked me to express to 

you, Maestro, his regrets and those of Mrs. Carter 

at not being here today. Perhaps Maestro 

Rostropovich spoke for all of us then when he 

said, “If today will help save a life, or even a 

drop of blood, then I will play day and night 

without the President.’”’ And I know that the 

hopes and prayers of all humanity are with the 

President today as he searches for peace in the 

Middle East. 

As the President was leaving the other day, I 

asked him what my duties were as acting 

President of the United States. I said, “Would 

you like me to sit in the Oval Office while you 

are gone?” He said, ‘‘No.” “Well,” I said, ‘‘do 

  

you think it would be well that I carried on my 

plans and attended the inaugural ceremonies 

in Venezuela and Brazil?’’ He said, ‘‘No, I think 

your wife Joan would do a better job. Why 

doesn’t she go instead?” And she did. And then 

he said, ‘‘Besides, Fritz, Fkwant you to be at the 

center of power at all times. And that is why I 

am here with you today, Andrés Segovia. 

_A little over a century ago the man who 

occupied this house, President Ulysses Grant, 

summarized his feelings about music when he 

said, “I know only two tunes. One of them is 

‘Yankee Doodle,’ and the other isn’t.”’ Fortu- 

nately the Spirit conveyed by that comment 

has long departed this house. In our own time 

the White House has become a showcase for 

artistic excellence. And this afternoon we are 
privileged to attend a performance by the un- 

challenged Master of the Spanish Classical 
Guitar. 

When Andrés Segovia first picked up a guitar, 

75 years ago, he alarmed his parents. The piano 

and the violin — these were the respectable in- 

struments. The right place for the guitar was 

the local tavern and was only used to accompany 

songs and dances. But the Maestro has changed 
all that. He brought the guitar to the concert 

stage, he invented its classical technique. While 

adapting music composed for other instruments, 

he created its repertoire. He inspired generations 

of composers for the first time to write concert 

music for the guitar one of the most popular 

instruments in the world today. A few moments 

ago, on behalf of the President, I accepted 

from the Ambassador of Spain, a marvelous 

sculpture called “Homage to Segovia’? which 

depicts the Maestro’s hands playing the guitar. 
And so this. afternoon, we celebrate not only 

this artistic genius, but also the bonds of 
democracy and culture which join our two 

nations. And no one is a more powerful symbol 

of that closeness than this great and humane 

artist I introduce now, Andrés Segovia. 

At this point, Maestro Segovia approached the 

stage. After seating himself comfortably, his 

guitar was presented to him by his traveling com- 

panion of many years, Peter Klein. Segovia then 

performed gracefully for millions of television 

viewers throughout the world. A dinner recep- 

tion followed the concert attended by many of 

Washington’s most prestigious people, thus end- 

ing another chapter of the guitar world’s living 

legend, Andrés Segovia.
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The 
Guitar 
ie. 
Spain 

translated by Robert Kotas. 

  
     

   4 “4 Id Spain certainly was acquainted with 
the Roman cithara (a harp-like instru- 

3 <4 ment). After the opening which the first 

invaders from Northern Europe wrought in the 

arts, and even in the time of our Saint Isidore 

prelate and scholar from Seville, 579-636) the 
cithara gained a notable diffusion, thanks to the 

musical centers that came to be, at that time, 

Seville, Toledo, and Zaragoze. Saint Isidore, him- 

self dedicated an interesting chapter to music in 

his extensive Etymologies, ‘‘and Justo—a clergy- 

man minstrel, the oldest of those known on 

our peninsula. . . skillful with the cithara and 

in song, who traveled through the year 690 

cheering households and feasts with his songs, 

testifies that the minstrel art was already prac- 

ticed in the seventh century, including such 

secluded regions as El Bierzo (Leon).” (H. 
Angles, Spain’s Glorious Contribution to 
Universal Music.) 
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This illustration, taken from a medieval cortex, depicts a procession of viola players 

plucking the strings (pizzicato) instead of using a bow (arco).  



  

A few years later, with the arrival of the 

Arabs in the eighth century, the Arabic or 

Moorish guitar and the lute were introduced 

(“instruments almost alike, united by a com- 

mon relationship or ancestry”), producing, 

therefore, in Spain, at the end of centuries, the 

mating of the two direct descendants of the 

Asian kitharah: the Latin guitar and the Moorish 
guitar, which certainly were different and dis- 
tinct, because of the successive changes that 

were introduced in them during their long and 

separate journeys to the peninsula (Spain). 
The musical culture among the Arabs dwell- 

ing in Spain attained wide distribution to the 

point that in the ninth century, the Arabs es- 

tablished in Toledo, Cordoba, Ubeda, and 

Seville — continuing the Spanish tradition of 
Saint Isidore — Madrasas, or types of univer- 

sities in whose classrooms music was studied 

  
Above, musicians of the Cantigas (Thirtenth Century). 

while ‘‘Ziryab fascinated the proud court of 

Abderraman II, in Cordoba, by playing the 

strings of lion cub gut which were used in his 

lute’, and in the courts of Christian Spain, they 

(people) showed their preference for instru- 

ments of Greco-Roman origin. Ziryab was born 

in Mesopotamia in 789. Coming from the 

famous court of Harun ar-Raxid, in Bagdad, he 
arrived in Cordoba in 822, when he was little 

more than thirty years of age, and spent the 

rest of his life in that city. This celebrated 

musician asserted himself rapidly in Coérdoban 

society, because of his musical talent and his 

material fortune. 

He demonstrated himself to be an outstand- 

ing renovator in music, and created in Cordoba, 

a conservatory in which Andalusian music had 

its origin and development. He invented the 

five-string lute (Levi-Provencal, The Arabian 

Civilization in Spain). 
Concerning the influence of Arabian music 

in Spanish music, “‘much has been exaggerated”’ 

— says H. Angles — “but in spite of everything, 

it is incontrovertible that some instruments 

were introduced into Europe by way of Spain, 

through the influence of the Arab, Persian, 

Greek, and Byzantine musicians who came to 

our country (Spain).” 
“In the eighth century, Spain was the con- 

verging point for the two instrumental currents, 

which, coming from Asia Minor had been blend- 

ing together with special characteristics — one 

current between Greece and Rome and the 

other following a different trajectory, between 

Persia and Arabia. It was, then, the doors of 

Spain through which the Arabs chiefly intro- 

duced their instruments and the characteristic 

feeling of their music, especially in Andalusia, 

where, under the protection of the caliphate 

(government of a caliph, or head of the Moslem 

state), the most important schools of this art 

were established.” (Emilio Pujol, Alonso de 

Mudarra). 
From the tenth to twelfth century, during 

the reigns of Abderrman III, Alhakem II, 

Hisem II, and in the kingdoms of taifas after- 

wards, the Arabic culture was reflected in the 

music of a great many learned people in Cordoba 

and Seville. 

During the entire tenth century, in Arabian 

Spain, the amatory-musical muse achieved a 

high degree of melancholy and spiritualism, and 

the poets and musicians of both sexes unleashed 

 



this type of art throughout the cities of Al- 

Andalus, of which Seville became the center. 

“Although all these instruments — the lute, 

rabel, psalter, cithara, guitar, etc. — existed 

in other cities of Al-Andalus, it is in Seville 

where they are most accessible.” (Al-Saqundi, 

Eulogy of Islam Spain, translated by Emilio 

Garcia Gomez.) 
Another, certainly with more serious and 

austere accent, occurred in Christian Spain, 

whose courts of Leon and Castilla competed 

with each other in warlike zeal in the arts; 

Gothic and Romanesque monuments, epic- 

lyrical poetry and instrumental music used 

to accompany singing. 

Around 1116, minstrels appear in the court 

of Leon, and since 1136, we have information 

of minstrels appointed to special service with 

the kings’ court of Castilla. Minstrels were “‘all 

those who provided merriment’’ — currently 

singing with a string accompaniment, generally 

the guitar, which was plucked with a plume or 

plectrum, or was played by rubbing the strings 

with a fiddle bow. 

By the year 1190, the troubadours — a more 

learned and poetic type of minstrel — emerged. 

The twelfth century troubadour and minstrel, 

who played the cedra (obsolete name for the 
zither or citara) or the mill clapper (an old in- 
strument derived from the citara), both related 

to the Greco-Latin cithara, traveled on horse- 

back through the Castilian towns performing lit- 

erary works, epics or lyrics. They presented these 

works in the courts as well as among the com- 
mon people. The most important roll which they 

played in the history of the culture is that of the 

  

inventors and distributors of music and poetry. 

With the arrival of the thirteenth century, and 

with special thanks to the court of Alfonso X el 

Sabio, Spain became the most advanced and re- 

fined European country in reference to music. 

Alfonso X diligently created a professorship of 

Music in Salamanca, and he, himself, already fa- 

mous in so many respects, distinguished himself 

as a troubadour poet and musical creator. 

With the professorship of Music at the Uni- 

versity of Salamanca (which, for centuries had 

kept itself in existence through various methods 

of maintaining continuity) was formed the 
name of cuadrivium or ensemble of the four 

universal subjects: mathematics, algebra, as- 

tronomy, and music (another cuadrivium al- 

ready existed among the Egyptians, and con- 

sisted of music, religion, ethics, and education). 

This during the reign of Alfonso X, acquired 

a status until then unequaled. The wise men 

who worked in the court of Toledana, along 

with the minstrels — among whose repertoire 

were included songs, romances, ballads, Christ- 

mas carols, and almost all inventions of the 

type minstrel, formed part of the legislative 

body of the king and noble men. In addition, 

they fashioned the amatory relations already 

existent among the Christians and Moors, and, 

as an expression of the feeling which Christian 
hearts declared for the beautiful Moorish girls, 

produced on one hand, homage toward women, 

and on the other, “‘a musical language enriched 

with notes of sweetness, grace, tenderness and 

subtlety which never more would be lost.”’ 

