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

Andrés Segovia has given the guitar its bright- 

: = 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 in Spain 
by Vidal Benito Revuelta 
translated by Robert Kotas 
(Continued from July-August 1979 issue) 

i he Arcipreste de Hita tells us, in 1330, 

‘thow the clerics, laymen, monks, owners 

and minstrels went out to receive don 

Amor,” and lists the following catalog of musical 

instruments: Moorish guitar, large lute, Latin 

guitar, rabe gritador, rota salterio, viuela depenola, 

medio canon, harpa, rabe morisco, galipe fran- 

ciso, flute, tanborete, viuela de arco, canon entero, 

panderete, albardana, dulcema, axabeba albogon, 

cinfonia baldosa, odrecillo, and bandurria. 

And when we enter the fifteenth century, “all 

one school of Castilian artists, minstrels of the 

guitar, spreading their taste and their fashion, 

were received with great pleasure in the royal 

  

  

    

courts,’ and in these courts, in order to demon- 

strate gratitude for the minstrels’ art, the royal 

listeners granted them the title of don, and not 

only this honor, but also payed them for their 

services with elegant generosity, even granting 

them the benefit of public income and high posi- 

tions in the administration, or special rights. 

For example, Alfonso Y de Argon y Sicilia in- 

stalled Rodrigo de la Guitarra, a Castilian instru- 
mentalist, as counsel of the Castilians in Palermo, 

1421. 
The court of Alfonso el Magnanimo, where 

existed in 1432 a good number of guitar min- 

strels, became famous throughout Europe, not 

Up until the fifteenth cen- 

tury, the Latin guitar, with 

four rows of strings, played 

an important part in the 

development of musical 

forms. As the vihuela 

spread among the rich and 

noble, the Latin guitar 

remained in the hands of 

the common people as an 

accompaniment instrument. 

From Francisco Guerrero’s 

Sacrae Cantiones, Courtesy 

of The Hispanic Society 

of America. 

 



  

only because of its richness and splendor, but also 

because of a homage Alfonso obtained for music, 

and the generosity with which he paid his instru- 

mentalists . . a generosity which the ordinary 

people themselves approved of since they “‘as 

well as the noblemen, felt a passionate inclination 

toward the song and music of the minstrels, and 

did not put limits on their wages.” 
The court of Castilla did no less and Juan II 

(1406-1454), since ‘the was a musician, played 

and sang quite well, and knew the art of music,” 

appears to have matched the competence of. his 

minstrels, among whom were found Martin de 

Bruna, “‘player of the lute and guitar,” and Juan 

de Palencia, guitar player. It is exactly at this 

time when there arose “the first flourishing of 

Spanish guitarists,’ since besides those found in 

the court of Alfonso el Magnanimo, and Juan II, 

the teacher of Santiago relied upon the guitar 

player, Alfonso de Penafiel; while Alonso de 

Carrion, Alfonso de Toledo, and Martin de Toledo 

— all guitarists — appeared in the court of the 

king of Navarra, who certainly, granted them the 

favored title of Don. (In the fifteenth century, 

Seville had a street called ‘‘de menestrales’’ (of 

craftsmen). This name came, perhaps, from 

“menestril’’ (musician) or because of some skilled 
builder of musical instruments. “Seville was then 

the city in Europe which possessed the most in- 

tense musical interest’’ (Angles) and “‘then played 
a very important role in the evolution of Spanish 

musical art.’’ (Sainz de la Maza) 
With these musicians — all of the Castilian 

school — began the predominance of instrumental 

music over vocal music, and with the guitar was 

launched to then navigate within a national cur- 

rent. While the popularity of the guitar in the 

hands of Castilian players increased, the lute 

generally remained in the hands of the German 

and French minstrels. (The Aragon Courts re- 

lied upon numerous minstrels of the viola, lute, 

harp, citara, guitar, and ‘‘other instruments of 

old and new fashion,” which indicates to us the 

evolution which was coming into operation in 

the instruments and in Spanish instrumental 

music.) 

In the unlucky court of Enrique IV, son of 

Juan II, where courtesan music shone but dimly, 

the king was nevertheless, a great fan of all music, 

and an excellent musician and singer. It is true, 

however, that it was not characteristically a happy 

court, and that for the king, music was a refuge 

to which he frequently resorted when he wanted 

to mitigate his sorrows and concerns. 
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Angel playing the Lute. 

By Melozzo da Forli Rome, Vatican Museum 

While the popularity of the guitar in the 

hands of the Castilian players increased, 

the lute generally remained in the hands of 

the German and Franch minstrels. 

With the Catholic Kings was born the splendor 

of courtesan music, and among the instruments 

preferred, the vihuela (not much different from 

the guitar, and coming from the same origins) 
ranked first, and became an instrument used by 

the common people. The use of the vihuela spread 

rapidly among the nobility and high-class bour- 

geoisie, and “‘became the fashionable instrument 
at the court and in the homes of Spain’s rich men 

and magnates.”’ 

The vihuelas, “which were at this time well- 

built and richly decorated in every way possible,” 

acquired an extraordinary musical importance in 
the royal house of Isabel, the Catholic, and so we 

see, in 1493, that among the officials of the 

queen’s house, there appear various bow-guitar 

players, including Rodrigo Donayre, who was re- 

warded with an annual salary of 30,000 maravedis 

(lowest denomination of Spanish coins). 
The heir of the Catholic Kings, the wasteful 

prince Don Juan who received a fine musical 

training from his parents was, it appears, an ex- 

 



  

  

cellent player of the vihuela and other string in- 

struments. 

Around 1493 were found in Rome, “some 

Spanish musicians-specialists with string instru- 

ments, which they played with much art and 

sweetness.” 

To conclude, we discover that in the fifteenth 

century, the vihuela, with its level sounding box, 

incurved sides, six rows of two strings each, and 

then frets, came to dominate the musical atmos- 

phere, and soon attained such a position that it 

relegated to a secondary rank — when they did 

not disappear from the scene entirely — the in- 

struments with which the Spanish people had 

lived and played for so many centuries. This is 

what happened with the lute and Moorish guitar, 

“both having a curved sound-box, mounted with 

four and three rows of strings, respectively” (the 

lute then was distributed throughout Europe, 

while in Spain, the vihuela possessed a means of 
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expression that yielded no advantage to the lute 

and even surpassed it. The Latin guitar, with four 

rows of strings, remained in the hands of the 

common people.) Up to this time the Latin guitar 

had played an important part in the development 

of musical forms. 

In reality, ‘‘the Latin guitar is simply a vihuela 

lacking the sixth and first strings’ — says Bermudo 
in his ‘‘Statement of Instruments.” 

The Latin guitar was “‘treated in two ways: in 

rasgueado and plucked fashion. The common 

people made use of it in the first manner to ac- 

company, with simple chords performed in easy 

positions, ‘musica golpeada’ (beat music), as 

Bermudo refers to it. And then in the same man- 

ner in which the guitarrilla (small guitar with 

four strings) was played so often in Spain and 

Italy, the Latin guitar was plucked when the in- 

dividual player’s ability and judgment deemed 

advisable.” (E. Pujol) 
(To be continued in the next issue.) 
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The vihuela possessed a means of 

expression that yielded no advantage 

to the lute and even surpassed it. ZH
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Spanish vihuelista from Luis Milan’s 

El Maestro. Courtesy of the Trustees 

of the British Museum.  



VIEWPOINTS: 

    
The following interview, conducted by Catherine Lawrence, took place at the office of 

GUITARRA Magazine on June 13, 1979. Present were James Sherry, Eve Warren, and Ramos’ long 

time dear friend, Pamela Kimmel who helped greatly as an interpreter. 
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Miss Lawrence: 

From my observations of your concert last 

week and your master classes, you appear to 

be a very warm and sincere musician. How did 

you begin playing the guitar and what teachers 

or experiences have influenced your career 

as a concert artist? 

Sr. Ramos: 

I began working in the theater with my family 

as a singer and dancer when I was seven years 

old. These were my first experiences on the 

stage. I worked until I was sixteen, but at the 

age of twelve, I also started playing the guitar. 

My father bought me a special guitar, a small 

guitar. He wanted me to learn flamenco, but, 

not realizing the difference, he sent me to a 

classical guitar teacher. So, I began my studies 

with classical guitar. 

In 1941, I heard Sevovia for the first time. I 

never forgot this first impression. After the 

concert, I went to my house, took the guitar 

and practiced until early morning, Carulli. I 

was inspired. I dreamt that some day I would 

play like Segovia and I think the same now, 

that some day it would be possible. 

Miss Lawrence: 

And after this great experience, what helped 

further your studies? 

Sr. Ramos: 

Well, I was in the theater for four more years. 

I went to school at the same time and practiced 

the guitar 2 or 3 hours a day. That was very 

much for a boy. I quit the theater and con- 

tinued to study music with several professors. 

I studied guitar with only one teacher, Miguel 

Michelone, my father-in-law. He is very dear 

to me and I love him very much. 

Miss Lawrence: 

When did you first start performing the guitar? 

Sr. Ramos: ' 

I played my first concert when I was eighteen 

years old. In 1948, I won first prize at the 

Argentine Chamber Music Association Com- 
petition. I traveled to Brazil, Mexico and Cuba 

to perform, many times for free. 

Miss Lawrence: 

In your master class last week, you gave a 

lecture on emotion and meaning in music, 

would you please elaborate on this subject? 

