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PoRTRAIT BY VLADIMIR BOBRI 

Courtesy or SCG 

DEDICATION 

GUITARRA Magazine is dedicated to the 

world’s greatest guitarist, Andrés Segovia. 

Andrés Segovia has given the guitar its bright- 

est hours. After Segovia, and until eternity, no 

one will ever hear the guitar played as we are 

now hearing it played. 

James Sherry, 

January 1, 1966 
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HISTORY: 

The 
Guitar 
Loe 
Spain 
Vidal Benito Revuelta, 

translated by Robert Kotas. 

# roubador music, so loved in the courts 

oH oof Aragon, Castilla, and Navarra during 

S4 the twelfth and thirteenth centuries, 

contributed in the highest degree to the promo- 

tion of Spain’s musical culture, to the extent, as 

has already been stated, that, Spain in this regard 

occupies first place among European nations. 

Troubadour music also increased the fondness and 

knowledge of musical techniques, which, judging 

from the scenes of musical performances they 

portrayed, our thirteenth century painters had to 

be acquainted with. 

What is suspected, is that the painters of these 

scenes, as the men of nobility, as princesses, and 

as the ordinary people themselves, who came to 

discover in music the adequate frame of reference 

for their traditions and concerns, were not 

strangers to the art of playing the various string 

instruments. It is found that Spain offers a large 

number of graphic scenes containing musical in- 

struments which appear on the architectural and 

sculptured monuments of the Visigothic, Roman- 

esque, and Gothic art; and especially in the pic- 

torial art conspicuous in the admirable Beato of 

the ninth to twelfth centuries. 

“Interest in our (Spain’s) medieval organ arose, 

thanks to the musicians, who, in the court of 

  

Moorish guitar 

  

Latin guitar 
(From the Cantigas de Alfonso el Sabio) 

King Savio wrote the old manuscript of the 

Peotical Compositions of Holy Mary and the 

Book of Chess, which up to now, constitute the 

most valuable sources for the study of the me- 

dieval instruments used in Europe. By employing 

the graphic material of the eras, one can con- 

struct a history of the Spanish musical instru- 

ments in the Middle Ages. Introduced were 

those used in the performance of sacred dances 

in the churches. Minstrel music, which was in- 

corporated in these performances, had to be re- 

strained and even prohibited by the Councils, in 

peninsular churches.” (H. Angles, Spain’s Glorious 

Contribution to Universal Music.) 

This is what don Ramon Menendez Pidal con- 

firms in his Minstrel Music and Minstrels, saying: 
“At the beginning of the thirteenth century, the 

faithful followed the custom of taking Saracen 

and Jewish minstrels to play instruments and sing 

at evening vigils observed in the churches.” 

According to what we know, on specific occa- 

sions, in the beautiful church of St. John of Kings, 

in Toledo, the presence of minstrels, who played 

their instruments, was permitted (also, in their 

locked cages which were suspended from the 

walls, birds, and a profusion of flowers and plants 

which lended to the area an unequaled charm.)



  

  

And even today, in a small village bordering 

Segovia, the shepherds who participate in offer- 

ing a lamb to the Christ Child on Christmas Eve, 

perform some graceful and ingenious dances in 

the interior of the church, with the accompani- 

ment of their musical instruments. In the Book 

of Apolonio, an anonymous poem from the 

master of clerecia (a type of literature cultivated 

by the clerics or learned people of the Middle 

Ages), is clearly indicated to us, as a sign of the 

refined ideal of those thirteenth century courts, 

the fact that the highest aspirations of the spiritual 

character were enclosed by musical art, poetry, 

love and adventure. The Book of Alexander, also 

of the same period — the middle of the thirteenth 

century — by the author, cleric Juan Lorenzo de 

Astorga, enumerates, in a chapter concerning 

poetry, the following string instruments: simfonia 

(type of lyre); farpa (harp); giga (three-string 

viola); rota (small harp); alboguer (flute); salterio 

(sound box with many strings); citola (derived 
from the zither); and viola (small violin). 

Some years later, in the fourteenth century, 

The Poem of Alfonso XI, which tells of this king’s 

marriage, as celebrated in 1328, relates how, in 

the Monasterio de Las Huelgas in Burgos — found- 

ed by Alfonso VIII, in 1180 — minstrels played 

these different instruments. 

In this fourteenth century, all classes of Spanish 

society endorsed music and musical instruments, 

which they all enjoyed simultaneously. The 

people listened to music, played it, or sang on 

the smallest occasion. The entire society ex- 

panded their more intimate feelings through 

dance, song, and instrumental music, associating 

the pleasing sounds, tuneful verses, and rhythmi- 

cal dances with their respective states of spirit 

and using them to arouse the feelings of the soul 

or marital zeal in the war already begun against 

the Moors — a war during which minstrels accom- 

panied military expeditions. 

Schools of artists, wind-instrument players, or 

minstrels of the lute and guitar, were formed in 

the Courts of Aragon, Navarra, and Castilla. ‘‘So 

great was the role which instrumental music 

played in the royal, religious, and popular cele- 

brations during the fourteenth and fifteenth cen- 

turies, that the multitude of instruments noted in 

the records of the Catalonian chancellor was an 

increase over those noted in the Cantigas.”’ (H. 

Angles) 

“The most typical case of a fourteenth cen- 

tury European prince who wished to see himself 

always surrounded with good musicians, we have 

in the person of Juan I, the Lover of Gentility 

(1351-1395), king of Aragon, who searched for 
the best instrumental musicians of Europe, even 

though they were serving in other courts, and 

promised them salaries and splendid gifts, pro- 

vided that he see them in his presence; and with- 

dut counting foreign minstrels, there was a time 

during which he had registered in his palace, 

twenty instrumental musicians ‘charged 

with playing for him, the most select compo- 

sitions from both the old and modern instru- 

mental repertoire known in France, Flanders, 

and Germany.” 

“Meanwhile, Prince Carlos — later, Carlos III 

el Noble, King of Navarra — with great generosity, 

repaid six wind-instrument players in his service.” 

The kings, princes, and eminent persons — as, 

for example, the infant don Juan Manuel, the 

constable don Alvaro de Luna, and many other 

noblemen — boasted not of favoring instrumental 

music, but of cultivating it for themselves. 

In these times of “‘geniality and merriment,” 

the number of minstrels had to have increased, if 

we are to judge by the ending to some of the 

verses by the Arcipreste de Hita, cleric Juan Ruiz, 

which state: “the hills are full of minstrels.” 

With the increase in minstrels, aided by the 

promotion of music in the castles, palaces and 

universities, the number of string instruments 

and their innovations also grew, with such a pro- 

fusion of them as to make one think the people 

of those times spent their lives with the sound of 

the musicians and the noise of the soldiers. 

“The art of the minstrels became the most 

dangerous fancy of the kings, since it caused 

them to forget about public business, as the 

General History of Alfonso X expresses . = 

Nevertheless, ‘‘as the minstrels were the chief 

decoration of the court, their songs, sonnets and 

instruments were included by the Partidas among 

the meriments the king had to make use of when 

trying to forget his cares and sorrows.”’ “And so 

it is that the minstrel, with his pleasing art makes 

literature and music attain the status of the most 

favored subjects for man — subjects useful in 

forcing sadness from a wounded heart, and dis- 

sipating the melancholy of a fatigued spirit.” 

(Menendez Pidal) 
(To be continued in the next issue.) 

some 
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14th century miniaturist: Musica and musicians  



  

TECHNIQUE: CHAPTER. II 

Lefthand 

Righthand 

Coordination £ 

An area of technical expertise in which many 

guitarists are weak is that of left hand-right hand 

coordination. Unless the movements of the hands 

are exactly together, the player produces a dis- 

jointed or non-legato sound whether he is playing 

‘Down in the Valley” or the Bach “Chaconne.” 

Usually the problem is that the player’s left hand 

moves ahead of the right hand. When he plays E, 

F, and G in sequence on the first string, here is 

what generally happens. First, the open E is 

played. Then to play that, the first finger of the 

left hand presses or touches the first string just 

slightly before the right hand finger makes its 

plucking motion, cutting off the ringing open E. 

Finally the F is plucked by the right hand finger. 

Then the left hand first finger is lifted off the F 

and the third finger placed on the G, again, be- 

fore the right hand finger makes its plucking 

motion, cutting off the F prematurely. The 

player’s problem is simply that his right hand 
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by Douglas. Niedt 

doesn’t trust his left hand! In other words for 

fear of making a mistake, the right hand finger 

waits for the left hand finger to press down the 

proper note before plucking the string. 