(To be continued in the next issue.) 

 



  

  

      
anuel Maria de Falla y Matheu was 

born in Cadiz on November 23, 1876 

which is located in the extreme south 

of Spain, a land which is unmistakenly Anda- 

lusian. The mystic atmosphere of this area 

made a deep impression on Falla as a child and 

continued to influence him throughout his en- 

tire musical career. 
As a boy, Falla had a wonderful imagination. 

One of his favorite childhood games was creat- 

ing make-believe cities, one of which was named 

Colén. In these cities, everything imaginable 

was provided — the city’s construction plans, 

organization, and the routines of daily life. He 

even created a theater in which plays, characters, 

and sets were all fashioned by Manuel himself. 

The first to be staged was one about Don 

Quixote and this imaginary play was to material- 

ize later in his mature composition, Master 

Peter’s Puppet Show. 

Falla’s parents came from Valencia and 

Catalonia. His father was not a musician but his 

mother was an excellent pianist. There were 

three children in the family who, because of 

their financial stability, were tutored at home 

every day by Don Clemente Parodi. This early 

private training gave Falla a discipline which 

proved to be very advantageous later on in his 

life. 

  

(Panuel 
de 

lalla 
By Catherine Lawrence 

One of the most lasting impressions made on 

Manuel, as a child, was caused by a cholera 

epidemic that killed an aunt whom he particu- 

larly loved. The epidemic forced the family to 

move to El Puerto and then to Seville. The 
experience of the sudden change of homes also 

made a lasting impression on him. But soon his 

family returned to Cadiz. His love for piano 

started just before returning so his parents en- 

trusted him to the best teacher of Cadiz, Eloisa 

Galluzzo, who later passed him on to her 

former teacher, Alejandro Odero, to study sol- 

feggio and harmony. At eleven years old, Falla 

took part in a performance of Haydn’s “The 

Seven Last Words of Christ” with his mother. 

After the death of Odero, he continued his 

studies of harmony and counterpoint with the 

composer, Enrico Broca at which time he also 

began to compose. Falla’s first real work was 

Gavotte et Musette which he wrote out of his 

inspiration from a piece by Bach. He was very 

secretive at first, but as the work progressed he 

worked more openly on it. 

In addition to his lessons in harmony with 

Broca, he began to study with José Tragd, a 

famous piano teacher, and eventually, at the 

age of twenty, attended the school where he 

later taught called The Real Conservatorio De 

Musica y Declamacion of Madrid. At the con-



A
r
b
o
 

  

  

ri
o 

Me
ll

a 

      

  

  P-b- Lee 

  

Drawing of Manuel de Falla by Pablo Picasso 

 



  

servatory, he went through a seven year course 

in two years. He proceeded to compose five 

zarzuelas (comic operas and dances), and the 
piano compositions Serenata Andaluza, Vals- 

Capricho, and Nocturno. The first of these three 

is characteristic of an old Madrid street tune 

and Nocturno is filled with chromaticism, 

rapid accents on the first beats, and varied 

arpeggios in the bass. The last of Falla’s juvenile 

works to be mentioned is Allegro de Concert 

which had been written for the Madrid Conser- 

vatory composition competition, and it was this 

piece that was the deciding factor in his decision 

to make a career as a composer. 

Felipe Pedrell 

The teacher who most greatly influenced the 

direction of Falla’s work, was the composer- 

musicologist, Felipe Pedrell, who is said to have 

caused the rebirth of Spanish music. With 

Pedrell’s guidance, Falla was able to assimilate 

his concepts into his own musical compositions; 

that is that each people should ‘“‘steep themselves 

into two inexhaustible sources: the lofty Spanish 

polyphonic tradition, going back to the thir- 

teenth century, and the immense riches of 

Spanish folklore.’’* 

*Suzanne Demarquez, Manuel de Falla (Philadelphia: 

Chilton Book Company, 1968), p. 23. 

10. 

In his teaching, Pedrell did not conduct his 

classes on formal lines but rather conversed with 

the pupils on aesthetics and on the analyses of 

musical compositions. In Pedrell’s usage of tra- 

ditional melodies and in his study of the music 

of primitive times, he was able to write with an 

expression of serenity, mystery, strength, and 

with a sense of poetry. Falla adapted Pedrell’s 

style as a basis upon which to build his own 

compositions. 

After completing his studies at the Conser- 

vatory, Falla dedicated his time to his com- 

position, La Vida Breve (Life is Short). This 
famous lyric drama won first prize in a com- 

petition for national opera conducted by the 

Real Academia de Bellas Artes. It is a very pic- 

turesque opera set in Granada, giving the im- 

pression of the land of Spain. 

In 1907, two years later, Falla moved to Paris 

where he studied French music and acquired 

the French technique of orchestration. Here he 
came in contact with many leading French 

composers, including Debussy and Ravel. He 

also made friends with Dukas and Albéniz. In 

fact, he dedicated his “Four Pieces for Piano” 

to Albeniz who was also influenced by the 

French movement. As an example of his ad- 

miration of the French composers, Falla wrote 

a homage to Debussy at his death, Hommage 
pour le Tombeau de Debussy, for classic guitar. 

Though it is the only piece he wrote for the 
guitar, it has since become an item in the reper- 

toire of all concert guitarists and has influenced 

other composers to write for it also. Lastly, 

Falla’s “Three Songs” which is based on the 

poems of Theophile Gautier, is viewed as his 

homage to the new French music. 

In addition to the French influence on Falla’s 

music at this time, he wrote ‘Seven Popular 

Songs” for piano and voice with the text by 

Carlos Fernandez Shaw. In these songs, the 
artist employed a variety of styles. Sometimes 

the melody is purely folk-lore in character, at 

other times less so, and sometimes entirely 

original. The Nana, an Andalusian cradle song, 

for instance, is a tune based on the first music 

he had ever heard from his mother’s lips. 

In order to earn a living in Paris, Falla gave 

lessons, accompanied singers, and did trans- 

lations. He stayed there until 1914, but before 

moving back to Madrid, he began his famous 

composition, Nights in the Gardens of Spain, 

a suite of three nocturns for orchestra and piano. 

 



  

Manuel de Falla and Leonide Massine 

at the Alhambra, Granada when preparing the ‘“‘Three-Cornered Hat”  



The work is characterized by brightness and im- 

pressionistic freshness of sight, sound, and 

smell. The themes are based on the rhythms, 

modes, cadances, and ornamental figures typical 

of the music of Andalusia though they are rarely 

used in their original form. It was completed 

and performed in 1916 winning praise from 

many of his own contemporaries including 

Arthur Rubinstein who later performed the 

piece himself. 

After returning to Spain in 1914, ‘Seven 

Popular Songs’? was performed for the first 

time and was very successful. He set to work on 

El Amor Brujo, a Gypsy ballet, and it was per- 

formed in several cities. This piece is considered 

the most finished and conclusive of all his works. 

The ballet describes the life of the Gypsies in 

the caves of the Sacro Monte of Granada. It is 

a story of a beautiful Gypsy girl who is pursued 

by the spectre of her dead lover who arises con- 

tinually between her and her new lover. In the 

portrayal of both the human character and of 

the moods of mystery and tragedy, this piece 

provided for Falla the blending of both the 

supernatural and the realistic. 

The popular ballet, The Three Cornered Hat, 

based on a novel by Pedro de Alarcon was com- 

posed from 1918-1919. It was presented for 

the first time at the Alhambra Theatre in London 

on July 22, 1919. The drop curtain, decor, and 

costumes were created by the artist, Pablo 

Picasso. 

Fantasia Baetica, written in the same year, 

marks the turning point in Falla’s artistic career 

because it is in this composition that he begins 

to change his style, breaking away from the 

typical Andalusian style. In it, he had to borrow 

from folklore themes, flamenco rhythms and 

from guitaristic effects to achieve the greatest 

musical expression of the piano which it is 

written for. The composition was dedicated to 

Rubenstein. 

Also during this same year, Falla received a 

commission from Princesse de Polignac to write 

the marienette, The Puppet Show, based on an 

episode from Don Quixote. Composing this 

work required a total change in style. The use 

of melodic features, rhythms and modes, 

stemming from the age of Cervantes required a 

harmonic and instrumental treatment very dif- 

ferent from those of the Andalusian melodies 

he had used up until then. Thus, he had to draw 

from historical folklore for primary sources that 

EZ. 

  

were most in keeping with the situation on stage. 

In 1920, Falla moved to Granada and settled 

there until he died. The move gave him a re- 

freshing atmosphere to finish The Puppet Show 

which was eventually performed in all the major 
cities of the world, delighting all audiences. 

The Harpsichord Concerto was written in 

1926. It is a very brief work in three movements, 

written in his neo-classical style where the 

“Spanish character is manifested by abstraction 

of form and purity of line combined with sim- 

plicity of development.”* The slow movement 

is considered by Falla, the most original, most 

beautiful, and most Spanish of all his works. In 

listening to it, one feels the impression of being 

inside a great cathedral. 

In 1929, Falla wrote Soneto a Cordoba for 

voice and harpsichord in memory of the great 
poet, Gongora, and from 1931 until he died, 

Falla lived at the top of the beautiful gardens of 

the General-life in Granada, devoting all his cre- 

ative powers to his ultimate piece, L’Atlantida. 

This final composition, based on a great 

Catalan poem by Jacinto Vendguer, and turned 

into musical beauty for stage by Falla, marks 

the zenith of the evolution of his style. It is in 

this composition that Falla finally achieves his 

universality of technique and expression and 

realizes his ideal of uniting in one work, the 

various musical styles of the different regions of 

Spain. The work was never completed because 

of his untimely death in 1946 but even so, the 

masterpiece still ranks among some of the most 

beautiful expressions ever created, proving the 

music of Manual de Falla to be a turning point 

in the history of Spanish music. 
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  TECHNIQU!   