Sr. Ramos: 

I feel guitarists have a fear of playing with feel- 

ing from the heart, with emotion. Why is it 

that people do not like to say, “‘I love you,” 

many times? Perhaps only once a year is it 

possible. It is very important to express your 

feelings. And with music, it is equally impor- 

tant; to say, I love the music, I love the mel- 

ody, the counterpoint, the beautiful phrase 

and repeat the music several times with the 

same feelings as if you were sitting in front 

of a painting, viewing the same colors forever. 

One should always value the music, never get- 

ting tired of it. Value it as you would all the 

things in life; your health, your family, your 

friends. 

Miss Lawrence: 

Why do you feel so many guitarists play with- 

out what you might call sensitivity? 

Sr. Ramos: 

There are many very good guitarists who play 

with feeling. But, many would rather follow a 
path which is more comfortable and easy; a 

method by which no risk or danger is involved 

— no rest stroke, no vibrato, no compromise. 

Miss Lawrence: 

Is this occurring only with guitarists or with 

other musicians as well? 

Sr. Ramos: 

No, I feel it is only with the guitarists. 

Miss Lawrence: 

Is this because of the difficulty of the instru- 

ment? 

Sr. Ramos 

I do not know. I think it is the concept that 

is different. Many say that Segovia plays with- 

out rhythm, or he is too “romantic.” The 

younger do not like to feel romantic or pas- 

sionate. They would prefer to use a more in- 

tellectual approach. But in addition to this 

attitude, I do not feel they have the specific 

element in their technique which enables 
them to play like Segovia. For instance, they 

may hold their right hand out too far so that 
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they can’t play rest stroke, or their nails are 

too long. 

Miss Lawrence: 

Could it be that they are just not aware of the 

fact that they are not playing with the same 

intensity as Segovia? 

Sr. Ramos: 

No, I think that they justify their technique 

by saying that it is their own theory on guitar 
technique which happens to differ from 

Segovia. They feel it is better, but to me it is 

only their limitations. 

Miss Lawrence: 

What are the advantages of using rest stroke 

and why are so many guitarists eliminating its 

use? 

Sr. Ramos: 

We defend the rest stroke because we wish to 

bring out different levels of sound while they 

defend their free stroke by saying that if you 

play rest stroke, it stops the sound from the 

string which your finger rests on. They would 

prefer to let the notes ring than bring out the 

melodic line. 

The guitar must sing and the melody is what 

you really have to bring out. Even though you 

would have to sacrifice the harmonies. By 

playing rest stroke and cutting off some of the 
harmonies, the melody is completely exposed. 

This is very hard to do. With everything ring- 

ing, there is a lot of confusion. It is impossible 

to hear all notes at the same level and power. 

You have to play with ‘‘essence’’ as the essence 

of perfume. Play the guitar with only the most 
beautiful sound, perhaps with only one note, 

but with essence. As I said, it is difficult to 

play this way because of the risks. 

Miss Lawrence: 

What of the guitarists who want to copy the 

original style of old instruments? 

Sr. Ramos: 

It is good to play music on other instruments 

for historical reasons. But, if you are playing 

the guitar, there is no reason to limit yourself 

to what these other instruments had. Many 

times a student will say that this piece was 

originally written for clavier and justify their 

style of playing because of it. And so I ask, 

“Why do you play the guitar?” They do not 

want to make a compromise, but they have 

already made a compromise by playing a 

transcription. 

On the guitar you can play all types of music 

whether it be Rennaisance, Baroque, Modern, 

even experimental music. All music is for all 

» time. 

Miss Lawrence: 

The first piece you played on your program 

last week, by Hans Haug, was a contemporary 

piece. Is this composer still living? 

Sr. Ramos: 

No he died in 1965. 

Miss Lawrence: 

Have you ever had any encounters with him? 

Sr. Ramos: 

Haug lived in Switzerland. I spoke with him 

on the telephone one time because I took one 

of his pieces from a Segovia album and played 

it. He was able to tell that I took it off the 

album. Now it is published. 

Miss Lawrence: 

I noticed you do not play much contempor- 

ary music. What is it about this composer’s 

music you like? 

Sr. Ramos: 

He is a very interesting musician. He wrote 

a Fantasy for guitar and piano and a Concer- 

tino for guitar and orchestra. His music has 

ideas. It is obvious that he is feeling something. 

He is trying to say something with the music. 

Miss Lawrence: 

And of Ponce? Your repertoire seems to in- 

corporate much of this composer. Is he one 

of your favorites? 

Sr. Ramos: 

Yes, I feel that composers like him, such as 

Castelnuevo-Tedesco, Torroba, Turina, Tans- 

man, are the most important for the guitar. 

My favorite composer within the last few 

years, is Walton. He wrote the Five Bagatelles. 

I wrote to Walton many times to ask him to 

write a concerto for the guitar and orchestra. 
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Ravel had promised to write one and never 

did. But, I feel that Walton would be a better 

composer because of his familiarity with the 

guitar. His concerto is a masterpiece. It is so 

beautiful to me. 

Miss Lawrence: 

Sr. 

Is it true that you teach a right hand tech- 

nique which differs greatly from the usual 

method? 

Ramos: 

The technique which I teach is not really 

strange. I have several very good students, 

some who even won contests. I begin my 

students with the concept of keeping their 

fingers as close to the strings as possible and 
playing with short motion because it is the 

only way to gain speed, strength and control 

in technique. We have a system of playing in 

this manner. Instead of plucking the string 

with the whole finger, we have the student 
pluck the string by bending only from the 

middle joint. Once this is learned, it is later 

possible to move from the other joint but if 

this is allowed too soon, it is difficult to keep 

the fingers from flying from the strings. This 

period only lasts about three months. Then 

this strict technique is allowed to relax more 
and be more natural. 

  

Miss Lawrence: 

Sr. 

What do you feel about the class you have 

been teaching these two weeks? 

Ramos: 

It is very important to me because we are all 

able to communicate our ideas. It is not only 

for the students to learn but for me also. I 

will never stop my desire to learn. So, I am 

very humble towards this class. Everybody has 

talent, emotion, and taste. 

Miss Lawrence: 

Sr. 

What is it about your teaching that inspires so 

many students and keeps them coming back 

year after year? 

Ramos: 

I think it is the spirit. I really try to give every- 

thing and teach everything I know; how to 

practice, how to memorize, how many hours 

you should practice technique, fingering, and 

changing fingering to coincide with the music. 
Many teachers do not stress the importance of 

fingering. Instead of taking the risk of making 
a mistake, they sacrifice good tone and sound 
which contributes to the music. I work very 

hard with the students and take a tremendous 

interest in them. I am very proud of my classes. 

Miss Lawrence: 

Sr. 

I am sure they are proud to be able to study 

with such a fine teacher as yourself. Thank 

you so much for sharing your experiences 

with us and our readers. 

Ramos: 

Thank you for your kindness. It is much 

needed in this world. 

 



In the opening article of this series, Dr. Loris O. Chobanian surveys the problems common to 

guitarists of today and recognizes the unfavorable conditions that need to be addressed. He observes 

that most of these difficulties and barriers stem from, and have their origin in, the inadequacy of the 

guitar’s repertoire. Future articles will deal with specific problems such a phrasing, technique and 

transposition. Your comments are welcome and should be addressed to: Loris O. Chobanian, Baldwin- 

Wallace College, Berea, Ohio 44017. 
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For many years during my lectures and master 

classes, students have enthusiastically urged me 

to make my views public on subjects pertaining 

to the guitar, and to discuss the problems con- 

fronting the guitarist. My thoughts and opinions 

therefore have been developing for a long time, 

and no conclusion has been reached hastily. I wish 

to address myself to as many guitarists as possible 

since the lack of awareness by guitarists is the 

primary problem that we face and is of utmost 

concern. 

  

In the history of music the guitar has had 
periods of almost total neglect, and personalities 

such as Sor, Guiliani and Tarrega have kept in- 

terest in the instrument active during their life- 

times by creating and performing new repertoire. 

In the twentieth century one such figure has 

been Andrés Segovia, whose accomplishments in 

promoting the guitar are unsurpassed, and whose 

positive influence can never be overrated. The 

guitar, in spite of its limitations of volume and 

projection, is a complete instrument, unlike so 

many orchestral instruments which, when alone, 

are hopelessly limited. It has a reputation of 

being an instrument that only plays chords, yet 

the modern guitar, with proper technique, can 

produce contrapuntal lines even clearer than those 

produced on the lute, an instrument with a wealth 

of superior contrapuntal music. 

Those who are unsympathetic to the guitar 

at times justifiably point out that the instrument 

does not have a good repertoire. Seldom do we 

hear criticism against the capabilities and merits 

of the guitar itself. Critics of the instrument, if 

any, have usually been of narrow and limited 

outlook or have been totally uninformed. 

The guitar deserves better repertoire than it 

presently has. Often out of ignorance, guitar- 

ists have indulged in efforts to ignore this reality. 

“What if Bach, Mozart, Beethoven and Brahms 

did not write for the guitar,” they say, “after 

all, Boccherini, Schubert, Paganini and Rossini 

did.” With lack of insight and much self decep- 

tion, they hurt the cause of the guitar more than 

they help it. This kind of reasoning only re-em- 

phasizes the convictions of those who think that 

  

guitarists are merely amateur musicians with 

doubtful or questionable musical values. After 
all, Rossini’s use of the guitar accompaniment in 
Count Almaviva’s song in The Barber of Seville 

is only of limited interest. In most of his chamber 

music Paganini treats the guitar with childlike 

simplicity. The so-called Schubert quartet for 

flute, guitar, viola and cello is only an adaptation 

of a Matiegka trio and does not compare favor- 

ably with Schubert’s original chamber works. 
The Boccherini quintets though a welcome ex- 

ception are not on a par with the chamber music 

of the masters. It is difficult to convince a good 

student violinist or cellist to participate in a per- 

formance of Boccherini quintets when these 

students have a large number of superior cham- 

ber music to choose from: music that unfortun- 

ately does not include the guitar. 