Although most players’ (except for beginners) 

hand coordination is not extremely far off, the 

slightest errors in coordination produce very 

audible unmusical results in passages that should 

sound very legato. Due to a lack of hand coor- 

dination many intermediate and even advanced 

players are unable to play asimple scale absolutely 

legato. Although this lack of hand coordination 

can easily be heard, it is even more easily felt if 

the player keys in on his hand and finger muscles 

and particularly his sense of touch in his finger- 

tips. The player should feel the tips of the fingers 

on both hands touch the strings absolutely simul- 

taneously in a legato passage. Here are some pre- 

liminary exercises to work on to perfect your 

own hand coordination. 

 



  

Holding the guitar in normal playing position 

and using the left hand first finger at the first 

fret and the right hand ‘‘i”’ finger, simply try to 

touch, not press down or pluck, the first string 

with both fingers simultaneously. Close your 

eyes and concentrate very hard on the sense of 

touch in your fingertips to determine whether 

or not the fingers touch the string exactly to- 

gether. It is not as easy to do as it sounds. I have 

found many fairly advanced students who lack a 

good sense of touch in their fingers and when 

doing this exercise insist they are touching the 

string with their two fingers simultaneously when 

in fact, the coordination is far enough off that I 

can actually see the left hand finger touch first. 

(Unfortunately in a case such as this where the 

student can neither feel nor hear his lack of coor- 

dination, there is little the teacher can do to help 

until the student’s senses of hearing and touch 

grow more acute.) Consider this exercise with 

the following combinations of left and right hand 

fingers: 

1 with i 2 with i 3 with i 4 with i 

lwithm 2withm 3withm 4withm 

1 witha 2 witha 3 witha 4 witha 

Once these are mastered try alternating two 

right hand fingers but still using only one finger 

of the left hand. 

Once you can consistently touch the string 

simultaneously with any combination of fingers, 

try all the combinations again but this time try 

pressing the string down and actually plucking it. 

But remember to feel both fingertips touch the 

string simultaneously. 

For most students, mastery of this preliminary 

step in establishing good hand coordination will 

take anywhere from one week to two months. 

But take the time and practice slowly and care- 

fully to learn the technique well. Once learned, 

your overall sound will take on a much more 

musical, connected quality rather than the 

“plucky” detached sound typical of many players. 

Additional steps and problems in establishing 
better hand coordination will follow in future 

issues. 

Douglas Niedt ts a concert artist and Chairman 

of the Guitar Department at the Conservatory 

of Music, University of Missouri at Kansas City. 

Practice only touching the string with both hands simultaneously, 
then practice actually plucking it. 

Ex. 1 — Using a single right-hand finger 

@     
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Ex. 2 — Alternating right-hand fingers — (Remember to practice only touching first) 
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An Afternoon with 

Two Great Spaniards 

by James Sherry 

This ts a recollection of an afternoon in Madrid 

with the Spanish composer, Joaquin Rodrigo, 

and the guitarist, Andres Segovia. Accompanying 

me on these encounters was my friend and travel- 

ing companion, Enrique Ceano-Vivas. Efforts will 

be made in trying to include every important detail 

of the occasion for the benefit of the guitarists 

reading this article. This is possibly the only inter- 

view with the great composer, Rodrigo, ever to 

appear in a guitar publication. 

he time is April, 1971, a Sunday after- 

| noon. We had arrived in Madrid the day 

before and I was anxious to call upon as 

many guitar notables as possible. Of course, my 

first choices were Rodrigo and Segovia. 

My friend, Enrique, said that since it was siesta 

we could call on Rodrigo for Enrique had met 

him previously and knew that Rodrigo and his 

wife did not follow the Spanish custom (rest 

period in the afternoon). 
On our way to Rodrigo’s apartment, I could 

not help but notice the stark loneliness of the 

6 

deserted streets. There were slivers of sunlight 

slicing through here and there highlighting the 

cobbled stone streets of old Madrid. One could 

easily conceive the fascinating effect this sight 

and many other picturesque sights had on such 

great Spanish artists as Lorca, Greco, Segovia, 

and Rodrigo. 

As we neared Rodrigo’s apartment we could 

hear beautiful Spanish rhythms winding their 

way throughout the balconied streets. Approach- 

ing Rodrigo’s door, the music of the piano was 

so marvelous we waited at least 15 minutes or 

more before we knocked. 

Our knock was answered by Rodrigo’s wife, 

Victoria, who, to our surprise, was the one play- 

ing the piano. (Unknown to us at the time was 

the fact that Sra. Rodrigo was a great concert 

performer.) 
Sra. Rodrigo proved to be a wonderful hostess. 

Her kindness overwhelmed us. As we entered the 

living room we were greeted by Joaquin Rodrigo. 

After a warm hand shake, the Rodrigos escorted 

us around the apartment. There was a mixture



  

  

  
  

Joaquin Rodrigo at the piano. 

      
Joaquin Rodrigo, James Sherry, Victoria Rodrigo 6k



  

of Spanish and Turkish decor (Sra. Rodrigo is of 

Turkish decent). Paintings and sculptures of 

Turina and Manuel de Falla were abundant. The 

sculptures seemed to be placed prominently. 

Perhaps, due to the Maestro’s blindness, (blind 

at the age of three), the sculptures were placed, 

I assumed, so that he may feel the features of 

these composers. Present, also, was a head sculp- 

ture of Sr. Rodrigo. 

The apartment was old and charming and most 

of all you could feel that this was the place where 

all the great music from the mind of Rodrigo was 

created. 

We then entered the music room where we 

were Captivated by the vivid portrait of a beauti- 

ful ballerina which Sra. Rodrigo was proud to 

announce was their daughter, a Prima Ballerina in 

Paris. 

We settled down to coffee and began to talk 

about the music that Sr. Rodrigo composed for 

the guitar. Within minutes, the talk focused upon 

his greatest endeavor for the guitar, the Concerto 

de Aranjuez. 

I wondered why the concerto was dedicated 

to Regino Sainz de la Maza rather than Segovia. 

Rodrigo said that the concerto was conceived in 

his mind during the second world war. Unfortun- 

ately, Segovia was not in Spain at that time and 

Rodrigo was uncertain when or if he would ever 

see him again. Rodrigo explained that if he had 

waited until the war had ended to write this mas- 

terpiece, the mood and spirit may have escaped 

him. Consequently, the dedication went to Sainz 

de la Maza, a fine guitarist who happened to be 

in Spain at the time and was able to collaborate 

with Rodrigo as he wrote the composition. 

Speaking of guitarists, I explained to the 

Rodrigos that the United States was producing a 

fine group of young guitarists, among them, 

Angel and Pepe Romero, Michael Lorimer and 

Christopher Parkening. I had at the time Parken- 

ing’s new Bach album and they asked to hear it. 

As the record played on, Rodrigo grasped my 

hand as if we were friends for many years. Per- 

haps there is a comradship that great music in- 

spires. (I will continue the discussion of how this 

event led to Parkening accompanying Rodrigo on 

his Rodrigo Festival in Japan in a future article.) 

Our visit with the Rodrigos was further en- 

hanced when Sr. Rodrigo played the piano for 

us. We listened and dreamed. 

Upon parting, the Rodrigos promised to cor- 

respond, a promise that was kept with many 

treasured letters and cards. 

t was late afternoon when we left the Rodrigo’s 

| een and a few minutes later we were 

knocking at Maestro Segovia’s door. Our an- 

ticipation was relieved when Andrés Segovia 

opened the door and greeted us warmly. He was 

surprised to see us in Madrid. 

Upon entering the apartment we were en- 

tranced by the carved beauty of the old Spanish 

furniture. One could easily see by the splendor 

» of the decor that Segovia’s taste for beauty goes 

beyond the guitar. The view from Segovia’s apart- 

ment was breath-taking. The French windows 

overlooked the Concha de Espina, one of Spain’s 

most beautiful boulevards. 

As the three of us settled down with some 

wine, we talked about guitar markers. Segovia 

told interesting stories of his favorite luthiers, 

Fleta, Hauser, and Ramirez. Most of all, he ex- 

pressed his frustration in his life-long attempt to 

find a perfect guitar involving equal resonance 

throughout the fingerboard combined with a 

splendid quality of sound. He could not accept 

the fact that the three greatest guitar makers of 

all time could not fabricate an instrument of 

these qualities for him. 