  

Music 

and the 

Guitar     

PROLOGUE 

I have always been reluctant to take on the 

task of writing an article about music and tech- 

nique because of the obvious problems involved 

in trying to describe hand positions, finger 

movements, and particularly, sound in written 

words. Artlices and books about music and how 

to play it can never be as effective as private 

studies with a first-rate instructor. Unfortu- 

nately, there are very few good instructors in 

classic guitar in the United States. In my travels 

on concert tours around the country, I found 

this to be true not only in commercial music 

studios, but on the university level as well. 

Compared to the violin or piano, for which one 

  

by Douglas Neidt 

may obtain excellent instruction from many 

fine teachers throughout the country, classic 

guitar pedagogy is still in its infancy. 

It is for this reason that I join the multitude 

of musicologists, music critics, and columnists 

who try to describe music in words but are de- 

feated even before they put their first word on 

paper. As weak a contribution as this written 

article may be, I feel that at least there is the 

chance this will justify my writing it. Because I 

am a guitarist and music instructor and not a 

writer, I only ask that you bear with me when 

my inadequate prose fails to do justice to our 

first loves — music and the guitar. 

18.
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CHAPTER I 
In the first few articles, 1 will discuss some 

miscellaneous techniques that are basic to pro- 

ducing a musical sound, but that I rarely if ever 

have heard anyone discuss either verbally, in 

columns, or in guitar methods. 

In this article I would like to discuss a tech- 

nique used to play progressions of four-note 

chords in a legato style, legato meaning con- 

nected or smooth. An excellent teaching piece 

for developing this technique is found in the 

Christopher Parkening Guitar Method Vol. 1, 

p. 57. It is a short four voice arrangement of a 

choral segment of the “Ode to Joy” from. 

Beethoven’s Ninth Symphony. 

The fact that the original music is sung by 

a choir indicates that the sound produced by 

the guitarist should be smooth or legato. Each 

change of harmony must “melt” into the next. 
The sound must be seamless without any silence 

or sense of space between chords. Most be- 

ginning students and many advanced students 
play four-note chord progressions in a ‘‘ver- 

tical,” detached, or choppy manner with very 

unmusical results. Again, what we want is a 

very fluid, unbroken ‘‘line” to the music. Here 

is how to do it. 

Let us use this chord change to work with: 

@ @ 
| | 

4 ; 

= : 1 3 6 

© 
Most players would: (1) play the first chord, 

(2) lift all four left hand fingers together, and 
(3) place the fingers on the strings for the second 
chord as the right hand fingers pluck the strings. 

Playing in this manner will result in a discon- 

nected sound. Because all the fingers are lifted 

together in step two, for a fraction of a second 

there is no sound (save for a possible extraneous 

sixth string harmonic ringing the pitch B from 

sympathetic vibration). This fraction of a sec- 

  

  

  

      

ond of silence produces the undesirable discon-- 

nected sound. If this is done over and over in a 

progression of four-note chords, the progression 

will be chopped to pieces by disjointed chord 

changes. 

The correct way to play this chord change 

with the most legato sound possible is to: (1) 

play the first chord, (2) lift the first, second, 
and third fingers together leaving the fourth 

finger down on the D. (3) While still holding 
the D (thus continuing its sound) the first, 
second, and third fingers prepare themselves in 

position over. the C chord: the first finger above 

C on the second string, the second finger above 

E on the fourth string, and the third finger 

above the C on the fifth string. And I mean 

‘ prepare! Each fingertip pointing directly down- 

ward at the note it will press down and approxi- 

mately 1/8 inch above its respective string. (4) 
As the prepared fingers of the left hand press 

down the strings, the right hand plucks and the 

fourth finger lifts simultaneously. 
Please understand all this happens in one 

fluid. motion in a quick movement of the hands 

and fingers. But what makes the change legato 

is the fact that the little finger “lags behind” 

holding the D, thus keeping the sound going 

while the other fingers are en-route to the C 

chord. 
When first practicing this technique, def- 

initely do one step at a time very slowly. At 

this speed the chord change will still sound very 

disjointed but the D will keep ringing. Once 

you get the feel of the little finger lagging be- 

hind, speed up each step until you do all the 

steps in one fluid motion. When you do the 

movements correctly, to a person casually 

watching your fingers, it will appear that all 

four fingers are lifting off the strings together 
and being placed back on the strings together. 

But if the observer looks very very closely he 

will see that the fourth finger is lagging behind 

the others during the lifting step. 

Now of course not all the notes of the first 
chord progress smoothly to those of the second 
chord. In reality only the change from the note 

D to the note C on the second string is legato. 

But the fact that this one change is legato, and 

especially that it occurs in the upper voice 

which is the voice most immediately apparent 

to our ears, gives the illusion of the entire chord 

change being legato. The discussion of this tech- 

nique assumes the player does not have prob- 

lems with basic hand coordination (which will 

be discussed in the future) or with the right 
hand fingers touching the strings (and thus 

stopping the sound) a fraction of a second be- 

fore the fingers make their plucking move- 

ments. 
Many players may discover they are using



  

this technique automatically without realizing 

it, and that is great. But teach it to your students! 

I have found that beginning guitar students learn 

this technique quite easily. It isnot for advanced 

players only. 

In conclusion, this technique in chord chang- 

ing may be stated as follows: any finger or fingers 

used to play the first chord but not the second 

   ee ae 
Note here that although no fingers lag behind, 

the ringing open strings (D, G, B) serve the same 

purpose in ‘‘melting” the chords together. 

chord “‘lag behind” as the other fingers prepare 

to finger the second chord. If a player uses this 

technique at every opportunity when playing 

chord changes, the result will be a very musical, 

legato sound. 

Below is an excerpt from the Beethoven prac- 

tice piece mentioned earlier. The circled notes 

are the notes which are to “lag behind.” 

, 

  

Douglas Niedt is a concert artist and chairman 

of the guitar department at the Conservatory 

of Music, University of Missouri — Kansas City. 

THEME FROM 

SYMPHONY NO.9 

LUDWIG VAN BEETHOVEN 
(1770-1827) 
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GUITAR IN THE ARTs: 

  
“The Guitar Enthusiast” acrylic on masonite panel 20 by 24 inches 

  

fig ; & ne eo . 

GREGORY D’ALESSIO 

) Sle or over three decades, one of America’s 

ES leading cartoonists, Gregory d’Alessio 

PM has developed millions of admirers 

through his sparkling humor and vigorous drafts- 

manship. Twice nominated for the coveted 

Reuben Award, over 10,000 of his drawings and 

paintings have appeared in the pages and covers 

16. 

of The New Yorker, Look, The Saturday Eve- 

ning Post, Colliers, Esquire, The New York Times 

and many other magazines and newspapers, as 

well as several books of reprints which have been 

compiled, three of which were exclusively of 

d’Alessio drawings. Some 6,000:pieces of this 

work — cartoons, illustrations, sketches, etc., 

 



are displayed at Syracuse University and many 

of his works are shown in private collections 

around the country. 

D’Alessio studied at the Art Students League 

in New York under the expert training of George 

Bridgman (anatomy), Kimon Nikolaides (natural 
drawing), and Walter Jack Duncan (compo- 

sition). Since then he has become a Life Member 

of the Art Students League teaching with the 
same principles by which he was taught, each 

student receiving individual attention, stressing 

the very concept of individuality, and always 

pushing forward, with encouragement, giving 

every latitude to any manifestation of creative 

potentials. 

Among national figures, collectors of Mr. d’ 

Alessio’s works are Carl Sandburg, Andrés 

Segovia, Mary Martin, Harry S. Truman, Fred 

Waring and Justice William O. Douglas. Mr. d’ 

Alessio made many drawings from life and from 

memory of Carl Sandburg, his long-time friend 

and fellow guitarist. They are included in a 

memoir of Sandburg which he has been writing 

since the poet’s death in 1967. 

In addition to his membership in the Art 

Students League, he is a former Secretary of 

the National Cartoonist Society and a member 

of the Society of Illustrators. His one and only 

hobby is the Classic Guitar. For almost twenty 

years he has been a co-Editor and artist on The 

Guitar Review, a two-time award winner in the 

National Graphics Society annual competition. 

He is also the Vice President of the Society of 

the Classic Guitar and editor of the SCG News. 

“As a guitarist,’’ says Martha Nelson, also a 

co-Editor of The Guitar Review, ‘‘he doesn’t 

have to be urged to play, but merely allowed.” 

But as an artist, the same would be an under- 

statement of his creativity. 

Credits: Martha Nelson, co-Editor 

of The Guitar Review and the 

Art Students League of N.Y. 

  
Photograph by Gene Raskin 
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Publication Keviews 

HAMPTON GUITAR EDITION “PAVANE” 

(Gabriel Faure) 
Arranged for solo guitar by Richard J. Cobby 

(Northampton Guitar Studios, 46 Brookland 

Road, Northampton, England) 
In Richard Cobby’s new “Hampton”’ series 

of transcriptions for guitar, this first issue is a 

beautiful piece of music which has recently 

come to the attention of the lay public by its 

use as background to a ‘“‘Lux”’ advert on TV. 

This arrangement suits the composition superbly 

and is reminiscent of the better transcriptions 

in Almeida’s “Contemporary Moods”’; difficult 

enough to provide a challenge to guitarists, but 

not so difficult as to be off-putting (perhaps 
grade 5). The meticulous and detailed fingering 

should be followed to ensure the melody flow- 

ing smoothly. I would imagine that, if adopted 

by one of our leading concert artists, it might 

well achieve the popularity of Stanley Myer’s 

“Cavatina”. As with all publications from 

Northampton Studios it’s beautifully printed, 

clear and legible, on high quality paper — and 

all for the almost trivial price by 1979 standards. 

Review by Charles Scott, Esq., 

‘FRETWIRE?’ Vol. 2, No. 3, January 1979. 