In recent years the lute has been gaining popu- 

larity and there are many fine lutenists who are 

rightfully claiming their own repertoire. With so 

much concern for authenticity, musicians, as well 

as the informed public, would prefer to hear 

music on its original instrument. Transcriptions 

of lute music on the guitar, therefore, are not as 

acceptable as they once were. Even music written 

for the baroque guitar should ideally be realized 

on a baroque instrument. The modern guitar’s 

repertoire is shrinking and is in desperate need of 

new music. Not long ago Segovia, in addition to 

bringing respectability to the instrument, influ- 

enced many fine composers to write for the guitar. 

Furthermore, music critics have been complain- 
ing that guitar programs have not changed during 

the past 50 years. 

    

Instruments remain vital only if there is music 

of value being written for them, and their impor- 

tance can be measured only by the caliber and 

merit of that music. There is danger that the 
guitar is on the brink of entering another period 

of neglect and disfavor. Should this happen, our 

times could be judged by future generations as 

the opulent Segovia Era. 

 



  

It is time for us to re-evaluate our positions 

and gear our efforts cumulatively or as individuals 

in influencing the creation of original and lasting 

repertoire. 

Major composers whose music is in demand 

choose to write for a specific instrument, either 

because of their association with appreciative 

and competent performers, or because of patrons 

who commission them to write new works. With 

the exception of some limited efforts by Julian 

Bream, no guitarist of our time seems to have the 
capacity or the inclination to bring about such 

urgently needed results. Many of our concert 

artists are primarily concerned with the glorifica- 

tion of their egos. They are preoccupied with 

commercial ventures, striving to appeal to mass 

audience taste. They transcribe music that will 

sound flashly and easily accessible without re- 

gard to scholarly representation of the original. 

They introduce in their transcriptions unexplain- 

able changes that defy any logic or proper rea- 

soning. Above all, often they choose the wrong 

music to be transcribed. 

  

  

  

    
With innate musicality and talent, some of 

these artists have with relative ease achieved 

mastery of their instruments and are deservedly 

admired for their superb abilities and accomplish- 

ments as guitarists. They underestimate, however, 

the importance of their positions of influence 

on the impressionable young guitarists who 

strive worshipfully to emulate their every step. 

The successful artist therefore has a grave respon- 

sibility in the role of the ideal model. 

A prominent pianist, after displaying in con- 

cert the utmost musicality and mastery of in- 

terpretation, was asked to perform on the fol- 

lowing day for a student group. The program 

which included selections from the previous night, 

became an exercise in dexterity, displaying ut- 

most speed. Thematic ideas were rushed over and 

the music lost all meaning. The student audience 

10 

was ecstatic and displayed their approval, by ex- 

pressing unprecedented exuberance with screams 

and pounding on the floor. Later, when confron- 

ted with the unusualness of the presentation, the 

artist admitted that he played what the students 

wanted to hear. In that way, the artist obviously 

achieved more popularity; however, the students 

were left with an erroneous impression of how 

that particular music should be played. 

In order to avoid overgeneralization, some 

noted exceptions such as Julian Bream should be 

recognized. With commendable ability and proper 

insight he is one of those rare artists who has 

much to offer. In addition to being a first rate 
performer, he has the sensitivity and concern for 

scholarship, a broad appreciation of different 

periods, and a sincere interest in music of our 

time. Mr. Bream should be called upon to end his 

self-imposed isolation and resume offering mas- 
ter classes. The guitar world needs his brand of 

wholesome influence. In his dual role as a success- 

ful guitarist and lutenist, Mr. Bream has had con- 

siderable influence on the recent resurgence and 

popularity of the lute. His lute playing obviously 

has the imprint of his guitar technique. He has 
the remarkable ability to project the lute in a 

large concert hall, a feat that purists find inap- 

propriate and contrary to the character of the 

instrument. 

Despite some basic similarities of construction 

and technique, the guitar and the lute have pro- 

found differences that go beyond tuning, number 

of strings, or body shape. Exploring and recog- 

nizing these differences is desirable and this pro- 

cess will add a new dimension to the appreciation 

of both instruments. Ironically one of the most 

disturbing shortcomings of the guitar is its in- 

ability to project, especially when performing 

with other instruments. Much thought and effort 

has gone into training guitarists to remedy this 

problem. The guitar needs to meet the challenge 

of being heard in a large concert hall. A similar 

case cannot easily be made for the lute since its 

repertoire is limited to music of earlier periods. 

In the art of music making there will always 

be situations where musicians are forced to make 

certain compromises, most notably when peda- 

gogical or financial considerations are paramount. 

Whenever possible these compromises should be 

avoided or at least kept to a minimum. The 

choice here is between the more authentic repre- 

sentation of the lute timbre versus the need to 

project in a large concert hall. It is of utmost 

   



  

importance that such decisions be based on know- 

ledgeable premises, with thorough comparison 

and awareness of contrary arguments. Most lut- 
enists today who started as guitarists are search- 
ing for their own identity, and are desperately 

trying to disassociate themselves from any as- 

pect of guitar sound or guitar performance tech- 

nique. It is very fashionable among lutenists to 

be critical of the Julian Bream style of lute play- 

ing. No achievement can be more rewarding than 

the realization of music on the instrument for 

which it was originally intended and in its orig- 

inal setting, producing sounds that are inherent 

in the instrument. There is, however, a danger 

that the pursuit of authenticity could develop 

into a blind and negative reaction to existing 

practices rather than a sincere search for the 

ideal. What is the ideal, and how do we recog- 

nize it? 

A definitive answer to performance practices 

of earlier times can never be realized decisively. 

As more information and research becomes avail- 

able to us, we are better informed of these prac- 

tices. Master composers of earlier periods were 

not personalities frozen in time. No single ex- 

planation can apply to all aspects of their creative 

work. These composers were born, developed 

and changed during their creative years. Only 

they would be in a position to tell us in detail 

how their varied music should be played; yet we 

encounter musicologists and other musicians 

whose opinions are so emphatically authorita- 

tive that they seem to have their information 

directly from the composer. Unfortunately these 

opinions periodically change, and just as em- 

phatically, new sets of guidelines are established 

for us to follow. We cannot depend on informa- 

tion from a single source. Our knowledge should 

be developed with a lifelong endeavor of per- 

forming, studying and living with music. 

Andrés Segovia as guitarist and Julian Bream 

as lutenist are pioneers who have resurrected 

repertoire, introduced performance practices and 

established patterns in areas unexplored before. 

Obviously they were not always successful in 

producing the most historically accurate or ac- 

ceptable results—as is evident in some of their 

earlier recordings. Today there is much more re- 

search material available and the new generation 

of guitarists has an enviable advantage. It is in- 

excusable therefore to hear young guitarists on 

records emphasize and outdo mannerisms of 

Segovia who performed these pieces almost half 

a century ago. Even when Segovia extends his 

music to excesses, his powerful personality dom- 

inates and his performance is convincing. Imita- 

tors lack the Segovia aura and are invariably 

doomed to failure. Still, it is a tribute to Andrés 

Segovia that most recent musicological trends in 

the interpretation of early music carry traces of 

the Segovia style. 

One critical malady that needs urgent remedy 

is the guitarists’ method of learning new music 

by listening to recordings. Guitarists have inter- 

est only in music that is recorded. They learn 

pieces not according to what the composer in- 

tended, but according to the recording artist’s 

opinion of what the music should say. They 

pass on to each other the same idiosyncrasies 

and inaccuracies of rhythm and phrasing that 

should not be tolerated even by amateurs. 

  

  

“Imitators lack the a 

Segovia aura and 

    

There must be a number of informed and well 

trained, young-generation guitarists who cannot 

possibly be categorized with the typical guitarist 

described in this essay. This group, to date not 

vocal, has not been in a position to bear influ- 

ence. It is refreshing, therefore, to encounter 

individuals who stand out as exceptions to this 

disturbing state of affairs. 

Manuel Barrueco first attracted attention as a 

guitarist of promise as winner of the 1974 Con- 

cert Artist Guild Award, and in Canada — Guitar 

1975. His subsequent recitals, similar to the ones 

in Cleveland — 1975 and 1979 — established him 

as an artist not only of exceptional technique, 

but more importantly as a musician with a prop- 

er sense of direction. In the 1979 Cleveland con- 

cert, a confident and exuberant performance not- 

withstanding, two specific aspects were notice- 

able that singled him out as one who has given 

considerable thought to the music he performs. 

Unlike the usual guitarist’s program of short 

and isolated pieces, his was well balanced. The 

program, in three sections, consisted of several 

Leo Brouwer compositions, a Bach suite and 

fl  



  

selections from early 20th-century Spanish com- 

posers. Fortunately for once, no claim was made 

to take the listener on an historical musical jour- 

ney from the 16th-century Renaissance to the 

present day. The other impressive aspect of 

Barrueco’s approach involved considerations of 

interpretation. When playing Bach, he was unman- 

nered, and knowingly avoided the round deep 

apoyando sound of which he is so capable. Instead, 

his was reminiscent of the harpsichord, proving 

him to be sensitive to sounds that are more 

suited to Bach. The significance of Barrueco’s 

artistic achievements is intensified when it is 

contrasted to his evident modesty and humility 

of character. It is hoped that he will always re- 

main unshakably virtuous and avoid the conceit 

that so many young artists seem to develop after 

their initial success. 