Having mentioned that we had just visited 

Segovia’s close acquaintances, the Rodrigos, this 

quickly became the center of our conversation. 

I asked Segovia why he never played the Concerto 

de Aranjuez. Segovia answered that some day he 

would, but he would have to change some of the 

passages and he also felt that it was written in the 

wrong key. Another surprising comment from 

Segovia concerning the concerto was that it was 

becoming more and more commercialized, in- 

cluding its performance by some jazz quartets, 

namely, Dizzy Gillespie. Segovia jokingly said of 

the French that they have made a love song 

called ‘Aranjuez Mon Amour’. 

At the closing of our long conversation of 

the guitar, guitarists and music, we could hear 

Segovia’s infant son loudly waking in the next 

room. As night approached we said good-bye to 

the greatest guitarist of our time. . . 

Later that evening, in the cafe of our hotel, 

Enrique and I discussed the events of the after- 

noon and how congenial both Rodrigo and Segovia 

were to us even though neither visit was pre- 

arranged or planned. Of course we expected no 

less. Rodrigo and Segovia were Spanish gentle- 

men of an era which no longer exists, and it was 

this gracious, yet firey environment of old Spain 

that forged the gentility and artistry of these two 

great Spaniards.
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Andrés Segovia 

and Enrique Ceano-Vivas 

      

 



  

  

  

Manuel Barrueco in Concert 

As part of its continuing Guitar Series, the 

International Guitar Shoppe of San Diego 

recently presented the sensational young classical 

guitarist, Manuel Barrueco in concert here before 

a Capacity audience. 

Mr. Barrueco, who is presently on the faculty 

of the Manhattan School of Music in New York, 

treated his listeners to a rare display of virtuosity 

that would certainly rank him among today’s top 

classical guitarists. 

This was Mr. Barrueco’s first appearance in 

this Southern California city and judging from 

his excellent performance and overwhelming 

response, hopes to be only the first of many 

return engagements. 
The program opened with several pieces by 

Leo Brouwer, beginning with the “Canticum,” 

and followed by a Brouwer arrangement of the 

popular “‘Cuban Folk Song.” 

In the “Elogio De La Danza,” the many com- 

plicated rhythmic (and melodic) passages 

were enhanced by Barrueco’s complete technical 

mastery and had a certain “‘naturalness” that was 

unassuming but direct. 

This led to the close of the first half with Bach’s 

Lute Suite No. 4. Particularly impressive here 

was his delivery of the opening Preludium. It was 

played not only without physical flaw, but he 
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also brought it to a level of intensity rarely 

heard, and without deviating from its definitive 

tempo. The rest of the Suite was likewise per- 

formed with faultless precision and a keen 

awareness for balanced phrasing. 

After a brief intermission, the second half be- 

gan with three Spanish Dances by Granados; 

Minueto, Villanesca and Zarabanda and it was 

the second of these that was perhaps the most 

interesting. Barrueco’s transcription of the 

Villanesca (Spanish Dance No. 4) was both 

delightful and authentic, and evoked colorful 

images of Spanish provincial life. Closing out the 

program was the Suite Espanola of Isaac Albéniz. 

Here once again, Mr. Barrueco skillfully painted a 

musical panorama of the cities of Spain, and with 

each of the five movements of the Suite dis- 

played exquisite tonal effects and dynamic alter- 

ations that really captured the sound of the 

music. 

The most remarkable aspect of Barrueco’s per- 

formance was his ability to make the music 

sound as though his were the interpretations 

most intended by the composer, and this is one 

of the greatest levels to which most musicians 

aspire. Bravo! 

by David Roth 

November, 1978



    

Parkening Displays Mastery 

Christopher Parkening, in an exciting return 

appearance, performed this January in San 

Diego’s East County Performing Arts Center. 
The concert, sponsored through International 

Guitar Shoppe, spanned a colorful array of com- 

posers and musical styles, and again showed 

Parkening to be an altogether amazing guitarist 

of extraordinary versatility and expression. 

Beginning the evening’s program were “Two 

Pavanas” of Luis Milan, moving to the ‘“‘Branle 

and Volte” by Jean Baptiste Besard. These early 

works complimented Parkening’s ability to create 

a mood reflecting the musical style of the period, 

and this he did with careful attention given to 

dynamic inflections and superb tonal colorings. 

Next was the “‘Canarios’’ of Gaspar Sanz, fol- 

lowed by ‘‘Mounsiers Almaine’’ by the English 

lutenist, Daniel Batchelor. 

Parkening then played the expected ‘“‘Les 

Barricades Mysterieuses’”’ of Couperin. Expected 

perhaps because of its many appearances in prog- 

rams past, he nevertheless continues to imbue in 

it a sense of spontaneity and ‘‘aliveness’’ that 

always draws the ear a little closer. A ‘Prelude 

and Gigue” by Weiss, and a ‘‘Prelude/Gigue’’ by 

Ponce followed in close succession, leading to a 

Bach ‘‘Courante” and the serenely beautiful 

“Jesu, Joy of Man’s Desiring.” 

Parkening’s technical discipline was abun- 

dantly displayed in the ‘‘Allegro” (Sonata, Op. 

25) of Fernando Sor, whose difficult left-hand 

chordal progressions were brilliantly executed 
together with clearly defined melodic lines. 

Several ‘‘Preludes”’ of Villa-Lobos and Ponce, 

a “Catalonian Folk Song,” Albéniz’ ‘‘Rumores de 

la Caleta’ and a dazzling “‘Zapateado”’ by Sainz 

de la Maza highlighted the later composers, and 

led the way to the closing ‘Variations on a 

Theme of Handel” by Giuliani, which brought 

the audience to its feet. 

The Variations, in part represented Parkening’s 

mastery over his extensive tonal resources, care- 

fully varying repeated phrases while bringing the 

piece to a thrilling and most dramatic close. 

Several standing ovations followed, climaxing an 
enjoyable evening of eloquent classical guitar. 

Christopher Parkening is an artist of exception- 

al distinction who certainly deserves the many 

accolades bestowed upon him. 

by David Roth 

January, 1979 

  
Manuel Barrueco Christopher Parkening 
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— Lia Guitarra Flarmaenca 
By Federico Garcia Lorca 

Empieza el llanto 

de la guitarra. 

Se rompen las copas 

de la madrugada. 

Empieza el llanto 

de la guitarra. 

Es inutil callarla 

Es imposible 

callarla. 

Llora monotona 

como llora el agua, 

como llora el viento 

sobre la nevada. 

Es imposible 

callarla. 

Llora por cosas 

lejanas. 

Arena del Sur caliente 

que pide camelias blancas. 

Llora flechas sin blanco, 

la tarde sin manana, 

y el primer pajaro muerto 

sobre la rama. 

Oh, guitarra! 

Corazon malherido 

por cinco espadas. 

  

  

  
J. Garcia Y Ramos 
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Whe Flamaence Guitar 
By Federico Garcia Lorca 

The sobbing of the guitar 

begins. 

The crystal goblets of the dawn 

are broken. 

The sobbing of the guitar 

begins. 

It is useless 

to silence it. 

It is impossible 

to silence it. 

It sobs monotonously 

as the water sobs 

as the wind sobs 

above the snowfall. 

It is impossible 

to silence it. 

It sobs for faraway things, 

the hot sand of the South 

which asks for white camilias. 

It sobs like an arrow without a target, 

like an afternoon without tomorrow, 

and the first bird dead upon the branch. 

Oh, guitar! ‘ 

A heart wounded 

unto death by five swords. 

    J. Garcia Y Ramos 
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DOOR COUNTY, WISCONSIN: 

Steven Klein, faculty member of the American 

Conservatory of Music in Chicago, will be teach- 

ing a guitar session this summer at the Birch Creek 

Farm Performing Arts Academy in Door County, 

Wisconsin. The summer music school offers train- 

ing to students who are interested in Jazz and/or 

Classical music. The programs are for high school 

through post-college musicians interested in 

studying with professional musicians. The faculty 

is experienced and diverse and comes from all 

parts of the country. 

The school is situated on a farm. Public con- 

certs are held in a large converted barn and 

students are housed in a charming old granary. 

The guitar class, taught by Mr. Klein, will con- 

centrate on technical principles, practice tech- 

niques, and on the interpretation of solo and en- 

semble music for guitar taken from a variety of 

periods. Time will also be devoted to perform- 

ance practices, participation in chamber groups, 

transcription of music of other instruments for 

guitar, and guitar pedagogy. 