SEASONS FOR SOLO GUITAR 
by Wiliam Bolcom 

(Edward B. Marks Music Corporation/Belwin 
Mills Publishing Co., Melville, N.Y. 17748) 
“Seasons,” as by its title, is a pastoral com- 

position for guitar. It begins and ends with 

Winter, surprisingly, and ‘‘the seasonal breaks 

in the movements are not determined by the 

solstices — more by the movements, one feels 

sure things are changing, have changed, and will 
change again,” writes the composer. 

The piece offers numerous non-traditional 

effects on the guitar and includes optional 

vocal sounds at the beginning and ending de- 

picting the haunting sounds of a winter wind. 

The guitar is in free time throughout ‘‘Winter,”, 

“Thaw” and “Summer.” “Spring and Summer 

Dances” is in a strict, but gay, dance-like 3/4 

meter and the fifth movement, “Harvest and 

Winter’s Onset,” begins in 4/4 meter and 

switches to 3/8. The piece ends with the right 

hand rapping on the body of the guitar, the left 

hand drawing the fingers along strings and the 
optional vocal sounds both diminishing in sound, 

a chord in harmonics, and finally, silence. 

Review by C. Lawrence 

   



  

Complied by Catherine Lawrence 
  

THE ART OF PRACTISING 

by Alice Artzt 

(Musical New Services Ltd., 20 Denmark 

Street, London WC2H 8NE) 
The Art of Practising is a thorough guide to 

developing practise techniques. Its purpose is in 

“developing technical precision and efficiency 

by analysing difficulties, reducing them to 

their simplest most basic form, and then se- 

lecting from an almost endless catalogue of 

possibilities, basic patterns of finger movement 

which can then be developed into exercises of 

any degree of simplicity or complexity re- 

quired.”’ The book is divided into three parts; 

the first serves as an introduction, the second 

presents several exercises, and the third con- 

tains a list of the many problems guitarists may 

have and their possible solutions. 

Because practising is considered an art in 

this book, I would have liked to see it layed 

out in a more artistic manner with a few dia- 

grams or photographs. I am glad to see that a 

book of this sort is in distribution. Hopefully it 

will help in the advancement of guitar students 

and serve as a useful device for teachers. 

Review by C. Lawrence 

  

CLASSIC GUITAR EDITIONS I 
A Graded Series for Classical Guitar 

by Norbert Kraft 

(Frederick Harris Music Co. Limited, 529 Speers 
Road, Oakville, Ontario, Canada, L6K 2G4) 

It is too often that a guitar student will begin 

and finish a particular method book, accom- 

plishing a small foundation which to build upon, 

and will proceed to intermediate or even ad- 

vanced material without acquiring the technique 

necessary to play that material well. Norbert 

Kraft has taken it upon himself to design a series 

(Grades I through VIII) which provides a se- 
lection of pieces for the beginner to the moder- 

ately advanced levels in an organized and pro- 

gressive fashion. Fingering and dynamics are 

stressed for both technical and interpretative 

growth. It also includes a glossary of symbols 

and abbreviations used in classical guitar music. 

This first book contains pieces for Grades I, II, 

and of such composers as Carulli, Sor, Giuliani, 

Aguado, Carcassi, and many others including 

some by Kraft himself. This series I am certain 

will inspire many students at many levels to 

play beautiful music on the classic guitar. 

Review by C. Lawrence 

CIASSIC . 
gun 4R CEDITIONS = 
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VIEWPOINTS: 

  
Fee Bai Ze 

AND 

CATHERINE: LAWRENCE: 

This interview took place Thursday, February 15, during a dinner along with James Sherry, Eve 

Warren, and Don Schuemann. The topic of discussion which is presented here, is of Alice Artzt’s 

new book, The Art of Practising. 

 



Catherine: 

Concerning your book, The Art of Practising, 

would you consider it a guitar method? 

Alice: 

No, it is not a method. Anyone should use 

whatever method they are using. It is sup- 
posed to be as broadly based as possible but, 

what I did find through my own teaching, is 
that people very often really do not have 

any conception of what it means to get some- 

thing right — how to practise. They tend to 

practise mistakes or they get something 

about 60% okay with various mistakes but 

they do not get any better. They sort of 

reach a plateau and do not know how to go 

beyond that level. 

So, it seemed to me that there was a real need. 

I knew that several teachers I had encounter- 

ed in my earlier studying, hadn’t had any idea 

how to tell me how to practise, so I learned 

from various people who knew how to. 

Most teachers do not seem to emphasize this 

aspect of it. They don’t really analyze the 

reason why the piece sounds a certain way. 

They just tell them to practise it until it is 

right. The student needs to have someone 

show them how to be analytical of their 

own playing. 

By analyzing the problems within the piece, 

you can practise exercises involving just that. 

You may find that a new fingering would 

help. Think if right hand fingerings are cor- 

rect. A lot of people don’t even know that 

right hand fingerings exist. 

Catherine: 

I have noticed this with my own students. 

When they are struggling over a certain pass- 

age, they automatically think it is caused by 

their left hand, when in actuality, it is because 

of their right hand fingering. As soonas this is 

pointed out, the problem is minimized. 

Alice: 

Yes, and what is really happening, is that the 

left hand is dragging the right which is strug- 

gling with patterns of i7’s and mm’s. 

Another point to bring up, pertaining to 

right hand fingerings is that many teachers 

emphasize the use of im and ma but how 

many thought to think — Can I go faster 
from i to m or from m to? or from m to a 

or from a to m? 

Catherine: 

And so what you are saying is that if the 

student learns this, he can set aside the more 

difficult patterns as separate exercises and 

use the easier one’s within the pieces he is 

working on until the more difficult ones 

come up to about the same level. 

Alice: 

Yes, and the same applies to your left hand. 

You must analyze the lengths of your fin- 

gers, angle of your wrist — what is right for 

you — proper position of the guitar — every- 

one is built differently. You just have to 

know what you are looking for. 

Catherine: 

Of course a young beginner student is not 

knowledgeable enough to figure out which 

position is best for him. Do you stress any 

type of position which a student may use as 

a basis? 

Alice: 

Yes, that is why I put the third part in the 

book. I do not think that this book could at 

all take the place of a teacher. But, I do go 
through and try to analyze certain problems 

and their solutions. Most of these involve 

using the body in the most efficient way and 

being relaxed as possible. 

Catherine: 

I think it is important that a book like this 

exists now for guitar students. Too many go 

on not really knowing how to practise. They 

just practise until the mistakes are gone and 

if they do disappear, they haven’t learned 

anything and they cannot apply what they 

have mastered to another piece. 

Alice: 

This is the whole purpose of the book and 

I hope it will be taken as a serious tool to 

learning the classic guitar. 

Catherine: 

Thank you, Miss Artzt. 

ilu 8 ee 
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Segovia Guitar 

Unlike Any Other 

Andres Segovia’s recitals have nearly always 

been more in the nature of mystical rites of 

mass adoration than purely musical events, 

though I would be the last to deny that every 

appearance by the grand seigneur of the Spanish 

guitar contains moments of pure musical illumi- 

nation quite unlike any other experience to be 

had in the concert hall. 

At a time when living legends are in danger- 

ously short supply in the arts. Segovia does no 

injustice either to our fondest memories of him 

or to the dappled poetry of the guitar literature. 

In the first place, and not to be forgotten, the 

man has lived in these pieces for 86 proud years. 

In the second, he practically owns the lot of 

them. 

If his fingers now do not always move as fast 

or as accurately as before, the spell of expressive 

communication is as powerful as ever. Monday 

night that spell seized a packed Orchestra Hall 

— stage seats and all — as soon as the first, softly 

strummed chord floated in hushed air. And it 

was not broken until the master guitarist had 

ended his postconcert marathon of six encores — 

each followed by a standing ovation — with his 

customary benediction: “my guitar is tired.” 

Happily so, one trusted. 

Before that, he offered music ranging from 

lacy 18th-Century traceries of Bach and Fer- 

nando Sor to colorful Spanish miniatures of 

Ponce, Turina, and Albeniz, to contemporary- 

romantic folk vignettes of Mario Castelnuovo- 

Tedesco. 

Again Segovia’s dynamic palette began at a 

whisper and rarely ventured above a mezzo- 

forte. The tiniest swell took on the dimensions 

of a mighty crescendo. Segovia’s world has 

always been one of charming, if lesser music 

savored in an atmosphere of the utmost tran- 

quility, and so it was Monday evening. “‘I have 

never heard such beautiful music as he draws 

from a guitar,” someone was heard to remark 

between pieces. There in that hall, at that 

moment, I sincerely believed her. 

John Von Rhein, March 7, 1979 

Music critic, Chicago Tribune 
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Andrés Segovia 

Oscar Ghiglia Alice Artzt 

Christopher Parkening 
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Sensitive Guitarist 

Enthralls Audience 
Guitar enthusiasts gathered in force Sunday 

night at the Auditorium Theater for a much- 

awaited event. 
They came to hear Christopher Parkening, 

America’s foremost classical guitarist, weave his 

magic. 

They weren’t disappointed. More accurately, 

they simply were overwhelmed. 

The young, handsome Parkening, sitting in 

the spotlight casually attired in brown shirt and 

slacks, treated his admirers to 90 minutes of 

fabulous artistry. 

Parkening, a disciple of the great Spanish 

guitarist, Andres Segovia, has technique to burn. 

There obviously is nothing written or trans- 

cribed for his instrument that is beyond him. 

And, like Segovia, he has the ability to com- 

municate all the warmth, depth and intimacy of 

sound that the classical Spanish guitar is cap- 

able of producing. As much as anyone, Parkening 

has been responsible for the surge of interest 

in the classical guitar in the United States. 
It is difficult for me to avoid overpraising 

Parkening’s Sunday performance. He went from 

strength to strength, dazzling the audience with 

virtually every set in his program. 