It is a disturbing phenomenon that the average 

guitar student, teacher or concert artist is iso- 

lated from the rest of the world of music. Judg- 

ing from guitarists’ activities, their knowledge of 

music and sense of priorities, they seem to pro- 

fess to be guitarists first and musicians second. 

  
Guitarists have a separate and distinct reper- 

toire and a select audience that attends guitar 

concerts faithfully. Despite the apparent successes 

of recent years, guitarists, unlike other instru- 

mentalists, are reconciled with their image of 

being amateurs. Their isolation is partly attribut- 

able to the instrument’s lack of a role in the sym- 

phony orchestra. Today the guitarist faces many 

of the same negative conditions as the pianoforte 

did before the flowering of 19th-century key- 

board music. 
The average flutist or violinist has an early 

contact with orchestral or ensemble literature. 

These young musicians encounter invaluable 

opportunities for performing with other in- 

dividuals who cummulatively strive to discard 

their personal biases and limitations in order to 

serve the common goal of making music. Develop- 
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ing the facility to adjust to the dictates of a con- 

ductor they eventually acquire good musical judg- 

ment and sensitivity through positive discipline. 

In time they have a good fortune of performing 

and being within reach of music at its best, 

music that can elevate the human soul to its 
noblest state of exaltation. These musicians 

have access to the experiencing of the unex- 

plainable delight in the magic of Mozart’s piano 

concertos or the final section of Bach’s Mass in 

B minor. Even the tuba player can be envied for 

his part in Bartok’s Concerto for Orchestra. These 

realities cannot be changed but there is much 

that can improve in the training and musicianship 

of guitarists. It would be interesting to speculate 

on the number of guitar teachers who have been 

to a symphony concert lately. 

In contrast to other instrumentalists, the 

guitarist, a loner by nature, prefers to be a 

soloist. With no opportunity to check the unde- 

sirable excesses, bad habits accumulate and be- 

come an inherent feature in the guitarist’s musi- 

cal character. No wonder so many guitar soloists 

have difficulty performing with orchestras. Con- 

ductors of major orchestras express their dis- 

pleasure at having to adjust to the whims of 

guitar soloists and indignantly try to avoid them 

in the future. It is clear therefore that we should 

not discredit educators who create situations for 

guitarists to play in ensemble under the leader- 

ship of a conductor, though such an undertaking 

might seem to imply amateurism and lack of un- 

derstanding of concepts or orchestration. 

Several guitarists playing the same melodic 

line can easily interfere with each other’s con- 

tributions. It takes considerable practice and 

effort for such a group to achieve a cummulative 

uniform attack. The unique nature of the plucked 

string sound, characterized by an _ explosive 

attack and a fast decay, does not easily adapt to 

the blending of voices. However, the need for 

guitarists to have experience performing under 

a conductor minimizes the above arguments, 

especially when it is undertaken in a pedagogical 

setting under the supervision of informed leader- 

ship. By choosing the proper music, giving the 

exposed lines to soloists, and keeping the group 

performance to non-interfering materials, it is 

possible to bring about most favorable and re- 

warding results. Despite the tangible differences 

between the modern guitar and the guitar of 

earlier periods, Renaissance music, in concept at 

least, is adaptable to guitar ensemble perform- 

 



ance. During the Renaissance period, entabulat- 

ing vocal music for instruments was an accepted 

practice. Most of the excellent lute repertoire of 

the 16th century was transcribed from vocal poly- 

phony. Should there be those who find the 

sound of the modern guitar unsuitable for Renais- 

sance music, their arguments would only reinforce 

and articulate the primary message of this essay 

— the modern guitar is in desperate need for new 

repertoire. The concern for the creation of orig- 

inal repertoire for the guitar should have been 

the top priority of guitar organizations such as 

The Guitar Foundation of America and The 

Guitar Division of American String Teacher’s 

Association. These organizations have been suc- 

cessful in bringing together guitar teachers, creat- 

ing guitar archives, and are to be commended for 

their efforts that have benefitted the instrument. 

Unfortunately no serious considerations have 

been made even to recognize the problem of 

repertoire, let alone take steps to improve it. 

  

  

A grand scale movement, therefore, with the 

knowledgeable support of the entire guitar com- 

munity, should try to convince major composers 

of today that the guitar has merits as an instru- 

ment. Adequate funds should be secured from 

foundations and from institutions that have in- 

terests in the guitar business, to commission im- 

portant composers like Elliot Carter, George 

Crumb, Jacob Druckman and many others to 

write for the guitar. Composition contests should 

be initiated to entice serious composers to havé 

interest in the guitar. It is ironic that other in- 

strumentalists with a more outstanding and com- 

plete repertoire have the insight and the ability 

to actively seek the propagation of new music for 

their instruments. Despite recent intense research, 

no valuable original guitar music has been dis- 

covered from the earlier periods. We do encounter 

so much that is trite, non-functional and only of 

limited historic importance. The modern guitar 

would benefit much more from looking toward 

the future — and guitarists would gain by expan- 

ding the scope of their studies to include the 

trends and language of contemporary composers. 

The works of Leo Brouwer are a proper begin- 

ning point. 

It is disturbingly depressing to read time and 

time again the boastful guitarist’s claim that 

Berlioz was a guitarist and that he at times earned 

his living by teaching the guitar. The question 

should be posed: Why was it that Berlioz, the 

master composer for symphony orchestra and a 

guitarist, never wrote for the instrument? Could 

it be that guitarists of the time were just as 

guilty and equally to blame for not having the in- 

sight and the ability to influence composers of 

their period? 

We are constantly inundated with newly pub- 

lished guitar music of inferior quality: material 

that must have a lucrative market. Publishers 

have interest in music mainly for profit. Regard- 

less of its artistic values, most publishers will not 

accept a work for publication unless it will sell. 

It is the responsibility of guitarists to educate 

themselves and learn to reject the worthless and 

seek more of the significant. Authors of educa- 

tional material, though generally successful in 

the use of examples from earlier composers, 

have usually failed to produce meaningful exer- 

cises of their own. 

It is evident therefore that problems common 

to guitarists are many and multifaceted. Recog- 

nizing them is the first step in moving toward the 

right direction in search of solutions. A detailed 

and analytical discussion of the recognized issues 

could fill volumes. What has been said, though 
unpopular and not always optimistic, is neverthe- 

less motivated by the concern for a successful 

future for the guitar. 

0 cr 

Loris O. Chobanian is professor of composition and guitar at 

Baldwin-Wallace College Conservatory and teaches lute at Oberlin College Conservatory. 
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FARKENING 
MASTER, CLASS 

MB IN SAN DIEGO 

PRESENTED BY 
INTERNATIONAL 
GUITAR SHOPPE: 

         

A full week of inspiring educational events 

took place at Grossmont College, San Diego, 

California, April 9 - 13 where Christopher Par- 

kening, widely known for his recordings, concert 

appearances and teaching gave a master class 

which was presented by the International Guitar 

Shoppe. Twenty students were chosen by a sub- 

mitted audition tape and auditors were welcome 

to present questions during the class. Other events 

included a lecture by Ron Sherrod, Professor of 

the Guitar Department at Grossmont College, on 

“The Elements of Guitar Fingering’’ and a con- 

cert by David Breaugh, esteemed pupil of Chris- 

topher Parkening. 

Mr. Parkening indicated that during this class 

he would emphasize mostly technique rather 

than musicianship. He felt that anyone who lives 

near a major city has access to a fine musician 

with whom he could study. 

The following are worth while comments and 

suggestions made by Christopher Parkening dur- 

ing the class. 

 



“In tuning the guitar, you must temper tune 

— that is, tune to the key or keys in which 

you will be playing a particular piece and 

tune to the common chords representative 

of those keys.” 

“Good sound is usually achieved by the 

proper shaping and smoothing of the nails 

and the combination of nail and pad of the 

fingers. By acquiring the technique of using 

all the combinations of nail and flesh — right 

side, center, left side — in one position 

you can multiply the possibilities of tone 

color.” 

“The best sound is achieved at the point 

where the nail and pad meet the string (at 

an angle) simultaneously before plucking the 

string. If the string is plucked from the center 

you either get a click (by the deadening of 

the sound for an instant, followed by the 

nail) or a buzz (by the nail coming directly 

to the string without pad).”’ 

“The more stable the guitar is, the more 

accuracy. In order to achieve stability, the 

guitar must be locked in place equally by 

the four points at which it comes in contact 

with your body. This doesn’t mean that there 

are no exceptions. It just means that at a time 

when stability is necessary, you should know 

how to achieve it. Have a friend anchor the 

guitar while you are playing sometime and 

feel what a difference the security makes.” 

“Your left hand must always be balanced 

and not slanted to the left.” 

“When your four left hand fingers are down 

within four frets in first position on one 

string, the index and fourth fingers are on 

their sides and the second and third are more 

in the center. But, as the distance between 

fingers decreases (up the fret board), the first 

and fourth fingers become positioned more 

on the center of the tip.” * 

“The left thumb is placed wherever comfort- 

able. Concentrate mainly on the fingers.” 

“It is important when practicing, to have a 

goal in mind and stick to that one goal, dis- 

regarding everything else until that goal is 

10. 
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achieved, i.e., sitting position, hand position, 

sound, learning a new piece, etc.” 

“Everyone should work with a musician 

other than a guitarist because they look 

strictly at the music, not the idiosyncrasies 

of the guitar.” 

“Work for maximum volume. The guitar is 

a quiet instrument. You must develop the 

full range of the guitar.” 

“Sometimes, when burnishing in a piece, play 

stronger with the left hand. This gives a sort 
of reserved strength. It is important to 

push yourself.” 

“All tension should be confined to the 

hands.” 