For more information concerning fees, admis- 

sion procedures, and accommodations, please 

contact: 
Birch Creek Farm 

Performing Arts Academy Door County, Wis. 

505 N. Lake Shore Drive, 2218 

Chicago, Illinois 60611 
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LAS VEGAS, NEW MEXICO: 

New Mexico Highlands University presents a 

Summer Del Rio Classical Guitar Master Class on 

July 9-13, 1979 with Mario Beltran Del Rio as 

NMHU Guest Guitar Instructor. 

Beltran, a native of Mexico, studied with the 

distinguished Argentine teacher and performer 

Manuel Lopez Ramos in Mexico City’s ‘‘Estudio 

del Arte Guitarristico.”’ 

His achievements in music have been recog- 

nized by the “Mexican Union of Theatre and 

Music Critics,” from whom he received their 

highest annual award in 1970 and again in 1973. 

He is the youngest musician and the only guitarist 

to have received this award twice. 

Beltran has performed in the major cities of 

western Europe, as well as in the United States 

and in Central and South America. He has per- 

formed as a soloist with several orchestras in 

Mexico, and is currently touring Europe for the 

fifth time. 

This will be the second classical guitar master 

class presented at NMHU under the instruction 

of Mario Beltran Del Rio. The class will meet 

three and one-half hours per night from Monday, 

July 9 through Friday, July 13. There will be a 

maximum of 12 performers in the class. Per- 

formers will be accepted from the beginning to 

advanced levels. 

The NMHU campus, located in Las Vegas,



  

New Mexico is located on Interstate 25. sixty 

miles south of Santa Fe and seventy miles south 

of Taos. The community has a population of 

approximately 15,000 and is located in the 

southern foothills of the Rocky Mountains. 

Classical Guitar at NMHU 

New Mexico Highlands University offers prog- 

rams at both the undergraduate and graduate 

levels in music with specjalization in classical 

guitar under the direction of Professor Robert 

Bluestone. In addition to individualized instruc- 

tion, courses are offered in guitar history and 

literature, pedagogy, and ensembles. Scholarships 

are available. 

NMHU Classical Guitar Master Class 

— Under the instruction of Mario Beltran Del Rio 

— Emphasis in the class will be placed on inter- 

pretation and a logical approach in the study 

of the technical aspects of the classical guitar 

— Cost is $50.00 per performer 

— Two hours of college credit available for an 

additional $40.00 
— A $30.00 deposit is required to reserve a place 

in the class. Deadline for registration is June 15 

— Class size will be limited to 12 performers 

— Housing available on campus at a cost of $3.50 

per night 

— Participants will also receive a private lesson 

from Mario Beltran. 

For further information please contact 

Robert H. Bluestone 

c/o NMHU Music Department 

Las Vegas, N.M. 87701 

QUEBEC CITY, CANADA: 

The Laval Guitar Trio 4th Annual Summer- 

session in ensemble-playing will be held July 2- 

13, at Laval University. The workshop will be 

geared toward all guitarists wishing to improve 

their sightreading skills and share the interesting 
experience of duo, trio, quartet and large ensemble 

playing. The staff includes Paul Gerrits, Claude 

Gagnon and Jacques Chandonnet. The cost is 

$100. For registration or more information, 

wirte to: 

Prof. Paul Gerrits 

Ecole de Musique 
Universite Laval 

Quebec, Canada G1K 7P4 

CHICAGO, ILLINOIS: 

A New Guitar Competition will be held in the 

Spring of 1980 by the SOCIETY OF AMERICAN 

MUSICIANS, one of Chicago’s oldest and most 

prestigous musical organizations. 

The Society is an organization of teachers 

whose primary function is to hold annual competi- 

tions, to select top talent, and to provide awards 

and performance opportunities for winners. 

This year awards were funded by the Contin- 

ental Bank Foundation. Current winners are fea- 

tured in award recitals. Junior and Senior winners 

(ages up to 19) may be invited to participate in 

the Mostly Music lunchtime concert series spon- 

sored by Joyce Furner Hilkevitch and broadcast 

over radio station WFMT. All Young Artist level 

winners (ages 19-32) will appear in a full length 

recital on the Dame Myra Hess Memorial Concert 

Series, also broadcast over WFMT, sponsored by 

Al Booth and Talman Federal Savings and Loan. 

In order for students to enter the competition, 

they must be sponsored by guitar teachers who 

belong to the Society of American Musicians. 

Teachers desiring to become members of the 

Society of American Musicians may write for 

membership application to: 

Patricia Berkenstock 

Director of Gontests 

2423 Thayer Street 

Evanston, Illinois 60201 

Please Note Deadlines 

— Teachers wishing to become Society of 
American Musicians members must submit 

application by November 1, 1979. 

— Projected deadline for contestants application: 

January 15, 1980. 

— Projected date of Guitar Competition: April, 

1980. 

For further information, please contact: 

Sonia Michelson 

Society of American Musicians 

Guitar Competition Co-ordinator 

6709 North Mozart Street 

Chicago, Illinois 60645 

Credits to Mid-America Guitar Society 
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LUIGI BOCCHERINI 
IN SPAIN 

by Staff Writer 

EDITOR’S NOTE: Luigi Boccherini’s life is one of few triumphs and countless hardships, finally 

ending in tragedy. Boccherini’s early years were very successful. He traveled throughout Spain, France 

and Italy. Upon his return to Spain, he was struck by one tragedy after another. After this turn of fate 

his only means of support was the small pieces of music he wrote for the guitarists of Madrid. 

The music now played by Segovia and other leading guitarists, was written by Boccherini from dire 

necessity. There is a saying, “a starving writer writes his best.”’ Boccherini died a homeless, penniless 

beggar in the streets of Madrid. 

he name of this prolific and unjustly 

neglected composer is generally coupled 

with that of Haydn in the early develop- 

ment of chamber music. He composed more than 

four hundred and sixty instrumental works, in- 

cluding one hundred and two string quartets, 

sixty string trios, and twenty-one sonatas for 

piano and violin. Yet to the modern public he is 

best known for his famous Minuet, taken from 

one of his quintets (second series, written in 

1771). This piece, incidentally, was composed 

some two years after his arrival in Spain and 

bears traces of Hispanic influence, as evidenced 

in its syncopations and its pizzicato accompani- 

ment, the whole giving a guitaresque effect. 

Having made a name for himself as composer 

and cellist in Italy — he was born at Lucca in 

1743 — Boccherini went to Paris in 1768 and 

there met with immediate success. Soon he was 

persuaded by the Spanish ambassador to visit 

Madrid, which was then a center of attraction for 

virtuosi from all over Europe. Owing to the in- 

trigues of a certain Brunetti, an Italian violinist 

established in Madrid, Boccherini did not fare 

as well as he hoped at the Spanish Court. Never- 

theless, he found a patron in the king’s brother, 

the Infante Don Luis, and, except for a brief 

period as court composer to the king of Prussia, 

he settled in Madrid for the rest of his life, 

dying there in 1805. 

The eminent French musicologist Georges de 

Saint-Foix, who has pleaded eloquently for wider 

  

recognition of Boccherini’s genius, is of the opin- 

ion that his works offer an array of Spanish dance 
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forms ‘‘of a beauty and richness without equal.” 

The same writer speaks of “‘the imperishable, the 

warm and precious musical treasure of Spain’”’ that 

Boccherini has assimilated and transmitted in his 
compositions. Boccherini himself tells us that 

some of his music was inspired by hearing the cele- 

brated Padre Basilio play fandangos on the guitar. 

That Boccherini had a thorough acquaintance 
with the technique of the guitar is demonstrated 

by his three quintets for strings and guitar, in 

which he employs the resources of the latter in- 

strument with exceptional skill. The third of these 

quintets has a finale which is in the rhythm of 

the fandango. 

Boccherini’s Spanish Ballet is an interesting 

example of his Hispanism. The score and parts of 

this work, which was probably written for the 

composer’s brother-in-law, the choregrapher 

Onorato Vigano, are preserved in the Hessische 

Landesbibliothek at Darmstadt. The ballet was 

performed at Vienna and at Moscow in 1775. It 

consists of four brief movements: Larghetto, 

Minuet-Andantino, Allegretto, and Contredanse. 

One wonders why Boccherini did not employ 

specific Spanish dance forms in his ballet, but it 

is evident that he intended to convey an impres- 

sionistic rather than a realistic effect. Instead of 

imitating actual dances, he suggests Spanish at- 

mosphere by the use of roulades, syncopations, 

and pizzicato passages. 