His style on stage was totally unflamboyant. 

He let his fingers do the work. And what in- 

credible sounds they produced — from delicate 

shadings to dynamic strumming and throbbing 
strokes. 

Pieces by Milan, Besard and Sanz in the first 

set served as a nice warmup. Then he moved 

with grace and agility through compositions by 

Dowland and Batchelor. But it was his trans- 

cription of Couperin’s “‘Les Barricades Myster- 

ieuses,” with its sensitive gradations of color 

and dynamics, that underscored his total mas- 

tery of his instrument. 

This was followed by three wonderful 

crowd-pleasers — Weiss’ Prelude and Gigue, 

Ponce’s Prelude and Gigue in the style of Weiss 

and J. S. Bach’s Courante and beloved “‘Jesu 

Joy of Man’s Desiring” — leading to the inter- 

mission. 

How could Parkening possibly sustain that 

level of artistry in the second half of the pro- 

gram? 
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He did — and even raised it to greater heights, 

starting with marvelous playing of Sor’s Allegro 

and then Two Preludes by Villa-Lobos. The 

melodic and rhythmic nuances in the latter 

were captured exquisitely. 

Then on he moved to a delicate Catalonian 

folk song, contrasted beautifully with dynamic 

pieces by Albeniz (Malaguena) and Regino Sainz 
‘de la Maza (Zapateado) that bordered on fiery 
flamenco. 

Parkening completed the program with a 

stunning rendition of Giuliani’s Variations on a 
Theme of Handel that brought the audience to 

its feet. 

Two encores followed, and everyone was 

prepared to stay all night had not the house- 

lights been turned on. 

Special mention must be made of the won- 

derful audience. It was completely involved in 

the performance, and yet courteous and con- 

siderate throughout. There were no interrup- 

tions with applause at the wrong places, and vir- 

tually no coughing or paper rustling. 

One could sense truly genuine appreciation 
for a performance by a remarkable artist. 

by Max Price, Feb. 5, 1979, 

Denver Post Staff Writer 

Alice Artzt 

in Afternoon Recital 
Alice Artzt performed an afternoon recital 

at the Chicago Public Library on February 14, 

1979. This particular recital was one of the 

frequent Dame Myra Hess Memorial Concerts 

serving as cultural events which are free to the 

public. 

The Chicago Library is probably one of the 

most beautiful architectural masterpieces in the 

world. The lecture room where Artzt performed 

is filled with richly adorned inlays of gold, 

abalone, and ivory. While waiting for Miss Artzt 

to enter onto the stage, our attention was 

 



  

  

attracted to the graceful lofty flight of birds 

passing by the elongated expansive windows. 

Unfortunately, the acoustics of this inspiring 

setting were not contributive to the beautiful 

tones of the classic guitar. 

The performance began with two Sonatas by 
Domenico Scarlatti (1686-1757) which were 
originally written for harpsichord. Possibly be- 

cause of the tenseness at the beginning of her 

performance, (the concert was broadcasted 

live from The Cultural Center by Chicago’s 

Fine Arts Station, WFMT), Artzt displayed 

some signs of hesitancy. 
The Scarlatti warm up pieces were followed 

by Variations on Folia de Spania by Manuel 

Ponce (1992-1948). These 20 variations, 
though rarely performed as an entire set, may 

have been appreciated more by a different type 

of audience because of the lengthiness of the 

composition. 

Closing the performance was Estudio Brillante 

by Francesco Tarrega (1852-1909). Surprisingly, 

these pieces did not display the same assured- 

ness that she portrays in her manner on stage. 

Time could not permit the audience’s request 

for an encore but most were very satisfied by 

this inspiring event. 

Review by C. Lawrence 

Ghiglia at 

Northwestern University 
The second of three concerts in the Guitar 

Series at Northwestern University School of 

Music was presented in the performance of the 

Italian classical guitarist, Oscar Ghiglia. On 

Wednesday, February 21, 1979, 8:15 marked 

the beginning of interesting music of many 

centuries. Mr. Ghiglia performed compositions 

that were originally for the guitar and pieces 

that he transcribed himself from lute tablature. 

Only after careful tuning of the guitar and 

gentle shakes of the hands, awaiting the audi- 

ence’s complete attention does Ghiglia begin 

each piece. Accurate and at ease, Mr. Ghiglia 

plays in his straight-laced manner, occasionally 

bending over the instrument to spot a particular 

position on the fingerboard. 

The program began with J. S. Bach,’s Lute 

Suite in E major (BWV 1006a). Ghiglia adapted 

to the contrapuntal style very well, singling 
out important voices and softening the lesser 

ones as they weave in and out of the musical 

fabric. He appeared, however, to be a little too 

strict with his rhythms. The Suite was followed 

by Five Pieces by Sor which he held together 
quite nicely, but a little more dynamic vari- 

ance would have kept more alertness in the 

audience. 

A short intermission was followed by a 

Sonata by the Mexican composer, Manuel Ponce 

(1882-1948). This piece and nearly all the com- 

positions during the second half of the program 

contained much more musical interest. The 

audience was more attentive during Ghiglia’s 

flamboyant exploits and musicality. 

“Algo” — Two pieces for guitar by Franco 

Donatoni, (1927 — ), an Italian contemporary 
composer, was dedicated to Oscar Ghiglia in 

1977. Following the performance of this came 

the Invocation et Dance, a homage to Manuel 

de Falla by Joaquin Rodrigo, a contemporary 

Spanish composer. It is marked by Spanish 

characteristics and was played with smoothness 

and ease. 

Tarantella by the Italian, Mario Castelnuovo- 

Tedesco, surprising enough, was not played 

with authentic spirit of the folkloric dance, but 

it was impressive in the speed which Oscar 

Ghiglia exhibited nearly flawlessly. 

Two encores concluded the performance. As 

a veteran admirer of Mr. Ghiglia’s virtuosity, 

this concert was the finest I have witnessed thus 

far. Let us hope Mr. Ghiglia continues to per- 

form in this grand style. 

by C. Lawrence 
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New York, New York: 

Beginning with GR 45, The Guitar Review 

will inaugurate a new musical series entitled 

“A Musical Journey to Many Lands,” Carlos 

Barbosa-Lima and Vladimir Bobri acting as 
musical guides. 

The objective of the “Journey” will be an 

attempt to enrich the existing repertoire of 

the guitar by a collection of pieces based on 

folktunes, for guitar solo, duo, or with voice 

or other instruments, arranged on a musical 

level suitable for inclusion in a concert pro- 

gram. The series will be embellished by draw- 

ings portraying dances, singers, players, and 

musical instruments during the journey. 

The ‘Musical Journey” will begin with a 

visit to Northern Russia to be followed by 

musical sojourns in Rumania and Brazil, with 

notes on the native music. 
The editors of Guitarra magazine welcome 

this projected Guitar Review series with its 

dual purpose of enriching the repertoire of the 

guitar and introducing to the guitarist new and 

musically worthwhile material. Despite the 

efforts of a few outstanding soloists to interest 

composers in writing new works and some no- 

table research in the music of the past, the 

repertoire of the last 25 years still leans heavily 

on the impeccable taste of Segovia, and there 

are unmistakable signs among the concert- 

goers and critics of being tired of listening to 

the same pieces at each succeeding concert. 
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Every effort should be made to encourage 

guitarists and composers to find new sources of 

repertoire enrichment. The richness of global 

folklore, despite the splendid use of it in the 

guitar concert repertoire by Sor, Villa Lobos, 

Moreno Torroba and others, is only pointing 

the way for further rewarding exploration. 

Both Carlos Barbosa-Lima, and his proven 

skill as a music editor for Columbia Music 

Company and as an outstanding concert per- 

former, and Vladimir Bobri, author of the 

“Two Guitars” and “A Musical Voyage with 
Two Guitars” (with co-author Carl Miller; both 

published by The Macmillan Company, New 

York), two formidable collections of folk songs 

and dances, promise that the ‘‘Musical Journey 

to Many Lands” will be in the hands of very 

competent guides. 

By C. Lawrence 

Milwaukee, Wisconsin: 

The GFA Guitar Seminar, sponsored by the 

Milwaukee Classical Guitar Society, Ltd., will 

be held June 13 to 17, 1979 at the University 

of Wisconsin-Milwaukee, June 13 being regis- 
tration day. 

The purposes of the Seminar are 1) to pro- 

mote music for classical guitar ensemble and to 

provide all registrants the opportunity to re- 

 



hearse and perform recent representative en- 

semble music under the direction of nationally 

known leaders of guitar ensembles, 2) to afford 

guitarists the opportunity to exchange ideas, 

attend master classes, take part in seminars and 

attend concerts performed by selected solists 

and ensembles, and 3) to allow teachers the 

opportunity to examine various methods of 

beginning guitar instruction in a laboratory 

setting. Among the impressive list of artists, 
teachers and ensemble coaches are the Laval 

University Guitar Trio, Loris Chobanian and 

Aaron Shearer. 

The mornings of June 14 thru 17 will consist 

of ensemble workshops. The afternoons will in- 

clude lectures and seminars, a Flamenco work- 

shop for teachers featuring Peter Baime, and 
Master Classes with Jesus Silva, Jeffery Van and 

Aaron Shearer. Those participants interested in 

being in a Master Class are asked to send an 

audition tape to: 

Mr. Peter Baime, Seminar Coordinator 

1030 West River Park Lane 

Milwaukee, Wisconsin 53209 

by May 31, 1979. Also included in the after- 

noon schedule are a ‘‘showcase” for the teach- 

ing techniques of three master teachers, more 

ensemble workshops and late afternoon recep- 

tions. Concerts will be held every evening in- 
cluding Wednesday, the day of registration, 

when Peter Baime will perform Flamenco, Sun- 

day morning will feature concerts given by the 

Seminar’s ensemble groups. The Seminar will 

end with a noon banquet. 