“Practice vibrato at a uniform speed to gain 

control.” 

“If nail is not filed correctly, it is a struggle 

for the finger to pass the string.” 

“It is good to practice correcting the tuning 

in the middle of a piece. Also, since there 

will be occasions in performance when you 

will not be able to warm up, it is good to 

practice playing cold.” 

“As Segovia advises, when you are progress- 

ing in technique, you sometimes have to go 

down hill to find the trail that continues 

upward.” 

  
David Breaugh 
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Christopher Parkening teaching Maria Mouratides 
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These are some helpful guidelines to fingering 

which Ron Sherrod presented in his lecture, ““The 

Elements of Guitar Fingering.” 

Try to stay within the basic position of four 

frets when possible. 

— Have aminimum of movement. 

— Use guide fingers when changing positions. 

| Use strong fingers rather than weak fingers, 

as Sor put it, “Never give work to the weak 

fingers while the strong fingers are doing 

nothing.” 

— Analyze the music. A shift should correspond 

to the musical structure. The shift usually 

creates an accent which may begin a new 

phrase. 

  

PERFORMERS 

Wendy Owens, El Cajon, CA 

Raymond Kinsey, San Bernardino, CA 

Tony Prim, Mira Mesa, CA 

Dennis Davis, Lakeside, CA 

Dennis Swift, Del Mar, CA 

Mark Hobson, Vista, CA 

Brad Kilmer, San Diego, CA 

Doug Montogmery, Ocean Beach, CA 

Johnathon Taylor, Garden Grove, CA* 

Tom McCombs, Pacific Beach, CA 

Maria Mouratides, San Diego, CA* 
Miles Moynier, San Diego, CA 

Mike Bellmont, Dallas, Texas 

Kraig Hanadel, Ocean Beach, CA* 

Kevin Connell, Berkeley, CA* 

Greg Coleman, Laguna Niguel, CA** 

David Roth, San Diego, CA* 

Bob Backes, Redding, CA* 

Dorothy Savitch, Los Angeles, CA* 

Pat Russ, Cypress, CA 

*Selected to appear in concert Friday April 13th. 

**Cancelled.       

  

|     
Chris Amelot, Proprietor of 

International Guitar Shoppe 

Following an intense four days of guitar in- 

struction, the Christopher Parkening Master Class 

concluded with a well-received recital of various 

students in attendance. Of the twenty students 

who performed in the class, seven were chosen to 

perform for an audience made up of their fellow 

students, auditors and guests, as well as Chris- 

topher Parkening himself. 

The program opened with Maria Mouratides, 

who played two preludes, one by Ponce and the 

other by Villa-Lobos. She was followed by Kraig 

Hanadel, who played the popular Afro-Cuban 

Lullaby and the Bach Prelude from Prelude, 

Fugue, and Allegro. Next on the program was 

Dorothy Savitch, who played a touching Danza 

#10 by Granados, after opening with a Bach Pre- 
lude for lute in D minor. The first half of the pro- 

gram ended with Jonathan Taylor playing Rujero 

y Paradetes by Sanz and the impressive Grand 

Overture by Giuliani. 

Following intermission Dave Roth opened the 
second half of the evening’s music with the diffi- 

cult Double by Bach, and finished with Scherzino 

by Tansman. Next was Bob Backes who played 

Tarrega’s Capricho Arabe and a solid Variations 

on a Theme of Mozart by Sor. To conclude the 

program Kevin Connell played Mudarra’s Fantasia 

and an Allemande by Bach, before finishing with 
an exciting Gigue from Bach’s First Lute Suite, 
which drew avid response from the audience. For 

those in attendance, it was an enjoyable evening 

of music as well as an excellent display of young 

talent. 

Frank R. Alves 
C. Lawrence 
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Publication Keviews 
  

AGUADO’S METHOD 

TO BE AVAILABLE IN ENGLISH 

Aguado’s famous method for the guitar is now, 

at last, to be available in English. Everyone has 

heard of Aguado’s method; Segovia constantly 

recommends it as the best guitar method for 

students; but not until now has it been possible 

to get it in English. 

What exactly is Aguado’s method? Sainz de la 

Maza, Sinopoli, and others have edited it, but 

anyone who buys a copy of these books will be 

puzzled to find that the various modern editions 

are totally different one from the other to the 

extent that they are utterly different books. 

Which is the true Aguado? When was it first pub- 

lished? How relevant is it to the modern guitar? 

These questions have never been answered in 

print. 

Last year, in Spain, I was lucky enough to be 

able to buy an original edition of Aguado’s 

method, published in Madrid in 1843. It was a 

very full, thorough, and thoughtful study of 

guitar technique, surprisingly modern in its out- 

look. I decided to publish a translation of it into 

English, and so I undertook the bibliographical 

work necessary to find out what the truth was 

about the different versions. 

It turns out that Aguado published a method 

for the first time in 1825; another completely 

different method in about 1834; and finally, in 

1843, after a lifetime of experience in guitar 

playing, teaching, and technical study, he pub- 

lished his Nuevo Metodo para Guitarra, which is 

a synthesis: it contains material from both of 

the two earlier books, and new material as well. 

It is a long book, the most mature, and certainly 

the one which most merits publishing today. It 

deals with guitar technique as we know it. It des- 

cribes the nail-plus-flesh right hand finger stroke 

which is exactly what Segovia uses today. It 

covers harmonics, hand positions, all the things 

that we teach to our students. It contains all of 

Aguado’s well-known studies. Segovia was right 

to recommend it. 
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In this century, various versions have appeared. 

But no editor has ever produced any version, in 

any language, which specifies the original source 

and gives the correct text. 

That is what the new edition does. I have 

taken the 1843 text and had it translated into 

English directly from my own original copy. At 

the moment of writing (May 1979) the transla- 
tion is finished; it is a fully professional job. I 

have contributed a new introduction on the his- 

tory of the book and its relevance to the modern 

guitar and its teaching. The music, which in- 

cludes all of Aguado’s studies in the authentic 

text, is newly engraved. It will be a fine book, 

and is scheduled for publication in January, 

1980 by Tecla Editions. 

Brian Jeffery 

[There is a special pre-publication price of $13.50, 

good for cheque-with-order until October 31st 

1979, from Tecla Editions, P.O. Box 915, Ansonia 

Station, New York, NY 10023; later it will cost 

more. ] 
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TECHNICA AVANZATA Per Chitarra Classica 

TECHNICAL EXERCISES For Classic Guitar 

by Abner Rossi 

(Edizioni Musicali, Berben, Ancona — Milano/ 
Theodore Presser Company, Elkan — Vogel, Inc., 

Educational Dept., Bryn Mawr, Pa. 19010) 

Technical Exercises for Classic Guitar is the 

product of the author’s intense analysis of the 

left hand technique. 

“T am of the opinion that the left hand tech- 

nique is much more important than that of the 

right one, since the latter will always meet with 

many difficulties if the left hand does not attain 

as the first thing, both firmness and skill.” 

Rossi explains that his studies and exercises 

will not only serve the purpose of strengthening 

the left hand but of strengthening and perfecting 

the sound, achieving clear, even sonorities.



  
  

Compiled by Catherine Lawrence 
  

  

Part I of the book consists of several slur 

exercises for left hand only, covering the entire 

fingerboard with all possible fingerings. Part II 

incorporates rhythmic arpeggio exercises for 

both left hand and right hand combined. Part III, 

entitled Ten Pieces on Slur, is a collection of well 

written technical pieces containing many applica- 

tions from previously learned exercises. 

For the serious musician, this set of chal- 

lenging exercises is without doubt, a valuable 

contribution to guitar pedagogy. 

by C. Lawrence 

EJERCICIOS DE COORDINACION 

PARA GUITARRA 

COORDINATION EXERCISES FOR GUITAR 

by Manuel Lépez Ramos : 

(Ricordi, Paseo de la Reforma 481-A. 
Mexico 5, D.F.) 

Manuel Lopez Ramos has combined his years 

of experience in teaching master classes around 

the world and numerous concert performances in 

writing this collection of progressive exercises for 

classic guitar. 

The book is not intended to be a substitute 
for traditional exercises such as scales, arpeggios, 

etc., but rather serves to broaden the student’s 

technical and musical perceptiveness. It’s purpose 

is for the student to better attain finger indepen- 
dence, coordination of both hands and to master 

movements which are not natural but which must 

be frequently used when playing certain passages. 

Ramos stresses that more conscientious and 

productive study, and not more hours of study 

will equal finer results. His approach is very 

systematic, keeping in mind that one should only 

move on to the next exercise when the previous 

one has been mastered. 

He begins with simple, single note passages 

with strict rhythm. Complexity gradually in- 

creases with variances in rhythm, tempo, right 

hand fingering, and different combinations of 

thumb and right hand fingers. 

This book will prove to be beneficial to any 

guitarist who aspires to develop mature practice 

techniques while making it feel easy and relaxed. 

by C. Lawrence 

EJERCICIOS DE 
COORDINACION 

maaIAN 
GUITARRA 

TRO   19  
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MEXICO CITY: 
The I.N.B.A. Music and Dance Department 

announces a Agustin Barrios Mangore Guitar 

Contest and Festival in comemoration of the 

35th anniversary of his death this fall. The con- 

test is scheduled October 15, 17, and 19. The 

festival is October 22-26. 

AGUSTIN PIO BARRIOS FERREYRA was 

born on May 5th, 1885 in San Juan Bautista de 

las Misiones, Paraguay, and died August 7th, 

1944 in San Salvador, El Salvador. The name 

Mangore was adopted in honor of the great chief, 

Mangore of the Paraguayan jungle. In 1932 in 

Caracas, Venezuela, a journalist inverted his first 

name Agustin changing it into NITSUGA. That 

is why Barrios was also known as NITSUGA 

MANGORE. 