Boccherini further associated himself with 

Spanish music by writing a zarzuela to a libretto 

by Ram6n de la Cruz, entitled Clementina, which 

was privately performed at Madrid in 1778.



 
 

 
 

 
 

  
 
 

    
Boccherini 

(1743-1805) 

Luigi 
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VIEWPOINTS: 

  

      

MANUEL BARRUE:CO 
AND 

CHRIS AMELOTTE: 

This interview took place at the International Guitar Shoppe on November 5, 1978, 3:30 p.m. just 

before leaving for Manuel Barrueco’s concert that evening. 
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Mr. Amelotte: 

Manuel, your technical facility is remarkable. 

Could you describe the process that brought 

you to your present day technique. 

Mr. Barrueco: 

Well, first of all about the expression ‘“‘remark- 

able’? — I guess I don’t think in those terms. 

There are times when people make comments 

about my technique. Most of the time, if I 

told you all of the time, it would be false 

modesty, but most of the time I have a hard 

time understanding their praise. When I’m 

playing and everything is going my way I 

really feel like I have a special talent technic- 

ally, but this happens to everyone when they’re 

having a good day. However, when I am having 

a bad day I find it hard to identify with a 

word like ‘‘remarkable.”” How did I arrive at 

my present technique? I don’t know. . . I’ve 

been playing a long time. I’m sure there is 

some natural ability, but in general, I’ve worked 

hard . . . lots of exercises, lots of playing 

time =, = 

Mr. Amelotte: 

Did you spend much time concentrating on 

technical studies? 

Mr. Barrueco: 

Well, my teachers at the beginning, did put a 

lot of emphasis on practicing technical exer- 

cises. I remember the two largest areas of con- 

centration were scales and arpeggios. For the 

last few years it hasn’t been like that. I still 

practice exercises, but it’s more than just scales 

and arpeggios. Lately, I’ve been thinking more 

in terms of control or efficiency than let’s say, 

speed. 

Mr. Amelotte: 

I assume analysis played an important part in 

your development. Were you analytical from 

the beginning? 

Mr. Barrueco: 

No, I wasn’t. I think the analytical part came 

about when I saw that I could play, but 

couldn’t control it. I could play the same pas- 

sage very well and the next time very poorly. 

I knew something wasn’t right in these mo- 

ments and that’s when I started becoming 

much more analytical. The analysis, in turn, 

helped my control. 

Mr. Amelotte: 

Were there facets of study that you would 

avoid if you had to learn all over again? 

Mr. Barrueco: 

Well I hope it doesn’t sound egotistical to say 

I feel pretty good about what I’m doing with 

the guitar, both technically and musically. 

And this state is a direct result of my develop- 

ment, so I guess you could say I feel good 

about that as well. When I see inefficiencies 

in my playing I sometimes wish that I had 

been better trained in that area. This, I have 

thought about, but I haven’t thought in terms 

of ‘I wish I hadn’t studied with this particular 

teacher or the like.’ I am very happy that I 

came in touch with the people I did. I wish I 

had spent more training on control. I don’t 

like to think of the guitar as being more dif- 

ficult in terms of control than any other in- 

strument. 

Sometimes I want to do something with a 

certain piece. I can hear how it should sound 

and I am frustrated unless I can reach that 

standard. I sometimes find myself blaming 

this on a certain lack of training, but it could 

be that I am very self-critical, to the point of 

getting sick. Maybe it’s not a lack of training, 

but a process of maturing. It gets confusing. 

Mr. Amelotte: 

What do you recommend with regards to 

pedagogy for a student of guitar today? 

Mr. Barrueco: 

When it comes to appraoch there’s no one 

that I would recommend over another. As far 

as pedagogy is concerned, it’s too new — we 

haven’t been around long enough. I don’t feel 

we're at a point yet where we can say this is 

better or this is worse about something that 

takes so long to evolve. 

Mr. Amelotte: 

Technique and musicianship, should one be 

learned before the other or concomittantly? 

Mr. Barrueco: 

They should probably be studied together. I 

do believe that first you have to get the notes. 

I don’t think it’s any good to have all these 

great musical ideas without the ability to con- 

vey them. On the other hand, if one has all 
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the technique in the world and has nothing to 

say, what good is that? Both are important — 

neither should be neglected. 

Mr. Amelotte: 

How important is it for today’s guitarist to 

pursue conservatory or college training? 

Mr. Barrueco: 

Well, I think it is very important, providing 

the conservatory is one of quality. It is the 

teachers at the conservatory that determine 

that quality. I think that in a conservatory a 

guitarist, without much effort, can expand 

his horizons and can be exposed to ideas other 

than that of guitarists. I was lucky to have 
very good teachers, but in addition to this I 

learned a great deal out of the classroom talk- 

ing with other musicians. 

Mr. Amelotte: 

How did your friendship with Leo Brouwer 

come to be? 

Mr. Barrueco: 

I remember the first time I was to play for 

him. It was a special memory for me. I was in 

the hospital in Cuba. I was eleven and I begged 

the doctor to let me go early so that I might 

play for Brouwer. The doctor allowed this 

and I did get to play. I was very impressed 

with Brouwer. He was very nicé“and very re- 

sponsive. After that, my teachers would say 

that Brouwer would say things like “watch 

out for the kid with the big head, he’s going 

to go some where.” 

Whenever he came to town, I took every 

opportunity to be around the man, to listen 

to him talk, to learn from him. He would do 

certain things that just won me over. I remem- 

ber one time he came to town and because I 

was sick, I couldn’t go to see him. I was 

heartbroken. Who called that night to say 

good-bye and that he was sorry he couldn’t 

see me? Leo Brouwer. I couldn’t have been 

any older than twelve or thirteen. I tell you 

 



  

I really admire the man, both as a musician 

and a person. 

Mr. Amelotte: 

And when you came to the United States? 

Mr. Barrueco: 

I came over from Cuba in 1967. I didn’t see 

him again until Toronto in, I think, 1975. I 

went there really, to see Brouwer. It was a 

great experience. Since I had come over (to 

the U.S.) I had bragged so much about him. 
I knew that I had improved and was a little 

afraid of being let down. But when I heard his 

concert in Toronto I couldn’t believe it. It 

was not a let-down. I was so happy to see him 

play that well. 

In looking back, I knew him best when I was 

young. I must have been fourteen the last 

time I saw him in Cuba. It was not a friend- 

ship where we could interact that much. I 

don’t know how he thought of me. . . may- 

be like a little puppy following him around. 

Mr. Amelotte: 

Can you tell us something about your feelings 

on the music of Brouwer? 

Mr. Barrueco: 

Well . . . Icannot be objective about the man, 

I really can’t. With his music, with most of his 

music, I feel at times as though I have written 

it myself. This has nothing to do with my 

affection or admiration for the man, it has to 

do with the music itself. I think ‘My God, I 

can really feel this.’ So, as far as the feeling of 

the music, I think it’s probably closer, not 

probably, definitely closer to me than any 

other composer. 

Mr. Amelotte: 

How would you describe the style of Brouwer 

compared to that of other contemporary 

composers? 

Mr. Barrueco: 

I’d say from the Elogio de la Danza forward 
through the Canticum and up to the Spiral, 

even though I’ve only read through this last 
piece, there is a very strong element of the 

guitarist-composer. Just by the looks of the 

music I would know it was him. I see him in a 

way, as a modern Villa-Lobos. The way that 

Villa-Lobos explored certain patterns on the 

guitar, certain physical elements of guitar 

that had a musical result. For example, in 

the middle of the 2nd Prelude of Villa-Lobos 

or in some of his Etudes, you see passages, 

like fixed positions, that wouldn’t fit any 

other instrument. It had to be conceived from 

the guitar. 

Bouwer has this talent. I think he’s taken it 

one step further and created maybe a little 

more complicated sonorities or more com- 

plicated patterns that come out of the instru- 

ment. So as a result of all this, his music. . . 

it speaks guitar. I also find, through his use 

of rhythm and the like, a lot of punch or 

strength, very outgoing, colorful and even a 

little catchy. 

Mr. Amelotte: 

What other modern composers intrigue you? 

Mr. Barrueco: 

Takemitsu intrigues me. I like the British com- 

posers, Britten, Walton, etc., very much. I like 

Henze very much as well. There’s also a friend 

of mine from New York who writes very well 

named Luis Jorge Gonzales. 