The fee for a PARTICIPANT is $75 ($60 
for a GFA member). This includes a portfolio 
of selected ensemble music, four concert tickets, 

active participation in an ensemble workshop, 

admission to all classes and workshops, the 

opening reception, coffee breaks, and the final 

banquet. After May 15 this fee increases $10. 

The AUDITOR fee is $45 ($30 for a GFA 

member) and includes admission to the audito- 
rium events, Master Class audit, open rehearsals, 

four concert tickets, opening reception, coffee 

breaks and the opportunity to register for the 

limited number of places in the guitar/lab 

classes. After May 15 this fee increases $5. 
A registrant may receive undergraduate or 

graduate credit from the University of Wisconsin- 

Milwaukee if they so choose and qualify. All 

matters pertaining to credit status will be 

handled through the hosting institution. 

  

Accommodations will be available on the 

campus of the University of Wisconsin-Mil- 

waukee in the Sandburg Commons at $7 (and 

up) per night including double room and 

shared bath. 

Guitarists of all levels are welcome and will 

be placed in appropriate ensembles. 

Participants — bring your guitar — and plan 

to do a lot of sight reading! 

Chicago, Illinois: 

Chicago Musical College of Roosevelt 

University is delighted to have again secured the 

professional services of ‘‘guitarists’ guitarist” 

Manuel Lopez-Ramos for a two-week master 
class: Guitar Repertoire & Technique (2-3 s.h.). 

Mr. Lopez-Ramos, who as a teacher attracts 

an international student body at his “Estudio 

de arte guitarristico” in Mexico City, has 

appeared in recital and with major orchestras 

in three continents and has been acclaimed by 

leading musicians and critics throughout the 

world. 

He has taught successful master classes at 

various institutions of higher learning in Arizona, 

California, Alabama and Michigan in this coun- 

try, as well as in many different countries. His 

students have won major awards in international 

competitions, including two first prizes in the 

International Guitar Competition in Paris. 

Lopez-Ramos currently records exclusively 

for Angel Records, where his second release, 

commemorating the Mexican composer Manuel 

Ponce received the Mexican “Grammy” Award. 

Manuel Lopez-Ramos was born in Buenos 

Aires. He began his studies in guitar under the 

distinguished Argentinian teacher Miguel 

Michelone, a man directly influenced by Julio 

Sagreras. 

RECITAL by MR. LOPEZ-RAMOS 

To open the master class, Mr. Lopez-Ramos 

will perform a solo recital on Sunday, June 3, 

1979, at 3:00 p.m. in Rudolph Ganz Memorial 

Hall (room 745) of Roosevelt University. Indi- 
vidual tickets: $7.50 & $6.00 — Performing 

participants and full-time observers, free. Call 

312/341-3787 for reservation. 
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CLASS PROSPECTUS 

In his master class, Mr. Lopez-Ramos will 

accept sixteen intermediate and advanced per- 

forming participants, as well as master class 

observers (non-performing auditors, guitarists 

and non-guitarists). Performing participants will 

be chosen by audition. 

All performing participants will be taught in- 

dividually in front of the class, which meets 

Monday through Friday, from 5:15 to 9:00 

p.m. Saturday, June 16, should be reserved for 

a possible informal, but public, master class 

recital. 

Guitar literature by Ponce, Villa-Lobos, 

Albéniz, Sor, J. S. Bach, Moreno-Torroba, 

Castelnuovo-Tedesco, and others will be cover- 

ed. A list of specific pieces is available to per- 

formers and auditors upon request. 

In addition to the demonstration lessons of 

selected guitar repertoire, the following topics 

of interest to every classic guitarist will be dis- 

cussed: 

Hand positions 

Right and left hand fingering 

Practice procedures and habits 

Stylistic aspects (performance practices) 

Literature 

TUITION and FEES 

Undergraduate (per semester 

hour, 300 level) $98 
plus fees 
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Graduate (per semester hour, 

300 or 400 level) $112 
plus fees 

Non-Credit (participating 
performer) $200 

Observer (non-performing 

auditor) $60 

Pamel Kimmel, principal instructor of classic 

guitar at Chicago Musical College of Roosevelt 

University, will act as liason. All inquiries should 

be directed to her, c/o the College, 430 South 

Michigan Avenue, Chicago, IL 60605; or call 

312/341-3780. 
Inquiries for living at the University’s (ad- 

joining) student center should be addressed 

directly to: Director, Herman Crown Center. 

Roosevelt University, 425 South Wabash 

Avenue, Chicago, IL 60605. Approximate 

weekly rates (Sunday to Saturday) for room 
and board: $90 for single room; $70 per per- 

son, double occupancy, with all meals; $20 

less without meals. 
Chicago Musical College of Roosevelt Uni- 

versity is accredited by NASM, NCATE, and 

the NCA. 

Paris, France: 

The Ville de Castres will be holding its 7th 

International Master Class from July 11-22, 

1979 sponsored by Robert J. Vidal. Three 

Master Classes will be given by the prominent 

artists, John Williams from Australia, Antonio 

Lauro from Venezuela, and Paco Pefia from 

Andalucia. 

JOHN WILLIAMS MASTER CLASS 
JULY 11-20 

The classes will be concerned with 

- Solo and duet transcriptions 

- Duets generally 

Transcriptions: 

The transcription may consist of any music 

whatsoever. This part of the course can be 

treated as an exercise in adapting even the 

most unsuitable music to the guitar. 

Anyone interested in this aspect of the classes 

must select a piece, make their own trans- 

cription of it and send to the Paris address of
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the I.G.M. a recording of themselves playing 

this piece. Selection of students will be made 

by John Williams. 

Applicants will be notified by the 20th of 

June as to whether they have been accepted 

or not. 

Duets: 

Each duo must record a piece and send it to 

the Paris address of the I.G.M. 

The selection procedure will be as above. 

Additional information: 

The recordings must reach at the latest by 

the 25th of May, INTERNATIONAL 
GUITAR MEETING — 4, rue Demarquay — 

75010 PARIS 
Recordings accepted: cassette, standard mag- 

netic tape. Speed 1/4 track will not be ad- 

mitted. 

PACO PENA MASTER CLASS — JULY 8-22 

The classes will be concerned with 

- The Flamenco: musical phenomenon in 

Europe. 

- The Flamenco technique with full knowledge 

of the Flamenco culture. 

- Basic flamenco “toques”: Soleares, Siguiriyas, 

Tientos, Bulerias. 

- Other flamenco ‘‘toques”’ related to the basic 

“toques”: Serranas, Alegrias, etc. 

- The time in Flamenco. The “falseta” (vari- 

ation). 
- The Fandango and its derived. 

Free “toques’’: Fandango, Tarantas, 

Granadinas, Malaguenas. ‘“‘Toques” in time: 

Por Huelva, Verdiales. 

- Flamenco “toques” from extra Andalusian 
origin: Farruca, Garrotin, Guajira, Colom- 

biana, Rumba, etc. 

- General technique of the Flamenco solo 

guitarist. 

ANTONIO LAURO MASTER CLASS 
JULY 8-22 

The classes will propose to study thoroughly the 

Venezuelan composer’s works. 

Programme: 

Venezuelan Suite 

Sonata 

Seis por derecho 

Variations on a child theme 

El Nino (valse) 

Carora (valse) 
El Marabino (valse) 
Valse criollo 

Venezuelan valse and Pavana 

OCs. 5 

Recomended editions: 

Edizioni G. ZANIBON 

Piazza dei Signori, 44 

35100 PADOVA - Italie 

UNION MUSICAL ESPANOLA 

Carrera de San Jeronimo, 26 

MADRID 14 - Espagne 

BOREKMANS & VAN POPPEL Uitgeverij 
Van Baerlestraat, 92-94 

AMSTERDAM-ZUID - Pays-Bas 

COST FOR PARTICIPATION: 

Students 500 F 

Observers 300 F 

More information can be given on request, if a 

postage stamp is enclosed. Write to: 

RENCONTRES INTERNATIONALES 

DE LA GUITARE 

Stage d’interpretation 

4, rue Demarquay, 75010 PARIS 
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Artist Directory 
  

Sergio Abreu was born in Rio de Janeiro in 

1948. He has been internationally acclaimed as 

one of the world’s leading guitarists through his 

frequent appearances both as soloist and in duo 

with his brother Eduardo. He has toured the 

United States coast-to-coast and performed in 

such countries as Australia, Germany, Switzer- 

land, France, Denmark, the Netherlands, 

Finland, and England. As a duo the Abreu 
brothers have performed successfully all over 

the world. Now as a soloist, Sergio Abreu is 

following in the footsteps of Segovia towards 
an international career. 

Sergio Abreu 

Av. Copacabana 1246, Apt. 1205 

22070 Rio de Janeiro, R.J. Brasil 

  

Alice Artzt showed exceptional talent from an 

early age. After studying the piano and the 

flute, she turned to the classic guitar at the age of 

thirteen. She studied the guitar with Ida Presti 

and Alexandre Lagoya, and with Julian Bream. 

She also studied composition with Darius 

Milhaud, and has done graduate work in com- 

position and musicology at Columbia University. 

She has toured North America and Europe 

extensively and has performed in countries all 

over the world. She has recordings on Gemini, 

Klavier, and Meridian labels, and has recently 

published the book, The Art of Practising. 

Alice Artzt 

180 Claremont Ave., Apt 26 

New York, N.Y. 10027 

ea:   

Enric Madriguera has studied at the Royal Con- 

servatory of Music in Madrid, the Espla Conser- 

vatory of Music in Alicante, Spain, and at East 

Carolina University, Greenville, North Carolina. 