Mangore is the founder of the Indoamerican 

school of guitar based on the popular and origin- 

al themes of AMERINDIA in the fashion of the 

great European masters. Mangore separated the 

Indoamerican guitar from the Spanish guitar by 

giving it its own personality, different projection 

and techniques with logical guitar chords and 

arrangements. His technical and interpretative 

virtuosity have given him the title of GENIUS 

OF THE GUITAR of all’ times and his work is 

being rediscovered 35 years after his death. 

Barrios is the COSMIC MAN OF AMERINDIA. 

His work can be classified in three different 

styles: Classic Music of Amerindia, New-Roman- 

tic music and European style music with an 

20 

Indo-american spirit. His influence has been 

significative for Hector Villa-Lobos who has 

used various of Barrios’ themes for his works. 

CONTEST 

REQUIREMENTS: 

— Resume 

— Certificate of official or private guitar 

studies 

— Two 1 inch photographs 

— There is no age limit 

— Guitarists from all countries are admitted. 

COMPULSORY PIECES: 
— First Round: Compulsory piece: a) 

ARABESCOS (Study No. 4) 

— Second Round: Compulsory piece: [choose 

one] a) ESTUDIO DE CONCIERTO No. 1 
b) STUDY FOR TWO HANDS 

— Third Round: Compulsory piece: [choose 

one] a) SYMPHONIC ALLEGRO b) THE 
LAST TREMOLE 

Important: The pieces to be played in this con- 

test must be taken from the albums of Agustin 

Barrios Mangore, Volumes No. 1, No. 2 and No. 

3, printed in Japan by: 

ZEN-ON MUSIC COMPANY, LTD. 

25 HIGASHI GOKENCHO 
SHINJUKU-KU 
TOKYO, JAPAN 

SS SOI



PRIZES: 

Peer Pinte SS eee $1,500.00 U.S. Cy 

Second Place: 4-2. 3 $1,000.00 U.S. Cy 

Third Places 25-3. 355 $750.00 U.S. Cy 

JURY: The decision of the jury will be final. 

SIGA:GODOY @ 2s 34s eee Paraguay 

ATSUMASA NAKABAYASHI....... Japan 
JOSE CANDIDO MORALES... . El Salvador 
SALVADOR CONTRERAS ....... Mexico 
JEN US DENELES 6. es 6 eos oe Mexico 

The contest will take place in the Manual M. 

Ponce Hall at the Palace of Fine Arts in Mexico 

City, on the 15th, 17th and 19th of October, 

1979. 

CONFERENCES: Two conferences on Mangore 

will be given in the Manuel M. Ponce Hall of the 

Palace of Fine Arts. 

1. Jose Candido Morales: Professor from El 

Salvador and Mangore’s pupil. 

2. Sila Godoy: Internationally famed guitar- 

ist from Paraguay and compiler of Mangore’s 

works. 

FESTIVAL 

After the contest there will be a festival with in- 

vited guitarists from different countries. 

PLACE OF THE FESTIVAL: The festival will 

take place at the Pinacoteca Virreinal, October 

22-26, 1979. 

The contest awards will be given out during the 

inauguration of the Festival. 

INAUGURATION: Dr. Stanley Saunders, con- 

ductor of the Brantford Symphony Orchestra, of 

the Civic Orchestra of Guelph University in 

Ontario, Canada, and Music Director of the same 

university, will conduct the inauguration concert 

with the Fine Arts Chamber Orchestra. 
‘ 

APPLICATIONS 

Entry applications must be sent to: 

SOCIEDAD MANGORE, A.C. 
APARTADO POSTAL 1414 

MEXICO 1, D. F. 
MEXICO 

ENTRY REQUIREMENTS 

1. Application fee: $65.00 U.S. Cy. 

2. The application fee must be sent by a Bank 

Draft or Money Order to the above address. 

3. The application will be immediately confirmed 

and Registration Certificate will be sent to 
you for the necessary official procedures 

required by the Mexican Consulate. 

4. The application fee will be returned if not re- 

ceived by August 15, 1979. 

LODGING 

Lodging facilities will be made available for the 

participants. 

NEW YORK, NY: 
The Manhattan Institute for the Classical 

Guitar is announcing a Guitar Master Class Series 

for the 1979 Fall Season. This series will feature 

two of the outstanding classical guitarists in the 

International Concert scene, Manuel Barrueco 

and Ernesto Bitetti. 

Manuel Barrueco, a well known Cuban vir- 

tuoso will begin his Master Class on September 

10, 1979. The last day for registration is on 

September 8. 

Ernesto Bitetti, a much heralded guitarist 

from Argentina will start his classes on October 

22 to November 2, 1979. Last day for registra- 

tion is on October 13. 

All Master Classes will be held at the Man- 

hattan Institute for the Classical Guitar at 

155 Sixth Avenue (at Spring Street) IND Sub- 
ways are available and EASY . . TO. . GET. 
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  TECHNIQUE:   CHAPTER IIl 

  

Interval 
& 

Fart |   
Chord Balance    

  

  

An important right hand technique to learn 

is that of being able to independently control the 

volume of each note of an interval, triad or chord. 

The highest note of an interval or chord (which 

is the easiest for most players to bring out loudly) 

Example No. 1: 

by Douglas Niedt 

is not always the note that should sound the loud- 

est. For example, in the well-known Pavane for a 
Dead Princess by Maurice Ravel, the melody is 

played on the second string in the following 

excerpt: 

Measure 13. Pavane for a Dead Princess by Maurice Ravel (arr. Niedt) 

Melody on Second String 

ae 

It is essential that the player be able to play 

“m” quite a bit stronger than the other fingers 

to bring out the melody line on the second 

string. Another example is found in the Fuge 

24 

Ere 

   

  

@ 
4       

from J. S. Bach’s Praéludium, Fuge, and Allegro. 

In example No. 2 the subject, which is to be 

brought out very clearly, is between two outer 

voices: 

 



aaa 

Example No. 2.: 

Measures 43, 44. Fuge, From Praéludium Fuge and Allegro by J. S. Bach (BWV 998) 

©=D © © © 

       

  

   

  

subject subject 

subject    subject 

eee ; 

Or, in Luis Milan’s Pavane No. 2 we have a melodic theme stated in the first phrase; 

      

    

  

          t 
1 

Example No. 3: 

Measures 3-5. Pavana No. 2 by Luis Milan 

x = melodic theme @   

  

part of which is repeated in inner voices as: 

Example No. 4: 

Measures 11-15. Pavana No. 2 by Luis Milan 
x = melodic theme 

® 
40. 4 

    

    

      

® 

Therefore it is important that a player be To take some simple, down-to-earth examples, 

able to bring out any note of an interval or a song such as Down in the Valley could be played 

chord at will to play a piece musically and in two voices with a harmony part below or 

intelligently. : above the melody: 

Example No. 5: 
Melody in Upper Voice Down in the Valle 

>, Harmony in Lower Voice     
25  



Example No. 6: 

Down in the Valley 

  

Example No. 5 with the harmony below the 

melody is the more common situation and it is 

easy for most players to bring out the upper 

Example No. 7: 

Measure 17. Pavana No. 6 by Luis Milan 

x = note to be brought out 

@ 

i 

In this type of situation it is fairly difficult 

to bring out the lower voice louder than the top 

voice. Of course one could use the thumb to 

play the lower voice to aid in bringing those 

notes out louder, but this is often not practical 

for technical or musical reasons (for example 

the thumb may not produce the desired tone 

quality). 

Example No. 8: 

  

Melody in Lower Voice 

Harmony in Upper Voice    

    

voice (melody). Example No. 6, though less 
common, does occur frequently, for instance in 

Luis Milan’s Pavana No. 6: 

     

    i 

  

i t 

And not only is a particular note brought out 

because it is a melody note or note of a fugal sub- 

ject, etc. Often a chord serving solely an accom- 
paniment role having no melodic importance can 

be made to sound like a totally different chord 

depending on how it is balanced. For example 

the following chord occurs in measure No. 6 of 
Prelude No. 4 by Hector Villa-Lobos: 

Chord from measure 6. Prelude No. 4 by Hector Villa-Lobos 

   

  

ee 
This chord will sound completely different 

depending on which note or notes are empha- 

sized. In impressionistic music, which often uses 

colorful variations of sixth, ninth, eleventh, and 

thirteenth chords, the player may color the 

music with striking resplts by balancing the 

chords in certain ways. 

To work on balance control let us begin this 

month by working with intervals. All the follow- 

ing exercises are to be practiced with free stroke. 

Hold down the note “d’’ on the second string 
third fret with the third finger and the note “‘f” 
on the first string first fret with the first finger. 

26 

  

Begin by playing the notes separately, not as an 

interval. With the right hand play the second 

string with ‘‘p”’ and the first string with “‘m’’. Try 

to play the “d” very softly so it can barely be 

heard and play the ‘‘f” very loudly almost to 

the point of making the tone distort. When the 

thumb plays just barely brush the string. And 

then pull the first string very heard with “m”. 

Play the two notes so that they sound closer and 

closer together until they gradually sound simul- 

taneously as an interval. 