Mr. Amelotte: 

Ideally, what developments in the guitar 

world would you like to see take place in the 

future? 

Mr. Barrueco: 

I would like to see better music written for 

guitar, better guitarists, just an overall im- 
provement. There is room for improvement 

in almost every area. We’ve progressed tremen- 

dously up until now with a bright future still 

ahead. 

Mr. Amelotte: 

Thank you Manuel, and if the future can bring 

us the continued excellence of Manuel Barrueco 

then I look forward to it. 

Mr. Barrueco: 

Thank you. 

Se 
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GUITAR 
ACADEMIES 

BALDWIN-WALLACE 
COLLEGE: 

CONSERVATORY 
OF MUSIC 
Warren A Scharf, Director 

CLASSIC GUITAR PROGRAM 

Qualified students may major in guitar at Bald- 

win-Wallace Conservatory in either the Bachelor of 

Music or Bachelor of Music Education degree prog- 

rams. In either case, a high level of musicianship is 

expected. In the BME program, guitar majors 

must have an orchestral (or band) instrument or 

voice as a minor. : 

The guitar program is well integrated with the 

total Conservatory program which emphasizes 

. five main areas: (1) musical performance, in which 

the student develops a high level of proficiency 

both as soloist and in ensembles; (2) the study of 

the theory, history and literature of music and 

the application of these studies to work in the 

student’s major performing medium; (3) indepen- 
dent study in music, with special consideration 

given to areas appropriate to the student’s career 

goals; (4) the development of piano skills, and (5) 

a balanced selection of courses in the liberal arts. 

All prospective students must audition for ad- 

mission to the Conservatory. The following are 

indicative of suitable audition materials: Luis 

Milan: Pavans; Renaissance Lute Pieces; Sor: 

Etudes (Nos. 1-10) (Segovia Collection of 20 
Etudes); Aguado: Eight Etudes; Villa-Lobos: 

Prelude No. 3; Gaspar Sanz: Pavane. 
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Dr. Loris Ohannes Chobanian 

THE GUITAR ENSEMBLE 

The Guitar Ensemble is an outgrowth of Dr. 

Chobanian’s years of experience in private and 

class guitar instruction at Louisiana State Uni- 

versity, Michigan State University, Muskegon 

Community College, and Baldwin-Wallace College. 

The Ensemble consists of sixteen members, 

guitar majors and minors at Baldwin-Wallace. 

The Guitar Ensemble has proven itself in 

several ways, including the following: (1) as an 

ensemble experience, aiding in developing sight- 

reading and rhythmic security; (2) as a valuable 
source for the study of music literature, especially 

of the Medieval and Renaissance periods; (3) as a 

timely and practical means for the study of guitar 

in the public schools. 

In addition to its concert appearances at 

Baldwin-Wallace, the Guitar Ensemble has pre- 

sented programs at area schools, at the Brecksville 

Fine Arts Festival, at Oberlin College, and at the 

American String Teacher Associations’ National 

Conference in Milwaukee, Wisconsin. 

CONSERVATORY OF MUSIC 

The Baldwin-Wallace Conservatory is a profes- 

sional school of music and is one of the seven 

 



  

divisions of the College. It is a member of the 

National Association of Schools of Music. 

Standards within the Conservatory are rigorous 

and a high level of accomplishment is expected 

of all students. The performance emphasis of the 

Conservatory is enhanced by the outstanding 

artist-faculty, with specialists in all instruments. 

Further experience and enrichment is provided 

by the comprehensive ensemble program which 

includes the Symphony Orchestra, two wind en- 

sembles, three choirs, opera, brass choir, jazz en- 

semble, clarinet choir, string quartets and trios, 

brass and woodwind quintets, guitar ensemble, 

percussion ensemble, and Collegium Musicum. 

Students in the Bachelor of Music Education cur- 

riculum also undertake studies designed for the 

teaching musician. 

The B-W Conservatory, which has about 250 

full-time students and 40 plus faculty members, 

gives each student individual guidance in his de- 

velopment as a musician. The Conservatory pro- 

vides students with a listening laboratory for prac- 

ticing ear-training skills, ample practice rooms, 

and a comprehensive music library of scores and 

recordings. 

The Conservatory’s Riemenschneider Bach In- 

stitute holds one of the world’s largest collections 

of Bach and Bach-related materials. Its collection 

of more than 6,000 items, of which 500 are vault- 

housed raria, provides a rich resource for students 

and faculty, as well as scholars and performers 

from outside the college. The Institute publishes 

a quarterly journal, BACH, and sponsors an annual 

symposium-concert series on the campus. 

Information concerning auditions, applica- 

tions, scholarships and financial aid may be ob- 

tained from the Admission Coordinator, Baldwin- 

Wallace Conservatory, Berea, Ohio 44017. (Phone 

216/826-2368) 

BALDWIN-WALLACE COLLEGE 

Baldwin-Wallace is a coeducational, residential 

institution that emphasizes individual opportuni- 

ties in its basic program of liberal arts and sciences. 

A full-time teaching staff of 134 gives a student- 

to-faculty ratio of 14:1. More than 50% hold 

doctorates. Programs offered by 27 academic 

departments lead to five undergraduate degrees 

— BA, BS, BSE, BM and BME — providing a base 

for most professional and pre-professional work 

and for graduate study. Baldwin-Wallace is 

located in Berea, Ohio, 14 miles southwest. of 

Cleveland, and near Interstates 71 and 90, the 

Ohio Turnpike, and Cleveland Hopkins Inter- 

national Airport. 

COMMON PROBLEMS 
FOR GUITARISTS 

Guitarra Magazine proudly announces a new 

series of articles entitled Common Problems — 

for Guitarists written by Dr. Loris Ohannes 

Chobanian, Professor of Composition and Guitar 

at Baldwin-Wallace College Conservatory and Pro- 

fessor of Lute at Oberlin College. Dr. Chobanian 

combines his abilities as a successful composer of 

symphonic works, together with an intimate 

knowledge of the guitar through extensive per- 

formance experience in concerts and on TY. 

Among his major works is Concerto for Guitar 

and Orchestra. His Soliloquy — Testament of a 

Madman (1976) for baritone and orchestra, com- 
missioned by the Ohio Chamber Orchestra, was 

premiered at the orchestra’s bicentennial concert. 

The Gift (1977), a Christmas ballet commissioned 
by the Cleveland Ballet, has for the last two sea- 

sons been performed to capacity audiences. 

Sonics (1977) for four guitars was written with a 

grant from the Cleveland Area Arts Council and 

was premiered at the American String Teachers 

Association National Guitar Symposium in New 

Orleans. 

Recent works for wind ensemble are Fugue 

Homage to a Master (1973), which employs the 

contrapuntal style of J. S. Bach, Armenian Dances 

(1975) and Capriccio (1974) for Piano and Sym- 

phonic Wind Ensemble, written as a sequel to 

The Id. The Id was named by Robert Finn, music 

critic of the Plain Dealer, as “one of the two finest 

new pieces encountered in 1972.” For the last 

six years he has received for his compositions the 

ASCAP serious music award. 

His most recent composition, Lieutenant 

Kosmusov’s Dream for piano trio, commissioned 

by the Elysian Trio, was premiered in April of this 

year and has encountered extensive critical 

acclaim. 

In 1975, as ASTA guitar division chairman, he 

was instrumental in organizing the first ASTA 

National Guitar Symposium. 

In the September/October issue of Guitarra 

Magazine, Dr. Chobanian discusses some of the 

problems the guitar and guitarists still face today, 

and makes a strong case for the creation and de- 

velopment of new worthwhile repertoire for the 

guitar by approaching the best composers of the 

world to write new works. 
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RECORD 
INTRODUCING THE CLASSICAL GUITAR OF 

CARLO PEZZIMENTI 
(La Monica Productions, Dallas Texas) 

[ANONYMOUS: Four Lute Pieces of the Renais- 
sance; BACH: Sarabande; PONCE: Three Pre- 

ludes; TORROBA: Romance of the Pines, 

Sequencia, Torija, Madronos; PEZZIMENTI: 

Fantasia No. III; ANONYMOUS: Catalan Folk 

Song (Canco del Lladre), Afro-Cuban Lullaby; 

VILLA-LOBOS: Prelude No. III; DEBUSSY: 
Homage to Pier Louys; SAINZ DE LA MAZA: 

Campanas del Alba; ALBENIZ: Granada. | 
Carlo Pezzimenti, as one of America’s young 

and ambitious guitarists, has succeeded in his 

attempt to record his first album. 