He received a First Place Award in the Interna- 

tional Guitar Competition in Alicante in 1973, 

and is a recipient of the New York TV — Film 

Critics Award for his work on a commercial for 

the North Carolina Arts Council. He is known for 

his lectures and demonstrations both on the six- 

string and the eight-string guitar. He has taught at 

colleges in North Carolina and is now an instruc- 

tor at Eastfield College in Mesquite, Texas. 

Enric Madriguera 

Eastfield College — Humanities Division 

3737 Motley Drive 

Mesquite, Texas 75150 

   



The artists listed in this directory are highly qualified and available for concerts throughout the 

year. For information of schedules, fees, etc., please contact them at their respective address. 
  

Vincenzo Macaluso began his studies of the 
guitar with his father at the age of ten, and 

quickly moved into the field of jazz, becoming 

one of the youngest established jazz guitarists 

to date. By late teens, however, he began a 

serious study in classical music and continued 

to perfect his virtuoso technique. He is pres- 

ently Artist-In-Residence at Whittier College 

in California and is considered America’s only 

solo concert, orchestra and recording artist 

exploring the versatility and greater dynamic 

range afforded by the ten-string guitar. 

Vincenzo Macaluso 

3164 Darlington Drive 

Thousand Oaks, California 91360 

  

Liona Boyd, Canada’s foremost guitarist, has 

concertised throughout North and South 

America, Britain and Europe. She has recorded 

three albums for Boot Records and has a five 

record contract with Columbia Records. She was 

born in London, England, but spent most of 

her life in Canada. At 14, she studied guitar 

with Eli Kassner in Toronto and attended the 

University of Toronto, graduating with honours 

in music. Later, she placed first in the Canadian 

National Music Competition. Her music training 

includes such masters as Julian Bream, Narciso 

Yepes, Alirio Diaz, and Alexandre Lagoya. 

Liona Boyd 

14 Paragon Road 

Weston M9R 1J5 

Ontario, Canada   

The Bonenberger Duo was formed in 1976 

when the brothers were featured artists at the 

Carmel Classic Guitar Féstival in California. They 

were so well received both at the Festival and at 

subsequent concerts that they decided to con- 

tinue as a duo. Already they have gained an 

enthusiastic following and have performed on 

several European tours as well as in the United 

States. Gregory has worked with such teachers 

as Ronald Purcell, Professor Costas Proakis, 

Oscar Ghiglia, Alirio Diaz, and Andres Segovia. 

Geofrey paralleled with early studies of his 

brother and also attended master classes with 

Michael Lorimer, Alirio Diaz, and Emilio Pujol. 

Both have had experience in solo and orchestral 

performance. 

Bonenberger Duo 

Killam’s Point 

Branford, Connecticut 06405 
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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. 

daniel mani LY TA Ae 
new york city For information write to 

DANIEL MARI STRINGS Inc. 

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

UP ace       
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Wizglisas for Guitar SS , ‘Liona ‘Boyd 

{ Miniatures for Guitar ‘ i ens les centr Lapin 

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     
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Fernandez Ramirez 

Hernandez Manzanero 

Barbero Nakade 

Matunaga Rodriguez 

Oshita Esteso 

La Chica ayy Hauser 

Kono ti Sesoko      
Monch Kuniharu Nobe 

Complete 

Classical & Flamenco 

Sheet Music 

714-828-9762 

335 SO. MAGNOLIA 

ANAHEIM, CA 92804 
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THE GUITAR SHOP LTD. 

3041 N. OAKLAND AVENUE 

MILWAUKEE, WISCONSIN 53211 

414/964-8232                         
1% BLOCKS FROM UNIVERSITY OF 

WISCONSIN — MILWAUKEE, GFA SEMINAR 

  

JOHN VERHAAGH — PROPRIETOR       
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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  



  GUITAR REVIEW 

  

VOLUME THREE 
THE GUITAR REVIEW REPRINT Project is conceived as a 
long-range plan to eventually make available all past issues of 
the magazine. Volume I, containing issues 1 through 6 (1946- 
1948), was the first of the series and appeared in March 1975. 
Volume II, containing issues 7 through 12 (1948-1951), followed 
in October 1976. The great enthusiasm which has greeted these 
two volumes has confirmed our decision to continue with this 
series. 

Volume III, including issues 13 through 18, published 1952- 
1955, will be a companion volume, handsomely printed on our 
special Guitar Review fine quality paper characterized by an 
attractive laid finish and a distinctive watermark. The durable 
hard cover binding, designed by Vladimir Bobri in the tradition 
of the rich bindings of the 18th century and imprinted in gold, 
will match those of Volumes I and II. The cover pages of the six 
issues will be printed in full color, further enhancing this Vol- 
ume. This elegant and informative book will be a rare treasure 
among the reference volumes in your own musical library and 
will make an ideal gift for your friends. 

To those who subscribe in advance, allowing us to ship the 
book directly from the bindery without incurring the subsequent 
heavy expenses of storage containers, trucking, and warehousing 
which must necessarily increase the cost of an individual book, 
we are able to offer Guitar Review Volume III at the pre-publi- 
cation price of $37.00 (including postage and handling). Taking 
into consideration the fact that in addition to valuable editorial 
material and illustrations Volume III will include 103 pages of 
music (try calculating the total for this much music at today’s 
prices!), the price is a modest one. It appears even more modest 
in view of the extremely limited edition which will be produced. 
To obtain a copy at the pre-publication price, your reservation 
with payment check of $37.00 should be sent without delay 
(after 1 January 1979 cost of Volume Three will be $40.00). Con- 
secutive priority numbers will be assigned to the orders as they 
come in, so that your copy may be reserved for mailing to you 
immediately upon publication early in 1979. Don’t be late. Re- 
member, this is a very limited edition. 

Remaining copies of Guitar Review Vol. I at $30.00, including 
postage; Vol. II, $36.00, including postage. Special offer (good 
until 1 January 1979): Guitar Review Vol. I, II and III, $95.00; 

postage included. 

THE GUITAR REVIEW 409 E. 50 Street New York, N.Y. 10022 
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GUITAR REVIEW NUMBER THIRTEEN: 1952 

_ Cover Julio de Diego 
Contents of Guitar Review No. 13 

Notes on Guitar Music: Methods and Tutors; 
New Solos and Lists Wilfrid M. Appleby 

N
N
 

3 Frontispiece: Virtus Unita Bellerofonte Castaldi 

4 The Guitar and Myself 
(Autobiography —Part Six) Andrés Segovia 

9 La Guitarra y Yo (Spanish Supplement) Andrés Segovia 
14 On Francisco Goya’s “Aveugle enlevé sur les 

cornes d’un taureau” Edward Fenton 

15 The Academy: Music and the Guitar (Part One) Jack Duarte 

17 An Important Event The Editors 

Music 

18 Prelude No. 2 (Duet) 
(from Six Short Preludes) 

20 Three Lessons 

22 Prelude No. 2, op. 103 
26 Trois Romances (No. 1) 

27 Preludio 

28 Little Studies 
29 Love Song 

31 “Il Serchio” (excerpt) 

Johann Sebastian Bach 
Dionisio Aguado 

Anton Diabelli 

Mauro Giuliani 
Andrés Segovia 

Ferdinand Rebay 
Ferdinand Rebay 

R. S. Brindle-Borsi 

oa
 

GUITAR REVIEW NUMBER FOURTEEN: 1952 

33 Cover Antonio Petruccelli 

34 Contents of Guitar Review No. 14 

34 Editor’s Corner Gregory d’Alessio 
34 Introducing: Albert Harris and Jack Marshall The Editors 
36 Goya and the Guitar Edward Fenton 
39 The Academy: Music and the Guitar (Part Two) Jack Duarte 

41 If Music Be the Food of Love... Suzanne Bloch 
53 Francisco Eixea Tarrega Drawing by Grisha 

Music 

43 Heartes Ease 

44 Fortune My Foe 

45 Greene Sleeves 

46 Sonatina for Flute and Guitar, op. 15 

55 Estudio en Arpeggio 

56 Intermezzo 

58 Sonatina 

from lute tablature at the Cambridge Library 

from Wm. Barley’s Lute Book 
Francis Cuttinge 

John W. Duarte 
Dionisio Aguado 

Albert Harris 

Jack Marshall 

GUITAR REVIEW NUMBER FIFTEEN: 1953 

69 Cover 

70 “La Guitarra” (poem in the original 
Spanish, with English translation) 

71 Contents of Guitar Review No. 15 

71 Editor’s Corner 
72 Chaucer’s “Floyte”: The Revival of the 

Recorder in America 

74 The Academy: Music and the Guitar 

George Giusti 

Federico Garcia Lorca 

Hn 

The Editors ” 

Alfred Frankenstein 

(Part Three) Jack Duarte 

76 The Academy: The Elements of Technical 
Proficiency Terry Usher 

79 A Remarkable Elizabethan Lute Manuscript 
in the British Museum Suzanne Bloch



Music 

80 Drewries Accordes Duet from Jane Pickering’s 

Lute Book (1616) 

83 Pavana Luis Milan 

84 Semi-Dolens (Duet) John Dowland 

86 Welscher Tanz (for guitar and recorder) Hans Neusiedler 

88 Der Hupff auff (for guitar and recorder) Anonymous 
89 Branle (for guitar and recorder) Adrien le Roy 

91 Courant (for two guitars) 

(from French Harpsichord Suite) Johann Sebastian Bach 

93 Minuet (for two guitars) 

(from French Harpsichord Suite) Johann Sebastian Bach 

95 Scala Obliqua & Contraria per Chitarra = Nicolé Paganini 

96 Toccata Johann Sebastian Bach 

98 Two Studies Napoleén Coste 

99 Cordao de Prata (for two guitars and 

flute or recorder) 

102 Estudio 

103 Preludio para los Principiantes 

Brasilio Itiberé 

Regino Sainz de la Maza 

Regino Sainz de la Maza 

GUITAR REVIEW NUMBER SIXTEEN: 1954 

105 Cover: Sculpture—designed by Bobri, executed by Grisha, 
photographed by Sharland 

106 Contents of Guitar Review No. 16 

106 In Memoriam—Hermann Hauser 

107 Hermann Hauser 

108 Guitars in Chamber Ensembles 

109 The “Supported” Stroke 

111 Jean Antoine Watteau 

121 Torres, the Creator of the 

Andrés Segovia 

Lithograph by Grisha 

LaNoue Davenport 

Emilio Pujol 

Edward Fenton 

Modern Guitar Theodorus M. Hofmeester, Jr. 