Another practice method that is usually neces- 

sary to learn this technique is to plant the thumb



very lightly on the second string, just barely 

touching it. Plant “m”’ on the first string and 
pull the first string very hard until the first string 

is almost touching the second string. Remember, 

volume is mostly produced by how far a string 

is pulled before it is released. And be careful that 

when the first string is pulled back with ‘“‘m” that 

“pb” does not also begin to push on the second 

eee Keep “‘p”’ resting very lightly on the second 

string. Also notice the feel of ‘“‘p’’ and ‘“‘m’’. The 

thumb is very relaxed and resting lightly on the 

second string while “‘m’’ is pulling the first string 

very hard and you can feel the pressure of the 

string as it bites into the “m’’ finger. Finally, 

simply release the first string while lightly brush- 

ing the second string with the thumb. Practice 

this several times a day feeling the independent 

motions and feelings in the thumb and finger. 

Eventually, once the fingers get the feel of the 

technique, try to capture this same feeling with- 

out pre-planting the finger and thumb on the 

sring?s Once again, try to retain that feeling of 

‘“‘m’’ pulling the string hard while “‘p’’ just brushes 

(or even tries to avoid playing) the second string. 

Now reverse the balance. Try bringing out the 

second string as loudly as possible to the distor- 

tion point and the first string very softly. The 

same practice principles apply here. Begin by 

playing the notes separately. Play “‘p”’ very loud 

and then follow quickly with “m” brushing the 

first string. Gradually play the notes closer to- 

gether until they sound simultaneously as an in- 

terval. If you are still having difficulty, rest “‘m” 

lightly on the first string and push the second 

string hard with “p’’ until the second string al- 

most touches the a string. Again, be careful 

that when ‘‘p”’ pushes on the second string that 

m”’ does ay start pulling on the first string. 

Keep ‘“‘m”’ resting lightly on the first string. Then 

release the second string while very lightly brush- 

ing the first string with ‘‘m’’. And once again, 

remember how the strings feel against the thumb 

and finger. Keep planting the finger lightly on 

the first string and pushing the second string 

with the thumb until you think you have the 

knack of it. Then try playing without planting. 

It might be noted here that the thumb is also 

easily brought out loudly if you push with the 

wrist and arm as the thumb plays. This weighty, 

pushing motion towards the floor has the effect 

of negating the movement of ‘‘m” upwards 

towards the ceiling. However, this heavy pushing 

motion with the wrist and arm is usually reserved 

for use only when an exceptionally heavy bass 

line or accent is desired. Also be sure to practice 

both of the above exercises with ‘‘p”’ ue “4” and 

“p” and ‘“‘a”’ as well as “‘p’’ and “‘m’’. We began 

with ‘“‘p” and “‘m” because they are the easiest to 

aed. 

If practiced correctly, the player should be 

able to perform these two exercises within a 

week. Once the extreme dynamic contrast is 

achieved (barely playing one note and playing 

the other note loud to the point of distortion) 

practice less extreme balances — the first string 

forte and the second piano; the first string forte 

and the second mezzo-piano, etc. And finally, 

play the first string fortississimo (fff) and the 

second string pianississimo (ppp), and then cre- 
scendo the second string to “‘fff’’ while decresen- 

doing the first string to “ppp” and then reverse 

so that you can produce any desired balance be- 

tween two strings, one played with the thumb 

and the other with either ‘‘i’’, ‘‘m”’, or “a’’. Try 

all these exercises on different strings (not always 

adjacent strings) and in different registers of the 

fingerboard. A different touch is required on 

different registers because of the different string 

diameters and string tensions involved. 

The following week, using the same practice 

procedure described above, play the first string 

with ‘‘m” and the second string with “i”. You 

will find balance control much more difficult 

when using just the fingers as opposed to a finger 

with the thumb. And again, the technique of 

pulling the string that is to sound the loudest 

hard with one finger while lightly planting the 

other finger on the other string and then releas- 

ing the loud string while brushing —— soft string 

is very helpful. Also work with ‘‘m” and ‘‘a” and 

with “i”? and ‘‘a’’. Then try playing the two ver- 

sions of Down in the Valley (examples 5 and 6) 

with all the finger and finger-thumb combina- 

tions. And finally, look through the music in 
your repertoire for passages of intervals and work 

on producing just the right balance between the 

notes for each phrase. The balance that you 

choose will vary according to the musical context, 

historical period, tempo, texture, etc. 

Therefore, in two weeks the player should be 

able to control the balance between any two 

strings, the upper string played with “‘i’’, “tm”, 

or “a” and the lower string with ‘‘p’’, or two 

strings played with “‘i’’ and ‘‘m’’, ‘‘m”’ and “‘a’’, or 

“7” and “a”. Next issue we will work with con- 

trolling the balance of three and four note chords. 
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Sakellariou Recital 
It was a small but receptive audience that 

greeted guitarist George Sakellariou, Saturday 

May 5, at the East County Performing Arts Cen- 

ter in E] Cajon, California. Sakellariou’s perfor- 

mance was the ‘“‘main event” of the second annual 

Guitar Ensemble Festival sponsored by Grossmont 

College. The three gathering included workshops 

and exhibits, as well as numerous guitar ensembles 

from throughout California playing in compe- 

tition with Mr. Sakellariou participating as an 

adjudicator. 

But it was his performance Saturday night 

that captivated the hearts and respect of those in 

attendance. Mr. Sakellariou’s expression and 

musical awareness, as well as his solid yet re- 

strained technique are his more obvious assets as 

a guitarist, and nowhere were they more evident 

than during the first half of the program, which 

was made up entirely of music by Fernando 

Sor. It is refreshing to hear half of a program de- 

voted to a composer of the likes of Sor, especially 

when it is handled with the taste exhibited by 

Mr. Sakellariou. Opening with the impressive 

Introduction and Allegro, followed by the beau- 

tiful Largo in C minor, Sakellariou kept the audi- 

ence entranced from the very beginning with an 

acute musical sensibility. The only deviation 

from this seemed to come with his somewhat 

more mechanical handling of Studies #9 and 

28 

#17. However, Sakellariou finished the first half 

of the concert with a rousing Variations on a 

Theme of Mozart, which left the audience with a 

splendid example of technical mastery of the 

guitar. 

The second half of the program began with 

the melodic Cancion y Danza by Ruiz which 

seemed to settle the audience into a mood of 

anxious enjoyment. Sakellariou handled the dif- 

ficult Fandango by Rodrigo well, bringing out 

the subtle musical quality of this piece which is 

too often ignored. Next Sakellariou performed 

two pieces by Villa-Lobos (Prelude #5 and 

Etude #11), which either because of their prev- 

alence at guitar recitals these days or their weak 

positioning in the program, seem to slow the 

momentum that Mr. Sakellariou was building. 

In concluding the evening’s program with three 

pieces by Barrios (Madrigal, Tremolo, and Vals), 
Sakellariou once again treated the audience to 

the sheer beauty of his playing, as he handled 

each piece with the devotion and care of a true 

artist at work. 

Mr. Sakellariou, who is presently the artist 

in residence at the San Francisco Conservatory, 

dedicated his encore, a Mexican folksong by 

Ponce, to the Mexican holiday of Cinco de Mayo; 

a well-received gesture by a truly endearing artist. 

Frank R. Alves 

 



  

F:xceptional Recital Given by Niedt 

The recital given by Douglas Niedt on April 23 

at Bliss Recital Hall, Youngstown State University, 

Youngstown, Ohio, was in every way an excep- 

tional performance. As the classical guitar is some- 

thing of a maverick instrument, Niedt is a maverick 

guitarist, both in his style and in his repertoire. 

The program included works by such well- 

known composers for the guitar as Villa-Lobos 

and Tdrrega, as well as Bach, but the audience 

was captivated by a number of much more un- 

usual pieces. Some of these were fast and excit- 

ing South American dances performed with great 

skill and very enjoyable. Others were Niedt’s own 

arrangements of pieces one would never expect 

to hear played on the guitar, such as a Gershwin 

medley which included “Rhapsody in Blue’ and 

numbers from Porgy and Bess and Dave Brubeck’s 

“Blue Rondo a la Turk.” 

Niedt’s ability to transcribe and arrange is re- 

markable; he manages to avoid that unfortunate 

but common situation in which the guitar sounds 

like an obvious and incompetent substitute for 

the original instrument. His music is guitar music, 

beautifully and naturally so. And he is not afraid 

to experiment; he uses a wide range of techniques, 

including such rare ones as altered tunings, to 

allow the instrument to really show itself off. 

But most striking is Niedt’s ability to com- 

municate with the audience. His performance 

was more like an intimate gathering of friends 

than a recital for strangers. He delights in playing, 

and can’t help delighting the audience; unlike the 

stiff, stereo typical classical player one often sees. 

Niedt has all the necessary qualities of a fine 

concert artist: technical excellence, showmanship, 

and a talent for making the audience feel good. 

by Robin Smerek 

Dana Review 

  
George Sakallariou Douglas Niedt 
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Artist Directory 
  

  
Jorge Morel, the internationally acclaimed guitar- 

ist, began his study of the guitar at the age of 11 

in his native Buenos Aires with Maestro Pablo 

Escobar. Following his graduation from the Uni- 

versity of Advanced Musical Studies, Morel made 

a series of South American concert and television 

appearances, which earned him wide acclaim. The 

brilliant young artist made his U.S. debut at 

Carnegie Hall in 1961. Since then, he has toured 

extensively in the United States, making several 

coast to coast tours; he has also appeared in 

Hawaii and Puerto Rico. His vast repertoire runs 

from the great classics to his native South Ameri- 

can music to the best of American popular fa- 

vorites. 

Columbia Artists Mgmt. 