I agree with Carlo, as he expresses in the jacket 

notes, that a guitarist has to have a strong will 

not to exclusively demonstrate his technical 

abilities. But though Carlo is genuine in his desire 

to create beautiful music, more emphasis on 

phrasing would make it more effective. 

He begins this recital with four lute pieces of 

the Renaissance. His tone is good and there are 

some nice color variations but he does not always 

distinguish between the melodic line and a har- 

monic or verticle line. Pauses at the ends of 

phrases are frequently over emphasized. 

In the Bach Sarabande, position changes are 

obvious and non-harmonic ringing notes need to 

be dampened in some fashion when the melodic 

line involves more than one string (especially 

when using open strings that tend to remain ring- 

ing if not cut from vibration). Without this, the 
melody line becomes obscure. 

One facet that distinguishes Carlo from many 

of the new guitarists is his ability to produce a 

good tone. I am certain that a lot of his attention 

is focused upon this aspect of his technique. 

Carlo’s love for Spanish music comes out in 

the four pieces by Torroba. Here, he displays 

some nice qualities especially in the Romance of 

the Pines. In Sequencia, however, there are some 

non-musical slides and inconsistency between stac- 

cato and legato sound. In Madronos, he achieves 

the Spanish spirit and his technical advancement 
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is displayed, for this is not an easy piece. 

The second side begins with a lovely number 

written by Carlo himself, Fantasia No. III fol- 

lowed by two favorites, Catalan Folk Song, and 

Afro-Cuban Lullaby. In the performance of 

Prelude No. III by Villa-Lobos, there seems to 

be a few nice phrases, but perhaps a little less 

rhythmic freedom would hold the piece to- 

gether in its entirety. 

Homage to Pier Louys by Debussy, one of 

the best pieces of this album, was transcribed by 

Carlo Pezzimenti. His technique is impressive and 

the piece itself is well suited for the guitar. 

Companas del Alba produces a nice contrast 

to the former. Because the rhythm is kept more 

consistent in this piece, there tends to be more 

unity in its structure. Unlike some other pieces, 

Carlo does not take non-musical freedoms, thus 

achieving a more pleasant and restful result. 

Granada, everybody’s favorite, closes the re- 

cital. Carlo puts all his technical energy and ex- 

pressiveness into this final selection. Beautiful 

tone quality and intense feeling for the guitar are 

the ingredients which make Mr. Pezzimenti a 

necessary attraction for the guitar world. 

  

  
classical” 
guitar 
of 

Carlo 

  
    

 



  

REVIEWS 
THE GUITAR ARTISTRY OF LIONA BOYD 

Liona Boyd, guitar 
(London CS 7068) 

[PRESCETTI: Presto; BACH: Ariosa, Fugue, 

Invention, Andante; CIMAROSA: Sonata in G 

Major, Sonata in B Minor; BESARD: Courante, 

Ballet, Branle, Volte; CANONICO: Tortumo de 

Guarenas; SAGRERAS: Una Lagrima; LAURO: 

Tatiana, Andreina, Maria Luisa; MUSSORGSKY: 

The Old Castle; FEUERSTEIN: Dance, Rests and 

Movements, Flight; BOYD: Cantarell. | 

Liona Boyd’s recently recorded album, ‘“‘The 

Guitar Artisty of Liona Boyd,” is only an ex- 

tension of her spiraling success. ‘‘Guitar artistry”’ 

it is! She displays this in her imaginative inter- 

pretations and in her remarkably advancing 

technique. 

The program spans four centuries of music 

including 12 previously unrecorded works for the 

classical guitar. The first piece, Presto by the 

Italian composer, Pescetti, was originally for harp- 

sicord and is marked by quick tempo and a lively 

spirit. 

The next four selections are of Bach’s secular 

works; Ariosa, a calm but flowing theme, Fugue 

and Invention in which Liona uses the recording 

technique of double tracking to compensate for 

the multitude of intertwining voices, and Andanta, 

a lyrical melody with a passive bass line. Here, 

Liona captures the emotional as well as the in- 

ventive style of Bach. 

The two Sonatas by Cimarosa, a contemporary 

of Mozart, were also originally for harpsicord. The 

Allegro, transcribed by Alice Artzt, is a quick 

and gay piece and is nicely contrasted with the 

more somber mood of the Larghetto arranged by 

Julian Bream. 

Closing the first side are four courtly dances 

by the French lutenist, Jean-Baptist Besard and 

are transcribed by Liona. Her adaptations of these 

popular dances bring back the spirit during the 

time of Louis XIII. 
Beginning the reverse side is the Tortumo de 

Guarenas by a contemporary South American 

composer, Benito Canonico and is marked by 

complex syncopations and added color effects 

achieving a festive character. 
The next four pieces are also of South Ameri- 

can origin. Una Lagrima by Sagreras begins with 

a swelling melody and advances to a romantic 

tremolo. Tatiana, Andreina, and Maria Luisa 

are by Antonio Lauro, one of Venezuela’s most 

famous contemporary composers. Liona’s rhyth- 

mic drive and intuitiveness are enrapturing in 
these pieces. 

Mussorgsky’s famous composition, The Old 

Castle, is an intense work characterized by the 

dismal quality of the droned bass line and a 
slow pulsating melody. 

Three pieces by the Rumanian contemporary 

composer, Feuerstein, namely, Dance, Rests and 

Movements, and Flight, are premiered in this 

album. They are filled with rhythmic and melo- 

dic contrast. 

Lastly, Liona’s own composition, Cantarell, 

sweeps one into a dream. 

Generally, Liona’s performance is flawless and 

expressive, although the natural beauty of the 

guitar is stifled by the unfortunate negligence of 

the reproduction engineers. 
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GUITAR REVIEW 
409 East SOth Street, New York, N.Y. 10022 

30 Rathcoole Gardens, 

London N8 9NB 

Secretary: 01 340 9591 

Publicity: 01 748 0954 

Dear Friends, 

A small committee of four members has been formed to promote a concert of some of John Duarte’s com- 

positions, to coincide with his 60th birthday. The concert will take place in the Wigmore Hall on October 2nd, 1979 

and will include solo and duo works for voice, guitar, lute and harpsichord. 

The performers will be professional musicians and will include Eric Hill, solo guitarist who has recorded for 

Saga in England and Decca in Germany and for BBC Radio; David Russell, twice winner of the Julian Bream Guitar 

Prize at the Royal Academy of Music and in Spain, first prizewinner of International competitions in 1975, 1977 and 

1978; Barry Mason, guitarist and lutenist and Glenda Simpson, mezzo-soprano, who are joint Directors of the 

Camerata of London, (they gave the premiere in the Purcell Room of the song-cycle by John Duarte ‘“‘When the 

Twain Meet,” at one of the Westmorland Concerts organized by the Royal Academy of Music in 1977. They are regu- 

lar broadcasters for the BBC; Raymond Burley and Stephen Bell, a stable guitar/harpsichord duo, gave the premiere 

of John Duarte’s ‘‘Insieme”’ in the Wigmore Hall in 1978 and have recorded for the BBC; Stephen Dodgson, Bryan 

Kelly and Reginald Smith-Brindle have also written works for them. 

In order to fund this project we are inviting financial help from publishers, performers and literary col- 

leagues who have been associated with John Duarte over the years; it would be of immense help if you would kindly 

take advertising space in the programme, or a small space to send your birthday wishes. The rate is £50 per page or 

pro rata if each contributor submits his own art work, minimum £5 for a simple ‘(Happy Birthday from + name” in- 

sertion. The printing requirements are: 

(1) Page size (A4) 21 by 29.7 with a lcm. border 

(2) Litho 
(3) Camera-ready Art Work 
(4) Deadline 21.6.79 

We hope you will assist us in this endeavour to honour a composer who has been active in composing for 

the Classic guitar as a solo instrument and with other instruments and the voice for 35 years; whose music covers a 

wide spectrum and has been recorded by many virtuosi and who has enriched the guitar world for many years. 

We look forward to your favourable response. 