127 The Academy: Music and the Guitar 

(Part Four) Jack Duarte 

129 The Academy: Tone and Tonal Variety Terry Usher 

Music 

113 E de Noite, Faz Escuro 
(for voice and guitar) 

113 Minuetto 

114 Trio (for two recorders and guitar) 

116 Brazilliance (for three guitars) 
120 El Vito (for voice and guitar) 

125 Expectatio Justorum 
(for recorder and guitar) Orlando di Lasso 

131 Romance, op. 62, No. 1 (for two guitars) Felix Mendelssohn 
134 Olinda (for two guitars and recorder) Henry Purcell 

harm. by Emilio Pujol 

Carlos de Seixas 
Salomone Rossi 

Laurindo Almeida 
arr. by Matilde Cuervas 

GUITAR REVIEW NUMBER SEVENTEEN: 1955 

137 Cover: The Cuckoo Julio de Diego 
138 Contents of Guitar Review No. 17 

138 Editorial comments The Editors 
138 Addenda to “Torres, The Creator of 

the Modern Guitar” 
138 In Memoriam—Theodorus M. Hofmeester, Jr. The Editors 

138 Introducing: Albert Valdes Blain 
and Carl S. Miller The Editors 

139 Esaias Reusner Carl S. Miller 
145 Guitar Strings Before and After 

Albert Augustine Andrés Segovia 
150 The Academy: Music and the Guitar (Part Five) 

Jack Duarte 

154 The Academy: Humor Your Guitar Terry Usher 

Theodorus M. Hofmeester, Jr. , 

157 A Brief Note on Joan Maria de Medicis Erich Katz 
163 The Guitar, the Teacher, and 

the Beginner Albert Valdes Blain 
165 Simple Preludes Jack Duarte 

Music 

140 Allemanda (in tablature) 

141 Es ist gewisslich an der Zeit (tablature) 

141 Hertzlich thut mich verlangen 
142 Suite Number 2 

Esaias Reusner 

Esaias Reusner 

Esaias Reusner 

Esaias Reusner 

148 Minueto Anonymous 

149 Alborada de Fiesta en la Aldea Emilio Pujol 

151 Allegretto G. F. Handel 
152 Minuetto A. Corelli 
152 XVI Century Lute Piece 

153 Campanae Parisienses 
Unknown Composer 
Jean Baptist Besarde 

153 Minuet Robert de Visée 
154 Aria Alessandro Scarlatti 
156 Preambulum 

(for recorder and guitar) Joan Maria de Medicis 

158 Two French Corantos 

(for recorder and guitar) William Byrd 
161 The Cuckoo 

(for voice and guitar) 

165 Simple Preludes: No. 1 

166 Air on a Ground Bass 

167 Minuet 

Folksong, arr. Sarah S. Cecil 
Jack Duarte 

Henry Purcell 
Henry Purcell 

GUITAR REVIEW NUMBER EIGHTEEN: 1955 

169 Cover: Illustration from F. Molino, Guitar Method, 
c. 1800-20 

170 Contents of Guitar Review No. 18 
170 Editorial Comments 

171 Mauro Giuliani (portrait) 

The Editors 

_ 

Facsimile Reproductions—from Giulianiad, Vol. I (1833) 
175 Cover 

176 Stanzas “To My Guitar” E. M. 

177 Giuliani The Editors of The Giulianiad 

179 Sor (Letter to the Editor) 

181 Foreign Guitar Makers and English Music Sellers 
183 Musical Intelligence, Chit-Chat, &c. 
184 Introduction and Thema (music) 

186 Solfeggi for Voice and Guitar 

Mauro Giuliani 

Articles 
172 Mauro Giuliani 

174 The Giulianiad 

187 The Indispensable Amateur 
190 The Academy: Scale Playing 

192 Fernando Sor 

Philip J. Bone 

J. A. Burtnieks 
Jacques Barzun 

Terry Usher 

J. A. Burtnieks 

Music 

191 Prelude (from Six Preludes, op. 49) 

192 Down the Volga River 

192 Etude (excerpt) 

193 Russian Folk Song 

193 Night, Oh Night (for recorder or guitar 
with guitar accompaniment) 

194 Ballet 

Napoleén Coste 
arr. by V. Morkov 

Fernando Sor 
harm. by M. Glinka 

harm. by M. Glinka 

Geo. Leopold Fuhrmann 

194 Sarabande A. Corelli 
195 Grown-Up (for voice and guitar) Jack Duarte 

196 Canaries (duet) Jean Baptiste Lully 

197 Aria “Nina” (duet) Giovanni Battista Pergolesi 

198 Sarabanda (duet) Nilo P. Bert 

199 Impromptu Jack Duarte 

39.
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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) 71 H0O191 .... 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...... 5.75 
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: 

European    

  

JOAQUIN RODRIGO 

Fantasia para un gentilhombre 
(reduction for guitar and piano — 
ed. Segovia) 75 T0208..... 1:1,25 

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 HO0O77 4.25 

Variations on a Theme by Mozart 
(ed. Scheit) 51 13628...... 4.25 

Prices subject to change without notice 

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 

ericaMm 

 



    

  

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... muck of it transcribed, 
arranged, or edited by himself. 

Antigua Stereo $6.98 +75¢ postage 

ANTIGUA CASA SHERRY-BRENER, LTD. 

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

- Wrought [ron * 
antieva FLIQ@EPESE anmicua 

       

  

Adjustable 

to 

3 positions 

Handmade by 

Spain’s greatest 

Iron Worker 

  

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

Price: $30.00 in U.S.A. 

“58 Available at all leading music stores oR 

41. 

   



  

CONCERTISTE 
Nylon Guitar Strings 
  

  

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 usedby —Madein France— 
Emilio Pujol, Tarrega’s only disciple.       
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The Mid-America 

Guifar Society 
Invites you to participate in our 1979 - 1980 

season of classic guitar events: 

Concerts featuring professional artists, 

Student recitals, 

Monthly meetings. 

For information about performances and member- 

ship, write or call: 

THE MID-AMERICA GUITAR SOCIETY 

909 W. Armitage Avenue 

Chicago, Illinois 60614 

Phone: 525-7621 

Becta teenth C
Y
Y
 
C
Y
Y
I
C
Y
I
Y
 

C
G
Y
 
C
U
I
 
C
Y
I
C
Y
Y
 

 



  

GUITARS FOR THE CONNOISSEUR 

ALBERT 

AUGUSTINE 

made by 

Frank Haselbacher 

Instruments shown 

by appointment only. 

FRANK HASELBACHER 

Voluntown, Conn. 06384 

          

Expert Instruction 

Accessories 

All Major Strings 

Publications 

De Olde 

Guitar Shoppe 

6806 Douglas 
Des Moines, Iowa 50322 

515/278-8780 

A Paul and Janet Wilson Proprietors   
 



  

GUITAR REVIEW 

A luxurious publication 

lavishly illustrated 

with engravings, photographs, 

and drawings by famous graphic artists. 

Each issue an individual entity. 

Considered together, the 45 issues 

e embrace a wide range of subjects illuminated . 

by outstanding figures of the guitar world. 

Included are scholarly articles on aspects of 

musicology, playing technique, 

instrument construction, the guitar in art, flamenco 

and other folklore music of various parts of the world: 

reviews of new music, books and records. 

Rare musical selections include compositions for guitar solo 

and in combination with voice and other instruments. 

ISSUED SPRING-SUMMER-FALL 
Subscription for 3 issues $13.00 (foreign $14.00) 

Back issues No. 28 through 44 available individually 

at $6.00 a copy ($6.50 foreign) 

= REPRINT EDITIONS . 

HANDSOMELY BOUND IN GOLD STAMPED COVERS 

Vol. I (issues 1-6, 1946-1948) $30.00 

Vol. II (issues 7-12, 1948-1951) $36.00 

Vol. III (issues 13-18, 1952-1955) $40.00 

all remittances must be in U.S. dollars, payable in the U.S.A. 

descriptive brochures on request: 

GUITAR REVIEW 

409 East 50 St., New York, N.Y. 10022 

   
 



  

                                                  

OF SPAIN 

AND THE |IIlI| WORLD 

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 turn these 

rare old woods, ideas and dreams into beautiful 

musical instruments. 

At Sherry-Brener we consider the guitar 

to be an investment the same as a great violin or 

precious gem. Guitars purchased from us over a 

decade ago have appreciated in value 10 fold. 

Nearly 100% of the touring concert guitarists | 

are playing guitars from Sherry-Brener. 

It is a well-known fact that virtuoso guitarists 

Christopher Parkening, Michael Lorimer and 

Douglas Niedt grew up playing our guitars. 

For our catalogue featuring guitars, strings, 

accessories, publications, records and luthier supplies 

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

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); Garcia, (Japan). 

The prices range from $250.00 to $5,975.00 

with immediate delivery on all guitars. 

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 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. 

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. 

        
ON 

eT epee? 
BRENER 

EEE 

of Madrid 

3145 W. 63rd St., Chicago, Ill. 60629 
Telephone: (312) 737-1711 

Hours: Daily, 10 a.m.-10 p.m.; Saturday, 9 a.m.-6 p.m. 

Write for catalog etna 4 Rae lieaetrela teat t | 

guitar makers’ supplies. Include $1.25 handling charge
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ALBERT AUGUSTINE ae 
CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS 

   