165 West 57th Street 

New York, New York 10019 
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Novacek-Bissiri Duo - Steven Novacek began his 

career performing contemporary music for clubs 

and recording studios in Los Angeles. At the age 

of 19 he journeyed to Europe to study the guitar 

more seriously. Gary Bissiri’s playing drew notice 

early, winning music awards from John Marshall 

High School and Los Angeles City College. Steven 

and Gary met while attending California State 

University at Northridge where they both received 

scholarships for performance under the direction 

of the eminent guitarist and musicologist Ronald 

Purcell. They both spent a number of years of in- 

tensive study with the prominent guitar virtuoso 

and recording artist Vincenzo Macaluso. The 

Novacek-Bissiri Duo have performed extensively 

in the United States and Canada and are now 

working on their first recording. 

Steven Novacek, Gary Bissiri 

1406-B N.E. 50th St. 

Seattle, Washington 98105 

 



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. 
  

  
Grimm-Moore Guitar and Flute Duo - James 

Grimm, guitar, and Elaine Moore, flute, are a duo 

performing works from the Renaissance to the 

Twentieth Century. Mrs. Moore holds both 

Bachelors and Masters Degrees in music. In addi- 

tion, she studies privately with Louis Moyse. Mr. 

Grimm holds a Bachelors Degree in music and 

has attended numerous master classes throughout 

the country as well as private study with Angel 

Romero. Both Mrs. Moore and Mr. Grimm are 

currently members of the music faculty at William 

Jewell College near Kansas City, Missouri. 

Mr. Grimm, Mrs. Moore 

William Jewell College 

Music Dept. 

Liberty, Missouri 64068 

Manuel Yglesias, flamenco guitarist, was born in 

Madrid, Spain in 1947 and lived in Argentina a 

great part of his life. At the age of 12, he started 

taking flamenco guitar lessons. One of his teachers, 

Nino Posadas, incorporated him to the famous 

“Spanish Ballet of Angel Pericet’”’ as second gui- 

tarist, and five years later, he became first guitar- 

ist. He separated from the ballet in 1970 and re- 

located in Mexico City where he performed as a 

soloist for three years and recorded several 

albums. He returned to Spain and Argentina to 

improve his technique and learn classical guitar. 

With all his experience he came to America to 

teach and play flamenco and classical guitar. He 

gave his first concert at the Oklahoma City Uni- 

versity. Due to the success he was accepted as an 

‘Artist in Residence” by the Oklahoma Arts & 

Humanities Council. 

Manuel Yglesias Conto 

10133 Finley Rd. #A 

Oklahoma City, Oklahoma 73120 
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BUZZING - 

18th Century Instrument-Making (from the French Encyclopédie, 1767). 

THE: CAUSES & CURES 
BY VINCENZO SCOGLIETT! 

If the reader is to profit from this article he 

must clear his mind of all previous ideas that all 

actions have a standard height. Every instrument 

must be adjusted according to its own degree of 

resonance and clarity. 

Providing the neck of the guitar is reasonably 

straight the following procedures usually eliminate 

the buzz. 

1. If the guitar has a buzz on open strings 

raise the top nut by placing a thin shim of 

wood under the nut. 

2. If the strings buzz when the guitar is fret- 

ted, raise the saddle, use a thin shim. If this 

doesn’t work a new saddle must be fitted 

(music stores sell saddle bones for around 

one dollar). I suggest you try three differ- 

ent heights up to one-quarter inch action 

from the bottom of the sixth string to the 

top of the twelfth fret. 

32 

If the buzz is not eliminated at this height 

check the vibration patterns of the bass strings. 

If a string vibrates from side to side, it is perfect. 

If it also bounces back and forth you should 

replace it. The ‘‘A” string is an exception to this 

rule because nineteen out of twenty vibrate in all 

directions. But if the “A” string is buzzing you 

will have to find a perfect string. 

An easier way to eliminate the trouble is to 

use a higher tension string. If, after all these pro- 

cedures are employed, the guitar still has a buzz 

then the cause is due to the density of the fibers 

in the top of the guitar which causes one string 

to vibrate excessively. 

One must remember the finer the guitar the 

more resonant it is going to be, and the possibility 

of buzzing naturally is greater. A slight buzz can 

be eliminated by the player compensating for 

this in his technique. 

 



  

  

  

m Antigua m 

Castanets 

& 
Ce; illas 
(Spanish Capo) 

    Handmade in Spain 

Professional Instruments 

Made of Exotic Woods 

Aged over 50 years. 

        

    
  

“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 

the most subtle demands of 

ARABESQUE the artist and I am_ using 

them exclusively in my re- 

CONCERT GUITAR STRINGS cordings for Angel. 
STATISTICS 

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

Treble oe —— ped, Precision Nylon strings to any guitarist who 

insists upon the utmost from 

his instrument.         
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Joly SD uavre 

60th Bvt oa Ciiiaie 

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 compositions, 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, mezzosoprano, 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 Westmorland 

Concerts organized by the Royal Academy of Music in 1977. They are regular 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 colleagues 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” insertion. 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, 

p.p. Publicity Manager 

35 

 



  

  
  

IN ANAHEIM 

BD ALh GUITAR # 
CENTER 

ONE OF THE LARGEST SELECTIONS 

OF THE FINEST CLASSICAL & 

FLAMENCO GUITARS IN THE WORLD 

  

    
    
     

    
   
   

   

Fernandez Ramirez 

Hernandez Manzanero 

Barbero Nakade 

Matunaga Rodriguez 

Oshita Esteso 

La Chica Hauser 

Kono Sesoko 

Monch Kuniharu Nobe 

  
‘Takamine 
Aria 
Yamaha 
S. Yairi       

Music & Literature 
For The Guitar   Complete 

eae og Mail Order Catalog Available 
(U.S. and Canada only)       

714-828-9762 

  
335 SO. MAGNOLIA 

ANAHEIM, CA 92804 

SEEEEEEE5555 

    (415)386-0395 

1433 Clement St. S.E, CA. 94118 
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CLASSIC GUITAR ARTISTRY 

| ., 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 

a Wrought Iron * 
antigua FLIQQEPESE 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. 

50 Available at all leading music stores oR 
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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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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 

Frontispiece: Virtus Unita Bellerofonte Castaldi 

The Guitar and Myself 

(Autobiography —Part Six) 
La Guitarra y Yo (Spanish Supplement) 

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 AnImportant Event The Editors 

N
N
 

>
 

Ww 

Andrés Segovia 
Andrés Segovia oO

 

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 “II Serchio” (excerpt) 

Johann Sebastian Bach 
Dionisio Aguado 

Anton Diabelli 

Mauro Giuliani 

Andrés Segovia 

Ferdinand Rebay 

Ferdinand Rebay 

R. S. Brindle-Borsi 

ao 
pet

 

GUITAR REVIEW NUMBER FOURTEEN: 1952 

33 Cover Antonio Petruccelli 
34 Contents of Guitar Review No. 14 
34 Editor’s Corner 

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 

Gregory d’Alessio 

53 Francisco Eixea Tarrega Drawing by Grisha 

Music 

43 Heartes Ease from lute tablature at the Cambridge Library 
44 Fortune My Foe from Wm. Barley’s Lute Book 

Francis Cuttinge 

John W. Duarte 

Dionisio Aguado 
Albert Harris 
Jack Marshall 

45 Greene Sleeves 
46 Sonatina for Flute and Guitar, op. 15 

55 Estudio en Arpeggio 

56 Intermezzo 

58 Sonatina 

GUITAR REVIEW NUMBER FIFTEEN: 1953 

69 Cover George Giusti 
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 

Federico Garcia Lorca 

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” Theodorus M. Hofmeester, Jr. 

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 

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 

153 Minuet 

154 Aria 

156 Preambulum 
(for recorder and guitar) 

158 Two French Corantos 

(for recorder and guitar) 

161 The Cuckoo 
(for voice and guitar) 

165 Simple Preludes: No. 1 
166 Air on a Ground Bass 
167 Minuet 

Unknown Composer 
Jean Baptist Besarde 

Robert de Visée 
Alessandro Scarlatti 

Joan Maria de Medicis 

William Byrd 

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 
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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   
 



  

  

  

  

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 

A 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 

    
  

 



  

CONCERTISTE 
Nylon Guitar Strings 

  

  

Ca er de la perfection 

Timbre uelouké d'une 

ampleun égale sun toute Completely Made by Hand 
(fp Se ORD Sm 

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.       

Bk A TE 

The Mid-America 
Guifar Society 

Invites you to participate in our 1979 - 1980 
wot

    
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 
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OF SPAIN 

WORLD 

GUITARS 

AND THE 

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. 

  

ANTIGUA 
om CASA = 
eT ee? 
BRENER 

DE 

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 featuring guitars, accessories and 

guitar makers’ supplies. Include $1.25 handling charge 

43 

    

  

 



  

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 
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. Il (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 

To GUITARRA Magazine from Regino Sainz De La Maza 

“With a best wishes and congratulations for as interesting 

magazine.’ 
REGINO SAINZ DE LA MAZA 

July 21, 1964 

  

A Duo Prockimatian by Presti oa Lagoya” 

“We are inspired to see a magazine like GUITARRA. It is ae 
written and pictured. More publications should follow in the foot- 

steps of GUITARRA Magazine.” 

IDA PRESTI and ALEXANDRE LAGOYA 

  

Carlos Montoya Exchiee 

“GUITARRA Magazine is the World’s greatest guitar publication. 

In fact, I consider GUITARRA the finest guitar magazine of all time. 

Sincere congratulations.” : 
CARLOS MONTOYA _ 

March 19, 1966 

  

Juan Serrano Comments : 
“GUITARRA Magazine. . . The cornerstone of the guitar world 

a phenomenal publication. The one true source of information featur- 

ing highlights on every facet of the guitar world; Past, Present and 

tomorrow.’ : 

JUAN SERRANO   
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