Yours sincerely, 

of Viceaks (owe) 
p.p. Publicity Manager 
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  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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Contents of Guitar Review No. 13 
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The Guitar and Myself 

(Autobiography —Part Six) Andrés Segovia 

La Guitarra y Yo (Spanish Supplement) Andrés Segovia 
On Francisco Goya’s “Aveugle enlevé sur les 
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The Academy: Music and the Guitar (Part One) Jack Duarte 

An Important Event The Editors 

Music 

Prelude No. 2 (Duet) 
(from Six Short Preludes) Johann Sebastian Bach 

Three Lessons Dionisio Aguado 

Prelude No. 2, op. 103 Anton Diabelli 
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Contents of Guitar Review No. 14 

Editor’s Corner Gregory d’Alessio 
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Goya and the Guitar Edward Fenton 

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

If Music Be the Food of Love... Suzanne Bloch 
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Fortune My Foe from Wm. Barley’s Lute Book 
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Sonatina for Flute and Guitar, op. 15 John W. Duarte 
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Intermezzo Albert Harris 

Sonatina Jack Marshall 
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Cover George Giusti 

“La Guitarra” (poem in the original 
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Editor’s Corner The Editors 
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The Academy: The Elements of Technical 
Proficiency Terry Usher 
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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) 
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95 Scala Obliqua & Contraria per Chitarra  Nicolé Paganini 
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113 Minuetto 
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116 Brazilliance (for three guitars) 

120 El Vito (for voice and guitar) 
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131 Romance, op. 62, No. 1 (for two guitars) Felix Mendelssohn 
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harm. by Emilio Pujol 
Carlos de Seixas 
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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” Theodorus M. Hofmeester, Jr. 
138 In Memoriam—Theodorus M. Hofmeester, Jr. The Editors 
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Music 

Allemanda (in tablature) 

Es ist gewisslich an der Zeit (tablature) 
Hertzlich thut mich verlangen 
Suite Number 2 

Esaias Reusner 

Esaias Reusner 

Esaias Reusner 

Esaias Reusner 

Minueto Anonymous 

Alborada de Fiesta en la Aldea Emilio Pujol 

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

Campanae Parisienses 
Unknown Composer 

Jean Baptist Besarde 

Minuet Robert de Visée 
Aria Alessandro Scarlatti 
Preambulum 

(for recorder and guitar) 
Two French Corantos 

(for recorder and guitar) 

The Cuckoo 
(for voice and guitar) 

Simple Preludes: No. 1 

Air on a Ground Bass 
Minuet 

Joan Maria de Medicis 

William Byrd 

Folksong, arr. Sarah S. Cecil 

Jack Duarte 

Henry Purcell 

Henry Purcell 
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Down the Volga River 
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Russian Folk Song 
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arr. by V. Morkov 
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Impromptu Jack Duarte 
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CLASSIC GUITAR ARTISTRY 

I , 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 

ANTIGUA CASA SHERRY-BRENER, LTD. 

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

» Wrought Iron 7 
antigua FIQQ@EPESE anticua 

    

  

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.   
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Guitar Notes°® 
Effortless 

Fingerboard Learning 

  

* Learn all notes on the guitar fingerboard 

quickly and easily 

* Improve sight-reading 

* Use Guitar Notes© flash cards with 

notes on one side and note name with 

diagram of location on the other side 

* 37 cards for all notes to the 12th fret 

Cards show all positions of each note 

* Ideal for students, teachers and all 

players desiring fingerboard mastery 
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Guitar Notes, P.O. Box 261015 
San Diego, CA 92126 
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OF 

MAULWAUKEE. 

WISCONSIN 

eit 

CLASSICAL 

GUITARS 

LARGE 

SELECTION 

OF 

CLASSICAL 

GUITAR 

Music 

PROFESSIONAL 

GRADED 

INSTRUCTION 

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  



  

Fine Classical & Acoustic Guitars 

Expert Instruction, Repairs 

Large selection of 
Classical Guitar Music    

    

    

nternational 

emeenumn = GSUitor 
Classical Guitar’ 

5169 Baltimore LD hoppe 
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 
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Pine 

A school especially designed for 

developing creative musicians! 
The structure of the Collegium is uniquely designed to 

be eminently suitable for each INDIVIDUAL student. 

Therefore, there are no semesters, classes, or grades. 

Each student, with the aid of the professor, designes 

his or her own program of study, and the time limit is 

based solely on the individual’s need and interest. 

Collegium members are responsible for academic 

affairs, admission of students, and awarding diplomas. 

High Pine specializes in classical guitar, violin, viola, 

and composition. 

Both students and faculty are campus residents who 

live in secluded cottages on 65 acres of wooded land 

near Roanoke, Alabama (70 miles west of Atlanta, 

Georgia). The enrollment is limited to 30 students - 

scholarships available. Maybe we are the institution 

which you are looking for! 
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The High Pine Collegium of Music admits 
students of any race, color, national and ethnic 
origin to all the rights, privileges, programs and 
activities generally accorded or made available 
to students at the school. It does not discriminate 
on the basis of race, color, national and ethnic 
origin in administration of its educational 
policies, admissions policies, scholarship and 
loan programs, and athletic and other school 
administered programs. 72
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Dr. George Curlington, 
Dean 

Rt. 1, Box 136 
Roanoke, Alabama 36274 

Phone: 

205-863-6200 
or 

ae 205-863-6215 

                            
  

  

  

  
 



  

CONCERTISTE 
st 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 used by — Made in France— 
Emilio Pujol, Tarrega’s only disciple.       
a 

| The Mid-America 
Guitar society 

Invites you to participate in our 1979 - 1980 

season of classic guitar events: 
A 

      

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 

ee a 
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GUITARS 

AND THE 

OF SPAIN 

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. 

1 

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 thig-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. 
art 

  

JAAN TIGUA 

aya 

SHERRY- 

BRENER 
bg 6 82 

of Madrid 

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

rdav,9a.m.-6nm 
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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 strings inc. ee Seana For information write-to Veag 

DANIEL MARI STRINGS Inc. 

14 West 71st Street * N.Y.; N.Y. 10023 

LUC nL aoe       

  

  

  

“Arabesque” are the finest 

set of guitar strings I have 

ever tried. 

The treble strings produce a 

clear ringing bell-like tone. 

The bass strings are powerful 

Endorsed by Christopher Parkening and brilliant in sound. Both 
America’s greatest guitar virtuoso are extremely responsive to 

P v the most subtle demands of 

the artist and I am_ using 

them exclusively in my re- 

< CONCERT GUITAR STRINGS cordings for Angel. 
STATISTICS 

: Bass Strings: Handwound, Silver-Plated, i 
Made in France I sincerely recommend these 

Treble Strings: Diamond Gauged, Precision Nylon strings to any guitarist who 
Made in USA ge 

insists upon the utmost from 

his instrument. 

CSS — 

i, ~~     
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Expert Instruction 

Accessories 

All Major Strings 

Publications 

De Olde 

Guitar Shoppe 

Specially Selected 

Imported Handmade 

Classic Guitars 

6806 Douglas 

Des Moines, Iowa 50322 

515/278-8780 

Paul and Janet Wilson Proprietors 

  

  

    

GUITARS FOR THE CONNOISSEUR 

ALBERT 

AUGUSTINE 

made by 

Frank Haselbacher 

Instruments shown 

by appointment only. 

FRANK HASELBACHER 

Voluntown, Conn. 06384     

  

 



  

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



  

ENDORSEMENTS FOR GUITARRA MAGAZINE 

Andrés Segovia Comments on GUITARRA Magazine 

“I hope that this fine magazine (GUITARRA Magazine) accom- 

plishes its artistic purpose — To increase the love and knowledge of its 

" readers — for the beautiful instrument which is the guitar.” 

ANDRES SEGOVIA 
1966 Winston-Salem, N.C. 

  

Dear James, from Vladimir Bobri 

“I am truly happy that, like the immortal Fenix, ‘‘Guitarra’’ 

magazine will be born again! A periodical devoted to current news of 

the classic guitar world is badly needed and will be appreciated. Under 

your experienced guidance success is assured. If I can be of any help, 

please do call on me. With best wishes, Sincerely yours, Bobri.”’ 

VLADIMIR BOBRI 

September 27, 1978 

  

Julian Bream Proclaims GUITARRA Magazine 

“GUITARRA is a truly lovely magazine. I wait anxiously for each 

issue, it really keeps me informed on the happenings of the guitar 

world.” 

JULIAN BREAM 
February 25, 1964 

  

A Word from Sabicas : 
“TJ, Sabicas, find GUITARRA Magazine inspiring, authentic and 

informative. The people who publish this magazine are dedicated 

aficionados of the guitar. Amigos this is our magazine.”’ 

SABICAS  



    
 
 

WHEREVER THE COMPASS POINTS 
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